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MWJIOUI )KMBKOBU'h

Buzanronomku nnctutytr CAHY, Beorpan
Opurunanuu HaydHu pan / Original scientific paper

HNxona boropoauue ca Xpucrom u Ceerum
Huxkosom u3 manactupa Csere Tpojuiie y
Il'beBibUMA.

IIpuiior npoy4yaBamy CJAMKAPCKOr ONMyca
Makcuma TyjkoBuha®

CAXETAK: Pax je nocsehen uxkonu boropoauue ca Xpuctom u Csetum Hukonom
u3 pusHune Manactupa Csete Tpojune y IlmmeBbuma. Ha 0oCHOBY CTHIICKUX OTMKA HKOHA
ce npunucyje Makcumy TyjkoBuhy, nkoHONHCITY 1 MOHaxy LleTumckor manactupa. Pasma-
Tpajy ce, y3 To, Moryhu HKoHOrpad)CKH y30pH UKOHE, a OIPE3HO Ce MPETIOCTaBba JIa je
oHa MorJia HacTatu 1733—1734. rogune y manactupy Jy6ouniu kox [1peBaba.”™

KJbYUYHE PEYU: uxona boropoauiie ca Xpuctom, Makcum TyjkoBuh, 60KOKOTOpCKa
cnukapceka mkona, Ceeta Tpojuna IlsseBasbeka, Manactup JyOouniia, cpricka yMETHOCT
XVIII Bexa.

...CUUNICKU peieKc jowl Y8eK Modice
spebaiuu us (ilocii)cemuoiiuyke oycuje.
Jac Encuep

Kao peTko koju MaHacTUP U3 TPyl OHUX YHUjH CE€ )KUBOT 32 BPEME TYPCKE BIIACTH HaJ|
HEKaJAIIBIM CPIICKUM 3eMJbaMa OJ[BHjao ITyHUM HHTEH3UTEeTOM, MaHacTup Ceera Tpojuia
[I5beBasbeka je 0 JaHaAlIkbUX JaHa cauyBao CBE HajBaKHH]E, Y HEKOJIUKO eTana yoOIudeHe,
€JIEMEHTE ,,MAaHACTHPCKOT Tpaja‘. 3axBasbyjyhu CKPOBUTO] JIOKALIM]H, Y HEIOCPEAHO] OJTU3UHU
Tamnuye (ITbeBasba) — aIMUHUCTPATUBHOT CpeauIITa Xepleropaukor canyaka (1576—1833)
— M HELITO TIOBOJbHHU]JEM CTHUIIA]y UCTOPH]CKUX OKOJTHOCTH, OBA CBeTa OOMTEJh HUKAJIa HUJE 3a-

* Paj caapiku JIeo pasyiiTata HCTpaXKHBama y OKBUPY npojekta Busanrtonouikor nucrutyra CAHY 6p. 177032
— ,,I'pagunuja, ”HOBaIMja U UJCHTUTET Y BU3AHTHJCKOM CBETY" — KOjH IMOpkaBa MUHUCTApCTBO IPOCBETE U HayKe
Peny6ke Cpbuje.

** Kapa je oaj TekcT Beh OMO MpUIIpeMJbEH 3a ITaMIly, 00jaBJbeH je paja y kojeM cy Makcumy TyjkoBuhy npu-
ncana jour Heka jena: M. )Kuskosuh, Mame iio3naitie u netiosnaiie uxone uz pusnuye manaciuupa Ipacxeuye: oena
cauxapa Paoyna, lumuiupuja u Maxcuma Tyjrosuha, 3orpad 36 (2012), 213-217. Te HOBe pe3ynTaTe HAIIUX HUCTPa-
JKHBamba HUCMO YBPCTHIIN y OBaj pasl.



MUJIOLI )KUBKOBUR *

nyctena. Mctuna, MUp TPOJUYKOT MOHALIKOT )KUBOTa HEPETKO je pemeheH HacusbeMm, a Opa-
THja ce, y3 UCKYIIeHha MMaHEHTHA 1Y XOBHUM MOIBU3MMa, TOTOBO IIEPMAaHEHTHO OOpHIIa U ca
TEMIKUM MaTepujaTHUM cTambeM. O cBeMy TOMe cBeioue OpOjHH MTUCAHHU W3BOPH, YITIABHOM Y
BUJIY 3aIlKica Ha PyKOMMCHUM Kiburama. HajBehy MaTepujaiHy IITETY MAaHACTHD je IPETPIICO
Cpa3MepHO KacHo, y Tioxkapy u3 1859. romune, kaja je ropena u riiassa ipksa ([TeTkoBus 2008).!

OcuM BeoMa 3aHUMJBHMBE, @ BpDEMEHOM YMHOT'OME N3MEH-CHE, ApXUTEKTYpE TIIaBHE IIPKBE
Y MaHaCTHPCKOT KOMILIEKCa, Kao ¥ 3UHOT ciauKkapceTsa nomna Ctpaxume u3 byanmibe u3 1592
1595. rogune (ITeTkoBun 2008: 17-33, 43—80; vyt 1984: 62—-63; vyt 1991: 208-213),
MOoCeOHY KYyJTYpPHY APAroleHOCT OBOT Ba)KHOT JTYXOBHOT CpPEAHINTa cTape XepleroBuHe
MpeCTaBIba BEroBo MokpeTHo Oaro. Y Tpojunu [15beBasbCkoj Cy HaCTaNIM, HIIH CE Y BbUXO0-
BOj Ooraroj OMOIMOTENH JaHaC YyBajy, HEKH O] Haj3HAYajHUJUX CPIICKUX pykomuca (yPko-
BUR-JAKIINR 1957: 227-234; MowuH 1958: 235-260; ITeTkoBun 2008: 89—106; MoMUPOBUR
1985: 73—77; Cysotun-l'onysoBu® 1999: 21, 179—-181; CtankoBuh 2003; CxoBrAaH 2006: 124—
129). 3nauajau cy u npumepiu npuMmemneHe ymetHoctd (I[TETkoBuh 2008: 35-42, 87-89,
107-110, 126—129; CkoBraH 2006: 132—-134), a hona uKoHA je, 3a CPIICKE MPIIIMKE, BeoMa
BpenaH. Y IPKBHU CE YyBajy JeIMHO MKOHE Ha UKOHOCTACy — Jolll yBeK HeouulnheH JlensucHu
yuH Cumeona Jlazosuha (1806/1807) n mo3uwuje npectone nkone (ITeTkoBun 2008: 130—-131;
Gacovic 2007: 70-73) — a cBe ocTajie KOHE HaJjla3e ce y MAaHACTHPCKO] 30MpIIH, U3 KOje Cy
Hajpernpe3eHTaTUBHU]A Jefia U3JI0KeHa Y HellaBHO 00HOBJbeHO] pusHuim (CxoBrAH 2006).2
Meby muma ce moceOHO u3/1Bajajy ukoHe 3orpada AHnpeje PanueBunha uz 1645/1646. ronune
(‘Bypun 1963: 25-26; ITeTkoBuR 2008: 112—113; MunocaBibeEBUR 2005: 91-97; CkoBran 2006:
129-131). YTucax je na je mocTaBka KOHIIMIIOBAHA y CKJIaJly ca KaTErOPUjOM CTUJIA KAO KpH-
TEPUjyMOM PEIPE3eHTaTUBHOCTH, OJTHOCHO CTamheM MTPOYUEHOCTH UKOHA, T€ Y3 MHCHUCTHpPa-
€ Ha BUXO0BO] PAaBHOMEPHO] XPOHOJIOIIKO] 3aCTyIJbeHOCTH. To je, cBakako, OMO MCIpaBaH
Y MPaKTUYaH MYy3€0JOMKH TpucTyI. Meh)yThm, HUCY camo U3J105KeHa HKOHOITMCHA OCTBape-
Ba TPOjUYKE PU3HUIIE BPEIHA 3HAYAjHU]jE MakKke. To BakM M 3a HeMau Opoj MKOHA Koje
HUCY JOCTYITHE IMOCETHOLMMA. Y TUTAWY j€, JeAHUM JIEJIOM, U FbUX0Ba CTHJICKA BPEIHOCT,
aJv je YIJIaBHOM ped O JieiMMa Koja Cy 3aHUMJbHBA Ca UKOHOTPa(CKOT acrleKkTa, Ui UMajy
OIIITHjU KYJITYPHOUCTOPHU)CKHU 3Hauaj. FIkoHa K0joj je mocBeheH oBaj MPHJIOT Crajia y OHY
rpyIly OCTBapema Koja 3acily’Kyjy MaKiy M3 CBa TPU HaBeACHa pasjora.’

Peu je o ukonu boroponuie ca Xpucrom u Csetum Hukonowm, narosanoj y X VIII Bek
(ITeTkoBun 2008: 114—115).* ikoHa je cukaHa TeMIepoM Ha jaacii. HeBenukux je q1uMeH-
3uja (28 x 37 11M); Ha BEJIMKOM JIeTy E-€He JIECHE CTpaHe MOTIIYHO je OTmnao 0ojeHu clioj, a

'V monorpaduju Cperena IletkoBuha uctoprja MaHacTHpa HUCTPa)KeHa je UCHPITHO U cBeoOyxBaTHO. Heko-
JIMKO TIOJICTUIAJHUX OCBPTa Ha uctopujy Tpojune [libeBasbcke 00jaBIbEHO je Uy HOBHje BpeMe: 3UPOJEBUR 1984:
33-34, 196; CpebanoBun 1990: 101-103; Mprun 2004: 229-230, 232; Jloma 2005: 12; MumskoBuh-bojanun 2007:
303-310; Pagun 2008: 1-20; MuskoBus 2009: 119-127; Togun 2009: 176—182; Tomosus 2010: 37-54.

2V HaBeIECHOM Pajly HajaBJLCHO je 00jaB/bHBabE CTYANJCKOT KaTaniora pU3HMIIE, YUjH Cy EKCIIOHATH pecTay-
pHicaHu, a HOBA MIOCTAaBKa je CMEIITEHa y HCTOYHOM KPHJIy MaHACTHPCKOT KOHakKa. PykoBoxuian mpojekra 6uia je
Anunka CroBpaH.

3 HacraHak oBor paja He 61 610 Moryh 6e3 momohu urymana Ceere Tpojutie, ona JICOHH A, U TPOJUUKOT MO-
Haxa, ona Biagnciasa, kojeM cMO OCeOHO 3aXBaJIHM jep HaM je Jby0a3HO OMOryhno yBUA y HEH3IOXKEHY 30HpKY
HKOHa, BCHO Iperieame U GpoTorpaducame NojeJHHAX PagoBa, y YeMY HaM je U caM, CTPIJBHBO U Ca pa03Ha0-
nrhy, momarao.

4 Texct HUje nponpaheH pernpoayKIKjoM, alli je U3 ONKca U APYTHX 3alaamba JaCHO J1a Ce OJTHOCH Ha HKOHY
KOja je MpeIMeT HaIlle MaXKIbe.
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* UIKOHA BOT'OPOJIULIE CA XPUCTOM U CBETUM HUKOJIOM...

3HaTHA omTehema MpuMeTHA Cy ¥ Ha IPYTUM MECTHMAa, TIOCEOHO Kaja je ped O MPBOOUTHUM
KOJIOPHCTUYKHUM CBOjcTBUMA. Ha Topm0j moIoBHHM (DOHA TEK je MECTUMUYHO cauyBaHa He-
KaJlallikha 10371aTa, a ’BeroB IOkU PErucTap UCINKaH je€ MaclInHacTo3eIeHoM 00jom. TloBprm-
HOM MKOHE IOMUHUpA npenactaBa boroponuiie ca MmaiuM XpHCTOM, MOCTaBIbEHA MPUOITHKHO
y KOMITO3UITMOHO cpenuinTe. boroponuma je oneBeHa y ipBeHr MaoproH, a XpUCTOC HOCH
MJIaBy TOPHY XaJbUHY U XKYTY J0BY, Koja je Hekana Owia u noznahena. Jluna boropoawuiie,
ToTJIeIa YCMEPEHOT Y TlocMaTpada, U XpucTa, Koju TJeqa y MajKy, MpuJbyOJbeHa Cy jeTHO Y3
npyro, a boromajka necHom pykom o0yxsata CuHa. JlereHia, ucnucana KpyIHAM IPBEHUM CJI0-
BHUMa ca cTpaHa boropoanunHor nuka, naHac je jensa Buasbusa: M()P / O(eo)Y (ci. 1).

Cn. 1. boropoguna ca Xpuctom u CBetuM Hukonom, Ceera Tpojurma I[lmeBaspeka
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MUJIOLI )KUBKOBUR *

bynyhu na oBaj, nHaue Beoma TUNM4YaH, npuka3 boropoauie ca mManum XpUCTOM JI0
caJia HUje UCTIPaBHO UICHTH(UKOBAH, HEOITXOHO MY j€, Ha CAMOM IIOYETKY, TIOCBETUTH BHUIIIE
npoctopa. [IpencTasa je y jeAMHOM J10caallllbeM CTPYYHOM OCBPTY Iperno3Hara kao Pieta
(ITetkoBun 2008: 114—115). MehyTum, kao mro je 700po Mo3HaTO, TUM HA3HBOM CE€ Y HCTOU-
HOXpHIThaHCKO] HKOHOTpa(Hju — YIIOPEIO ca MOSTCKUM EMUTETOM ,, He pbloati MeHe mamu",
KOJjH ce, M0 MOYEeTHUM CTHXOBHMA HPMOca JeBeTe mecMe KaHoHa Bennke cyboTe, KOpucTH y
pycKoj uctopuorpaduju — MOTy O3Ha4aBaTH MCKJBYUMBO TpeAcTaBe boroponuiie koja rpiu
mptBor Xpucta (ITesun 1993: 159-160; ITeimn 1993a: 175-179; Toaun 2005: 66; BorBoaun
2011: 91-98).° To, cacBuM je jacHo, Ha ukoHH U3 CBeTe Tpojurie HUje cinyuyaj.’ Ha woj je, 3a-
MpaBo, MPEACTaBIbEH MO3HATH UKOHOTpadcku Tun boZopoouye Ymumwenuja (bocopoouya
I'nuxkogunyca). U3pa3uta eMOLIMOHAIHOCT MPEICTABE OBOT THIIA HATJIalllaBa, C JeJIHe CTPaHe,
MajunHCKY JbyOaB boropoauie npema XpHucTy-1eTeTy, ajli ce Ha Taj HAUWH UCTOBPEMEHO U
anTununupa theroso crpagame u HCKynUTEIbCKA KPTBA. IKOHOTpad)cKHU THIT 0 KOjeM je ped
jaBJba ce, MOXK/Ia, JOIl U Y paHOBU3aHTH]CKO] YMETHOCTH, aJIH TEK OJ CPEIH-EBU3aHTH]CKOT T1e-
pHoza TIOCTaje jeaH O Haj3acTyIJbCHUJUX MOJelia peicTaBibaba boromajke ca boromua-
neHreM. M kpo3 1eno motome pa3nodske pa3Boja HCTOUHOXpHIThaHCke MKOHOTpaduje oBa
BapHjaHTa mpezacTaBe boroponuiie xoja rpiau masor Xpucta Ouia je jeqHa ol HajpacnpocTpa-
IBEHUJUX, a TIPUTOM je TpeTpIiesa U U3BECHE TUIIOJOIIKE Mo uKalyje, npaheHe mnojaBom
HoBux enuteTa (LASAREFF 1938: 36—42; horoBuh-JbysrHkoBuh 1952—-1953: 83—90; GRABAR
1974: 10—16; GRABAR 1975: 25-30; GRABAR 1977: 169—178; THIERRY 1979: 59-70; basun 1985:
261-274; PATTERSON-SEVCENKO 1991: 2171; BaLtoYANNI 1994: 1-89; CHADzIDAKIS 1995; 495—
498; Barroyanni 2000: 149-153; Etunroa 2000: 67-98; Tatuh-bBypun 2007: 133—142).

Nako onroBapajyhu Hatmuc HUje cadyBaH, AonojacHa (purypa CBETOT apxujepeja Ha Jie-
BOj CTpaHH jako ce uaeHTudukyje. Ceetn Hukoma, nmpencTaBibeH ca KapaKTEPUCTUYHOM
KpaTKOM ceioM OpaJioM, BUCOKOT Yejia, ca je/ITHUM IMPaMEHOM KOCE Ha BpPXY, JECHOM PYKOM
Onmarocusba, a y JIeBOj IP’KM BUCOKO MOAUTHYTH Koaekc. OIEeBEH je y MOIUCTaBpUOH, YKpa-
IICH PHUM | IPBEHUM MIaX-TI0JbUMa, TIPEKO Kojer je omodop.

Crenen omTeheHOCTH MKOHE, HAa CBY cpehy, HHje 030MJbHUja MpenpeKa carieaaBamy
HBEHHUX JIMKOBHUX 0coOeHocTu. Mako je ykynHu Bu3yelnHu edekar Ha mocMaTrpada yMHOTOMe
penykoBaH, Oyayhu na je HekaJaimba rmo3saTta (hoHa BHIJbUBA CAMO HA HEKOJIMKO MECTa, JIAaKO
ce 3aKJpydyje Jla MKOHA MOCeyje HECYMIbUBY CTUIICKY BPEIHOCT, aJll U MPUINYaH Opoj 3a-
HATCKUX HeZOoCTaTaka. AKo ce mole oj] mocineamux, OH/Ia NaKby HajIpe MPUBIIaYe 0jeInHE
aHATOMCKE U MPOTOPIIHjCKE HeMPaBHIIHOCTH. Tako ce, mpatehu koHType 1pBeHor boropoau-
yuHOT MaOpHOHa, youaBa Ja je Je0 Tella KOjH OH MPEeKPUBa HEIPUPOTHO BETUKUX JTHUMEH-
3uja y ogHocy Ha boropoanunn omrehenu nuk. CaudHo je 1 ca XpUCTOBOM (UTYpPOM, TTIE je
rJIaBa pemMalia y OHOCY Ha TeJo, KOje je TOJIMKO M3/1YXKEHO Ja AeCHa Hora TOTOBO JIOAHUPY]e
Nomy UBHUITY (hoHa KoHe. Maso 60Jb0j orleHn ymeha MajcTopa HKOHE JOIPHUHOCE, HAKO OIITe-
henu, nuxoBu boropoaune u Xpucra. boroponuunno nure je Beoma OpuxkJpuBo 0bpalheHo,

5 O mpezacTaBama MpTBOT XpHCTa, YII. HOBUjE pajioBe, re je u oarosapajyha aureparypa (BELTING 1991; Hop-
BEBUR 1998: 185-196; MarkoBus 1998: 167-179; Cumun-J1azap 2000: 140-146).

¢ JTaHac ce MOKe camMo HaraljaTu jia Jii je, MOXK/a, CTale HKOHE IIPE PecTaypaTopCKO-KOH3EPBATOPCKUX HH-
TepBeHIIHja OMIIO0 TaKBO A2 CEe OBA OYUTITIECAHA IT0jeANHOCT HUje MOTJIa IPUMETHTH.

12



* UIKOHA BOT'OPOJIULIE CA XPUCTOM U CBETUM HUKOJIOM...

KOJIMKO C€ TO Ha OCHOBY OHOT'a IITO j€ O lhera OCTasio Moxke 3akJbyuuTu. Huje, mehytum, peu
0 BOJTyMHHO3HOM, TOHCKH MOJICJIOBAaHOM OCTBapemy, Beh je nnHuja Ouna JOMMHAHTHO Cpea-
CTBO y MCIIMKaBamy JIMKa. VI3Ha TAMHUM OKEPOM OCCHUYEHE MOBPIIHHE CIIUKAP jeé CMECTHO
neberie, TOTOBO CIIOjeHe 00pBe, UCTION KOJUX je, OKO OYH]Y, MPEICTABHO U TAaHKE KaIlKe U MoJ0-
Yrhake, 00eIeKHUBIIN UX IBEMa KOHTYpaMa, a Moce0HO je 3aHMMJBHBO JIa j€ JI0a0 U Tpemna-
Bune. KapakTepucTuuHu cy U BeoMa M3paXCHU aKLEHTH CBETJIOCTU HCIIOJA OKa U Ha BPXY
Yesa y BUy HEKOJIHMKO Oenux Tayaka. CiaruaH NOCTYIIAK CIMKamka youaBa ce U Ha XpHUCTOBOM
JUKY, C TUM LUITO je, yciel MambUX TUMEH3H]ja, OH 3HaTHO JIOUINje U3BEIEH, IITO CE HApOUUTO
OYMTYje y HepaBHIIHOM 00NHKY riase. Jla ciukajyhu nuie Xpucrta MajcTop HUje ©Mao Ha yMy
HATYpaJMCTUIKO-MUMETHYKH MTOCTYTIAK, WJIH Ja OH HHje OMO y OKBUPY HETOBUX TEXHUIKHUX
MOTYRHOCTH, MOKa3yje MPEMMPOKO U IPSHKUCKO YeTIo, ,,i30pa3iaHo’ MpeHarIaleHuM MPKUM
JWHHjaMa U JIMHEApHO rpy0o0 pacBeT/beHO. MUHYIIMO3HO, anu rpy0o, ciukaHa je u gurypa
Caeror Hukorne. [Topen KOTOPUCTHUKUX PElIeHa, MOMYT HPBEHUX JEJI0BA MOJIUCTaBPUOHA U
JUCTOBa KHBUIe Koju cy yckiahenu ca 6ojom boropoanunnor madopuoHa, naxmy U OBIE
MIPHUBJIAYH JIULIE CBETUTEIbA. [[0jeTHAKO Ka0 U Ha MPETXOTHO IIOMEHYTHUM JIMKOBUMa, OpHUTa
0 KOJIOPUCTHYKOM TOCTH3akby BOIYMHUHO3HOCTH OMJIa je Mambe Ba)kHa, ajlH je IeKOPATUBHU
rpaduim3aM jom u3pasuTHju. To ce moceOHOo oriea Ha TOTOBO OPHAMEHTAIHOM TPETMAaHY
6opa Ha BucokoM yeny Ceeror Hukone, unu merosoj Opaau, pamdiamkbeHoj KpaTKUM MOTe-
3uMa OeJe, KakBU Cy 00mMJIaTO KOpUIIheH! U NP pacBeT/baBaly HMHKapHATA.

Kao mrTo je panuje pedyeHo, oBa HKOHa je Beh 3amaskeHa y HayIu. Y TeKCTy MOHOTpad-
cke ctyauje maHactupa Csere Tpojuiie maxkma je mocseheHa 1 lbeHUM CTHIJICKUM CBOjCTBUMA.
C myHHM TIpaBOM, YOUCHH CY ,,HarJalIeHU rpaduin3aM, HAauBHA CIIOHTAHOCT™ | ,,)KUBOCT
00ja“ UKOHE, Ha OCHOBY Yera je OHa JIOBe/IeHa y OJTMCKY Be3y ca pamoBuma 3orpada Koju cy
JIeJIOBAJIM Ha Honpyqjy Jyxne Yrapcke y npsum aenenujama X VIII Beka. Unak, 3aKJLyquo
je Ja je MKOHa O K0joj je pey ,,XpOHOJIOIIKH MPETXOJHUK T€ MOMyJapHe YMETHUYKE Cpr_]e
(ITeTkoBuA 2008: 114—115).” Mako cy BuIlle pe3yaTaT y3rpeaHOr OCBPTa HEro JeTaJbHHUjer
MIpOyyYaBama, OBUX HEKOJHMKO 3arakamba Hajoosber mo3HaBaoua crapuaa Tpojune [lmeBass-
CKe IIPeJICTaBJbajy BEOMa I0Y3/1aHO MOJIA3HILITE 3a JeTa/bHU]y YIOPEIHY aHAJIU3Y JINKOBHOT
jesuka ukone boropoaune ca Xpuctom u Ceetum Hukonom. U Buiie ox Tora, 0 0BoM omre-
heHOM MKOHOITMCHOM OCTBApeHy MOT'Y C€ M3HETH jOIT KOHKPETHH]a 3arakama, a Ha TeMeJbY
pesyiTara HCTpakiBama BPIICHUX Yy JielleHHjaMa HaKOH 00jaBJbHBamba IOMEHYTE MOHOTpa-
¢uje — 3ampaBo, npe ceera nopehemeM ca OpojHuM y Mel)yBpemeHy myOJIuKoOBaHUM KOMITapa-
THBHHUM NpuMepuMa. HajBakHHje je cBaKako TO IITO je JJaHac Moryhe moy3aaHo U3BPIIUTH
aTpuby1ujy ukone. Peu je, yBepenu cMmo, o octBapewmy Makcuma TyjkoBuha.

k ok %
buorpaduja oBor 3orpada, a BepoBaTHO U JipBOpe36apa, CBOIU Ce Ha CBEra HEKOJIUKO

mTypux nogaraka (MupkoBus 1936: 16-21; Mazavric 1965: 122—-124; Vuncie 1979: 325-328;
MEnakoBun 1980: 71-72; Byiuuun 1981: 138; PauueBun 1996: 138; Pakunr 3. 1998: 127-128;

7O cTBapajalITBY HOMEHYTHX CIHKapa, yIl. CHHTeTHUYKe pajoBe: MEJAKOBUE 1988: 8—15; TuMoTUIEBUR 1996:
131-151; Ctowus 2006: 137-182.
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Pakun C. 1998: 48, 129-133; Pakun 3. 2003-2004: 113—124; Crommn 2011: 631-637).8 O je
BepoBaTHO poheH y ['opmwem ['pOiby, IITO ce MOXKE MPETIOCTABUTH HA OCHOBY MPE3UMEHA
TyjxoBuh, xoje y TOM Kpajy u naHac noctoju. [lo3naro je jomr camo To aa je 6uo monax Lletum-
CKoOT MaHacTupa. Taj mogarak cazHajeMo U3 HaTmuca koje je cam TyjkoBuh ucmucao Ha moj-
HOX]y OCIIMKAHOT KpCTa Ha MKOHOCTacy MaHactupa Huxkospia, 1723. ronuae (MuioBus 1960:
12, ci. 6), u Ha HangBepjy ukoHocTaca L{pkBe [Ipeobpaxema y bynucasunma u3 1732 (MBaHO-
BiR 1961: 124; UBaHOBUR 1977: ci. 8). Jeauna npeocTana 3Hama 0 >KUBOTHOM myTy Makcuma
TyjkoBuha 10BOJbHA Cy TEK TOIHKO J1a ce Teorpad)CKu Manupa keroBa CiIMKapcka akTHBHOCT
U yCIIOCTaBH HeHa XpoHounoruja. OHa je, Moxka, otnouena y Koropy, a n1asse ce onsujania, y
TOTOBO KpYy>kHOj MapmpyTh, ox Karyncke Haxuje y L{pHoj ['opu, mpeko 6jeronosbckor Kpaja,
[Tehke naTpujapiivje U meHE OKOJIMHE, fa Ou ce, HakoH OopaBka y CapajeBy | jOIII jefHE 1Mo-
cete [laTpujapuinju, 3aBpuinia TaMo rie joj je Ouo u noyeTak, y IpHOropCcKOM IPUMOp]y U
BETOBOM IIUpeM 3ajehy.

ITocToju ocHOB 3a TIpeTIOCTaBKy Aa cy npBa TyjkoBuheBa nena, Jlen3uc Ha EeHTPaTHOM
HaJBepjy U ocnukano pacnehe Ha Bpxy ukonocraca L{pkse Csetor Jlyke y Kotopy, Hacrana
Beh 1708. ronune, Mazia je TakBO 1aTOBamke 00a CErMEHTa MKOHOCTACA MOJIOKHO TeMEJbHHU-
joj mpoBepu.” Tek nBaHAECT TOJMHA KACHHUje HACTAO je Apyru cauyBanu TyjkoBuhes pan.
Tlogune 1720. o je cnmukao nmpectoHe nkoHe y L{pksu boropoawute (,,Cete ['ocrohe™) y Hhe-
TyIima (Vuncice 1979: 325-327, cn. 1). Hakon Tpu ronuae, kako je Beh TIOMEHYTO, O6opaBuo
jey Huxospmy, rae je pazuo CIMKaHU KPCT Ha BPXY UKOHOCTaca, JIen3ucHu 91H U jeHO Hal-
Bepje ca nmpeactaBoM Jensnca (MuioBun 1960: cit. 6; Gagovic 2007: 59—62; ITejoBuh, Yuniu-
koB 2011: ci. Ha ctp. 46, 336, 337; Crownn 2011). TyjkoBuh 1732. ronune nspalyje Hansepje
ca ukoHoM /Jlemnsuca 3a nkonocrac L{pkee Cetux anoctona y [lehu, no HapynOunu nmarpu-
japxa Apcenuja [V JoBanosuha (UBaHOBUR 1977: 243, cin. 1-2; Bypun 1990: 325), a Haasepje
cacBUM cin4He pe3bapuje, ca mkonoM CrapozaBetHe Tpojuiie, Kao CBOj JIUWYHU IIPHUIIOT, Ja-
pyje obnmxmwoj Lpksu IIpeoOpaxkemwa y bynucasunma (MBaHOBUR 1961: 124—-125, cn. 23;
WBaHOBUR 1977: cii. 7-8; ByjoBunh 1986: 192—-193, cn. 37). JIBe ronuHe KacHuje OH OOpaBH y
CapajeBy, rjie ciinka HeKOJIMKO HKOHA 332 MKoHocTac CTape CpricKe IPKBE U HEKOJIMKO HKOHA
KOje ce JaHac 4yBajy y IpKBeHOM My3ejy (MwpkoBuh 1936: 16-20, tab. XXVII-XXX;
MazaLi¢ 1965: 122—-123; Paxun C. 1998: 129-144; T'asenun 2003: 40—42; T'asennn 2004: xart.
op. 95; Tonun 2010: 16)."° Ucte, 1734, ronune TyjkoBuh noHoBo 60pasu y Ilehkoj matpujap-
IIHjH, TIIE CIIMKA, OTIET Ha 3aXTeB MaTpujapxa, ukoHy Cseror Apcenuja Cprckor (Vuicic 1979:

8 KopucTHMO 1 OBY NPUIIHKY J1a U3PAa3HMO HCKPEeHY 3axBaHOCT npodecopy bpanucnasy Toxuly, koju Ham je
HeceOMYHO YCTYNHO PyKOIHC CBOT TekcTa 0 Makcumy TyjkoBuhy, 3ampaBo ogpeIHUITY U3 JICKCHKOHA CTAPHUX CPII-
CKHUX CIIMKapa Uuje U3AaBambe MpUIpeMa.

% Ha 0CHOBY CTHJICKHX OJyIiKa J[ensuc je, ¢ IyHuM npaBom, npurucad Makcumy Tyjkosuhy (Vuscic 1987: 149,
Ham. 19). Ayrtop ra je naroao y 1708. roguny, Oynyhu na je Taga HacTao M KpcT Ha BpXy HKOHOCTAca, O 4eMy CBEIOYH
oxrosapajyhu natnuc. Pajko Byjuunh u To pacnehe cmarpa ocrBapemem Makcuma TyjkoBuha, ca 4uM je cariacHa
u Cromnn 2011: 631, nan. 1. Mehytum, KpuBokanun 1997: 216, ci. 2, npetnocTasiba jaa je pacnehe neno mozHaror
pucanckor ciukapa Jlumurpuja, ocum XpHCTOBOT JIMKa KOjH je HAKHA/IHO 3aMEHCH PaJIOM HEITO3HATOT ITPUKOT MajCcTO-
pa. TakBy npernoctaBky onpe3Ho npuxsara Pakun 3. 2003-2004: 120, nan. 51. [To Hamem MUIIbEebY NPUXBATIBU-
BHja je mpeTtnoctaBka Pajka Byjuunha o ayTopy pacneha, 360r BETUKHX CIIMYHOCTH KOj€ OHO JEJIH Ca HUKOJbAYKUM
TIPHMEPKOM.

1V uery roauny natoeaso je u TyjkoBulieBo HaaBepje ca npeacraBoM HeppemaHor oka, U3 HeKaJallme 301HpKe
Kocre Crpajuuha, nanac y Haponunom my3sejy y beorpany: Tomun 1957: 5, ci. 19; Musnowmesus, TaAtuwa-Bypus: 1969,
Kar. 6p. §3.
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149, nar. 19; Pakun 3. 2003-2004; Raki¢ Z. 2006: 129—144). [Tocneamy BEroBU MOy3aHO J1a-
TOBaHU PaJIOBH Cy MKOHA boropoune ca Xpucrom, apxanhennma, CeetuMm JoBanom Jlamacku-
HOM U, BepoBaTHO, Jocudom XumHorpadom, ogHocHo nkona Ceere Tpojuiie, HacTaIu, MO
cBemy cyzaehwu, 3a ukonoctac Manactupa Cramesuha, 1738. ronune. Ta TyjkoBuheBa ocTBa-
pema nyro cy ce Hanasmia y Lpkeu Ceeror JoBana y ['opmum [lo6opuma kon Bynge, a cacBum
HemaBHO BpaheHa cy y ToMeHyTH MaHacTup. MIkoHe cy HacTasie mo HapyJOMHU HETHHCKOT
mutpornonuta Case [lerpoBuha, o veMy cBemoun HaTnHc Ha HKOHU boropoawue, ca Tyjko-
BrheBUM MOTIHCOM U TOMMHOM HacTaHka (Vuiicic 1979: 327, cn. 2; [1ejoBuh, Ynukos 2011,
97, u cnuka Ha uctoj crpanu; Ctommn 2011, ci. 14—17).!' Konauno, ocuM HaBelIECHUX Jiela,
rpOajbCKOM MajCTOPY Ce MOY3JaHO MOYKE IIPUTTMCATH M HelaTOBAaHU JIen3uCHY YHH U3 IIPKBE
y l'opmum bpuenuma (L{pMunLa), o1 Kojer cy A0 1aHac cadyyBaHE caMoO TPH JOI0jacHE Mpej-
crape anoctona (Vuicic 1979: 326-327, cn. 3; Vuscic 1981: 138, cn. 1-2).

Maxkcum TyjkoBuh je, kako ¢ J0CTa pas3jiora npeTnocraBjba BehnHa ucTpaxkupaua, Haj-
BEpOBaTHHje OMO YUSHHK IMMO3HATOT PUCAHCKOT ciinKapa JuMuTpuja, ,,poroHadeIHuKa 60Ko-
KoTOpcKe ukoHomHCHE mKoje™ (Pakuh 3. 1998: 122-125)."> TakBa mpeTnocTaBka 3aCHUBA CE HA
OpOJHUM YOUCHHMM IOJlylapHOCTHMA H3Mel)y MojeMHUX eJeMeHaTa CTUIICKE U MKOHOorpag-
cke MopdoIoryje Ha JeauMa JiBa MajcTopa, o1 Kojux he HeKH KapaKTepUCTHUHH IPUMEPU
O6uTH moMeHyTH u y oBoM pany. C apyre cTpaHe, HajKpynHHja pasinka usmely crapujer n
Miaher mpoTaroHUCTe CPIICKOT CIMKAPCTBA Ha pa3mel)y ernoxa o9uTyje ce y TeXHUIKUM Mab-
KaBOCTHMa CJIMKAPCKOT MOCTYTIKA MOTOET. J[0naIJbiBH Cy HerOBH KOJIOPUCTUYKH apaHKMaHH,
OCTBapeHH (Ipe)4ecToM yrnoTpeOoM pacBET/LEHUX TOHOBA, TOCEOHO aKO Cy KOMOWHOBAHH ca
3maTHUM (HoHOM MKOHA. MehyTum, mocnenuie Koje Ha JejCTBO HEroBe CIUKE Kao IeTHUHE
MIPOY3POKYjYy aHATOMCKE HETIPaBUITHOCTH, HAPOYUTO HE3rPAITHA OOJTUIIH TJ1aBa MOjeIMHUX Ka-

! Ha uxonu Boropoautie je ¢ mpaBom nperno3Har Ceetu JoBaH JlaMacKuH, PEICTaBIbEH ca KapaKTEPUCTUIHHM
TypOaHOM, aiil IpyTH, TOJIOTIABU CBETU MEJIO]] HHje HAeHTHHKoBaH. Ped je o mpencrasu Ceetor Jocuda XumHorpa-
¢a. Taj cBeTHTEIb CE y CPEIHOBEKOBHOj HKOHOTpaduju mpukasyje ca Kykypumom (Basi¢ 1988: 210-212), a y Epmu-
Huju [lnonucuja u3 @ypHe ce mMponmucyje caMo TO J1a Ce CIMKa Kao crapall ,,imusbare opage” (Meaun 2005: 426/427).
Wnak, y cprickoj ymeTHOCTH TIociie oOHoBe [laTpujapmnje nmMa npumepa aa je MOMEHYTH MEJIOA MPEICTaBIbEH Kao
npohenas u ca kpatkom 6panom. On Tako nusriena Ha gpecun ['eopruja Mutpodanosrnha y MaHacTupy 3aBajiu u Ha
uKoHU boroponuiie ca mpoponrMa Kojy je ICTH MajcTop cIuKao 3a ukonoctac Mopaue (Kaymakosuns 1977: 160161,
287, cn. 86, 171). Yocranom, Ha penpoaykurjama nkone n3 Cramesuha BUIIBHB je HATIIUC Y HUMOY CBETUTEJba, C JICBE
CTpaHe, Koju NOTBphyje NOMEHYTY UACHTHDHKALIM]Y: 10¢HE . A,

12 OaroBop Ha nuTame kazaa je TyjkoBuh Morao aa ymosHa cinkapa JIMMUTpHja YMHOIOME 3aBUCH Ol pa3pe-
nrema npodiema Hactanka kotopekor leusuca (Cf. mam. 19). Vunicic 1979: 328, npernocrasiba aa je oH noctao u-
MUTpHjEB YUCHUK jOII y TOKY ociukaBama L{pkee Cetor hopha y llInmmhuma, kojy je AuMuTpuje 3aBpIIHO OKO
1699. V ciydajy na ce He mpuxBaTu JaTtoBame Jlensnca u3 kotopckor Cseror Jlyke y 1708. roquny, onHOCHO He
MOTBPAM MpeTHocTaBka aa je TyjkoBuh ciukao u pacrehe y Toj IpKBH, OHJIA je Moryha U Ipyradnja mpeTIoCcTaBKa.
Haunwme, Oynyhu na je 6uo u3 I'opmwer ['p6spa, Makcum TyjkoBuh je camkapa JJuMuTpuja Morao 1a yrmo3Ha npujInKoM
IyTroTpajHor ocnukaBama Llpkee CBetor Huxose y rpbassckom ceny [lenunoBy (3aBpireno 1718). Pucancku cnukap
je, mpeMa CONCTBEHUM PeYrMa Y HaTIUCY Ha HCTOYHOM 3y IpUIIpaTe, Ty LPKBY OCIMKaBao 4ak ,,800 nana“. 3anu-
MJBbHBO je 1a je Llpkea Cetor Hukone 00HOBIbeHA M MIPOIIMPEHA yIIPaBo Ha MHUIMjaTHBY KHexnHe TyjkoBuha, Bepo-
BaTHO oko 1715. roguHe, a 1a ce Mel)y NpUIIOKHHUIIMMA Ha IPBOM MecTy nomumbe kue3 [lepo TyjkoBuh. Ocum mera
npuJor je xao u non Ilepo u3 Tyjkosuha (ITETkoBrh 2009: 9). O ciaukapy AuMHUTPHjy OBOM HPUIMKOM HAaBOIMMO
caMo HajBaKHHje pajioBe, TJIe je U cBa cTapuja nuteparypa: Muious 1960; Pandesus 1996: 135-136; Pakun 3. 2006:
213-238. ma, yak, u Munsberma aa 6u Makcum TyjkoBrh Morao OMTH yYeHHK MO3HATOT cluKapa Paayna, yuutesba
ciukapa Jumutpuja (ITETPoBUR 1978: 156), mITo je Temko npuxBaTibuBo. MHave, 10 cajja HIO3HATOM KOPITYCy pajio-
Ba cimkapa JlumuTpuja Tpeda mpugoaaty jou jeqHo octBapeme. [lo ceemy cynehn, on je ciaukao JlensucHu 4uH 1
LIEHTpaTHO HaaBepje ca mpeacraBoM Henpemanor oka y L{pksu Cetor Hukone manactupa Jly6ounte kox [1seBasba.
O oBuM uxonama cf. infra.
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pPaKTEepUCTUYHUX JHKOBa (anbhenn, Xpucroc-aere), OAHOCHO TBpAoha u ,,KpTocT  pTexa,
HE MOr'y J1a yOiia)ke HI MECTUMUYHO Opr KJbUBHja 00pajia Apanepuja, HU OjeIUHU CKIIaHH]je
yoOIMyeHr 00U HUTH YCHEUIHU]€ MOJICJIOBAHU JIMKOBU. YIIPaBO Ha JIMLIUMA HEroBux (hu-
rypa orjieza ce CIMKapCKy MOCTYTaK KOju UCTpaKuBave Hajuerrhe HaBoau 1a ynoTpeOsbaBajy
MI0JMOBE MOMYT ,,pyCTUYHOCT" MJIH ,,IEKOPATUBHOCT ® K20 KJbYUHE PEYH CIIMKAPCKOT PyKOIH-
ca Makcuma TyjkoBuha. Ty TMKOBM HEPETKO Cy HEMPABUIHUX OOJIHMKA, TPEJAKO Cy CEHYCHU
UCTIONl OYH]y, IPU pacBeT/baBarby MHKApHATa CIMKAp CE YTIIAaBHOM CIY KM JHHH]OM, YE€CTO
npeHarnamnaBajyhu MyckyaaTypy U ckejet juma.™

Jenan acnekt crBapanamrBa Makcuma TyjkoBrha nmoceOHO je 3aHUMIBHB. AKO C€ Hero-
BOM OITYCY MPUCTYIH Mame ca CTAaHOBUIITa 00MMa, MM CTHJICKE BaJOpU3alHje, a OH Ce,
YMECTO TOra, carjieia y Ipo0JeMCKOM KOHTEKCTY KTUTOPCTBA U IATPOHAXKE, OHJIA CE€ 3HAYA]
rpOaJpCKOr MajcTopa y HIMPUM OKBUPUMA UCTOPHjE CPIICKE YMETHOCTH 3HaTHO yBehasa. Ha-
UMe, MaKO C€ JaHaC Ha padyH KBaJUTETa BErOBUX pajoBa Mory u3pehu OpojHe 3aMepke, 0Baj
ciaukap OO je CBOjeBpEMEHO BeoMa yTiieaan. HajekCrIuuTHH]ja MOTBp/a TaKBOT HEroBOT
cTaryca cy Beh momMeHyTe HapylOHUHE CPIICKOT MaTpujapxa, {PHOrOPCKOT MUTPOIOIUTA, Of1-
HOCHO jeJIHE O] HajopraHM30BaHUJjUX CPIICKHUX IIPKBEHUX OIIITHHA,' MITO OU Takohe MOryo
1a ce TyMa4yH MHUIMjaTHBOM nornaBapa Cpricke npkse.'® Ako ce, Hajiajbe, UMa y BHy OrpoO-
MaH yTHIaj naTpujapxa Apcenunja [V Ha naspu TOK pa3Boja Cprcke KyAType, OHAA YNHCHHUIA
na je Makcum TyjkoBuh cTBapao jemna 1mo \meroBoj HAPYIOWHA UMa IMPBOPA3PEIHA 3HAYA] 32
YKYITHO BpPEIHOBAa-€ HETOBOT OITyca M MPAaBHIIHO Pa3yMEBambe HEroBOI MECTa y HIUPUM
OKBHpHMA CPIICKE YMETHOCTH. Y TOM CMHCIy, cTBapanamTBo Makcuma TyjkoBuha Besyje
ce, ICTHHA TeK MambHUM JEJIOM, 33 TIOUeTHY (a3y y pehopMu CPIICKOT IPKBEHOT CIUKAPCTBA.
KpynHe nmpomeHe o0 kojuMa je ped NPUIMYHO CE JACHO MOT'Y IIPAaTUTU KPO3 CMEHBUBAKE HEKO-
JMKO PAa3IMYUTUX JINKOBHUX CXBaTama Koja je MoApkKaBao U MPOMOBHCA0 MaTpujapx Apce-
Huje I'V JoBanoBuh nuyHo, a MITO je OMIIO y TUPEKTHO] 3aBUCHOCTH OJ1 FberOBOT MpeJiacka 13
[lehu y Kapnosue 1739. rogune u n3aMemeHUX KyJITYPHO-NOJTUTUYKHUX MPHIIMKA Y KOjJUMA je
JIeJI0Ba0 Kao noriasap Lpkse. [loueTHn nuMiysicu mpomMeHa, Hako BeoMa CKpOMHOI o0uMa,

13 Bpenna je noacehama ciaeneha, mpeBuIle TUTEpapHa, alu MPHIHYHO IPELH3Ha, OlleHa [IPTeXa rpOasbCKOr
ciukapa: ,,Tujkovicev crtez pokazuje naoko nesigurnost, potezak je; nema Sika ni virtuoznosti ranijih majstora i dje-
luje kao crtez u drvorezu® (Mazatic 1965: 123).

14 Jenan o HajKapaKTePUCTHYHHjUX puMepa je nuk Xpucra u3 Jlensuca y Ctapoj upkeu y CapajeBy (MAa3a-
s 1936: 61-63, ci. 6).

15O Capajesckoj npkseHoj onmtHHA: CKAPUE 1928. O PKBEHOM KHBOTY M Pa3BHjEHOj CBECTH O 3HAYajy pe-
JIUTHO3HE BU3yeIHE KyIType y ToM rpajackoM cpexumty y X VIII Beky: MakyibeEBUR 2005, 82—83 et passim. OGase-
MITEHOCT capajeBckux Cpba 0 caBpeMEeHNM YMETHHUYKNM TOKOBHMA y pa3BUjeHHjUM KpajeBuMa, mpe cera Kapio-
Ba4yK0j MUTPOIIONINjH, TOTBPYY]jy pasioBH OapOKHHX MajcTOpa KOjU Cy cauyBaHH y pu3HUIM CTape HpKBe, TONyT
nkoHa Janka Xamnko3zoBuha (Pakun C. 1998: 168—-169, 6p. 84; CtankoBun 2010: 151-158; Toaun 2010: 28).

1 Bese narpujapxa Apcenuja [V Josanosuha ca CapajeBCKOM IPKBEHOM OMIITHHOM MOTBphEHE CY HEKOIHIIU-
HOM nucanux cBegovanctasa. OH je y CapajeBy u 60paBHO y HEKOJIHKO HaBpara, a mpuiinkoM nocere 1734. rognne
notBpauo je ycta CapajeBcke ripkBene omnmrtune (Ckapun 1928: 35-40, 93-96; MBaHoBUR 1977, 228-229; Pakun 3.
2003-2004, 122—-123, namn. 75). 3opan Pakuh npermnocrasba 1a je MPHIKKOM CBOjuX OopaBaka y CapajeBy marpujapx
Morao Ja ce yno3Ha ca TyjkoBuheBum panoBnma Ha nkoHocTacy Crape IIpKBe U J1a ce JOTOBOPH O CIMKaby NKOHE
Ceetor Apcenunja. Ysumajyhu y o63up Tyjkosuhes pan y [arpujapuiuju (1732), ynmbeHuny aa je matpujapx 1733.
roxguae CapajeBo MOCETHO caMo YeTHpH Mecena (7. HoBeMOpa) npe 3aBpieTka TyjkoBHheBHX capajeBCKUX MKOHA
(15. dpebpyap 1734), a y KOHTEKCTy HaTpHjapXoBe 3aNHTEPECOBAHOCTH 3a (pyHKIHOHNCame CapajeBcKe IIPKBEHE Oll-
IITHHE, NCTO Tako je Moryhe na je TyjkoBuh aHra)koBaH 3a paj Ha capajeBCKOM HKOHOCTAacCy yIpaBO HOCPEACTBOM
natpujapxa Apcernja. To cmatpa u Toaun (2010: 16).
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* UIKOHA BOT'OPOJIULIE CA XPUCTOM U CBETUM HUKOJIOM...

youaBajy ce U Ha moMeHyToj ukoHu Cetor Apcennja Cprickor. 3a yoOinndaBame 0COOCHOT
JIMKOBHO-MKOHOTpadckor jesuka te nkone Makcuma TyjkoBuha, kako je Beh nmpumeheno,
YMHOT'OME je 3aciy>kaH caM narpujapx. OH je climkapy HaMeTHYO IpaduuKH Ipejiokak, hop-
MYyJIHCaH y CKJaxy ca OapoKHUM CXBaTamHMa pPerpe3eHTaTHBHOT mopTpeta. Ped je o m3ry-
6JpeHOM TpaduuKkoM JTUCTY ca mopTpeToM marpujapxa Apcenuja I1I YaprojeBuha, Ha ocHOBY
KOjer Cy HacTajia ¥ JiBa ’heroBa yJbaHa TIOPTPETa, OHAj Y CCHTAHIPEjCKOj 30MPITH U MTOPTPET
n3 My3eja Cpricke mpaBociaBHe 1pkBe y beorpany. 36or Tora cy Ha TyjkoBuheBoj NKOHU Ha
JEeAMHCTBEH HAYMH CjeANbEeHa TPAJUIIMOHAINCTUYKA CTHIICKA CXBaTamka U OapOKHA UKOHO-
rpaduja (Pakun 3. 2003-2004: 116-119)."7

Heke ox momMeHyTHX OCOOCHOCTH CIIUKAp-
ckor pykornnca Makcuma TyjkoBuha — Beh je u3
JI0CaIAIILET Jeja pajia MPHINIHO JaCHO — MOTY
ce TMOy3[aHo MPEeNo3HaTH Ha WKOHHU boropoau-
e ca Xpuctom u Ceerum Hukonowm u3 Tpojuie
[ImeBasbeke. Y TOM CMUCHTY, BpEIHHU Cy mopehe-
wa TukoBu CeTor Hukote ca nibeBajbCcke UKO-
He (ci1. 4) u Cetor Apcenuja ca ukone u3 [ane-
puje Maruue cprcke (ci. 2) [[4nErnA MATHLE
cpricke 2001: cn. 129]. Usmely Te nBe cBetu-
TeJbCKE IMPECTaBe MOCTOJU YNTAB HU3 CACBUM
CIIMYHMX JleTajba. TakBH Cy, peUMO, OOTHIN
MIPCTH]jY JIeCHE PyKe Koja 01arocuba, WIIH TPET-
MaH uBHIla oModopa U OOIHUIIM KPCTOBA Ha
meMy. TakBy oOpaay opHaTa Bpeu, J0AajMo,
YIIOPEUTH U ca NKOHOM XpucTta Benukor Apxu-
jepeja u3 Jlensuca y xoropckoMm CBetom JIyku
(ci. 3). [Taxkmy, OCUM MTOMEHYTHX, Marhe BAXKHUX
JieTasba, MOCEOHO MPHUBIIAYH MMOCTYTIAK CIHKAbha
nuna Ceetor Apcenuja u Cseror Hukone. Axo
Ce 10 CTPaHU OCTaBe AyKHHA Opajie CBETOT CPII-
CKOI' apXHUEINCKOIIAa U YNHEHUIIA J1a OH HOCU MU- Cn. 2. Cetn Apcenuje, aeTasb,
TPY, OJIMCKOCT JIMKOBHOT j€3MKa JIAKO CE yoUaBa. Tanepuja Matuue cpricke

17 Ipyra, takohe nmpenasHa (asa y marpujapXxoBOM CXBaTamby YMETHOCTH je TPUXBATAE TMKOBHOT je3HKa €Io-
xe OpaHKOBeaHy, Tj. cTBapanamTsa 3orpada ['eopruja CrojanoBuha, Koju OCIMKaBa NaTPUjapXOBy NPUABOPHY Kare-
ny y Kapnouuma. [lo notmyHor npuxpaTtama 0apoKHe CIMKapcKe MOeTHKE J101a3i HaKoH Jonacka JoBa Bacuiuje-
BHYA, BACIIUTaHHKA CIIMKapcke mkoie y Kujero-mneuepckoj naspu. To je 6MO HemocpeiaH MOBO/I 3a CIIakbe MO3HATOT
LUPKYJIAPHOT MUCMa 01 5. jyHa 1743. ronuHe y KojeM natpujapx Apcenuje ocyhyje pan ,,Heykux 6oromasa“. O yno3u
narpujapxa Apceruja IV y mpoMoBucamwy 6apOoKHE JIHKOBHE OCTHKE M HOBOT, II0JEMHUYKO-TIPOIAaraHIHOT CXBaTamba
CIIUKE Y CPIICKOj YMETHOCTH, 4eMy Tpeba gonatu u rpaduke Xpuctodopa [ledhaposuha, cf. Bvykcan 1989: 199-221;
TumoTtuieBUR 1996, 31-32; TumotuieBus 2001-2002: 311-339; Toaun 2007: 179-196; Bacun 2007: 219-225; Topuh
2008, 89-103.
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Ca. 3. Jleusuc, nerass, Lipksa Csetor Jlyke Ci. 4. boroponuna ca Xpuctom u Ceetum Huxosowm,
y Kotopy, ieHTpaHo HajiBepje HKOHOCTAca neralb, CBeta Tpojuna [TipeBasbeka

Ha pyky ucror majctopa ymyhyjy o6nuim o0pBa 1 04Hjy, TOCTYTaK lbUXOBOI CeHUYCHA, CITHY-
Ha CTHJIM3aIlFja HOCA, TOTOBO MJCHTUYHHU OOJHUIM jaroauila U HAYWH HUXOBE MOJIENIAIIH]e,
aJu U KapaKTePUCTUYHHU aKIEHTU CBETJIOCTH y BHUJly KpPaTKUX IMOTe3a Oeje UCIOoA Ouujy.
OcuM BHUX0BE Ty KUHE, U Opaja u OpKOBU Takole cy BeoMma CIITMIHO UCIUKaHu. JJoBOJBHO je
o0paTuTH NMaXXwy Ha 00K OPKOBa, TIOTE3€ KOjUMa je CITMKaHa Opajia UCIo/ T0khE YCHE, UITH
KpaTKe, OIITPE U MCKOIICHE MPaMEHOBE Ha CICMOOYHHIIAMA U HA TIOYETKY Opajie, OHOCHO
KapaKTepUCTUYHO yBHjeHE IpaMEHOBE M3a ymujy. MicTuHa, HOBOCAACKHU JIMK HACIEIHUKA
Caeror CaBe 3HaTHO je MEKIIIE UCIIMKAH U y HEIMHU XapMOHUYHUj€ U3BE/ICH O]l TINKA CBETOT
MUpIUKHjcKor enrckomna u3 Tpojune [libeBasbeke. MehyTuM, y TOj OKOJTHOCTH HE OM HUIIO-
mTO Tpebasio BUACTH apryMEHT 3a MPUITMCHBAE JBa Je)la Pa3IMYUTHM ClIuKapuMa. Bemnu-
ka BehnHa NOMEHYTHX JieTalba youaBa ce, HaJlaJbe, M Ha IMKOBUMa jeBaHhenucte JoBaHa u
anoctona AHzapeje ca ¢pparmeHTapHo ouyBaHor TyjkoBuhesor JlensucHor unHa u3 bpuena
(cit. 10) [Vuncie 1979: ca. 3; Byinuns 1981: ci. 2]."® Konauno, nuk CBeror Hukose ca MKoHe

18 [TomeHyTH JieTabl, @ IOCEOHO KapaKTEPUCTHYAH HAYMH CTHIIN3aIKje Opajie U yBojaka koce, y TyjkoBuhen
CIIMKAapCKU MaHHP YBEJCHU Cy, HEMa CyMIbe, ocpeacTBoM ciaukapa umutpuja. Cf., Ha mpumep, nukose Ceeror
Urmarnja Autnoxujckor u Csetor Ilerpa Anexcanapujckor u3 [lenunosa (ITETkoBus 2009: ci. 5, 7).
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Cn. 5. Ceeru Iletap u3 JleusucHor 4nHa, Cu. 6. boropoauua ca Xpucrom, Csetu Jocud
nerass, Hukosparg XumHorpad, nerasb, Manactup CrameBnhu

u3 Ceete Tpojuie [1ibeBasbeke Basba ynopeauTH U ca JukoM arocrona Ilerpa ca JlensucuHor
yuHa y Hukoseity (ci1. 5), HapounTo 300T YHH-EHUIIE /1A j€ U alloCTOoJI ca 0jeI0noJbCKOT UKO-
HOCTaca MpHUKa3aH y TPOYCTBPTHHCKOM MPOGHITY U ca yOOU9ajeHOM KPaTKOM CeloM OpasioMm
(ITesoBuh, Ynnukos 2011: ci. Ha cTp. 337; Crommn 2011: ci. 6). Mako je, y oqHOCY Ha TIpe-
craBy Ceeror Hukoie u3 Tpojurie [15beBasbeke, ped 0 MHOTO (HHI]E MOACITIOBAHOM OCTBape-
1Y, 3HATHO TOIUIMjEr U MpOoYUIINeHHjer KOJIOPUTa, HA OCHOBY F'OTOBO HMJCHTHYHE, a TaKO
KapaKTEepUCTUYHE, INHEapHe CTHIIN3allKje AeJI0Ba JINIIA, 3aKJbydyje Ce J1a Cy HUKOJbAuKO H
MJbEBAJHCKO OCTBAPEH-E JIejIa UCTOT MajcTopa. Jlo mogyaapHor 3akjbydKa J0JIa3H Ce U aKo Ce
ynopezae Tpojuuku Juk Ceror Hukone u muk Cetor Jocuda Xumuorpada ca nkone boro-
poaute ca Xpuctom u3z Cramesuha (ci. 6) [Crowms: ci. 16]. Ynpao Taj TyjkoBuheB Juk je
nkoHu u3 Tpojurie [1rbeBasbcke HAJCPOAHM]HU TIO JIMKOBHUM OCOOCHOCTHMA, Tj. HEHITO TPy-
6J50) 00panu, ocTBapeHoj Ae0bUM KOHTYpaMa M MHTEH3UBHUJUM CEHUCH-EM, IITO j€ AOIPH-
HEJIO IEKOPAaTUBHM]O] €KCIIPECUBHOCTH JINKA Y IEITUHU.

Huje, ocuM HaBenieHUX, CyBUIIIE TEIIKO U3/IBOJUTH HU HEKE JPyTe CTUIUCTUYKE M10je/IU-
HOCTH ca MJb€BAJbCKE NKOHE KOje CE MOY3/1aHO0 MOT'Y ITOBE3aTH ca pe()epEeHTHUM EIeMEHTHMA
nUKOBHOT je3nka Makcuma TyjkoBuha. Jlako ce, penmmo, 3amaka J1a je CTHIN3aimja Jeia
Ha UKy Xpucta EManywnia cacBuM ciamdHa oOpanu nuka Xpucra ca nkoHe u3 Crameuha
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Ca. 7. boroponuna ca Xpucrom u Cetum Huxosowm, Ca. 8. boroponuna ca Xpucrtom, eralsb,
neratb, CBeta Tpojuna [TipeBasbeka maHactup CrameBuhn

(Vuncie 1979: cn. 2; Ctomms 2011: cn. 15), a na je ,,cerMeHTHCAHH * HOC Ha TOj XPUCTOBO]
MPECTAaBU CKOPO HACHTUYHOT 00JIMKa Kao 1 Ha inkoBuMa boroponunie u CBetor Hukone ca
Tpojuuke ukoHe. HapounTo jeman Texe yodJbUB, alll BeOMa KapaKTepUCTHYaH JETasb Ha
nkoHu n3 Ceete Tpojuiie OTKIIamka CBaKy CyMIby y IPETIIOCTABKY J1a j€ ped O pady MO3HATOT
rpbaseckor Majctopa. Hanme, kao mTo je y yBony nmoMeHyTo, Ha ounma boropoauie u Ce-
tor Hukoune ucrprane cy Tpenasuiie, 3a mra je y TyjkoBuheBoM onycy nako Hahu mapasnerne.
Ha unenTruan HauMH OHE Cy HAclMKaHe, penuMo, Ha tunuMa Ceetor Apcenuja Cprickor
(c. 2) [Pakun 3. 2003-2004: 122, cn. 1] u Xpucra ca ukone Ceete Tpojure u3 Cramesuha (Cto-
ik 2011: ¢, 15). C gpyre ctpasne, 3a IeTab 0 KOjeM je ped rOTOBO Jia HeMa ojiroBapajyher
KOMITapaTUBHOT npuMepa y omycuma TyjkoBuheBux caBpemenuka.” Beoma je crienupudan
1 HA4YMH pacBC€TJbaBamba Yy BUAY 6CJII/IX Tadyaka HCIIOJ BOFOpOI[I/IUII/IHI/IX O‘II/ij Ha MKOHHU U3
Csere Tpojune. 1 Ta Kypro3uTeTHa M0j€IMHOCT jaBJba ce Ha MHOrMM TyjkoBuheBUM pajo-
BUMa. YouaBa ce, Ha IpUMep, Ha capajeBcKkuM nkoHama Ceetor Hopha (MazaLic 1965: ci. 53)
n Xpucta (Ma3anun 1936: ci. 6), TMKOBUMa ca KOTOPCKOT (CJI. 3), MM HUKOJhauKor Jlen-
3uca (ci1. 5) [[TejoBuh, UnnnkoB 2011: ci1. Ha cTp. 46, 337], omHOCHO Ha MKOHU U3 CrameBuha

1 lnax, HAIIOMEHMMO J1a C€ OH KaTKaJl jaBJba U y CTBapaiamTBy ciukapa J{umurpuja. Takas je ciaydaj ca jiu-
koBuMa cBeTux bopha u Jumurpuja y Llpksn Ceeror Hukone y IlennnoBy 1 Ha nuky Csetor Joana [Iperede ca
nkoHe n3 PucHa (mpema corcTBeHoj oto-nokymeHTanujn). Mctu neram Jumutpuje je mpeacTasuo u Ha muky Csere
Ietke y m0j nocsehenoj npksu y Mpkosu (Vuicic 1982: ci. 6).
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Cmn. 9. boroponuna Ymusennja, Lipksa Cseror Huxone, [lehka marpujapmuja
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(cn. 8) [TIesoBunh, YnmmkoB 2011: ci. va ctp. 97].2° Hajzaa, Boropoauyuus auk, Hako mpuiInd-
HO TIOCTPaJiao, BpeaaH je nopehema ca cacBUM CIIMYHHUM JJUKOM boropoauiie Ha HKOHU U3
Cramesuha (ci. 7-8).

* k%

Hxkonorpadceku Tun boroponuiie YMusbeH#ja He jaBjba c€ TAaKO YECTO Y CPIICKO] YMET-
HoctH nocne ooHoBe Ilehke matpujapmmuje (MBaHoBUR 1961: 120, cn. 17; Illakota 1984: 117;
ci. 33; MuiieycHun 1985: 360, kat. 6p. 12, ci. 14; Hukonnk-JoBanoBuk 1993: 106, 110, ci. 3;
[TejoBUR 1996: ci. 232; [Tejun 2002, 82, ci1. 52), mTo HUje cayydaj y HIMPEM KOHTEKCTY TOCT-
BU3aHTH]CKOT ciuKkapcTBa (BALTOYANNI 1994; ByzANTINE AND POSTBYZANTINE ART 1986: Kart. Op.
118, 119, 132; Icons From THE ORTHODOX COMMUNITIES OF ALBANIA 2006: Kat. O6p. 10; ITACKAJTEBA
1981, kar. 6p. 22, 37, 86; NicoLescu 1971: kart. 6p. 27).*! 3anpaBo, HajsuIe boropoquarnHmx
WKOHA OBOT THIIA CAYyBaHUX Y CPICKOj CPEIUHU M OKOJTHUM 00JacTHMa Cy PaJIOBU TPUKHUX,
yTJIAaBHOM KpUTCKUX MajcTopa (MupkoBuh 1936: 6p. 29, Op. 31, 34; MuprkoBus 1974: 342, ci.
108; bainnr-dununoBun 1967: kar. op. 51-53, 70, 92, 95, 103, ta6. XIV; SerErOVIC 1987: ci1.
Ha ctp. 101; Pakun C. 1998: 153, 205-206, 217-219, 6p. 109, 118, 119, 144; Rakic¢ S. 2006:
67-79). Ctora ce ka0 3aHUMJbUB IPOOIEM HaMmehe MuTame UKOHOTrpadcKor mpesyionka 3a bo-
TOpOJMYNHY MPECTaBy ca MJbeBajbcke MKoHe Makcuma TyjkoBuha. Y Tom norneny tpeba,
YHUHH HaM ce, TOCEOHO U3IBOJUTH jenaH Moryhu y3op.

Nwmajyhu y Buay nogarak o 6opaBKy rpb6assckor ukononucua y I[lehkoj HanI/IJapHII/IJI/I
BpeIM pa3MOTPUTH MOTYhHOCT 1a je mojaBa Tuna boroponuiie YMusbeHuja Ha TPOJUUKO]
WKOHHM TIOCJI/INIIA YTJIeamka Ha oaroBapajyhy PaaynoBy nkony cimkany 3a ukoHoctac L[pkse
Cseror Huxone y [latpujapmmju, u3 1677. roqune (ci. 9) [Pakun 3. 1998: kar. 6p. 11/ 41, cx.
XVIII]. CniuuHOCTH ABAjy OCTBApEHa C€, OCUM OIIMITHX, KOHBEHIIHOHATHUX PelIeHha — 371aT-
Hor (oHa, 60je boroponnunuor Mmadoprona u Xpuctose ozehe — UCI0JbaBajy U Y 1OjeTUHUM
JieTaJjbUMa, MOIYT CIMYHOT HaYMHA CTHIIM3Allje Ayraukux npctujy boropoaure, momoxaja
IeHEe U XPHUCTOBE IJ1aBe, a TOHEKJIE U MOCTYTIKA CIMKama JIUKoBa. He cMmejy ce, nnak, 3aHeMa-
PHUTH U3BECHE OUUIIIEAHE pas3iiuke u3Mely aBa pajga. OcuM Ipyraduje OpujeHTUCAHOCTH TPO-
JUYKe MpeJCcTaBe y LEeIUHH, IITO je TPOy3pOKOBaJIo IPOMEHY I0JI0Kaja pyke kojoM boropo-
UL TpUApKaBa XpHUCTa, HU YCMEPEHOCT HEHOT TOorfiesia pemMa nocMaTpady He oroBapa
cTamy Ha nehkoj MKoHU. Yciiea omTeheHOCTH, HYje CACBUM jaCHO KaKaB jé Ta9HO OWO I0JI0-
*aj XpUCTOBUX PYyKY M HOTY, aJld jeé M3BECHO JIa HeroBa JeCHa pyKa HHje Ouja CIyITeHa,
Kao JeBa pyka Xpucta Ha nehkoj nkonu. JletasbHuje nmopeheme, HaxKanoCcT, oHeMoryhasajy
omrehema Ha nkoHu U3 Cete Tpojutte.

20U nomeHyTH IeTalb je, Kao M CIMKambe Tpenasuiia, TyjkoBuh mpey3eo u3 ciaukapckor Manupa 3orpada Jumu-
Tpuja. Y quckpeTtHujeM Buay Hero Ha TyjkoBuheBuM pagoBuMa, Oelie Tauke UCIIO/ OYHUjY C€ jaBJbajy Ha MOjeAHHUM
nukoBuMa ca Jlumurpujesor eusucHor unHa u3 J{ybouniie, Kao 1 Ha UKOHU [ ocitionyb6a ABpamosos Ha CEBEPHOM
HaBepjy ukoHocTtaca L{pkse Ceetor JIyke y Kotopy (mpema concTBeHoj poTo-10KyMeHTaH]j1). 3ampaso, Taj AeTab
MPHUMETAH je jOIll Ha OCTBapemUMa clinkapa JoBaHa, MOMyT MOjeANHUX peacTaBa u3 napakiuca Ceeror Ctedana y
Mopauu (ITETkoBUE 20022, Tab. 30, 33-34).

2! Tloce6HO je Benuku Opoj pyckux ukona oora tuma (Konjgakos 1929: ta6. 67-71). BpojHocT pyckux mpumepa
Tpeba pasyMeTH Kao MOCIEAHIly YHECHHIIE 1a K HEKe O/ HajIIOLITOBAHU]UX PYCKUX YyJIOTBOPHUX HKOHA MPHIIAIA]y
0BOM HKoHoTrpagckoM Tumy. Hajmosuaruje cy, cBakaxo, ukoHe boZopoouye Braoumupcie (Tatun-bypun 2007: 29-50;
IIEHHMKOBA 1996: 252-286) u boZopoouye [oucke (LLlenHukoBa 2003: 80—83, kar. 6p. 1).
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Hagenena npeTnocTaBka HUje y Hecaryiacjy HU ca IpyTUM CIMYHUAM npuMepuma. Hauwme,
yriaenamwe Makcuma TyjkoBuha Ha leMy mo3HaTa ocTBapema ciukapa Pagyna Beh je 3ama-
#eHo. OcuM M3BECHHX eJIeMEeHaTa CIMKaPCKOT je3rKa KOjH Cy OJ TOT YIJISTHOT MajcTopa Ipe-
y3€TH ITOCPEIHO, TPEKO OCTBapema cinukapa Jlumurpuja, Hekoiauko TyjkoBuheBUX HKOHA ce
3a KOHKpeTHa PagynoBa nmena Besyjy cacBuM qupekTHo. M3BecHO je, Tako, Ja je capajeBcke
nkone Henpemanor oka u ['octospy6spa ABpamoBor, kao u Henpemano oko u3 Hapoxnor my-
3eja, Makcum TyjkoBuh cnmukao kopuctehn ce nkoHama ciaukapa Pamyna kao mpemomiuma
(TTetpoBuR, 1978: 156; Pakuh 3. 1998: 128).22 OcuM NMOMEHYTHX, TIOCTOje U APYTH H0Ka3u Tyj-
KOoBHheBOT yriienama Ha OCTBapemha MPETXOJHUKA, YaK U KaJla je ped O KapaKTePUCTUIHUM
WKOHOTpadCKUM JeTajbuMa. Takas je cirydaj ca IpecTOHOM HKOHOM apxaHhena Muxanna ca
xuTHjeM ca ukonocraca Crape npkse y CapajeBy. AHaIM30M HUKITyca apxanlhena 3akbyye-
HO je Jja ce MOjeiInHe CIICHE UM BUXOBHU JICJIOBU TOTOBO MOTITYHO MOKJIANajy ca pelembrMa
ca oxnroapajyhe capajeBcke ukone Pacdaunna Jumurpujesuha uz 1723 (I'asennn 2003: 41-42;
I'asEnnnm 2004, kat. 6p. 94, 95). Y ognocy Makcuma TyjkoBuha npema ienuma koja je iMao mpH-
JIMKY J1a BUJU U J€TaJbHU]E MPOyYaBa 4eCcTo je, IaKJIe, ped O JOCIOBHOM Komupamy. Taj moga-
Tak Ou, MO /12, MOTa0 Jla IMa U IIUPY 3HAYaj 32 pa3yMeBambe HEroBor omyca y neiauHu. Ctude
ce, HamMe, YTHCaK J1a 0Baj rpOaJbCKU MajCTOp YECTO HHUjE pacroiarao yHampe mpurpemMibe-
HUM IPEAJIONIINMA, Tj. J]a FheroBa CIIMKapcka o0yKa HUje IMopa3yMeBalia TaKBYy BPCTY IPH-
npeme 3a oynyhu pan.> Jla iu Ou y H3BeCHOj BE3H C TOM MPETIOCTABKOM TPeOasio TYMaYHTH
n BehuHy 3aHAaTCKUX HEJOCTaTaKa Ha BberOBUM OCTBapemrMa? Y CBaKOM CIlydajy, HaBeIeHH
MPUMEpH, MaJia HEMajy CHary HEeroCpeJHe apryMeHTaluje, Uy y MPUJIOT MPETHOCTaBIH O
MOCTOjalby KOHKPETHOT HKOHOT'pa)CcKOT mpeomka 3a nkony u3 Ceere Tpojuie y Buy mo-
MEHYyTe UKOHe ciukapa Pamyna.*

3a pas3nuky on npectone ukoHe u3 Ilehu, npencrasa boropoauie ca Xpucrom Ha Tpo-
JUYKOj HKOHH YCMEpeHa je Ha JIeBYy cTpaHy. Ty OKOIHOCT CBakako He Tpeba npeJuMeH3HOHHU-
paTH — CIMKAap je TO MOTao Jia yYuHHU U 6e3 MOCeOHUX pasiiora, o CONCTBEHOM HaXohemwy — anu
UIaK, YMHU ce, He Tpebda u3 pa3Marparma U3y3eTH M0JaTaK Ja je TaKBa OPHjeHTHCAHOCT UKO-
Horpadckor Tuna boroponuiie YMuibeHuja KapakTepUCTUYHA 32 jJe/IHY O]l Haj3HAMEHUTUJUX
YyJJOTBOPHUX MKOHA MIPaBOCIaBHOT cBeTa, boropoauny Branumupceky (LLEHHHKOBA 1996).
Pazyme ce, Hema JI0BOJBHO BaJbaHHMX apryMeHaTa 3a TBPImY Ja je ukoHa n3 Ceere Tpojure
perIiKa Te pycke 4y10TBopKe. MehyTim, cBakako nMa pasjiora 3a 3aKJby4ak J1a je TJbeBaJbCKa
WKOHA HajCPOIHM]a BapHjaHTH UKOHOTpadcKor Tuia boroponuiie YMuUIbeHHja KOjeM TIpHIIa-
Jla ¥ IOMEHYTa pycka UKoHa. To ce, OCHM OpHjeHTHCAHOCTH, OTHOCH U Ha HEKe JIpyTe Toje-

22'Y KOHTEKCTY Hallle PETIOCTABKE MOCEOHO je 3aHUMJIBHBO J1a Cy CTAPUjH UCTPAKHUBAYH, YaK, OHITH CKJIOHH JIa
kapakTepucTu4HU TyjkoBHhEB MOCTYNAK CIMKaba JIHIA JOBEAY Y BE3y yIIPaBO ca MOjeIMHUM PaayI0BHM JIMKOBHMA
u3 Lpkee Ceetor Hukone y [lehu (MazaLi¢ 1965: 123).

2 O WKOJIOBakbY CPIICKUX CIIMKapa W3 BPEMEHA TYPCKE BIACTH M HAYWHY BUXOBOT paja: PAkunh 3. 2005, 404—
410. O cnMKapcKuM MpeyIonIiiMa U CKUIaMa MOCTBU3aHTH]CKUX CIMKapa yII., Ha npuMep: KALAFATIS 2002: 143-148;
VasiLAakE 2002: 307-318.

24 Cynehu o onucy Cno6opana Panuesnha, u npecrona nkoHa ca nkonocraca L{pkse Ceeror Bopha y Hlnmu-
huma (lopmu ['pbass) npunana tTuny YMmunssenuja. [loceOHo je 3a Hally TeMy 3Ha4ajHO 3anakarme 1a nkona boropo-
JMIIE ,,uMa CBOj JeKopaTuBHM naHnan* y Ilehkoj marpujapmuju, nakie, ynpaBo y IpeTXo[HO pa3MaTpaHOj HKOHU
3orpada Pamyna (PanueBuh 1996: 135, nam. 579). AyTop HKOHY IPHIIHCYje HEKOM OJf TBOJHIIE HEITO3HATHX CJICIOCHH-
ka JluMuTpuja nackaina, Koju je Ipe BHX, BEPOBATHO 0Ko 1699. roauHe, HacIMKao apCcKe ABEPH, HAaJBEepje U HKOHE
Cgetor hopha u Jlensuca ca npopoLumMa Ha HKOHOCTACy L[PKBE.
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JUHOCTH, TIONYT MoJIoXkKaja AecHe boropoanunne u XpucToBe pyke, Kao U HBErOBOI ycIpa-
BJbEHH]ET, TOTOBO cTojeher monoxaja. Bpeau, y cBeTIIy Te OKOJIHOCTH, HAIOMEHYTH Ja ce
HeKoJIMKo peruinka boroponune Biaanumupcke cauyBano y cprnckoj cpeauau (TUMOTHIEBUR
2008: 64—65). Peu je o uxonama y Crapoj cprckoj upksu y CapajeBy (BepoBatHo X VI Bek,
pycku pan) [Paxun C. 1998: 303-304, 6p. 184; TumotmieBus 2008: 64—65],% manactupy beo-
yuHy (kpaj X VI, nouerak X VII Beka, nonera u3z manactupa Pade na J[puan) [MAaTun 2008:
106, cn. 52; TumotnseBuw 2008: 65, nan. 41], Lpkeu Cseror JoBana y Ctonom beorpany
(mpyra nonosuna X VII Beka) [ [aBuioB 1973: 149, kar. 6p. 4; TumotnieBus 2008: 65], [ae-
puju Marune cpricke (I 41ErPuia Matulle cpricke, 136; TumotriEBUR 2008: 65) u'y 36upiu Ce-
kynuh (bams-Ounnnosus 1967: kat. op. 70, 123, 125; Tatuw-Bypun 2007: 46; TUMOTUIEBUR
2008: 65).%° [la u je mocMarpame HeKe HKOHE CIUYHE MPETXOAHO MIOMEHYTUM JUPEKTHH]E
Hero oarosapajyhe PanynoBo ocTBapeme omnpenenuio usrieq npeacrase boropoaune ca
Xpuctom Ha ukonu u3 Ceere Tpojuie ocraje, UMak, OTBOPEHO MUTALE.

* ok %

HcTo Tako, HE MOXKe ce ca curypHoihy OArOHETHYTH Ja JIU je UKOHA O K0jOj je peu pa-
hena 3a manactup Cete Tpojuiie, Wi je Ty HakHaaHO aocrena. Huje HezamucnuBo na je Mak-
cuM TyjkoBuh, Ha HEKOM OJ1 CBOjJUX MYTOBama Mo LpKBeHUM cpenuiituma [lehke natpujap-
umje — nmouajupe Ha nyty y Capajeso (1733),” wiu no nospatky u3 Capajesa y [larpujapiujy
1734. ronune — 60paBHO y MIbEBaJHCKOM MaHACTHUPY. 3aPaBO, TEIIKO je 3aMHUCIUTH J1a j€ OH,
Kao MOHaX, Ha IOMEHYTHM Ty TOBamkMMa Morao fa 3aooule Tpojuity [1rbeBasbeky, 4mju je 3Ha-
4aj y yCJIOBHMA 3aITyCTEJIOCTH OKOJTHMX 3HAUajHUX I[PKBEHUX CPEAUIITAa HAKOH Benuke ceobe
3HATHO MopacTao.”® Beoma je, y TOM CMHCITY, HHIMKATHBHO J1a je maTpujapx Apcenuje 7. Ho-
BeMOpa 1733. ronune nomao y CapajeBo ,,unyhu ox manactupa Cs. Tpojurie xox [TireBaspa™
(Cxapun 1928: 39).

Bpenu, y KOHTEKCTY HaBeJeHE IPETIIOCTaBKe, HATOMEHYTH Jia j€ Y IIJbEeBaJbCKOM Kpajy
1682—1690. roguHe 60paBuo u TyjkoBuheB yunress, cnukap JJumurpuje. Ha mkonocracy ma-
Hactupa [ly6ounie y Onm3unu [IibeBasba Hanase ce ukoHe HedpemanoZ oka Ha HEHTPATHOM
HaJBepjy U Jeu3ucHu uun Ha apXUTPaBy, KOje€ C€ MOYy3AaHO MOT'Y NMPUMHUCATU MO3HATOM
pucanckom majcropy (JKuskoBun 2012).% V ciyuajy 1a ce mpuxBaTh OPETIOCTaBKa 0 60-

Z TIpodecop TumoTujeBuh npetnocrasmo je aa je ukona y CapajeBy noce6Ho momroasa jom y X VII Beky, Ha
OCHOBY II0fIaTKa U3 HHBEHTapa capajeBcke 1pkBe u3 1681. ronune (Ckaprun 1928: 153), rie ce nomMume jeHa OKOBaHA
nkoHa boropoaume. MehyTim, cacBUM HeJJaBHO je YIIO30PEHO J1a jé HKOHA O KOjOoj je ped JOCTeIa y capajeBcKy IPKBY
tek 1927. ronune (Toaun 2010: 22, Ham. 60).

26 TIpakca konupama nkona boropomuiie Bragumupcke Hacrasulie ce, ¢ MojayaHUM HHTEH3UTETOM U Y H3Me-
BEHUM OKOJIHOCTHMA, Ha TepuTopHju KapioBauke MUTpoIonnje, Kaja MOMTOBake boropoandnHOr KyaTa nompuma
MpOrpaMcKe OAJIUKE U HarJalleHe BEPCKO-TOMUTHYKE MMILIUKAIU]E, alpOPHjaI[jOM H3BOPHOT PYCKOT MOJENA.
Heke o7 HajIITOBaHUjUX CPIICKUX YYAOTBOPHUX MKOHA U3 TOT pa3nobika, monyt boropoauiie bezauncke u boropo-
nune Cmenepescke, Takole cy peruke boroponune Brnagumupceke (Tumornseus 2001-2002: 311-339; TUMOTHIEBUR
2008: 57-86).

?T bynyhu na cy npecrone ukone Crape upkse 3aBpiuere 15. pebpyapa 1734, ¢ mpaBoM je NpeTnocTaB/bEHO Ja
j€ pall Ha MIKOHOCTACY 3amoueT jour TOkoM jeceru 1733. roqune (Paknn 3. 2003-2004: 122, nam. 75).

2 O Tpojunu [TiseBasbekoj y oBoM nepuoay: ITETkoBus 2008: 119-121.

2 O manactupy dy6ouuniu yi., perumo, [TETKOBUR 1965: 141, 165-166; IlyryT 1991: 75. O moMeHyTHM HKO-
HaMa MPHUIIPEeMaMo MoceOHy CTyAnjy. JIen3ucCHN YHH je pernpoayKoBaH CaCBUM HEJaBHO, y JIYKCY3HO OIPEMJbEHO]
KEBH3H 0 IpaBociaBHUM MaHacTupuma y Llproj lopu (ITEjoBuR, Yniukos 2011: ci. Ha cTp. 320-321).
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paBky TyjkoBuha y nipeBasbCKOM Kpajy, IpHUBJIayHa je, CICICTBEHO, U XUIOTe3a Ja je OH
nocetno u Jlyoouniry, 3uajyhu 1a je TaMmo 60paBHO HEroB YUUTESh U 3HajyhH 3a H-eroBa Jiena
KOja ce HaJla3e Ha MKOHOCTacy MaHACTUPCKE IIPKBE, OAHOCHO J1a je UKOHY boroponurie ca Xpu-
ctoMm 1 CBetuM Hukosnom ciukao ympaso 3a Taj maHactup. Ilox ycioBom j1a TakBa npeTmno-
CTaBKa HHje o1Beh MaIITOBUTA — a TO C€, HAXKAJIOCT, HE MOKE MO0Y3/1aHO IPOBEPUTH — OH/IA
6u n nojaBa Ceror Hukomne, narpona Jly6ounne, Ha ukonu u3 Ceere Tpojure Ouma yako
o0jamnrmuBa. AKO ce UMa y BUY IOJaTaK Ja Cy U HeKU TYPCKH JOKYMEHTH, CPIICKE PYKOIIHCHE
KIbUTE, 2 BEpOBATHO U MKOHE, Y HEKOM TpeHYyTKy U3 Jlyoounne npenete y Cety Tpojuiry,*
OHJIa OM ce MOTJIO MPETIIOCTABUTH JIa j€ Ha Taj HAUWH Y TPOJUUKY PH3HHILY J0CTIeNa M HKOHA
Bboroponune ca Xpuctom u Ceerum Hukonom.*!

[IpeTxoqHO U3peUeHy, BeoMa MPUBJIAYHYy, AJIM HE Ha MOY31aHUM JJOKa3UMa yTEeMEJbEHY
npeTnocTaBky o OopaBky Makcuma TyjkoBuha y Mmanactupy Jly6ouniy Moryia Ou y mpuiany-
HOj MepH Jla OCHaXXM jeJHa BpeaHa aHaioruja. Haume, nopeheme npeacrase jeBanhenucre
Jorana ca TyjkoBuhieBor ¢pparmerTapHo ouyBaHor Jlensucuor unna u3 [opmux bpuena (ci. 10)
[Vusicie 1979: 326327, cn. 3; Byinuuns 1981: 138, cn. 1-2] 1 mpencTaBe uCTor CBETUTEhA Ca
JlensucHoOr unHa u3 I[y60q1/1ue pan ciaukapa Jumutpuja (ci. 11), pesyntupa 3aKJBYYKOM O
BeoMa OJIMCKOj BE3H J1Bajy MKOHOIHMCHUX OCTBapema. Huje ped Tek o mocnenuuu paHuje y
TEKCTY MMOMEHYTHUX CPOAHOCTH JIMKOBHUX CXBaTama ciukapa Jumvurpuja u Makcuma Tyjko-
Buha. Y muTtamy Cy, OCHM Tora, Beoma n3HeHal)yjyhe cITMYHOCTH y TpeTMaHy JeTasba, Ha
OCHOBY KOjUX OM c€ MOTJIO IOMHUCITUTH JIa je TpOaJbCKH 30rpad nMao MpUiIkKe Aa BUan Jlensu-
cHu yuH u3 JlyOounne.*? Ipyrum peunma, cTude ce yTHCAK Ja Cy TI0jeINHY AeTaJbl Ha Pe/i-
ctaBu Ceetor JoBana u3 bpuena npexonupanu ca onrosapajyhe HKoHe U3 MJbEBaJbCKE IIPKBE.
busno Ou Beoma Tewko Ha Apyradyuju HaYMH 00JaCHUTU UICHTUYHY JIMHEAPHY CTUIIU3ALM]Y
npanepuje, oopany koce u 0opa Ha JMIly, ajld U TaKBe, CACBUM CHelH(pUUHE M0JeJUHOCTH,
KaKBe Cy MOJI0Kaj pyKy u oonuuu npctujy Cseror Jopana. 3BecHe MelhycobHe CAMYHOCTH
youaBajy ce u nopehemem nukoa jeBanhenucte Jlyke u anocrona Auapeje ca asa [lensucna
yuHa. C 1pyre cTpaHe, MHAMKATUBHO je 1a TyjkoBuhes JlensucHu unH u3 Hukosslia, HacTao

39 3a Tpu uKoHe u3 pusHuie Tpojutie [TibeBasbeke 3a Koje je cMaTpao aa notuuy u3 apyre nonosuse X VII Be-
Ka, ykipyuyjyhu u nkony Boropoaure ca Xpucrom n Cerum Hukonom, Cpeten [letkoBuh je npernocraBibao na
MOTHYY YIIPABO M3 HEKOT 0] O0MIKKUX 3anmycrenux Manactupa ([TeTkoun 2008: 119). Muave, nparoueHu 60rociy-
»KOEHH IPeAMETH U pyKoIlucH cy y MaHactup Csery Tpojuiy, koju HHje cTpasao HakoH ceode 1690. ronxnne, 10HO-
IIEHH M U3 JIPYyTHUX 3alyCTeNuX MaHacTupa, nomnyT lllyaukosa, Munemese, bame npubojcke n Cetux Apxanhena
Ha Tapu (IIeTkoBun 2008: 105, 120, 123; ITesun 2009: 190-191, 194). UaankaTuBHO je na cy omrehema Ha HKOHU
Boropoaune ca Xpucrom u CBeTuM Hukomom nctor trmna kao oHa Ha IOjeANHUM HKOHAMa Ca JJaHAIIHEr HKOHOCTa-
ca [ly6ounre.

31 Heomxo/IHO je, y KOHTEKCTY MOMEHYTE MPETIOCTAaBKE, JIATH M jeHO MoceOHO Mojalimeme. Hanme, 10 caia
je cMatpano na Tpunecetux ronuna X VIII Beka — nakie, y BpeMeHY HajUHTEH3UBHUjE CIIMKApCKe aKTUBHOCTH Mak-
cuma TyjkoBuha — manactup JyOounna Huje 6uo aktuBaH. Ha 0CHOBY caapikaja MojeAMHUX TYyPCKUX JOKyMEHaTa
u3 apxuBa Tpojure [IsbeBasbcke MO3HATO je 1a Cy UMamy TOT MaHacTupa npe 8. HoBemOpa 1734. roauHe npumnojeHu
nocenu {y6ounne (BAPIAKTAPEBUR 1935: 4951, 6p. 92, 98). Ha ocHOBY THX mojaTaka nIpeTHoCTaBJbeHo je aa je Jy-
6ounna ,,yramena“ npe nomenytor aaryma (IIeTkosun 2008: 123). MelhyTum, jenan no3Huju U3BOp TaKBYy IPETIIO-
CTaBKy 030MJBHO JIOBOJY y IUTame. Y JI0 caJia He3alaKeHOM 3anucy u3 1752. ronquue, Ha jeIHOj PYKOITMCHO] KEU3H
n3 npkse y buctpunm xox Hose Bapomm, nomume ce nyxoBHuk kup ®uinorej u3 manacrupa ybounne, mro je
HEIBOCMUCIICHO CBEIOYAHCTBO Jia je MaHacTup aktuBaH (CtojaHoBus 1903: 6p. 3028).

32 Tew3ucHu unH u3 Jy6ouure je, o ceemy cyzaehu, cimkaH o y3opy Ha JISH3HCHH YHH KOjH C€ JaHAC Hala3u
Ha UKOHOcTacy MaHactupa LlpHa pujeka, nemo cimkapa Paxyna u3 oko 1675. ronune. O npHOprjeukom unHy: PAkuh 3.
1998, xat. Op. 1I/11, pT. 9-20, ci. 56—59; Pakun 3. 1998a: 133—142.
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Cn. 10. Ceetu JoBaH u3 JIeM3ucHOT YnHA, Ci. 11. CeTu JoBan u3 JleusucHor uuHa,
manactup ['opmu bpuenn MaHactup Jy6ounria

1723. ronuHe, He HAIIMKYje BETOBOM YMHY W3 bpuena, oqHocHO JluMuTpujeBom unny u3 ly-
O0ouurie. Ha HEKOJbAUKOM HMKOHOCTACy T'pOasbCKHU MajcTOp je mpeactaBuo ceache durype
anoctoua (ITejoBun, YunnkoB 2011: ci. Ha cTp. 46, 337; Crowmn 2011: ci. 6, 8) yrienajyhu
ce, MOX/1a, Ha pelIeHke KOje je MPUMEHHUO MO3HaTH ciukap JoBaH cnukajyhu JlensucHu unH
y 06mmxm0j] Llpkeu Ceeror Hukone manactupa [logspxa (CxospaH 2006: 143—151, ci. 23,
25-26; Ctommn 2001: 636).3

Te npunuyne popmanno-ukoHorpadceke pasnuke umely Jensucuux unHosa u3 Jy6o-
yuie 1 Hukosbia Morie 6u, MOX/1a, 1a IPEACTaBIbajy CBEI0OYAHCTBO O TOMe 1a npe 1723. ro-
nuHe Makcum TyjkoBuh HHje OO y TIJHEBaJHLCKOM Kpajy. YOCTAJIOM, M jJaCHE CTHIICKE pa3iinKe
n3mel)y nkone u3 Tpojurie [IipeBasbeke u TyjkoBrheBux ocTBapema ca HUKOJbadYKOT HKOHO-
cTaca ymyhyjy Ha 3aKkJbydax Jia je n3Mel)y HacTaHKa JiBa Jesia IpoTeKJI0 u3BecHO BpeMe. [a mu
je, aKko je ormpaBaaHa mpeTnoctaBka jia nmpe 1723. Tyjkouh Huje 6opasuo y Jlybouniy, leron
TaMoII’kU OopaBak Moryhe u mpenu3Huje BpeMeHCKH ofpeauTn? UnHu ce 1a HHje UCYBHIIES
CMeJIO J1a Ce Kao JOHa XPOHOJIOIIKA TpaHuIla HAaCTaHKa UKOHe TpeTupa 1732. ronuHa, OqHO-
cHO natym npBor TyjkoBuheBor Oopaska u Ilehkoj marpujapmuju, rie je Morao jaa BHIH
PanynoBy ukony boropomune Ymusbenuja? ¥V ciydajy UCIIPaBHOCTH TaKBe TOMUCIH, a Y3

3 He cme ce, MeljyTum, u3ryOuTH u3 Buja aa Jleu3ucHn YHHOBH cirkapa J{umutpuja u3 Mpkose u [lumuha
HUCY TyOJINKOBaHY HU noipoOHUje mpoydeHu (MuioBus 1960: 135, vam. 579). Heka Oynyha netaspHHja aHATH3a TUHX
oCTBapema Moriia 0¥, eBeHTYaTHO, 030MJBHO J1a TpobIeMaTH3yje IPETXOAHO H3HECEHO TYMAaueHhe BETHKUX CITHIHO-
ctu n3melhy nkona u3 lybounne u bpuena. Jlensucun unn u3 [Ipacksune je rakohe npunucan cnukapy JuMuTpHjy
(MwoBun 1960: 78—79; I1EsoBuh, Yuiukos 2011: ci. Ha cTp. 105).
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MaKCHMaJIHY /103y ONpe3a, MOKe ce€ MPETHOCTaBUTH U J1a je rpOaJbCKU MKOHOMHKCALl Ha MY TY
y Capajeo 1733, wim npu noBparky u3 Capajea y [lehky marpujapmujy 1734. rogune, 6opa-
Buo y Csetoj Tpojuniu [libeBasbckoj. ToM MPUITUKOM je MOXa TIOCETHO M OOJIMKEY MaHa-
ctup [lyGounity, rie je Moria 1a HacTaHe lberoa MKoHa bocopoouye ca Xpuciiom u Ceetium
Huxonom koja ce jaHac 4yBa y TPOJUIKO] PU3HUIIH.
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Milos Zivkovié

THE ICON OF THE VIRGIN WITH CHRIST AND SAINT NICHOLAS
IN THE HOLY TRINITY MONASTERY IN PLJEVLJA. A CONTRIBUTION
TO THE STUDY OF THE WORK OF PAINTER MAKSIM TUJKOVIC

Summary

A highly damaged icon of the Virgin Glykophilusa with Christ and Saint Nicholas from the Holy
Trinity monastery in Pljevlja has not yet been a subject of detailed research. Sreten Petkovi¢, the author of
the monograph of the Holy Trinity monastery, was the only scholar who wrote about the icon in question.
In his opinion, the icon was painted in the 18" century, since its stylistic features resembled those of the
works of Serbian painters from South Hungary from that period. In our opinion, the icon can be reliably
attributed to the painter Maksim Tujkovi¢, a monk from the Cetinje monastery. His activity mainly took
place on the territory of the present-day Montenegro and Patriarchate of the Pe¢ monastery, as well as in
Sarajevo, and one of the main purchasers of his work was patriarch Arsenije [V Jovanovi¢. Very charac-
teristic stylistic features of the icon in question, i.e. its rusticity with an emphasized linear stylization and
specific anatomical forms, guide us to a conclusion that he was the author of the icon. On the basis of its
general stylistic features, as well as some characteristic details, the icon from the Holy Trinity monastery
can be connected especially with Tujkovié’s icon of Saint Arsenios of Serbia in the Matica Srpska Gallery,
some figures from the Grand Deisis from the iconostasis of the Nikoljac monastery and the icons from the
Stanjevi¢i monastery. When it comes to the iconography of the icon, one should highlight a possibility that
the image of the Virgin Glykophilusa was modeled upon the icon from the iconostasis in the Church of
Saint Nicholas in the Patriarchate of Pe¢, a work of the painter Radul, whose works Tujkovi¢ used as tem-
plates for some of the icons he painted. One should not exclude a possibility that Tujkovi¢ observed a
replica of the icon of the Virgin of Vladimir as well, since his image of the Virgin shares some similarities
with this famous Russian miracle-working icon. Finally, on the basis of some details from the biography
of Maksim Tujkovi¢, one can assume that he visited the Holy Trinity monastery in 1733 or 1744 during his
travel from the Patriarchate of Pe¢ to Sarajevo and back. Furthermore, it is possible that the icon from the
Holy Trinity monastery was created for the Dubocica monastery, which is situated not far from the Holy
Trinity Monastery. The figure of Saint Nicholas, who was a patron-saint of the Duboc¢ica monastery, leads
us to such an assumption, as well as some similarities between the Grand Deisis in Dubocica (1682—1690)
and Tujkovi¢’s icons of the same theme in the Bréeli monastery. That is why one can assume that Maksim
Tujkovi¢ had an opportunity to see the mentioned work in Dubocica, which was, in fact, painted by his
teacher, painter Dimitrije from Boka Kotorska.
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VYuusepsuret y beorpany, ®unozodcku paxynret — Onesbemne 3a ICTOPHjY YMETHOCTH
Opurunanuu HaydHu pan / Original scientific paper

IpencraBa Ceeiiu Casa mupu opahy 'y
CPIICKOM LPKBEHOM caukapcTBy XIX Beka®

CAXETAK: Tema cryauje je nukoBHa npeacrtasa Ceeiuu Casa mupu d6pahy Koja ce ja-
BJba y cakpamHoM ciukapcTBy XIX Beka Ha Teputopuju Kuexesnne/Kpassesune CpOuje u
KapnoBauke mutpononuje. L{nsb ctynuje je mpenodaBame MOoryhux pasiora Koju ¢y yCIOBUIH
071a0Kp M HEHO NPUKA3UBAKE Y CPIICKOM LIPKBEHOM ciuKapcTBY XIX Beka, IpUKa3 HKOHO-
rpadckor pas3Boja, pa3yMeBame HEHOT 3HaYeHha U QYHKIIHjE KOjy je MMaja y paBOCIaBHUM
xpamoBuMa XIX Beka, IITO je CBE carjielaBaHo KPo3 HAIlMOHATHO-TIponaraniuu pan Cprcke
MpaBociaBHE IIPKBE, jadame KynaTa Ceeror Case y XIX Beky u mepreniyjy oBor aorahaja u3
CpIICKE HAaIIMOHAJIHE TIPONIIIOCTH Y mporoBennma X1X Beka. Y cTyauju ce aaje OKBHp 3a 1ajba
HCTpaXUBama U KOHTEKCTyaJIHA TyMadema npeactase Ceeiuu Casa mupu dpahy.

KJBYYHE PEYM: XIX Bek, BU3yenHa KyJITypa, HallMOHalIHA ujaeooruja, Cprcka
mpaBocnaBHa LpkBa, Ceetu Casa, Ctedan IlpBoBenuyanu, Bykan.

On cpenmer Beka KynT CBeror CaBe KOHTUHYHPAHO je HETOBAaH Y OKBUPY LIPKBE ILTO je
YCIIOBHJIO JIa C€ HETOBE JIMKOBHE TIPECTaBE KA0 MPBOT CPIICKOT apXHujepeja of] TaJl jaBibajy y
OKBHPY CaKpallHe yMETHOCTH (ITaBnoBunh 1965: 66—70). Ha Tny bankana y 1pKBeHO] yMeT-
HOCTH KaCHHUjHX €roxa JI0J1a3u U JI0 q)opMyana}La [IUKJTyca NOCBEhEHOT KeroBOM KHBOTY.
Tako je 1621-22. ronune y Tprie3apuju MaHacTHpPa XHHaHz[apa ['eopruje Murpodanosuh
KpO3 JBaJIECET JICBET ClIeHa MHCIMPUCAHUX Teo10CHjeBUM KUTHjEM MPHUKa3ao KuBoT CBeTor
Cage (bornaHosus, Bypun u np. 1978: 156; Paxun 1998: 263-264). IIpencrasa Cseiiu Casa
mupu opahy, xoja ce ogHocu Ha CaBUHY YJIOT'Y Y CMUpPUBaky CyKoOa OKO MpecTosia y HeMa-
wuhkoj Cpbuju, Huje Ouna nHKopnopupana y oBaj nukiyc (Pakun 1998: 263-264). Osa ce
TeMa jaBJba y CPIICKO] CaKpajHOj yMeTHOCTH nmouyeTkoM XIX Beka, a l-eHa 1ojaBa Be3aHa je
3a UICTOPHjCKE U KYJITYPOJIOIIKE OKOJIHOCTH KOje Cy yCIoBUIIE jayame KyiaTa Ceetor Case Ha
npoctopy KapnoBauke mutpononuje u Kuexesune/Kpaseune Cpouje y XIX Beky.

* UnaHak IpeacTaBlba pe3yiTar paaa Ha pojeKTy ,,[IpescTaBe uaeHTHTeTa y yMETHOCTH M BepOaIHO-BU3YEITHO]
KyITypH HOBOT 106a”, 6p. 177001 (2011-2014), unjy peanunsanujy ¢puHaHcupa MHHHCTapCTBO NMPOCBETE U HaykKe
Peny6mke Cpbuje.
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I

Jauame kynrta Cetor Case y XIX Beky MOXe ce carjieiaTd y KOHTEKCTY MOJTUTHIKUX
OKOJTHOCTH BE3aHUX 3a KoHauHO ocioboheme Cpda on Typaka u popMupame ConcTBeHE IpiKa-
B€, Ka0 M M0jaBe HAIIMOHAJIHE HIC0JIOTH]E KOja je 00eNeKHIa MOTUTHYKN U KYJITYPHU KUBOT
EBpone Toxom XIX Bexa (I'pyiun 1935: 133—170; MakyiseBrR 2006a: 54-58).

VY okBUpY HallMOHATHUX uaeonoruja XIX Beka NO3UTHBHA MEPIENIIN]ja CPEHOBEKOBHE
MPOIIJIOCTH KA0 3JIATHOT J00a MMaJia je BaXXHO MECTO Y TIPOIeCy KOHCTUTyHCamka HallHje, TS
j€ TaKko y HJICOJIOTHjU CPIICKOT HalMoHamu3Ma o6a Hemamnha mpencraBipaio naeas y mojim-
TUYKUM | IIpKBeHUM Tiporpamuma (MAkybeBUR 2003: 193-211). Kao jenna ox BaXHUX HAIMO-
HAJTHUX U ApXkaBHUX HHCTUTYIHja y XIX Beky, Cpricka nmpaBociaBHa I[PKBa je Y CpeliiboBe-
KOBHO] IPOIIJIOCTH HaJa3uia eIeMeHTE KOHTHHYUTETa, OCHOBE JISTUTUMUTETA U apTyYMEHTE
CBOjUX aKTHBHOCTH IO3UBajyhu ce Ha CBOI yTeMeJbHBaua, MPBOT CPIICKOT apXHUEIHCKOIIA,
CaBy Hemamwuha. Herosan y okBupy 1pkse, kyat Ceeror Case y XIX Beky mporecoM 00HO-
BE JIP’KaBHE CaMOCTATHOCTH J0KHMBJbaBa YCIIOH U JJOOMja CBEHAI[MOHAIHH KapaKTep, Te Ce
Cseru CaBa 0CHUM Kao CBETUTEJb IOCMATPa U Ka0 XepOoj Halluje, a MPa3HOBakE HEroBOr JaHa
OJI CpellMHE BeKa M0CTaje jeHa O] BAYKHUX CPIICKUX TpaauIIMoHaTHUX MaHudecTanuja (Ma-
KvJbEBUR 2006a: 54-58, 101-106).

VY Bpeme kana jaua kynt Ceeror Cage, Ha mpem npoctopy EBpone ¢popmupajy ce Ha-
[IMOHAJIHE YMETHOCTH U jaBJba ce MOTpeda 3a m3rpahBameM HAIIMOHATHOT CTHJIA U HAITHO-
HaJTHUX TeMa Y yMeTHOCTH (JOBAHOBUH 1976: 30—34; MakybEBUR 1995/6: 188). Y Hemaukum
3eMsbama U Xa030ypirkoj MOHapXHju y Kojoj kxuBe CpOu, jaBibajy ce HAIlMOHATHU IMPOIIa-
TaH/IHU JIMKOBHU MPOTPaMH KOjU JUPEKTHO yTHUY Ha (OpMUpPamE CPIICKUX. Tako y crety
TOJTUTHYKUX OKOJTHOCTH, (POMHUpara HallHOHAIIHE UICO0JIOTH]e M YMETHOCTH J1071a3u 110 op-
MyJlicama MUKIyca U MojeInHuX norahaja U3 )KMBOTa Haj3HAYAjHUJjET CPIICKOT CBETHTEJba
— Ceeror Cage, y Bu3yenHoj KynTypu XIX Beka, a 3amounme ¥ Noan3ame xpama Ha Bpauapy.
JenHa ox1 yecTo mpuka3zuBaHUX TeMa U3 )kuBoTa CBetor CaBe y CPIICKOM LPKBEHOM CITUKap-
ctBy XIX Beka ouna je rema Cgeiuu Casa mupu opahy.

JlukoBHa nipencraBa Ceeiiu Casa mupu 6pahy uHCIMpUcaHa je porahajem u3 >KMBOTa
Caeror CaBe Koju ce OJHOCH Ha HETOBY YJIOTY y CMUpPUBamy noautuuke kpuse y Cpouju
Koja je Hactaa 30or cykoba Credana [IpBoBeHuanor u Bykana oko mpecTosia HakOH CMPTH
muxoBor ona Cumeona Hemame. [IpBu momenn oBor jporahaja Hanase ce y cpembOBEKOBHO)
KUTHJHO] KEbIKEBHOCTH — Yy )kuTHjIMa Ceeiioé Cumeona Credana [IpBoBenuanor u Jlomen-
tujana u Ceeinoé Case Jlomentujana u Teomocuja (ITpBOBEHUAHM 1988; JIOMEHTHIAH 1988;
Teonocusk 1988). M3 onuca oBor norahaja y )uTHjuMA ce N31Bajajy Kao HETOBU OUTHU eJie-
MeHTH cyko0 Credana n Bykana oko npecroina, nmucmo CBetom Casu aa johe ca Ceere ['ope
u oHece oueBe Mot y CpOujy, noyek Mmomtujy u usmupeme Credana u Bykana (bojoBuh
1998: 156—-166). OBakas ciexn norahaja npuxsaheH je 1 y ucropujama u nponoseauma XIX
BEKa KOje CY, Y3 CPEIHhOBEKOBHA KUTHja, YMETHUIIMIMA MOTJIE JIa TOCIYKe Kao JIUTEPAPHH
H3BOPH y opmyIHcamy uKoHorpaduje mukoBHe npeacrase Ceeiu Casa mupu dpahy (PAKUR
2002; Byxureun 1907; TaspuioBun 1900).
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II

[IpBy nanac no3Haty JuKoBHY npeactaBy Teme Ceeuwiu Casa mupu 6pahy HacIuKao je
Apcenuje Teonoposuh 1813—-1815. y boropoanunnoj upkBu y 3eMyHy, Ha apXujepejcKoM
TPOHY, Y KapTyiy ucnoq ukone Cseror Case (JoBanoBuk 2007: 210; IHIEamus, Mukns 1978:
21) y nepuony Kaja y3 jayarme HaIlMOHAJIHOT IOHOCA U poJ0Jby0Jba Be3aHor 3a ocioboheme
Cpb6a ox Typaka foma3u 10 HAPOUMTOT jadama Kynta Ceror CaBe M MPBUX MOKYIIIAja HEro-
BOT cBeHapoaHor npociaBibama (I'pyiun 1935: 134). Cmemrrajyhu norahaj y yHyTpammocTt
xpama, TeomopoBuh mpukasyje rpyny CBETOrOPCKHX MOHaxa HCIpea KOje M3/BOjeH CTOjU
Cgetu CaBa 00y4eH y MOHAIIIKY pH3y, IpHKa3aH Kako mupu pyke ka Credany u Bykany
KOjU My Cca CyHIpOTHE CTpaHe Mpuia3e y MpaTiku BOjJHUKA U ciyry (ci. 1). Y camom neHTpy
Komro3uyje, u3mehy Opahe nmpezacraBibeH je KuBOT ca Mmomtuma Cumeona Hemame ncnpen
Kora je manup ca prexom pkse. [Ipukaszanu norahaj npeacrasiba nonazak Ceeror Case ca
Csere ['ope ca oueBuM MoIITHMA U BUXOB 104uek y Cpouju. Kao nurepapuu u3Bopu 3a oBa-
KBO UKOHOT'Pa()CKO pellehe MOCIYKUla Cy cpeamoBekoBHa xxuTHja Ceeiioe Cumeona Cre-
¢ana IIpoBenuanor u Jlomentujana u Ceeiioé Cage Jlomentujana u Teogocuja. Mehytum,
y )KUTHjEMa u3Mupeme Opahe HUje KOHKPETU30BAHO Y MTUIITYEBOM TOBOPY, OHO C€ TOApa3y-

Cn. 1. Apcenunje Teogoposuh, Apxujepejcku TpoH boropoaudnne pkse y 3emyny, 1813—1815.
(dororpaduja: Ana Kocruh)
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MeBa u goroauio ce no CaBuHoM noBpatky y Cpoujy ca oueBum momtuma (bosoBun 1998:
164-165). 11 na TeomopoBuheBoj ciuiy usmupeme Credana n Bykana ce monpasymena, a
BH3YEITHO j€ MPEICTaBJ/HEHO TaKO MTO BykaH, MOrHYTE I1aBe U CIyHITEHOT TOTJIea KOju UCKa-
3yjy Kajame 300r cykoba ca Oparom, ciequ Credana y npuctynamwy Cerom Casu, npxehu
CBOjJy PYKY Ha H€I'OBOM PaMEeHYy U M0Ka3yjyhu Tako HOKOPHOCT BEMY Kao BIAJapy U yjeIHO
CJIOTY Koja je Mel)y mHrMa yCcrocTaBJbeHa.

Komnuko je Teomoposuh 6mo pykoBohen n monpehen xespama cBojux Hapyumiamna y ¢hop-
MHpamy HKOHOTpaduje oBe MmpeacTane, octaje oTBopeHo nutame (IEamun, Mukus 1978:
21). ITo3naro je na je on 20. jyna 1813. ckionuo yroBop ca 3eMyHCKOM IPKBEHOM OTIIITHHOM
Koju je 9. aBrycra ucre rogune onoopmia Konsucropuja (Toaus 2010: 500, 504-505). YV yroeo-
py je crajaino na he o mporpamy u pacropey UKOHa OJTydYrBaT 3eMyHCKa [IPKBEHA OMIITHHA,
mTo je u peanuzoBano (Toxun 2010: 506). [To Hanory Hapyuuiaa ciukap je apXujepejcku
npecto ykpacuo ukoHoM Cseror Case u npenacraBoM Ceeiiu Casa mupu dpahy ymecTo 10
taj 3a TeonopoBrheBo PKBEHO CIMKAPCTBO YECTOr pelliekha Koje je Moapa3yMeBajo mpe-
ctaBe Ceeiioé Josana 3naioyciioe unu Xpuciioge ipoiioseou y xpamy Ha Tom mecty (Tonun
2010: 507; 'pysun 1935: 167). YroBopom je mpeasul)eHo U HaATIEAAkE CIMKAPCKUX TOCIOBA
y 3eMYHCKOj boroponnamHoj IpKBH OJ CTpaHe YeTBOPOWIAHEe KOMHCH]E KOjy CYy YNHIIIN YJIaHO-
BY 3eMYHCKe I[PKBEHE OMIITHHE: HA [JIGKHU TPOTOIpe3BUTED, ciukap Jumutpuje bparoriuh,
Jesrumuje Bykosuh u Kupun 3uka (Toaus 2010: 512-514). [la i cy HapydHOIHN TIOPET U3-
oopa teme Ceeiiu Casa mupu 6pahy yTULIavd ¥ Ha BEHO HKOHOTpadCcKo popMyucame u y
KOjOj MEpH je TO MOTJIO OMTH CIIPOBEIICHO OCTaje OTBOPCHO MUTAhE.

Pazno3su 3a mojaBy cuene Cseiuu Casa mupu dopahy Ha apxujepejckoM Tpony boroponu-
YUHE LPKBe Yy 3eMyHY cy BumecTpyku. C jeqHe cTpaHe, TO je MOrJjo Aa Oyje MOCTOojamke ue-
CTHIIE 3a KOJy ce cMaTpaso Ja je uectuua puse Cseror Case koja je o ciomy IIpBor cprickor
ycTaHka npeHeTa u3 beorpana y 3emyH u Ouia cMEIITeHa Y OBOM Xpamy yIpaBo y MEPUOTY
ocHMKaBama ukoHocraca, 1813—1815. rogune.' benu nanup, npukaszaH Ha TIIy HCIpen GUry-
pe Cseror CaBe u kuBoTta ca momrtuma Cumeona Hemame, Ha KOM je IIpTex OapoKHE IIPKBE
ca BUCOKUM 3BOHHKOM KOja BEpOBATHO MpEACTaBJba caMy boroponnunHy npkBy y 3eMyHY,
MOJKE C€ TPOTYMaYUTH Kao BU3YEITHO IMOBE3MBAKE 3eMYHCKE I[pKBe ca JuyHouihy CBeror
CaBe, OTHOCHO Cca YeCTHIIOM HETOBHUX MOIITH]Y KOjy je Kao 3HauajHy PeIMKBHUjy TIOoceaoBaa
y TO BpeMe.

C nmpyre cTpaHe, pa3iio3u 3a nocrojame npeacrase Ceeiuu Casa mupu d6pahy cy Morie
OWUTH U OJTUTHYKE OKOJTHOCTH Be3aHe 3a ciioM [IpBor cprckor ycranka u MeljycoOHe ycTa-
HUuKke 6opOe y CpOuju Koje cy 3amoderie y BpeMe OCIuKaBamba 3eMyHCKe IIPKBe (MAKY/BEBUR
2003: 205). CaMuM THM LITO Ce OBa MPeJCTaBa y 3¢MyHCKO] LIPKBH Hajla3u Ha apXHjepejcKoM
TPOHY, HECYMILHBO j€ J1a je CHMOOJIMYHO Be3aHa 3a JUYHOCT aKTYeJIHOT apXujepeja — MUTPO-
nonuta CtparumupoBuha. MMajyhu y Buay Aa je BUCOKa LIPKBEHA jepapXuja CUMOOIHYKU
u3jenHavaBana ca CetuM CaBoM (MakyiEBUER 2003: 205-206), omabup oBe TeMe ce MOKe
TYMaYUTH Y KOHTEKCTY aKTYCITHUX TeKU MUTponointa CTparuMupoBruha y OIUTHYKOM
pelaBamy CyIOMHE CPIICKOT Hapona HakoH cioma [IpBor cprickor ycranka (CavEMYEBUE 1991:

! Ha oBoM nofiaTKy ce 3axBaJbyjeM npodecopy bpannciasy Tonuhy. Bun.: ACAHVYK, Konsucropuja, 3aricHuU-
uu ox 24. janyapa 6p. 9 u 23. pebpyapa Op. 32 1814. ronuHa.
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84-148; CnwsenueBus 1936; Usnn 1935: 68—87; Aumuteruiesus 1926). Taga je Oumno npucyT-
HO MUIIBEH-E 14 j€ jeJjaH O]l y3poKa Heycliexa ycTaHKa Ouia Heciora mel)y ycTaHu4KuUM
Bohama. O TOME CBEJI0YM U MPUBATHO MUCMO Koje je 9. okToOpa 1813. cBoM mpujaresby mrcao
Bacunuje I'Bo3nanoBuh, ynpaBHuk BiactenuHcTBa KpnxkeBauke rpkoKkaToIMUKe OUCKYTIHje
y Cpemy. CtaBibajyhu cpricke ycTanudke Bole y CKOpo UCTH pell ca OOMIHUM pa300jHUIIIMA
1 n3pabspUBaunMa HapOJAa, NCTUYE M HEKE 011 KapakTepucTuaHuX mpra Cpba Tor nobda, kao
mITO Cy Bepa y HenobenuBocT Pycuje u Hecnora (mpema [aBrusioBus 1956: 104—105). ITomrro
cy mehycobHne 6op6e jysxao ox Cae u JlyHaBa y BpeMe OCIMKaBama 3eMyHCKOT apXHujepe)-
ckor TpoHa Beh Ouie 3amoyerne u Tako MOHOBO, U rocie ciaoma [IpBor ycranka, yrpoxasaie
uzejy konadHor ocinodohema Cpouje ox Typaka, MOke ce PETIIOCTABUTH Ja O1adup TeMe
Ceseiuu Casa mupu Opaly on cTpaHe Hapyuuiala, Koja ce TyMadu Kao jeJiHa o/l CUTyaluja y
KOJjOj j€ MPBU CPIICKHU apXHjepej MMA0 BaXkKHY YJIOTY Y CMUPHUBay cykoOa OKO MpecTolia, HUje
He3aBHCaH 0] KOHKPETHOTI ucTopujcKor TpeHyTka. [lpencrasa Ceeiuu Casa mupu dopahy 'y 3e-
MYHCKO] LIPKBH TaKO C€ MOXe MPOTYMauynuTH Kao ’keJba Jla Ce UCTaKHE YIJIed U 3Ha4Yaj apXu-
jepeja y 5KMBOTY CPIICKOT HapoJia M pelIaBamy HEroBe CyJ0MHE O]l CPENIIbET BEKa Ia CBE 10
caBpeMeHor 106a (MakyiseBUR 2003: 205). Ha Taj HaunH OBa JIMKOBHA NpeACTaBa MHCIIH-
pHcaHa CpPeambOBEKOBHOM CPIICKOM HCTOPHjOM 1ocTaje MeTadopa cagammocTi (MAKYIBEBUT
2003: 205).

Haxon apxwujepejckor Tpona boropoanunne mpkse y 3eMyHy JTHUKOBHE IPEICTaBe ca
temoM Ceeiuu Casa mupu 6paky cnukane cy BepoBaTHO Tek oj cpeauHe XIX Beka kana je
JIOIILJIO JI0 U3MEHEHHUX MOJTUTUYKUX OKOJTHOCTH M Y BE3U C TUM JI0 HOBOT Tajaca jayama KyiTa
Caeror CaBe kako Ha mpocTopy Xa030ypIuke MOHapXHje Tako U Ha npoctopy KuexxeBune/
Kpasmesune Cpbuje.? Y npyroj noiosunu XIX Beka oBy npezcraBy ciukajy [laBne Cumuh,
Cresan Tonoposuh, Munucas Mapkosuh, [lamko Byueruh u I1aja JoBanosuh.

[Ipernocrasiba ce na je [laBne Cumuh y manactupy Kysexxnuny 1851-52. cnukao npen-
craBy Ceetuu Casa mupu opakhy y okBupy nukiyca nocsehenor Ceerom CaBu (JOBAHOBUR
1976: 66; JoBanoBu® 1979: 229-262; Konarun 1965: 155; MEjnakoBus 1968: 149—150). Ocnu-
KaBame KyBEXKIMHCKE IIPKBE OMIIO je u3pa3 3ajeqHuukux Haropa [laBna Cumuha u KyBex auH-
ckor urymana Huxanopa ['pyjuha. Kao nutepapHna noziora 3a ocinyukaBame 0OMMHOT IIUKITyCa
noceehenor Ceetom CaBH, y3 CpeilbOBEKOBHA JKUTH]a, CIIMKAPY j€ MOTA0 TIOCIYKHUTH U CIIEB
o CaBu Hemamuhy, koju je y To Bpeme mucao Hukanop ['pyjuh (I'pvius 1861; JoBaHOBUR 1979:
245). TlomTo je KyBeKIMHCKH )KUBOITUC YHUIITEH Y J[pyrom cBeTcKoM paTy, HKOHOTpadcko
peliee OBe CIIeHe, YKOJIMKO je OHa Ouita yBpiTeHa y nukiyc nocsehen Cserom Casu, octao
je Hero3Haro.

[MToceGan morpuHOC pa3Bojy ukoHorpaduje CaBuHor u3mMupema 3aBalene 6pahe y npyroj
nosioBHu XIX Beka nao je CreBan Togoposuh. Y okBUpy cBor 0OMMHOT onyca nocsehenor
L[PKBEHOM CIIMKApCTBY Y HEKOJMKO HaBpaTa je CIMKAao OBy TeMy. TakKo je CIMKao Kao UKOHY
Ha UKOHOCTAacy u3Haj jyxHux asepu y Llpksu Cetux bnarosectu y Unsopy 1877. ronune
(Bacun, [TronanoBuh-PankoBus 2005: 79—81) (ci. 2); 3atum y Basnecemckoj 1ipksu y beo-
rpany 1881. y cokmy (BvioBun 1984: 36) (cn. 3); y Lpksu Cs. anoctona Iletpa u [laBna y

? Ha 0CHOBY JI0CaJallllbUX HCTPAKUBAEba HIje YTBPHEHO MOCTOjabe OBE TEME Y BU3YEITHO] YMETHOCTH Y HIEPHOLY
m3melyy 1815. roqunae 1o cpennnae XIX Beka, ITO HE HCKIBYUYje TY MOTYRHOCT.
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Cn. 2. Crera Tonoposuh, Llpksa CB. biarosectu y nBopy, uzHaj jyxuux asepu, 1877. (bororpaduja: Ana Kocrih)

a1

Cu. 3. Crea TomopoBuli, Baznecemcka npksa y beorpany, nsnan ceBepaux asepu, 1881. (pororpaduja: Ana Koctuh)
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Cu. 4. CreBa Tonoposuh, Lpksa Cs. Tpojuuie y Herotuny, ceBepuu 3un Haoca, 1901. (ororpaduja: Ana Kocruh)

['moroBiy 1894. y cokiy; mOTOM y OKBUPY
sunHOT cnukapersa y L{pksu CB. Tpojutie y
Herotuny 1901. Ha ceBepHOoM 3uny Haoca
(bopo3aH 2012: 157-165) (cn. 4); y Lpku
Cg. IIpeobpaxema y Cmenepenckoj [Tanan-
uu 1902-1903. Ha cBoxy xpama (MAPKOBUR
2008: 130—133) (c1. 5), a Takohe je cauyBaHa
U penpoaykKiuja u3ryospeHe ckuue myomnu-
koBaHe y Hoesoj Hckpu 3a 1901. ronuny (Ky-
coBAll, Breatiku u np. 2002: 181— 248).
IIpBy nukoBHY npencraBy CaBuHOT U3-
Mupema 3aBahene 6pahe CreBan Tomoposuh
je m3paamo 3a ukoHoctac biarosemTencke
upkBe y UnBopy 1877. ronune (KycoBarll,
Bpeatku u gp. 2002: 187). Cnenehu ucro-
pujcka casHama, Tomoposuh norahaj cme-
1ITa y YHYTpalIskbocT Xxpama.® M3Haa KuBo-
ta ca momrtuMa Cumeona Hemame koju je
UCTaKHYT y pBoM Tuiany, Credana u Byka-
Ha u3mupyje Cetu CaBa. CBe4aHOM YUHY

3 Vi.: Bykuwesus 1907: 56.

Cn. 5. CreBa Tonoposuh, [lpksa Cg. [IpoOpaxema
y Cmenepesckoj [Tanannm, cBox, 1902—1903.
(PernoHaHu 3aBOJ 3a 3AIUTHTY CIIOMCHHKA

kynrype CmenepeBo)
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n3Mupema Opahe nprcycTByje Hapo/l KOju 3acTyIajy BOJHUIIH, BIIACTENa, keHe U aeta. OBo UKO-
Horpadcko peiemne octahe, y3 Mame BapHjallyje, IpUCyTHO y CBUM KaCHUJUM Ipe/cTaBaMa
oBe Teme koje je Togoposuh panuo y xpamosuma y beorpany, I'morosuy, Herotuny u Cme-
nepeBckoj [lamanmm.

[Momrtyjyhu nuxonorpadujy Cseror Cae popMynucany y yMETHOCTH TOKOM IPETXOAHUX
ernoxa, Tonoposuh ra y npezncrasu Ceeiuu Casa mupu 6paly npukasyje kao apxuenuckona.*
Kpos nuk, n3rnex u koprnopanny peropuky Ceror CaBe BU3YEITHO Cy UCTAKHYTE HETOBE
ujieaTHe 0COOMHE KOje ra UICTUYY Kao IPOCBETUTEIhA U Ka0 IIPUMEp MOpPATHE y3BHILICHOCTH.
HberoBo nCTakHYTO MECTO Kao IJIaBHOT akTepa joralaja, ajqi U MPBOT CPIICKOT apxujepeja u
HAI[MOHAJTHOT Xepoja, HATJIAIICHO j€ MOCTABJbabeM IEeroBe (Urype y caM BpX KOMIO3HUIIH]E,
n3Haj Opahe kojy Mupm u octanux akrepa norahaja. Tako je cMMOOIMYKH UCTAKHYTO 1A je
HEroBa JIMYHOCT M3HAJ 36MaJbCKUX MHTEPECca M Pa3MHpPHIIA jep Ce ,,MaKo KpaJbeB CHH 3a paHa
y3Mrao U3HaJ CBera MaTepHjaHor U ,,cCBaKe MOTpede 3a CBETOBHOM BJiahy*, Kako TO UCTH-
gy npornoBean XIX Beka (ITonosun 1911: 8—11, 13—15). I'ectroMm cBojux pyKy cjenumyje Cte-
¢ana u Bykana y 6parckoj jby0aBu U CIO3H BU3YEITHO OTEJIOTBOPEHO] KPO3 HUXOB 3arpJibaj
Kao Ha caukaMma y npksama y Mnsopy, ['morosiy, Cmenepesckoj Ilananiu n Baznecewckoj
1pkBu y beorpany, mim nak cnopasyMHO pyKOBame€ KOje CHMOOIHN3Yje NOTUTHUKY KOHKOP-
IMjy Kao MITO je ciydaj Ha npencrasu y L{pkeu Ceere Tpojune y Herotuny.®

Ha npencraBama Cgeiiu Casa mupu 6pahy y npkBama y Unsopy, ['morosiy, Herotuny,
Cwmenepesckoj [Tanmannu n Basnecemckoj nipksu y beorpany Togoposuh ctBapa y kKoMmno3u-
[IMOHOM CMUCITY jaCHY BEPTHKAIy UHje MOAHOXK]E YNHU KUBOT ca MomTuMa Cumeona Hema-
we, a Bpx ¢urypa Ceeror Case. Tume je BU3yeTHU30BaHO CXBaTame 10 KoM nopea CaBHHOT
yueurha u 6;aroaeTHo aejctso Momtujy Cumeona Hemame nMa 3Ha4ajHO MECTO Y U3MUPEHY
Credana u Bykana (bojoun 1998: 165). Pa3zpemaBame cyko0a 1 cBaha HaJl MOIITUMA CBETH-
TeJba MPENICTABIBAIIO j€ jeIHY OJf CTAPHUX LIEPEMOHH]a BE3aHUX 32 MOIITOBAE KYJITA PETUKBHU-
ja xon Cpb6a (I1aBnoBun 1965: 278-286). Y MaBopy je Kpaj OTBOPEHOT KMUBOTA Ca MOIITUMA
Cumeona Hemame npesicTaBibeH anheo KOJI/I recTOM pyKe U CAMHUM CBOJUM IIPUCYCTBOM CBe-
JIOYM CBETOCT MOIITH]Y, JOK I'da HAa KaCHUjUM Mpe/cTaBama, Moy T OHKUX y Basnecemckoj
1pkBu y beorpany u npksu y I'orosiry, 3amMemyje Ae4ak KOju TeCTOM CBOje pyKe IocMarpa-
4y yKa3yje Ha 3Hauaj MOIITH]y y u3mMupemy 3aBahene O6pahe. Tek y Herotuny, a motom u y
Cwmenepesckoj [Tanannun, kuBoT ca momtuMa Cumeona Hemame cimka ce 3aTBOpeH.

ByxkaH je, ocuM y HErOTHHCKO] LIPKBH, HA CBUM IpencTaBama CaBUHOT H3MHUPEHa 3aBa-
hene Opahe koje pagu CreBan TogopoBuh mpeacTaBibeH KaKo CTOjU Ha CTETICHUKY HUKEM Y
oxgHocy Ha CtedaHa, ynMe je BU3yeITHO HCTAaKHYTO HETOBO MOIITOBAKE U MOKOpaBame Cre-
(anoBOj teruTuMHOj Binactu. Credan [IpBoBeHUaHH je MpHKa3aH y BJIaJapCKOM OpHAry, ca
KPYHOM Ha IJIaBH, IIITO jeé UKOHOTIpa(cKo periewme npucyTHo o noyetka XI1X Beka, a 3acHO-

4 O pasBojy ukororpaduje Cseror Case y Bu3yenHoj Kynrypu XIX Beka U y paHHj0j YMETHOCTH, BHI.: MEJIA-
KOBUH 1979: 390—403.

5 Uneje u3paxasama JbY/ICKOT KapakTepa MoCpeCTBOM (pU3HUKOT U3IJIea H KOPIOpaIHEe PETOpHKe Ouiie cy
pasBHjeHe MO yTHIlajeM IBajiuapckor ¢puno3zoda u teonora Joxana Kacnapa JlaBarepa, a y XIX Beky Ouse cy mo-
3HATE U CPIICKOj cpenuHu: LAVATER 1979: 151-167; MAkvbEBUR 1995/6: 191.

¢ Concordia/ciora BU3yeIHO MPEACTaBIbEHA KA0 1BA PUMCKA BOjJHHKA KOja ce pyKyjy Ha 6OjHOM MOJbY CTapH je
ambiieM mirycTpoBaH y AnhatujeBom ambiemarckom 30opHuKy u3 X VI Beka. Bun.: Alciati 1577 <http:/www.mun.ca/
alciatio/039.htmI> 11.10.2012.
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* IIPEJICTABA CBETH CABA MUPH FPARY Y CPIICKOM L[PKBEHOM...

BAHO j€ Ha 3Hayajy HBEroBOr KyJITa y CPICKUM AP>KaBOTBOPHUM IMporpamuma Ha Tiry Cpouje
(MakyibeBUR 200606: 134).

CxoHO TUTEepapHUM U3BOpHUMa Koju ¢y TomopoBuhy MOIIN MOCITYKUTH Yy GOPMYITUCARLY
npencrase Ceeiuu Casa mupu 6pahy, norahajy npucycTByje Hapoa MpUKa3aH KPo3 pa3indn-
TE€ CTapOCHE, ITOJIHE U CTaTycHe rpyne. Teao Hapoaa cCayumbeHo Of] MPHUIIAaIHUKA CBUX CTPYK-
Typa YWHU HJIeaIaH KOJEKTHUBUTET KOJU ITOCMaTpa YnH U3MHpema 3aBalene Opahe. Onu xao
OYEBUITN PaJIH-€ TIOCTAjy CBEIOIHM JKHUBOTA U OyIyhHOCTH HaIMje YHjU Cy 3aJI0T Jera Koja ce
Ha cBuM TomopoBuheBUM IpefcTaBamMa OBE TEME Hajla3e y MpBOM IuTaHy. JINKOBHU siere nMajy
MoCeOHY yJIOTy — OHA Cy HEeTIOCPEeIHH CBeoIM forahaja, a cumOboandHo u Oyayha nokosnema
KOja Ha KOHKPETHOM MpUMEPY y4e 0 3Hayajy Oparcke JbyOaBH U CIIOTe 3a HAIpeaaK ApKaBe
U HapoJia 1 Koja ce TOM I0yKoM pykoBoze y OyayhHoctu. TakBo 3Haueme NOCeOHO HOCE J1Ba
Jleyaka HacJIMKaHa Ha OBOj MIPEJICTaBU Y HETOTUHCKO] LpKkBH. thux n3za Credana IlpBoBeHua-
HOT BOJIM cUMOOJINYKa pUTypa *KeHe-MajKke, 00ydeHe y BIACTEOCKO PyX0, KOja CBOJUM IFeCTOM
pyke ynyhyje Ha fedake U KpyHY KOjy jelaH Off ’bUX HOCH Ha IPBEHOM jacTYyKY, O3Ha4aBajy-
hu je kao kpyHy kojoMm he Ctedan [IpBoBeHuanu OuTH KpyHHCaH. AJIM OHA yKa3yje 1 Ha J1Ba
Jieyaka Koju ce CMMOOJIMYHO MOT'Yy CXBaTUTH Kao Opaha, Koja ce IoydeHa OBUM IPUMEPOM
Hehe y OynyhHOCTH CyKOOHTH OKO TIPECTOA M TAaKO yrpoxkaBaTu OyayhHOCT u onicTaHak Ha-
nuje. Tako oBa mpencrasa y L{pksu Cete Tpojurie y Herotuny HOCH 1 jacHY TOPYKY THHA-
CTHYKE JIOjaTHOCTH.

Jla 6u ce 00e30enmIIa HICTOPHUjCKa BEPOJOCTOJHOCT HACIUKAHOT joralaja U3 HaIlMOHATHE
PEIUTHO3HO-TIATPUOTCKE TEMATHKE, HEOMXOIHO je OMII0 OOpaTUTH MaXkKikby U HA ayTeHTHY-
HOCT UCTOpPHjCKOT aMOHjeHTa y KoM ce aoralhaj onsuja.” Ha cBum npencraBama CaBHHOT U3-
Mupema 3aBalene Opahe nomryjyhu ucropujcka rymauema oor norahaja Togoposuh uctu
CMeEIlLTa y YHYTpalbhocT XpaMa. [loceOHy maxmy ayTEHTUYHOCTH IPOCTOpa 00paTHo je Ha
npenctaBu y Herotuny rzue yHyTpammbOCT LPKBE, MpeTnocTaB/baMo CTyIeHUIIE, OCINKaBa
CPEeAHbOBEKOBHUM KHUBOIMCOM HarJiamasajyhu Tako CpeambOBEKOBHU U CPIICKU HAILIMOHAJIHU
KapakTep IpocTopa.

OcTtBapyjyhu y Herotunckoj npksu Csere Tpojuie jenan ox Hajpenpe3eHTaTUBHUUX
HalnMoHaTHUX nporpama y Kpassesunu Cpouju, CreBan Tonoposuh je yTHIao a ce Uy apy-
UM XpamMoBuMa THMOUKe emnapxuje y Mam0j uiu Behoj Mepu MOHaBJba HEHO MPOrPAMCKO
pememse (Kvcosaly, Besaniku u mip. 2002: 191). Tako Munurcas Mapkosuh 1902. y manacTupy
BykoBy Ha cBOy mpumpare ciuka npencraBy Ceeuiu Casa mupu 6pahy nao 2pobom oya He-
marve (cn. 6). MapkoBuhy je Ka0 UKOHOTpa(CKH MPeIJIoKakK 3a OBY MPEICTaBy IMOCIYKHO
Tomoposuhes ,,kaptron (Kyvcoall, Besaniku u ap. 2002: 191). MapkouheBa npeicrasa y
MaHacTupy bykoBy npeysuma TonopoBuheBo nkoHOrpadcko pememe IPUMEHEHO Ha CBOAY
upkse y Cmenepenckoj [Tananuu. [lorahaj ce onuja y Xxpamy, y IpocTopy HCIper HKOHOCTa-
ca, TI€ ce HaJl 3aTBOPEHUM KUBOTOM ca MomTuMa Cumeona Hemame CaBUHUM MOCPEICTBOM
mmupyjy Credan u Bykan. CBeuanom unHy usmupema Opahe Hag oueBuM rpoOoM mpucy-
CTBY]jy BJIacTeJa, BOJHUIIM, )KSHE U JICla.

VY o6nactu Tumouke emapxuje jomr jexHom je npencraBa Ceewiu Casa mupu 6pahy Ha-
uuta ceoje mecto y Llpksu CBere Tpojurie y Panyjesiy, rae je 1910. [Tamko Byderuh cimka

70O npobieMuMa ay TeHTUIHOCTH TpocTopa y ymeTHocTn XIX Beka Buja.: MAKYbEBIR 2006a: 170-171.
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Cn. 6. MunucaB Mapkosuh, Manactup BykoBo, cBon npurnipare, 1902. (bororpaduja: Ana Koctuh)

y kajotu ceBepHe nesHuue (MakyvipeBus 2007: 77; Koctun 2012: 196—-198) (ca. 7). Cneaehu
JUTEepapHe U3BOPE KOjU Cy MYy MOCIYKUJIHN y CIIMKamy OBe KoMmIo3uuuje, Byderuh norabaj
CMelITa y eKCTEpHUjep, BEpoBaTHO y NoJjke XBocHO rae cy Credan u Bykan nouekanu Casy ca
oueBuM mMomtuma (ByxureBun 1907: 56; IaspusioBus 1900: 98). M3Haa 3aTBOPEHOT KMBOTA
Cumeona Hemame Ha koju cy 3arpsbenu Huuune nanu Credan n Bykan, Ceetu CaBa nocpen-
CTBOM CBOjUX MOJIMTaBa M3Mupyje Opahy y mpucyctBy MoHaxa u BojHHKa. V3Hazg durype
Cgetor Cage, 3 cermMenTa Heba ce crmymiTa 3pak cBetiaocTu ka Credany u Bykany koju cum-
OOJMYHO TIpeaCcTaBJba 00XK]y OJIArofIeT Koja ce M3NnMBa Ha Opahy MO IBHXOBOM U3MHUPEHY.
CorctBeHo ukoHOTpadcko peniewne Ha Temy Ceeiuu Casa mupu dopahy naje Ilaja JoBano-
Buh ciukajyhu oBy Temy y JiBa HaBpaTa: y ceBepHoj neBHuIM Cabopre 1ipkse Cetor ['eop-
ruja y HoBom Cagy 1903-1905. rogune (TumotwieBuh 2010: 161-162) u xao ybaHy CKHILY
1906-1912. HamemeHy BepOBaTHO OIUIEHAYKO] I[PKBH, a Koja ce JaHac Hanazu y CabopHO]
upkBu Csetor Hukone y Cpemckum Kaprnosunuma (JoBaHOBUR 1989: 66—68) (ci1. 8). JoBanoBuh
Ha IpejicTaBaMa OBe TeMe IJ1aBHHU Jioralaj cMerita y mpoctop nBopa. CBetu Capa Bykana npu-

42



* IIPEJICTABA CBETH CABA MUPH FPARY Y CPIICKOM L[PKBEHOM...

Ca. 7. ITamxo Byueruh, Kanora ceBepre nesuule npkse y Pagyjesuy, 1910. (bororpaduja: Ana Kocruh)

Boau Credany IIpBoBeHUaHOM KOjH, TPUKA3aH Kao
BIIa/1ap, CEIM Ha KAMEHOM MpecToy. YnHY U3MH-
pema Opahe mpHUCYCTBYjy BOJHUIIM MPHUKA3aHU y
JIpyroM IaaHy. BykaHoB quk Bu3yernHo je popmy-
JIMCaH Kao MOKajHUK, KAKO Cy ra TYMauuIe HCTOPH-
je u 6orocnoscka auteparypa XIX Beka (ITonoBuh
1911: 13-15; 2Kupor u pajgma CB. CABE MTPBOT APXH-
enuckornia cerickor 1868: 103). TlpukasaH je kako
MOTHYTE TJIaBe, CIYIITEHOT MOTJIEAa U ca KarloM y
PYILIH Kao 3HAKOM TOIITOBaa U MOKOpaBama MpH-
na3u Credany xoju cenu Ha mpecrony. [1aja JoBa-
HOBUh npoBiayn Kpo3 BykaHoB nuk 1 OyHTOBHNY-
Ky LIPTY HBETOBOT KapakTepa Mmokasyjyhu je tume
mTo Bykan pyky He mpy’ka CAMOWHHIIUjaTUBHO
y 3HaK TIOMHUpPEma, kao mTo To yuHu Credan, Beh
uckJpyunBo y3 CaBUHO mocpenoBame. Tume je
Yj€IHO BU3YEITHO MCTAKHYTa U MPOIMOBEIHHYKA
moh Csertor CaBe koja je, Kako Cy TO MCTHIIAJIEe
npomnosenu XIX Beka, ,,ypazymuiia 3aKOHOIIpe-
crynauka Bykana“ (KoBauesun 1901: 45; JKusor u
PAbA CB. CABE IIPBOT” APXHEITHCKOIIA CPIICKOT 1868:
103).

Cn. 8. I1aja JoBanosuh, Haoc Ipkse Ca.
Hukone y Cpemckum Kapnosuuma, 1906—1912.
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I11

JlukoBHa nipencrtaBa Cs. Casa mupu 6pahy umana je oapeheny QpyHKIUjy y mpocTopy
xpama. lbeHnM uHKOpHOpUpameM y IporpaMe HKOHOCTaca M 3UTHOT CIIMKapCTBa XpaMoBa Ha
teputopuju Kapnosauke mutpononuje u Kuexxesune/Kpassesune Cpouje y XIX Beky ucTuian
je Tpe cBera ’BHX0B HalloHaTHU KapakTep (MakyibeBUER 2003: 207-208). LlpkBa je kopucTuia
OBY KOMTIO3HIIHjy na Ou moacehajyhu BepHuke Ha noral)aj M3 HallMOHAIHE MPOILIOCTH KO
BUX MOJICTAKIIa TIO3UTHBHA HAIIMOHAJIHA Ocehama 1 IpeHea CI0KEeHe MOPATHO-TUJAKTHIKE
nopyke. To je YnHUIIA ca IUJbEM J1a YOOIIMYH CTBAPHOCT Hallije U 06e30enu mery OymyhHoct
U Tpajame, IMTO je CBe OMJIO y CKJIaay ca ’heHUM HaIlMOHAJTHO-TIponaranaiHuM pagaoM (Ma-
KvEBUR 2007: 72—81). CrioskeHe MOpaTHO-IUAAKTHYKE IMOPYKe KOje je I[PKBa MPEHOCHIIA
BEpHHIIMMA MMOCPEACTBOM JINKOBHE npeactaBe Ceeiiu Caséa mupu O6paly 3aBUCHIE Cy Ol
MPOIOBETHUYKE TIpaKce Be3aHe 3a mpocianibame Kynta Ceeror Case y XIX Beky.® [lomiro cy
MPOIOBEIU KOHCTPYHCAJIE CBECT BEPHUKA O 3HAUEHY cleHe, komnozuuuja Ceeinu Casa mupu
Opahy GyHKIHOHHUCATA jeé Ka0 OTBOPEHO YMETHUYKOT JEJI0 KOje je MpY>Kajlo BUILECTPYKE
MoryhHoctu Tymauema (Exo 1965).

JluxoBHa nipencraBa Ceeiuu Casa mupu 6paly TymadeHa je Kao jefaH o mpuMepa u3
MPOIUIOCTH KOjH j€ 3a I[UJb MMao J1a IOAy4H CaBpeMEHUKE U BacuTa noromke. OBaKBoO Ty-
MaydeHe OBE JIMKOBHE MPEICTaBE HAJIa3M CBOjE€ OCHOBE Y IMOCMATPAaly UCTOPH]jE, a Y OKBUPY
TOTa ¥ HAI[MOHAJHE UCTOPHje, KA0 YUUTEIbUIIE )KUBOTA. VIcTOpHja micana u mocMaTpaHa Ha
OCHOBY mipuHIHMNA Historia magistra vitae Owiia je jorn o aHTHYKUX BpEMEHA TIPUCYTHA Y
€BPOIICKO] KYJITYPH B OBAaKBO CXBaTame Tpajaso je cBe 10 XIX Beka, a Ouito je mMpucyTHO U
kon CpOa, 3a mta ce npsu 3aiarao locutej O6panosuh (MakybEBUR 2006a: 84). bynyhu na
je cuena Cegetiu Casa mupu 6pakiy y mpoctopy npaBociaBHHX XpamoBa XIX Beka (yHKITHO-
HHcaja Mo NPUHIUITY HEME TPOMNOBEIHN, OBAKBO I€HO TyMadewe Kao Historia magistra vitae
Hajla3u CBOje MOTBP/E U y MPOIMOBeIUMa U Oeceama Koje cy 3a TeMy nmalie oBaj gorahaj us
»kuBota Ceetor Cage. Tako y ,,J)Kuoty u pagmu CB. Case 06jaBibeHOM Y [laciuupy 3a 1868.
roJIuHYy, aHOHUMHH ayTop roBopehn o CaBuHOM n3Mupemy 3aBaleHe Opahe T0HOCH 3aKJbyvak:
,Ho pehu hete: cBe ce oBo onnocu k nmpomutoctu CpOuje — Tako je! HO MPOIIJIOCT je cBarja
KaJpa, Ja /1a oy3/1aHy HayKy caaammocT U OyayhHoctu. U ako mu xohemo i1a Ham He TTpo-
he y3amya oHO, IITO CMO MIPOYKUBEIN Y HAPOAHOM JKHBOTY, MOPaMO C€ C MaXEkOM 00paTUTH
Ha TPOILIOCT, T€ J]a C€ TAKO leHUM UCKYCTBOM PYKOBOJMMO y CaJallmhOCTh 3a OyayhHOCT™
(#Kusor n pagmwa CB. CABE 1IPBOI" APXHENHCKOIIA cprickor 1868: 136). [lasbe HarnmamaBajyhu
HEOMXOIHOCT BaCIIUTaBakha BEPHUKA HA OBAKBUM IPUMEPHMA U3 MTPOIIJIOCTH UCTUYE KOIHUKY
KOPHUCT TO UMa | 3a CPICKy ApxkaBy (JKuBoT u p4sitbA CB. CABE IIPBOI" APXHEITUCKOIIA CPIICKOT
1868: 137). Y mporoBeTHUYKO] MIPaKCH OBa TeMa M3 HAIIMOHAIHE UCTOPHje TIOCMaTpaHa je 1
Kao ,,BEPHO OIJIENAJI0 HAIMUX J00puX M phaBux 0coOMHA™ MOMOhy Kojer je ,,Hall Hapof ...
CTBOPHUO CBOj€ BEJIHMKO )KUBOTHO UCKYCTBO. A Ha TOM MCKYCTBY IOHUKJIE CYy MHOT€ U MHOI'€

8 Kama Ceetu CaBa GuBa 1poriauieH 3a naTpoHa IKoJa 1 Kajia weros gan o1 40-ux roguna XI1X Beka nounmne
PEIOBHO J1a ce Mpa3Hyje y IPKBU U Ap)KaBH, YMHOKaBa ce Opoj MPOMOBEIH KOje TyMaue HheroB )KUBOT U Joraljaje
MOy T M3MHUperba 3aBaljene Opahe y OkBHpHMa HCTOPHjCKUX Ca3Hamba n3HOcehn MPUTOM U MopaiHu ctaB L{pkBe mpema
aKTyeJTHHM HAI[MOHAJIHUM, BEPCKUM U JpXKaBHUM NHTamUMa. Bennku Opoj oBux mpomosenn je Tokom XIX Beka
mrTaMial y raacuiauMa Cprcke IpaBocIaBHE IPKBE HIIN Y TOCEOHNM Kiburama. Bun.: JoBaHoBuk 1893; JoBAHOBUR
1894; JoBanoBur 1860; [TonoBus 1911; waconucu nononyt: [laciuup (1868—70), Ucinounux (1889—1891).
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HErOBE YMOTBOPUHE — M3Pa3 3PEJIOCTH U MYAPOCTH HETOBE — KA0 je3rPOBUTE MOCIOBUIIE:
’Camo ciiora CpOuna criacaBa’.” (MArasuHoBus 1924: 39).

VBuhajyhu na je Heciora jeaan o BaxKHHX MpoOiiemMa cprickor Hapoaa, L{pksa ce crapana
na je xopuctehu mpuMep 13 MPOILIOCTH, KAKO KPO3 MPOIOBEIN TAKO M BU3YEITHO TPEICTABOM
Cseiuu Casa mupu 6pahy, jacHO UCTaKHE Kao HETaTUBHY 0coOMHY. Tako je oBa mpenacrasa y
MPOCTOPY MPABOCIABHOT Xpama (YHKIHOHUCAJIA U K20 MOPATHO-IUIAKTHUKH TPUMEP XPH-
mrhaHCKUX BPJIWHA — KAO IITO CYy JKUBOT Y MUPY U CJIO3H, JbyOaB mpemMa OJIuKEM, TTOIITO-
Bamb€ BIIACTH, MTOKAjakhe U CIIOCOOHOCT IMpaliTama — Koje Cy Ouie BU3yeITHO MTPEICTABJbEHE Y
mukoBuMa Certor Case, Ctedana [TpBoBenuyanor u Bykana (AumutprieBus 1885: 5—6; Jo-
BAHOBUR 1893: 187-190; CETOCABCKA 1TPOCIIABA V YA Hmyy 1891: 197-199; BEmoBus 1939: 9).

Kako je y XIX Beky Hanuja cakpaJii30BaHa, a Bepa HaluoHalu3oBaHa (TUMOTHUIEBUR
2002: 326-378), y okBupy TyMauewa CaBUHOr u3MUpema 3aBalene Opahe nouio je 1o Tora
Jla ce XpuIThaHCKe BPJIMHE ONYT JbyO0aBH peMa OIMKEEM M XKUBOTY Y MUPY H CJIO3HU KOjH
oHa 00e30el)yje, TOBEeXKY ca HAIpEeTKOM JipkaBe 1 Hanuje. Hanme, cymuna norahaja CaBu-
HOT U3Mupema 3aBaleHe Opahe sexu y Oparckoj JbyOaBu U ciio3u Koje oMoryhasajy 60xju
6yarocioB Koju ce o m3mupemwy Credana u Bykana u3imo Ha \BHUX Kao TOjeIMHIIe, aJld U Ha
CBE IHMXOBE 3€MJbE M YMTAB CPIICKH POJ] KOJHU j& O TOT BpEMEHa 3a1o4eo0 37aTHO 100a cBoje
uctopuje (bojoBun 1998: 162—-165). Y mponoenuma XIX Beka ce ca Kareropuja mpouuiocT!
Ipenas3y Ha KaTeropHje CaJallbOCTH, TIe Ce UCTHYE /1a ce JbyOaBJby M CIOTOM Y MOPOAHIIH
00e30ehyjy Jby0aB u ciiora y Hapo1y, a TAKO ¥ HaIlpeIaK CpIicKe AprkaBe. TakaB cTaB H3HOCH
y MPOIOBEIMMA CPIICKK MUTponoauT Muxajno Jopanosuh: ,,1 3aucra nornenajre Ha OHY
MOPOIUILY, y KOjOj je MHp, cjora U JbyOaB, na heTe ce yBepuTH, J1a je Y HO0j CBE PaJIOCHO U
HaIlpeIHO, CBE 3a/I0BOJHHO M CBE IIYHO; jep UM je aylia nyHa Jby0aBu... Tamo je Ooxju Ona-
TOCJIOB, jep je TaMO cJiora ¥ MUp. A cjora 1 MUp IIpaBU Cy YCIIOB 3a cpehy u Hampenak, Kako
nopoauue, Tako u napxase’ (JoeaHoBuh 1893: 188).

JIluxoBua nipeacraa Ceeiiu Casa mupu 6paliy TymaueHa je U Kao MOYYHH MPUMEP K3
MPOILIOCTH O BAXKHOCTH CJIOT€ U IMHACTHYKE JIOjaJTHOCTH 3a HAMpeIak cpricke apxkase. Kao
MO3UTHUBAH IIPUMEp U3 HALMOHAJHE UCTOpUje OBaj Aoralaj je moBe3uBaH ca nponamhy cpu-
cke npkaBe Ha KocoBy, Kao MprMepoM HECJIOre U HEeMoIITOBaka BiacTH. Tako ce y Oecenu
Ha Jlan mpocmaBe Cetor Case y CpIiCKO-TIpaBOCIIaBHOM OOTOCIIOBCKOM 3aBony y PesbeBy
1890. xpo3 nctuname cBux 3acimyra Ceror Cae mocebaH HariIacak cTaBjba Ha BETOBY YIIO-
ry y m3mupemy Opahe u pemaBamy cyko0a OKo mpecTosa ,,j1a He Oy/ie BUIIe OTHMama OKO
KpyHE ¥ IIPECTOJIa, a OTUMAKEM Pa3/iopa, HeClore, HEeMUpPa U paToBamba, IITO HApOJIe a3y U
yponamthyje* (CBETOCABCKA IIPOCJIABA Y CPIICKO-IIPABOCJIAB. BOroC/10BCKOM 34BOJY V PE/BEBY
1890: 87). 3aTum ce Aasbe TOBOPU O BEIMYMHHM M IPONACTH HapcTsa no JlymaHoBoj CMPTH:
,»Jl0K je Mely BenuKaliuMa U y Hapojy Biiajaja cjiora 1 MUp JIOK je KpyHa Kojy je CBeTu
CaBBa 0cBeTHO TIpera3uia ca ola Ha cuHa, nomie cy CpOu OMIIM CHa)KHU M YYBEHU U 'y CBE-
MYy HaIlpellHH, a JIa Cy U JlaJbe 0CTajaJid BEPHU TOME CTAPOM aMaHeTy, 3aUCTa Ce Hallle [ap-
cTBO He O Hurnaa pactypusio. Ho Cpbu ce nomujenaiie y HajockygHuje 100a 3a00paBuiie Ha
CJIOTY KaJl UM je HajHy>KHMja Ouia, a BUX ocTaBH cpeha, Koja UM ce BUIlIE HE TOBPATH ...
Tako je modena aa ce racu Cpricka cliaBa JIOK ce Hajrmocie ca mapem Jlazapem Ha 60jHOM TOJBY
KocoBy cama ne yracu!* (CBETOCABCKA ITPOCJIABA ¥ CPIICKO-IIPABOCJIAB. BOroc/10BCKOM 34BOIY
v Pe/bEBY 1890: 87). Tako je LlpkBa BepOaiiHO M BU3YEITHO aKTUBHO TIO/ICTHIIANIA BEPHUKE HA
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JUHACTUYKY JIOjaJTHOCT U )KMBOT Y MUPY U CJIO3H Y IUJBbY O4YBama JIP>KaBHOT MOPETKA, IITO
je 6uino on nmocebHe BaxkHOCTH y XIX Beky, BpeMeHY IUHACTUYKUX MPEBUpPama U OPOJHUX
noOyHa MPOTUB BIACTH.

VY nponosenuma XIX Beka npencrasa Ceeiviu Casa mupu 6palky TyMmadeHa je v Kao uiy-
CTpalija UCTOPHjCcKOr Joralhaja BayKHOT 3a BEPCKO OIpeesbehe HAllMje U OU4yBamhe HAIHO-
HAJTHOT HJICHTHTETA. Y TyMadewy oBor aorahaja moceOHa maxma je mocehena CaBuHOj yno3u
y 3ayCTaBJbakby YrapcKoOT YTHIIAja U yTHiaja KaTommake pkBe Koju cy 3axBabyjyhu cykoOy
m3mely Credana n Bykana npetuiiv ry0sbemby MpaBOCIaBHE BEpe, CPIICKOT je3nKa M HapO/I-
HOCTH KaKO TO Y CBOJUM IIPONOBEANMa UCTHYE enuckon madauku ['aBpuio [Tomosuh (1911:
10—11). Petopuukum cpenactsuMma L{pkBa je Tymauchu oBaj morahaj uctumana mpearHoCcTH
MIPAaBOCJIAaBHE Y OIHOCY Ha KaTOJMYKY Bepy HHCUCTHPAjyhu HA TyXOBHOM jeIHHCTBY CPIICKOT
Hapoja paju o4yBamka HAlMOHAIHOT uaeHTuTeTa (Kusor u pajwa Cp. CaBe 1868: 102—103,
119-122; CBETOCABCKA IIPOCJIABA 'V CPIICKO-IIPABOCJIAB. borociosckom 34801y v PEBEBY 1889:
60). Tako je nukoBHa nipeacraBa Ceeitiu Casa mupu 6pahy GyHKIHMOHUCATIA B KA0 aJieTopHja
JyXOBHOT jeIMHCTBA CBe cpIricke Opahe y mpaBocnaBHOj BepH, BEpH MpeaaKa.

Tymaueme npencrase Ceetuu Casa mupu 6pahy KpeTano ce y OKBUPUMa ITPOTIOBETHIY-
ke npakce XIX Beka y k0joj ce oryienao MopaiHu ctaB L[pkBe mpema akTyeTHUM BEPCKUM,
HAI[MOHAJIHUM U Jp>KaBHUM NMUTamuMa. bpojauM 3nauemnma npeacrase Ceewiu Casa mupu
opahy v IOPYKOM Koja je u3 BuX mpoucTtunaia L{pksa je Texxunia 1a MopaaTHUM BaCITUTAHEM
BEpHUKA 00e30eI 09yBambe M HAIpeaaK CPIICKOT Hapo/a IIITO je OMJIO Y CKIIaly ca leHUM
HAIIMOHATHO-TIPOIAraHIHUM pajiom.’

* ok 3k

Kao Baxxna HanimonatHa nHCTUTYIH]ja Cpricka 1ipkBa je y XIX BeKy y cpeamOBEKOBHO)
MIPOILIOCTH HaJa3uia eJeMeHTe KOHTUHYHUTETa U OCHOBE JISTHTUMUTETA N03MBajyhu ce Ha
pBOT cprickor apxuenuckona Ceeror CaBy 4uju je KyiT, HaKo HeroBaH y LIpkBu ox1 cpenmer
Beka, oxuBeo ycrnoH y XIX Beky. [Ipencrase Ceeror Case Ouie Cy MpUCyTHE Y YMETHOCTH
Ol Cpell-eT BeKa, ajli TEK ca jadyameM HBeroBor KyiTa y XIX BeKy y BU3YellHO] KyJITypH ce
jaBJba BEJHMKH OpOj TeMa BE3aHHX 33 H-ETOB KHUBOT. Tako je jesiHa off MPUCYTHUX TeMa y CIIMKa-
HUM IIporpaMumMa Ipkasa Ha noapy4jy Kapnosauke mutpononuje u Kuexesune/KpasbeBune
Cpb6uje 6una xommnosunuja Ceeiuu Casa mupu opahy. Tokom XIX Beka mwy cliukajy ApceHu-
je Teomoposuh, I1aBne Cumuh, CteBan Togoposuh, Munucas Mapkosuh, [1amko Byuetnh
u [1aja JoBanosuh. ¥ nmpoctopy xpama nipencrasa Ceeiuu Casa mupu opahy GyHKIIHOHUCAIA
je Kao MO3MTUBAH IIPUMEP U3 MPOIIJIOCTH O 3HAUajy ciiore U OpaTcke Jby0aBU U Kao IpuMep
xpuirhaHCKUX BPJIMHA KOje Cy pernpe3eHToBane y nuanoctuma Ceetor Case, Ctedana [IpBo-
BeH4aHOT 1 Bykana. [Ipenocehn MopanHO-IuIaKTHUIKY HOPYKY O 3Ha4ajy CJIOTe U MOIITOBA-
Wy BiacTH, L[pkBa je xopucTuia oBaj norahaj u3 xxuBoTa Hemamumha na Om yoOnmumiia
CTBApHOCT HallMje MITO je OMO CaCTaBHM [0 HEHOT MPOMaraHIHoT pasia Kao HallMOHATHE U
npkaBHE MHCTUTYIH]e Y XIX Beky.

° O yno3u I{pkBe y BacruTamy BEPHUKA U [TOJaHUKA U BCHO] TIEPLEIIINJH KA0 CABE3HUKA JAPIKABE Y TOM IIOCITY
Bu.: [Torosuns 1911: 10.
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Ana Kosti¢

DEPICTION OF ST. SAVA RECONCILES HIS BROTHERS IN
THE SERBIAN 19" CENTURY CHURCH PAINTING

Summary

As one of important national institutions, the church found in the medieval past elements to confirm
their continuity, the grounds of legitimacy and the arguments of their activities with reference to the figure
of the first Serbian archbishop, St. Sava. Although St. Sava was respected in earlier times his cult rose in
the 19" century when he was seen not only as saint but also as national hero. The national cult of St. Sava
enabled an appropriate production of visual arts and the formulation of relevant subjects, one of the most
important being a scene St. Sava reconciles his brothers Stefan and Vukan. Literary sources important for
the iconography development of this scene were the medieval lives of St. Sava (by Theodosius, Domentian,
Stephan the Firstcrowned), theological literature (especially 19" century sermons) and 19" century histo-
ries. By depicting this scene in the temples on the territory of Vojvodina and the Kingdom of Serbia, nu-
merous painters such as Arsenije Teodorovi¢, Pavle Simi¢, Stevan Todorovi¢, Milija Markovi¢, Pasko
Vuceti¢ and Paja Jovanovi¢ gave their own contribution to its iconography and pictorial poetics. As icons
from the Bishop’s thrones and iconostases, or as frescoes from the walls of numerous churches, depictions
of St. Sava reconciles his brothers Stefan and Vukan had a special relation to the believers. It was a posi-
tive example from the national past which the church used as a visual form for sending a moral-didactic
message about the importance of brotherly love and unity for the progress of the Serbian nation and state.
On the other hand, the depictions of St. Sava reconciles his brothers Stefan and Vukan functioned as an
example of Christian virtues such as love of one‘s neighbor, respect for authority and forgiveness that were
presented visually through the personas of St. Sava, Stefan and Vukan. In both cases, the church used this
event from the national medieval past to shape the reality of the nation and thus ensure its future life,
which was all in accordance with its national propaganda work in the 19" century. The depictions of Sz.
Sava reconciles his brothers Stefan and Vukan was used by the high church hierarchy to highlight the
importance of bishops in the life of the Serbian people, but this scene was also an historical foundation for
political action of Serbian bishops in the 19* century.
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JASMUHA KIIAHUIIA

He3saBucHu ucrpaxkusau, beorpan
Opurunanuu HaydHu pan / Original scientific paper

IpkBa Ceetor HuxoJie y Temumsapy

CAXETAK: O6uact banara noceanyje 3aucta ayry ucropujy. TemuiBap je 10MH-
HUpao moapyyjeM baHaTa Kao TIaBHU TProBaykH, 3aHATCKU U KyITypHU 1ieHTap CpOa.
Cpbu cy y TemumBapy noguriau tpu xpama: CabopHy npkBy TemumiBapcke emapxuje,
nocseheny Basnecewy [ocnogmem u carpalheny 1746—1748. roqune, a npyra JBa cy To-
nurHyTH y ipearpahuma: Lpkea Ceeror 'eopruja y npearpaly ®adbpuka monurnyra je
1745-1755. ronune a L{pkea CBetor Hukone y Mexanu nogurayTa je 1792-1796. roguse,
Y OHAa je TeMa OBOT paja.

buTaH OCBpPT YUHIbEH je Ha PKBEHY OMIITUHY U apXUTEKTYPY LPKBE; CKIOHOCT Oa-
POKHOT MEHTAaJIUTETa Ka Cjajy U pacKOIn jaCHo ce OJICTIMKaBa y €HTepHjepy LPKBE, TIe
TJ[aBHH CJICMEHT YNHE TaKO3BaHa ,,KpacHa BpaTa™ Koja Jejie HaoC Ol IIPUIIPATE U cauyBaHa
Cy y TpBOOMTHOM OONUKY. AKIICHAT je CTaBJbEH Ha 00TaTo U3pe30apeHr HKOHOCTAC, paj
Muxawua Januha u3 Apaja, u ciukaperBo Case [leTposuha.

KJbYUHE PEYM: Temumsap, ipkBa, HKOHOCTAC, apXUTEKTYpa, CIUKApCTBO, EHTE-

pujep.

HazuB banar notude ox nonaTumbEeHE aBapCeKe pedur OaH Koja 3Hauu ,,4acT™, a OJHOCH Ce
Ha TEPUTOPHjYy OT'PaHUUYCHY leHaBOM Tucom, Mopumewm, Yepnom n Tamuiem. banarom ce
cMarpa U CeBEPHO HOMOpI/IHIJe Koje TepI/ITopI/I_]aJ'IHO HacTaBJsba banar jep cy Cpou u Ty AyTO
BpeMeHa YHHWIM BeoMa 3HauajaH ¢akTop. baHat je Kpo3 UCTOpHUjy PETKO KaJa YMHHO jeAHY
ynpasny jeaquauity (Hukonun 1941; IonoBus 1957: 8).

Yuraa obnact banara, uuju je nenrtap Temmursap (cnt. 1), mocenyje 3amucra Iyry ucTo-
pI/ij KoOja JaTtupa _]OIJ_I u3 1006a Pumcke nmmnepuje, kazia je mocTojao YuTaB HAU3 PUMCKUX KOJIO-
HUja y Tajgammoj npoBunuuju Jaunju Punencuc (Dacia Ripensis). Y ckiony oBe pumcke
MIPOBUHIIMjE TIOMUILE CE I'pa/] o Ha3uBOM 3ambapa (Zurobara), 3a KOju ce cMaTpa Jia je HajBe-
poBaruuje 6no TemumBap. Temumap (Temesvar) je Ha3uB Koju je rpaja JOOHO O yrapCKUX
Biactu (HATEGAN 1997: 289; PosteLNIcU 1931: 189—-194; Suciu: 193; MuNTEANU 1994: 36).

VY TemumBapy je OWI0 U ceUIITE CPICKOT Baauke, a 1660. ronnHe 3abesexeH je 1 3Ha-
TaH Opoj Xayuja, mTo 3Ha4u 1a je Mehy Cpbuma y TemuriBapy 610 pa3BHjeH U BEPCKU KH-
BOT, TAKO /1a Cy MMaJIM HEKOJIMKO CBEIITEeHUKA ¥ MPOTy. TeMumBapcka enapxuja ce mpBu myT
nomume 1608. roguHe, y Bpeme BianaBuHe Typaka, a 3axBaTania je ceBepHH banat, mpema
Mopumry, Tucu u Epnessy (TpancunBanuja). Tokom BpemeHa TemuniBapcka emnapxuja je ge-
CTO Memaia 00MM u o0k npuiarohasajyhu ce mpunukama. OTyna je Ha Teputopuju Temu-
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Ca. 1. Temumsap y XVII Beky. TBphasa

mIBapcke emnapxuje u me3uHe okonrHe TokoM X VI u XVII Beka nocrojano Bule enapxuja:
Apancka, JIlunoscka, TemumBapcka u beukepeuka, u To jour ox 1577. rogune noa nehkum
CPIICKMM TaTpHjapXxoM, jep je oBa enapxuja Ouma cactaBHu neo [IpaBocnaBHe cpricke naTpu-
japuiuje oOHoBJbeHE 1557. TonmHe.

VY onHocy Ha Heke apyre obnactu, banar je y XVIII u XIX Beky 6no tepuropuja Ha
KO0jOj Ce O/IBHja0 MHTEH3WBAH U KOHTHHYHPAH APYIITBEHHU, KyITYPHH U YMETHUYIKH KHUBOT.
HUctopwuja 6emexu na je Tokom XVIII u XIX Beka TemumBap urpao Beoma BaXHY YJIOTy Kao
jemaH ox OMTHMX TProBauyKWX, 3aHATCKUX M KynTypHUX neHrapa Cpoa (L[epoBun 1997: 35;
Hukonun 1941: 206; Koctun: 1931).

V cprickum npkBama TemMumBapcke enapxuje Hema CIMKapcKux geia crapujux o X VIII
Beka. Pazapama, mokapy, TpOIIaH MaTepHjal, TYpcKa yrpaBa M OIIITH KUBOTHU YCIIOBH
HUCY TpY>KaJiid OCHOBY 3a OOraTuju KyJATypPHHU WJIM YMETHUYKY YUH MPAaBOCIABHOI CTAHOBHH-
mtBa. [Ipectanak paroBa u ekoHoMcku Hanpeaak y X VIII Beky yOp3anu cy 3aMeHy IPKBEHHX
3/1amba, ca ’hMa UKOHOMHUCA U KuBomnuca. Manu je 6poj XxpamoBa caqyBao OCHOBHH CKJIOI U3
BpEMEHA OCHUBama M MPETXOMHUX pa3nodspa (MuprkoBuh 1965: 150). CabopHa mpkBa ca
Enuckornckum nBopom u [lanata Braguyanckor qBopa aeneHrjaMma je MEecTo Iie Ce OJIBHjao
KHUBOT 4yBapa IpaBociaBiba y oBoM jeiny Ilonynassea (JoBaHOBUR 1997: 18).

Cp6bu cy y TemumBapy nonuriu Tpu xpama: Cabopny npkBy TemumBapcke enapxuje,
noceeheny Basznecemwy ['ocionmem u carpaheny y ['pany usmelyy 1746. u 1748. ronune, a apy-
ra iBa cy noguruyTa y npearpahuma: L{pksa Ceeror BenukoMmyueHnka [ eopruja y npearpaby
Ha3BaHoM Pabpuka je u3 1745—1755. ronune, u l{pksa Ceetor Hukone y Mexanu nogurayra
1792—1796. ronune (TumoTuIEBUE 1996: 5). CBaka on oBux rpal)eBuHa yka3syje Ha yTOTPajHO
npucyctBo Cpba Ha npocropuma Tamuikor banara (Tumotusesus 1996: 5).
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TemumBapcke 60oroMosbe MpHmaaajy MHOro Behoj rpynu 1pKaBa Koje cy 1o MpocTpa-
HUM obOJsacTiMa Hekanaime Kapiosauke mutpononuje carpahene y X VIII Beky. Y To Bpeme
¥ Ha TUM MPOCTOPUMA XPAMOBH C€ TIOAMKY Y CBAKOM HacCeJby, TPaJICKOM WUJIA CEOCKOM, Y
KOME je ’KUBEJIO CPIICKO CTAHOBHHUIITBO.

OBaj TPaUTEIbCKHU MOTET Huje OMo caMo oapa3s HapaCTaJyhe exoHoMmcke cHare Cpba y
Xa636ypnn<o] MOHapXHjH — MHOTO BHIIIE U IpeCyIHUje OHO je NHCIUPUCAH BEPCKUM II0JIe-
TOM KOJU Cy CHCTEMAaTCKH HOACTUIATe pedopMe KapIoBauKMX MUTPOMOIUTA U TOMECHUX
ernrckona (TuMoTnieBUR 1996: 5). Ipermocrasiba ce na cy Cpou omMax 1o ociodohemy Temu-
mBapa 1716. rogune u ckianamwy [loxapeBaukor mupa 1718. roquHe MMaau CBOje OMIITHHE
y oba mpearpaha y xojuma cy xuBenu, Benukoj u Manoj Ilananu, onnocno ®@abpunu u
Mexanu (BURULEANU, MENDELET 2006: 142—143). BoromoJsbe ce He Tpajie jeIMHO Y OHUM Me-
CTHMa y KOjuUMa HHje )KHBEO JOBOJbAaH OpOj MPABOCIABHUX BEPHUKA Ja OW Jp)KaBHE BIACTU
JIO3BOJIUJIE BbUXOBO MOJIU3AME.

Opn cBUX 3ajeHHIIA KOje Cy HAcTajajie Kao ,,careiuTu TeMuIBapa, EKOHOMCKH Hajca-
MOCTaJIHHja U HajpypaHuja Ouia je Mexana (ped Mexasia Ha TYpCKOM O3HadaBa npearpale)
(byrapcku 1995: 158). Mexana je BepoBaTHO cTapa KOJIHKO U caM rpaja Temummsap. OcHOBaIN
Cy je moBpTapH, 3aHaTiIKje, TPTOBIH, HAJHUYAPH, CIIyT€ U OCTAJIHU JPYLITBEHH CJI0jeBU KOjU
OOMYHO TTpaTe pa3Boj TpajioBa, a UIlak He MOTY Jia Ce Y ’hHX Hacele, U KaJa je HajBepoBaTHHU]e
U JIOIIUIO JI0 ,,M3MEIITamka™ MaXoM CPIICKOT M pyMYHCKOT cTaHOBHUIITBA U3 Benuke [lanan-
ke u ['panma. Mexaiy oz 1723. ronune HazuBajy HoBom Bapormm (New Warosch) a moueTkom
XX Beka, o1 1907. no 1910. roguue, noduja Ha3zuB Franzstatd nnu Ferenczvaros u mocraje
caMocTaiHa onmTuHa y 6nu3uHu TemumBapa (BURULEANU, MENDELET 2006: 142—143; byrap-
cku 1995: 158).

Haxon nyroromumimer nporeca koju aatupa u3 1830. roqune — kajia je Yrapcku napra-
MeHT y Bparucnasu ojury4no aa ce ,,0BO ceJo™ Mporiacy 3a CaMOCTa IHy OMIITHHY U Ja ce Ja
Ha IIPOJIajy, aJI e Ha JIMLIUTAIM]U HUKO HHjE JaBHO Kao KyTall jep Ce 3HaJIO Jla OHO MPeCTaBba
y TMO3aJIMHH ,,[TIaBHU UHTepec rpaja TemuBapa — 1 mociie mperoBopa o jeaHe JIeIeHH]e,
1910. ronuHe cTaHOBHUINTBO Mexane no0uja craryc TeMuIBapckux rpahana. Mexana je
TaKo MPOLINPHUIA CBOjy TepuTopH]jy 3a oko 5000 xexTapa a CTaHOBHHUILITBO ce yBehaso 3a oko
9000 myma. HakoH ,,pymiema’ rpaJickux 3uiHa Tpaj je Ouo y BenKoj ekcran3uju. Y Mexa-
JIM, Ka0 ¥ MHOTHM TaJIallllbUM OaHAaTCKUM CelNMa, Kyhe cy ce HU3ase TyK yJIuia mpaBoyrao-
HUX 00JIMKA @ CMEIITEHEe OKO LIEHTPAJTHOT Tpra 4yeTBpTacTor odnuka. Ha Tpry cy monurayre
Tpu 1ipkBe. [IpaBociaaBHa 1ipkBa Cpba u Pymyna u3 1785. rogune HakoH noznene 1865. ocrana
je Cpbuma. To je 3ampaso LlpkBa Ceror Hukone, pumokaTonnuka pksa u3 1887. ronune
Koja je mpumnajaia Hemumma jep je Ty gomnuio o cBe Beher qocesbaBamba HEMAYKOT CTAHOB-
HUITBa, noce6Ho HakoH 1800. HajHoBuja, pymyHCcKa LpkBa nogurnyTa je usmehy 1925. u
1937. ronune u noceehena je takohe Cserom Huxomnu. Ilo aumensujama u o6nuky noaceha
Ha MMPaBOCIaBHU Kareapainu xpam u3 Cubuya (Sibiu). Ha Tpry u oko mera Huzaljie cy ce u
npyre rpaheBune: mkone (pymyHcka u3 1762, cpncka u3 1780. u nemauka u3 1794. rogune),
notmTa u3 1868. ronune, anoreka u3 1881. rogune, [o06poBOIBHO BaTpOracHo APYIITBO YHja je
3rpazia MMajia 1 Topamb-ocMaTpadHully, Hactayo 1891. ronune, Yapyxkeme noBana, Tako3BaHa
,,Casina‘“, u3 1897. rogune.
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[Toues ca 1744. ronunom y Mexanu cy 3aBeniene marute. On Tajia cy v skutesbu Mexase
3allMCUBAHU y IpajiCKe MaTHULe, 1 MOXJa TO U O3HauaBa IOYETaK OPraHU30BaHba I[PKBEHE
ornmtune (Hukonun 1941).

Mexauanu cy ouinu Cpou, Pymynu, Hemiu, Mahapu, Jespeju, I'piiu u Luranu. Tpeba
uctahyl ¥ TO J]a Cy CpIICKe ITpaBoCiIaBHE onmTHHE y TemuriBapy 6use 300pHa MecTa OKO KOjux
cy ce okymubanu Cpou, Pymynu, ['priit u mpyru €iiaHOBY MpaBOCTIaBHE IPKBE PaIy yIBpIINH-
Barba HAIIMOHAHE M BEPCKE CBECTU M IMPUBPEAHOT cTama. OMIITHHE Cy ce OpHuHyIie 3a IPKBY,
LIKOJTY, IpKBEeHE (pOHAAlMje U IPYTe YCTaHOBE BEPCKOT, XyMaHOT U KYJITYpPHOT KapakTepa
(TpunkoBus 1972-1973: 21-22, 208; byrapcku 1995: 158).

Y BpeMe kaja je JoHeTa OJuTyKa [PKBEeHe OIMIITHHE Y Mexau 3a Mou3ame HOBOT Xpama,
Beh je 6uo nopurnyT Xpam Cs. ['eopruja y @adpunn (40. ronuae XVIII Beka). [Toguzame
MPaBOCJIABHUX LIpKaBa y Xa030ypIIKoj MOHAPXHUjU OHUIIO je OaKIIaHO MOTBpIOM ,,IIpuBuiie-
ruja“ on 18. maja 1743. ronune, r1e je UCTAaKHYTO Jia CE€ JeHOM 3acBarja Mpeko yrapcke
JIBOPCKE KaHILeJIapuje U yrapcKOor KpaJbeBCKOI caBeTa 3a0paHu Jja ce HapOJy YMHE CMETHE Yy
3ujamy xpamona. U 3aucra, oBa ronuHa y norieny rpahema mpkasa Ha Teputopuju Kapio-
BayKe MHUTPOIOJINjE MOXKE C€ CMaTpaTu CKopo npecyaHoM. Op Te roJuHe 3aIpaBo MOYHE
BeJIMKa rpal)eBUHCKA aKTUBHOCT Yy MOM3alby HOBUX LIPKaBa 3a MOTpede MpaBOCIaBHOT KU-
BJba y AyCTPHjCKOj MOHApXHjH. 3a MoTpede MompaBKe XxpaMa He Mopa e TPaKUTH J103BOJIa,

OCHM y MeCTHMa IJIe 3a 3ujame Tpeda 1o-

nymremne. CUTYpHO Ja je Ha KBaJTUTET U3-

{ rpajiibe YTULAJIO MaTepHjaJIHO CTame IIp-

KBEHE OIIITHHE, aJli U CXBATambe JPIKaBHE

aJIMUHHUCTpAIlHje Koja je MOTpHUJIa J]a ce U3-

JanuMa 3a I[pKBY HE ONTEpPEeTH €KOHOMCKa

cHara noynanvika (byraprcku 1995: 158; JoBa-
HoBUR 1997: 478; Koctun 1940: §3).

O Xpamy Cseror Huxone y Mexanu
TIOZIAIIM Cy BPJIO OCKYIHH. 3HA Ce /1A je I[PKBa
3unana kpajeM X VIII Beka, moxxa o 1786.
TO/INHE, KaJia Cy KOMaH! TeMEeJbH, a 10 OKO
1792/1793—-1796. ronusne, kana je oceehena.
Lpksa je 6mna moceehena nmpasuuky I[lpe-
Hoca momtHjy CBeror Hukone, Tako3BaHOM
Jlerwem Cetom Hukonu kxoju ce cinaBu 22.
Maja 1o HOBOM KaseHaapy (TUMOTWIEBUR
1996: 39—40; BissoNETTE 1963: 3—19).

YV Xpamy Ceetor Huxone y Mexanu
(cn. 2) monaBJba ce Beh ycTasbeHO pelieme
KOj€ je IOMUHHUPAJIO y TPAAUTEIbCKO] TIPaK-
CH TOTa BpeMeHa a OWJIO je TIPOIIUPEHO y
cBUM obnactuma banata. ApXHTEKTOHCKHU
CKJIOTI LIpKBe y Mexautu, carjieja y HeJInHH,
Be3yje Cce 3a jeMHOOpOHE TTapOXHjCcKe Xpa-

Ca. 2. LlpkBa Ceeror Hukone y Mexanu
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MOBE TMOJM3aHE MpeMa CTaHIApAHUM pellehuMa ayCTPUjCKEe TBOPCKE aJIMHHHUCTpAIUje U
HaJIMKYyje YMUTaBOj CKyNMHHU I[PKBEHUX rpaljeBrHa pa3acyTux mupom Kaproauke MuTpomno-
auje. JenuHo no yemy ce pasiukosaia L{pksa Ceeror Hukose y Mexanu jecte u3y3eTHa u3ny-
’KEHOCT IPOCTOPA HaJl KOJUM CYy C€ y3HM3aJIi CBOIOBU KOjU Cy OMJIM BeoMma 3TOJHH 3a I0CTa-
BJbame 3uAHMUX ciauka (Primaria Municipiului Timigsoara, No. Prot. C. F. 159).

buna je To jemHOOpoaHA rpaheBrHa, y 00MKy nahe, carpaljena o nmedeHe nurie, Crojba
1 U3HYTpa OMaJITeprucaHa u 000jeHa, a 1moj| MPEeKPHUBeH KaMEeHUM IuIodama. YKyIHa Ty>KHHa
npkse je 37,75 merapa, a MIHPHHA je 9,5 merapa. llluprHa MEBHUYKUX HCITYCTA j€ ca CIoJbha-
ke cTpane 4,1 merap, 10k Je mHuxoBa nyouna 1,1 merap. Ha meBHu1e ce HacTaBsba Tpoyra-
OHU OJITAPCKH IIPOCTOP KOjH j& y IPBOM JeTy IHUPOK HCTO KA0 U HAOC, JOK j€ CPETUIIEHU 31T
aTiCUJaJTHOT 3aBplIeTKa AyT 5,6 merapa. Ha cynpoTHOj cTpaHH IpKBE y 3aMaJHOM eIy je
3BOHMK yrpaljeH y ocHOBHH BoyMeH TpaljeBune. llluprHa oCHOBE Ha K0jOj 3BOHUK TTOYHBA
je 13 metapa, a n1ybuna oBor objexra je 4,5 metapa (TumotuieBuh 1996: 39—-40; vyt 1984:
43-60; [IynyT 1991; Matus 1984; [TonoBus 1996: 92-93).

VY uctouyHOM JIeny I[PKBa je uMaja NOJyKPYKHY OJTapCKy arncuiy Koja je Ouiia ocBe-
TJbEHA ITPO30PCKIM OTBOPOM ITOYKPY>KHO 3aBPIICHUM.

Ha onrapcky ancuay HajoBe3yje ce HaoC IIPKBE KOjH Y CEBEPHOM U jyKHOM eIy UMa
neBHUYKe Tpoctope. Haoc je Beoma 10OpPO OCBETIBEH JIe0 LPKBE ca MO YETHPH IIPO30pCKa
0TBOpa MOIYKPY>KHO 3aBpIIECHa, CMEIITeHA HA OOYHNM JiesioBUMa IpkBe. Ca CeBEpHE U jyKHE
CTpaHe HaJla3| Ce T10 je[laH yJia3 y IPKBY ca TBOKPHJIHUM BpaTUMa IeKOPATUBHO 0OpalheHnM.
[IpocTop Haoca ce HacTaBJba MPUIIPATOM KOja j€ OCBETI/hEHA Ca 10 jeJHUM YeTBPTACTHM IIPO-
30pCKHUM OTBOPOM CMEIITEHUM Ha OOYHUM CTpaHama, a Ha IPUIpaTy ce Ha/I0BE3Yyje 3amna Hu
JIe0 Xpama, IJIe je UCIIOJ YMTaBe KOHCTPYKIMje 3BOHMKA CMEUITEH INIaBHU yJa3 y IPKBY ca
JBOKPUJTHUM BpaTuMa. Y CYHITHHH, MOXE C€ 3aKJbYUYUTH JIa je YHYTPAIIkhOCT Xpama Oua
100po ¥ PaBHOMEPHO OCBETJHCHA.

VYkpac pacaanux nospumHa L{pkse Cetor Hukone y Mexanu je Bpiio 1ekopaTuBaH, ca
JTY4YHO 3aBpIICHUM HHIIaMa u3Mel)y KOjuX ce Haja3e MUIACTPH, MOCTaB/LECHU HAa MAaCHBHE
6aze. [Iunactpu ce 3aBpuIaBajy KamuTeIuMa UCIOA MPOQUICaHOT TOKPOBHOT BeHIa. Ha
CEeBEpHOj M jy’KHOj dacau, y J0H0j 30HU Cy CErMEHTHO 3aBpIlieHa TBOKPUITHA, BPJIO JIEKOpa-
TUBHO U3pe30apeHa JpBeHa Bpara. Y TopmHM 30HaMa (acajia, y OCH HHUIIIA, HaJla3e ce JIyJIHO
3aBpIIeHH mpo3opu. Hure cy nexopucane mapajenHUM, XOPU30HTAIHUM JKJIeO0BUMa, a Yy
TOPHUM JTyYHHUM JICJIOBHUMA 5KJIEO0BH Cy 3paKkacTo mocraBibeHU. Ha ceBepHOj cTpaHH, HCIIOA
caMor 3BOHMKa, HaJla3u ce MPO30p MpaBoyraHor o0nuka, ca npoduircanuM okBupom. Menon
npo3opa je npodunucanu 6anak (ITonosun 1996: 92-93).

3anasiHa (acaza rae ce Haja3u IJIaBHU TOPTaN KOjU BOAH Y MIPOCTOPH]jY PKBE, (hIaHKH-
paHa je TOpCKUM cTyOOBHMMa, Ha KOje Ce OClIamka TUMIIAHOH TPOYTIIACcTOr 00JIMKa ca npodu-
JUCAaHUM CTpaHaMa. 3BOHUK je (IaHKHpaH KaJIKaHHUMa Y CPEIIEEM JIeTTy, JIOK Cy Ha UBUIIaMa
3BOHMKA OMJIM MIOCTABJHEHU MUJIACTPH 3aBPIICHU MPOMUIHCAHUM KanuTeauma. [y mpo-
(unucaHy BeHall paTy OKpyTiInHe HudpaHuka. Ha ceBepHOj CTpaHU 3BOHHKA HAJIA3H CE 110
jeaH IyqHO 3aBpIIEH MTPO30p ca MPO(IINCAHUM OKBHPOM. VIcTio cBakor mpo3opa cMenTeH
je mpoduincanu 6aHaK, a MCIOJ C€ HaJla3| MPaBOyTaoHO MOJkE ca MO YeTUPH OBATHA YIY-
OJperba. M3Ha 30HE Mpo3opa, Ha CBE YETHPH CTpaHe 3BOHUKA, [TOCTaBJBCHU Cy IudepoIaTu
CaTHOT MEXaHM3Ma.
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YV 0BOM 3BOHMKY OHMJIO je CMEIITEHO U MET 3BOHA jJep Cy OHAa y 0apOKHOM OOTOCIyKeHY,
1a ¥ y IpuBaTHOj MOOOKHOCTH, UMaJia BaXKHY yJory, nepunucany y [lpaBunuma 3a Tytope
muTpononauta Bukentuja Josanosuha us 1733. ronqune (VETTER 1972: 109-171; {aBuioB 1990:
349; TumoTuIEBUR 1996: 44).

Topam 1pKBe ce 3aBpIIaBa0 YKPaCHUM JPBEHUM KOCTYPOM KOjH j€ TIOTOM OOJI0KEH JIH-
MOM, a KpyHa unTaBe rpaleBune OHo je ,,BenukH mo3iahenn kper ca jabykoMm' CMEIITeH Ha
BpXy Topma. Kasa ce roBopu o 3BOHUKY, Tpeba nctahu fa je y ounma BepHHKA, a U APKABHAX
BIJIACTH, FbeTOBA BUCHHA OMJIa BEOMa BayKHa jep je MCKa3uBaJa UJejy O BEPCKOj MPUCYTHOCTH
Y JIOMUHAIIM]U BEPCKE 3ajeHUIIe. 3BOHHK je Yy OZIHOCY Ha L[PKBY, TyMatueHy Kao Opox Bepe,
WCTHIIaH Kao japOoI1, OTHOCHO KPCT cnacema. OH je CBeTHOHUK, KOJU BOIU YNy KPO3 JIaBHU-
PHHT HUCKYIIEHa Y IEHTap, npema cracewy. CUMOOIUYHO 3HaYCH-¢ 3BOHHUKA OHIIO je TIPOTY-
MaydeHO M 0apOKHOM amMOJEeMaTCKOM JIMTepaTypoM. Tako ce 3BOHUK ca KPCTOM Ha BPXY Y
300pHUKY Dmbaemovl u Cumb0o1b1 TYMAYU K20 CUMOOJI CUTYPHOCTH B 0e30eTHOCTH. 300T Tora
je rpalima 3BOHUKA Ha TIPaBOCIaBHUM LIpKBaMa y Xa030ypIIkoj MOHApXUjU, TOCEOHO y BUIIIE-
BEPCKUM cpe/lnHama, O1iia 4eCTO OMeTaHa.

Tpeba ucrahu u 1a je upkBa 6usa MpeKpruBEHa IBOCIUBHUM KPOBOM, aJTi Cy UCTAKHYTH
OOYHM KpaIy MEBHUIIA JIOK j€ TIOKPUBAY HaJ[ OJITAPCKUM ITPOCTOPOM 3aCBE/ICH MOIYKPYIKHO.
[{pxBa je mokpuBeHa OHOEp-LIpernom.

Paznosu 3a okpykuBame I[pKaBa HIOPTOM HUCY OMIIM TUKTHPAHU CAaMO BOJHOM JIP>KaBHE
aJMHUHHCTpAIMje, HUTH Cy UMaJIM UCKJbYYUBY MOJUTHYKY mouiory. [locraBpame XxpaMmoBa
y IIOPTY OATOBApaIo je u Texmama [IpaBociaBhe 1ipkBe. CacTaBHM 160 MHOTHX Oorociyxoe-
HUX puTyasa Ouie cy mporecuje Koje cy 3axTeBaje cio00AaH MPOCTOp OKO Xpama, a ¢ ApyTre
CTpaHe, TPAIUIIMOHAIHO ce cMaTpalio j1a je 1 COIOMOHOB jepycaIlMCKH XpaM Ouo orpalheH.
W3 Tux pasnora je 1 MexaJicKa I[pKBa Oujia CMEIITeHa y OKBUPY IIPOCTPaHE MOPTE MPaBOyTao-
Hor 00JMKa Koja je orpahena metamHoM orpagom u kanujom. Ha L{pksu Ceetor Hukone y
Mexanu panuio ce u kacHuje, moyeTkoM XIX Beka.

Toxom 1819. romune ['eopruje JInbnajTHep u3rpaljyje HOBY CTONAPH]y 3a LIPKBY, a pe3dap
u3 Apaaa Muxawun Januh u3pe3dapuo je HKOHOCTAC U Iperpaay ca moprauom usmely Haoca
Y MPOHA0Ca, JIOK je MKOHOCTAC ocarKao TeMumiBapcku ciukap Casa [lerposuh (PyBaralr 1898:
199; CanN 1976: 47-50; TumoTuseBus 1996: 49—50). CkitoHOCT GapOKHOT MEHTAJIUTETA Ka Cjajy
1 PacKOIIH, IPUCYTHA Y IBOPCKO] YMETHOCTH, TPUMEHHBAHA j& ¥ HA PETTUTHO3HY YMETHOCT.
Axo ce L{pkBa Cetor ['eopruja y TemumnBapckoj @abpuiin, duje je Ioan3ame MPUBEICHO
Kpajy 1755. ronuHe a y TOKy HapeaHe AeleHH]je 3aBpIIaBaHu Cy IMOCIOBU OKO H-EHOT OIpeMamba,
TopeIu ca IPKBOM y Mexamu Koja je maio ,,Miaha“ jep ce Ha leHOM YKpallaBamwy paauiio
nociie 1796. roguse, jacHO ce yodaBa Jia je eHTepHjep OJITapCKOT MPOCTOpa CKOPO WIACHTHYAH,
a ’ErOBH OCHOBHU €JIeMEHTH OnH cy u3pal)eHu o kameHa y o0a momeHyTa xpama. Mopa ce
HATNIOMEHYTH Jla C€ U30CTaBJbakbEeM KYIIOJIE, XUjEPAPXUjCKU Haj3HAYAJHUjET MECTa y TpajIu-
LIMOHAJIHO] CUMOOJIMYHO] Tororpaduju Xxpama, y MpBH IJIaH UCTUYE OJITAp, @ TUME U JIOHTH-
Ty/AMHAJIA HEJIOKYITHOT eHTepHujepa.

Tako je onTapcku MpOCTOp y CUMOOIMYHO) Tororpaduju mpaBoCIaBHOT XpamMa UMao
CJIOKEHO U BHUIIECTPYKO 3HaUYCHE Koje je Omno oapeheHo meroBoM (GpyHKITMjoM Ha OOrocy-
xewy. OHa HHje OrTa n3MelkeHa HU Y HKOHOTpaduju 0apOKHOT JTUTYPrUjCKOT pUTyasa, alu
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y CKJIQAy ca aKTYSIIHUM CXOJaCTHYKHM OOTOCIIOBJBEM JI0JIa3H U JIO CTBaparma HOBOT JINKOB-
Hor nporpama (TumoTnIEBUR 1996: 45).

Cpenuiimu €0 0JITapCKOr MIPOCTOpa CIYXKHO j€ 32 CMEIITaj] MEPMEpHE YacHe TpIIese,
nsrpaleHe jelTHOCTAaBHO O MEpMEpHE IUIoYe, TOCTaBJbEHE Ha YETHPH MPaBOYTaoHE HOTeE.
YacHa Tpriesa yjeqHo cuMOoau3yje XpucToB rpod, oHa je 1 cuMO0II Tprie3e Ha K0joj je 0ba-
BJbeHa TajHa Beuepa (Muxannosun 1970: 508; TumotuseBunr 1996: 52).

YacHa Tprie3a MexaJicke IPKBeE MoKa3yje jeaHy crnennuGuIHOCT KOjy je HEOITXOIHO HaIlo-
MeHyTH. HanMme, OHa je mocTaBJbeHa HA MACHBHOM ITOCTAMEHTY OJ1 I[PBEHOT MEpMepa Ha KOMe
je UCKJIecaHo cpie MpoOoIeHO KOMJbeM U cyHhepoM.

OBgo ,,mutamTehe’ cpiie koje je oB/ie MprKa3aHo MO0 je XpUCTOBE HCKYMTUTEIBCKE Jby-
0aBu u KpTBe. ,, I lnmamrehe’ cpue je 6o u pynepannu cum601. OHO ce 'y XpUCTHjaHH30BAHO]
HWHTEpIpeTalji MPeBacXoIHO BE3yje 3a aJIErOpHjCKy NepcoHupUKalnjy JbyOaBu, Kao jeHe
OJI TPY OCHOBHE TEOJIOIIKe BpinHE. [IpencTaBibeHo camo, y hopmu aMOIeMaTcKor MUKTOrpa-
Ma, OHO ce OOMYHO TyMauu Kao cuM00J1 XpUCTOBOT cplia, lberose Jbybasu u xkpTtBe (Tumo-
THIEBUR 1996: 52).

OBaj ce mpocTOp HA3MBA jOIII ¥ )KPTBEHUK jep Ce Ha Iera MoCcTaBJbajy U IapOBHU MPUHE-
CEHH O]l BEpHHUKA KOjH CE CIIPEMajy 3a CBETY €BXapUCTH]y, a Ty C€ UyBajy U YTBapH MoTpeOHe
3a eBXapucTHjy. JKpTBEHHKOM ce Ha3uBa U 3aTO IITO Ce€ Ty CIIpeMajy XJieb U BUHO 33 IPUHO-
ek E CaBpIIeHE )KPTBE HA CBETOM IpecToiry. Y mpBuM jaenieHujama X VIII Beka mpoTesuc ce
JOII yBEK CBOZIM Ha MaJTy HHIY yTrpaleHy y 3umy, Koje ¢y caMo y OoraTHjuM I[pKBama orepBa-
JKeHe KaMeHUM OKBUpOoM (TuMoTuIEBUR 1996: 4950, 57).

MexaJsncka MpoCKOMH/IMja MOKa3yje Kpajibe jeMHOCTABHO pelieke, 0e3 MpeBulle moiara-
Ka, jep ux je oqHeo 3y0 BpemeHa. OHa ce HaJla3u JIEBO OJf CBETOI IIPECTONIA, yCeueHa y 3U]] y
BUY HHIIE 0€3 NKAaKBUX KAMEHHX yKpaca. Y CKIIONy HUILE MPOCKoMuaUje y Mexanu Hanas3u
ce BPJIO jeTHOCTaBHA KaMEHa YMHUBAOHUIIA 0€3 MKaKBUX YKpaca ¥ OBaJTHOT OOJIMKA, a CaM YHH
yMHUBamba PyKy UMao jeé ¥ CUMOOIMYHO TyMadewe, OMOo je TO olpa3 YHCTOTe ayIie (SCHUIZ
1986: 36, 170—181; TumoTuseBus 1996: 57; JimutrEBCcKuii 1993: 16, 159).

Hacnpam nporesuca, kao 1 y IpyruMm IpkBama Kapnosauke MuTporonuje, Hanasu ce ha-
KOHUKOH, koju je y X VIII Bexy u y npBoj nonounu XIX Beka nmao yinory pusnuue. Opae cy
npxkaHe OorociykOeHe KibHre, YyBaHa Cy OfiejaHHja M CHTHHUJU OOTrOCIyOEHHU MpeaMeTH.
VY hakoHukoHy, HacIpaMm IpOCKOMUAMje, y Mexanu kao U y Apyrum IpkBama KapioBauke
MUTPOIOJH]E, HAJIA3U Ce jelaH BeIMKH METAITHU JIBOKPUJIHH OpMap y KOMe Ce 4yBajy I[pKBe-
HE JIParoueHOCTH, CBETH CaCylH, UKOHE, KIbUTE€ U JIPYTH MPEIMETH HEOIIXOAHH 3a OOrociy-
XKeme. BepoBaTHO /1a je Hekajla Ha MEeCTY JaHaAlIkbEr METaJIHOT opMapa OMo HEKH JeKOpaTHB-
HUJjU JPBEHU OpMap, ajld O TOME HeMa MOy3JaHuX MojaTaka Tako Ja CBE OCTaje Y JIOMEHY
npetrnoctaBku (MupkoBus 1982: 104; TumotuseBus 1996: 58).

Y MexancKoM Xpamy Hajperpe3eHTaTUBHUJH IPUMEPIU EHTEpHUjepa jecy MPeloaTapCKu
MPOCTOP KOjH Ce 3aBplIaBa0 boropoanunHuM 1 apXujepejcKuM TPOHOM, KOjH Cy MOCTaBJbaHU
Y3a TIeBHULIA. APXUjepejCKH TPOHOBH C€ MIOCTaBIbA]y MOPE jy’KHE IEBHUIIE, @ FBUXOBO MOCTO-
jame y 1pkBama KapnoBauke mutpomnonuje 3abenexxero je Beh y nmpsum aenenujama X VIII
Beka. CIo)KeHO CHMOOJIMYHO 3HAYCH-E apXHUjepejCKOT TPOHA OCTIama Ce Ha TPAIUIIMOHAIIHO Ha-
ciiehye koje ce pas3Bujasio join o paHoxpunrhanckux BpemeHa. OH ce y 0apoKy HHje ITOCTaBJhao
camo y cabOpHUM XpaMOBHMa HETO M 'y OCTAJIMM I[PKBaMa, TJIe je CHMOOIMYHO MPEICTABIHA0
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XpUCTOBO U apXU]jEPEjCKO MPUCYCTBO HA OOTOCITYKEHY, a PEIOBHO je OMO y3BUIIIEH Ja Ou apXu-
jepej, mocpenoBameM mpemyapoctu boxkuje, Morao fa mpatv U KOHTPOJIMILE TOK CIyX0e
(TumoTunieBUHR 1996: 60).

VY KaprioBaukoj MUTPOTIONHjU c€ Beh KpajeM ABaJeCeTUX U MOYETKOM TPUIECETUX TO-
nuHa X VIII Beka HacmipaM apxujepejcKor TpoHa I0jaBibyjy penpe3eHTaTuBHU boroponnyu-
HU TPOHOBH, TaKO Ja HM Mexasa y ToM noryiey Huje Ouia u3y3etak. OBH TPOHOBHU CE TPBO
MOJTMKY 3a MOIITOBamke boropoanmanae 4y10TBOpHE UKOHE, KOje Cy 00MYHO Onie dyBaHe y
MaHAaCTUPCKHUM IpkBama. ¥ napyroj nososuau X VIII Beka boropoagnduau TpoHOBH ce TIpH-
XBaTajy M y MapoXHjCKUM IIPKBaMa, a TIOHEKa/1 ce yoOInyaBajy Kao 3ace0aH MOJIMTBEHHU TPO-
CTOp HaMEH-CH MpociaBibamy boropoaniie kao mocpeHuIe U 3alITHTHULIE, 3aIPaBO, YATABA
nennHa nocsehena je rmopudukanuju mapujanckor nporpama (TUMOTUIEBUR 1996: 63—64).
HuxoBe cumOonuyHe OCHOBE MOIa3€ O TPAAULMOHATHOT Be3nBamba COIOMOHCKOT MPEeCcToa
u Ilpecrona npemyapoctu 3a boropoauity, koja je nocrtaia NpecTo OTEIOTBOPEHOM XPHUCTY.

KapnoBauka MUTpOIIOJIHja OBE TPOHOBE IPUXBATa MOCPEACTBOM YKPAJUHCKUX U CPEIHbe-
€BPOIICKUX yTHUIIaja, Kao oJpa3 HapacTajyhe mapujaHcke 6apokHe mo0okHoCcTH. Pa3Boj bo-
TOPOJUYMHUX TPOHOBA, FIbUXOB 00JIMK, CAMOOIMYHO 3HAYCHE U CITMKAHU MTPOrpam Mpousia-
3e U3 MapujaHcKux pertabdana 3anagHe 1pkse (TuMoTwIEBUE 1996: 63—64). Ha pasmunbame
y OBOM TIpaBIly ymyhyje u 6oraro ykpameH Tpor boropoauie y Mexanu Koju 10 IeKOpaIiu-
J¥ HAJIMKYje apXHjepejcCKOM TPOHY.

Ha tpony Boropozmue y Mexanu Hanasu ce ukona ,,boropoaune be3anucke, tum uy-
JIOTBOPHE HKOHE KOjU Ce BEOMa 4eCTO jaBJba HA BOropoinymHUM TPOHOBHMA TemumBapcke
emapxwuje. Pan je Case [lerpoBuha y Texuunu yipa Ha apBety (63 x 103 11m) ca jacHO Ha3Have-
HUM MOTIHUCOM y IOKEM JECHOM yIiy ciuke: ,,CaBBa [lerpoOuusb xuBoronucens 1811 To
je 3ampaBo nocebaH MOJIUTBEH MPOCTOp HameweH boroponuuu. Tpeba uctahu na cy apxuje-
pejcku u boroponuyuH TpoH CUMOOIMYHO 3aBpPIIABAIM CLIEHCKY KYJIHUCY TMPEA0JITapCKOT MPo-
CTOpa HAaMEHECHOT aKTUBHUM yUECHHUIIMMA OOroCiIy>KOeHOT puTyasa. JeqHa o Hajpa3BUjeHH-
JUX TIperpaja, Koje Jieye MK 1 )KEHCKH JIE0 Xpama O] perpe3eHTaTUBHUX KPAaCHUX BpaTa,
y IOTITYHOCTH O4yBaHUX, U3PaIno je apBope3dap n3 Apaaa Muxajno Januh 3a L{pkBy Cetor
Huxone y remumBapckoj Mexanu oko 1819. ronune. OBaj mpumMep mokasyje ia cy Ha orpamy
Ouie mocTaBJbEHE MaJie eTuBajyhe nkoHe. Y onmucy BU3MTAIMOHE Komuchje TeMmumBapcke
enapxuje u3 1758. ronnHe pegoBHO Ce MOMULY HKOHE Y ,,marepTu’ (TuMoTHIEBUR 1996: 70).

HeroBame oBakBe mpakce ce Moke younTH u y mexaiickoj Llpkeu Ceror Huxkore, rue
ce Mory Hahu nenuBajyhe nkoHe kao mro je ,,boropomauina ca Xpucrom™ (25 x 35 11m) u3 npee
nonoBuHe XIX Beka, nnaue konuja boropomauie bezauncke, paheHe y TeXHUIN yiba Ha IPBETY,
Ha K0jOj C€ JaCHO OMa’ka Jia je HEMO3HATH CIMKap BeoMa ITeIpo KOPUCTUO 371ahaHe TOHOBE.
VY ckJiony oBe mpuue ce joul MOy HallOMEHYTH U Jpyre UKOHE nomnyT ,,Pohemwa JoBanoBor*
(25 x 35 um) y TeXHMIIM yJba Ha TUMY | ,,CBeTe Tpojulie™, Koje je MmIaTuo J1a ce u3paju rpa-
hanun TemumBapcku CteBan Cakoman 1877. rogune. Aconupajy Ha pajgoBe KoncranTuna
Hanuna u3 Cabopue 1pkse y ['pany.

»llomarame y rpo6™ u ,,[ajHy Beuepy ca jeBanhenucTuma* y yriioBuMa HKOHE HaCJIMKAo je
1859. ronune 6anarcku cnukap Anekca CBuiieHrahuH y TeXHUIHM yiba Ha 1atHy (57 x 38 um),
Y Ha ToJiehHU CIIMKe Halla3| ce U cuKapeB notnuc. KacHuje ce oBakBe MKOHE MTOCTaBIbajy
u Ha orpany Cabopne npkBe y TemumBapy.

58



* LIPKBA CBETOI' HUKOJIE Y TEMUILIBAPY...

VY KEHCKOM JIely XpaMa CMEeITale Cy ce MO JBe BelHKe HKoHe. [locTaBbame HKOHA Y
OBaj Jico IIPKBe OmJia je yobruuajeHa npakca y TeMUIIBapcKoj enapXuju, 1ma v IIpe, y CBUM
obnactuma KapnoBauke muTpononuje. Y 6apoKHUM MAPOXHUjCKUM I[PKBaMa ce He I0jaBJby]jy
OJIBOjE€HE TIPUTIPATE, jep Ce B IUX0oBa OorociykOeHa HaMeHa U3MEHMIA, 1a ¢y boropoamyan-
Ha 1 XpHCTOBA MKOHA, KOj€ CE U JIaJbhe 3aApKaBajy y 3amaioM Jelry Xpama, y >KEHCKOj IIPKBU
nobwite npyradunjy ¢yHknujy. OHe cy mpe cBera HaMEHhCHE IeITMBamY, 1A CE 3a BUX YeCTO
n3pal)yjy moceOHU MPOCKUHUTAPHOHY, Ha3uBaHU 1eauBaoHuIe (TuMOTHIEBUR 1996: 71-72).

Toxom XVIII Beka, ca MHTEH3UBHOM HM3TPaJlbOM BEIIMKUX U YECTO MOHYMEHTAJTHHUX
[[PKaBa, MEHa Ce U3IJIE/I OJITAPCKUX MPErpaja, OMHOCHO MKOHOCTACa, KOJU HCTOBPEMEHO UMajy
aApXUTEKTOHCKY (DYHKIIH]Y J1a 0J1Bajajy OJTapCKe arCHJIe O/l Haoca, 3aKJIamajyh HajcBeYaHU]U
neo ciryx0e o mornena Bepuuka. Mkonocrac (ci. 3) y XVIII Bexy nocraje HajaeKOpaTUBHUjH
€JIEMEHT XpaMa U €BOJIyUpPa O]l HUCKE OJITAPCKE MPErpajiec y BUCOKY U BULIIECIIPATHY, HA KOjOj
paBHOMPABHO MECTO ca CIMKApCTBOM J100H]ja U pe3dapHja, a y Tornorpaduju Xxpama cuMOoIuIIe
rpanuily uzmel)y ne6a u 3emsbe (TumMoTHIEBUR 1996: 51-53; TaBPUIOBUER 1954: 239; J1aABUI0OB
1990: 151-156, 361-362). ®opmupame BUCOKMX HKOHOCTACA JI0BO/IM C€ U Yy BE3y ca TPUJyM-
(aTHIM JTyKOBHMa 3aI1aJHOEBPOIICKHX I'PaJICKIX CBEYaHOCTH, a Takol)e U ca CKyJIITypaTHuM
peradbmuma XV u X VI Beka. [Ipomene Ha ¢dacaam nkoHocTaca moceOHO Cy JOIIe 10 u3pa-
*aja Ha OoraTo pe30apeHUM U PACKOIITHUM OKBHPHMA CIIMKAHHUX JEJI0BA, KOJU HHUCY MOJJIe-
raJd CTPOTMM KaHOHCKHUM IPOMHCUMA, TAKO J1a CYy YMETHHUIHN (Y OBOM CIIy4ajy CKYJIITOPH)

Temauicku paciioped HA UKoHociiacy
ypkee y Temuweapy — MoTusu:

1. U36aBibeme ArpumoBor cuna — 2. Cy-
cpet Mapuje u Jenucasete — 3. Kyname
Xpucra — 4. Ycexosame riase Ceeror Jo-
BaHa Kpcturespa — 5. Apxanheo Muxauiio
— 6. Apxanheo Pagauno — 7-8. biarose-
ctu — 9. Ceetn Hukoma — 10. boropomauia
ca Xpucrom — 11. Xpucroc — 12. Csetn
Joan Kpctutess — 13. Cycper ABpama u
Menxucenexka — 14. YMHOXaBame X1e00-
Ba— 15. Tajua Beuepa — 16. Pohemwe Xpucra
—17. Kpurreme — 18. Baznecewe — 19. Cu- *
naszak Csertor nyxa — 20. Cpereme — 21.
Vnazak y Jepycanum — 22. bnarosectu
—23. Backpceme Xpucta — 24. [Ipeobpa-
xkemwe — 25. Yenewe boroponune — 26.
Bagenemwe — 27. Pohjewe Boropogure —
28-39. Anocronu — 40-51. IIpopouu —
52. boroponuma — 53. AnocTon JoBaH —
54. Pacnehe

Cn. 3. Pacniopen nkona Ha ukonoctacy L{pkse CB. Huxomne y Mexanu
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MOTJIU J1a C€ MHCIIUPHIY U TAAAMIBIM TPUjyM(MaTHUM JIYKOBUMA U CKYJINTYPOM KaTOJINY-
KUX perabdana.

L{pxBenn kaHOHH, Mel)yTHM, TUKTHUPATU Cy UCTOBPEMEHO U TEMATHUKY U HEH pacropel,
I1a Cy CJIMKapy MOpaJIt Jia ce TIOBUHY]Y BUMa, 0K Cy BUXOBU OKBUPH (pe3dapuja) MOIIIH J1a
Oy/ly HajUHBCHTHBHU]E W HAJMAIITOBUTH]E U3BEIACHHU. YKPACH MKOHOCTAca CMEIITAjy ce Ha
JOBHMM TapTHjaMa JIpBEeHEe KOHCTPYKIIH]jE, Y HHTEPKOJIIyMHHUjama, I7ie Cy Ha TpUjyMbaTHuM
JYKOBHMa CMEIITEHe cTaTye NepcoHn(uKaija y HUIIaMa npa3sHux IpocTopa, a Ha MpaBo-
CJIaBHUM MKOHOCTACcHMa MKOHE Cy 3ay3esie MecTo cKyianTypa (JoBaHoBuh 1997: 478, 484—-485;
JoBaHoBUR 1976).

HkoHOCTacH mocTajy HajBaKHUJU YKPAC YHYTPAIIkhE apXUTEKTYpE, MOIITO Cy CIHKE
HAITyCTHJIE CBOj€ TPAJULIMOHATIHO MECTO Ha 3U]1y, KOj€ Cy 3ay3UMalle y CPeIlbOBEKOBHO] yMET-
HOCTH, M CMECTHJIE CE€ Ha HEr0BOj IPBEHO] KOHCTPYKIIHMjH. TO je cacBUM OpUTHHAIaH MPHUIIOT
0apoKy KOjH Cy JIaJIi MKOHOCTACH CPIICKHX MPaBOCIaBHUX IpkaBa y KapiaoBaukoj MUTpOMO-
auju. I[lox TuM nkoHoctacuma CpOu CTUUY HEOCIIOPHO MIPABO J1a FOBOPE O CONCTBEHOM CTBa-
pamy 0apoka. Ha nkoHOCTacKMMa CpIICKUX NTPaBOCIABHUX IPEICTaBIbEHE CYy CBE JIENOTE, CBA
packolll, ra u cBa ipaxx 6apoka. CBe Oprke U CMeNMje HaIlyITa Ce PaHUje CXBAaTabe y3/AP)KIbU-
BOCTH, MUPHE U CUMETPHYHE I10/IeJbeHOCTH UKOHOCTAaca, ca JOMUHAHTHUM XOpHU30HTallaMa,
KOj€ BpILIE CTPOTY MOAEITY OJITapCKe Mperpajae. YMeCTo IPU3eMHOCTH U JaCHOT IOTJIesia, TIPe
OYMMa BEpHHKA CMEJIO Ce Y3IrKe 00raTo pamrdiameHa 1 HEeMUPHA TIOBPIIIMHA, Ha KOjOj caja
npeosial)yjy Beptukae. Tako mpen oduMa BEpHHKA TIOYHILY J1a CE jaBJhajy MHOTOOPOjHU
cTyOoBH, Hajuenthe ,,0epHUHU)JEBCKU  TOPAMPAHU Ca KOMITO3UTHUM KallUTEINMa, KaHEITUPaHU
MHIACTPH, KAPTYIIIE, CTHIH30BAHO numrhe, Behe, Bohe, rupnanzae, Ba3e u MeTaIHE allIMKa-
1[1je, a CBe TO y OyJHOM IPEIIETY, Ca HarJIalleHOM yHOTpe6OM 371aTa U pa3HOOOJHIUM MapMo-
pUpameM Koje je HMAlo Ja MOCTYKH MOCTH3AMY JaKHX MOTHXPOMHUX edekara. CacBum y

IyXy MpaBOCIaBHE TPaIUIIUje, JbyICKa GUTYpa je CACBUM 3aHEMapeHa, a TePaTOJIOMIKH MO-
TUBH, YKOJIMKO UX YOIIITE U UMa, IPEY3EeTH Cy U3 TPaJULIHje CBETOIOPCKE YMETHOCTH.

Pa3BujeHN BUCOKM MKOHOCTAC UMAO j€ U CJI0XKEH JIMKOBHHU perepToap Koju je, ca MaJIuM
n3y3enuma, 00yxBarao ckopo ce Teme 6apokHor ciukapctsa (IlornoBun 1940-1941: 74-77;
MEenakoBuh 1980: 199-213; TumotuieBuh 1996: 53).

I{pxBa y Mexanu nokasyje cBe Beh mpeTxoaHo MoMeHyTe KapakTepucTuke. M3 3anuca Ha
BpXY HKOHOCTaca ca roJiehuae nkone ,,TajHa Beuepa™ na je Casa [leTpoBuh 3a ocnnkaBame MKO-
HOCTaca MMao capaJHHKa, MaJio MO3HATOT TEMHINIBAPCKOT CIMKapa v nosnatapa EmManyuna
AmnToHoBuha, Koju je 00aBHO MO3NaTapcKe pajioBe y IPKBHU, U3Mel)y ocTaor, Moxe ce 3aKJby-
YUTH U J1a Cy BUX JABOJUIA PAJIUIIN BUIIE O TOAMHY M O JIaHA HA YKpalllaBamy Xpama y
Mexanu. ¥ ckiony oBe npuue, Tpebda jou noMmenyTu 1a EManyun AutonoBuh paau u 0oune
nBepu 1829. ronune 3a LpkBy Csertor ['eopruja y remumBapckoj @abpuiim a mociie 3aBpIieTka
panoBa y Mexanu 3ajenno ca Casom [lerposuhem u Teogopom Cunenrahunom nmpuxsara
u3paay ukonoctaca y ceny Kerdemwy y Pymynuju. U nok cy cnukapu, pagehu 3aBpiine, cim-
KapcKe MOCJIOBe Ha MKOHOCTAaCy OCTaBJbaJIM Hajuyenihe moaaTke o cedu, ApBope3dapu cy, ca
HE3HATHUM M3y3elMMa, OCTajaIi yIJIaBHOM aHOHMMHHU. PauyHU 1O IIpKBEHUM apXuBama ue-
CTO Cy jelIMHH JOKYMEHTH M3 KOJUX Ca3HajeMO 3a FhIX0Ba HMEHA U T0jeTUHOCTH U3 lbUXOBOT
pana (IHeamun 1981: 193; I'aBprsioBus 1954: 240; IonoBun 1940—-1941: 74).
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HkoHocTac je, Kao mTO je MPETXOIHO U TOMEHYTOo, ociinkao Casa [letpoBuh, npe 1820.
roJIMHE, Yak je MoxJa usBecHuje 1819. rogune, a y3 capaamwy cronapa ['eopra JInbnajraepa
u nossatapa Manojna Emanynina Auronosuha, pagnonnna Muxauna Januha je paauna 3a
XpaM y TemuIBapckom npearpahy Mexana. Majcropu pe3bapuje, u3 apajcke nopoauie Mu-
xaunisa Jannha, TOTBpAMIM Cy BPXYHCKO MajcTOPCTBO 0Opaje ApBeTa u oBae y Mexamnu (Jo-
BAHOBUR 1997: 478).

Kana ce 6056 ocMOTpH HKOHOCTAC Y Mexaiu, yodaBa ce 11a je J0Opo OdyBaH U J1a IpH-
majia TUIy BUCOKHUX, Pa3BUjeHUX Iperpaaa. MIkoHocTac je, Kao MITO je IIOMEHYTO, OCITUKA0
Caga IlerpoBuh, anu He Tpeba cyMmbaTH Aa Cy Y pa3paay TEMATCKE CaJpKUHE U BEHOT pac-
nopesa Ha HKOHOCTacy ydecTBoBanu nocinogasuu Case IlerpoBuha, mexancku mapox Co-
¢ponuje ByjaToBuh u TemuiiBapcku nporonpessurep Bacunuje I'eoprujesuh, kao u octann
4aHOBU TemulBapcke KoH3ucropuje, jep je ’brXoBa MMEHa CIIMKap UCUcao y Beh moMeHy-
TOM 3aIHCy Ca YHYTpAIIkhe CTpaHe HKOHOCTAca. Y JOHBEM JICNy j€ COKJI Ca OCTUKAaHUM Ma-
pamneTHHM IUIoYaMa M mpecToHe ukoHe. Cnenehy nennHy npeacTaBibajy ABa peaa ca MKOHa-
Ma Benukux mpasHHKa U arnocToia. 3aBpLIHM Ae0 HKOHOCTAca CauylbaBajy BEJIMKH KPCT ca
pacrieTuM XpUCTOM U MKOHaMa y MeJlaJbOHUMa Koju npukasyjy boropomauiy u Ceeror JoBa-
Ha borocnoBa n Menasbonu ca 12 npopoka. tbuxoBom 3aciyrom, WiIycTpoBaH je yoOu4ajeH
perniepToap Tema, 1 pacriopeheH mpema yTBpheHOM pacropeny HKOHOTrpadcke caipsKuHe CpIi-
CKUX MKOHOCTAca BUCOKOT THIA. Y CTPYKTYPH je NOIITOBaHAa OCHOBHA XOPHU30HTAJIHA MO/IeNa
HWKOHOCTaca Ha TpH miana (TUMOTUIEBUE 1996: 98).

OBakBa TpoOjHa MoAENA je y IUPUM OKBHpPUMA ITPABOCIABHOT CBETa OMJIa yCTaHOBJHEHA
Beh kpajem X VI ny Toky XVII Beka. HoBoCT K0jy TOHOCH emoxa TOT 3aKacHeNOor Oapoka Ty,
00Jbe peueHo, OapOKHOT KJIACHIIM3Ma OHIIO je HaramiaBame 1o BepThkain. Ha nukoHocracy
y Mexanu UCTaKHYT je CPEIUIIBH €0 KOjH MOBe3yje LapcKe JABEpH, HCHTPATHY UKOHY H
BeJIMKHU KpcT. Ha nkoHOcTacy y Mexanu mojaBibyje ce jeHa BeJIUKa IIEHTpaTHa UKOHA KOja
0 BUCHHHU 00yXBaTa 00a pe/ia leroBor cpenuinmer nemna. OHa nosesyje y 3aceOHy 1eluHy
BEPTHUKAJIHY OCOBHHY OJITapCKe Mperpaje Koja nojias3u ojf LapcKuXx ABEpH, a 3aBpliiaBa ce ca
BEJIMKUM KPCTOM.

CumbonuyHa Be3a ca HeOeCKUM JepycaarMOM M FeTOBUM 3eMaJbCKUM €KBHBAJICHTOM,
CoJIOMOHOBHM XpaMoOM, OIpaBJaBaa je yrnoTpedy KIaCHYHUX apXUTEKTOHCKHUX eJIieMeHaTa
KOjH C€ T10jaBJbyjy Ha KaCHUM OapoKHUM MKoHOCcTacuma KapmoBauke mutpononuje. U [{pka
Caetor Huxone y Mexanu 3acHUBA CBOjy apXUTEKTOHCKY KOHCTPYKITH]Y Ha KJIACHYHUM apXH-
TEKTOHCKHUM €JIeMEHTHMa, CTyOOBHMA U muiacTpuMa. tbuxoBom 3aciyrom, HIyCTpOBaH je
yoOu4ajeH perieproap Tema u pacrnopehen mpema yTBpheHoM pacnopeny UKOHOTrpad)cKe caip-
YKUHE CPIICKUX MKOHOCTAca BUCOKOT THIA. MajcTopu KojuMa je OMo moBepeH ayoope3dapcku
10CA0 TPETHUPAJy LHEIOKYIHY KOHCTPYKIHU]Y Ka0o Mpoydesbe Xpama, 0TBapajyhu Ha B0j TpojHa
Bpara jep Cy OTBOPH Ha OJNTAPCKHM Iperpajiama carieaBaHu y TOj CBETIIOCTH Kao Jia Cy Bpara
Heba. Tokom HapenHOT BeKa, OBAKBO CUMOOIMYHO TYMa4yeHhe MOCTaJIOo je onmTenpuxBaheHo
y uenoj KapnoBaukoj MUTpOIONHUjU, a MajCTOPH KOjuMa je Ouiia oBepeHa u3paaa ayodope-
30apuje mkoHOcTaca y Mexanu noHaBJbajy Beh 1o0Opo nmo3Hara cxBarama Koja JOMUHUPA]Y Y
oBoM niepuopy (Tumotmseun 1996: 98—100; Muxaunosur 1969, 204-205).

CuMOOTMYHO 3HAUCHE je TIOHEO 1 TyOope3dapeHn ykpac ukoHoctaca. OH je uieaHu JIy-
XOBHHU TI€j3aXK, YHju ce (IOPAITHH CUMOOIIH, CIIMYIHO Ka0 M Y IPETXOIHUM eroxama, CBOJUM
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OIILITHM 3HAa4YeHEM Be3y]y 3a HJIEJy paja U HeMmpoJa3He JIENoTe y K0joj 00uTaBajy onabpaHu.
Y ToMm cMucTy jaBibajy ce Jyoope3dapeHu nosnaheHn BETHU BEHITH | JIO3HIIE, KOje yKpalia-
Bajy OJTApCKy Mperpany xpama y Mexanu. bapoknu amOnemaTryapy Harniamasajy aa je BetT
KOPEHOM Be3aH 3a 3eMJby, @ MUPUCOM 3a He0O, 1ma je oH Beh CBOjUM HajONIITHjUM CUMOOIIH-
3MOM yKa3MBao Ha CIOKEHO 3HaYCHE NKOHOCTAca KOjH MOBE3Yje OJITap M HA0C, HEOECKH U 3e-
MaJbCKH 1BeT. ¥ Mexanu Takole mmMamo Bpeke 1 TPO3I0BE BUHOBE JIO3€ Y KOMOMHAIIH]H ca
Beh moMenyTM nBeToBUMa. Hepackuans onmHoc n3Mel)y myOopesbapuje u CIMKaHUX T0Jba
MIPHUCYTaH je U Ha JPYyTHM JIeJIOBUMa HKOHOCTaca. biaroBecTu Ha apcKUM JIBEpUMA CY I10-
CTaBJbCHE Y OPTaHCKHU YOOIMYCHE OKBUPE KOjH MMajy 00JIuK IIkosbke. 3Hajyhu Beh yxomany
KOHBEHIIH]Y, TPeMa K0joj Ce Ha ApCKUM JBepruMa ciukajy biaarosectu, nybope3bapu mose-
3yjy TeMaTuky boropoanunHor MaTepuHCTBA U XPUCTOBOT OTEIOTBOPEHA Ca CUMOOINKOM
LIKOJbKE M OHMcepa, a IIKOJbKa je TymaueHa kao cumOon boropoaune (TumoTuieBush 1996:
101-102; HEtomauku 1980: 65, 103).

Y npBoj 30HU, y HAJHWIKEM T10jacy, Ha MMapareTHUM IJIoYaMa COKJia Hajlaze ce YeTUPH
ciene: ,,136aBmeme ArpukoBor cuHa™ (25 x 48 1m), ,,Cycpet Mapuje u Jenucasete®, ,,Kymame
Xpucra“ u ,,ycekoBamwe rinase CB. Jopana Kpcturespa®.

Ha npecronum nkonama Casa [leTposuh je mpuxazao ,,CB. Hukonmy Mupnukujckor®,
,boroponuity ca Xpucrom*, ,,Mcyca Xpucra“ u ,,Cs. JoBana Kpcruresma*™ .

Ha mapckum nBepuMa cy mo Beh ycrasbeHOM 00mM4ajy nmpukasane ,,biaroBectu™, 10k je
Ha 00YHUM JBepruMa hakoHMKOHA TpUKa3aH ,,Apxanhen Muxaunio*, a ©3HaI OBUX JIBEpH Ha-
na3u ce kommnosunuja ,,Cycper ABpama u Menxuceneka, Ha O0UHUM BpaTuMa POCKOMHUIH]e
MIpeaCTaBJbeH je ,,Apxanhen Pacdanno®, a u3Hax je mocTaBbEeHO ,,YMHOKaBame xiaebosa™. Y
JIPyTOj 30HH MEXAJICKOT MKOHOCTAaca, y 30HU M3HA]] IPECTOHUX UKOHA HIIyCTPOBAHE Cy CLIEHE
n3 XpucroBor 1 boropoauunHor )uBoTa 1 IUKIyca Benukux npa3znuka. Ha ceBepHoj cTpa-
HH MpUKa3aHo je ,,Poheme Xpucra®, , Kpmreme®, ,,Bazneceme’, ,,Cunazak Cseror myxa“,
LCpereme, ,,Ynazak Xpucra y Jepycanum®. Ha jy)kHOj cTpaHu HacJlIHKaHe ¢y ciefehe KoM-
nosunyje: ,,bmarosectu®, ,,Backpceme Xpucra®, ,,IIpeobpaxkeme’, ,,Ycrnewme boroponuie,
»Baseneme, ,,Poheme boroponume®. M3nan oBor mojaca MKoHa MOCTaBJ/EHE Cy MKOHE ca
cTojehuM TMKOBHMMa IBAaHAECT arloCcTOa, TAKO JIa C€ OBJIE M0jaBJbyjy T'PYIIE O IO IIECT aro-
crona: Jlyka, [TaBne, JoBan, JakoB, Bapronomej, @unut, notom cnene anoctonu: [1aBne, Toma,
AHnpeja, Matuja, Mapko u [letap. Y meHTpaiHOM A€y HKOHOCTaca Koju 00yxBara 00a Hu3a
WKOHA, U OHOT ca clieHamMa Benukux mpa3HuKa u pej arocToja, MOCTaBJhEeHA je IIEHTpaIHa
MKOHa KOja caJip)Ku KOMITO3UITH]y ,,[ajHa Bedepa“.

VY tpehoj, HAjBUIIO] 30HH, Y CPEAMHU 3aBPIIHOT Jejla UKOHOCTAaca, CMEIITEHOT HCTION
TPpHUjyMQaIHOT JyKa, MOCTaBJbEH je Bennku KpcT Koju MoynBa Ha 3MajeBUMa, ca pacleTUM
Xpuctom. Ilopen cy npukazanu CyHIle, Ha CEBEpHO] CTpaHu, 1 Mecel, Ha jy)KHOj CTpaHH,
JIOK C€ MCIIOZ KPCTa, 0 pacreTor Xpucta Hanase boropoauna u Jopan borocnos. Ca crpane
je pacrnopeheHo 1o mecT MelaJboHa ca JIMKOBUMA MTPOPOKa.

Ha onrapckum mperpazama paHHjUX €MoXa Ce y COKJI CMEIITajy AeKOpaTUBHE MaparneTHe
nioue. Tek y enoxu 6apoka ce Ha BbHMa 10jaBJbyjy pUTypasiHe KOMIIO3UIH]je, KOje C€ CBOJOM
TEMATHKOM CHUMOOJIMYHO Be3yjy 3a MPECTOHE MKOHE, WK 3a Hapcke aBepu (MUXAUTIOBUH
1979: 279-321; TumoTtuseBns 1996: 53, 111).
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VY ckiany ca HEroBameM TaKBUX HIEja, U oBae, y Llpkeu Ceetor Hukone y Mexanu
“MaMo (uUrypanHe KOMIO3UIIH]e KOje 10 BEPTUKAIHO] TUHUJU KOMYHHUIIUPA]y ca MpecTaBa-
Ma Ha IIPECTOHUM MKOHaMa Koje Cy CMEUITeHEe Y HU3Yy U3HaJ COKJIA.

Tako ce Ha cokily MKOHOCTaca Hamuio ,,/130aBbeme ATPHKOBOT CHHA™ KOje je TIocTa-
BJHEHO HCITOJ] PEeCTOHE MKOHE maTpoHa Xpama Ceeror Hukome. [IpaBehu mapaneny usmehy
OBE W JAPYTUX MPEICcTaBa ca COKJIa MKOHOCTaca IPYTHX IpKaBa TeMHUIBapcKe ernapxwuje,
youmJia caM jia ce ,,l130aBibeme ATprKOBOT CHHA™ jeIMHO Ha OBOM MECTY HaJla3u camo y Me-
XaJu, a jeinHa mapasena ou joj Morao 6uTu nkoHoctac y baukom IlerpoBom Ceiy koju je
ocnukao Teomop Mimmh Yenspap. Kommosuimja cokna y mexajickoj nupksu ,,Cycpet Mapuje
u JenmucaBeTe MIEjHO KOPECIIOHIUPA ca IPECTOHOM MKOHOM ,,boroponuie ca Xpucrom*,
1ok je ,,Kymame Xpucra®y Be3u ca npectoHoM ukoHoM Mcyca Xpucra, a ,,Cs. JoBan Kpctu-
TeJb* ca MPECTOHE UKOHE je y OJMCKO] BE3U ca KOMIIO3UIIH]OM ,,YcekoBame riaBe CB. JoBaHa
Kpcruresma® ca cokna. OBa koMIo3uIyja, Koja ce Ha 0apOKHUM HKOHOCTACUMa YECTO CIIMKa
ucnoj mpectoHe nkone CB. JoBana Kpcturesba, Huje Ouia oapas yTHIIaja 3anaJHOCBPOIICKE
MapTupoJjomike Temaruke. OBaj norahaj ce y mpaBoCiaBHO] LIPKBHU MPOCIIaB/ba Ka0 caMmo-
CTaJIHU Mpa3HUK, A ce CIMKa YeCTO U Ha IenuBajyhum ukonama. [Ipomarupame akTUBHE
M0O0KHOCTH JIOBEJIO je JI0 NCTHIamha MyYeHHYKEe CMPTH CBETUTEJhA Ka0 MPUMEPA XEPOjCKOT
XKPTBOBama 3a Bepy. OHO ce mope[ 3uIHOT cIuKapcTBa Haoca y Kpymenony nojasssyje u Ha
MHOTHM 0apOKHUM MKOHOCTACHMa, a CBOj€ MECTO HAIILJIO jé M Ha COKJY MEXaJICKOT HKOHO-
cTaca jep je XpucToBO OJI0JIeBambe UCKYIICHUMa fjaBosa TyMadeHo Kao Orjieaalio CBaKe BPIIH-
HE, aJIM j€ ’eroB YeTPACCETOIHEBHU OOpaBaK y MyCTHILH U 0/10Mjambe 1a KaMEeH IPETBOPHU Y
xJ1e0 TOCceOHO YKa3MBaJIO Ha YCTAHOBJHEHE BEJTMKOT NIOCTA U Ha TIOCT KA0 jeIHY OJ] OCHOBHUX
BpJIMHA NIOpeJ MOJIUTBE U MuslocTume. Maxo ce ,,Cycper Mapuje u JenucaBere™ yecTo Be3u-
Bao 3a xxutuje CB. JoBana Kpcruressa, oBae, y Mexaiu, MUCITUM J1a HUjE TIPUKA3aHO y TOM
KOHTEKCTY. Ha oBakBO pa3MuIbamke HAaBOJU ME CaMo jeJlaH pa3Jjior U TO Mpe CBEra Taj IITo
je mpeJcTaBa MmocTaBJbeHa UCIOJ MPEeCTOHE UKOHE ,,boroponuie ca XpucToM* Tako J1a oHa
HajBepoBaTHUje yKa3yje Ha boropoaununHo 6e3rpemHo 3auehe, Ha ocioboheHoCT ox mpapo-
JUTEJHCKOT Tpexa, a XPHUCTOC je Taj Koju he cTpaaaTu 3a crac MeJOKYITHOT JBYACKOT poja.
Tako ce myTem npukasa oBe 1Be OpeMeHuTe xeHe, Mapuje u JenncaseTe, HaropemTaBa OHO
mto he texk nohm kpo3 nenoBame CB. JoBana Kpcruressa koju he Harosectutn XpHCTOBO
JIeTIOBakbe U KPCTUTH Ta, ¥ OHO HITO KAaCHHUj€ CIIENN Kao 3aBPIIHU Je0 Impuye: XpHCTOBO
cTpajame Ha KpcTy. Hajnenmia Mecta Ha MexasickoMm nkoHoctacy Casa I[leTposuh je ocTBa-
puo Ha mpectoHuM ukoHama (TumotniEBUR 1989: 91; horoBur-JbysrnkoBrs 1959: 135-150;
JIEcek 2001: 37; TumotwieBuh 1996: 89; Eamun 1981: 192-193).

[Ipu ocnukaBamwy nkoHoctaca y Mexanu, Casa I[lerpoBuh je curypHo nosnasao, jep je
u cam xuBeo y Temumapy, pag Hukone Hemkosuha y @abpuiin 1 MOK/Ja My je OH TIOCITY-
KUO Kao MHCIupanuja, jep ce Beh momenyte HoBuHe kKoa HemrkoBuha Mory youuTu u Koj
Cage Ilerposuha. Tako je ,,boroponuia ca Xpucrom* (ci. 4) u kox Cage Ilerposuha, kao u
ko HemkoBuha, mpukasana kao crojeha ¢purypa koja npuapxkasa Xpucra obema pykama y
Hapyyjy, aJu 3a pa3iuky ox Hemkosuha, Ha unjoj nkonun y @adbpunu boropoauna qpxu KpuH
y JIeCHOj pyuH, y Mexanu kpuHa Hema. Mmak, nu3BecHa Be3a u3Mel)y oBe 1B KOMITO3HUIIH]Ee
yOUJbHBA j€ U Y TIO3aIMHH, jep 1 Ha ciauin y @abpuny 'y Mexanu boroponuma (ci. 5) cto-
ju mehy oOmanmma 13 KojuxX poBUPY]Y TJIaBe anlhena Koje cy OB/ie CMEIITeHe OKO XPHCTOBE
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Cn. 4. Ilpectona nkona boroponume ca Cn. 5. Ilpecrona nxona boropoaune ca Xpucrowm,
Xpuctom, Lipksa CB. Hukone y Mexanu netasb, Llpksa CB. Hukone y Mexanu

rJIaBe, TAaUHHje PeUeHO, OKO XPHUCTOBE CBETIOCHE MaHAOpPJIE. XpHUCTOC (CII. 6) je U oBIe, Y
Mexanu, mpukas3aH ca HeOECKUM MIapoM y PYyIIH, KOJU je HaclIWKaH Kao Mpo3nupHa cdepa ca
3JIaTHUM KPCTOM Ha BpXy. Ha memy ce 1ojaBibyjy CyHIIe, Mecell, 3Be3/ie 1 00JaIy, a ornacaH
je IPCTeHOM ca 307ijaukuM 3Hanuma. [IpukasuBame HeOeckor mapa y XpucTOBUM pyKama
om0 je mpuxBaheHO BHINIE Y TPUKOj HETO y YKPAJUHCKO] U PYCKOj YMETHOCTH, a Y CPIICKO
0apoOKHO CIIMKAPCTBO OBAj MOTUB YHOCE YMETHHIIM BACIIUTAHU Ha jY)KHOOAJIKAHCKO] Tpa-
TUIU]H.

Hajnenme npumepke cBora paja Ha MexaiickoMm ukoHocracy Casa [leTposuh je ocTBa-
pHO Ha TPECTOHUM UKOHaMma, noctaBusiy CB. JoBana Kpcturespa u CB. Hukony y mupoko
PaCKpUIbEHHU TICj3aK. Hoce6Hy MaXy CIMKap nmocsehyje nmpeneny y Ipyrom riany, u3a cBe-
TUTEJLCKUX (QUTYPA, KOJU Je peliaBao Kao JCKOPATHBHE [O3a/IMHE Ca YCHTHCHHM rpaheBu-
Hama Kao Kyyiucama. Mako je cacBMM U3BECHO Ja Je TE MaJie Niej3a)KHe MapTHje Mpey3uMao ca
rpaduYKuX 3amagHOEBPOIICKUX HIIyCTpaIlija Koje Cy My CIIYXHJIe Kao MPeIJIONIiu, Tpeda
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HATJIACHTH JIa je Ha lbUMa IOCEOHO UHCUCTH-
pao, Bogehu pauyHa 1a UM Jja TacTYO3HU]Y
I'YCTUHY CIIMKaHOTI clloja ¥ Goraruje KoJo-
PHCTHYKE OIHOCE.

HacynipoT Hatypanusmy paHujux ernoxa
KOj€ CIIeHy TyMaue HapaTHBHO, Ka0 peaTHH
3eMaJbCKH Jiorahaj, y 6apoKHO] yMETHOCTH
,,DJIaroBecTH ce cxBarajy Kao HeOeCKH, BaH-
BpEeMEHCKH Jiorahaj, ca gocieiHo nHTepIpe-
TUPAaHHUM aJleTOpHjCcKUM ocHoBaMa. Hebo u
3eMJba Cy CIIOjeHHU y jJeIUHCTBEHY OapOKHY
MO30pHILIHY CLIEHY, Ha K0jOj je TpaHHLIa n3Me-
hy BUZJBHBOT M HEBU/IJBUBOT TTOCTA0 00JIAK,
cuMOos1 O0KaHCKe NpUCYyTHOCTH. Beptu-
KaJTHO KOMITIOHOBaHa 0apOKHA KOMIIO3UIIH]a
,braarosectu®, ca kieuehom ¢urypom bo-
TOPOAMIIE MOCTABJLEHOM HCIIPE IyJITa Ha
KOjEM Ce HaJla3u OTBOPEHO jeBaHlesbe, u J1ed-
nehom purypom apxanhena [aBpuia cme-
mTeHor Mehy obiamnuma y JeBOM MeIaJboHY
ApCKHUX JABEPH, KOJU Y JEINHO] PyIIH JAPKHU
rpaH4MIly KpuHa, cuMOon boropoanunne
YHCTOTE, JIOK IPyTOM PYKOM YKa3yje ka HeOy,
npema CBETIIOCHOM H3BOpPY KOjU ra obacjaBa
— HallUIO cé M Ha MKOHOCTAacy MeXaliCKe
I[pKBE. Y IpyroM, IECHOM MeaJbOHY ToCTa-
BJbeHa je kieueha ¢urypa boroponuie ca
pamupeHuM pyKama U IJ1aBOM OKPEHYTOM
TipemMa apxamhery F.’lepHHy. Hsnaa me ce Cn. 6. IIpectona nkona Mcyc Xpucroc,
poOuja CBETIOCT Koja J0nasn u3 o6qa1<a, a Lpxsa Ce. Hukone y Mexanu
Y TOPE-EM JIeNTy KOMIIO3HUIIH]E M0jaBJbyje ce U
rony6, cumbon CB. nyxa. Ha mpencraBama
,,bllaroBecTu" o0JIaK je TpaJuIIMOHAIHA MapHUjaHCKH CUMOOJI, TIO3HAT 110 CTHXOBHMA ,,boro-
POAMYMHOT aKaTHCTA™ ¥ MOTBPhEH Yy YMETHOCTH OapoKa MOmyJIapHIM aMOJIeMaTCKUM 300p-
HUIUMa, kao o je [TuunnenoB Mondo simbolico. theroBa cumOoInYHa BPETHOCT je 3HaHA
CPIICKO] OapOKHO] MOE3UjU U OH C€ CKOPO HEM30CTABHO I0jaBJbyje Ha MpeAcTaBama ,,biaro-
BecTu" y ymetHoctu aApyre noiosune X VIII Beka. [Tonazehu og Tymauema Xpucra kao HOBe
ceemioctu, Cynua (JIyka 1, 78-79), boropoauia je y ,,braroectuma® cumobonunanu o0nax
KOjH Ta 3aKJialkba U Hocu y yTpoOu. OHa je nzabpaHa u mpBa OCBETJbEHa HOBOM CBETJIONINY
uckynssema (Tumotnsesun 1989: 41; Joanosun 1997: 205).

Ha 6ounnm nBepuma mpoTesnca u hakoHUKOHA Halla3e ce mpencrase ,,Apxanhena Mu-
xamna“ (65 x 62 M) u ,,Apxanhena Padawnna“ (48 x 65 1im), a m3Ha OOUHUX TBEPH CMETIITCHE
Cy nBe Mame kommosuiwmje: ,,Cycper ABpama n Menxuceneka™ u ,,YMHOKaBame XJieOoBa“.
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»~Apxanhen Muxanno™ nmpukas3aH je Kako CTOju Ha o0JanuMa; 1esa ClieHa je CMelITeHa y
HeOecKoj cdepu, IITO HajBepoBaTHH]E YKa3yje Ha gorahaje koju HajaBsbyjy Ctpamniau cya. Ap-
xanhen Muxaunio o/ieBeH je y BOJHUYKH OKJION MPEKO KOojer je nmpedaueHa IpBeHa Aparnepuja.
VY necHoj py1u ApKu Tepasuje, KojuMa Bara AyIie yMpJuX, a Y JIEBOj PYLIH AP>KH OTE-EHU Mad.
Oga nkoHorpadgcka (¢popmyialnmja Mojia3u o aroKaJUNTHYHE BU3Mje apxaHhena Muxaunna
Kao Mepaua JeYJICKUX JyIa, KOji yKa3yje MyT NoKajama 1 cracema. Llnpeme momynapHocTn
apxanhena Padanra Be3aHo je 3a momroBame aHlena ayBapa. Anleo ayBap JbyIH je UCTaKHY-
TH YUECHUK Y JIeJTy 3aCTYITHUIITBA, ONPOIITaja IPEX0Ba U CTUIamha O0KaHCKE MUJIOCTH CBa-
KOT 4oBeKa rmoceOHo. [TocpecTBOM yKpajuHCKHUX OOTOCIOBCKUX KEHbHTA MOIITOBAKE aHhena
gyyBapa npuxsaheno je y KapmoBaukoj MuTpornonuju. Y OBUM KEHTaMa je HCTAaKHYTO YUCHE
Jla CBaKM YOBEK CTHYE Ha KPUITECHY CBOT aHhena yyBapa Koju My je JaT Ha 4yBame AYIIe U
tena. Ha 6apokHum rpaduukum uiyctpanujama cpehy ce mpukasu anhena ca mauem, aTpu-
OyTom apxanhena Muxauiia, Koju je HaCJIOBJbEH Kao aHheo uyBap.

I[To y30py Ha nmo3Hate u Beh moMeHyTe 3amaaHoeBpoIcke rpaduuke npepiomke, CaBa
[leTpoBuh Ha G0YHUM BeprMa MEXAJICKOT MKOHOCTaca mpuxBara Beh MoMeHyTo peleme, mna
tako apxanhena Padaunna cmemra mel)y obnaruma. OH y JI€BOj pyIy Ip>KH Mad, JIOK je JIeCHa
pyKa oJAUrHyTa, nokasyjyhu npctom npema HeOy, Ha Iy T cracema. [Ipct ynepen ka HeOy Ho-
CHO je MOPaJIN3aTOPCKO-TUIaKTHIHA 3HAUCHa, YKa3UBaO j€ Ha KPaTKONy JbYICKOT MOCTOjamka
Y TIPOJIA3HOCT 3eMaJbCKUX cTBapu. [larpuctuyka Tpaguiuja, Ha Kojy ce ociama u 0apOKHO
CXOJIACTHYKO OOTOCIIOBJbE, TyMadH Ja Cy aHl)elu 3alITUTHUIIN BEPCKE 3ajeHUIIe, Bepe U
norme (TumotnieBuh 1996: 294-317).

VYkibyunBame UKIyca Bennkux mpasHuka u3Ha MPECTOHUX UKOHA y TEMATCKH perep-
TOAp CPIICKUX OAPOKHUX MKOHOCTACA je ToueTKoM Iezaecetux roguHa X VIII Beka mocrano
Beh yoOuuajena npakca, koja je u camom Casu IleTpoBuhy, kao u Ipyrum cliikapuma Tor Ie-
prona, 6una 100po mo3Harta. Benuku nmpa3HUIM ce, KOJIUKO je JaHac MMO3HATO, IPUXBATajy Ha
0apoKHUM oNTapckuM mperpagama KapioBauke MUTPOIOIH]E MOCPEIOBAMBEM YKPAJUHCKUX
MajcTopa Koju cTuxky yerpaecetux roguna X VIII Bexa.

V 360pHuIMMa je nukiyc Benukux mpasHuka Ouo pacriopeheH nmpema TOKy JIMTYPrijcke
roJIMHe, aJli HAa UKOHOCTacy y Mexanu je pacriopel)eH XpOHOJIOMIKH, TpeMa CIIeAy KOjiUM CY
ce oBH jeBanheocku norahaju 30uBanm y ucropuju. L{ukiryc 3anounise Ha J1€BOj CTpaHH KOMTIO-
3WIMjamMa Koje Cy MpuKa3aHe 1o JBe y mapy: ,,Poheme Xpucra®, ,,Kpmreme*, ,,BasHeceme’,
»Cumazak CB. gyxa‘, ,,Cpeteme™ u ,,Yazak Xpucra y Jepycaium®, a 3aBpIiiaBa ce Ha JJECHO]
CTpaHu npuKasuma ,,biarosectu®, ,,Backpcema Xpucra®, ,,[Ipeodpakema’, ,,Ycernewa boro-
ponurie®, ,,BaBenema u ,,Pohema boropomure™.

[Mpa3aunm n3 XpucToBOr )KMBOTA MIPUKa3aHU Cy ca JIeBe CTpaHe HKoHOcTaca. buma je
yHYTap OBe jeBaHl)eocke XpOHOJIOTHje IaTO UCTaKHYTO MecTo. OHU cy pacrniopeleHn oko 1ieH-
TpaJIHE UKOHE ,,[ajHa Beuepa™, JIOK Cy MapHjaHCKH MPa3HUIU TIOCTaBJbEHH Ca JIECHE CTpaHe
nkoHoctaca. Ha cBuM nkoHama u3 nukiyca Benukux npasznuka y Mexaiau HaTIIUCU CY UC-
MHACAaHU TaMHOIIPBEHOM 00jOM M CMEIITEHHU Cy Y TOPH-EM ey UKOHA T C€ HaJla3| JIyYHU
3aBpirerak. Ha BehnHu oBUX MKOHA Cy TOHOBJbEHA YOOMYajeHa KOMITO3UIIMOHA pelieba. H3y-
3eB Beh MOMeHyTHX MPECTOHUX UKOHA, CBE OCTAJIC MKOHE CY CJIMKAHE MO/ BUAHUM YTHIIAjeM
nkoHomnuca Apcenunja Teomoposuha, 4ecTo 3amocieHor Ha UKOHOCTacuMa 0aHaTCKHUX IpKa-
Ba. To ce y Mexamnu HajOpKe yodaBa y clieHaMa Benukux mpa3Huka y IpyroMm Iojacy HKoHa
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u3 )xuBoTa Xpucta u boroponuiie, 1 Ha IMKOBHMA arocTojia U POPOKa y HajBUIIIMM 30HAMA.
(TumoTnieBuh 1996; LEAMum 1981: 194).

VY peny u3Haj clieHa U3 NUKIyca Benukux mpa3HuKa CMEUITEH je YNTaB pell HKOHA OJT
JIBAHAECT AIloCTOoJIa KOjU Cy IIPUKA3aHM y TPYIIN OJf 110 LIECT ca JIEBE U JECHE CTPaHe, a 0/1Baja
UX LEHTpaJHa UKOHA ca MPUKa30M ,,[ajHe Beuepe™. [IpeacTaBibeHN ariocTonu NPUKA3aHU CY
110 3amambadykoM 00M4ajy ca oaropapajyhum arpudytuma, y 1emoj Gurypu.

On 3Havaja je momenyTu aa aroctose Capa [leTpoBuh cnmka y mapagHoMm cTaBy, y Kiia-
CHUYHOj aHTHYKO]j o/1eh¥ ca MHUPHO U3BEICHUM JIPAITUPABEM, JIOK je PUTYpe KOje YIECTBY]Y Y
crieHaMa 13 XpUCTOBOT U boropoanuuHoOr )kMBOTA MPEACTaBHO y OapOKU3UPAHOM, TUHAMUY-
HOM TIOKPETY KOjH je Haj0O0Jbe YOUeH 110 HEMUPHO] UTPH JIpaniepHja. YKIbYUHnBamke arocToa
y TEMaTCKH perneproap UKOHOCTaca OUJIo je M3BOPHO BE3aHO 3a MpEeNCTaBy ,,Jlensuca’

[He3necetux ronuna X VIII Beka oBa ce Temarnka NOCTENEHO MOBJIAYM ca OAPOKHUX
onTapckux nperpana Kapnosauke mutpononuje. LleHTpaaHa 1eu3ucHa UKOHA CE 3aMembyje
MPBO JJUKOM XPHUCTA, a TOTOM HOBUM IpeJcTaBaMa Kao 1ITo cy Ouie HoBo3zaBeTHa CB. Tpojuia
unu CB. Tpojuna kpynunry boropoauiry, anu ce ca CTpaHe U 1aJbe CIUKajy JIMKOBH alloCToJIA.
Huje uckspyunBo aa je cyrectuja Hapyuuiala Ouia rnpecyHa y ogabupy Teme rpukasaHe Ha
LEHTPATHO] UKOHH, TJIE j& YMEeCTO yoOr4ajeHOT MpeNcTaBibama ,,Kpynucama boropoauie’ mim
,»CBete Tpojure” mirycTpoBaHa ,,IajHa Beuepa™, Koja ce MHaue CIIMKa W3HAI APCKUX JIBEPH,
a HE Ha HAJUCTAaKHYTH]EM TI0Jby MKOHOCTaca. ,,[ajHa Beuepa™, Kao ICHTpaJIHa HKOHA, MTPEJI-
cTaBJbeHa je Ha nkoHocTacy u3 X VIII Beka y manactupy Ilakpu, u mpunucyje ce Bacunujy
Ocrojuhy. [IpuxBarajyhu ce ciukama oBe MOHYMeHTalIHe komnosunuje, Casa [letpoBuh je
y Mexanu kao y30p omabpao 3uIHy CIUKY ,,[ajHa Beuepa™ u3 1pkBe y KUKUHIU KOjy je paaro
Teonop Unuh Yemssap. OBy ciuky je Casa [lerpoBuh nocta cno6oaHo Konupao, 1 Hako ce
CBOJCKH TPYAHO J1a U30€THE CIUYHOCT Cca CIIMKOM KOja MY j€ CIIy’KuJia 3a y30p, HUje yCcIleo aa
n3Hahe camocTanHo pememe. Komnosunuja ,,TajHa Beyepa™ nma aBojako 3Haueme. OHa je 10-
Opo mo3HaTa MpaciuKa yCTaHOBJbaBamha €BXapuCTH]e, aJli U IMOYETHA ClieHa XPHUCTOBOTI CTpa-
nama. J[Boctpyka XpucToBa yiora y oBoj mpeJCcTaBy 3aCHUBAJIA C€ Ha Iyroj U 100po ycTa-
HOBJbEHO] TPAIUIUjH, & JINTYPrUjCKO TyMadehe KOMIIO3UIIN]E je OJIpeIUIO BhEeHY 110jaBy Ha
OJITAPCKUM CIIMKaMa 3araIHOEBPOIICKE YMETHOCTH, MHOT'O IIp€ HEro LITO C€ OHa I10jaBJbyje
Ha cprickuM nkoHoctacuma X VIII Beka. JInkoBHE opMyrnaiiyje oBe mpencTaBe ce y CprcKoM
CIIMKapCTBY Oapoka Mpey3uMajy ca rpauuKkux Mmpeaiokaka HiycTpoBaHux bubmuja.

Xpucroc je OOMYHO TIOCTAaBJbEH HA YEJIO CTOJa OKO KOjer Cy pa3MelITeHU anoCToNH.
HpHKa3aH jey TpeHyTKy Kaja Onarocusba xe0 1 BuHO. OBakaB TUI ,,[ajHe Bedepe™ yCTaHo-
BJbEH j€ y 3allaIH0j] YMETHOCTH jOII Off Kpaja cpeamser Beka. [I[peMa OCHOBHUM I/II[GJaMa npea-
cTaBe, XpHUcToBa (purypa je umasa ABOjHO CUMOOIUYHO 3Hauewe. OH ce MojaBibyje Kao *KpTBa
M Kao MPBOCBEIITEHUK KOjU Oyarocuiba mpeaiiokere aapose. [lopen ,,Tajae Beuepe™, kojom
j€ UCTULIAHO jeBaHl)€OCKO YyCTaHOBJbEHE €BXapUCTH]E, U APYyTre HOBO3aBETHE MPEACTABE TY-
MaydeHe cy Kao meHa ciauka u Harosemtaj (LLeamus 1981: 193—-194; TumotrieBus 1996: 115,
384—-411; TumoTtuIEBUR 1989: 45).

MexaJcku HKOHOCTAC ce 3aBplllaBa yoOHUuajeHUM ,,BeIMKUM* KPDCTOM Ha KOME j€ HacCJlU-
KaHo ,,Pacnehe Xpucra“ u purype boroponurne u Joana borociioBa cMemteHuX oaMax 10
KpCTa, a Ty Ce Haja3u M JBaHAeCT MeJaJbOHA ca MOIpPCjUMa CTapo3aBeTHUX mpopoka. Ha
BEITMKOM KPCTY je HACTMKaH pacreTu XPpUCToc, KaKo je TO Hallaraja Tpajauiija yTBphuBana
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TOKOM JIBa MPETXOHA BeKa. Ha OCHOBY cauyBaHUX MpHMepa Ce cMaTpa Ja Ce BETUKH KPCT
ca pacneTuM XpUCTOM IMpUXBaTa Ha oaTapckuMm nperpagama y Toky XVI u XVII Beka. On
je mpHKa3aH NOoJIyHar — OrpHYT MEPU30MOM OKO Oenapa. Pyke u Hore cy My npuKyliaHe Ha
KpPCT ca YeTHPH eKcepa, JOCIEIHO CXBaTambHMa Koja je 3acTylaljia MpaBOCIaBHA LPKBA.
OxpymeH je TPHOBUM BEHIIEM, a M3HAJ HeroBe riiase je Harmuc ,,INCI“. 3 XpuctoBux pana
Ha pyKama 1 IpcTUMa 1y pu KpB. Cukap He HHCUCTHPA Ha CIMKAmy NMaTHhe. XPHCTOBE 0YH CY
CKJIOTIJBEHE a JINIle cMUpeHo0. KpB Koja ypH U3 BEeroBUX paHa yKa3yje Ha HCKYTHTe ha KOj!
Ce KPTBOBAO 3a CIIaC YOBEUAHCTBA, IIITO j€ MPEACTaBH y OKBUPUMA HJCJHUX Iporpama 0a-
POKHOT MKOHOCTAca JJaBajio €BXapHCTOJIONIKO 3HAUCHE. Y OBOM IOCIIEIHEM HU3Y, HA CAMOM
BpXYy MKOHOCTAca CMEIITEHO je IBAHAECT Me/laJbOHA ca TMOMPCjuMa CTap03aBETHUX IPOPOKaA.
OBU MeIa/bOHU Ca JIMKOBHMA CTAapO3aBETHUX MPaBEIHUKA MPEICTaBIbajy 3allpaBO BECHUKE
MHKapHallKje KOjU Cy MOBE3aHU U3pe30apeHoM U no3inaheHoM J1o3uLoM U auitheM. @opmannu
y30pH 3a OBaKBO peIlIeHEe MOIJIN Cy OUTHU Mpey3eTH ca IpeAcTaBa Jecejese J1o3e, MoMyIapHe
teme 1 'y cprckoj ymetHoctu X VIII Beka.

Ha 6apoxaum nkoHoctacuma KaprnoBauke Mutpormomnuje ogabup u pacrnopen craposa-
BETHHUX NpaBeIHUKA KOjU OKPYXKY]y boropoauny Huje 6uo crporo aeduHucan u pasimukyje
ce of IpUMepa 10 IpUMepa, Kao U 'y Ipyrum cpeauHama. Ope, y Mexanu, mpoporu cy cMe-
IITEHH Ha CAMOM BPXY MKOHOCTaca, a pHKas Boropozurie, oxHocHO yobuuajene teme ,,IIpo-
polLu Cy Te HarOBECTHJIN™, OBJIe ce He mojaBibyje. Lleo 3aBPUIHH IIPOTPaM HKOHOCTACA KOH-
LEHTPUCAH OKO PACHEeTOr XpI/ICTa Ha BEJIMKOM KPCTY MUMao je jacHy J'II/ITprI/IJCKy (byHKuHJy
1 yKa3uBao je Ha )XPTBEHM Kapaktep Oorociyskema. OHO 1ITO Bajba uctahu jecte na je
nporpam 0apoKHHX HKOHOCTaca OMo Be3aH 32 XPHCTOBO UCKYITHTEIHCKO KPTBOBALE U YIIOTY
Boroponune y Tom unny. Harnameno uctuname MapujaHCKe TEMATHKE Y IPOrpaMy UKOHO-
craca 6mio je oapa3 nopacra boropoauuunor kynrta y 6apoky. HoBoct je 6uno uctuname
MOpPaIM3aTOPCKHUX TeMa KOje Cy HalllJIe MECTO y HaOCy Xpama, ajli y MPUCTYITHUM 30HaMa
cokJyia mkoHoctaca (IIeamun 1981: 193; TumotnieBus 1996: 4372, 81-82, 117, 330-331).

Tpeba jom pehu na je Be3a n3mel)y nkoHocTaca u Haoca y eHTepujepy OapoOKHHX Xpamo-
Ba OuJia BUIIECTPYKa jep MporpaM HKOHOCTaca HHje OMOo 3aTBOPEH CHUCTEM, OH C€ pedIIeKTO-
Ba0 M Ha YHYTPAIIKhOCT HA0Ca, HAa 3UTHO CIIMKAPCTBO U CIIMKaHU MOOUIIHjap, TOCEOHO OHAj
KOjU je OMO yKJbYUYeH y y3AMTHYTH IPeNoATapcKu MpocTop. bapokHu mpenonrapcku mpo-
CTOp je MpeICcTaBshao METMHY KOja je JIUTYPrujCKH TToBe3uBajia onTap ca HaocoMm. OH je 6mo
CIICHa Ha KOjOj C€ O[BHja0 JICO JIUTYPrUjCKOT pUTyasa KOju je OM0 HaMeHeH O9MMa BEpHHUKA
Y KOj! je cMMOOJIMYHO MPUKa3nuBao jorahaje n3 XprcToBor 3eMaJbCKOT KUBOTA.

3a UCTOPH]jy CPIICKE TyXOBHOCTU M KynType, Xpam Ceeror Hukone y Mexanu, nopen
Hpxse Ceeror ['eopruja y ®abpunu u temumBapcke Cabopue upkse y I'pany, npeacraniba
JeaH o]l ICTAKHYTHX CIIOMEHHUKa CPIICKOTr Haponaa y PymyHuju. OHM cy A0Ka3 0 MOCTOjamby
Y MOTYRHOCTH UBJbEHa U TIOIITOBAhA CBUX PA3TMYUTOCTH HA JEJTHOM MECTY.
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Jazmina Klanica
CHURCH OF ST. NICOLAS IN TIMISOARA
Summary

The whole region of Banat has a long history. The city of Timisoara had been dominating the terri-
tory of Banat as a trade, craftsmanship and cultural center of Serbs.

In Timisoara Serbs built three churches. The first is the Cathedral of the Eparchy of Timisoara,
dedicated to the Ascension of the Lord, built in 1746—-1748. Other churches were built in the suburbs: the
church of St. George was built in the suburb of Fabric in 1745-1755 and the church of St. Nicolas in Me-
hala was built in 1792—1796. The church of St. Nicolas is the topic of this paper.

The paper first focuses on the church community and the architecture of the church. It is clear that the
churches of Timisoara, including the church of St. Nicolas, belong to a larger group of churches that had
been built in the 18th century in the spacious region of the former Metropolitan of Karlovci. At the time and
in this region churches were built in every settlement, city or village in which the Serb population lived.

The tendency of the baroque mentality for luminosity and luxury is quite obvious in the interior of
the church, where the main element are so-called ,,krasna vrata® that separate the naos from the narthex
and which are preserved in the original form. The emphasis is on the luxuriantly carved iconostasis, the
work of Mihajlo Jani¢ from Arad, which was painted by Sava Petrovic.

A vast number of precious objects vanished from the treasury of the church because many of them
were lost, but the most important objects which are preserved are mentioned in this paper.

In the epilogue one can clearly see that the church was the center of the spiritual life of Serbian peo-
ple in present-day part of Romanian Banat and that the church was carefully built, brightened and kept up,
because the conservation of the church means the preservation of the Serbian people in that region.

Key words: Timisoara, church, iconostasis, architecture, painted, interior.
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Habsburg orientalism: the image of Bosnia
and Herzegovina in the “Kronprinzenwerk”

ABSTRACT: The book on Bosnia and Herzegovina was published as a part of the
multi-volume book series Die dsterreichisch-ungarische Monarchie in Wort und Bild —
“Kronprinzenwerk”, initiated by Crown Prince Rudolf. This book represents a state invention
of Orient in the youngest Habsburg province and the only colony on the European continent.
The image of Bosnia and Herzegovina was created through visual and textual contributions.
Many authors presented geographic, ethnic, religious, cultural and economic characteris-
tics, using the terminology and colonial-orientalist discourse to give the impression of the
undeveloped society of Bosnia and Herzegovina. Visual images played a significant role in
the construction of oriental Bosnia and Herzegovina. They were not used primarily as
documents, but rather gave a character to the whole book. An example for the extent to
which the visual representation of Bosnia and Herzegovina was constructed was the case
of Paja Jovanovié. Jovanovi¢’s illustrations of Bosnia and Herzegovina demonstrate how an
orientalist vision of this territory is constructed. Jovanovi¢ did not bring in authentic and
documentary scenes from folk life. He constructed fictional scenes whose purpose was to
support the Austro-Hungarian vision and politics in Bosnia and Herzegovina.

KEY WORDS: Kronprinzenwerk, Austro-Hungary, Bosnia and Herzegovina, Orien-
talism, Paja Jovanovic.

Due to the turbulent political changes that marked the 19" century Balkans, this area and
its population attracted a public interest in Europe (Toporova 2009). The Ottoman rule, which
had lasted for several centuries, was gradually ending, national boundaries were changing
and new national states were born (Mazower 2000: 86—118). Various attitudes towards the
Ottoman Empire, Islam and Balkan’s religious and national communities created multiple
perception of the Balkans (Misnkova 2008: 237-256). The Balkans were observed from dif-
ferent positions: there was a feeling of solidarity within the Christian population under the
Ottoman rule (Zari¢ 2009: 64—83), while at the same time an exotic and Orientalist vision of
the Balkans was also fostered by the European public and travel writers. The image of the
Balkans was constructed through travelogues, news reports, pseudo-scientific literature, and
also through visual culture (BaLeva 2012: 23—-102) These visual representations created a
powerful image of ’the other’, and an imaginary Balkans was realized in the 19™ century
through cartoons, book illustrations and paintings.
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In the history of the Orientalist vision of the Balkans, the Austro-Hungarian occupation
of the Bosnia and Herzegovina (1878—1914) takes an important place (Oxey 2007). This his-
torical event was neglected in the famous interpretation of the European perception of the
Balkans given by Maria Todorova (Toporova 2009), although it was then that Bosnia and
Herzegovina became the first Austro-Hungarian colony. At this time, an Orientalist vision of
Bosnia was presented more consciously to the public in Austria-Hungary, as well as the rest
of Europe (REyNoLDs 2003: 243-255; StacHEL 2003: 259-275). The creation of the image of
Bosnia and the Balkans, and also the interpretation of its culture was under the dominant
impact of Austria-Hungary. Such official cultural politics was suitable for the imperial and
colonial discourse of power (SAiD 1994). Austria-Hungary was justifying the state cultural
policy in Bosnia and Herzegovina, describing it as a ’civilizing mission’ in the Balkans. An
example showing how the Orientalist perception of the Balkans was created is the illustrated
book on Bosnia and Herzegovina (Bosnien und Hercegovina 1901), which is a part of the
multi-volume book series Die osterreichisch-ungarische Monarchie in Wort und Bild — “Kro-
nprinzenwerk”, initiated by Crown Prince Rudolf.

This edition was dedicated to the
image of Austria-Hungary in words and
pictures was initiated by the heir to the

B =T T
'_..".l“'i'-:.'::':"r“' “*  Habsburg throne, Crown Prince Rudolf of
——— Austria (1858—1889) (PETscHAR 2011: 152—
" 164). The first volume came out in 1886

and the edition was finished only after his
death, under the protectorate of his wife
Stephanie in 1902. There were 24 volumes
in German, which were dedicated to all
PO Waadbad 407 9T R RN Y parts of the Austro-Hungarian Monarchy.
The edition was also published in Hungar-
ian, in 21 volumes. The first four books
were on ’Wien und Niederosterreich’ (Band
1-1886; 2-1887; 3-1887; 4-1888), two were
dedicated to "Bohmen’ (Band 14-1894; 15-
-1896), and a book was dedicated to
’Oberosterreich und Salzburg’ (Band 6-
-1889), Steiermark’ (Band 7-1890), *Kaért-
nen und Krain” (Band 8-1891), ’Das Kiisten-
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Die dsterreichisch-ungarische Monarchie in Wort
und Bild, Bosnien und Hercegovina, Wien 1901.

land (Gorz, Gradiska, Triest und Istrien)’
(Band 12-1893), ’Dalmatien’ (Band 11-
-1892), *Tirol und Vorarlberg’ (Band 13-
-1893), "Méhren und Schlesien’ (Band 17-
-1897), *Galicien’ (Band 19-1898), "Bukow-
ina’ (Band 20-1899), ’Bosnien und Herce-
govina’ (Band 22-1901) and ’Croatien und
Slavonien’ (Band 24-1902).



* HABSBURG ORIENTALISM: THE IMAGE OF BOSNIA AND HERZEGOVINA...

The aim and the mission of the whole project was presented by Prince Rudolf in the edi-
tion’s introductory text, dedicated to Emperor Franz Joseph (RupoLr 1887: 5—17). Although
similar editions had already been published (KLeg 2012: 130), he emphasized that that Aus-
tria-Hungary did not have one book which comprised the ’ethnography’ of the Monarchy. His
wish was not only to contribute to scientific knowledge and present different cultures of the
Monarchy, but also to awaken ’the love for the home country’ (Vaterlandsliebe). He clearly
states the ideological program of his work is a patriotic one and that this edition is meant to
be the real “Volksbuch” (RupoLr 1887: 16).!

Political and ideological character of the “Kronprinzenwerk™ was not emphasized only
by the compiled insight into the diversity of the Monarchy’s cultures, but also by the structure
and the content of books and texts. The distribution of territories across the edition shows that
most attention was given to Austrian and Hungarian territories, which were the basis of the
Austro-Hungarian state. This created a clear line of division between the center and the pe-
riphery of the Monarchy. The whole edition clearly highlighted the cultural superiority of the
‘civilized’ areas, in comparison to Eastern areas and especially Bosnia and Herzegovina,
which was the youngest Habsburg province. The writing strategy, interpretations of cultures
and population, as well as highlighting and hiding of facts, created the desirable image of
Austro-Hungarian Monarchy. Already in the introductory part, written by Prince Rudolf,
numerous provinces and nations are mentioned, but not Bosnia and Herzegovina (RupoLFr
1887: 5-17).

The multi-volume set Die dsterreichisch-ungarische Monarchie in Wort und Bild was
richly illustrated, as pointed out in the introduction, by ’Austro-Hungarian artists’, so the
cultural and ideological interpretation of an area was emphasized by visual input. In order to
produce illustrations for the book, numerous artists travelled across the Monarchy and sub-
mitted their paintings and drawings to the editors. The drawings were then additionally
graphically shaped and reproduced (PerscHARr 2011: 158). The relation between the words and
the pictures was of great importance for the character of the edition (Fritscu 2010).

INVENTING THE ORIENT

The territory of Bosnia and Herzegovina was the subject of numerous travelogues dur-
ing the 19" century. Impressions and attitudes of different authors informed European audi-
ence on the particularities of this region. The bias towards the Christian population and cri-
tique of Ottoman heritage was given by Aleksandar Giljferding (GILIFERDING 1972), the Rus-
sian consul, and the English journalist and archeologist Arthur Evans (Evans 1877). In con-
trast to these two, Austro-Hungarian view of Bosnia was different. While Giljferding and
Evans brought their personal impressions of this territory, with a clear anti-Ottoman attitude,
the book on Bosnia and Herzegovina in the “Kronprinzenwerk™ represents a state invention
of Orient in the youngest Habsburg province and the only colony on the European continent.

The image of Bosnia and Herzegovina was created through visual and textual contribu-
tions. The text expressed knowledge and thoughts on the particularities of this territory. Many

" “Das ist das Programm unseres Werkes; Osterreich-Ungarn in Wort und Bild mége in wissenschaftlicher und
kiinstlericher Bezichung imd zugleich als wahres Volksbuch ernste patriotische Bedeutung gewinnen.”
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authors presented geographic, ethnic, religious, cultural and economic characteristics, using
the terminology and colonial-orientalist discourse to give the impression of the society and
culture of Bosnia and Herzegovina. This was especially true when it comes to the interpreta-
tion of artistic heritage, which in Die dsterreichisch-ungarische Monarchie in Wort und Bild
had political connotations (RampLEy 2009: 160—-175; RampLEY 2009a: 449). When depicting
Bosnia and Herzegovina and its archeological heritage, architecture and folk industry, sev-
eral authors created the impression that this territory belonged to Oriental civilization.

In the section on archeological heritage, a significant part talks about medieval monu-
ments. The Middle Ages was a very important period for the creation of national identities in
the Balkans, and the foundations of the Serbian national canon also had its origins in the
heritage of this period (MAkuULIEVIC 2012: 508-515). Austro-Hungarian exploration of the
medieval history of Bosnia and Herzegovina was marked by distancing Serbian and Croatian
heritage and ’the discovery of the authentic Bosnian culture — Bogomils. The insistence on
Bogomils was supposed to help overcome the existing national and confessional differences
in Bosnia and Herzegovina and help create a joint national identity under Austria-Hungary.
The text about medieval archeological heritage was written by Ciro Truhelka and it depicted
"Bogomil cemeteries’ and monumental steéci, which were the most important monuments of
medieval culture (TRUHELKA 1901: 174—176). Another text on Bogomili was the historical over-
view written by Ludwig von Thalloczy, which along with the previous one created a complete
image of the features of Bosnia and Herzegovina of the Middle Ages (THALLoczyY 1901: 191-192).

One of the texts which clearly highlighted the oriental character of Bosnia and Herzego-
vina and the enlightening mission of Austria-Hungary was the text about architecture, written
by Johannes Kellner (KELLNER 1901: 413—434). Kellner gives a historical overview of architec-
ture in Bosnia from the Middle Ages until 1900. As interesting medieval architectural units,
he describes Zavala Monastery and the Old Orthodox Church in Sarajevo, pointing out that
Oriental art in Bosnia had already been present in the period of Byzantine rule (KELLNER 1901:
413) Such attitudes were congruent with the belief in the oriental character of Byzantine art,
dominant in the European literature of this period (NELsoN 1996: 6-S).

The largest portion of Kellner’s text was dedicated to Ottoman Bosnia and Herzegovina,
being one of the earliest papers on the Ottoman architecture in the Balkans (HartHmuTH 2010:
176.) According to Kellner, Gazi Husrev-Beg Mosque in Sarajevo was the most beautiful one
in the country and it took a special place in his overview of Ottoman architecture (KELLNER
1901: 415—416; HarTHMUTH 2010: 178). He describes the mosque and the surrounding build-
ings. He then enlists and describes Ferhadija Mosque in Sarajevo, Ferhadija Mosque in Banja
Luka, Kursumli Mosque in Maglaj, Aladza Mosque in Foca, the mosque in Ustikolina and
Defterdar Mosque in Banja Luka. Kellner also gives an overview of other monuments of
Ottoman architecture: schools, bazaars and bridges, such as the bridge on the Drina next to
Visegrad (KELLNER 1901: 424). His overview of Ottoman architecture is very detailed and
contains a lot of information on patronage, as well as the time of the construction. Kellner
also points to the flaws of Ottoman culture regarding plumbing and roads.

After the section dedicated to mosques, Kellner moves on to contemporary architecture
and describes the buildings constructed during the Austro-Hungarian occupation. He writes
about the improvement and construction of new roads and railway. Kellner stresses that Western
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Rudolf von Ottenfeld, Monastery Zavala (Die dsterreichisch-ungarische Monarchie in Wort und Bild,
Bosnien und Hercegovina, Wien 1901, 415)

culture came to Bosnia and Herzegovina when Austro-Hungarian troops 'marched in’, and
that its arrival is visible in the architecture of public buildings. As examples of the new cul-
ture, he offers the new Catholic church in Sarajevo, built in the 'medieval style’ and public
institution buildings built in the Renaissance style. Kellner stresses that the government ded-
icated special attention to the revival of the Arabic style — the style in which the Town Hall and
the Sharia Law School were built. Architect Alexander Wittel designed the decoration of the
Town Hall using the details from the Sultan Hassan Mosque in Cairo. Kellner also notices the
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Rudolf Bernt, Interior of Old Orthodox Church in Sarajevo (Aus dem Innern der alten orientalisch-orthodoxen
Kirche in Sarajevo, Die dsterreichisch-ungarische Monarchie in Wort und Bild, Bosnien und Hercegovina,
Wien 1901, 417)

appearance of buildings ’im ldndlichlen Stil’, such as Butimir Station at [lidza (KELLNER 1901:
429-434).

Kellner’s overview of architecture in Bosnia and Herzegovina does not display the whole
architectural heritage (HarTHMUTH 2010: 177), but represents a construction, serving the pur-
pose of the Austro-Hungarian ’civilizing mission’. Kellner leaves out all monumental works
of architecture made during the period of Ottoman Empire reform in the 19" century. The
architecture of the post-Tanzimat Bosnia and Herzegovina was not included in Kellner’s over-
view, although it was dominant in urban areas. Kellner neglects the most monumental works
of architecture, created in the second half of the 19" century, such as the Orthodox Cathedral
in Sarajevo and the Orthodox Cathedral in Mostar, built by Andrija Damjanov (KADUEVIC
1997: 14-23; Kapugvic 2001: 453-463; Kapuevic 2010: 377-394; MakuLievi¢e 2010: 137-149).
He also fails to include the reconstruction of Catholic churches and monasteries which took
place in the period of post-Tanzimat rule (MakuLIEvIC 2011: 213-226).
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The key characteristics of Kellner’s
text are based on defining Bosnia and Her-
zegovina as an oriental territory. The me-
dieval and Ottoman works of architecture
were presented as oriental, and the con-
struction of ’Arabic style’ objects was
considered appropriate for this territory.
Leaving out post-Tanziman architecture
contributed to the impression of a disor-
ganized and backward environment, which
started to flourish under Austro-Hungarian
government.

The folk art in Bosnia and Hercego-
vina, “house industry and crafts” was also
presented in the “Kronprinzenwerk.” The
value of folk art was highly discussed in the
Viennese and Austro-Hungarian art history.
According to the Rudolf von Eitelberger
and Alois Riegl folk art was interpreted
as a primitive and underdeveloped artistic
form (RampLEY 2009a: 453—456). Riegl
opinion was that the folk art “is associated
primarily with the Slavs, because the Slavs,
particularly those from the Balkans, are a
people without history” (RampLEY 2009a:
453-456).

Rudolf Bernt, Gazi Husrev-bey Mosque (Die dsterrei- Text on folk art in the “Kronprinzen-
chisch-ungarische Monarchie in Wort und Bild, werk” was written by Teodor Zuruni¢, who
Bosnien und Hercegovina, Wien 1901, 419) points out that the house industry was in a

bad shape before the occupation and that
one could rarely find souvenirs sold in the market. According to him, the history of oriental
art in Bosnia and Herzegovina started during the Byzantine period, while trading with Ven-
ice and Dubrovnik contributed to the formation of special features of artistic production and
production of household goods, which are recognized as Bosnian-Oriental (bosnisch-orien-
talisch) (Zuruni¢ 1901: 507-516).

Zuruni¢ writes about the ’revival’ of industry and emphasizes the role that Austro-Hun-
garian administrator in Bosnia and Hercegovina Benjamin von Kallay played as its initiator.
He writes that the state organized the work on the industry with the help of Otto von Ezent-
ghorghi and “Hofrath” Joseph von Storck (Director der “Kunstgewerbeschule des osterrei-
chischischen Museums in Wien”). The key products of new industry were associated with the
“oriental crafts” (Zurunic 1901: 509-516).

Zuruni¢’s short overview demonstrates that the government of Austria-Hungary recog-
nized Bosnia and Herzegovina as an entirely oriental country. Support for the development of
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oriental folk art, “an underdeveloped artistic form”, contributed to the orientalization of Bos-
nia and Hercegovina, and enabled the production of popular “colonial products” for the Aus-
tro-Hungarian market.

PAJA JOVANOVIC AND THE IMAGE OF ORIENTALIZED BOSNIA

Visual images played a significant role in the construction of oriental Bosnia and Herzego-
vina. They were not used primarily as documents, but rather gave a character to the whole book.

A significant number of painters were hired to work on the volume on Bosnia and Herze-
govina. Some of them were: Ivana Kobilca, Bela Csikos, Zygmunt Ajdukiewicz, Rudolf von
Ottenfeld, Ewald Arndt-Ceplin, Geza Paur, Rudolf Bernt, Julius von Hary, Hugo Charlemont,
Julius Tury, Ladislaus Pataky, Johann Tisov and Paja Jovanovi¢ (BosNIEN UND HERCEGOVINA
1901: TV-IX). The selection of painters to illustrated Bosnia and Herzegovina was most likely
based on their previous experience concerning this territory. Some of these artists were mem-
bers of the painters’ club in Sarajevo and they were active contributors of the illustrated magazine
"Nada’, whose role was to present the Austro-Hungarian vision of Bosnia and Herzegovina.

An example for the extent to which the visual representation of Bosnia and Herzegovina
was constructed was the case of Paja Jovanovi¢, whose name in the book was printed in its
Germanized form — Paul Joanowits. The dynamics and the conditions of his work on the
“Kronprinzenwerk™ are not fully known and have still not been explained in literature.

Paja Jovanovi¢ was a Austro-Hungarian painter of Serbian origin, born in VrSac. He
studied at the Academy in Vienna and was taught by one of the most famous Austrian orien-
talist painters, Carl Leopold Muller. During the 1890’s he was a famous orientalist painter,
working in Vienna and Munich and selling his works in the European, American and Austral-
ian market (Kusovac 2010; Timotugvic 2009; PETroOVIC 2012). Jovanovi¢ also produced some
important national, historical and dynastic compositions for the Serbian church and state
(MakuLJevic 2006: 85—88). A characteristic of Jovanovi¢’s art was the Orientalist vision of the
Balkans (MakuLIEVIC 2006a: 146—149; SRETENoVIC 2010: 183-201), which surely recommended
him to the editors of the book. He also claimed to be an Austro-Hungarian painter, which was
additionally supported by the “Reichel Kiinstler Preiss” which he received for the picture
from Germanic history ’Furor Teutonikus’ in 1899. (Kusovac 2010: 61). In the “Kronprinzen-
werk”, Paja Jovanovi¢ contributed to the books “Das Kiistenland” in 1891 and “Dalmatien”
in: 1892 (KustenLanp 1891: VII; Darmarien 1892: V), which shows that he worked on different
books for the edition for at least a decade. Paja Jovanovi¢ mostly portrayed folk life. In the
book on Dalmatia, which was marked by an orientalist approach (KLgg 2012: 129-137), he is
the author of the most prominent illustration “Ménnertracht aud den Boche, aud den Gegend
von Sinj und weibliche Sommertracht aud dem Canalithal bei Ragusa”, which was repro-
duced in color (D4LmAatiEN 1892).

So far the research of Paja Jovanovi¢’s ouevre has not produced an insight into his activ-
ity related to the “Kronprinzenwerk” and the book on Bosnia and Herzegovina. It is not even
registered his entire work, but some illustrations from book on Dalmatia are just included in
his catalog, without understanding the context of their creation (PETrOVIC 2012: 58, 228-232).
The sketches and paintings which Jovanovi¢ submitted to the editors are kept in the National
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Paja Jovanovi¢, Blood Feud (Blutfieden) (Die dsterreichisch-ungarische Monarchie in Wort und Bild,
Bosnien und Hercegovina, Wien 1901, 301)

Library in Vienna (Osterreichische Nationalbibliothek Wien). They are mostly black and
white, obviously prepared for reproduction. This points to the large number of artworks which
Paja Jovanovi¢ produced working on books’ illustration.

Illustrations in the volume dedicated to Bosnia and Herzegovina gave the impression of
an oriental territory and an uncivilized land. Special attention is given to ’ethnography’, de-
picting the appearance, customs and the condition of the population. The paintings-illustra-
tions of Paja Jovanovi¢ represented the life of people. Although in the introduction it said that
the aim of the edition was to ’objectively’ describe all national, religious and ethnic groups of
population, this was not actually done. It seems that there was a tendency to additionally ori-
entalize Bosnia and Paja Jovanovi¢ was a suitable person to accomplish this.

One of the explicit examples of manipulation and depiction of brutal barbarian customs
in Bosnia and Herzegovina is the illustration of blood feud. Such painting, titled *Blufrieden’,
was created by Paja Jovanovi¢ (BosNiEN UND HERZEGOVINA 1901: 301). Although blood feud is
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described as a custom typical of Bosnia and
Herzegovina (TRuHELKA 1901a: 304), Paja
Jovanovi¢ did not present it as an authentic
depiction of an event from daily life. This
was a variation of one of his earlier oriental-
ist paintings,? which shows the end of blood
feud by Albanians (PETrROVIC 2012: 26) Jova-
novi¢ used the same mountainous setting
and almost identical composition as in earlier
versions of this theme. The scene of peace-
making takes place around the half-demol-
ished tower, where mothers on their knees
hold their children as a sign of ’pacifying’
blood. Jovanovi¢ uses the same figures and
characters as before and changes only the
decorum. In contrast to his earlier paintings
showing Albanians, in this painting some
male figures are dressed in the national cos-
tume of Herzegovina. In his autobiography,
Paja Jovanovi¢ says that the painting about
pacifying blood was one of his most signifi-
cant ideas, which he did not manage to realize
in its entirety (Jovanovi¢: 1). He obviously
thought that the representation of an uncivi-
lized custom was a true subject for painting,
Paja Jovanovic¢, Elopement (Brautraub) (Die dsterrei-  which clearly confirms his Orientalist oeuvre.
chisch—yngarische Mona?’chie in Wort und Bild, Paja Jovanovi¢ produced several folk
Bosnien und Hercegovina, Wien 1901, 357) life compositions. one of which int-
positions, one of which was a pa
ing showing elopement. The phenomenon of
elopement and ’stealing’ girls from their home was common in the Balkans, as a protest
against family marriage requirements and arranged marriages. Jovanovi¢’s composition shows
a girl ’being stolen’ (BosNIEN UND HERCEGOVINA 1901: 357). He first produced an oil painting
on cardboard, which was later reproduced in the book.* The elopement composition is very
dynamic, showing a man taking a girl away on a horse, hugging her. This composition is very
reminiscent of the painting Dalmatian Wedding by Jaroslav Cermak, in which a girl is taken
on a horse. There is also a preserved aquarelle which probably represents a coloured sketch
for this painting (PeTrOvVIC 2012: 313).
Another of the images depicts grape harvest in Bosnia and Herzegovina (BosNIEN UND
HEerceGovINa 1901: 461). It was firstly done in oil on cardboard* and it was partly modeled on
the basis of the central part of the painting Vrsac Triptych, with Jovanovi¢’s painting showing

? Original drawing is in: Osterreichische Nationalbibliothek Wien, Pk 1131, 1082.
* The painting is kept in Osterreichische Nationalbibliothek Wien, inventory Pk 1131, 1086.
* The painting is kept in Osterreichische Nationalbibliothek Wien, inventory Pk 1131, 1084
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Paja Jovanovi¢, Wine Grape Harvest in Herzegovina (Weinlese in der Hercegovina) (Die dsterreichisch-
-ungarische Monarchie in Wort und Bild, Bosnien und Hercegovina, Wien 1901, 461)

a harvest (PETrovIC 2012: 88). Vrsac Triptych was displayed at the Millennium Exhibition in
Budapest in 1896. Jovanovi¢ used a similar visual solution when he produced the image of
grape harvest in Herzegovina. For example, he used the same model of the central female
figure carrying harvested grapes on her head. Jovanovi¢ used the same figure in the book on
Bosnia and Herzegovina, but changed her costume and substituted the big grape basket with
a smaller one. He also illustrated how boundaries between plots of land are set up and how
tobacco leaves are sewn in Herzegovina (BosNIEN UND HERCEGOVINA 1901: 297, 447). Both
images were first painted in oil on cardboard.’

The most significant illustration in the book on Bosnia and Herzegovina was reproduced
in colour. This was the painting Bosnien und Herzegowiner by Paja Jovanovi¢ showing peo-
ple of Bosnia and Herzegovina (BosniEN UND HERCEGOVINA 1901: VIII). The player of gusle in
Jovanovié¢’s painting is sitting and playing, while men and a woman around him are standing
dressed in national costumes. The types of national costumes are the ones worn by the Chris-
tians in Bosnia and Herzegovina — Serbs or Croats. This ’ethnographic’ depiction of people
results from the artist’s experience in painting idealized folk themes. The player of gusle was

5 The paintings are kept in Osterreichische Nationalbibliothek Wien, inventory Pk 1131, 1085 i 1087.
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Paja Jovanovi¢, Marking the Property Line (Grenzeregulierung) (Die dsterreichisch-
-ungarische Monarchie in Wort und Bild, Bosnien und Hercegovina, Wien 1901, 297)

Paja Jovanovi¢, Hanging Tobacco Leaves in Herzegovina (Das Anfideln der Tabakbldtter
in der Hercegovina) (Die dsterreichisch-ungarische Monarchie in Wort und Bild,
Bosnien und Hercegovina, Wien 1901, 447)
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a traditional figure very popular in Ser-
bian art and the scene of the gusle player
and singer surrounded by people is often
used to emphasize traditionalism and ver-
nacular culture (TimoTuEevICc 2004: 253—
285; MakuLIEVIC 2010a: 30). In the context
of the edition, this scene was supposed
to ethnographically present the typical
representatives of people, but its strong
underlying ideological message is more
than obvious. Despite the religious and
national diversity of Bosnia and Herze-
govina, Paja Jovanovi¢ selected only one
folk type. The costumes of the men and
the woman indicate that they are Chris-
tians — Serbs or Croats. The player of gusle
with a fez on his head and a long mous-
tache is reminiscent of Serbian writer
Vuk Stefanovi¢ Karadzi¢, who collected
folk poetry. The book editor and Jovano-
vi¢ surely did not wish to emphasize the
Christian character of Bosnia, but to high-
light its folklore. Although urban popula-
tion of different religions did exist in this
territory at the time when this painting
was made, it is obvious that it was decided

Paja Jovanovi€, Bosnian and Herzegovinian (Bosnier und — that the central illustration be dedicated

Hercegovcen) (Die dsterreichisch-ungarische Monarchie .

in Wort und Bild, Bosnien und Hercegovina, Wien 1901) to rural Cl,llture' This was a p.art of an old
strategy in Austro-Hungarian cultural

policy (RampLEY 2011: 116—129), which
distributed the colonial picture of Bosnia and Herzegovina, as a rural and uncivilized envi-
ronment.

Special attention in the book was given to Islam and Islamic culture. Islam is one of the
most dominant religions in Bosnia and Herzegovina and the religion of the former govern-
ment — the Ottoman Empire. Islamic culture was indeed an object of orientalist fantasy of
Western observers. Islam and the Ottoman rule went through different stages in Bosnia and
Herzegovina. After 1850, reforms were introduced in Bosnia, so Austro-Hungarian occupiers
encountered an already changed society and visual culture in this territory (MakuLievi¢ 2011:
213-226). Nevertheless, the whole book contained characteristic orientalist scenes. Jovanovi¢’s
composition showing praying Muslims (BosNiEN UND HERCEGOVINA 1901: 57),° does not show
the prayer in a typical way because people are not on their knees. Jovanovi¢ depicted a moment

6 The painting is kept in Osterreichische Nationalbibliothek Wien, inventory Pk 1131, 1104.
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when believers are praying while stand-
ing at the entrance of the town mosque.
The prayer is guided by an imam, who
stands on the balcony. The scene does not
contain any recognizable features that
would clearly indicate which specific
mosque is depicted. The outside of the
building with the balcony where the
imam stands, and the fact that it is a town
mosque, suggests that it is possible that
the mosque is the Gazi Husrev-Beg
Mosque in Sarajevo. This proves that the
illustration does not have a documentary
function, but serves to depict oriental
Bosnia and Herzegovina.

Paja Jovanovi¢’s illustrations of Bos-
nia and Herzegovina demonstrate how
an orientalist vision of this territory is
constructed. Jovanovi¢ did not bring in
authentic and documentary scenes from
folk life in either his representation of
Bosnia and Herzegovina, nor in his work
in general. He constructed fictional scenes
whose purpose was to support the Austro-
-Hungarian vision and politics in Bosnia
and Herzegovina.

The historical overview of cultural
heritage and representation of folk life in
Bosnia and Herzegovina by Paja Jova-

novi¢ in the “Kronprinzenwerk™ did not aim at objectively describing this territory. Through
highlighting oriental culture and uncivilized’ customs, such as blood feud or elopement, the
book clearly constructed the image of oriental Bosnia, ’civilized” by Austria-Hungary. This
was a contribution to the culture of Habsburg Orientalism, which included not only Bosnia
and Herzegovina, but also Eastern provinces of the Monarchy (Hessky 2012: 119-127). At the
same time, the orientalized image of the Balkan region was constructed and the Balkans was

represented as the European Other.
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Henax MaxyspeBuh

XAB3BYPIIKN OPUJEHTAJIN3AM: CJINKA BOCHE 1 XEPIHEI'OBUHE
VY ,, KPOHITPUHIITEHBEPKY*

Pesume

YV ucTopuju OpUjeHTAIMCTHYKE ITpojeKiuje bankana moceOGHO MecTo 3ay3uMa BpeMe aycTpoyrapcke
oxymanuje bocue ox 1878. no 1914. Taga je aycTpoyTapcKoj, ajl U eBPOIICKO] jABHOCTH MOCEOHO MpecTa-
BJbAHA OpHMjEHTAJIHCTHYKA BU3Hja bocHe. Jenan o mpumepa Koju mpukasyje Kako je KpernpaHa OpHjeHTa-
nucTryka repueniuja bankana je n mirycrposana kiura nocsehena bocuu u Xepuerosunu (1901) y Bue-
TOMOHO] exuiuju ,,Die dsterreichisch-ungarische Monarchie in Wort und Bild®. OBy enunujy je mokpenyo
HacJeAHUK Xa030ypIIKor TpoHa npuHI Pynond, u mo3Hara je nox HazusoM ,,Kpornpunuensepk™ (Kron-
prinzenwerk).

[[nsb 1 MHCHjy IETOKYITHOT TIPOjeKTa U3IJIOKHKO je MpUHIl Pymond y yBOZHOM TEKCTy equIuje, mo-
ceehiene nmapy ®pamu Jocudy. berosa sxesba HUje OMIIa 1a UCKJBYUYHBO TOMPUHECE HAYYHUM Ca3HABUMA
U J1a IPEJICTaBU Pa3InyuTe KyJIType MOHapxHuje, Beh u 1a npoOyau ,,Jby0aB ka otanounu’. OH jacHO u3-
JIa)ke UJICOJIOLIKH ITPOrpaM CBOT pajia, IpeMa KoMe oBa einlirja Tpeda aa Oy/ie mpaBa naTpuoTcKa KmbHUra
3a HapoJ. [IOJTUTHYKH U UACONOMIKY KapaKTep eAUIIHje HUje HCTAKHYT CaMO O0jeIUCHUM YBHJIOM Y
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IUBEP3UTET KyITypa MOHapXHje, Beh U CTPYKTYypOM U cajipKajeM KIUTa U TeKCToBa. UnTaBa equiiyja je
jacHO MCTHIIAJIAa KyITYPHO MpeuMynCcTBO ,,INBUIIN30BAHUX * KpajeBa, y OJHOCY Ha HCTOYHE KPajeBe U Io-
ceOHO Ha bocHy n Xepleropuny, koja je ouina HajMiaha xa030ypiika nmokpajuHa.

Kpeupamwe npeacraBe o bocau 1 XepreroBuHu OHMIIO je peajru30BaHO JIMKOBHUM M TEKCTYaTHUM
npuio3uma. ITyTeM TekcTa cy ce M3HOCHIIa ca3Hamba M MUCIIH O 0COOEHOCTHMA OBE TEPUTOPH]E a IETOKYTI-
HOM YTHCKY Cy JOIPHHOCHIIA TEPMHHOJIOTHja U KOJOHHjATHO-OPHjEHTATUCTHYKH JUCKYPC O IPYIITBY U
kyntypu bocue u Xepuerosune. To ce moceOHO 0HOCHIIO Ha HHTEPIIPETALM]y YMETHHYKOr Hacieha, mro
jey OBOj eIMIINj1 MMAJIO jaCHE TIONUTHYKE KOHOTalrje. Y clydajy mpuka3uBama KyiIType bocae u Xep-
[IErOBHHE KpeHpaHa je CIINKa O OPUjEeHTAIHO) LIMBUIIU3AI[M]CKO] IPUTIAJHOCTH OBE TEPUTOPH]E, TAKO ILITO
j€ HITp. HarJaleHa OCMaHCKa, a U30CTaBJbeHa XpulrhaHcka apXUTEKTypa.

3a norpebe pana Ha ToMy 0 bocHu u XeprieroBuHu anraxxoBa je Behu Opoj aycTpoyrapckux Ciu-
kapa, xao u [1aja Joranosuh. Kapakrepructuka JopaHoBHheBOT CIUKAapCTBA je YIIPaBO OWMIIO OpPHjeHTAIHU-
30Bame bamkaHa, IMITO Ta je CUTYPHO W MPEMOPYUHIIO ypeaHunMa ose kmure. OH je capahuBao u Ha
kmurama nocsehennm apyrum teputopujama. To mokasyje na je JoanoBunh HajMame jeqHy AeLeHU]y Ono
AQHT@KOBAH M Ha ONPEMHU PA3JIMYUTHX KIbUTa U3 OBE €AMIIN]e, IITO HUje OMIIO YOUSHO Y OCAAAIIhO0]j JIU-
teparypu. [1aja JoBanosuh je HajBuIIe OO MocBeheH MpecTaBbakby HAPOIHOT )KUBOTA. Y KHU3U 0 bocHH
1 XepleroBHHH OH je, Ha OCHOBY CBOJUX PaHHMjUX KOMIIO3UIIH]a, HACIMKA0 UMarMHapHe IPeACTaBe Hapo/I-
HOT JKMBOTA, TIOITYT KPBHE 0CBeTe, OepOe rpoxla 1 oTMHIIE Mitajie, YUMe je TOPUHEO U3TPalbH OpHjeH-
TaUCTUIKE TIPEACTaBe 0 HajMial)oj Xxa030ypIIKoj TPOBUHITH]H.
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VYuusepsuret y beorpany, ®unozodcku paxynret — Onesbemne 3a ICTOPHjY YMETHOCTH
Opurunanuu HaydHu pan / Original scientific paper

Hopiupeiu inemkurwe y Memopujasy
ITaBja besbanckor”

CAXETAK: Iopiupeiu iinemxurpe, HenaTupaH U HeaTpuOyHcaH, U3JI0KeH y Memopujary
ITaBna bespaHcKor, THIMYAH je IPUMEDP BU3yaJIN3aNH]j€ )KEHCKOT HICHTUTETa y PEHECAHCH.
NnrantaBameM Ipe3eHTAIIMOHNX KOI0BAa PEHECAHCHOT 100a Yy OBOM paay ce TEKH OATOBOPH-
Ma BE3aHMM 32 MJIejy HJICHTUTETA NPEJICTaBIbEHE, KA0 U OHMMAa O TIOPEKITy CaMoT IOpTpeTa.

KJbYUHE PEYU: noprpet xeHe, peHecanca, Memopujain [lasna besbanckor, »eHCKH
UJICHTUTET, IPE3CHTAIIMOHH KOIOBH MTPE/ICTABIbahA KEHE.

Cnuxa [opiupeiu iinemxurve (yJbe Ha TIaTHY, 56 X 47 1iM) uyBa ce y Memopujary [laBma
besbanckor, y Cniomen-36upiu [1aBna bessanckor y HoBom Cany. [leo je 30upke eBporcke
YMETHOCTH KOjy je kosekiuonap IlaBne besbancku (1892—1965) cakynno TOKOM CBoOje JIH-
oMarcke ciryxkoe, HapounTo y beuy, [lapuzy u Pumy (Brajovic 2013).

Topiupeiu iinemxurve Konekunonap je kynuo 1940. y Pumy, y ranepuju Della Valle. Ha
KapTOHY je, OCHM T0/IaTKa O TOAMHH M MECTY KYTIOBHHE CIIUKE, M CBOTH KOjy j€ 32 Iy IJIaTHO
(160 uranujanckux aupa), 3anucao u: [lliancka wrxona XVI eexa, Ilopiipeiu iipunyese. Ilog
UCTHUM HACJIOBOM U aTpulyuujoM — [opiupeiu ipunyese, Hello3HAU CIUKAD WHAHCKE WKOIe
XVI exa; cnuka je u3noxxkena y Memopujany on 1966. ronune, nog nHBeHTapHUM Opojem /1
538 (JoBaHOBUR 1994: 24-25).

buorpadujy oBe ciuke 1m0 mweHor emmiora y Memopujany IlaBna besranckor y oBom
TPEHYTKY HE MOKEMO peKOHCTpyHucaTh. M3BeCHO je na je mpeTprelna 3Ha4ajHuje KOH3epBa-
Topcke nHTEepBeHIrje. [lomTo 60jeHu cioj Tomupe 10 UBUIIA CIIETIOT paMa, MOXKE C€ TBPIUTH
na je uceuena u3 Beher popmara. [logyensbeHa je Ha HOBO IJIATHO TYTKAJTHUM JICTIKOM, Be-
POBaTHO YOUH M3JIarama y MpOCTOpy y KojeM je naHac. Ha cHUMIIMMa ynTpasbyOnyacTor u
nHpparpeHor cruekTpa Bujae ce perymu (Koponunia LIpkBEBAKOB 2012).

Crnuxka npukasyje mualy sxeHy. lbene kpymnHe TaMHE 04, BEOMa CTUIIM30BaHE, YIIPTE
cy y mocmarpayva. [IynireHa 1pHa Koca moKpyuBeHa je W3HaJ| 4eja TAHKOM TKaHHMHOM, YHjU Ce

* HcTpaknBame OBE CIIMKE, Ka0 M JPYTHX Jejla eBpOIICKe yMeTHOCTH y Memopujary IlaBia besbanckor,
ocTBapeHo je y3 nomoh xonernuuna n3 Crnomen-36upke [1asna bespanckor, a moMornyTo je u cpencrauMa Onesbema
3a IMKOBHE YMETHOCTH Maruiie cpricke, HaMemheHUX MPOjeKTy ,, EBpOIcKko yMeTHIHYKO Haciele HoBOT Beka y CpIICKOj
KYJITYpH: peliennja, KOJIeKIIje i HHTepIpeTanuja‘.
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npeamy opy0 jeaBa Ha3Upe, JIOK je Ha TEMEHY 3aBpIIeHa jauoM OOpIypOM MPOTKAHOM 3JI1aT-
HUM HUTHMA. JKeHa je OpHKIBUBO yKpallleHa HAKUTOM, BU3YEITHO HajJOMUHAHTHUJUM €JIeMEH-
ToM ciuke. Ha kocu joj cBeTnynajy ykpacu Koju ce He Mory nedunucaru. Hocu kpymnHe Bu-
cehe munhyme, mUpoKy 3J1aTHY OTPIIKIlY Ca YMETHYTHM JIPAaroleHOCTUMA U IPHUBECKOM H,
OJIMax WCIIOJ] era, Ha CPEIMHU XaJbUHE, BEJIMKU OPOIII ca BUCYJbLIMMA O] UCTHX MaTepHja-
na. Cnukap HHje OMo MajcTOp MaTepHjalin3allije, Tako Ja ce He pa3a3Haje BpCTa JparoreHor
MaTepujasia yrpaheHor y 37aTHy OTpIIHILy, TpuBe3ak u Opor. [liraBugacTo-cuBor je ojcjaja,
mTo ynyhyje Ha Heku paru kameH Te 0oje, mim oucep. XaJbHHa je 01 CKYTOIICHUX MaTepH-
jana, pa3TUYUTHX [0 TEKCTYPH, HAjBEPOBATHU]jE CBUJICHUX M TUIMIIAHUX Tpaka y TPU TOHA
cuBe 00je, IOK cy Ha pyKaBUMa xyTe MaiHe. M3pe3 xaspuHe je 1yOoK, aimu nmpBOOUTHO HUje
OTKpPHBAO paMeHa KOJHMKO Ce cajia BUJE, IITO Mpenu3Ho oTkpuBa IC cHIMaK.

Jluie »eHe U3HUYE U3 TAMHE M03aMHE Y KOjOj ce Ha3upe TEIllKa, BEPOBATHO IUIMIIAHA
Jparepuja TaMHOI[pBeHEe 0oje ca 31aTHUM 00pyOoM, U 3KyTH rajTan ca kuhankom. [omro je
CJIMKa MCceveHa u3 MpBoOUTHOT, Beher ¢hopmara, TEIIKo je OJTOHETHYTH Ja JIU je EHTepHujep
y KOjeM je *eHa IpuKa3aHa 610 ojxpel)eHuju Hero mITo JaHac U3riena.

HaBenenu enemMeHTH ciuke oOJIMKYjy KOHTYpe HICHTUTETa Hero3Hate skeHe. Jla 6u ce
PEKOHCTpYHCaNa uoeja udeHmuiieiia IpeicTaB/beHe, Mopa ce UMaTH y BHJIY Jla TIpe/IcTaBa
JKEHE 3aXTeBa MHTEPIPETATHBHH MOCTyMNaK KOju 00yXBaTa aHAJIU3y HE CaMO JPYIITBEHOT,
COIIMjAJTHOT M KYJITYPHOT KOHTEKCTa Beh M pomHe KOHCTpyKIHje nmepcoHaiHocT (PoLLock
1987). Ponne pa3nuke u mpeoBiagaBajyhe cxBarame poAHHUX yiora y onpeheHoM npymTBy
MIPECyTHO apTUKYIUITY HIICHTHTET, & ca IbHM M HeTOBY MIPE3CHTAIN]y U BU3yaiau3amnujy. Pox
je, Tako, BayKHa OfIpeIHULIA yoOIn4yewa noprpera u3 Memopujana [1aBna bespaHckor.

HauuH Ha Koju je KOHCTpYHCaH U MOCTaBJbECH JIMK )KEHE jaCHO yKa3yje Jia MpeICTaB/beHa
MIPOjJEKTYje €CTeTCKe, ETUYKE U IPYLITBEHE HJIeajie PEHECAHCHOT 100a, HajBepOBAaTHH]E JIPY-
re nojiopuHe X VI Beka.

Cynehu nmpeMa HaYMHY Ha KOjU je OJIEBEHA U OYCIIJbaHa, )KeHa ca CIIMKe je yaara. Pene-
CaHCHE KOHBEHIIMje HaJlarajie Cy y/JaTUM jKeHaMa CKYIlJbambe Koce, a KaJa je IyLITeHa, Mo-
KpUBame pa3HUM BpcTaMa Kama , yerihe, BeJIOM, Kao LITO je CIIy4aj ca MpeACTaBbEHOM Ha
HOBOCAJICKOj ciauiy. PomHu HopMaTuBu Tora 106a IOMyHITAIN Cy yIaTHM jKeHaMma JTyOoKo
n3pe3aHe XaJbhHe, Koje Cy OTKpHUBasie paMeHa u neo u3Haa rpynu (CHoiNAckl 2000: 53-75;
TiNnaGLI 1997: 47-120). Be3 063upa Ha n3BecHY 00HaKEHOCT, TIPUKa3 KEHE HE CaJpKU HU Tpar
€POTCKOT, MPUKJIaIaH MPECTaBIbamby JeBOjaKa, KypTH3aHa, WM JKCHA Yhja ce CIIMKA MOXe
WJICHTU(PHUKOBATH KAa0 TCHEPHYKA CIIUKA JISTIOTE, ,,JieroTa caMa 1o ceou’* (CROPPER 1986: 175—
190; BRIDGEMAN 1998: 44-51). Vrnora yaare keHe CBOAM HEHY KEHCTBEHOCT UCKJbYYMBO Ha
€CTETCKY paBaH.

parnepuja o1 CKyTOIIEHOT MaTepHjalia ca 3JIaTHUM IOpYOOM y MO3aAMHH CIIUKE YKa3y-
j€ Ha BHUCOK CTaTyC MpeacTaBJbeHe. Taj cTaTyc HUje MPUHYEBCKH, jep OM ce OH MCKa3ao u
HEKHMM JIPYTUM 3HAKOM, Hajipe xepainaudkum. CeM Tora, BeIITHHA KOjoM Ou Ouia mnpeacra-
BJbCHA IIPHUHIIE3a CUTYPHO OM OWjia BHIIA O/ OHE KOjy j€ TOKa3ao ciuKap moprpera’y Memo-
pujaiy.

MebhyTumMm, npeacraBsbeHa je MPUIIaJHNLIA BUCOKE apUCTOKPATH]e, YUjH je HAJTIPE3UITHU]U
O3HauYMTEJb HAKUT. HakuT, uctoBpemeno, ynmyhyje u Ha peHeCaHCHO MOPEKJIO CIUKE.
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Cynehu npema cauyBaHUM WHBEHTapuMa, Kakas je Inventario delle Gioie Jlykpeuuje
Bbopuuje (Lucrezia Borgia), unu onaj Eneonope ox Tonena (Eleonora di Toledo), penecancue
IJIEMKHUELE TTOCEI0BaIe Cy CKYIIOIIEH HAKUT KOjU cy u3pahuBanu ymeTHunH u3 Beneuwje,
®depape, ManTose, Gnanapuje, Llnanuje... bpomr cpoman oHOM Koju Kpach XaJbUHY TUNIEMKHEHE
Ha cuI 13 MeMopujaia HacIuKaH je Ha BEJTMKOM Opojy )KEHCKUX MOPTPETa, Kao ¥ Ha Tpe/-
cTaBaMa )KeHa y OKBHPY HCTOPHJCKHX KOMIIO3UIIHja y moba peHecaHce. Beoma cpoman My je
oHaj koju Hocu HIp. bjanka [lonmonn Anreucona (Bianca Ponzoni Anguissola) Ha mopTpety
KOjU je HaYMHWJIa HeHa kKhu, peHecancHa ciukapka u3 Kpemone, Codonnsbda (Sofonisba
Anguissola), nanac y Statliche Museen y bepiuny. OBakas Oporn ce Hajuenrhe BUIM Ha Iop-
TpPeTHMa BEHELMjaHCKUX IUIeMKHiba 3 X VI Beka, a u cayyBaHM MPUMEPLH CaAMOT HAKHUTa
notuuy u3 Benenuje. Hapounto my je cnuuan oHaj ctBopeH kpajeM X VI Beka ca rpoom mno-
ponuue I'pumanau (HaCKENBROCH 1979: PL. V).

Benenuja je y peHecancHo 100a Ouia Haj3HAuyajHU)U LIEHTap 3a u3paay Hakuta y EBpo-
M4, CTEIHUIITE MajcTopa 3a 00paay U Ceueme AParoleHor KaMema U MaTepHjasia u3 CBUX
nenosa EBporie (STuarD 2006: 169—186). JlokymenTu cBenoue aa je Benernuja 6uiia u HajBa-
XKHUje TPXKUILITE Oucepa Koju cy cTu3aiu u3 MHauje, MHOro mpe Hero 1mTo je oBa Aparole-
HOCT royena Jia ce gonpema u3 Hosor ceta y [lInanujy. ¥ Benenuju je nBetana u TproBuHa
BEIITAYKUM OHMCepruMa, OHOCHO OOjEeHUM CTaKJICHHUM Tiepijama, ITO je OMO CYICTUTYT 3a
oHe (hMHAHCHUjCKH Mamke MohHe. HakuT Koju TUIEMKHEba ca HOBOCAJICKE CIUKE MPE3CHTYje
CTBOpEH je, HajBepOBaTHH]jE, YIIPABO Y OBOM I'pany-aApxkaBu. Mako camo mocpeaHo, HaKUT
ynyhyje 1 Ha MOryhHOCT BEHEIHjaHCKOT IIOPEKJIa MopTpeTa.

PenecaHcHM ApYyIITBEHH KOIOBH O MPE3CHTAIIM]H )KEHCKOT HAKHTa Takole ykasyjy Ha cTa-
TYC TpeficTaBJbeHe. MIcTOBpeMeHo, HaBOZIE U Ha Pa3MHUIIIbALE O MOPEKITY OBOT MOpTpeTa. 1 oHu
ynyhyjy Ha ceBep AaHaime Mranuje, Hajnpe Ha Benenyjy. Beneuuja je 6una qpxasa ca Hajpa-
3pal)eHrjoM MOTUTUYKOM CTPATETHjOM PEIPEe3eHTAIM]e CBOJUX MOJaHUKa U, UICTOBPEMEHO, BH-
3yeITHOM KYJITYPOM KOja C€ TOj, Y OCHOBH, pereCI/IBHOj TIOJTUTHUITN, HAJBHIIIE CYTTPOTCTABIhAIIA.

[MokyrraBajyhu 1a orpaHu4u CpeacTBa KO]a Cy ce TPOIINJIa Ha JIYKCY3HY poOy, BeHeru-
jaje TOBPEMEHO JIOHOCHIIA CTPOre IPOIICe KOju Cy 00aBe3MBaJIM JaMe J1a HOCEe CaMo jeaH
pen Oucepa uuja BpeqHocT He npenasu 200 gykara, moceGHO ako ¢y HeBecTe, novizze. [Ipommc
n3 1582. Hanarao je 3a0paHy jaBHOT HOIIEHA CKYIIOIIEHOCTH KeHaMa YKOJIUKO Y Opaky HUCY
MIpoBeJIe JIeceT TOIMHA (Ca U3y3eTKOM AYXKJEBe KeHe, Dogaressa, ’heHUX KhepH U cynpyra
cTpaHux ambacanopa y Benenuju), mro he koHTponucaru, Kako je HajaBjbeHO, Magistrato
alle pompe (BisTORT 1969: 712).

[TocToje n yka3u Koju 3aXTeBajy HOIICHE CKYOIICHOT HAKUTA CaMO Y KPaTKOM IIEPHOLY
HaKOH BeHuYama. CIMYHH 3aKOHH MOCTOjallv Cy U y APYyTHM I'pagoBuMa-Ipxkasama Uranuje.
Cynehu o ToMe, jkeHa ca CJIUKe, YMjU HAaKUT JaCHO yKa3yje Ha JIYKCy3, UJIU je TeK yaaTa, uiu
je y opaky ogaBHO. MeljyTum, Mopa ce UMaTH Ha yMY Jia Cy Ce€ OBE 3a0paHe, M TIope/l BUCOKUX
Ka3HU MPOIJIalllaBaHUX 3a HHUXOBO HEMOIITOBame, cTaiaHo kpuuie. [ITo je jom BaxkHwuje,
BU3YEJTHU Je3UK HUKaJa HUje mpocTa pediekcuja coljaine peaTHocTH. JKeHa ca ke u3ia-
€ CBOj HAKUT, UCTUIYhH COLMjATTHU CTATYyC Kao TPajHy KaTeropH]jy, HEIOJUPHYTY yKa3uMa
Benenuje nnm Heke apyre npkase y ceBepHoj Utanuju.

[ToceGHO MeCTO Y KOHCTPYKIIHjH TTPE3eHTAIH]e TNIEMKUHE UMa ,,[IIMAHCKU* HIEHTUTET
,,TIPUHIIE3E", ICTAKHYT Y 3anucy besbanckor. HaunH Ha Koju je HaclMKaHa, BeoMa ce pas3linKyje
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O )KCHCKUX MopTpeTa HacTanux y LlInmaHuju TOKOM peHecaHCHOT MEpUoa U Mpe yKaszyje Ha
WTaJIMJaHCKO MOPEKJIO cluKe, Hajiipe oHo u3 Benera (ForTINt BRowN 2004: 23-53).

MelyTum, OHO TITO jecTe MIMAHCKO Ha CJIMIIM j€ HarJlalieHa OTMEHOCT M CTPOTrOCT BU3ya-
JU3allMje apUCTOKPaTKUbE. Y Haj3HAYajHU]jO] KIbU3HU 32 Pa3yMeBabe¢ MEHTATUTETA SIUTHOT
peHecancHor npymtsa, KactuissoneoBom (Baldassare Castiglione) [/eoparnumy, Ha MHOTO Me-
CTa ce UCTHYE, C JMBJHECHEM, CTPOTA IITIAHCKA TBOPCKA STHKEIH]a, IIOHAIIAkhe JBOpaHa, Ha-
pPOUYNTO HUXOBA 030MIJEHOCT (gravitd) NCKa3aHa y IOKPEeTHMa, HAYMHY TOBOpa U onxolema,
tamHOj onehu. J)KeHama ce HapouuTo caBeryje discreta modestia, OTHOCHO apTUKYyJaInja
poxHor uaeHTuTeTa onehom, aknecoapom u OMXEBHOPAIHUM TEXHUKaMa HAJIMK OHMMa ca
mmanckor aBopa (CasTIGLIONE 1965: TI/XXI, II/IX, IV XXXVIL...). PenecancHa nmonutuka
POIHHUX yJIOoTra 3aXTeBajia je KOHCTPYKIHU]y JINKA )KeHEe KOja BU3YEITHO MPELU3HO HCKa3yje OHO
IITO APYIITBO O K€ OYeKYyje. Y TOM CMHCIY, )K€Ha ca CIIMKe y MeMopujaay y MOTIYHOCTH
OTEJIOTBOPYj€ MPETIIOCTABIbEHY 3aMHCA0 KEHCKOT PEHECAHCHOT HICHTUTETA.

OO6nuKoBaHa JaTUM OKBUpUMA M, YHYTap HBHUX, MaHyaIlMa O MOHAIllalky KOjU Cy je Ha-
BOJIMJIM JIa TIPUKAXKE CYCIIPErHyTe YKyITHe Mohu, KeHa ca MopTpeTa, Kao u BehuHa xKeHa
MPEICTaBJLEHNX HA PEHECAHCHUM CIIMKaMa, MPOojeKTyje KyITypHEe HOpMaTHUBE CBOTa 7004, a
TO Cy, TIpe CBeTa, virtu, gravita, modestia.

KoHCTpyKIIHja HASHTUTETA IEMKUILE Ca CIUKE apTUKYJIMCAHA j¢ TMKOBHUM CJICMEHTH-
Ma, aJii ¥ TIPOCTOPOM Y KOjeM je Hekasn omo uznoxkeH. ColrjaaHe KOHBEHITH]e peHECAaHCHOT
noba — paHa yjaja, mpHuIaiamke MApa3a MyXKY U FbeTOBOj TIOPOIUIIH, HICHTUTET KOjH CE 03HA-
9YaBao UMEHOM Ol1a WJIH CYIIpyTa, HeMare IpaBa CI000IHOT KpeTama — yKasyjy Ja je HopTpeT
ouo ,,00jekar pazmene, Bpcta kanuTana (SIMONS 1988: 8—12). JKeHcku mopTpeT, mopydeH
Hajuemrhe oJ] cTpaHe CyNnpyTa, U3JaraH je y OKBUPY JI0Ma, aJid je 300T Crieu(pHUIHUX jaBHO-
-IPUBATHHUX OJJIMKA OBOT ITPOCTOpa, OMO Mpe]] 04uMa He caMo rnopojuiie Beh u criospammix
nocMarpada. 300T TOT MMOJTyjaBHOT KapaKTepa U3Jiaramba Mopao je MPOjeKTOBATH KOHCTPYH-
caHe ujeajne — eCTETCKH, €TUUKH, COIUjaTHH... FICTOBpeMeHO, OMO je MpuMep BpJIMHE Koja
3pauu KEHCKUM MOTOMIMMa npezacTaBibeHe. ety Ouorpadujy uMao je, HajBepoBaTHU]E, U
nopTpeTt xeHe naHac y Memopujany [lasna besbanckor.

U nopen HaBeileHNX KOHBEHIIH]a peHecaHcHor no6a, He Tpe6a 3a60paBI/ITI/I J1a je KEHCKO
PEHECAHCHO COIICTBO YECTO WHTCH3WBHUjE H BH3YCIHO U3pakajHUje O MYIIKOT (bpasoBuh
2009: 54-58). MupHu u an6paHH TOTJIe]T JKE€HE KOja HETPEMHUIIE TIOCMaTpa OHOT KOjH by TI0-
cMarpa roBOpY U O H€HOj CAMOCBECTH. YHYTap HaroBEHITEHUX (aceTa JMIHOCTH MPeacTa-
BJbEHE, OOJIMKOBAaHUX PYKOM He Oalll BeIITOr CIMKapa, Ha3upe ce crenn(uyHa )KeHCKa rep-
COHAJTHOCT KOjy j€ ’KEHCKUM TOpTPEeTHUMa JapoBalia peHecaHca.
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Sasa Brajovié¢
PORTRAIT OF A NOBLE WOMAN IN THE MEMORIAL OF PAVLE BELJANSKI
Summary

The painting Portrait of a Noble Woman (oil on canvas, 56 x 47 cm) is on display in the Memorial
Collection of Pavle Beljanski since 1966 as part of the Memorial dedicated to this important collector who,
besides part of the Serbian art, collected many paintings of European new age art. The painting is undated
and unattributed. Beljanski bought it in Rome in 1949 as a Portrait of a Princess and a piece by “an unknown
author of the Spanish school from the 16" century.”

The elements of the painting shape the contours of the identity of an unknown woman, which is re-
constructed in an interpretative procedure that includes the analysis of the social and cultural context, as
well as the gender construction of the personality. The manner in which the face of the woman is con-
structed and placed suggests that she projects the aesthetic, ethical and social ideals of the Renaissance,
most likely of the second half of the 16™ century. Her hair, clothes and especially jewelry indicate the
status of a married woman from aristocracy. The jewelry, which is visually the most dominant element of
the painting, implies not only the high social status, but also a probable north Italian, most likely Venetian
origin of the painting. The “Spanish” identity emphasized in Beljanski’s note has a special place in the
construction of the presentation of the noble woman. It indicates the articulation of the Renaissance female
identity with clothes, accessories and behavioral techniques similar to the ones in the Spanish court. The
Renaissance politics of gender roles demanded the reconstruction of the woman’s face that visually pre-
cisely demonstrates what the society expects of her. In that sense the woman from the painting in the
Memorial fully embodies the presupposed idea of the female Renaissance identity. At the same time, the
calm gaze directed at the observer expresses the emphasizes personality which Renaissance bestowed
upon female portraits.
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Manets Un bar aux Folies-Bergere
und seine Interpretationen

ZUSAMMENFASSUNG: Das Gemélde Un bar aux Folies-Bergere des franzosi-
schen Malers Edouard Manet initiierte im Lauf der Kunstgeschichte viele und metodolo-
gisch heterogene Lesarten. Am Beispiel von zwei grundlegenden Interpretationen dieses
Werkes im Kontext der neuen Kunstgeschichte, Timothy J. Clarks sozial-historischen Zu-
gang und der psychoanalytischen Lektiire Bradford R. Collins’, werden die Mechanismen,
Ergebnisse und Mdglichkeiten dieser kritisch analysiert mit dem Ziel, einen Einblick in die
Komplexitit der kunsthistorischen Disziplin zu ermdglichen.

SCHLUSSELWORTER: Edouard Manet, soziale Kunstgeschichte, Timothy J. Clark,
Psychoanalyse, Jacque Lacan, Medotologie.

Aufgrund seines unerreichbaren Inhaltes angeregte Edouard Manets Un bar aux Fo-
lies-Bergere im Lauf der Kunstgeschichte immer wieder unterschiedliche Lesarten, ohne je
vollkommen aufgeklért zu werden (CLarRk 1984, 1999%; BrADFORD et al. 1996; Foucaurt 1999; D
Duve 2000; ARMSTRONG 2002; LutHY 2003; Iskin 2005). Fast alle angebotenen Interpretationen
versuchen, das Rétsel des Gesichtsaudruckes vom Méadchen im Zentrum der Bildkomposition
zu 16sen, welches als Schlissel zum Verstiandnis dieses Gemaélde erscheint. Die offenbare
Komplexitit des Werkes bietet eine Moglichkeit fiir verschiedene methodische Untersuchun-
gen, die in diesem Text am Beispiel zweier Interpretationen dargestellt, analysiert, verglichen und
schlieBlich kritisiert werden: T. J. Clarks “A Bar at the Folies-Bergere”, 1984 in seinem Buch
The Painting of Modern Life. Paris in the Art of Manet and His Followers erschienen und
Bradford R. Collins “The Dialectics of Desire, the Narcissism of Authorship: A male Inter-
pretation of the Psychological Origins of Manet’s Bar”, 1996 im vom gleichen Autor heraus-
gegebenen 12 Views on Manet’s A Bar at the Folies-Bergere veroffentlicht.

Im Buch iiber die Kunst in Paris in der Zeit Manets und seiner Nachfolger widmet Clark
einen wesentlichen Teil dem Bild Un bar aux Folies-Bergere, welcher als erste kritische so-
zial-historische Interpretation dieses Bildes im Sinne der neuen Kunstgeschichte (New Art
History) gilt.!" In der ausfiihrlichen Einleitung {iber die populdre Kultur Paris in den letzten

! Timothy J. Clark gilt als Griinder der neuen sozialen Kunstgeschichte und als einer der Vorldufer der sog. neuen
Kunstgeschichte (methodologischen Wende in der Kunstgeschichte in den 70ern Jahren des XX. Jahrhunderts).
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Jahrzehnten des 19. Jahrhunderts und die Verkorperung dieser Kultur durch cafés-concerts,
definiert er den gesellschaftlichen Wandel zwischen Klassen und die urbanen und architek-
tonischen Verdnderungen in der Zeit von Baron Haussmanns. Clarks Absicht besteht darin,
die Bildsprache Manets mit dem Bezug auf die gesellschaftliche Struktur der Klassenidenti-
tdten und Unterhaltungsinstitutionen als Ergebnis dieser zu erforschen und tibersetzen.

Die Termini class (Klasse), ideology (Ideologie) und spectacle (Spektakel) sind von ent-
scheidender Wichtigkeit, nicht nur fiir Clarks Lektiire der Bar, sondern auch fiir das Verstandnis
der sozialgeschichtlichen Methode in der Kunstgeschichte. Das Kleinbiirgertum (petit-bourgeois)
erscheint als Trager des gesellschaftlichen Lebens in Manets Paris und ist als Klasse fiir Clarks
Methode besonders bedeutsam, denn sie konstruiert eine spezifische Darstellung durch Kunst,
welche immer von der gesellschaftlichen Praxis abhidngig ist und nicht eindeutig definiert
werden kann. Die Klassendarstellungen sind, nach Clark, immer von der Ideologie bedingt und
diese (die Ideologie) bietet durch Bilder ihre Werte und Uberzeugungen dem Betrachter dar.
Die ideologischen Aspekte der konstruierten Bilder erscheinen dem manipulierten Betrachter
dabei unsichtbar (CLArRk 1999: 6—-12). Das Spektakel ist der Zusammenhang aus 6konomischen,
politischen und kulturellen Prozessen der industriellen, kapitalistischen Staaten, in welchen der
Mensch eine durch Propaganda, Massenkultur, Medien und Konsumkultur vorgegebene Rol-
le in der Gesellschaft der kapitalistischen Produktion spielt. Diesen Begriff Clark iibernimmt
von Guy Debord.? Das alltdgliche Leben ist, ebenso wie die Darstellung, in der Gesellschaft
des Spektakels eine von der Ideologie naturalisierte Realitit. Diese Gesellschaft findet in
Konsum und Medien ihre Erfiillung und identifiziert sich mit allen Vorstellungen, die durch
diese manipulativen Mittel angeboten wurden (DeBorD 1996). Die erste Gesellschaft des
Spektakels war, nach Clark, die Zeit Manets in Paris und seine Institution war das Konzertcafé.

Die Populérkultur, auf welcher die Bildanalyse basiert ist, wird von Clark auf folgende
Weise definiert:

The various forms of commercialized leisure which bulked so large in the late-nine-
teenth-century city were instruments of class formation, and the class so constructed was the petite
bourgeoisie. It was defined primarily by its relation to the working class, and by that relation being
given spectacular form. Popular culture was produced for an audience of petit-bourgeois consumers;
a fiction of working-class ways of being was put in place alongside a parody of middle-class
style, the one thus being granted imaginary dominion over the other (CLARK 1999: 238).

Das Argument, mit welchem Clark die Analyse der Bar erdffnet, leitet sich aus der These
ab, dass die Populérkultur, d.h. die Kultur des Spektakels, dem Kleinbiirgertum Identifizie-
rung mit der Klasse durch Konzertcafés, welche Funktion in Naturalisierung einer Illusion
der Klassenzugehorigkeit und in der Einfiihrung der Unterhaltung als ihres Konsumproduk-
tes liegt, angeboten hat. und. In diesem Prozess hat die Kunst zwei Funktionen erfiillt: sie
diente als Mittel in der Naturalisierung der Darstellung (durch Malerei dieser Zeit wurde von
der kapitalistischen Ideologie bedingt) und als Dokument der Gesellschaft des Spektakels

2 Guy Debords Buch Die Gesellschaft des Spektakels, erschienen 1967, ist eine der ersten kritischen Untersuchungen
der kapitalistische Gesellstaft. Dises Buch beeinflusste Clark wesentlich, der selber die Ideen von der Situationistischen
Internationale folgte (Debor war der Begriinder der S.L.).
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(Crark 1999: 205). Allerdings behauptet Clark, dass die Kunst eine weitere Rolle gespielt hat:
in einigen Fillen konnte in Bilder der ,,freie” Charakter der Kunst sichtbar werden. Die Fa-
higkeit der Kunst, die Grenzen der gesellschaftlichen Abhingigkeit zu sprengen, ist fiir die
folgende Analyse von grof3er Bedeutung.

Was hat nun eine an ihrer Arbeitsstelle dargestelltes Bardame damit zu tun?

Edouard Manet, Un bar aux Folies-Bergere, 1881-82, Ol auf Leinwand, 96 x 130 cm
(The Courtauld Institute of Art, London)

Als Un bar aux Folies-Bergere 1882 im Pariser Salon ausgestellt wurde, hat es viele
unterschiedliche Reaktionen herausgefordert. Clark beschéftigt sich mit den Reaktionen der
Zeitgenossen Manets ausfiihrlich und fasst zusammen, dass die Besucher des Salons am
meisten die formale und inhaltliche Struktur des Un bar aux Folies-Bergere beschiftigte. Die
Bardame steht dominant hinter der Bar, frontal gegeniiber dem Betrachter positioniert. Hinter
ihr befindet sich ein Spiegel, der die Atmosphére der Bar darstellt, wie auch das Spiegelbild
des Médchens und eines Mannes — anscheinend ist er der Kunde. Das Spiegelbild dieser zwei
Personen entspricht allerdings nicht der dargestellten Realitdt im Innenraum der Bar. Obwohl
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die Darstellung des Innenraumes der Bar im Hintergrund geometrisch korrekt dargestellt ist,
scheint der Vordergrund des Bildes nicht nachvollziehbar zu sein. Der Betrachter kann sich
nicht gut positionieren, um die Bildstruktur von einem Blickpunkt erfassen zu kdnnen. Und
hier tritt die Konfusion auf. Der Betrachter findet keine Erfiillung beim Konsum des Bildes
und wird nun irritiert.

Clark basiert seine Bildanalyse auf dem Paradox der formalen Elementen und der Bild-
sprache, wie auch auf der Widerspriichlichkeit zwischen dem Vordergrund und dem Spiegelbild.
Er erweitert das Paradox in der Darstellung des Méadchengesichts — ihre Ausdruckslosigkeit
passt nicht zum Charakter ihrer Arbeitsstelle. Die Unsicherheit, als Ergebnis vieler Widerspriich-
lichkeiten im Bild, initiiert eine Art Verwirrung beim Betrachter, denn er ist nicht in der Lage,
das dargelegte Bilderrdtsel zu entschliisseln. Clark bietet folgende Losung an: Die Darstellung
des Innenraums der Bar mit Géisten und Unterhaltern ist eine Darstellung der Gesellschaft
der Spektakels in welcher jeder seine Rolle spielt. Diese ist eine Abbildung des Lebens des
Kleinblirgertums in Paris, der gesellschaftlichen und Klassen-Beziehungen und der naturali-
sierten Illusion der Realitdt — wie auch Manets Manifest der Malerei als ,,Spiegel der Realitét*.
Allerdings verkdrpert das Méddchen an der Bar einen weitereen Aspekt, welcher nicht dem
gesellschaftlichen Konstrukt im Spiegel ergénzt. Ihr abwesender und unsicherer Gesichtsaus-
druck vollendet das letzte Paradox des Bildes und auf diese Weise zerstort die Illusion des
Spektakels indem er auf die ideologische Mechanismen des Kapitalismus hinweist. Clark liest
dies ab als Manets kritische Stellung dem Gesellschaft, wie auch der Malerei gegeniiber, deren
Begrenzungen er jenseits des Erkennbaren und Mimetischen nachfragt (CLARK 1999: 245-255).

Dariiber hinaus weist Clark darauf hin, dass die herrschende Unbestimmtheit zwischen
Dualititen im Bild Ausdruck der Moderne sei:

The world that Manet offers as ,,modern™ is not simply made up of edges and uncertainties.
It is plain as well as paradoxical, fixed as well as shifting; it lacks an order, as opposed to proc-
laiming the end of order as the great new thing (CLARK 1999: 254).

Infolgedessen verkorpert Un bar aux Folies-Bergere den Ausdruk der Moderne durch
die Darstellung des kleinbiirgerlichen Spektakels, sowie des Zweifels an diesem Spektakel.

Die sozialgeschichtliche Methode nach Clark setzt eine ausfiihrliche Untersuchung und das
Verstindnis der historischen, politischen, wirtschaftlichen und gesellschaftlichen Beziehungen
mit der Betonung auf den Klassenrelationen voraus. AnschlieBend konnen die Kunstwerke
analysiert werden und diese werden immer in ihrem gesellschaftlichen und ideologischen
Rahmen betrachtet und als eine Spiegelung dieser komplexen Struktur verstanden. Das heifit,
dass ein Kunstwerk immer von den gesellschaftlichen und politischen Prozessen seiner Zeit
bedingt ist und als Darstellung dieser Prozesse zu erkennen ist. Bei Clark kann die Kunst
jedoch die sozialen Bedingungen iiberschreiten und einen utopistischen Charakter bekommen
—sie stellt in diesem Fall die Liicken in der gesellschaftlichen Struktur und Ideologie dar, und
bestétigt dadurch erneut die starke Beziehung zwischen der Kunst und der Gesellschaft.

Clarks Analyse diente als Ausgangspunkt und die wichtigste Referenz falls aller Aufsitze,
welche im spéiteren Sammelband 12 Views on Manet’s A Bar at the Folies-Bergere versoffentlicht
wurden. Neben den dominierenden sozialgeschichtlichen Bildinterpretationen enthilt das
Buch auch psychoanalytische und feministische Zuginge zu Manets Bild. Der Kiinstler und
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der Bildentstehungsprozess, die Beziechung zwischen Kiinstler und seinem Werk, stehen im
Fokus der Forschung des Kunsthistorikers Bradford R. Collins. Sein Anliegen ist, durch psy-
choanalytische Interpretation des Bildes die feministische Kritik tiber Un bar aux Folies-Ber-
gere zu erginzen®, wie auch auf das poststrukturalistische Konzept tiber den Tod des Autors
zu reagieren®. Collins bezieht sich dabei auf die Theorie Jacque Lacans, genauer gesagt auf
die Begriffe des Spiegelstadiums, als auch auf Lacans Blick, der oft in der Kunstgeschichte
zum ménnlichen Blick, der auf die Frauen als Lustobjekte gerichtet ist, transformiert wird.’

In seinem Essay untersucht Collins erstens den Entstehungsprozess des Bildes, beson-
ders die Verdanderungen, welche Manet wéhrenddessen vorgenommen hat mit dem Absicht,
eine Diskrepanz zwischen der kdrperliche Néhe des Betrachters zur attraktiven Bardame und
dem unerwarteten psychologischen Abstand von ihr in den thematischen Mittelpunkt des
Gemildes zu stellen (CoLLins 1996: 118—119). Der Abstand als der Bildfokus verweist auf
Lacans Begriffe des Begehrens und unvermeidbaren Mangels.

Im Seminar iiber die vier Grundbegriffe der Psychoanalyse unterscheidet Lacan zwei
Modi des Sehens — er nennt sie das Auge und den Blick. Der Verstand sieht durch das Auge,
d.h. dass die Welt um den Wahrnehmenden als ihr Zentrum organisiert wird — so wie in der
kartesianischen Perspektive. Was der Verstand nicht beinhaltet, ist der soziale Aspekt der
Wahrnehmung. Die Welt, die ich betrachte, ist die gleiche Welt in welcher die Anderen mich
wahrnehmen. Diese Tatsache, dass wir als Objekte im Blickfeld der Anderen existieren ist der
Blick. Laut Lacan ist die Wahrnehmung keine dualistische Beziehung zwischen dem Wahr-
nehmenden und dem Wahrgenommenen, sondern eine dreieckige Struktur, zu der erstens das
Subjekt, zweitens der Blick auf das Subjekt und drittens das Bild gehoren, das zwischen dem
Subjekt und dem Blick entsteht. Wenn ich eine andere Person ansehe, sehe ich diese Person
mich ansehend. Ich sehe mich also auch in den Augen des Anderen.

Der Blick ist eine noch bestehende Erinnerung daran, dass es immer etwas gibt, was
uns fehlt, dass wir keine Einheit sind. Das Subjekt ist unvollstindig, weshalb es stets danach
begehrt, vollstindig zu werden und seinen Mangel, seine Liicke im Subjekt durch Objekte zu
fiillen sucht. Der Blick ist das Begehren nach der Selbstvervollstindigung durch den Anderen.
Die Malerei versucht, so Lacan, die Welt als harmonische Einheit darzustellen und dadurch
die Unvollsténdigkeit des Subjekts zu negieren. Aber in unserer Wirklichkeit wie in der Malerei:
Der Mangel bleibt immer bestehen. Und eben durch den Blick wird dieser Mangel offenbar.
Lacan behauptet, dass sich die Malerei sich fiir etwas anderes ausgibt, als sie ist. Aber der
Blick zerstort diese Tauschung und zeigt dem Betrachter das, was er nicht sehen will — den

3 Die feministische Interpretationen dieses Bildes kritisieren Manet aufgrund der sexuell unterwiirfigen
Darstellung der Frau gegentiber dem ménnlichen Betrachter.

4 1In 1968 kiindigte Roland Barthes den Tod des Autor im gleichnamigen Essay an, was in der Methodologie
der Kunstgeschichte einen Abstand von der Auseinanderseztung mit der Biografie und Rolle Kiinstlers fiir die
Bildanalyse verursachte.

5 Der franzosische Theoretiker Jacque Lacan erweiterte und radikalisierte die psychoanalytische Theorie
Sigmund Freuds seit den S0ern Jahren des XX. Jahrhunders. Lacans Theorie wurde seit den 80ern Jahren in der
kunstgeschichtlichen Forschung sehr oft angewendet. Die Interpretation und die Anwendung der Psychoanalyse
Lacans in der Kunstgeschichte ist ein eher problematischer Bereich, denn Lacan selbst erlduterte seine Theorien nicht
eindeutig und systematisch. Die Kunsthistoriker gaben sich die Freiheit, seine psychoanalytische Methode
umzudeuten und zu erweitern. Meiner Meinung nach ist Collins Versuch erfolgreich, weil er sich nicht weit von den
urspriinglichen Bedeutungen Lacans distanziert hat.
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unvermeidbaren Mangel (Lacan 1996: 107-108). Die Malerei infolgedessen bestdtigt die
Spaltung des Subjektes, die Entfremdung und die Tatsache, dass wir, weder als Betrachter
noch als Subjekte, nie eine Einheit erreichen werden.

Nach Collins ist der Grund des Begehrens und die Bestdtigung des Mangels Manets
Bardame. Demzufolge bietet Manet dem Betrachter eine Darstellung der Wahrheit an, die jenen
enttiuscht:

Our inability to agree on the barmaid’s psychological state might ironically be a key to
understanding it. By creating an elusive, indefinite psychological state for the barmaid, Manet
may have meant to widen the psychological gap between us, making it, in fact, unbridgeable.
Not only does she refuse to relate to the male spectator, but he cannot fully relate to her. Even
the kind and degree of intimacy provided by empathy is denied him (CoLLins 1996: 120).

Collins beschriankt Lacans Blick auf den mannlichen Blick (auf die feministische Reak-
tionen antwortend), der in der Gegeniiberstellung mit der Bardame enttéduscht wird.

Seine Idee von Manets Bar erweitert der Autor mit der Erforschung von Manets Biogra-
phie und seiner Beziehung zu Frauen. Die Enttduschung des ménnlichen Bildbetrachters er-
kennt Collins als Manets personliche Enttduschung. Daraus folgend schlie3t er, dass Manets
Bildthematik die psychologische Spaltung zwischen den Geschlechtern umfasst. Allerdings
nimmt Collins keineswegs eine feministische Interpretation vor. Der minnliche Blick ist in
diesem Fall nicht auf die Frau als Lustobjekt ausgerichtet. Die Bardame steht hier als Subjekt
des mannlichen Begehrens, nicht im sexuellen, sondern im psychologischen Sinn. Der Mann
als Betrachter erwartet, dass sie sein Begehren mit dem ihren erwidert, und ihn somit als
Subjekt vollendet. Doch ein erwidernder Blick bleibt aus. Diese Enttduschung des méannli-
chen Betrachters verbindet Collins mit Manets Bruch von der Tradition der Renaissance,
nach welcher die gemalten Frauen immer den Blick als Antwort auf das ménnliche Begehren
zuriickgaben und dadurch die illusionire Einheit durch Malerei realisiert wurde.

Schlielich kommt der Autor zum Spiegelstadium und seiner Funktion in Manets Bild.
Das Spiegelstadium bezeichnet eine psychologische Entwicklungsphase des Kindes zwischen
dem 6. und dem 18. Monat, in welcher das Ich des Kindes durch die Identifizierung mit dem
eigenen Bild im Spiegel geformt wird. Bevor das Kind sein Bild im Spiegel sieht, ist es sich
der Grenzen zwischen seinem Korper und der dullerer Welt nicht bewusst. In diesem Moment
des Zusammentreffens mit dem Spiegelbild erkennt sich das Kind als eine Ganzheit und ent-
deckt dadurch seine Identitét. Das Ich ist geformt. Aber nach Lacan ist dies auch der Moment,
in dem das Kind sich von sich selbst entfremdet. Die Identifizierung mit dem Spiegelbild ist
eine Tauschung: Die imagindre Einheit des Korpers im Spiegel ist noch keine reale Einheit.
Laut Collins hat Manet in der Bar den Prozess des Spiegelstadiums bestitigt:

That is, in looking at the work Manet would have seen, in addition to the alienating or
alienated barmaid, an object and its image with which he profoundly identified. In fact, he may
well have seen the barmaid’s somewhat downcast emptiness as the very mirror of his own. The
split between the self and the world produced in the mirror stage and figured in the painting
would have been overcome, however partially and temporarily, by the artistic mirror (CoLLINS
1996: 133).
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Fiir Collins Interpretation ist es wichtig, den Narzissmus, der bei der Ich-Entstehung im
Spiegel entsteht, zu erklidren. Im Lauf dieses Prozesses verliebt sich das Kind in sein Spiegel-
bild, in sein eigenes Ich. Das imagindre Ich wird in diesem Sinn auch zum Begehren des
Subjekts. In der Kunst heil3t dies, dass die Entstehung des Kunstwerkes ein Prozess der ego-
istischen Suche ist, bei welcher sich die Entstehung des Ichs wiederholt. Das Bild, als das
imagindre Ich des Kiinstlers, ruft ein narzisstisches Vergniigen hervor, das Collins ,,the nar-
cissism of authorship* nennt (CoLLins 1996: 134). Diese Art des Narzissmus bedeutet, dass der
Kiinstler, wie auch jeder Autor, sein vollendetes Werk als sein Spiegelbild, sieht. Auf Un bar
aux Folies-Bergerei angewendet, bedeutet dies, dass Manet das Bild Selbstbefriedigung ver-
schafft. Collins behauptet, dass Manet an der Darstellung der problematischen menschlichen
Beziehungen vergniigte, dadurch bewiltigte er die Spaltung, die er gegeniiber der Gesell-
schaft empfand.

Aus dem Beispiel von Collins Interpretation konnte geschlossen werden, dass Lacans
Psychoanalyse als Methode in der kunsthistorischen Forschung die formalistischen und in-
haltlichen Unstimmigkeiten nach dem dialektischen Prinzip Begehren — Mangel aufldst. Die-
se Methode erldutert, was bei der Betrachtung und bei dem Versténdnis des Bildes unklar
und unnachvollziehbar ist. Sie deckt die Spaltung des Subjekts auf, die der Betrachter nicht
sehen will und erklért die Beziehung zwischen Bildfiguren, Kiinstler und Bild einerseits, die
Beziehungen zwischen Bild und Betrachter andererseits. Andere, wissenschaftlich fundiertere
Methoden als die Psychoanalyse, konnen dies nicht durchschauen. Allerdings ist die psycho-
analytische Methode nur auf den Vermutungen begriindet, die nicht tiberpriifbar sind. Als
empirisch nicht belegbare Methode, gilt die Psychoanalyse eher als persénliche Uberzeugung
(Hart et al. 2006: 194-198). Was unbestritten ist, ist die Wirkung der psychoanalytischen Lektiire
des Bildes. Einmal durch die Augen Lacans gesehen, kann ein Bild in der Zukunft nicht ohne
den psychoanalytischen Einfluss betrachtet werden.

Verschiedene Methoden bieten verschiedene Bildinterpretationen. Aber kann jedes
Kunstwerk durch jede kunsthistorische Methode gelesen werden und bietet jede Methode
eine plausible Antwort auf unsere Bildfragen? Sozialgeschichte erldutert die Bedeutung des
Bildes in Rahmen seiner Zeit und erklart, wie das Bild mit der Gesellschaft und ihrer Struk-
turen verbunden ist und wie sich die Gesellschaft im Bild spiegelt. Die Psychoanalyse ander-
seits 10st das Bildritsel innerhalb des Bildes und in der Beziehung zwischen Betrachter und
Bild. Sie untersucht die unbewusste Intention des Kinstlers, und ist bemiiht, auch die Struktur
der Bildwahrnehmung zu erkldren. Diese zwei Methoden iiberschneiden sich auf der Ebene
des Sozialen und sind von dieser in unterschiedlichem Maf3e bedingt. Die Fragen, die diese
Methoden jedoch nicht beantworten, sind die Bestimmungsfragen des Bildes: Die formalen
und technischen Aspekten, wie auch den Kontext dieses Werkes zu Manets Gesamtwerk und
die Bildproblematik, welche den sozialen Rahmen sprengt.

Die Bildinterpretationen sind im Grunde genommen von den Uberzeugungen ihrer Au-
toren festgelegt und gehen von den Intentionen der Forscher aus, die bestimmte Problematik
zu losen. Demzufolge bieten die von verschiedenen Methoden gegebenen Antworten mehr {iber
die Fragestellungen ihrer Autoren, als iiber den Forschungsgegenstand. Der Ziel einer Bildana-
lyse ist von der methodologischen Orientierung des Authors bewegt und definiert. Die Me-
thoden dienen hier als Mittel auf dem Weg nach einer Erkenntnis, welche die Moglichkeiten
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fiir neue (metodologische) Lesarten der Kunst erdffnet. Und genau in diesem Potential, im-
mer neue Fragen zu stellen und die Wege zu ihrer Antworten zu finden, besteht die Komple-
xitdt der kunsthistorischen Forschung.
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Amna borganosuh
MAHEOB FAP YV @OJIH FEP)KEPY 1 BET'OBE MHTEPITPETAIINJE
Pesume

Cnuka bap y @oau Bepoicepy Ppannyckor ymetnuka Enyapaa Manea nHALMpaa je BETHKHA Opoj
peakiuja HaKoH u3narama Ha Canony y [Tapu3sy 1882. rongune, anu u OpojHa U METOIOJIOIIKH XeTEpOreHa
YUTamka y XPOHOJIOMIKH NO3HUjeM HCTOPH]CKO-yMETHUYKOM HCTpaxkuBamy. O ocamzaeceTux roquHa XX
BEKa OBO HCTAKHYTO /110 MaHEOBOT IMO3HOT CTBAPAIAYKOT IEPHOAA ITOCTAje IPeIMET aHATH3E HHOBATHB-
HUX HAYYHHUX CTYAM]ja 300T HEJOKYYHBOT Ca/IpiKaja U KOMILIEKCHOCTH HECTAOMITHUX 3HAYCHA KOje HAro-
BEIITaBA.

BpuTaHCKH HCTOpHUYAp YMETHOCTH M OCHHBAY COIMjaTHO-HCTOpHjcke MeTone Tumotu Llej Kimapk
(Timothy J. Clark) monyamno je 1984. ronnne y cB0joj KbHM3H O CIUKApCTBY Apyre nojoBuHe XIX Beka y
apusy The Painting of Modern Life. Paris in the Art of Manet and His Followers npBy HHTEepIIpETaIUjy
bapa y ©@onu bepoicepy y KOHTEKCTy HOBe HCTOpHje ymMeTHOCTH. Ocnamajyhn ce Ha KiapkoBo untame
MamneoBe cimke, aMepudky ucropudap ymetHoctu bpendopn P. Konuae (Bradford R. Collins) 1996. ro-
nuHe m3anaje 12 Views on Manet’s A Bar at the Folies-Bergere, 300pHUK TEKCTOBA KOjU 3a TIPEAMET H3Y-
yaBama UMajy OBO JCJI0, YKJBY4yjylix M CBOjy HHTEpIpeTanujy Koja bap y @oau bBepoicepy cBEOOYXBaTHO
UCTpaxkyje y KJbyuy TeopHje ncuxoananuse JKaka Jlakana.

MeTo10JI0IIKM MEXaHU3MH U CTpaTeruje JBe CeMHHaJHe MHTepnperanuje Maneosor bapa xoje
pasBujajy Knapk u Konunc, Te pesynrati 1 MOryhHOCTH COIMjaTHO-MCTOPH]CKOT M IICUXOAHATUTHYKOT
MPUCTYTIA Y YUTaly YMETHUUYKOT JIe]la Y TEKCTY CY MPE/ICTAB/beHH U KPUTHUYKHU aHATM3UPAHU Ca [IUJbEM
MpyXama YBU/a y KOMILIEKCHOCT U OTBOPEHOCT UCTOPUjCKO-YMETHUYKE AUCIUTLINHE.
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ABSTRACT: As the original movement in European Avant-garde architecture, Ex-
pressionism expanded in Serbian inter-war construction industry with reflections even
after 1945. Unlike its representation in profane, sacral, and memorial structures, its mani-
festations in industrial architecture have not been thoroughly considered in their historical
sense, even though it provoked innovative compositional solutions. Here we will analyze
the expressionistic elements in industrial structures of leading Serbian architects of the
post-war period and the period between two wars.
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As the original movement in European Avant-garde architecture, Expressionism expand-
ed in Serbian inter-war construction industry with reflections even after 1945. (Kaauiesun
1990; brkun 1992; Munetun AspamoBuh 2007; Kaansesun 2012) Unlike its representation in
profane, sacral, and memorial structures, its manifestations in industrial architecture have not
been thoroughly considered in their historical sense, even though it provoked innovative com-
positional solutions. Here we will analyze the expressionistic elements in industrial structures
of leading Serbian architects of the post-war period and the period between two wars.

Dilemmas about what is primary in the industrial structures: architecture — construction
or the aesthetic element of the project task, technology or form, usefulness or aesthetics, im-
personal functionality or expressive symbolism, visual inconspicuousness or urban intrusive-
ness — is what marked the work of the generation of that specific discipline’s protagonists.
Experience shows that, during the drafting of conceptual design, the authors of the industrial
facilities were conspicuously leaning towards one of the abovementioned principals — civil
engineers towards function and technology and architects towards imagination and originality.
(FRANKASTEL 1964; Kanuiesus 2002) But even if it has been more present, the artistic com-
ponent has been significantly abated to appease the strictly utilitarian, impersonal layers of
constructed entities. That impression was corroborated by the past research of the historical

* This paper is the result of work on research projects “Serbian art of the 20" century — the national and the
Europe” funded by the Serbian Ministry of Science and Education (No. 17703) and “The foreign influences on Serbian
architecture in the 20" century” funded by Matica Srpska.
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industrial facilities design, whose initial aesthetics got substantially diluted in the finishing
modifications. That is the reason why only a small number of accomplished capacities re-
ceived representative architectural finishing treatment since the investors lacked the appre-
ciation for financially demanding aesthetics of these projects.

History of the new Serbian architecture shows that in a qualitative sense the construc-
tional types have been developing unequally in accordance with unequal status in the system
of academic studies. (MANEvIC 1972: 7-38; KaqmieBus 2011) As opposed to churches and other
representative types of public and private buildings, industrial architecture received the least
regard. In higher education curriculum and civil engineering legislative system, for too long
(1901 to 1945) it has been tied to the so-called commercial structures — it has been treated as
a separate entity after the Second World War. Since the beginning of the twentieth century up
until 1932 the subject “Agricultural Building Design” and later “Commercial Building Design”
was the subject thought by versatile Nikola Nestorovi¢ who was superseded by Branislav
Koji¢. The subject “Commercial and Industrial Buildings” has been added to the curriculum
after 1941. (Potep biiaroseBus 1997)

During the entire twentieth century, the suppression of author’s personal component has
substantially deterred Serbian designers from specializing in architecture of industrial struc-
tures where the knowledge of technological processes has been more important than resolving
the artistic issues. Spatial positioning of industrial structures, with a few exceptions, has not
been thoroughly considered with regards to esthetic and urban aspect. Although fundamental
civilization and economic importance of the comprehensive industrialization has been publi-
cally emphasized, production capacities have not received equal attention in urban spatial
hierarchy. There were no awards for contribution, no publicity and no substantial financial
benefit in that demanding area. These constructions have not been depicted on postcards,
daily or periodic illustrated press and even when that was the case instead of designers’
names only official terms and names of the owners were mentioned. With the exception of
National printing office (1933) and National postage stamp factory (1936), there were no
larger public tenders for industrial structures. Pushed to distant suburban areas or built on the
brinks of city centers, they never caught the eye of most of the architects. The notion that there
is no room for style studies, spiritual expression, placement of conventionally recognizable
symbols of power or decoration which would occupy the artist with details in these projects
was predominant.

The non-artistic character of most of the functional facilities was influenced by the prag-
matic customers, giving architectural importance only to the administrative buildings and
offices in the city, while factories were mostly built by civil engineers and anonymous foreign
architects-specialists. Mills, steel-works, brickyards, cement and glass factories, lumber mills,
silk, gravel, salt factories, rolling mills, breweries, printing presses, sugar factories, foundries,
bakeries, dairy plants, slaughterhouses, repair shops, warehouses, hangars, harbors, gas sta-
tions, refineries, mining shafts, thermo-electric and hydro-electric plants, pumping stations
and water towers, special technologies factories, storehouses, factory circle gates and guard
facilities were not considered valuable, not even when they were made by respectable archi-
tects. Although some of the examples possess plastic, spatial and decorative qualities, shown in
the effective grouping of the masses, suitable internal organization or refined stylistic details,
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they have not reached the level of typical recognition, such as the other types of public build-
ings. Unlike most factory facilities, structures of technical culture (main telephone exchange,
train stations, underground and above ground parking lots, observatories, laboratories, re-
search institutes, telecommunication centers, etc), were built on more important city locations
and gained a more representative architectural treatment, making them more noticeable.

The recorded authorized structures of industrial architecture, mostly located in the cap-
ital, (KvzienoBus 2010) in Vojvodina and a few industrial centers in central Serbia, shows the
interest their authors had in the three aesthetic constants, methodologically differentiated
when it comes to the question of planning production facilities. Most industrial facilities are
built on the principles of utilitarian objectivism, with modestly decorated interiors and simple
paneling in the style of Romanticism, Secession and Academism (application of shallow re-
cesses and simplified dividing cornices, triangular gables, shallow bay windows, double pitch
roofs, etc), as well as the functionalistic minimalism (characteristic for elementary cubic con-
structions, no decorations, light-dark contrasts and significant urban signature), while the
smaller, for domestic culture more important part, was done more originally, with the marks
of authors Rationalism and moderated Expressionism. However, unlike in Germany, the rad-
ical non-contextual paroxysm (more present in some other types of buildings in Serbia) but
the expansive structures were used to primarily enrich the ambience of city outskirts.

Unlike the Functionalists, for whom the purpose of the building and the current entre-
preneurial interest represented the primary goal, the rationalists observed utilitarianism in a
more elastic way, adapting industrial structures to various and longer-lasting uses, leaving
room for the initiatives of the future generations. The Rationalist is always looking for the
middle value, instead of blindly succumbing to one particular case, stating a creational self-
-consciousness with balanced formal-structural solutions, instead of / ‘art pour I’art plastic and
visual displays. On the other side, the Functionalist always remains in the narrow frame of the
stated mission, the sphere of pure adaptation and objectivism, where the lack of authorial
individuality is prominent. On the third side, in the circles of architectonic fantasists, hyper-
-individualists and expressionists, there were diametrical criteria used, to confirm the primacy
of unconfined imagination in the creation of spiritual, naturalistic and emotional component
of architectural creation. The various emotions, spiritual unrest and cultural ideologies of the
inspired individuals have gained their extreme architectonic expression, representing the
moving force in adapting broader ambience to the initial vision (buildings understood as
symbolical “crowns, monuments and lighthouses™ of cities, regions and countries). One ex-
pressionist wing, turned to dynamism architecture lead by Eric Mendelsohn, insisted on ab-
stract geometrical form for expressing strong feelings and involved messages, while the other
was inspired by nature and primordial urges. (Mako 2009: 3—28) Both wings were connected
by the theoretically precise determination of material-spiritual and symbolic properties of the
applied plastic means.

All three differentiating constants had their creational exponents and characteristic ex-
amples in Serbia, which should be more thoroughly researched in the future. Current inter-
pretations show that the highest achievements were made in the architecture of authorial ra-
tionalism (Jan Dubovi, Branislav Koji¢, Ivan Anti¢, Milorad Macura, Svetislav Li¢ina) and
expressional dynamism (Josif Najman, Momir Korunovié, Danilo Kaéanski, Filip Smit, Alek-
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sandar Doki¢), with the entrepreneurial spirit of DragiSa Brasovan operated in between the
two concepts. The impersonality of Functionalism, characteristic for its stereotypical solu-
tions and the cult of the straight line, was most efficiently opposed by the supporters of Ex-
pressionism, since Rationalism remained undeveloped.

Architectural Expressionism was based on the expression of artistic intuition and inter-
nal expression. (SHARP 1966; PEHNT 1973; Juras 1997: 31-45; AnonpreBuh 2012) The passionate
revolt of its bearers, marked by extreme personal vision, was pointed at the change of set or-
der of urbanism and architecture, unlike Functionalism, which placed the outside influences,
social needs and analytical sensibility of the scientific and technical era above the individual
vision. The Expressionism leaned towards utopia and a performance of whirlwind emotions,
while Functionalism sought unification and serial standardization of purified structures.

Realized and imagined objects were visually represented in two different ways by the
Expressionists: with perspective and without perspective, which influenced their shaping in
Serbia as well. The space with perspective, often to be found in their works, implied a static
experience of a building, derived from a privileged frontal position, adjusted to the orthogonal
matrix of thought-out configurations. With the orthogonal concept, the position of the specta-
tor in the axis or in the point of axis opening, provided for an easier orientation in the hierar-
chically organized space, intensifying the impression of an arranged optical sensation. On the
other hand, the revolutionarily imagined space without perspective implied a deviation from
the static impression of a building in order for it to be dynamically perceived by a constant
change in the spectator’s position. In a space-visual organization of such structures the har-
mony between the parts and the whole was often lost, as evidenced by the most expansive of
the known examples. Sometimes both concepts are combined, (Borsi 1984) while taking care
that the expressive emphasis does not threaten the compactness of the indented structures.

The interwar Expressionism, without any deeper theoretical preparation, primarily man-
ifested in Serbia through the external compositional emphasis, and rarely through the whole
spatial structure and interiors. The ideas of Expressionism came to Serbian architecture indi-
rectly, by way of emulating the examples from international expert magazines, as opposed to
analyzing the signpost Central European examples in situ. Also, Serbian architects had no
personal nor collaborative contact with the expert leaders of the Central European Expres-
sionism, nor was it mentioned in schools or current architecture critiques, boiling down to an
idiom to be adjusted to local conditions. However, the value of certain works inspired by
Expressionism, as well as the parallel time of appearance alongside the colorful Expression-
ism of the Serbian art and common aspirations in the avant-garde literature and music, shows
that the style of the movement was significantly present on the Serbian interwar cultural
scene. The Expressionism was occasionally revived in the production of the authors of the
Belgrade school of modern architecture (1952-1980), as well as in the ensuing Neo-modern-
ism and the globalist Monumentalism, deprived of the initial critical potential. (brkun 1992;
Munetuh AspAMOBUHR 2007)

Neo-Romanticism and Neo-Gothicism associations found in the shapes of gables, bay
windows, openings and towers, close to the romanticism branch of Expressionism, noticeable
on the industrial structures throughout Vojvodina, Belgrade and central Serbia. Although this
segment shows certain significance, it is more likely that the expressive details were built into

106



* EXPRESSIONISM AND SERBIAN INDUSTRIAL ARCHITECTURE

stylistically various structures, rather than buildings that were more expressionistically shaped.
It is important that Serbian industrial architecture never combined straight and slanted (or
round) roofs, in order to emphasize the height differences and plastic dynamism of the used
volumes (as was the case in Germany), since investors never showed any interest in that.

The Expressionism initially appeared on the structures of technical culture, and then on
some industrial facilities. The indented massive block of the Ministry of post and telegraph
(1926-1930), (Fig. 1) by architect Momir
Korunovi¢, represents the most impressive
accomplishment of the national-romanticism
branch of Serbian Expressionism. The shape
and the tripartite facade link it to the con-
ventional academic principles of composi-
tion, while by any other attributes it repre-
sents an unusual and original structure. Full
of internal strength pouring out of the mas-
sive bulging volumes, as well as the expres-
sive contrast of the horizontal and vertical
emphasis, bright and shadowy surfaces, it will
leave no observer indifferent. (KaauiEBus
1996: 56—57; PanTELIC 1997: 32-33; JKuBa-
HoBUHR 2001)

On his next anthological accomplish-
ment, Post Office 2 in Belgrade (1927-1929),
Korunovi¢ emphasized the contrasts of the
indented facade zones more prominently,
while the brimming spatial energy of the
extended arches increases the expressive ef-
fect. (Fig. 2) Details of second phase plastic
and lively heraldic decoration have revived
the silhouette of a once striking building
(damaged in bombardments of 1941-1944,
after the war reconstructed in a unidentifi-
able fashion). (KaauieBun 1996: 63—65; PaN-
TELIC 1997: 32-33; MUJALIMHOBUE MAPUR
2002: 54)

An important establishing example of
a moderate modernist Expressionism is the
National Bank of Serbia’s Institute for Man-
ufacturing Banknotes and Coins (1927-1929),
(Fig. 3) the work of Josif Najman, tied in with
the lowland landscape of Belgrade’s Topci-
der, the parks of which the author was also
in charge of. The Expressionism shapes are Fig. 2. Post Office 2, Belgrade
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Fig. 3. National Bank of Serbia’s Institute for Fig. 4. Printing department of same building
Manufacturing Banknotes and Coins, Belgrade

also those of the wavy, ribbed structure of the lateral facade, windows that are placed at a
slanting angle in the opposite corner, as well as a non-conventional solution of the printing
department, characterized by a ribbed ceiling divided into sections with plastic. (Fig. 4) Slant-
ing lines of the frame overhangs and window rows of the towers, set in opposite directions
(North-South) on the sides of the building emphasize asymmetry and the relationship of light
and dark. With his inspired contribution of industrial architecture, planted in a green subur-
ban landscape, where the approach with and without perspective intertwine, Najman has
connected imagination and reality with invisible bonds. (Kabugvic 1990: 96—97; Duric Za-
MoLo 1992: 230-231; Kyvienosus 2010: 97-98).

At the beginning of the 30s, while arranging the foundations of Belgrade public build-
ings, traditional two-wing solutions were more and more commonly exchanged for a free
composed plans. This is the case in the expressionistically composed ground-plan that won
the project competition for Post Office 1 (1930) by Hans Poelzig’s student Josip Picman and
his associate Andrija Baranji from Berlin.
(dpwEBUR 2009; MuxauioB, Mutius 2009)
(Fig. 5) Strong expressive curvature of the
side and frontal block, was tamed by the
massive paneling by the architect Vasily
Androsov, upon bureaucratic decision by
the higher instances. (Fig. 6)

Thermo-electric power plant “Strength
and light” (1930—-1932), built on the banks of
Danube in Belgrade based on the project of
Swiss architects, possesses elements of art
deco and modern rationalism, (Fig. 7) as well
as the silhouette symbolism of asymmetric
blocks with a tower, characteristic of moder-

Fig. 5. Post Office 1, Belgrade (project by J. Pi¢man ~ at€ E?cpressioni.sm. (Kuexesnn 2011) (Fig. 8)
and A. Baranji) Plastic expansiveness of volumes arranged
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without perspective can be seen on Najman’s factory “Teleoptik” in Zemun (1938—1939),
(Kvaenosun 2010: 130) which was reduced to parts of the interior in the National postage
stamp factory (1940) by the same architect. (Bocunovic 2005: 1004)

Expressionism appeared in some industrial facilities built outside of Belgrade, such as
the “Albus” factory (Fig. 9) by Danilo Kacanski in the outskirts of Novi Sad, and Smit’s
Beocin cement factory, (Mitrovic 2003; Mitrovi¢ 2010) while it can be found in traces at the

Fig. 6. Executed Post Office 1 (by V. Androsov)

Fig. 7. Thermo-electric power plant Fig. 8. Front fagade of Thermo-electric power plant
“Strength and light”, Belgrade “Strength and light”
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Fig. 9. “Albus” factory, Novi Sad Fig. 10. National printing office, Belgrade

frontal openings of the administrative building of the textile factory in Vucje, by Grigorije
Samojlov. (KagunieBun, MapkoBus 1996: 89-92, 101; [Trocen 2005: 102)

National printing office in Belgrade (1933-1940), (Fig. 10) the work of DragiSa Brasovan,
is the pinnacle of Serbian pre-war Modernism, containing the echoes of Expressionism, found
in the dynamism of the finished parts of the prominent corners, although it is the author’s
rationalism that prevails in the lower zones and the interior. (brkun 1992: 99-100; Munamm-
HOBUR MapPuh 2002: 106; Bragoievie 2003: 182—-183) The composition of the transformer
station “Filmski grad” (1979) (Fig. 11) by Aleksandar Doki¢, (Bocunovic 2005: 780) exploits
the expressive characteristics of the circle, cylinder and arch, melting them into one unre-
strained indented whole. Built on a high position in the southwest rim of the capital it became
an effective visual clue. (MaHEBUR 1995: 44, 88-91) As a romanticist in nature, fighting
against the “straight line” canon all his life, Pokic skillfully combines cylindrical segments and
arcs, combining the traditions of Futurism and Expressionism. (brkun 1992: 320-321; Muia-

Fig. 11. Power transformer station Fig. 12. Power transformer station
“Filmski grad”, Belgrade “Filmski grad” (opposite facade)
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mimHoBuh Mapuh 2002: 132) The floating structure with expressively emphasized supporters,
the critics have pointed out the “virtuous gothic paraphrase”, close to the romantic branch of
Expressionism. (JEstun 2004: 119) (Fig. 12)

An example of moderate structural Expressionism is the base of the slim three-sided
stem of the telecommunication tower on Avala (1960—-1966), the work of architects Ugljesa
Bogunovi¢ and Slobodan Janji¢. By using the three-sided prism (or a symbolical tripod), the
authors have removed the usual cylindrical monomorphism from the long dart-shaped mass
of the tower. (brkun 1992: 198—199; MunaummuoBus Mapus 2002: 134). However, the Expres-
sionism of the structure was significantly alleviated with the constructivist shape of the six-
sided gondola near the top.

The overview of the influences of European Expressionism on Serbian industrial archi-
tecture shows the variety of methods by which this repertoire was used in a multifunctional
way. Towards the innovative stylistics and seductive symbolism of the movement the predis-
position lied with both the less and more known Serbian architects, whose works in the domain
of industrial architecture has not been studied enough. That is why creating the records of the
remaining examples of this stimulus is becoming an important topic for the historiography.
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Aunekcanmap Kagujepuh
EKCITPECMOHU3AM U CPIICKA UHAYCTPUICKA APXUTEKTYPA
Pesume

Kao opurunanan mpasail y €BpPOIICKO] aBaHT'APIHO] apXUTEKTYPH, EKCIIPECHOHM3aM j€ 3aXBaTHO U
CPIICKO T'paJUTeJbCTBO UMel)y /1Ba CBeTCKa parta, ca ojjennma u rnocie 1945. rogune. 3a pa3nuky o1 3a-
CTYIJbEHOCTH Ha 3Ha4YajHUM NpodaHuM, CAKpaTHUM U MEMOPHUjATHUM 00jeKTHMa, HeroBa HCIOJbaBatbha
y HHAYCTPHU]JCKOj apXUTEKTYPH HUCY TOJIPOOHHU]E HCTOpHOrpadcKy pa3MaTpaHa, Hako je n'y Toj o0iacTu
MOJICTAKa0 HHOBaTHBHA KOMIIO3UIIMOHA pelieha. OBOM IMPHIMKOM aHAJIU3UPAjy ¢e eKCIIPECHOHUCTHYKH
€JIEMEHTH WHIYCTPHjCKIX O00jeKaTa CIeIHjaIn30BaHIX CPIICKUX IIpOojeKTaHaTa Mel)ypaTHOT 1 mociepar-
HOT pa3nobJba.

[TpernenHum pa3marpameM yTUIaja eKCIIPECHOHU3MA Ha CPIICKY HHIYCTPUJCKY apXUTEKTYPY TOT-
L[PTaHa je Pa3HOBPCHOCT METO/A KOjUMa je HeroB perneproap KopuirheH. IHOBaTMBHO] CTHIIMCTHIIN U
3aBOJIJBMBOj CUMOOJIMIIM TOT IIPABLA jeIHAKO Cy Harnmbaiy BogehH, KOJIMKO ¥ Mambe IM03HATH CPIICKH I'pa-
JUTEJbH, YHje CTBAPAJAIITBO y TOMEHY HHIYCTPHjCKE apXUTEKType HHUje TOBOJFHO MpoydeHo. OTyn ce
TEMEJPUTO EBUACHTHPAE IMPEOCTaIuX mpuMepa Hamehe kao BaxkHa TeMa Oynyhux mcropuorpadckimx
[OlyXBaTa.
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ABSTRACT: Schools can be considered complex assemblages designed for both present
generations and posterity, as well, to a lesser extent past generations. Their design and iconog-
raphy is usually by adults for children, though they frequently speak to adults as well. They are
exercises in the formation of identity and public relations. As working, biographical entities they
express qualities of forelife, life and afterlife. This article reveals schools as having museums,
as well as being and not being museums. Being living institutions, despite freezing certain inflec-
tions, their commemorative language evolves and is symptomatic of diverse historical situa-
tions and values. Schools’ memorialisation is ultimately shaped by those controlling the switch
for the beacon’s light.

KEY WORDS: schools, memory, Scotland, Russia, Serbia.

INTRODUCTION

From whence is youth’s memory derived? For youth memory is something moulded by
its experience of environment and community. Presence in these activates a sense of being
that often feels like belonging. First the family and then the school (plus the neighbourhood and
sometimes a religious institution) are, most often, the instigators of youth’s awareness that the
present is full of signs of the past. Children’s understanding of generation is cultivated by
these genius loci. They learn, and are taught, that presence involves absence, and that being
is actually becoming. As such the institutional sites of the fostering of children’s appreciation
of history, time and place are intrinsically rich in their signifying of commemorative value and
offer a special reading of the adult instillation of this in the minds of future adult generations.
Schools aim to be sanctuaries... in more ways than one.

This paper takes cursory glances at schools from across Europe. This is enough to rec-
ognise them as commemorative sites, and not least as markers of identity and loss. As expres-
sions of community they articulate their respective versions of tradition, modernity and edu-
cation through their architectural language and adornment. The fact that decisions are made
to change these (often along with the school name, emblems, mottos and anthems) according to
the political pendulum of the times reinforces their role as arbiters of cultural contemporaneity
and memory. Associations with individuals and collectives of the past abound. By extension
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connection is made with what those histori-
cal figures stood for and, indeed, what they
are perceived to continue to stand for. Pride
and respect (and occasionally the opposite)
for these is both engineered and maintained.
Such homage often comes at the expense of
the same being paid to others. It can also be
that it is rejected, ignored or subverted by
some of those for whom it is being construct-
ed (Whether within the institution or beyond).
Traces of this subversion, such as graffiti,
damage or theft, offer alternative forms of
commemoration... The bronze bust outside
Belgrade’s Dragan Kovacevic School for
Eye Safety (Safarikova 8) has been stolen.
Its pedestal survives. It supports some well-
tended flowers in a pot that pay tribute to the
current Bulgarian janitor’s sense of beauti-
ful order. Following my fleeting visit I now
cannot remember who the bust depicted
(Dragan Kovacevic?) and why. Who does
remember? (Fig. 1)
As far as the urbanscape (as well as much
Fig. 1. Flower memorial architectural history) is concerned schools
can be forgotten. Passersby frequently do not
notice them. They forget their existence. They
would seem to have no reason to enter and so the buildings are excised from consciousness.
Yet their physical and historical presence looms large. And they are liminal public spaces that
regularly, if not spontaneously, open their doors and vaults of memory to ‘outsiders’. In some
countries they are polling stations, in others community centres, and in still others places for
competition, entertainment and display. As multi-functional, multi-generational formative
institutions schools are a challenge to man’s striving for some form of enshrined permanence
and immortality. The lifespans of schools are limited. As society ‘progresses’ and time passes
they are frequently deemed to lose their fitness to function. Their heightened cultural sedimen-
tation hides and elides much of the lives that pass through them. Yet their fabric and integral
decoration can narrate senses of the ‘immemorial’ that the sedimentation cannot disguise.
This means they become factory-museums for the fabrication of memory.

School institutional commemoration can focus on founders, patrons, donors, figures of high
state and church, influential teachers and educationalists, architects renowned alumni, victims
and heroes of war and uprising. But it can also be concerned with remembering school achieve-
ment, qualification and success. Trophies, medals, banners and certificates are frequently
prominently displayed, as, more ephemerally, are press reports and accounts of prize-giving
ceremonies. Either way these forms of commemoration are about presenting an absent past or
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current as signs of worth, the intention of which is to impress and influence their beholders.
Perceived failure, anti-social behaviour, punishment or mediocrity are seldom objects of long-
term official remembrance though they can be recalled through their apparent absence in the
commemorative value objects and symbols. They can also sometimes be read, if one is so
inclined, within the framed class photographs from various periods that often adorn school walls.

There is something cult-like in the commemorative functioning of schools. One only has
to enter the foyers (or corridors, canteens and courtyards) of any number of schools to sense
a hallowed reverence for people and events of the past. This can even happen in ‘modernist’,
decoration-eschewing contemporary schools where the architecture and materials could be
considered counteractive to cultural memorialising trends. Take, almost at random, for example,
the recently built Salto School de Trinoom in Eindhoven, Netherlands, by architects En-en.!
For all the school’s tabula rasa plainness its cafeteria is dominated by a large pixellated-style
image of Maria Montessori, the educational theorist whose philosophies and systems are being
advanced by the school. Actually the reverence for Montessori and her Constructivist approach
to learning is to be felt in the treatment of spaces, colours, light and ambience of the school
as a whole.

The commemorative processes of schools can seep or be instilled into individuals yet it
can also be the case that those they are aimed at lose recognition of them. The flowing daily
and generational usage of schools means that their memorialisation while ostensibly collec-
tive is just as likely to be collected, i.e. an assemblage of subgroups’ and individuals’ frag-
mented appreciation of the institutional narratives of remembrance. If one enters every day
out of duty and in transit to a zone of directed learning or administration one may well begin
to ignore, if not forget, the plaques, sculptures, awards and vitrines in the public areas. For,
while they may be displayed in classrooms, laboratories, libraries, halls, and gyms, they are
more frequently placed in areas designed for through movement. As such the school day in-
volves passing them by without, as a rule, having attention drawn to them. Schools are not
museums or mausolea, at least not what are usually conceived of as these. Yet the boundaries
between schools and other heritage institutions are not as distinct as they may seem. They are
keepers of the flames of the past and, as such, as well as in their delivery of curricula and
ideologies, nurturers of the future. The multi-facetted nature of school education means that
the often formative memorialist aspect of schools stands out from standard shrines and mon-
uments to memory.

In this paper I have chosen to focus on schools from three distinct parts of Europe, Ser-
bia, Scotland and Russia, and have selected two schools from each of these. In keeping with
a subject concerned with the construction of institutional memorialising for the young I have
decided to work chronologically backward, moving from the more recently built school to the
older one in each of the countries. Although I am mainly concerned with the memorialist
trends exhibited in schools during the modern period of mass public education, I also intro-
duce one (Scottish) example from earlier to draw out some peculiar commemorative simi-
larities and differences. In each country I explore a school building constructed during the

! At Don Boscostraat 2, created 2004-2009 (see: http://www.architecten-en-en.nl/projecten/onderwijs/brede-
school-de-trinoom-eindhoven.html).
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first decade of the twentieth century as this was the period when burgeoning mass education
and national identity creation combined in a strident, innovative blend of architectural-mate-
rial expression. In Serbia and Russia I complement this with analysis of schools from the
1930s. The schools chosen are a mixture: comprehensive-selective; primary-secondary-uni-
fied; coeducational and single-sex. All but one have had to reinvent themselves according to
changing times and systems. The exception has been turned into a museum of education,
which, while a reinvention, means it no longer acts as an official school. The concern here is
to trace the evolution of schools’ memorialising not just to mark out its original conception.
In so doing the relationship to the state, prevailing ideologies and historical trauma is charted.
The perception and expression of a school as bourgeois or proletarian, monarchical or repub-
lican, elite or egalitarian, secular or religious, authoritarian or progressive can be seen through
probing questions of style and changing iconography.

It is possible to determine four different forms of school commemorative functioning,
not all of which, given the focus of the present enquiry, are broached here. First, as almae
matres schools often nourish a sense of communal nurturing that gives rise to alumni asso-
ciations whose mission is to keep the school community together even after it has physically
separated and gone forth from the buildings which contained it. As such reunions are held and
the community is re-established virtually through group websites on which are posted visual
and textual memories, most being in the form of class photographs. There, names and person-
alities are put to faces. In contrast (though often connected, not least by internet hyperlink),
second, there is the official commemoration that celebrates the institution and its achieve-
ments. Here the entity, and its image, is prioritised over the individual. Third, there is the
multifarious and multivalent commemoration of 1) locality, 2) nation, 3) state and 4) educa-
tion. Fourth, school premises commemorate the architects, artists and tradesfolk who worked
on them, together with the spatial concepts, use of materials and style trends of passing eras.
Here the emphasis is on the second, third and fourth forms of commemoration and the over-
laps between them.

The revelation and evaluation of commemorative purpose in the school case studies
presented here are subject to certain restrictions, and, as a result, inevitable skewing. For all
their pride in tradition and achievements, schools can be prone (not least when they are mili-
tary ones) to guarding jealously their wares, treasures and children. Free public access is
impossible. Hence the treatment of the schools is piecemeal and partial, the source material
for the six mini-investigations being gained from a mix of field visits and published works. I
apologise in advance for the slightness of my discussion of the Belgrade schools, which is
largely based on fleeting tours, and the reliance on texts for my discussion of one of the St
Petersburg schools. Significantly, one of these, Grabar’s memorial ‘biography’ of the Nakhi-
mov College, has a great deal in common, in terms of structure, tilt, scope, content kind and
imagery, with the book by Lockhart on Heriot’s School in Edinburgh which I similarly use
for interpreting the Scottish school’s approach to memorialisation.? Surely it is not chance that
both were first published in 2003 and both appeared for/exploited historic anniversaries.

2 Concerning Grabar, see note 33, for Lockhart, see note 17. All translations from non-English texts are by the
author. I acknowledge responsibility for any errors.
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If education is about the shining of light through the miasma of ignorance and incompre-
hension then can be no surprise in schools having become known as beacons of the future. It
would, however, be more fitting so see them, as I seek to show here, as simultaneously bea-
cons of the past... not to mention the present.

BELGRADE SCHOOLS REMEMBER

In Belgrade, stepping into Milica Krstic’s modernist First Boys’ High School (61 Cara
Dusana, 1935-38) (Fig. 2) is affective, for its delivery of a feeling of continuity between past
and present is starkly and manifoldly expressed.® In the sublime rationalist spaces of this In-
ternational Style building the functionalism is melded to memorialisation. Here then it would
seem that even the everyday user of the school must imbibe its commemorative atmosphere.

Fig. 2. First Boys’ School Belgrade corridor

3Tam very grateful to Aleksandra Ilijevski for introducing me to this and many other schools in central Belgrade.
Milica Krstic (1887-1964), who specialised in designing schools while working for the Serbian Ministry of Civil
Engineering in the interwar years, needs greater recognition than that accorded to her to date, particularly for her
contribution to modern school architecture.
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In the foyer of the main entrance a curved
reception desk is adorned with an historic
photograph of the exterior of the building,
together with the school’s name in Cyrillic
and date of founding (1839). On the walls
facing the entrant are three large burnished
grey stone panels with gilt superscriptions
and images commemorating the establish-
ment and history of the school (and its build-
ings). These are dated 1995. They surround
a bronze bust on a marble (?) plinth of the re-
nowned Serbian writer Ljubomir Nenadovic
(1826-1895), one of the first graduates of the
school (1843), who subsequently taught there
(from 1848), and, from 1859 to 1868, was
Serbian Minister of Education. (Fig. 3) Also
in the foyer (presently), recalling the materi-
alities of the school’s past, is a well-used
nineteenth or early twentieth century green-
painted wooden combined school desk and
bench (for two students) with two inkwells
and pen grooves. The east wall contains a
large stone plaque with a long inscribed list
Fig. 3. Bust of Lj. Nenadovic of the almost one hundred teachers and stu-
dents of the school who gave their lives for
‘freedom and union’ in the First World War.
This plaque is joined on the same wall and opposite wall by three others for the victims of the
1941-45 war, the latter including one for those from the Fourth Girls’ High School (who re-
members why that is here?). A moveable display board sometimes obscures the view of these
plaques on the western wall. It can contain more ephemeral photographic reminders of recent
events and trips undertaken by current students.
Climbing the stairs and walking the corridors of the First Boys’ High School one enters
a pantheon of former pupils whose contribution to Serbian society is held in high regard. For
along the whole extent of the plain white and buff walls are hung in regimental order glazed
and framed black and white photographic portraits of the school’s ‘greats’ with an emphasis
on those from the nineteenth and early twentieth centuries. On some landings the order is
disrupted by views of collectives and ceremonies. In one place this takes the form of what
seems to be a pencil and crayon caricature of the team of school staff on the centenary of the
school (1939) by the then art teacher Milos Vuskovic (recalled in the caption as Vladimir
Vuskovic). Here, in this corner, for the first time, there is eye-witness recollection, and it comes
with acute, humorous observations of the individuals that formed the teaching collective in the
new school premises. This firsthand commemoration is especially affective due to its visual
capturing of the past life of the school with such succinct monochromatic effects of line and
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Fig. 4. King Petar I Primary School, Belgrade, entrance fagade

shade. The grey remembrance picture of over seventy years ago has to contend, as the war
memorials in the foyer, with a moveable picture board. Two of these are currently placed on
the landing and again commemorate, through groups of small colour photograph prints, very
recent educational outings. When I visited in 2011 the school’s presence at the ‘European
Festival of Russian Language in St Petersburg 2009’ was being reminisced here. There was
no sign, as in the other Belgrade schools I toured, of Marshal Tito, and little of the ‘greats’ of
the almost half-century long Communist era.

The commemoration in the First Boys” High School can be interpreted as quite, even
distinctly, ‘grown up’, and, with the exception of the Vuskovic caricature and colour photo
boards, severe and cold in its flat regimentation. As such it can be compared with the com-
memorative treatment accorded to the King Petar the First Primary School (Kralja Petra
Prvog 7). (Fig. 4) Here one could assume that the visual language of remembrance would be
more ‘childish’ and ‘colourful” since the children attending are younger. In fact this tends to

4T am very grateful to Tamara Ognjevic for arranging and leading my tour of the school.
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be the case in the classrooms and one or two places in the corridors. There one can find bright
and large cardboard cutouts of kings and saints, along with picture boards of historical fig-
ures. Designed by another remarkable female architect, Serbia’s first, Jelisaveta Nacic, it was
built between 1905 and 1907. Perhaps, given the relative prominence yet neglect of women as
designers of educational buildings across eastern Europe in the early-mid twentieth century,
this school could stand as a symbolic tribute call for setting to right the omissions in amnesic
architectural historiography.’ Erected on the site of earlier school buildings next to the new
Belgrade Cathedral (shortly after King Petar’s coronation there) the school’s architecture recalls
that of its neighbour, with its neo-classical and neo-Baroque elements. The direct connection
with the church has been severed and the school naming as the Cathedral School, as it was
from 1844-1925, has been consigned to history. Yet it still hints at its association. First, it
utilises two of Serbia’s most important ‘Enlightenment’ figures, Vuk Karadzic and Dositej
Obradovic, in a way that echoes but simultaneously departs from that of their gravestones
before the entrance to the cathedral. For unlike the twinned inscribed flat stone slabs on the
cathedral pavement the school’s Karadzic and Obradovic are vertical, figurative reliefs that
are located in the decorated wall surface above the round-arched first floor windows (to the
hall) of the entrance fagade. The busts of these two fathers of modern Serbian humanities
project out from the wall and look into the distance as if alive. Indeed they are ‘true to life’.
But in their high position they are also remote and relatively small making their presence in
the consciousness of the little children entering the school doubtful. They are unsupported by
any written reminders of their persons or their contributions. This will have to be learned,
perhaps through inculcation, and perhaps within...

Upon entering the King Petar the First School one moves into a large rectangular vesti-
bule replete with ionic columns and pilasters. The space leads forward to a wide stone staircase
with a flight of seven steps which, in turn, leads to the main staircase and inner sanctum of
the school. The newel of the left balustrade is used as a plinth for a large bronze bust of King
Petar wearing medals. It was presumably installed some time following the collapse of the
Communist regime in the early 1990s. This would coincide with the resumption of the King
Petar name that the school had for two decades following the monarch’s death (1925-1945).
Ribboned wreathes are laid for various commemorative purposes at the foot of the newel. The
space in front of Petar is given over to being the face of the school museum. Vitrines are filled
with school memorabilia of carefully selected and various kinds. These are presently watched
over by a large portrait of Obradovic, the first Serbian minister of education, and two of his
famous declamations: ‘Learn, while moving with the times’ and ‘Books my brothers, books, not
bells and chimes’. Near him is Karadzic, who, we learn, was a teacher at the school in 1809—
10. Besides these are plans and photographs of former school buildings, lists of teachers, craft
utensils and instruments, old ABCs and textbooks, log books, writing implements, a model of
Nacic’s school along with a photograph of the architect, class and directors’ photographs from
different eras. Also there is a photograph of two young boys. They are identified as Ivo-Lola
and Jurica Ribar, students at this school 1924-26 and 1924-28. This commemoration omits

5 Nacic (1878-1955) should be considered, for example, alongside her contemporary Wivi Lonn (designer of
Tampere Girls’ School, Finland, 1898-1902), Milica Krstic, Margarete Lihotzky, and Mary Medd (née Crowley).
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mention that they were Yugoslav partisan heroes of Croatian origin, Communist Party mem-
bers, and that they were killed by the Germans in the Second World War. It also omits to
observe that the School was known as Ribar Brothers Primary School from 1952 to 1993. One
has to learn such things elsewhere...

Significantly one has to climb the stairs behind King Petar and look beside a newly
framed and emblazoned with multiple multi-coloured crests genealogical map of the Kara-
georgevic royal house and the school silverware trophy cabinet. For there is hung a ‘Victory’
certificate awarded to the Ribar Brothers Primary School in 1978, for, in the first place, its
creation of a memorial museum and library. Elsewhere around the school there are new portraits
of King Petar and Saint Savva. There are also a few works of children’s art, hung, presumably
more temporarily, on the walls. The playground rear wall, abutting the French Embassy next
door, is covered with bright and vivacious graffiti. In themselves the layers of this anti-narra-
tional (in the conventional sense) scrawl decoration are signs of the times, a logbook of con-
temporary youth counterculture that communicates and commemorates identity. Like the
playground the somewhat improvised gym hall in the basement is set up for basketball. Thus
the modern Serbian national sport is also commemorated. The use of the space of the gym as
a studio by sculptor Ivan Mestrovic while he was making ‘Victory’ for Belgrade in the inter-
war period is acknowledged verbally by a few, those in the know. Is it recorded visually or in
writing other than here? Or is it a myth?

SCOTTISH SCHOOLS COMMEMORATE

The Scotland Street School in Glasgow, designed by Charles Rennie Mackintosh at
almost the same time as Jelisaveta Nacic was creating the King Petar School, is not a school.
(Fig. 5) It is a museum. It is a symbol of early twentieth century social aspiration, late-twentieth
century urban spoilation and early twenty-first century cultural quandary. It is the poorly at-
tended and inadequately funded Scottish Museum of Education. It closed as a school in 1979,
having opened in 1906. It is a place of pilgrimage for Mackintosh devotees and for nostalgic
Clydesiders keen to recall the days when Glasgow was a flourishing manufacturing port and
metropolis. Serving Kingston and Tradeston, ex-industrial areas south of the city centre, the
Scotland Street School is a memorial to misguided, questionable socio-economic regeneration
schemes that, while aiding some areas and sectors, bring about terminal decline elsewhere.
Kingston and Tradeston became bypassed by a motorway that sliced through the area in the
early 1970s. The community was dispersed, residents were relocated to new towns, housing
was demolished. The school roll fell. Designed for 1250 students, there were only 89 when it
closed in 1979. The area had become a desert, despite its proximity to Glasgow city centre.
Thus the Scotland Street School is a marooned beacon of past geopolitical hope and folly. It
is also commemorates much else besides.

Scotland Street School is a Mackintosh masterpiece. His last commission for the native
city that spurned his design vision it prepares the way for Machine Age modernism that many
see as being ushered in by Gropius and Meyer a few years later (1911-13) with the Fagus Shoe
Factory at Alfeld an der Leine. As such a precursor it is certainly a beacon for the future. It
also accords with the brief given to Mackintosh by the Glasgow School Board. For the plan is
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e

Fig. 5. Scotland Street School, Glasgow, entrance (northern) facade

rationalist, with form coherently following educational function. With separate entrances for
girls, boys and infants, the three-storey building has twenty-one classrooms, a drill hall-in-
fants’ schoolroom and domestic science-cookery room arranged either side of spinal corri-
dors. On each floor there are also twinned staff rooms and cloakrooms to the east and west
of the similarly twinned north-facing stairwells. In contrast to the unhealthily dark tenements
and industrial edifices that surrounded the school at the time of its building, light, movement
and hygiene are meticulously considered. Light floods in to the staircases and the ground
floor hall that they open on to due to their extensively glazed walls and use of slim iron rail-
ings. Further, in keeping with small child heights the sills of the drill hall-infants schoolroom
windows are lowered and the infants’ entrance is compact. Mackintosh did not get his way
entirely with the colour of the wall tiles. He would have preferred dark colours, at least at
ground floor level, instead of the white used. This would have symbolised enlightenment
emerging from the darkness of innocent ignorance. As it is he sets the standard for a new
typology of modern urban schools that was to be followed worldwide.

For all his expression of the new, Mackintosh simultaneously interprets the old. Though
he questions conventions of social class by this monument to mass education, he also presents
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the user and visitor with established notions
of segregational hierarchy (e.g. in terms of
classroom learning, age and gender). Sig-
nificantly, he also commemorates Scottish
architectural tradition. First, and despite hav-
ing originally wanted a white stone from the
central belt of Scotland, he faces his building
in a ‘national’ stone: old red sandstone. Found
in large outcrops across the Scottish lands,
this had been used for notable buildings for
many centuries. By the turn of the twentieth
century, when a good deal of it was being
quarried in Dumfriesshire, south of Glasgow
(and the source for the school), it was being
widely utilised for the new civic institutions
being erected in numerous major Scottish
towns and cities. Second, Mackintosh refer-
ences, without directly quoting, key Scottish
architectural precedents such as, with his
stair towers, (Fig. 6) the twin-towered gate-
house of King James V’s palace at Falkland,
Fife (completed in 1541).° The proportions,
semi-cylindrical form, conical bell-cast caps,
and flanking of a central entrance articulate
a kinship between the royal Scottish medieval
castle and the modern working class school
palace. The Stepping back of the mezzanine F1g 6. East tower on northern fagade
shafts containing the cloakrooms beside the
stair towers interprets early stone buttressing.
He also barrel-vaults the cookery (domestic science) classroom, as if echoing the kitchens of baro-
nial architecture, yet he places this room on the top storey rather than ground floor or basement.
While Scotland Street School commemorates Mackintosh the architect through its lan-
guage of structure it also does so through its decorative scheme. Once again this plays inven-
tively, and at once, with the ancient and modern, youth and maturity. Marking the boundary
between the front and rear playgrounds of the school is a large round arch upon which is placed
a smaller round arch. The bell which would have been hung from the little cupola is missing.
In keeping with the nature of guided and free play (as well as games and song) that is the

¢ Another point of historic reference for Mackintosh (1868—1928) appears to have been the similarly twin-
-towered main entrance fagade of Rowallan Castle in Ayshire (1562) which was then being restored by his contemporary,
Robert Lorimer, and which Mackintosh had visited and sketched in 1886—7. The large bay window shafts fronting the
stairs also appear to quote from Elizabethan house and late nineteenth-century Glasgow tenement design. For the
most detailed description of the school, see the University of Glasgow’s ‘Mackintosh Architecture. Context, Making
and Meaning’ website: http:/www.mackintosh-architecture.gla.ac.uk.
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function of these external school spaces, this is ‘a playful image of continuity’. (NEaT 1994:
164) The message here can be read, as Timothy Neat has, of ‘architects stand[ing] on the
shoulders of those who went before, children stand[ing] on the shoulders of their forebears’.
(NEAT 1994: 164) There are many discretely integrated yet seemingly abstract repeated deco-
rative shapes on the walls, windows, columns and railings of the school. These are subtly
stylised invocations of tradition feeding growth. Basic and deliberately coloured two- and
three-dimensional shapes such as squares, triangles, circles, ovals, cubes and cylinders, all build-
ing blocks for children’s early learning, are assembled into geometricised forms that suggest
something vaguely aspirational and organic, be it a tree or plant. As Rachael Shepherd has
indicated: ‘With less sophisticated preconceptions of the natural world and a heightened per-
ception of shape and colour, the child viewer was possibly well attuned to appreciate the
simplicity of Mackintosh’s abstraction.”” There is also a quality of harmonised Froebelian
gifts in the appearance of these forms.

A balance of nature and nurture is expressed in the energised linear stone tracery of the
east, west and central window shafts on the school’s southern fagade. Some have discerned in
this trees of life and knowledge, as well as thistles. Others, such as Neat, have found the latter
on the perimeter railings, and with that a distinct sense of their representational value:

The metal railings around Scotland Street School... display an abstracted image of a thistle.
The thistle here does not represent barrenness, greed, or evil force, it is simply the national em-
blem of Scotland, appropriate in Scotland Street. But there are two marvellous things about this
thistle: first, it is not obvious that the design is based on the form of the nationally much-over-
used Scotch thistle; and second, the small rectangular shapes that constitute the large thistle
shape are based upon the rectangular shapes of thistle seeds. Microcosm and macrocosm are
shown as one: these metal railings salute the children of Scotland Street, and the world beyond.
(NEaT 1994: 164)

The conceit of Mackintosh’s school and its creative play with the past and the present has
led to architectural history having trouble knowing where to place it. When the school was
listed in 1966 as a Category A monument of national historic architectural worth, the descrip-
tion noted that it was an ‘Art Nouveau, red ashlar school’® The Pevsnerian ‘Buildings of
Scotland’ study of Glasgow notes that there is ‘no hint of the fluid Art Nouveau style of the
1890s here’. (WiLLiaMmsoN 1990: 512) In the extensive Charles Rennie Mackintosh catalogue
of an exhibition that toured Scotland and the USA in 1996-97, the school barely gets a men-
tion and where it does, in the one paragraph on it by David Walker, the author notes its as-
sociation with contemporary board school design and that ‘the refinement of detail that
Mackintosh brings to the simple mass of regular functional building that forms its south
frontage has not always had the recognition it deserves.” (WALKER 1996: 141) Alan Crawford’s
consideration is that the decorative squares and triangles are Viennese-inspired (presumably
Hoffmann and Moser, if not Wagner and Olbrich), and that ‘Scotland Street [School] stands

" Rachael Shepherd, ‘From the outside looking in: Aspects of Carl Bergsten’s St Olof’s skola with comparison
to the school buildings of Charles Rennie Mackintosh’, unpublished article, author’s archive.
8 See Historic Scotland Statutory Listing at http:/hsewsf.sedsh.gov.uk/hslive/hsstart?P_ HBNUM=33534.
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apart from most of Mackintosh’s other buildings. It is symmetrical. It uses Classical methods
of articulation. Its interior is plain and straightforward.” (CRawrorD 1995: 119)°

The lack of consensus concerning the Scotland Street School’s historical genius loci is
compounded by its current museological-infotainment treatment and siting within unclari-
fied, seemingly stagnating, development plans. As a municipal museum (since 1990, when
Glasgow was European City of Culture) the school commemorates schooling that predates
and coincides with it. The top floor classrooms have been converted into installations, with con-
temporary furnishings and equipment, as well as layout, representing Victorian (post-1872),
World War Two and 1950s—60s classes. Elsewhere there are displays of the learning tools and
books, as well as some craftwork completed by the children. A little of Mackintosh’s story and
the school’s history is related in converted first floor classrooms. In 2007 the ten-acre site on
which the school stands was bought by
property developers, Tiger Develop-
ments. The plans are to build offices, a
hotel and retail units around the build-
ing. One has to doubt whether they will
be sites for future commemoration.

Scotland Street lasted as a school
for just seventy-three years. For all its
apparent national functionalism it has
appeared as a folly for much of the last
half-century. It can be read as a mon-
ument to Scottish state education’s pro-
gressivist short-termism. Alternatively,
it and its children users may be inter-
preted as victims of historical social
decline and municipal manipulation.
As ever, Mackintosh’s treatment of rea-
son is tinged with irreason. By way of
contrast reverse processes can be dis-
cerned in the monument that is George
Heriot’s School, Edinburgh. (Fig. 7-8)
Opened in 1659, it continues to work
as a school over three hundred and
fifty years later. It and its location, to
the south of Edinburgh Castle, were
‘improved’ by demolishing adjacent
buildings and creating aprons of urban
space’. (MacINNEs 1999: 45) Its sense

Fig. 8. George Heriot’s School, Edinburgh: of planned environment, or setting, was
detail of sculptural work, north facade

° It would seem quite reasonable to argue that Mackintosh’s relationship with Viennese Secessionism as seen
in this school was actually much more mutualistic or even Mackintosh influencing Vienna than Crawford allows here.
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novel for Scotland, especially the Scotland of
the city. Designed as a charity boarding school
for boy orphans and tradesmen’s sons it an-
nounced the arrival of the non-royal urban
palace, a move which, for educational build-
ings at least, was to be signalled as at an end
by Mackintosh’s Scotland Street School. In
fact Mackintosh, while critical of Heriot’s also
admired it, singling it out amongst Scottish
buildings as a highly significant seventeenth
century public building, as ‘Transitional’ and
‘Elizabethan’, and particularly appreciating
its ‘rich complicated’ strapwork decoration
which ‘admits at all events of an infinite
variety’.!’

Heriot’s is commemorative in terms of its architecture, decoration, patronage, education
and war sacrifice. It has its own museum. It has been commemorated in detailed studies of its
history and architectural place."" (GirrorD 1991: 179—182; GLENDINNING 1997: 65—67; LOCKHART
2009) By way of example, and befitting the context of this essay, a beautifully inscribed brass
plaque in the old refectory reads:

Fig. 9. Serbian Refugee Commemoration Table

This Tablet records the Everlasting Gratitude of the Twenty-six SERBIAN Refugee Boys
who during the Great War were freely and generously admitted to all the Educational Privileges
of this Ancient & Honourable Foundation. July 1919. “Zaista vam kazem: Kad uciniste jednome
od ove moje najmanje brace, meni uciniste” Matt. xxv. 40. [ Verily I say unto you, Since you have
done it unto one of the least of these my brethren, you have done it unto me.’]. (Fig. 9)

Such high-flown gratitude with its quotation from the Final Judgement section of Mat-
thew’s Gospel compares with the equally eloquent, if more mundane, ink on paper expressions
of Serbian thanks in the Heriot archive, e.g.

42 Blacket Place, Edinburgh, 20" January 1917.

Dear Sir Robert

On behalf of the Serbian Boys I wish to let you know that we all enjoyed ourselves very
much last Saturday afternoon at the Tea and Concert at George Heriot’s School. We all liked the
music very much and were pleased to think that the Scottish people enjoyed the Serbian na-
tional songs. We all wish to thank you also for the nice lines of poetry you sent us and hope to
benefit from the good advice contained in them.

I am, Yours Sincerely, Djordje Osmanbegovic.'”

1 From Charles Rennie Mackintosh, ‘Elizabethan Architecture’ (c.1892), as cited in Pamela Robertson, ed.,
Charles Rennie Mackintosh. The Architectural Papers, London, 1990, 145. See also, op. cit., 136, 140.

11 See Historic Scotland Listed Building Report, as at: http://hsewsf.sedsh.gov.uk/hslive/hsstart?P HBNUM=
27980. These detail the architectural borrowings and relationships, not least in terms of Serlio and Vignola, and royal
palaces and mansions in Scotland, England, Denmark and the Low Countries.

12 The letter is addressed to Sir Robert Kirk Inches, a Governor of Heriot’s, jeweller and former Lord Provost
of Edinburgh.
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Sometimes these thanks were in vis-
ual form, as in an undated drawing from
the same period. Entitled ‘Combined An-
glo-Serbian Forces pushing and pulling
the Serbian youth up the road of Educa-
tion’ this caricature shows a cartload of
(about twenty-six) youths being shoved
with great effort by an Englishman whose
name (A. J. Carter?) appears symbolic.
(Fig. 10) The hauler at the front is signalled
as Serbian (M. Vaslitch?). He walks more
easily than his English accomplice but
his glasses hang from his head facing the
boys behind him as he passes, presuma-
bly without clearly seeing, a signpost that
indicates he and his weighty raggle-tag-
gle load are heading along, or towards,
‘The Civilisation’s Road’. This makes a
fitting, precursor counterpart to Vuskovic’s Serbian teachers cartoon in the First Boys’” High
School. It also supports the Heriot documents that detail the story of the twenty-six Serbian
teenagers who were given refuge and education at the school from 1916. The school likes to
remember that the boys were visited at Heriot’s by Crown Prince George (King Petar the
First’s blacksheep son) in May 1918; that they maintained their connection with it for the rest
of their lives after they had returned to Serbia and regularly joined together to celebrate its
Founder’s Day in early June; and that they introduced rugby to their homeland.”® (LOoCKHART
2009: 257-258) As late as 1983—84 in the School Yearbook entitled the Herioter it was noted
that one of those former rugby players, Dr Dimitrije Dulkanovic, was intending to attend the
Founder’s Day celebrations back at Heriot’s and that he had sent photographs of five of the
Serbian Old Boys who were still living and whose careers were noteworthy.'

Fig. 10. Combined Anglo-Serbian Forces... up the Road
of Education, drawing, c. 191618

13 The advent and stay of the Serbian boys at the school gained considerable coverage in The Scotsman newspaper
and was recorded in Heriot’s Roll of Honour 1914-1919 (published 1921). These noted their academic and sporting
achievements, their joining of the Boy Scouts and Officer Training Corps, and the visits to them of Serbian dignitaries,
not least the theologian Nikolaj Velimirovic and the Minister of Education Milos Trifunovic. In fact the Serb boys at
Heriot’s were part of a wider programme of educating Serb children abroad during the First World War, this including
300 receiving education in Britain. Concerning this, see Andrej Mitrovic, Serbia’s Great War 1914—1918, London, 2007,
169-180.

14 These were Jivko Ilic, born 1901, Professor of English Language; Danilo Pavlovic, born 1901, retired army
officer; Jivko (Jivojin) Kovacevic, civil engineer; Bojidar Molerovic, civil engineer; and Dimitrije Dulkanovic himself,
medical practitioner specialising in physiology and rentgenology. On 5 January 2012 Dulkanovic’s daughter posted
the following on the RTS webpage http://www.rts.rs/page/tv/st/story/20/RTS+1/1019712/Srpski+Herioteri+osvajaju+
Skotsku.html:

Srpski Herioteri osvajaju Skotsku
Postovani RTS-u, a posebno emisijama OKO Magazina

Zivim u New Yorku i redovno sa suprugom pratimo RTS TV satelitske programe. Iznenadila me je i obradovala
emisija o srpskoj deci koja su presla golgotu albanskih planina a evo jedan deo zavrsio u Edinburgu. Moj otac je

127



JEREMY HOWARD *

The founder of the school, George Heriot, is not just commemorated in the institutional
name and on the annual June days dedicated to him. His presence is to be visually read
throughout the school buildings (and beyond). Such lauding would be rare if not impossible in a
state school but, since Heriot’s was a private foundation based on the legacy of an individual,
here it was possible. The Serbian plaque in the refectory is hung next to a broad Renaissance
ornamental fireplace, the installation of which was designed not for use but for simulation-recol-
lection of such hearths as the hearts of great houses and palaces. The mantelpiece is crowned
by an extravagantly ornate Heriot family three-rose-and-star coat of arms. Nearby, on the
perpendicular entrance wall, is a large memorial tablet in a similarly ornate floral arabesque
gilt frame. It reads:

To the pious and worthie memorie, of George Heriot goldsmith burges of Edinburgh, and
sometime jeweler, to King James the Sixth of Happie Memorie, who mortified not only so much
as his estate as founded and completed this stately Hospitall, but doeth now also maintain 130
boys burgeses and freemens children of the citie of Edinburgh, in the tearmes specified in the
Statuts of the said Hospitall, compiled by D. Balcaneuell, D., of Rochester, the Founders Trustie
for that Effect Anno Domini MDCXCIII [1693].

Where one might have expected a painting one is presented instead with a written hymn
to the founder’s beneficence. In fact the whole school can be read as a hymnal to the hugely
successful, wealthy court goldsmith and jeweller who had died aged sixty in 1624, having
been predeceased by his two wives and two legitimate children. A second decorative fire-
place in the refectory bears a carved monogram with all the letters of his name and a mantel-
piece adorned with his sculptural portrait. Nearby, in the wainscoted Council Chamber, an-
other fireplace is adorned with the Heriot coat-of-arms and ribboned motto ‘I distribute
cheerfully’. Close to this is hung an oil portrait of George Heriot, replete with samples of his
gold and jewellery work, by John Scougal painted around 1698 after a (lost) original painted
from life by Paul van Somer. (Fig. 11) The desire of the Heriot Trustees to commemorate their
bequeather meant that the same source was used for a lifesize sculptural effigy that stands in
the decorated niche over the entrance to the school. Fingers poised in consideration, this He-
riot faces into the school quadrangle and announces to those who observe him every day
‘G.H. Of my body this statue, of my soul this work’."> In 1844 this effigy was itself recalled
when the Walter Scott monument opened on Princes Street, Edinburgh. For Scott had turned
Heriot into a heroic character in his historical novel The Fortunes of Nigel (1822) and as such
he became one of the sixty-four character statues on his monument. However, despite the

Dimitrije Dulkanovic koji je do kraja zivota imao kravatu G H skole, a cesto je u starijim godinama pricao o Skotskoj.
Voleo je da govori engleski. Pre puno godina i ja sam provela 4 meseca kod njegovih nekadasnjih skolskih drugova u
Edinburgu. Sve ove price su mi dobro poznate a i jos neke koje se verovatno nece moci spomenuti. Pored ostalih
brojnih hobija, tata je i doveo ragbi u Srbiju i svoj radni vek proveo, izmedju ostalog, i kao sportski lekar. Svake prve
subote u JUN skupljao je svoje skotske drugare na obelezavanje dana G H Skole — i porodice su bile prisutne. Slalo
se potom pismo sa potpisima Direktoru skole itd., itd.

Hvala Vam na ovom velikom trudu i lepoj emisiji koliko da i mladje generacije saznaju nesto iz nase srpske istorije.

S postovanjem — Branislava

15 The inscription is in Latin: ‘Corporis haec, animi est hoc opus effigies’. The sculpture is said to be by the master
mason Robert Mylne who was commissioned to work on the completion of the clock tower entrance in the 1690s.
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similarity of pose, ‘Renaissance’ attire and
facial features, rather than the empty thought-
ful hands appropriately seen in the school
quadrangle, for the Scott monument he holds
up a model of his school, presenting it to the
city (and almost facing the direction of the
actual school) in the convention of architec-
tural donor portraiture.'®

On the other (northern external) side to
the school entrance tower the homage to He-
riot reaches new levels. The way through the
pend and into the school is surmounted by a
frieze in which there are four panels of relief
carving that relate the story of George He-
riot and his foundation. Reading from left to
right these show Heriot in his well-equipped
and orderly goldsmith’s forge using bellows
to blow air onto the fire. The action takes
place by the words ‘By Founding I have
Founded’ [Fundendo Fundavi]. Next comes
Charity in which three fatherless infants are
presented to God’s altar with the words ‘For
these my heart has glowed’ [His Cor Incal-
cuit]. This is followed by five boys in school
uniform under a large pointing God-like hand,
the initials G. H. and ‘So may God treat you,
as you treat them’ [Sic vos Deus, ut vos eos].
Four of the boys stand in a row, hats off and
hands clasped, around a central boy who reads from the Bible. On either side the boys are
surrounded by their robed and bearded priest-like governors. Finally, the story of Heriot ben-
efaction and education has developed to the point that eight boys are now shown at benches
reading, two others recite their lessons and a caring master looks on to the tune of ‘God has
given us these calm enjoyments’ [Deus nobis haec otia fecit].

Dating from the early seventeenth century the frieze reliefs are some of the earliest ex-
tant secular figurative carvings in Scotland. They are accompanied in the stonework above,
as well as across much of the exterior of the building, by the armorial bearings, initials and
mottos of George Heriot. Despite all this remarkable eulogising of the founder, his school
commemorates much more than the man himself."” First, the pediments above the attic win-
dows in the quadrangle are lessons in Heriot values, beliefs and times. For they are decorated

Fig. 11. John Scougal, Portrait of George Heriot, c. 1698

1 The sculpture is by Peter Slater. A later, alternative, commemorative portrait of Heriot (1905, by Paul Raphael
Montford) is to be found in the sculpted pantheon of British artists that decorates the Victoria and Albert Museum, London.

17 Other benefactors are awarded with memorial tablets hung around the school interiors in various locations,
the treasurer James Denholm (died 1822) has a white marble Grecian cenotaph in the Refectory, and past headmasters
are depicted in plaque and photographic form near the museum.
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on the north side with sculpted Restoration portraits of the Stuart royal family and its Euro-
pean partners as just before the English Civil War: Queen consort Henrietta Maria of France
and her husband King Charles I, Anne of Denmark and King James VI (Charles I’s parents),
Princess Elizabeth (Charles I’s sister) and her husband Frederick V (Elector Palatine), plus
Prince Henry (Charles I’'s and Anne’s son). This preaching of loyalty to the joint crowns of
Scotland and England is joined in the other attic window pediments by sculptural lessons in
geography (allegories of the four continents then known: Europe, Asia, Africa and America)
and religion (the four Evangelists, Solomon, David, Adam and Eve, and Death). Lacking an
image of Christ crucified, the latter reveal allegiance to the new Protestant church of the state.

In Heriot’s chapel rather than visualising Christ, it is British and French royalty, noble
and merchant families of Scotland, and Incorporated Trades of Edinburgh that are memorial-
ised in the crests and escutcheons in the stained glass medallions of the south-facing win-
dows. Inevitably these include the families of Heriot’s wives as well as the goldsmiths of
Edinburgh. There are also two plaques on the north wall of the chapel that comprise a ‘Chron-
ological List of those boys who upon completion of their education in this institution obtained
the medal for pre-eminence in Scholarship and Good Conduct’. The list runs from 1826 to
1886 (the year when, following an Educational Act, Heriot’s was turned into a day school and
introduced fee-paying).

Commemoration of students, school activities and artefacts takes place in the school
museum, the displays of which are subject to change. These include a replica of Heriot’s silver
‘loving cup’ (1610, one of the very few surviving objects he is known to have created) which
was passed around on special occasions (including at the end of the visit of a Serbian delega-
tion on 30 November 1916) so that all may drink as one. The cup is currently to be seen in the
centre of the museum display cabinet placed in the anteroom to the Council Chamber. It
stands next to a garlanded sculptural bust of Heriot that replicates the head and upper body of
the Fortunes of Nigel hero on the Scott monument.'® Underneath and associated with this the
centrepiece of the display commemorates Heriot’s Decorating Club, a society of old boys who
decorated (‘busked’) Mylne’s statue of Heriot on his anniversary day. They also decorated
their charter box lid (with painted Heriot’s crest next to a garlanded hammer and the date
1793), and are remembered for their adorning of the statue and themselves with floral
wreathes, sashes, medals, bells, caps and alcohol (the latter not being present in the cabinet...).
Elsewhere there are: tattered early eighteenth century breeches of the school uniform; the
school seal; a tawse; modern blue crested white china and plastic ‘Heriotana’ (cups, bowls and
pens — marked out as being for sale in the Heriot Trust office): boys’ combs and clothes
brushes (marked with the boys’ numbers); bed linen; bookends made from oak beams used in
the erection of the school in 1635-36; sets of prize balls marked with boys’ names and dates
and made by the boys as a craft exercise in the mid-nineteenth century; commemorative pho-
tographs; house committee minute books; and a school visitors’ book, opened to show Hans
Christian Anderson’s signature for his visit on 16 August 1847.

Schools might be about teaching, learning and memorising fairy tales of all kinds, but they
are also about hard reality. And hard human reality has always meant war, loss and grief. He-

'8 The bust is dated 1844 and presumably by the same sculptor, Peter Slater.
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riot’s has had its fair share. The Serbian presence in the school during 191618 is a ray-of-light
counterpart to the 463 Herioters (current and former students), plus two staff, who were killed
in the First World War. These are commemorated in the school garden by a slender octagonal
stone column that was unveiled in April 1923." In the appropriate form of a mercat cross topped
by a devoted pelican feeding three of her young, the column has a base that records the names
of the dead. They are accompanied by the inscription: ‘To the glorious memory of the former
pupils and staff of the School who fell in the Great War. The names of those who return not
again are inscribed to their honour for evermore — 1914—-1919°. Above the names runs a frieze
with the words: ‘Dulce et decorum est pro patria mori’ [it is sweet and right to die for your

country] and ‘At the going down of the sun and in the morning, we will remember them’.?

ST PETERSBURG SCHOOLS MEMORIALISE

The continuation of unprecedentedly cruel, devastating and widespread warmaking by
the Germans a little later in the twentieth century was to result in Heriot’s war memorial ac-
quiring, in 1951, an extensive rear wall on which were inscribed the names of a further 222
(former) Herioters who had been killed. This commemoration is worth comparing with that
of School 210, St Petersburg. (Fig. 12) By contrast with Heriot’s, the main building of which
was constructed over seventy-three years (i.e. 1628—c.1700, either side of the English Civil
War and Cromwell’s establishment of a republic), School 210 was built in fifty-four days in
1939. It went up in a city which did not exist when Heriot’s was being created. Its commemo-
rative language speaks of Stalinism, the urbanscape of St Petersburg’s main arterial thor-
oughfare Nevsky Prospekt, and the Second World War. Designed by Boris Rubanenko this
numerical rather than nominal school was also a state rather than private product.”’ Yet it, like
Heriot’s, was located in a very central position (indeed, the most central place for a school at
their respective times) in a former capital of state. Similarly, its architecture was at once
highly considerate of its setting and responsive to/trend-setting for the developments of its era
and beyond.

School 210 is most widely recalled in popular memory because of an inscription painted
on its street facade. Every day thousands of people walk past it. The stencilled white-on-blue
(originally red-on-brown), 62 x 91 centimetre, sign reads: ‘CITIZENS! THIS SIDE OF THE
STREET IS THE MOST DANGEROUS AT TIMES OF SHELLING".

Addressing citizens (rather than subjects as was inferred with the regal Heriot decora-
tions) the sign is accompanied by a stone tablet on which is inscribed in gilt letters:

“This Sign is Preserved In Memory of the Heroism and Fortitude of the Leningraders of
the Time of the 900-Day Siege’.

1Tt is the work of James Dunn, architect, and Alex Carrick, sculptor.

20 The first is from a martial ode by the Roman poet Quintus Horatius Flaccus (Horace) which was regarded as
‘The old Lie’ by the First World War poet Wilfred Owen, in his 1917 poem ‘Dulce et Decorum est’. The second is
from Laurence Binyon’s 1914 remembrance poem ‘For the Fallen’.

2! Significantly, Heriot’s nominalism is waived in the numerical inscriptions (1-180) marked (in 1863) at regular
intervals around its quadrangle’s pavement for students’ roll call. The architecture of School 210 could actually be
compared with that of the ‘New School’ at Heriot’s, this being built in a neo-classical style to designs by George Reid,
1931-34, for a new ‘preparatory’ department to the north of the main building.
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Fig. 12. School 210, Nevsky Prospekt facade

Remembrance ceremonies are held beside the signs, flowers are laid below them, and
flags are hung from the Soviet star flagholders above.

In fact the warning sign is one of many that were painted on buildings on the northern
and north-eastern sides of streets in Leningrad during the 1941-44 German siege of the city.
Five others survive. School 210’s at Nevsky Prospekt 14 sign was painted in the summer 1943
by Tatyana Kotova and Lyubov Gerasimova, members of the local air defence corps (MPVO).
After the war the sign was erased but in 1962 it was recreated upon the initiative of the local
poet Mikhail Dudin, as the first in a programme that saw three other such signs being re-
stored around the city. The repainting of the sign coincided with the school building being
listed as having regional significance in the Russian register of historic and cultural monu-
ments. Its place in popular consciousness is revealed by post-Soviet parodies being painted on
buildings across St Petersburg in 2010 warning citizens of the dangers of being on either side
of the street during the presence of Mayor Valentina Matvienko.

The plot occupied by School 210 had been cleared of its previous building in 1915 in
order to build a bank. It was, after all, in the financial heart of the city and next door there was
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already the new, five-storey Junker Bank. War, revolution and the power grab of Soviet so-
cialist republicanism meant that the Junker Bank turned into the offices and retail outlet of
‘Leningrad Textile’. It was to be joined by Rubanenko’s equally high and broad five-storey
school. Devoid of the bank’s ostentatious decoration the school has a quality of typical
stripped, forceful Stalinist classicism in its use of heavy stringcourses, symmetry and austere
reinforced concrete cladding.”? The sign over the main entrance simply reads ‘1939’. In itself,
the lack of individualisation in the treatment of School 210 commemorates Soviet communist
value, though this was somewhat contradicted by its location in a city whose changing name,
like that of many of its streets and non-school institutions, ideologically memorialised some
kind of hero. Valery Isachenko has summarised the effect of the school’s street aspect and
expression of burgeoning Stalinist monumentalism: ‘The large-scale forms of the facade,
clear articulations, and skilfully traced details mark it out in its dense built environment. It
characterises its epoch, yet at the same time is in accord with its architectural setting. The
building has a most memorable appearance.” (IsacHeENko 2000: 687) , In fact the school was
to be the only Soviet edifice built in the three-kilometres main stretch of Nevsky Prospekt.
Rubanenko’s achievement led to him being rewarded with a state prize and acceptance into
the Communist Party.

Self-effacement is continued in the decoration of the school. Externally this amounts to
some red-based Egyptianist lotus flowers and sunbursts on the ceilings and walls of the por-
tico and pend leading into the courtyard. Inside, the school’s foyer is completed with six
painted medallions that commemorate mid-twentieth century Soviet educational and artistic
value. As such they are useful to compare with the ‘lessons’ in Heriot’s window pediments.
Painted in a (socialist) realistic style that is clearly readable the medallions show: 1) natural
science — an image of a conventional optical microscope together with an insect display case
(moths, butterflies and beetles are visible), ears of wheat and apples; 2) geography — a globe,
compass, book, scroll and map covering Europe, northeast Africa, the Middle East and the
Soviet Union, the last standing out in red; 3) and 4) ‘For Outstanding Success and Model
Conduct’ — a pentagram star shines its light on a garlanded open book — the colouring and
form would seem to represent gold and silver medals; 5) chemistry — a Kipp apparatus (ready
with solution for the creation of a gas), some kind of meter or balance (perhaps for measuring
acidity and alkalinity), and a blackboard with a simple mathematical formula written on it; 6)
Russian literature — a set of books adorned with oak leaves. Two books lie flat, one closed and
one open and bookmarked. Six others stand upright and on their spines can be read: Pushkin,
Tolstoy, Herzen, Nekrasov, Gorky and Ostrovsky. No Bible or Hans Christian Anderson here.
And no Dostoyevsky or Akhmatova... The iconographical absences in School 210, as in He-
riot’s, are telling. Their respective systems (and educational expectations of their periods and
places) are thus memorialised through both representation and avoidance. Both elevate order

22 The cladding was the invention of the engineer N. V. Maksimov. Rubanenko (1910-85) was helped in the
design by the more experienced Boris Dmitrievsky. They exploited elements of Vladimir Shchuko’s 1915 design for
a bank on the site. A useful quick reference source for the history of the buildings on the plot, together with a
comment thread that indicates something of the school’s place in current folklore, is at http:/www.citywalls.ru/
housel1207.html. Rubanenko built two other schools in Leningrad in the late 1930s, as well as numerous apartment
blocks. These set the tone for Stalinist Neo-Classicism. After the war he taught at the Moscow Architectural Institute.
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and discipline. But on the one hand (School 210’s), it is scientific materialism and national
culture that are key, with the objects depicted conveying relatively high levels of firmly
grounded learning and understanding. On the other (Heriot’s) it is obedience and belief that
are fundamental, with a grasp of worldly wisdom seeming supplementary.

There is another sign on the Nevsky Prospekt fagade of School 210 that speaks of memori-
alisation. Just behind the column on which the ‘CITIZENS! sign is painted, to the right of the
entrance archway, it reads ‘Museum of the Young Participants in the Defence of Leningrad’.
Walking through the pend one is faced with a new monument: a large blue wire mesh globe on
which are placed copper continents with their names written on them. Seemingly precariously
balanced at the top of a sloping pedestal the inscription reads:

‘In order that such a winter is not repeated on the earthly planet

We must make sure that our children remember, like us, about it!’

Poet-Besieged Yu. Voronov.

The central positioning of the monument and its child-friendly height means that it is
likely to penetrate the consciousness of those playing and learning around it. It cites the poem
‘Another War, Another Siege...” by Yuri Voronov (1929-93), a teenage victim of the 1941—44
siege and future Soviet journalist, who went on to achieve considerable renown for the many
‘Siege’” poems he began to publish in the late 1960s. Voronov’s memory is fairly well-preserved
in post-Soviet Russia.

The current poster-sign outside the entrance to the Young Defenders Museum reads:

‘The Siege of Leningrad started on 8 September 1941 and continued until 27 January
1944. On 1 September 1941 39 schools were working in Leningrad and 201,082 schoolchil-
dren remained in the city...”. It has a sepia photograph of two girls clinging to one another in a
desperate attempt to overcome their plight. The museum opened on 27 January 1973, exactly
twenty-nine years after the lifting of the devastating siege. Twenty-nine years on again, in
January 2012, the school’s website indicates the commemorative significance of the museum:

‘The school now has the only museum of the young defenders of Leningrad in St Peters-
burg and our students have a unique opportunity to get in touch with history.’*

In the vestibule to the museum, which is also the ground level of a staircase leading up
the school’s five storeys, there is a black plaque on which is inscribed the names of the three
teachers and fourteen students who perished during the Second World War. The first name is
that of the first school director, chemistry teacher Semyon Basov who died in a fierce battle
with the Germans at Oranienbaum, November 1942 .24

As with the museum at Heriot’s, but at some variance with the display at King Petar’s,
that at School 210 is rather tucked away and easily missable. Such modest treatment of the
past can be argued as appropriate for an institution whose main concern has to be the present
and future. Essentially the Young Defenders Museum comprises two rooms and sections that
vary but which have included: ‘Leningrad — Hero City’, ‘The Life of Leningraders during the
Siege’, ‘Local Air Defence’, ‘The Country helps the City’, ‘The [Lake Ladoga] Road of Life’,
‘Industry in Besieged Leningrad’, ‘Science and Art’, ‘The Hermitage during the Siege’, ‘Chil-

2 See http://school210.ru/history/ (accessed January 2012).
24 See http://school210.ru/norm_doc/programma_razvitia (accessed February 2012).
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dren of Besieged Leningrad’, ‘“The Breaking and Lifting of the Siege’, ‘Nobody is Forgotten
because Nothing is Forgotten’. There is an installation of a period classroom replete with
desk-bench (akin to that in Belgrade First Boys’ High School), a blackboard on which is written
in chalk 26 May 1941. Hurrah the Holidays!’, a photographic print of Lenin, and numerous
wallcharts. Most prominent among the latter is one that shows the Babel Tower of hierarchical
Tsarist society propped up by and oppressing the workers. The display cabinets are full of
photographs of children during the war; school equipment; the war clump of bread; two chil-
dren’s cotton shirts; some children’s drawings, notes, and poems; certificates and identity
passes; a couple of china Father Frosts and a few diminutive dolls; some stuffed and pickled
small animals and birds. There is also a log from the pier at Kobona village from whence the
ice road of life began in November 1941. One room is dedicated to Komsomol work replete
with its ritual artifacts such as red banners, scarves and drums. There is a 1940s illustrated
poster print showing children working at lathes (‘In the Workshop of the Technical College’
by the socialist realist Vasily Bayuskin) and wallcharts revealing different kinds of simple
manufacturing equipment. Considering the distinctions and similarities of all this with, for
example, Heriot’s museum, should mean giving a sense of comparative memorialising that
tells of the discrete ways of fostering notions of identity and history in generations of youth
brought up in very different parts of Europe...

By contrast to the contained modern museum installations of School 210, Heriot’s and
King Petar’s, the Peter the Great College House in St Petersburg is notable for the passéism
of its original architectural and interior decoration. Contemporary to King Petar’s and Scotland
Street Schools, the Peter the Great College House (1903—11) appears a combination of a palace
and a ship. It is a bicentennial celebration of the founding of the modernising, westernising
Tsarist capital of Russia. As such it is a monument to retrospectivism that is simultaneously
rationalist. Comparison would best be made with Mackintosh’s Glasgow school. Like Scotland
Street, the Peter the Great College House was designed for a maritime empire’s chief centre of
shipbuilding. The rivalry between the British and Russian empires in terms of global foreign
dominions was a major factor in their development as militarised manufacturing economies in
the periods leading up to the building of the schools. It is not by chance that in 1944 the Col-
lege House, after having been turned into Schools 176 and 227 in the early Soviet period, be-
came (as it remains) a naval cadet college named after Pavel Nakhimov (1802-55), (Fig. 13) the
Russian admiral who had died fighting the British in the one of the first ‘modern’ European
military conflicts: the Crimean War. Such reinvention was something denied Scotland Street.

On 29 May 2004, to celebrate the sixtieth anniversary of its reinvention, and in keeping
with the contemporary boom in new public commemorative sculpture in the revitalised for-
mer Russian capital (as elsewhere across the post-Soviet lands), a somewhat larger than life-
size bronze bust of Admiral Nakhimov was unveiled in front of the college. (Fig. 14) Set on a
high granite pedestal and marked out by two anchors on the pavement before it, this work of
sculptor Leonid Aristov is based on a Soviet plaster bust of the remarkable sailor that has
stood in the college vestibule since the 1970s.* Thus the image of Nakhimov has joined and

2 The plaster bust is by Igor Krestovsky and was itself based on nineteenth century painted and print portraits
of Nakhimov (e.g. by Vasily Timm).
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Fig. 13. Peter the Great College House (Nakhimov Naval College). View from the south east

to a certain extent replaced that of Peter the Great, for while the latter survives close to the
admiral on the exterior he has been partially deleted within. Despite this changing iconogra-
phy the College House still essentially encapsulates Tsar Peter the First’s imperial ambition
and it does so through its innovative, syncretic assemblage-style incorporation of the archi-
tectural and decorative languages of the early-mid eighteenth century.*® The strength of this
derives much from the jubilee-related conception of the institution and its realisation by the
leading progressive arriere-gardists of pre-revolutionary Russian material culture.

Around the turn of the twentieth century the St Petersburg City Duma decided to mark
the celebration of the bicentenary of the city’s founding with a beacon of the past that was to

26 There are two principal, varied yet authoritative studies of the College House, both of which have substantially
informed my reading of the school’s memorialist articulations: Boris Kirikov, Aleksandr Dmitriev. Arkhitektor pervoy
poloviny xx veka, St Petersburg, 2009, 103—148; and Vladimir Grabar, Nakhimovskoe uchilishche: Istoriya. Traditsii.
Sud’by, St Petersburg, 2003.
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be a beacon of the future: a monumental
project dedicated to national education.”’
Hence the Peter the Great College House for
one thousand boys and girls was born. The
site chosen was symbolically close to St Pe-
tersburg’s first building, Peter’s wooden
cottage of May 1703, on the southeastern tip
of Petersburg Island (now Petrograd Side).
Naval and religious processions from the
cottage to the site took place in May 1903,
these culminating in ritualised blessing and
foundation laying ceremonies. The young
Petersburg architect Aleksandr Dmitriev
(1878-1959), a recent graduate of the Insti-
tute of Civil Engineering and Academy of
Arts, was selected to design the school.
Dmitriev worked up several plans between
1905 and 1908, construction finally being
given the go-ahead in 1909, a second foun-
dation laying ceremony being held on 26
June 1909, the first classes taking place in
the autumn of 1910, and the building being
fully complete by late 1911. In keeping with
the contemporary Russian concept of ‘col-
lege house’, the institution was to comprise
an educational complex with a primary
school, secondary school and trade college. Connected rationally via wide and light spinal
corridors and over five storeys, there were to be thirty-seven classrooms and workshops, a
library, assembly hall, and suites of reception and administrative rooms.

The principal eastern fagade is more than one hundred metres in length and reaches, at
the tip of its spire, to almost sixty metres in height. For all the modern high functionality of
the spaces it clads, the facade’s expressivity is neo-Baroque. This is to be felt in the plasticity,
colour scheme and ornamentation of the elevation.?® Attention is drawn, through its decora-
tive finish, to the entrance section towards the northern end of the fagade. Having studied
surviving monuments of Petrine architecture Dmitriev topped this section with a roof lantern

Fig. 14. Admiral Nakhimov bust

271t would seem particularly fitting (and again indicative of the times with their maritime-imperial rivalries)
that the (now widespread) application of the term ‘beacons of the future’ to school buildings comes from Sherlock
Holmes in Arthur Conan Doyle’s 1893 spy story ‘The Adventure of the Naval Treaty’. During his endeavours to
retrieve a stolen naval treaty so that it may not fall into the hands of the Russians (or French), Holmes describes the
new, large London board schools as ‘big, isolated clumps of building rising above the slates, like brick islands in a
lead-coloured sea... Light-houses, my boy! Beacons of the future! Capsules with hundreds of bright little seeds in
each, out of which will spring the wise, better England of the future.’

% The blue and white colouring is that of mid-eighteenth century Elizabethan Baroque architecture, plus it is
maritime, the colours of St Andrew flag used by Peter for his naval campaigns.
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and slender spire that recalled (without copying) those of St Petersburg’s iconic SS Peter and
Paul Cathedral and Admiralty, as well as the masts of Petrine galleys. The centrepiece here is
a bronze bust marked ‘To the Father of the Fatherland’ at third floor level in between the dates
1703 and 1903. This is Peter the Great in cuirass and ermine mantle. He is surrounded in his
curved niche by a lavish Rocaille frame with putti revealing the dedication. Sculpted by Vas-
ily Kuznetsov, the image of Peter accorded with that envisaged by Dmitriev in his 1908 plans
and sketched by Aleksandr Benois shortly afterwards. Yet the haughty bust, for all its gener-
alisations, also looks back to the portraits of Peter as the leader of a new Russia from the
early eighteenth century, such as Bartolomeo Carlo Rastrelli’s bronze and Jacopo Amigoni’s
oil, the latter being replete with glorifying putti.”

Benois and Kuznetsov were also responsible for the final retrospectivist flourish above
the bust: the allegory-soaked relief that fills and spills out from the tympanum of the bow-
shaped pediment. As Kirikov has noted here the artists have reworked a conventional Ba-
roque scheme, with their central cartouche, banners and paired seated nude figures to either
side.*® (Kirikov 2009: 129) The oversized cartouche with its great twinned volutes under the
Romanov crown bears the interlaced ‘PP’ monogram of ‘Peter Prima’. It is surrounded by
ships’ prows, spears, flags and cornucopiae. In front of these are the two male athletes who
pull out a large lion pelt between them. This surrounds the dial of an electric clock created by
Friedrich Winter, the Petersburg clockmakers responsible for many of the monumental time-
markers around the city from 1869 to 1911.*! The whole decoration can be read as a metaphor
for Russian success. The athletes are Samson and Herakles who with their divinely-given
strength overcome the king of beasts. Samson killing the lion, as interpreted by Rastrelli in
the largest fountain sculpture (1735), was the symbol of Peter’s great palace complex at Peter-
hof. In particular this is Russian victory over its enemies, not least Sweden, whose coat of
arms featured two lions rampant. It was hardly coincidental that the second foundation laying
ceremony of the College House in late June 1909 was orchestrated to coincide with the two
hundredth anniversary of Russia’s decisive triumph over Sweden at the Battle of Poltava. Nor
was it by chance that the less expressive tympanum relief on the short southern fagade should
also express Petrine success allegorically: with Minerva blessing Peter’s endeavours in the
arts, sciences and warfare.

The external ‘Petersburg Renaissance’ decoration of the College House cohered with
that within, particularly as felt in the three most public spaces: the foyer, vestibule and as-
sembly hall. These were known as the Petrine Halls and upon their completion in 1911 were
described as ‘one of a kind and, in themselves, representing a whole museum.”* The foyer
was a large reception area whose rounded archways and French windows recalled those of the
galleries at Peter’s Monplaisir Palace (1714-23). The vaulted vestibule was dominated by a

2 Both are in the State Hermitage, St Petersburg. The Rastrelli dates from 1723-30, the Amigoni from 1732-38.
Rastrelli’s bust includes relief representations of the Battle of Poltava and the founding of the new Russia. Besides the
putti Amigoni’s portrait contains images of Minerva (who accompanies Peter in the tympanum relief on the College
House’s southern fagade), the Russian fleet and a pile of books.

3 Kirikov compares the tympanum relief with the decoration of the hall of Peter’s Katrintal (Kadriorg) Palace,
the Grotto in the Summer Gardens, Peter’s Winter Palace and the palaces of Rastrelli (the younger).

31 According to Grabar, 50, this clock was Winter’s last and finest St Petersburg city clock.

32 Peterburgskaya Gazeta, 15 August 1911, No. 222, 2, as cited in Grabar, 61 and Kirikov, 135.
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fireplace, whose Baroque volutes and Petrine monogram are reminiscent of those in the
Katrintal Palace. The dado was covered by blue and white tiles with scenes from life in the
Dutch style so appreciated by Peter. Nowadays, the vestibule commemorates the conversion
of the College House to the Nakhimov College, displaying a large modern Soviet warship
model, being adorned with nineteenth and early twentieth century sea battle wall paintings,
and being completed by Nakhimov’s bust and a model canon. It is the place where the cadets
learn to stand guard. The stair railings leading to the Assembly Hall repeat the interlaced
Petrine monogram.

The decorative scheme of the spacious Assembly Hall has failed to survive fully intact.
Still, some of the parquet floor is original. Its square with eight-ray star pattern derives from
that used in the Menshikov Palace (1717-20s). Likewise the dado tiled panels, inspired by
Delft and as found in the Menshikov, as well as other Petrine palaces, remain. Created by the
ceramicist Pyotr Vaulin, in collaboration with several artists, 1095 tiles were fitted around the
hall. The handcrafted, almost naive, appearance of the tiles can be seen both as appropriate
to this peculiar type of Petrine museum and to a school environment. Further, their subjects
are encyclopaedic — including rustic scenes and figures; simple marine views and vedute;
labour and recreation; myths and folkloric creatures; early St Petersburg and the imperial
Russian double-headed eagle. The dado panels each contained five rows of these tiles, though
the uppermost row had writing as well as pictures and patterns. This top line was marked
with an array of fifteen of Peter’s dicta, be these concerned with the development of science
and education, the construction of St Petersburg, or military affairs. Clearly, based at a height
for children’s appreciation, this whole set of tiles comprised a decorative curriculum. Encour-
aging children’s written and visual literacy in this ceramic way is rather unique, though it can
be related to rise of wallcharts (and other forms of wall learning) in European education in the
nineteenth century.

The commemorative-educational works that have been lost from the Assembly Hall in-
clude the benches, chandeliers and at least two model, neo-Petrine, sailing ships by Sergey
Evseev. These intricate wooden galleons were hung from the ceiling in keeping with the
longstanding European tradition of mounting ship models in churches of ports as votive of-
ferings for the safety of sailors. The ships, like the tiles and the rest of the passéist fittings,
complemented five large pictures that were hung on the walls. Two of these were large styl-
ised maps by Sergey Chekhonin (one of the tile painters) that revealed the political-territorial
differences between pre-Petrine and Petrine Russia. The maps surrounded a large equestrian
portrait of ‘Peter the First at the Battle of Poltava’ by Boris Kustodiev, the focal point of the
hall. The removal of this painting to the collection of the State Russian Museum in 1928 is
itself representative of the times. If the empty space it left was to be filled one may assume
that if it was not done so with a portrait of Lenin (or later, Stalin), it would have been with
something equally in accord with Soviet socialist ideology.** In pre-revolutionary days it had
a small marble bust of Tsar Nicholas II set before it. At 388 x 319 centimetres the huge paint-
ing was painted by Kustodiev during 1910 and 1911 just as he was entering his ‘folkish’ phase
and joining the newly-revived retro-gardist Mir Iskusstva (World of Art) art society led by

33 Perhaps significantly, despite combing various sources, I have not, at this stage, been able to trace what was
done with this space.
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Aleksandr Benois. Kustodiev’s national romanticism was part of a distinct vein within Mir
Iskusstva, in his case this being marked by a decorative vibrancy to his ruddy, celebratory
figures who were invariably depicted with a sense of vernacular, gaudy colour and stylised
line. His portrayal of Peter was no exception. For he adapts the ‘more modern’ 1720s painting
of the same subject by Johann Gottfried Tannauer, making the treatment of the horse, rider,
sky, trumpeting glory and curtains flattened and spatially distorted. He also dresses Peter in
‘immemorialising’ armour rather than in his Transfiguration Regiment uniform and turns his
head full face while keeping his steed in profile. The scenes of the battle are diminutive, un-
clear and restricted to the bottom fifth of the painting while the expression on the tsar’s face
is one of glaring and despotic command.**

The painterly counterparts to Kustodiev’s equestrian portrait, on the side wall, repre-
sented other contemporary directions of Russian painting and in this gave those assembled in
the hall a reading of current trends that were shortly afterwards to erupt into what became
known as the Russian avant-garde. Thus there was another picture of the Poltava battle, but
this time full of detail of the advancing Russian troops and with a much smaller Peter among
them in the middle ground of a very deep space. Utilising contemporary painted or engraved
battle scenes and descriptions, it was the work of the academic Dmitry Kardovsky, a teacher
of a good number of the burgeoning generation of progressive artists. Near to Kardovsky’s
Poltava was Mstislav Dobuzhinsky’s monumental view of Peter the First in Holland. For all
Dobuzhinsky’s membership of Belle Epoque Mir Iskusstva this work showed his characteris-
tic concern for mundane urban corners, sights, types and politics. He depicts Peter learning
shipbuilding in the dark shipyard of the Dutch East India Company in Amsterdam. Having
spent the summer of 1910 in Holland working on the commission Dobuzhinsky departs from
academic realism and, from a very low viewpoint, depicts the working Peter as a caricatural
silhouette set against the sky. The child observer therefore looks up at the industrious and
determined Tsar and his shipwright teacher, and, in combination with all the other decorative
elements of the College House, comes to understand something of how the country has arrived
where it is today and how one should apply (and subject) oneself in order to achieve. This is all
done through visual and material lessons in modern Russian history.

FINAL THOUGHTS

Schools can be considered complex assemblages designed for both present generations
and posterity, as well, to a lesser extent past generations. Their design and iconography is
usually by adults for children, though they frequently speak to adults as well. They are exer-
cises in the formation of identity and public relations. As working, biographical entities they
express qualities of forelife, life and afterlife. As has been shown in this article schools have
museums, are museums and are not museums. Being living institutions, despite freezing
certain inflections, their commemorative language evolves and is symptomatic of diverse

3% Peter’s tyrannical, unforgiving stare compares with that of Vasily Surikov’s famous image of the tsar in The
Morning of the Execution of the Streltsy, 1881 (State Tretyakov Gallery). The Tannauer is in the State Russian
Museum. The distortions in the picture and the focus on the galloping generalissimo show similarities to those found
in eighteenth and nineteenth century Russian folk pictures (/ubki) of equestrian leaders.

140



* BEACONS OF THE PAST: SCHOOLS AS SPACES (AND FACES) OF COLLECTIVE...

historical situations and values. Schools’ memorialisation is ultimately shaped by those con-
trolling the switch for the beacon’s light.

LITERATURE

CrAWFORD, Alan. Charles Rennie Mackintosh. London: Thames and Hudson, 1995.

GirrorD, John (et al.). Edinburgh (The Buildings of Scotland). London: Penguin, 1991.

GLENDINNING, Miles (et al.). A History of Scottish Architecture from the Renaissance to the Present Day. Edin-
burgh: Edinburgh University Press, 1997.

GRrABAR, Vladimir. Nakhimovskoe uchilishche: Istoriya. Traditsii. Sud’by. St Petersburg: Isskustvo, 2003.

IsacHeNko, Valery. Zodchie Sankt-Peterburga XX veka. St Petersburg: Lenizdat, 2000.

Kirikov, Boris. Aleksandr Dmitriev. Arkhitektor pervoy poloviny XX veka. St Petersburg: Kolo, 2009.

Lockuart, R. W. Brian. Jinglin’ Geordie’s Legacy. A History of George Heriot’s Hospital and School. Edin-
burgh: John Donald, 2009.

MacInngs, Ranald (et al.). Building a Nation: The Story of Scotland’s Architecture. Edinburgh: Canongate Press,
1999.

Mitrovic, Andrej. Serbia’s Great War 1914—1918. London: C. Hurst & Company, 2007.

NEat, Timothy. Part Seen, Part Imagined. Meaning and Symbolism in the Work of Charles Rennie Mackintosh
and Margaret Macdonald. Edinburgh: Canongate Press, 1994.

WALKER, David. “The Glasgow Years’.” in: KapLaN, Wendy (ed.). Charles Rennie Mackintosh. Glasgow: Abbeville
Press, 1996.

WiLLiamson, Elizabeth (et al.). Glasgow. London: Penguin, 1990.

Ilepemu Xayapn

CBETHMOHULIM [MTPOLIJIOCTH: IHKOJIE KAO ITPOCTOPHU (M1 JINLIA)
KOJIEKTUBHOI' 1 UHANBUAYAJIHOT ITAMREBA

Pe3ume

[Ikome ce MOTY cMaTpaTH CIOKEHHM CKJIOIIOBUMAa HAIPaBJECHUM 3a cajallike u Oynyhe renepa-
1Mje, aJli y Mark0j MEpH | 3a Mpolule reaepanyje. bbuxos nu3ajH u nkoHOTrpaduja cy 0ONYHO yCMEpeHH
Ol OAIPACIIMX Ka JIeIIH, HaKO YecTo roBope u oapaciinMa. [llkose cy cBojeBpcHa BexkOa 00IMKOBaba UICH-
TUTETa U olHOCa ca jaBHoInhy. Kao pagnu, Ouorpadcku eHTUTETH, OHE OJIpakaBajy OCOOMHE KUBOTA Y
MIPOIIJIOCTH, caalmBbocTh U Oyayhnoctn. Kao mto ce u3 unanka BUAM, IIKOJIE UMajy My3€je, jecy My3eju
U HUCY My3eju. [1oITo ¢y y MUTamwy )KUBE HHCTHTYLH]E, BbHXOB KOMEMOPATUBHH jE3UK CE MCHa U MOCTaje
CHMIITOMAaTHYaH 33 Pa3HOJHMKE UCTOPHjCKE CUTYyalHje U BpeaHOCTH. KoMeMopaliyjy nkoia HanoclIeTKy
00JHMKYyje OHaj KO KOHTPOJHUIIIE MPeKnaad peIeKTopa y CBETHOHHUKY.

OBgaj paj nperiieHo npuKasyje mkoie mupom EBpore. OBO je 10BOJBHO a OM ce OHE Mpero3Hale
Kao MecTa KOMeMopalluje, Tj. He caMo Kao o0elnexja ujieHTuTeTa u ryoutka. Kao uzpasu 3ajennuue, one
ApTHKYIHIIY COMCTBEHE BEp3Hje TPaaulinje, MOACPHOT 100a 1 00pa30Bamba KPO3 CBOj apXUTEKTOHCKH je3UK
u ykpace. [Tomrro ce oHOCE OJUTyKeE Ja ce OBE OCOOMHE MEHajy, YeCTO Ca UMEHOM IIKOJIe, FPOOM, MOTOM
1 XMMHaMa, y CKJIQy ca TIOMUTHYKUAM KIIaTHOM BpPEMEHa, OBO CaMo TI0jadyaBa IbUXOBY YIIOTY IIOCPESIHHUKA
KyJATypHE caBpeMeHocTH U nmamhema. Bese uzmelyy mojeqmHamna u KOJEKTHBA Y TPOILIOCTH Cy OpojHE.
Be3a ce npomupemeM ycrocTaB/ba U ¢a OHUM IITO T€ UCTOPUjCKE JIMYHOCTH MPEICTABIbajy U, CBAKAKO,
ca OHHMM 3a LITa Ce MUCIH Ja IpecTaBibajy. [IoHOC 1 momiToBame, a MoHeKa [ i CyIpoTHO OJ] TOTa, U CTBO-
peHU ¢y 1 oapKaBaHu. LleHa TaKBOT O/laBarsa MOIITE YeCTO 3HAYH []a C€ jeHAKO MOIITOBAKE MOPa YKa3aTH
u npyruma. tbera takolje Mory oqOUTH, HUTHOPHCATH WJIM H3MEHHUTH OHH 3a KOje ce OHO cTBapa, 0e3 003u-
pa 1a v Cy Ie0 MHCTUTYIIHje UITH He. TparoBu OBUX U3MEHA, Kao IITO Cy rpaduTH, omrehema mm kpaha,
YeCTO Cy aJITepPHATHBHY OOJIUIM KOMEMOPHUCAba.
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Influence of ideology on the architecture of
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ABSTRACT: Sokol movement represented a very important and unique way of strug-
gle for unification of Southern Slovenes; therefore its role in the constitution of Yugoslav
identity in the Kingdom of Serbs, Croats and Slovenians was significant. Nourishing sport
as a symbol of harmony between body, soul, and spirit de facto promoted physical training
as the road towards true Yugoslavism. The main purpose of this paper is to consider ele-
ments of ideology and propaganda which were present in the aesthetics and visual presen-
tation in the Sokol architecture. It can be concluded by analyzing principles of Sokol move-
ment to what extent it influenced architecture of Sokol houses. The connection between
Sokol movement and Yugoslav ideology suggests a closer look at the political events which
directly influenced the process of building-up and stylistic development of Sokol houses.
The building expansion of Sokol houses throughout the Kingdom of Yugoslavia matches
the dictatorship of King Alexander Karadjordjevi¢ I, which clearly implies there has been
a strong connection and support between the Sokols and the crown. The political dimen-
sion of Sokol movement has undoubtedly communicated with the concept of true Yugo-
slavism. Changes which have ocurred in 1934, the assassination of King Alexander as well
as problems with the Catholic Church considering the amount of influence Sokol movement
had on Catholic members. This resulted in a major fall in building program of Sokols up
until 1941. Through an analysis of political influence on architecture of Sokol houses, as well
as aesthetics and ideology, a conclusion can be drawn about the social system of the time.
Therefore, Sokol architecture can be interpreted as an example of political art.

KEY WORDS: architecture, ideology, Sokol movement, Yugoslavia, Yugoslavism.

The politicization of physical education among the Slavic people correlates with the fall
of Bach’s absolutism' in the Austro-Hungary in 1860. The Sokol movement was an all-Slav-
ic organisation formed in 1862. by Miroslav Tyr§ (Zuti¢ 1991: 5—6). As a national movement,
Sokol was stimulating, at first, the cultural and political regeneration of the Czech people
(HeLLEBRANDT, KRALL 1939: 413), which then spread towards other Slavs.

! Baron Alexander von Bach (1813—1893) was an Austrian politician. The term “Bach’s absolutism” referes to
the regime that was present from 1851-1860, when Bach was the Minister of inner affaires. During that period there
had been performed a forced germanisation.
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After the First World War Slavic peoples gained their independence, therefore fulfilling
the basic goal of the Sokols. Nevertheless, Sokols have been even more active during the in-
terwar period and their ideals became the ideals of the newly formed states, Czechoslovakia
and Yugoslavia (Timotuevie 2006: 30).

On Vidovdan, 28 June 1919. all south Slav pre-war Sokol organisations decided to unite
into Sokol Union of Serbs, Croats and Slovenes. At the end of 1928, just before the beginning
of King Alexander’s dictatorship, the Sokol Union changed its name into Yugoslav Sokol Union.
It was one of the first organisations in the Kingdom of Serbs, Croats and Slovenes with a
distinctive Yugoslav ideology and also the first one with the Yugoslav term in its name. Their
program was a combination of organised sport and nationalism, which served as a connection
between all citizens regardless of cultural and religious differences (Ioniatovic 2007: 282).

Educational work of Sokols became present in the cultural politics of the state only after
the declaration of King Alexander’s dictatorship (Timotuevic 2006: 43). The reason for the
intense integration of the state in the physical education of youth, not just in Yugoslavia, but
across Europe, can be explained as a consequence of the First World War and the fear of the
potential next one. Through mass physical education the state tended to form good soldiers
who will defend their country (ZuTic 1991: 64, 76). Sokol ideology quickly became an exam-
ple for physical and moral education. Sokols were perceived as the national army of the state
(Vasic 1977: 95). Individuals were treated as part of community with a strong sense for col-
lectivism (Dvornikovi¢c 1991: 58). Yugoslav culture was in many ways a deeply masculine
culture: it honoured sports as a symbol of the harmony of the “body, soul and spirit”. Through
the Yugoslav Sokol Union, it promoted physical fitness, athleticism, and gymnastics as a path
to the attainment of not only a true Yugoslav consciousness, but also a better Yugoslav “race”
(Yeomans 2005: 698—699).

Sokol organisation attemped to promote the concept of the state, the Yugoslav national
and religious tolerance. That kind of true patriotism was something King Alexander request-
ed. The “firm hand” of the state would be supported by the moral discipline of Sokols. Patri-
otic tendency of Sokols was to become “the pillar of the fatherland” (Dimi¢ 1996: 425, 427).

Englebert Gungle once declared: “One tribe, one blood, one thought, one will from the
East to the West, from the North to the South. Brothers and sisters everywhere!”” (Starc 2003:
917) Behind that sentence was the true meaning of Yugoslavism. “One people, one homeland
and one Sokol organisation in it!” (Starc 2003: 923) was trying to rise above multinational and
multiconfessional complexity of the state, which was the reality.

Sokol houses were the central piece for practicing Yugoslav ideology, their cultural and
educational mission. Sokol movement was seen as a new form of secular religion (IGNnjATOVIC
2007: 284). Sokol house was considered to be the “nest” of Sokols, and therefore was to be well
built, with good appearance in “national spirit”. Needless to say, Momir Korunovi¢ declared
that in Sokol architecture “we must be our own” without following any fashionable style.?

Since Sokol houses were built mostly during the dictatorship of King Alexander, the
support of the state was apparent. The concept of the Sokol house was similar to Casa del

2 Report of the president of construction and artistic sector of the Yugoslav Sokol Union at the Second regular
parliament of the Yugoslav Sokol Union (10. 4. 1932), 107-109.
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Fig. 1. Unknown author, Casa del Fascio in Alfonsine, 1929.

Fascio in Italy (Fig. 1) or Halkevleri in Turkey during the same period. Architectural identity
formed a picture of desirable values and ideals that were to be a part of national culture. Na-
tional style was used both in Italy and in Turkey, and was very similar to Yugoslav concept of
returning to national tradition and glorifying a healthy, national culture. Therefore, Sokol
house had the same role as Casa del Fascio, for example. Both of them had a central audito-
rium with a stage, a library and their main purpose was to educate and influence youth of
their country. The same situation was present in Turkey, which also had a totalitarian regime.
In these countries, as well as in Germany, during the 1930s there was a strong campain con-
sidering pre-military physical training of the youth, which was partly expected from Sokol
Union in Yugoslavia.?

Several styles were equally present in Sokol architecture: National style, Academism
and Modernism. Although Momir Korunovi¢, who was the president of construction and ar-
tistic sector of the Sokol Union, promoted a modernised version of National style, radical
Modernism was the de facto the embodiment of Sokol ideals. All the Slav tribes were to be
equally united on that level (IgNnjaTovic 2007: 285-286).

* AJ, Fund MFE, f— 71 — 15— 40, Report of the relationship between the Ministry of Physical Education and Sokol
organisation, 1940.
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The complexity of the construction and representation of Yugoslav identity through ar-
chitecture is most visible through Sokol houses. On the end, there has not been one single
style for Sokol houses.

Academism was more present in multi-ethnic regions, especially in Vojvodina and Sla-
vonija. Common heritage from the Austro-Hungarian Empire made Academism the most
adequate style for Sokol houses, alowing them to be in harmony with the surrounding archi-
tecture. Such architecture had very few or did not have any national features, which was ac-
ceptable in these regions. Such Sokol houses are in Osijek from 1928 by Victor Axmann and
in Zrenjanin from 1925. by Dragisa Brasovan (Ignjatovic 2009: 54, 59) (Fig. 2). Both build-
ings are constructed in pre-modernist period, therefore it can be concluded that Modernism
inherited the concept of Academism’s universality.

Momir Korunovi¢ believed that National style was the most adequate for Sokol architec-
ture, and therefore all Sokol houses should be built in one distinctive style, with the elements
of the region where it was to be built (Korunovic 1930: 643). This was not the case in practice.
Korunovi¢ was against Modernism and was constantly trying to form an ideal architectural
image of Sokol identity. His Sokol houses mostly refer to a combination of neo-moravic style,
cubism and expressionism that can be classified as national Art Deco (MaNEgvi¢c 1990: 71, 75),
often leaning towards folklorism (Putnik 2010: 197-198). This was an attempt to form a historical
continuity and promote the “pure national spirit” through architecture (Ionjatovic 2007: 401).

Korunovi¢ applied monumental geometrical shapes that were inspired by folklore orna-
ments. Many of his Sokol houses in correspond with local heritage, like Sokol house in Ku-
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Fig. 2. Dragisa BraSovan, Sokol house in Zrenjanin, 1925.
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Fig. 3. Momir Korunovié¢, Sokol house in Kumanovo, 1931.

manovo from 1931 (Kapuevi¢ 1996: 71-72). (Fig. 3) Sokol house in Urosevac also has elements
of traditional architecture, such as a doksat, a four-sloped roof and an arcade porch (Kabpugvic
1997: 122—123). Apart from these examples, Korunovi¢ projected a certain number of Sokol
houses on the teritory of Bosnia and Hercegovina which were inspiried by local architecture,
such as Sokol house in Bijeljina (Kapugvic 1997: 308).

National style derived from vernacular architecture and therefore was the most adequate
for claiming national continuity and authenticity. It greatly contributed in strengthening the
borders of Yugoslav identity. One of the mechanisms in this mission was the idealisation of
the village and its rural culture. The Yugoslav identity was artificially formed on several dif-
ferent ethnical, regional and local identities. Korunovi¢ openly glorified rural culture, claim-
ing it was more beautiful, healthier and fresher than the urban one (1930: 643).

Modern architecture reflected a modern liberal society and was the most suitable style
for promotion of Integral Yugoslavism.* In multiethnic regions, Modernism in Sokol architec-
ture, without any of national, regional, ethnic or religious symbols, was well accepted. A good
example for that concept is the Sokol house in Tuzla built in 1932. (Fig. 4)

4 The term “Integral Yugoslavism” refers to an ideology with which the regime tried to unify Yugoslav society
by erasing tribal diferences, as well as diferent cultural models.
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Sokol house in Makarska built in 1928.
by the architect Mate Baylon is both modern
and traditional. Its architecture represents
an idealised vernacular Mediterranean ar-
chitecture. The sculpture of a falcon (“sokol”
in Slavic languages) was a common motif
(Iensatovic 2007: 287). But National style was
not present in most of smaller towns and
villages as an artificial version of vernacu-
lar architecture, but as a traditional way of
: - building. A good example of this architec-

Fig. 4. Ivan Mukahirn, Sokol house in Tuzla, 1932.  ture was the Sokol house in Olovo. The build-
ing was vaulted by a double sloped roof under
which the walls were decorated by wooden slats.’

Another architect that built several Sokol houses in Vojvodina was DPorde Tabakovi¢. His
comprehension of Sokol architecture was diametrically different from Korunovi¢’s. Taba-
kovi¢’s Sokol houses in Novi Sad (Fig. 5), Indija and Sremski Karlovci reflected a pure mini-
malist architectural expression. He used red brick in Novi Sad with a clear and emphasized
modernist mark (Mitrovi¢ 2005: 105, 111). Using the red brick was present in Sokol modernist
architecture, partly because of the symbolic red colour. Red was deliberately chosen as the
colour of “Slav blood” (IgnjaTovic 2007: 416). Sokol house in Subotica by Franja Denegri also
resembles the one in Novi Sad with the choice of materials and colours. Architect Svetomir
Lazi¢ also had similar tendencies as Tabakovi¢. His project for the Sokol House in Sremski
Karlovci from 1937. has a dominant tower with a sculpture of a falcon placed on top of it. That
is the only motif that connects the building project with the Sokol organisation. The tower as
a symbol of Sokol movement is an exceptional visual dominant in contrast with ground-floor
building (Damrianovi¢ 2004: 283).

Although radical modernism was present in the architecture of Sokol houses during the
1930s, it was never a dominant style. There were many examples of elclectic modernism, with
some elements of national style, or even Art Deco.

In order to understand the close connection between Yugoslavism and Sokol movement,
it must be considered which were their similarities and common interests. Heroic spirit that
Yugoslavian ideology nurtured coincided with the principles of Sokol movement. An ideal
Yugoslavian physical type was promoted through the mass propaganda and it became equal-
ised with the ideal Sokol in the phrase: “Beeing a Sokol = beeing a Yugoslavian” (IgnjaTovie
2007: 283).

When a Sokol house was to be built, the entire town was involved through donations,
helping in construction, collective events for gathering money etc. This was not only the mat-
ter of Sokol organisation, but of the entire municipality. The choice of style was very impor-
tant in larger cities, and was often specified in the contest for the project, for example, like for

5 AJ, Fund MFE, f— 71 — 17 — 47, Sokol organisaton in Olovo asks for finantial help to finish the Sokol house,
16. 11. 1936.
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Fig. 5. Dorde Tabakovi¢, Sokol house in Novi Sad, 1936.

the Sokol house in Sarajevo, where the modern style was favorised (MiLoSEvi¢ 1997: 185—
186). On the other hand, smaller towns were often provided with a free project of an architect
who was in the Sokol organisation, such as Momir Korunovi¢, or Martin Pilar. In these cases,
the question of style was irrelevant to the organisation, because there were more important
issues to solve, such as the financial problem of erecting the building.

Sokol houses were often named after King Alexander, Miroslav Tyrs, Prince Peter II or
some other politically or culturally significant person. Portraits of King Alexander and Miroslav
Tyrs were present in most of Sokol houses. Statues of Prince Peter II were also very common,
since he was symbolically placed in charge of the Yugoslav Sokol Union (ZuTi¢ 1991: 42).

The Sokol movement was one of the most powerful mediums of Yugoslav ideology,
strengthening the regime’s foundations. Therefore, Sokol houses played a very important role
in the Yugoslav society. With their elements of “national neo-romanticism”, Sokol houses
represent monuments of ideology. Sokol political rituals, ceremonies and “historical” lectures
transformed their architecture into national sanctuaries. Since Sokol movement was a form of
secular religion, it was a threat to other confessions, especially the Catholic church (Injatovie
2007: 419). From that threat a major political conflict occurred.

By becoming a state institution in 1929. Sokol Union of the Kingdom of Yugoslavia be-
came a threat to the Catholic Church (Dimi¢ 1996: 425). The reason was the struggle for
domination in the sector of education. Increasing conflicts with the Catholic Church caused
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the state to change its attitude towards Sokols. After the assassination of King Alexander in
1934. Sokols became a less and less popular and desirable organisation. Political changes in-
fluenced state ideology. This issue raised another one — the rise of Croatian nationalism. From
1935. up until the end of the Second World War numerous Sokol houses were devastated by
the Ustage (Zutic 1991: 125, 130). Yugoslav Sokol Union was losing its privileged position
within the state. Financial help was also less present (ZuTic 1991: 160), which resulted in nu-
merous unfinished Sokol houses during the period from 1935. until the beginning of War in
the Kingdom of Yugoslavia in 1941.6

Around 1939. there has been a debate weather National houses should replace Sokol
houses (PETrROVIC 1939: 2), due to their political neutrality. Since Sokols were not favorable in
the regime at that point, it was natural to replace the term “Sokol” with “National”. In the
moment of crisis a significant question arose — should Sokol houses be replaced with Na-
tional houses, who would be more econimical and functional. In that case Sokols would not
be the first in the town to erect a public institution of this type. Sokols were merely subtenants
in National houses (PeTrOVIC 1939: 3).

Sokol houses represented multifunctional buildings that promoted ideals of an all-Slavic
cultural and sports movement (TimoTuevIC 2006: 49). They were also centres of political life
in the Kingdom of Yugoslavia (Starc 2003: 911). Jacob Jesih wrote (1931: 1) that Sokol move-
ment cannot have an ideology behind it. Although Sokol movement might have not had an
ideology, it was undoubtedly embraced by the ideology of Yugoslavism. Desirable motives
were deliberately chosen to be presented on the fagades of Sokol houses. Ethnic tradition which
would be adequate was selected to form a bridge between different entities within the King-
dom of Yugoslavia. The fagades of Sokol houses reflected a strong visual message, revealing
the same ethnical roots of all Slavs, transposing it into authentic national spirit from the past
into the present (IgnjaTovic 2007: 405, 407).
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Buianana ITyTHuk

YTULOAJ MAEOJIOTUJE HA APXUTEKTYPY COKOJICKUX TOMOBA
Y KPAJBEBHU JYT'OCIIABUIN

Pesume

COKOJICKH MOKPET je MPe/ICTaBIbao BeoMa BaXkaH 1 jJeIMHCTBCH HAYMH 00pOe 3a yjeAumeme Jy)KHUX
CroBeHa, 11a je mheropa yJora Ouia o U3y3eTHOT 3Hauaja y KOHCTPYHCAmby jyTOCIOBEHCKOT HICHTUTETA
y Kpasmesuru Cpba, XpBara n CrnoBeHana. HeroBame criopta kao cuMOoia xapMoHHje u3Mel)y Tema, ay-
e ¥ JyXa je MPOMOBHCA0 (PU3NIKO BACHUTAKE KA0 MyT Ka HHTETPAIHOM JyTrOCIOBEHCTBY. Ll1sb oBOr
pana je Jla ce Pa3MOTPE CNIEMCHTH UJICOJIOTHj€ U TIpOoTaran/ie Koju Cy OWJIM MPUCYTHHU y €CTETHULIN U BU3Y-

€JIHO] npe3eHTaun]H COKOJICKe apxuTekType. Kpo3 aHanmu3y cokoscke »UBOTHe (uo3oduje Moxe ce
3aKJBYIHTH IO KOje Mepe je oHa yTHIAa Ha ADXMTEKTYPY COKOICKHX JOMOBA. Be3sa n3mely Cokosckor
MIOKPETa M JyTOCIOBEHCKE UACOJIOTH]E j€ MMILTUIMpalia IeTa/bHUjU YBU] Y TIOJIMTHUKE Jloral)aje koju cy
JUPEKTHO YTHIAJHU Ha MPOIEC TPajibe U CTHIICKOT pa3Boja COKOJICKUX JAOMOBa. EkcraH3mja monnsama
COKOJICKHX JoMoBa mupoM KpasreBuHe JyrociaBuje ce mokjamnaia ca IUKTaTypoM Kpajba Anekcanapa |
Kapahophepuha, miro jacHo yka3syje Ja je nocrojaia CHaxxHa Be3a u nozpiinka uzmely Cokosna u MoHapxuje.
Ionutnuka qumensuja COKOJICKOT NMOKpeTa je 0e3 CyMmbe KOMYHUIMpaia ca KOHIENTOM HHTErPaJHOr
jyrocnosenctsa. [Ipomene xoje cy ce necuie 1934. ronune, aTeHTar Ha Kpajba AJleKcaHipa, kao u oapehenun
podIemMu ca PUMOKAaTOIMYKOM IPKBOM, PE3YJITHPAIIN Cy OCETHUM CMambemheM IO13amha COKOICKUX J0-
MoBa cBe 10 1941. roquae. Kpo3 aHATN3y MONMUTHYKOT yTUIIAja HA ADXUTEKTYPY COKOJICKUX JIOMOBA, Kao
1 BUXOBE €CTETHKE U UACOJIOTHje, MOXKE ce n3Byhn 3aKkipydak O TaJallmbUM JIPYHITBEHUM MPHINKaMa.
Opatiie ciieqy Aa ce COKOJICKA apXUTEKTypa MOXKe HHTEPIPETUPATH Kao IIPUMEP MOIUTHYKE YMETHOCTH.
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O apxurtekTypu BuJjie AjkeH @uiauna lHimura

CAXETAK: HoBocajcka Buia Ajken @unnna [HIvuta 3 1933. rogune jeaHo je o1
HAaj3HAYAjHUjUX JIeNa OBOT ayTopa. L{1sb OBOI WiIaHKa je Ja ce Mope]] aHATTU3¢ APXUTEKTY-
pe BuIle, Koja je 10 cajia y CTPYYHO] JINTepaTypHu caMo IOMUbaHa, TpoHal)y y3opu u ymeT-
HUYKa WHCTIMPAIIH]ja, Kao 1 JIa C€ BPEIHYje OBO JICNI0 YHYTap ayTOPOBOT OITyca M HOBOCA-
CKe apxuTeKType. Mi3BopH 3a mpoydaBame OBe BUJIC MOPE] caMoT 00jeKTa, KOjU je Y BPJIO
I0OpOM CTamy, YUHE U Ca9yBaHH OpUTHHAIHY IPOjeKTH. Buita ce ananm3upa y KOHTEKCTY
MOJIEPHE apXUTEKTYpe, HHTEPHAIIMOHAIHOT CTHIIA, TOCEOHO apxuTekType y Hemaukoj rue
ce ®@uun IIMUT MIKOIOBAO U T/ je UMAO MPUIIMKE HEMOCPEAHO Ja Ce YIO3Ha ca JAeIuMa
MOJZIEpPHE apXUTEKType. Mako je eHTepujep NpojeKTOBaH y TPaIUIIHOHAIHOM CTHITY, apXH-
TEKTypa BUJie AJKEH je BPJIO caBpeMeHa W HETUIIMYHA 3a TICPUOJl M CPEMHY Y KOjoj je
rpahena.

KJBYYHE PEYMU: apxurtekrypa, MoznepHa, Buia, @uiaun LLIMur.

Buna Ajken y ®yrtomkoj ynuuu 94-96 carpahena 1933. ronune jeaHo je o Haj3Havaj-
HUJUX jena HoBocaackor apxutekre Gununa [mura (1894 — oko 1980) u Bpio 3HauajHO A€710
HOBOCAJICKE MOJIEpHE. Y 10j, HeKaJla MPUBATHO] BUJIM OOTaTor HOBOCAJICKOT MHIYCTpHjaila
Makca AjkeHa, 1aHac je cMmemrena Jlaboparopuja 3a 6noxemujcke ananuse KimHuuKor 1ex-
Tpa BojBonune. U mopen mpomeHe npBOOMTHE HAMEHE U M3BECHUX M3MEHA MPUITMKOM aJlall-
Tallje YHYTpaIllker MpocTopa 3a nmorpede KaHmenapuja u Jaboparopuja, BIIa UTIAK HUjE
M3ryOmIia CBOj ay TeHTUYHH u3rien. Jo cama oBa Bujia je caMo MOMUE-aHa Y CTPYYHO] JIUTE-
parypu (MutpoBr® 1994: 92; Mitrovic 2000: 33; Mritrovic 2010: 161).

[ToueTkoM TpHaECeTHX rOAMHA MPOLLIOT Beka Ha Teputopuju HoBor Cana carpalhene cy
OpojHe BUJIE Y CTHITY paHe MoaepHe. Haj3HauajHuju HOBOCAJICKU TPAIUTEIbU CYy TOKOM JIBa-
JIeCeTUX TO/IMHA MTOCTENCHO YCBajall MIPUHIIUIIE MOJICPHE apXUTEKTYPE U YTIaBHOM MX KOM-
OMHOBAIIM ca TPAIUIIMOHAIHUM MIPUHIIUIUMA T'pajbe. [loyeTKoM TpuaeceTuX roauta ounm
Cy CIIPEMHHU Jia C€ TOTOBO MOTITYHO 0CJI000/Ie OCTaTaka MpoIuIocTH: acagHor yKpaca, Ma-
CUBHUX, KyOMYHUX 00JIMKa, U PUXBATE HOBE CaBPEMEHE TeHICHIM]E apXUTEKTOHCKOT TPO-
jexkroBama. [lopexn Tora, Mo4eTKOM YeTBPTE JICLIEHHUjE y Tpajly c€ aKyMYJIHpaJo J0BOJFHO Ka-
nUTaa KOju je Morao Jia 06e30e11 HHTEH3UBHU]Y TpajIiby, Kao U J1a OMOryhul yIrieqHuM 1oje-
JUHIIMMA Ja 33 CBOje BUJIE aHTaXyjy Haj3HauajHMje mpojektanTe y rpaay (CtaHuun 2005;
MurtproBus 2007; Mitrovic 2010).
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TokoM J1BafieceTHX rOIMHA MPOIILJIOT BEKa CTAHOBaE Ha I 1a6HOj yiuyuy Hje BUIIE OUIIO
CTBap mpecTika 3a yriueqHe HoBocahane. OHE Cy ce cBe BHILIE OKpETaJId HOBOYpeeHUM 1po-
CTOpuMa HeKaJalmkiX JInmana, Helaaeko oJ] CcTapor jesrpa rpajia, Uil y yIaJbeHUjUM, TeK
napuenucaHuM 610koBuUMa y3 OyTONIKY T, HAPOUUTO y HEeTocpeHoj 6nu3uHu JogHe Oambe
u I'pancke 6omaute (Ctanuns 2005: 328). To je ycaoBMIIO 1a ce 0Baj Kpaj ,,I7Ie Cy HOBOCAJICKH
JeKapy, NHKEHEPH, YCTICIIHU UHIYCTPHjaIy U TPrOBLIX M3TPAIMIN 3HaTaH Opoj IyKCY3HUX
BWJIA, HA30BE 30Ha 6uia’, ITO Ce 3aJIPKajo JI0 JaHac.

@unun Imurt, pohen 1894. ronquHe y HOBOCAICKOj TPaAUTEIbCKO] MOPOAUIIN, KapUjepy
je 3amoueo HakoH 1921. ronuHe, Kaga ce Bpatuo ca crynuja y bepnuny, a kao oBnamhenu
I'paguTesb y TPAJICKOM PerucTpy je 3aBeneH 1923. rogune. Ha moueTky kapujepe rpaauo je
Mame NopoanyHe Kyhe, a TOKOM 4eTBpTe JIelieHr]je MPojeKToBao je Behu Opoj ctaMOeHuX BH-
HIeCpaTHUIA ¥ IPUBATHUX BUJIA, OJ] KOJHX CE HCTUYE BUJA AjKEH, MOAUTHYTA 32 HOBOCA/I-
ckor unaycrpujaina 1933. ronune. Tokom nBanecetux ronuna @unun lmut je capahusao
ca apxutekToM Jlazapom Jlynhepckum u, nako je mMoTIUCUBAH Kao Mpeny3uMady, MpeTnocTa-
BJbA CE JIa jeé MMao 3Ha4yajHOr ynena Ha u3riex aena. Haxon 1930. ronunae mpojekToBao je
YIJIaBHOM CaMOCTAJIHO Yy MoziepHOM yXy.' Y To Bpeme capaljuBao je ca mpojekrantom Ocka-
pom ITakBopoM Koju je yTIIaBHOM HaATIeAao rpal)eBHHCKE paoBe.

Buna AjKeH je cmobomHocTOjeha jeHOCTIpaTHHIIA, 3HATHO YBYUYEHA y OTHOCY Ha perysa-
LUOHY JIMHHU]Y, CMEIITEHa y HeKa/ia ypeljeHOM TTAPKOBCKOM OKPYKCEsY, Cajia PUITHIHO 3aIly-
mTeHoM. Mima pa3yheny oCHOBY KOjy YMHE KyOMYHU BOJTYMEHH KOjH C€ CTETIEHACTO MPOXKH-
Majy. ['palena je y macuBHOM cucTemy.

VYHyTpaumy NpocTOp OPraHU30BaH je OKO je3rpa Koje YMHH JJBOpaHa, OAHOCHO BEIUKa
CBEYaHa calia ca raJiepujoM OKO Koje ce pauBajy Ooune npoctopuje. Ca U3AUTHYTOT Tpema ce
yIa3uio y ABOPaHy, U3 ie y TpIe3apujy, a IOTOM ce J0JIa3HuIIo 10 Tepace. JlecHo o ABOpaHe,
Iy OOYHE CTpaHe HU3AJIM Cy Ce rocnojcka u crnaaha coba u3 koje ce Moxke u3ahu Ha Be-
paHzy, MoToM coba 3a opmape u KymnaTusio. JIeBo oz cane cy MpoCTOpH HEeKajl HaMEHCHH
3MMCKOj OAIITH U TPOACITHO] KyXHEBH KOja je MMalia oJieJbKe 3a MPUIPEMY H T3B. CMOYHHILY.
VY noapymy cy 6use npocTopHje 3a BUHO, yrajb U JIpBa, LIEHTPAIHO I'Pejambe, 3aTUM IIPOCTOPH
3a meriame, mpaoHe u apyro. Ha crpary, 1eBo o yia3Hor xona 6use cy nmoce6Ha coda 3a Ko-
¢depe u Beha mpocTtopuja. JlecHo cy Ormm coba M KynmaThuiio HAMEHEHHU CTyXKaBKku. M3 xoma
Ce JlaJjhe HacTaBJba y MPOCTOP rajiepuje, JOK je IeCHO OmiIa TOCTHMHCKA cola M y yIiry, ca
yIu4He cTpaHe, OankoH. Buna je rpaliena y aBa cMakHyTa HUBOAQ, TAKO Jia j€ HA JIEBOM yTIIY
Ka yIHIH IapTepHa. 2

ADpXHTEKTa je YCBOJUO HJIEjy OpraHCKe apXHTEKTYpe, IO K0joj ce pOCTOp dbopmupa Tako
IITO C€ MPBO OOJMKYje IEHTPATHO je3rpo KOje Ce 3aTUM IIUPH U pa3BUja y CBUM IpaBIUMA.

! Ca Jlazapom Jlyuhepckum capahuBao je Ha nmpojekTrMa 3a nopoauuny Buiy Jlazapa yuhepckor (1922),
nopoauyuny Buiy bopha Pagynosuha, nanac 'anepuja Pajka Mamy3suha (1923-25), Ilponyktusny 6ep3y, nanac I'a-
nepuja Marune cprcke (1926), a BepoBaTHO U Ha mpojeKkTuMa 3a 3rpany Punujane Hapoane 6anke y JKene3HHUKoj
3, KOju HHCY cadyBaHu. TOKOM YeTBpTE JIeleH}]je ABaJIeCeTOr BeKa CAMOCTAIIHO je ITPOjeKTOBA0 BHIIE CTAMOCHUX U
HHAYCTpHUjckuX objekata. Meljy HajsHauajHujuM camoctaiauuM LlImutoBum nennma y HoBom Cany je, mopen Buie
Ajken, Mahapcka peopmaropceka npksa Ha Texemny (1931). McTpaxuBadu jomr HUCY carjlaCHH y ayTOPCTBY IPOjeK-
Ta 3a 3rpaxy Xabar (1931) 3a kojy ce llImuT Herne HaBoau kao npexysumad (Ctanuns 2005: 422—-424), a nerze xao
ayTtop mpojexta (MutroBus 1994: 62—69; Mitrovic 2000: 33; berap 2003; Mitrovic 2010: 161).

2 TIpojexar Buiie uyBa ce y Texunukom apxuBy Cxymmrune rpaga (TaCT') 5. 339/1933.
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OcHoBa npu3eMJba

[Iperno3HaTIbUB je jeMIMHCTBEH YHY TPAIHU TPOCTOP KOjU CE 0/IBaja Y OJIeJbeHE JIETIOBE IOBE-
3aHe y uenuny. OBakaB Ha4YuH OpMHpaa MPOCTOPa, 0 KOjeM LEHTPAIHU TPOCTOP BPIIH
pacnoneny jenuHula, HajBehy apupmariujy je J0KHBeO y IBaJAECETOM BeKy, y Aenuma OpeHka
Jlojna Pajra (HILDEBRAND 1991; ALFosIN 1999: 56—111; Tresuer 2008). OBe ujgje cy yTunaie
Ha @ununa [lImura, npernocraBbaMo IPEKO HEMAYKUX apXUTeKaTa.

VYHyTpalmy pacropes Bujie AjkeH yTHIA0 je Ha BbeH clojballby uirien. Cee dacane
Cy aCHMETPHYHO KOHIIMIIMpaHe. Yias3u y Kyhy nocroje ca q1Be crpaHe Buiie. [ 1aBHU ynas je Ha
YIUYHOj (hacay U UICTAKHYT je TPEMOM KOju 00JIMKY]y TAaHKH CTYOOBHU ITPaBOYyTAOHOT ITpeceKa.
[IpocTop y3nuraytor Tpema je orpal)eH 3ugaHoM orpajioM KakBa ce IMOHABJbA U MIPH yJaszy
ca 6ouHe, IBOpPHUIITHE cTpaHe. M3a oBoOr TpeMa mpocTopu ce creneHacTo passujajy. Crieneha
¢dacana koja je HajBHIIe M30a4eHA Y OHOCY TIpeMa YU je necHo ox Tpema. OBa (dacana
HeMa OTBOpE, PaBHO je MaJITEPHCaHa, a JeUHH YKpac Ha 10 Cy JIBa paBHA, JeAHOCTABHO TPO-
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T e
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OcHoBa cripaTa

¢unucana BeHLIa y TPO30PCKOj 30HU CIpaTa, a HACTaBJbajy ce U Ha 60uHOj pacanu. Creneha
(acaza xoja je BUAJbHMBA Ca YJIMYE CTPAHE je h3a TPeMa U UMa TpU Marmba IpaBoyraoHa mpo-
3opa. Ciieniu G04Ha JIeBa CTpaHa, U Haj3a]l ca yJIule Cy BUAJBUBU PU3AIIUT ca JIEBE U UCITYCT ca
necHe 6ouHe ctpane. OBU JIETIOBU CE M BUCUHCKHU PA3IUKY]y.

JleBa 60uHa aBopHIIHA (acaga y CPEIUIITY MMa PU3ATUTHO UCTAKHYTY CTETICHUIITHY
BEpPTUKAIY ¥ TJIaBHU yia3 y Kyhy 70 Kojer BoAu Majio CTETIEHUIITE KOje YMHE TIET CTEeNICHNKa
U 3UJIaHa Orpajia Koja ce MOHaBJba U Ha TepacaMa. YIIa3Ha Bpara Cy JApBEHa, IBOKPHUIIHA, ca
JIBA BEJIMKA MPABOYTa0HA 3aCTaKJbEHA M0JbA M TBO3ZICHOM JEKOPAIIMjOM ca (JIOPATTHUM MO-
tuBUMa. V3HA ynasa je 4eTBOPOKPHITHH PO30p. JoI jeaH moMohHY yiia3 mpeMa KyXUmbu
je CMeNITeH IpHu Kpajy oBe OOYHE CTpaHe, U JI0 Hhera BOAM CTEINCHUIITE ca Takolhe 3uaanoM
orpazoM. M3Ha oBUX ynasa cy rBO3/IEHO-CTaKJIeHe, IeKOpaTHuBHO oOpaljeHe HacTpelHuIe.
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GLED LATAIE TRENE _
A /L3 i P
p

Wsrnen 3anagne crpane

HOFIIC,H Ha BHUJTY Ca CCBCPOUCTOKA
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BAJIEHTUHA BPJIAP *

Jlecau nieo oBe dacajie je 3HaTHO HUXKH U (a-
cajZia My je y JIMHUJH CPEAHIIbET pU3ainTa.
OBaj 1Ieo MMa UCITYCT Yy KOME j€ yJ1a3 y oApyM
HAJ[BUIIICH CETMEHTACTUM JIYKOM KOjH je Y3
JIeKOpaTUBHE, TBO3/ICHE HACTPELIHUIIE jJeANHH
OJIjeK MPOILINX BPpeMEHa U TPaIUIHOHATHE
apXHUTEKType KaJl je y MUTamy eKCTEpHjep OBE
BUUIC.

JlecHa, 6o4Ha nBopwuinHa (acajaa je Ta-
Kole aCHMeTPHUYHO U TUHAMHYHO KOHIIUIIU-
pana. [{y>k cripaTHOT Jiena JieBe CTpaHe Mmpo-
CTHPE Ce MOMYT CTAKJICHE 3aBECE HEPEKUHY T
npo3opcku oTBop. Ha necHoMm nieny je ucmyct
y KOM€ Cy IPOCTOPHU BEPaH/IU O] KOJUX OHA y
IpU3eMJby MIMa BEJIMKE TPO30pe KOjU 3ay3u-
Majy TOTOBO YMTABO 3UHO IIATHO.

Ha 3aamoj dacanm, mpema aBopumty
yoanajy ce aBe 1enuae. Ha 1ieBoj CTPaHH 110~
CTOjao je u3a3 Ha OTBOPEHY Tepacy KOjH je
3a3ugaH. Caja cy Ha JIeBOj CTpaHH 110 J1Ba Be-
JIMKa YeTBOPOKPHIIHA IIPO30pa CIIOjeHa UCTAK-
HYTHUM MOTIPO30pHUKOM. [Ipr3emHn €0 je o
CIIPATHOT OJIBOjEH NMPO(PUIUCAHUM BEHIIEM.

Hyx cBUX (acaga y HENPaBUITHOM PUT-
My Cy pacropel)eHr jeTHOKPHITHU, TBOKPHII-
HU, TPOKPUJITHH U YETBOPOKPUITHU MTPO30PH.
Cge (acaie ce 3aBplIaBajy BUILIECTPYKO MIPO-
¢unucanum BeHuuMma. 1 nopen pasyhenoctu
¥ acUMETpHje y KOMIIOHOBamY, Irpal)eBuHy
OJUTUKY]y KJIACHYHE, CKJIAJTHE TTPOTIOPITHjE 1
CTpPOTOCT OOJIMKOBamka Koja je THIHYHA 3a
OBOT ayTopa. Bucoku coki je 00y05keH Be-
mTa4KUM KameHoM. Mako je Briia npojeKTo-

BaHA Y CTHJIy MOJIEpPHE apXUTEKType, YHYTpallkhe 00TUKOBabE j€ 3HATHO TPaIUIIMOHATHH]E.

PenpesenTariBHa Buia CaapXku OpOjHE IPOCTOPH]E KOje CBEI0YE O YIey i IyKCy3y
CHOT BJIACHUKA, OOraTor MHAYCTpHjaila: MPOCTOpHje 3a cMeITaj kodepa, BUHA, OCIyTe.
EnTepujep je mpojeKToBaH y TpaJIullMOHAIHOM CTHILY, IPETIIOCTaB/baMo IO JKeJbU BIACHHKA,
a OuyBaHU Cy U OpOjHU OPUTHMHAIIHH JIETIOBH, Kao IITO Cy KaJbeBa rneh u pacsera. Bucoku mia-
¢oH casne je pasyheH MITyKo OpHAMEHTHKOM, JIOK Cy IPO30pH yKpalleH! BUTpaxuma. [Tpume-
HEHA je 1 OIUIaTa OJl IpBeTa KaKBYy Cy UMaJle rpal)eBuHe jaBHE HAMEHeE 0J1 ToceOHOT 3Hauaja,
Kao U JyKcy3He Buile. [IpeTnocraBipa ce Ja cBeJeHE JTUMHUjE U IPOoYHIIheH n3pa3 MOJEPHUX
EHTepHjepa HUCY MOr0A0BAJIN YKYCY U MEHTAJIIUTETY BIaCHUKA BUJIE.
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ITornen Ha BUJIY Ca UCTOKa

[Topen entepujepa, U3BECHE TPAIAULIMOHAIIHE €lie-
MeHTe Moryhe je mpoHahu 1 y eKcTepujepy: CerMEHTacT
JTyK HaJl yIa30oM y MOJIPYM M AEKOpaTUBHO oOpaheHu
T'BO3JICHH CTAJIU 332 HACTPEUIHHIIE JETaJbU Cy KOjH Kao
Jla cy OWJIM HEOIXOIHU Aa O ONIPHHENH eJeTaHIUjH U
JIaJId HOTY OTMEHOCTH OBOj BHJIU.

HNaxo je jenHo ox npBux nena y omycy @ununa [1Imu-
Ta rpal)eHNX y CTHIIY MOZIEpHE apXUTEKTYype, OBa BUJIA CE
He OM MOTIJIa TTOIBECTH TIOJ ITPEJIa3Hy IIEPHOJI, jep PaBHUM,
IJIaTKUM (bacaTHUM TOBPIIUHAMA, TIPUMEHOM TPAKACTUX,
HETIPEKHUTHUX MTPO30PCKKX TOBPIIMHA U PABHUM KPOBOM
MOKa3yje CBE OMJINKE MHTEPHAIIMOHAHOT CTHJIA KOJH je&
y Tpehoj JeneHnju OBIaaa0 eBPOICKOM apXUTEKTYPOM.
OYHKIIMOHAIHH paciope] IPOCTOPHja KOjH je y BEITUKO]
MepU IPEIOAPEINO CIOJbAIIBY U3rIe IrpaheBuHe yIry-
hyje Ha TO a MPUHIUITH MOJIEpPHE apXUTEKTYpe HUCY KO-
PHIITEHH CaMO TIOBPIITHO, WJIM CAMO Y CIIOJhAIIEh0j 00paIu
rpaheBuHe, Beh y CyIITHHCKOM CMHCIY.

Ounun Hmur je vakon [IpBor cBeTckor para cTy-
nuje 3anoueo y bynumnenitu, a okoH4ao ux y bepnuny
1921. ronune. bopaBak TokoM ABafeceTux ronuHa y He-

3anma, jy)KHa CTpaHa BUJIE

159



BAJIEHTUHA BPJIAP *

MAauKoj, JeIHOj O] 3eMaJba TJe CY YCTAHOBJLCHH PUHIIUIIN MOJICPHOT CTHJIA Y apXUTEKTYPH,
BEPOBATHO j€ YTUIA0 Ha TO JIa X HOBOCAJACKU apXHTeKTa Op30 u jako npuxBaTH. Heku o
nuoHupa moaepHe apxurtektype: [lerep bepenc, Banrep I'ponujyc Muc Ban nep Po, Tana cy
cTBapasn. Mosxe ce npeTrnoctaBuTH Aa je LLIMUT nMao mpuiinke ¥ HermoCpeIHo 1a BUIH Be-
UK Opoj Jenia MoIepHe apXUTEKTYpe, Ol KOJUX Cy HeKa M aHTOJIOTHjcKa, Kao mTo je To AED
dabpuka Typouna y bepnuny (1908-1909) Ilerepa bepenca.

CurypHo na je Ha [lIMuTa y BeTMKOj MEpH yTUIIA0 U AyX KJIACHUITM3Ma Koju je y Hemau-
Koj BpJio jak. Y Hemaukoj, HapounTo y bepiuHy, jom yBek je orpoMaH yTHIA] ©MAJIO JIEJI0
Benukor npyckor apxutekte Kapna @punpuxa [llunkena (CARTER 1981). FberoBo Bpahame
CYLITUHCKHM OCHOBaMa aHTHYKE, CPEIFOBEKOBHE U PEHECAHCHE apXUTEKTYPe MHCITHPHCAIIO je
€CTEeTUKY KJIAaCHLIMCTUYKOT MHHUMaI3Ma Muca BaH niep Poa, a yTunano je u Ha MHOre qpyre
HeMauke apxuTekTe. KiacuyHe mpomnopiiuje, eBOIUPakhe aHTUIKUX TPYKUX CTHIIOBA BHIJbHU-
BUX TIpe CBera y mopTuiuMa rpal)eBiHa Koje je mpojeKToBao, yoyaBajy ce U y apXUTEKTYpH
BUJa y nmpenrpahuma bepnuna, a To ce MOXke Iperno3HaTH U Ha HOBOCA/ICKO] BHIJIM AjKEH.

OcHoBHe ujeje Koje JoHOcH Buiia AjkeH Onucke ¢y ¢pri1030(puju HEOIIaCTUYHOT MOKpe-
ta /le Ciuujna KOju IPOMOBHIIIE THHAMHYHY apXUTEKTYpy ca aCHMETPHYHHM PaCIOpeioM
JaCHO M3paKeHMX eJieMeHaTa, IPOCTOPHO PaclpCcKaBame U ylajbaBambe CBUX YHYTPAIIBHX
yrioBa (OVERY 1991; FrRiIEDMAN 1982; FREMPTON 1999: 227-239; DOESBURG 1999: 243-245).
[IpumeTHa je U TeXba Ka EKOHOMHYHOCTH, (PyHKIIMOHATHOCTH, IMHAMUIIU, OJICYCTBY MOHY-
MeHTaHOCTH. OrpoMaH yTHIa] HA Pa3Boj apXUTEKType y MPBUM I[CLIeHI/IJaMa JIBAJIECETOT
BEKa MMasa je apxutekrypa 3rpane bayxayc Bantepa I'ponujyca, Koja je CBOJUM jeTHOCTAB-
HUM F€OMETPUJCKAM OOIUIIMMA, BEIUKUM CTAaKJICHUM MOBPIIMHAMA U 3U0BIMa 0e3 yKpaca
MocTala jJeHO o]l Hajlo3HaTUjuX obenexja MoaepHe apxutektype (HUMBLET 1980; BAUMHOFF
2001; Baumann 2007; http:/bauhaus-online.de/en).

Jenna on uneja @penka Jlojaa Pajra koje cy npeysenu npeacraBuunu nokpera e Crujna,
Kao U JIpyTe apxUTEKTe IIMPOM CBETA, jeCTe MOBE3NBALE YHY TPALIIHET U CIIOJBALIELET TPOCTO-
pa, oqHOCHO 1noTpeba J1a ce rpal)eBrHa Kao LEeNIMHA TOBEKE Ca TEPEHOM Tj. IAPLEJIOM Y KOjy
je cmemTena. OHa TO IMOCTHIKE MPOTY’KAaBAbEM U HarJlalllaBambeM CBUX PaBHH MapajeTHUX
ca TJIOM, aJIM ¥ BEJTUKUM OpojeM 0TBOpa, OaIKoHa, IPO30prUMa y BULY CTaKJICHUX 3aBeca.

Panux tpumecernx roguaa y HoBom Canmy carpaljeHe cy OpojHe BHIIE y CTHITY MOJCPHE
apxXHTeKType, Mel)y KojuMma cy Hajmo3Hatuje: Briia ap Kapima Mapoma y Yinumm Bojohanckux
opurana (1933) Ockapa [TakBopa, mopoauuna kyha Jlesbanckux y Pagamukoj ymurm (1932-33)
‘Bopha Tabakosuha, Buie nopoauie Mupuh (1931) u Xepmana 'yrmana y Yaunum Bace Crajuha
(1933-34) JIa3zapa Jynhepckor. Beh na npsu norsen, ose Bujie, ceM Buiie Mupuh, 3HaTHO ¢y jea-
HocTaBHUje o7 Buiie AjkeH @unumna [lImuta. YrinaBHOM cy mpaBoyraoHe OCHOBE U MMajy Harua-
[IeH YTaoOHU €0 KOjH j€ YeCTO pelleH MOITyKpy:KHO. Buiia AjkeH mokasyje CI0KEHH]y OCHOBY
YHja ce CJIOKEHOCT Jajhe MaHU(eCcTyje U y IPOCTOPHOM paclipcKaBamy KyOUYHHUX BOIYMEHA.

l'otoBo cBa aena @ununa [lImura 3ay3umajy BpIio 3amakeHO MECTO y HCTOPUjU apXH-
tekType Hoor Cana. Kaza ce onpenuino 3a MojepaH CTHII, OH ce HUje BuIlle Bpahao uctopu-
um3my. Takole, MOke ce MPUMETHUTH J1a Cy BheroBe rpaheBuHe mel)y peTkuma koje Ha (acanu
HEMajy yKpace HUTH JeTaJbe U3 MPETXOAHUX BpEMEeHa, Kao IITO Cy OPHAMEHTH, KTUHTOPCKHU
HATIUCH, CKYJINTYype U pesbedu. Mnak, Hema HH 3Ha49ajHU]je pa3rpaiibe TPpaIuTesbCKe Mace.
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* O APXUTEKTYPU BUJIE AJKEH OUJIMIIA IIMUTA

Malbapcka pedopmaropcka npksa y Hoom Cany Crambena 3rpana y XKeneznuukoj ynuiu 34
30) y HoBom Cany (1938)

Buna Ajken mokasyje cBe 3HauajHe ocooune IIIMUTOBOT apXUTEKTOHCKOT M3pa3a KOjU
YUHHU CTPOTO, MPENHU3HO KOMIIOHOBamke. OHa HajaBibyje ocnobahame, nasse pasrpahuBame
apxuTeKkToHCKe (hopme y omycy @ununa llIMura, anu TO Ha KACHUJUM CTAMOCHUM O0jeKTH-
Ma Koje je MPOjeKTOBAa0 He MOkKeMO youuTu. Mako je jenan o HajIoCAeIHUJUX MOJEPHUCTA
Mel)y apxuTekTama Koju ¢y aenosanu y HoBom Cafy, ca 0coOeHUM apXUTEKTOHCKUM CTUIIOM
Y BPJIO COJIMTHUM apXUTEKTOHCKUM onycoMm, LIIMUT je y majbuM npojekTuma, Koju cy J0y-
1Ie yIJIaBHOM BHILECTIpaTHE cTaMOeHe 3rpajie, 0CTa0 BepaH MACUBHUM KyOMUYHUM BOJIyMe-
HHUMa Koje palrujamyje Tek epkepuma. Mnak, Buia AjkeH 3ay3uma BpJIo 3HauajHO MeCTO Mehy
rpahesunama pane mozepae y Hosom Cany. [lenyje Bpiio caBpeMeHO U HETUITUYHO 32 TIEPUOJ
W CpEeIuHY Y K0joj je rpahena.
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Valentina Brdar
ON THE AJKEN VILLA BY FILIP SMIT
Summary

The Ajken Villa in Novi Sad built by Filip Smit in 1933 has so far been mentioned only in scientific
and professional literature. It is a detached single-storeyed villa situated in a former park. The interior is
organized around the internal core composed of the grand hall and lateral rooms that spread from it. The
internal arrangement of the Ajken Villa influenced it external appearance. All facades are asymmetrical.
The villa is characterized by flat, smooth surfaces, by many windows and by a flat roof that demonstrates
all the qualities of an international style which dominated European architecture in the 1930s. Besides the
razudenost and asymmetry of design, the building is characterized by classical, harmonious proportions and
the strictness of shape typical of this author. The representative villa has many rooms that testify of the re-
spectability and luxury of its owner, a rich industrial: the rooms for luggage, wine, servants. The interior
has a traditional design, probably after the owner’s wish, and many original parts have been preserves, e.g.
atile furnace and lighting. Filip Smit’s stay in Germany during the 1920s probably influenced the fact that
this architect from Novi Sad quickly and easily embraced the established principles of modern style in
architecture. It is sure that Smit was influenced to a great extent by the spirit of classicism which was very
strong in Germany due to an enormous influence of Karl Friedrich Schinkel, a Prussian architect. The Ajken
Villa is one of the most significant works of the Novi Sad architect Filip Smit and a very important piece
in the Novi Sad modern opus.

162



UDC 72.071:929 Marh V.
UDC 72(497.11 Beograd)

NBAH P. MAPKOBUW'h

He3saBucHu ucrpaxkusau, beorpan
Opurunanuu HaydHu pan / Original scientific paper

IIpoBokanuja HOBe eCTeTHKE: 1BA MPOjeKTA
apxutexte Bepuepa Mapxa y beorpany

CAXETAK: YrpoxeHOCT ApKaBHOT HHTETPUTETA, PE Kpaj 4eTBpTE ActeHuje XX
BEKa, U HAIIMOHAJIHOT cyBepeHnTeTa KpasbeBuHe Jyrocnasuje Ouiia je TOKOM Ieproaa u3-
Mely nBa cBeTcka para y mHUpoj KyJITYpHOj jABHOCTH AOJATHO TOACTAKHYTA ONIITEHAIIAO-
HAJTHOM ITOJIEMHKOM Koja je IOBOAMIIA y ITUTAKkE aHTa)KMaH HEMAuKor apxuTekTe BepHepa
Mapxa y beorpany. Ha nznox6u ,,HoBo Hemauko rpagutesbcTBO™ Ha CTapoM CajMUILTY
1938. ronuHe npukasana cy aBa Mapxosa npojekta (Pekoncrpykiuja beorpancke TBphase
ca U3rpaIlboM OJIMMITHjCKOT KoMmILIekca u Tpujymdano nosbe Ha bamunm) mro je 30or
HAIlMOHAITHOCTH ayTopa, MOJUTHKE Biaaajyher pexxnma y Hemaukoj ¥ mo3uBama CTpaHOT
rpagutesba y beorpan nzassaio jour Beha mpoTuBibema. Y paay je mpukaszana npooiema-
THKa 0JHOCca n3Mel)y CTpyKe u iprkaBe, MOjeJIMHIA U CHCTeMa, Kao U Biaaajyhe nemnpecuje
y Beorpany youn J[pyror cBeTckor para.

KJbYYHE PEYMU: apxutekTypa, beorpan, Bepuep Mapx, OnuMnujcku cTanuoH.

Kpajem weTBpTe nenernje XX Beka y beorpany je anraxosan Bepaep Mapx, HeMauku
apxuTekTa u mpodecop YHuBep3uTeta y bepiauny, 1a mpojekTyje OJMMITHjCKA KOMIUIEKC ca
penpe3eHTaTUBHUM CTaIMOHOM M M3PaJioM IUIaHa JieTasbHe peryianuje beorpaacke TBphase.
Ocum Tora, apx. Mapx je uCTOBpeMeHO panuo u Ha npojekToBamwy TpujymdanHor nojsa Ha
Bamuw, KO_]e je Tpebalo aa Ciry’u 3a BOjHE napaje ¥ COKOIICKE CIICTOBE.

Kao jenna on Bopehux JTUYHOCTH Y MPOJEKTOBaY KOMIUIETHE HaJ[3eMHE HH(PACTPyK-
Type 3a Onumnujcke urpe y bepnuny 1936. ronune, apx. Mapx je ycrnocTaBHO HOCIOBHY
KOMYHHUKAIM]y U ca MOjelMHUM JIp>)KaBHULIMMA Mel)y Kojuma je OMo u mpeacennuk Bmane
KpaseBune Jyrocnasuje Munan CrojaauHoBuh Koju je OMo 3aMHTepecoBaH 3a OpraHu3alu-
Jy oTBapama JeTHUX urapa y bepiauny, Ha unjem oTBapamy je IpucycTBoBao. MHuIMjarusa
3a onpkaBamwe Onumnujazae y beorpany u anraxxoBame apx. Mapxa MoJenuso je Talamlmy
CTPYYHY jaBHOCT, 4Hja je yCMEpeHa ONCTPYKIIHja JUPEKTHO yTHUIANa Ha OJJIarame, a IOTOM
U Ha HAaIyIITame, 1eje Ip>KaBHUX BIACTH 32 IPOjeKaT HEeMAauyKOI' apXUTEKTe.

[ToceOHO 3aHMMJBPMBE MOMEHTE TOKOM OopaBka apx. Mapxa y beorpanxy unHmIm Cy
yIpaBO OPraHW30BaHU Hamaau noMahe CTpydHE jaBHOCTH U H-CHH amelld IPOTUB OITYKe
nomahux BiacTu a aHTaxyje MHOCTPAHOT IPaJNTesba. Cyxo0 u3mehy JP’KABHOT YIPABHOT
amapara W jeIHOT Jiesia KyJITypHe jaBHOCTH KpasbeBuHe JyrociaBuje, KOju ce Ha OCHOBY pe-
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JICBaHTHE apXUBCKE JIOKyMEHTAIMje HE MOXKE 00jeKTUBHO TyMAayUTH Kao TOCIIEINIIA MTOTH-
TH3allMje [EeJIoT Mpolleca y JaTOM BpeMeHY, y 3Ha4ajHO] MEPH j€ YTHIIa0 Ha ojjlarame, a 1mo-
TOM U OJIyCTajare Off peaju3ainnje cBux MapxoBux npojekata y beorpamy.

[TOYETAK PA3BOJA CIIOPTA V CPbUIA

Vpkoc NOIUTUYKO] HECTAOUITHOCTH KOoja je TokoM XIX Beka Bianana y CpOuju 300r ye-
CTHX IMHACTHUYKHX MPEBpaTa, CIIopT je Y Kpenupamy colrjaaHor uaeHturera Cpouje 3ay3umao
CBE 3Ha4ajHHje MECTO.

Pa3Boj cprickor criopra moske ce mpatuTh Beh on 1808. ronune, kana je Ha Bennkoj mkonu
y beorpany yBenena nucuumnianHa BexoOama ca cabiboM U ,,(pexToBame™, OTHOCHO MaueBambe
(CrosanoBur 2008: 328). Ocum Tora, mpoecnoHaITHUM CIIOPTCKUM IIIKOJaMa U akaJeMuja-
Ma MIPETXOIHUIIA Cy MHOTOOPOJHU aMaTepCKu KIIyOOBH | IpyITBa, Mel)y Kojuma je cBakako
Hajrmo3Haruje ,,II[pBo Georpaacko IpymITBO 32 TAMHACTUKY U Oopeme™, HacTanmo 1862. rogune
Ha WHUIMJaTUBY CPIICKOT HAayYHUKA, KIbM)KEBHUKA M NonuTHyapa ap Branana Hophesuha
(CtaHOJEBUT 1926: 633). mak, HeCyMIBbUBO Haj3HA4ajHUjU norahaj y momahem copty umaso
je ocHHuBame ,,CpIICKOT OJMMITHjCKOT Kiy0a“ 1910. roguHe, Yiju Cy MHUIM]ATOPH OWITH OULIU-
pH mkojioBaHU Yy HHOCTPaHCTBY (PAaziaH 1973: 109). 3axBasbyjyhu 0Boj opranusaiuju, Cprcku
CTIOPT je ¥ 3BaHUYHO MPEJICTaBIbeH CBETY yuemheM Ha OnumMnujckum urpama y CTOKX0onIMy
1912. ronune (CtosaHoBus 2008: 340).!

Nz6ujamem [IpBor cBeTcKOTr paTa pa3Boj CPIICKOT CHOPTA j€ Y BEIMKO] MEPH 3aII0CTaBIbEH
y Iy’KeM Nepuopay, ycTynajyhu MecTo 0OHOBJBEHOM U yHampeheHOM aTJIeTCKOM Mporpamy
COKOJICTBA, KOJH je OMO METOIOJIONIKH U MPOr'PAMCKU MPOI'PECUBHUJH, AT je U MOTUTHIKU
KOHKPETHHje OATOBapao HICOJIOTHjH HOBOT YIPABHOT amapara MOHAapXHCTUYKE BIACTH.?
Texnnuko yHamnpelheme 1 MoepHH3aIja HAMOHATHOT CIIOPTCKOT porpama y KpasseBnnu
Jyrocnasuju cy ce, y nepriony n3Mel)y 1Ba CBeTCKa para, pa3BHjajid MMOIjeIHAKO YCIIOPEHO, YTIaB-
HOM 300T HeloCTaTKa MOCTOjaHe CIIOPTCKEe MHPPACTPYKType Koja OM 3a0BOJbUIIA OCHOBHE
YCIIOBE 3a OJ[pKaBam-e MACOBHHX CIIOPTCKMX MaHM(pecTamuja (BykamHoBus 1939: 15-18; Sper
1980). Haume, ocuM KanmuiapHOT CHCTEMa M3TPaibe CIIOPTCKUX TEPeHa, YITIaBHOM Y CacTaBy
IIKOJICKUX KOMILJIEKCa, yJarame u3 Oyera 3a pa3Boj U yHanpeheme HallMOHAIHOT CIIOPTCKOT
nporpama KpasbeBuHe JyrociaBuje yCMEpeHO je Ha M3rpajmby KapakTepucTudHe uHppa-
CTPYKTyp€ HaMemeHe MoTpedamMa MaHCIaBEHCKE OpraHu3alfje CoKoa.

ExcnaH3uBHA U3rpajimba COKOJIaHa M COKOJICKUX CIICTHUINTA JIONPUHEINA j€ pa3B0jy HOBUX
CTHJICKMX MepMyTanuja y JoMahoj apxUTeKTypH, Kao LITO je 1ojaBa HAllMOHAIHOT CTHIIA, JTOK
je muTame yHanpehruBama (pyHKIIMOHATHOCTH M CTaHIApAU3aIlje CIOPTCKUX OOjeKaTa u Te-
peHa OnJIo MOTUCHYTO y APYTH IUIaH, IITO je yTUIAJIO Ha HEIOCTaTaK oghuyujaine CiopTCKe

nHppacTpyKType.

! Ha oBom takMuuewy CpOujy cy npejacrasbaiu cupuatep Jyman Muomeuh u Mapatonar JlparyTux
Tomamesuh, koju ce HUCY 3HaYajHUje mIacupaiiu. Mcre roqune Cpricku OJUMITH)CKHU KIy0 je moctao uwiad MehyHa-
POJIHOT OJIMMITHjCKOT KOMUTETA.

2 Maxo je CaBe3 CpIICKUX COKOJIa 3BaHUYHO OCHOBaH 1908. rofinHe, aKTHBHOCTH OBOT' YIPYKCHa HUCY HHTCH3HB-
HUje yTHIaJIe Ha 3BaHUYHU HAIMOHAIHH CIIOPTCKH mporpam Cpbuje, koju je HakoH 1912. roquHe cTekao HHTEepHAIIHO-
HaJTHO IIPU3HAKE, a THME U CTaH/IapIN30BaHe KaTeTopHje CIIOPTCKUX JuciuIuinHa. MHTeH3nBHMja agupmarija cokora
u cokoisicTBa y CpOuju 3amoueTa je Tek HakoH 1918. rogune, mocpeacTBom Bianajyher pesxkxunma Kpassesune CXC.
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* IPOBOKALIMJA HOBE ECTETUKE: JIBA [IPOJEKTA APXUTEKTE BEPHEPA MAPXA...

Vrpkoc BUIJBUBOM HEAOCTATKY NIUPEKTHH]ET MPOMOBUCaha U MOjIepHU3aluje fomaher
CIOpTa U HEroBe HeIoBOJbHE adupMmanuje Ha Mel)yHapoJHOM HHUBOY, peCOpHa MOJUTHKA
KpasbeBune Jyrocnasuje je umak gonpuHesa yHarnpeluBamy KOJIEKTUBHE CBECTH O OIMIITEM
JPYIITBEHOM 3Ha4ajy CIOpTa, alli U BEeT0BOj TIO3UIUjH Yy jadamy MehyHapoaHux Be3a. Omnpas-
JIAHOCT TaKBHX CTABOBA je IOTBpheHa CpeAMHOM ueTBpTe JeneHuje X X Beka Ha oTBapamwy XI
netwrx ONMMITHjCKUX Urapa, Koje cy oapxane 1936. ronune y bepnuny.’

Kpajem geTBpTe nenennje XX Beka jyrocIOBEHCKa Biaga U Yipasa beorpacke ommriae
Cy aHTa)KOBaJjie HEeMa4yKor apxuTekTy Bepaepa Mapxa, kao ahupMuCaHOT CTPyUmbaKa 3a u3-
I'pajby CIIOPTCKUX 0OjeKaTa, a U3paJu HAI[PTE 32 JBa CIIOPTCKA KOMIUIEKCA Y JyrOCIOBEH-
ckoj pectoHutd (WASMUTHS 1928: 187—191; WasmuThs 1930: 13-21; RoHrRBACK 1936; RiTTICH
1938; PeTscH 1978; LANE 1985; ScuMmIDT 1992: 9698, 155; Apam 1992; Porovic 1998: 28; bia-
roseBuh 2005: 160). Tonune 1939. Mapx je mpojekToBao penpe3eHTaTuBHU CHOPTCKH KOMILIEKC
ca OnuMIujCKUM CTaAMOHOM Ha pocTopy Jlomer rpaaa beorpazacke tBphase u Tpujymdaano
nosbe Ha bamwuiu® (MAHEBUR 1984: 293-308; MiTrROVIC 1986: 67; Biarosesuns 2007: 46).

O XXMBOTY U AEJIY APX. BEPHEPA MAPXA

Apxutekta Bepuep Mapx (Werner Julius March) je po-
hen 17. janyapa 1894. ronune y lllapnorendypry y bepauny
(ci. 1). Y ponnom rpany je 3aBpiivo rumHaszujy 1912. rogu-
HE, a TIOTOM j€ YIHCa0 CTyAHje apxXuTeKType Ha TeXxHnIKoM
¢dakynrery y Hpesneny. Tokom Tpehe nenenuje XX Beka,
rpaaehu yrinaBHOM y Behum rpajckum 4eTBpTHMa MPECcTo-
Hute Pajxa, oBaj cBecTpaHu apxUTEKTA je IPOjEeKTOBAO BHIIIE
jaBHHX o0jekaTa M pe3uICHIINjaTHuX 31ama. CpexuHoM 1926.
rogauHe, ca Opatom Bantepom (Walter March, 1900-1969),
MPOjEKTOBAO j& NMPBHU CAaBPEMEHHU CIIOPTCKU KOMILIEKC Yy
Bepnuny, ca penpe3enTaTUBHUM OIUMITHjCKUM CTaHOHOM
koju je usrpahen 3a XI Onumnujcke urpe 1936. ronqune, Ha
rpajackom uznetuiity ['punenana (Griinewald, nocnoBHo —
3erneHa myma).

OcuMm npojeKkToBama 1 U3rpaame HOBUX o0jekara, Map-
XOB aHT@)XMaH je OO MOBPEMEHO ycMepaBaH Ha IEJIOBUTE
WJIU Maplujaine agantamnyje nmocrojehux rpahesuna. Tokom
1928. roguHe U3pajyo je IpojeKaT 3a KOMIUIETHY PEKOHCTPYK-

Cn. 1. Apxutexra Bepuep Mapx
(mpuBatHa 30upka y bepnuny)

3 U3y3uMajyhu MOMUTHYKY JUMEH3Hjy BiIazajyher pexnma M HICOJIOMIKY OCHOBY YIJIIaBHOM MPAarMaTHYHOT
HACTyMa nazi kunst-a, y HpOMOLMjH apXUTEKTYPe OJIMMITH]CKOT KOMILIEKca y bepiinHy 3amakajy ce MOJyCHH IPHH-
LMY y HAYUHY IPOMOBUCAHa MHTEPHALMOHAIHOT YHUBEP3AIU3MA U HETIOABOj€HA M/ICOJIOIIKA IPUHY A Ay TeHTHY-
HOCTH ITaHT€pPMaHCKe apXUTEKType, Koja je yCTyIHIIa IpuMaT MOACPHUjUM opMama, CBEJCHHjeM JINKOBHOM H3pasy
1 yHOj aupManuju GpyHKIHOHAIN3Ma Kao Boaeher elleMeHTa y apXuTeKTOHCKOM OOJIMKOBAmbY OJIMMITH]CKOT Hacesba.
APXHUTEKTOHCKA BPEAHOCT OBOT KOMIIJIEKCA j€ y HCTOPHOTrpadyjH PETKO OCIIOpaBaHa, JI0K Ce Beropa (yHKIHOHAJIHA
cxeMa MO)ke pa3MaTpaTH | Kao jeJlaH o]l IPHUMapHIX MOJIeNIa 3a CTaHAapAn3anujy ypoane GH3HMOHOMHUje CABPEMEHHUX
ONUMUUJCKUX cend.

* O oBome Bu.: ApxuB Jyrocnasuje, Gpomu 6p. 62, pacu. 6p. 1505.
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LUjy JKele3HnYKe cTanuie [ prHeBana Kojy je BeroB orail, Hemadyku apxutekta Oto Mapx
(Otto March, 1845-1913), npojexToBao 1912. roause.

[Ipenomuu nepuoa y MapxoBoM KMBOTY U CTPYUHOM paay gorogauo ce 1932. rogune,
KaJa je ynozHao Anonda Xutiepa, ca KOjuM je oapkaBao OIHCKYy KOMYHHUKAIH]y 10 N30Hjama
Hpyror ceerckor para (HUBscH 1930; HorrmANN 1936: 458—460; MarcH 1936; Pica 1938;
TTonoBun 1938: 374-377; FECHTER 1955: 73—80; WIrRTH 1955: 1962; ZENTNER 1964: 281-292;
VERSPOHL 1976; ScuMIpT 1992: 96-98, 155; SpotTs 2001: 312, 354; KErS0 2004: 35-39).5

brucku KOHTaKT ca BpXoM HeMauke BiiacTu omoryhuo je Mapxy yop3any abupmanjy
1 MOT'YhHOCT /12 TPOjeKTyje pernpe3eHTaTHBHA 3aha HAMEHhEHA OfIpyKaBarby MACOBHHX CIIOPT-
CKUX M KyATYpHHUX MaHu(pecTanuja. OCHM Kao MpOjeKTaHT, 10 nodeTka J{pyror cBeTCKor para
Mapx je pamuo u Kao pedepeHT y MuHHCTapCcTBY criopTa Ha npeameTy Hayka o rpahemy
CTMOPTCKHUX MTPAJIHINTA, JIOK je Kao nmpodecop UCTU MpeaMeT npeaaBao u Ha J[pkaBHO] aka-
neMuju 3a (pu3nuKo BacnuTame y bepnuny. Peanusanujy BehuHe \eroBux mnpojexara ocyje-
THO je moueTak Jlpyror cBeTCKOT para, TOKOM Kora je 00aBJbao IY)KHOCT PEIOBHOT O(hUIIUpa y
MunucTapcTBy ondpane, noja komanaoM aamupana Bunxenma Kanapuca (Wilhelm Canaris).

[TpocBeTHY AeIaTHOCT y NOCIEPaTHOM MEPUOJYy HACTaBHO je HA APXUTEKTOHCKOM (ha-
Kynrety y bepnuny, rae je kpajem 1953. ronune u3abpas 3a npodecopa Ha perMeTy YpbaHo
TJIaHUpamke U JbyICKe HaceoOnHe. TokoM HapeaHUX JeleHrja OMo je aHTa)KOBaH W Ha TIPO-
JeKToBamy HOBUX oOjekaTa, Meh)y kojuma ce moceOHo uctrue BarepHyHcep npksa y Buinmep-
cnopdy (Wilmersdorf) u3z 1961. ronune u MHCTHTYT 3a TEJICKOMYHHUKAITH]E Y CEBEPHOM JICTTY
Bbepnuna, usrpahen n3amehy 1963. u 1967. ronqune. Mnak, Hajeehu Opoj mpojekara y meaoKyIi-
HOM TpaJIUTEIbCKOM OITyCy apxuTekTe Bepuepa Mapxa ocTao je HepeaaTu30BaH.

Ca IBOCTPYKOM THTYJIOM IOYacHOT npodecopa YHusep3uteTa u rpahannna bepnuna,
Bepuep Mapx je npemunyo y bepnuny 11. janyapa 1976. ronune y 82. roquHu )KMBOTA.

CIIOPTCKHM KOMIIJIEKC CA OJIMMIIMICKUM CTAAWMOHOM VY BEOI'PAZ1Y

WMuunujaTtrea 3a U3rpaiby pernpe3eHTaTHBHOT CIIOPTCKOT KoMILIeKca ca OMTUMITH]CKUM
CTaZIMOHOM y beorpany nokpeHyTa je ca BUILE CTpaHa M U3 HEKOJIUKO pa3iiora, oJ KOjux ce
HajaJIeKBaTHUje MOT'Y WJCHTU(UKOBATH OHU KOjH CE€ OJTHOCE Ha KOHKPETHA MHUTamka ,,MO/IeP-
HU3a1Mje" JyroCIOBEHCKOT CIIOPTa, ajlk U Ha MojelMHAYHE aMOUIIije YHYyTap Biaaajyher MoHap-
XUCTUUKOT pexuma. [Ipu Tome rinaBHu forahaj ce oaurpao HeMOCPeAHO HAKOH OfIp>KaBamba
XI Onumnujckux urapa y bepnuny kana je JyrocioBeHCKH OJIMMITH]CKU 000, HA KOHI'PECy
MelyHapoaHor omuMITHjCKOT 0100pa, petoxuo aa ce X1V Onumnujana onpxu y beorpany.®

’ Kpajem 1933. roqune Xutep je anraxkoBao Mapxa kao pykoBozaeher apXUTeKTy 3a H3TPaiby CBHX CIIOPTCKUX
o0jekara 3a npenctojehe X1 Onummnujcke TeTHE UTpe, Koje je Tpedano na ce ogpxe 1936. ronune y bepnuny. Jenan oxn
Hajperpe3eHTaTUBHUjUX 00jeKaTa u3 OBOT KoMIuiekca 61o je OMUMITHjCKH CTAAHOH Y y)KOj Tpaickoj 30uu bepnuHa,
Ha MecTy Ha KoMme je MapxoB otaiy OTO MPeTXOAHO U3rpaaro aTieTcku ctaanoH 1906. ronune. Mako je jour Tokom
IPOjeKTOBaka OpUTHHAIHA Bep3uja MapXoBor IpojeKTa peTpriesia 3HauyajHe H3MeHe, Y3 aKTUBHY aCUCTEHIIH]y AJl-
oepra Illmepa (Albert Speer), MOHYMEHTAIHH CTaJMOH je 0 TaHAC OCTAO HAjIO3HATHjE IPATUTEIHCKO OCTBAPCHE
OBOT apXUTEKTE, alii U ypoauu cumobos mehypatHor bepinuHa.

% Huje no3Hato 1a jiu je Mel)yHapoaHu onuMIujcku 0160p 0ArOBOPHO TTOBOOM 3BaHUYHOT Ipe/yiora Jyrocia-
Buje 1a Oyne opranmsarop X1V Omummnujckux urapa, xoje cy 1948. ronune onprxane y Jlonnony. Mnak, mpema pacro-
JI0)KHBOj apxXUBCKOj rpahu MelhyHapomHor onmuMImjckor KOMHTETa, yTBpheHo je na beorpan Huje O6uo yspurher Ha
JIACTY TpaJoBa KaHIUaTa, 3ajeqHo ca Jlozanom, bantumopowm, Jloc Anhenecom, Muneanonucom u Gunanendujom.
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MehyTum, peaiHu KanaluTeTH CHOPTCKEe HHPPACTPYKTYPE y 3eMJbU HHUCY 3a]I0BOJbABAIIH
YaK HU OCHOBHE YCJIOBE KOj€ j€ 3aXTeBajI0 OPraHU30Bamhe TAKO KOMILIEKCHOT jjorahaja.

Hu nocne roquny nana o arumnupama, y beorpany HuCy yunmbeHN 3HaYajHH]U KOpa-
II1 y TIpoLiecy MOoIepHU3aIje U peopMUcCarba HAIIMOHAIHOT CIIOPTCKOT MPorpamMa, IITo je
KacHUje I0JJaTHO YTHUIAJI0 Ha CTBapame cykoba usmely Yapyxeme jyrocaioBeHCKUX HHKe-
wepa u apxutekara (YJUA) u Munucrapctsa rpahesuna. Eckananuja mel)ycoOnnx Hamama
WIIaK HUje HAcTaJa yCie] HelocTaTKa aJIeKBaTHOT 3aKOHA O CIOpTY, Beh Kao mocieana He-
pa3jalrmbeHX OKOJTHOCTH IO/ KojuMa je beorpajcka onmTHHA HAIMTOCIETKY aHTa)KOBaJia
CTPAHOT apXUTEKTY Ha U3PaJIU MPOjeKTa Of] HAIMOHAIHOT 3HaYaja.

AHanu30M 0OMMHE MpENKcKe, YIIIaBHOM JUIIJIOMATCKOT Kapaktepa, usmely beorpan-
cke onmTHHe, MUHMCTapcTBa rpal)eBuHa 1 MapxoBor aresbea y bepauHy Moxe ce onpasza-
HO 3aKJbYUMTH Ja je MapxoB mpojekat u3rpajaime OIMMINjCKOT CTaluOHa, y3 Tparehu KoM-
IJIEKC CIIOPTCKUX oOjekara Ha beorpajckoj TBphaBu, OMO TUPEKTHO HAPYYEH, a TEK MOTOM
o0ernonameH y 1oMahoj CTpy4YHO] U IIKUPO] KYJATYPHO] jaBHOCTH. To moTBphyje u nmoparak na
je apx. Mapx, Ha mo3uB npezaceaHuka JyrocinoBencke Binajae Muana CrojanuHoBuha, npBu
nyT nocetuo beorpan Beh y majy 1938. roguse, kana je usjaBuo jaa je ,,nosoxaj beorpana na
obanama JlynaBa n CaBe ca BeJIMKUM OCTPBHMA, HA MHOTOOPOJHUM MaJuHamMa U KOCHHaMa
HApOYHUTO TOTOJIaH 32 MOIU3ake BeXKOAIUIITa 1 OOPUIIHINTA 332 CBe TpaHe criopta™’ Ocum
KOHTaKTa ca JyroCIOBEHCKOM BIIAJIOM, HEMAaYKOT apXUTEKTY je 3acTymnaja u Ympasa beo-
I'paJIcKe OIMIITHHE, KOja je JUPEKTHO MocpeoBala y yropapamy cycpeta Bepaepa Mapxa ca
kHe3oM-HamecHuKoM [laBiom Kapahopheruhem kpajem 1938. ronune, y aBopy ,,bpao* kon
Kpama y Crnosennju (CtanojEBUR 1939: 14).% Mako cy nerasbu 0BOT cycpeTa 10 JaHac OCTa-
JM HETIO3HATH, MOXKE CE OIPaBIaHO MPETIOCTaBUTH J1a je MapXy U Ha OBaj HAYMH YKa3aHO
IIPaBO MPOjEKTOBaKA U U3TPAIIHE PENPE3CHTATUBHOT CIOPTCKOT KOMIUIEKCa 0€3 MPEeTX0IHO
pacniucanor koukypca (J. IT. 1940: 7, Manesun 1984: 293-308).°

Ha xondepennuju MunuctapctBa rpaleBuna, oapxanoj 18. jyna 1939. ronune, Mapx je
MPUKa3a0 MPOjEeKTe 3a U3TPaJrby CIOPTCKUX o0jexaTa ca OMUMITH]CKUM CTaJHOHOM U ypba-
HUCTUYKUM IUTaHOM Oynyher pernpe3eHTaTHBHOT KOMIUTEKca Jlomer rpania, mpaBHIIHO OpH-
jerTucanor npema crpanama ceeta'’ (ci. 2). IIpojekTom je Owmita mpensuljeHa u3rpaama
OnMMIMjCKOT CTa/IMOHA, 3aTBOPEHNX U OTBOPEHHX Oa3eHa, CIIOPTCKE akaieMuje ca OOpHIINIITEM
Y MHTEPHATOM, Mamel CTaIMOHA 3a Bex0Oame, Kyhe 3a YMHOBHUKA Kao U mparehux objekara
YTOCTUTEJBCKE, TPrOBauKe W aIMUHUCTPAaTHBHE HameHe. HamepaBaHo je 1a TOMHHAHTHY

"Kpajem 1938. ronure MuHHCTapCTBO rpaljeBrHa je ynyTnino MHHHCTAPCKOM CaBETY PELICHE a je H3/IBOjeHO
TpHU/ieceT MUJIMOHA inHapa 3a OMMMITH]CKH cTaquoH y beorpany, ca npBuM j1o tajna ynyhenum mpeiorom aa Bepuep
Mapx Oyze TIaBHHE apxUTEKTa Ha 0BOM IpojekTy. O oBome BUA.: ApxuB Jyrocmasuje, Gona Op. 62, dac. 6p. 1505.

8 Mapx je cpenunom 1939. ronune y Beorpaay usjasuo aa je nperxoaso Beh 6opasro y npecronunu Kpasbe-
BHHE Jyrocnasuje, paau MperoBopa o u3rpagmu Oyayher cnopTckor kommiekca ca OJTUMINjCKUM CTaAHOHOM, U 1a
je THM TIOBOJIOM IyTOBao Ha biien ncroBpemeHo obuasehy 1 HeKe jyrocioBEHCKe IIPUMOpPCKE IpaJoBe.

? MapxoB aHrakmaH y beorpaay HEONmXOAHO je MPaTUTH MapajelHO ca Pealn3alijoM Pernpe3eHTaTHBHOT
3nama ambacane Kpameune Jyrocnasuje y bepauny, kojy je mpojekToBao cpeausom 1938. roaune, 0JHOCHO Mpe
nonacka y beorpan.

1" Beh TokoM paspajie mpojeKTHE JOKyMEHTaIHje, MapX je MoJHeo MHCaHU MPEAIOr PECOPHOM Ofiesberby Mu-
HucTapcTBa rpaheBrHa 1a JyrocioBeHcka Biaa 00e30e1u XOHopap 3a leroBor capaauuka y bepiauny, apx. Konmana
®panna Xodmana n3 Cyborune, koju OM HaA3UPao U yIECTBOBAO Y IPOjeKTOBAIbY TeMeJba CTaNuOHa, jep je ,,00Ibe
Jla IeTOB YOBEK KOjH je yIryheH cyaenyje y oBoj peanu3anuju’. Jlo gaHac je 0 ToMe 0CTao HEMO3HAT CTaB TaJallikhe
BJIaJIe, AJIM CE HIAK MOKE 3aKJbYUYHTH Ja je y 00a ciryyaja MapxoBa yJora y IpojeKkTy Ouia npecyaHa.
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g

Cn. 2. Maketa criopTckor komIiekca ca OIMMIINjCKUM cTainoHoM Ha Kanemernany
(Technische Universitédt Berlin, Architekturmuseum in der Universitétsbibliothek)

YIIOTY Y YKYITHO] ypOaHoj Tpe3eHTaIlji KOMILJIEKCa 3ay3Me perpe3eHTaTuBHN OIMMMITH]CKH
ctaanoH ca 53.000 mecta,'! unja je u3rpaama npeaBrleHa Ha 3amaaHoOM ey JOHOrPaICKOr
m1aToa Kako ou ce 06e30enno Behu cremneH GyHKIIMOHATHE MPOAYKTHBHOCTH (ci1. 3).12
AHanM30M cauyBaHUX TEXHUYKHX TUIAaHOBA yBUNa ce J1a je Ha MPOCTOpHH pacropen o0je-
Kara y KOMIIJIEKCY, a TTOCeOHO Ha JTUMEH3Hje U KOHCTPYKIU]Y CTaIUOHa, 3HaYajHO yTHUIaIa
3aredeHa HelpaBUIIHA KOHPHUTYpalKja TepeHa. Jean o/ HajBUIle KPUTUKOBAHHX eJieMeHaTa
MapxoBor cTaJloHa y TaJlallkb0j CTPYYHO] JABHOCTH je OHAj KOjU C€ OJIHOCH Ha TO3UIU]Y 3a-
najiHe TpuOMHE 00eNeKeHe Kao ,,()yHKIIMOHATHO HEYCIIeJe ¥ ITOTPEIIHO OPHjeHTHCAHE TIpeMa
cTpaHama cBeta“. MehytumMm, ykonana TpubrHa MapxoBor cTaJiiOHa OTKPHUBA HEIBOCMHUCIICHY

! CTaJloH je miIaHupaH Kao BUIIE()YHKIIMOHAIHI 00jeKaT ca TpKaYKoM cTa3oM ayradkom 400 metapa, dy-
0aJICKUM TEPCHOM U TEPCHUMA 3a aTJIETCKE CIIOPTOBE, 4Tl M KA0 LICHTPATHO MECTO 32 OJ[PXKABAE PA3IMIUTHX Ma-
Hu(ecTaluja Koje ce HUCY OJJHOCHUJIC Ha CTIIOPT.

12 M3rpajma cnopTCKOr KoMIUiekca y JIomeM rpaay mojapasyMeBaja je KOMIUIETHY JEMOHTaXy 3aTCUCHUX
o0jekara o]l HCTOPHUjCKOT 3Ha4aja, IITO je MPOy3pPOKOBAJIO JI0JaTHA Ojljlarama pealusanuje npojekra. [Ianupano je
usMerntame kanuje npuHna Eyrena Caojckor, pynieBiHa MuUTponoirje Kao u amama kHe3a Mustoma. Mehytum, y
enaboparyju paja HUje yKa3aHo Ha KOjH HAYMH U KOJUM MeToJaMa KOH3epBallyje je MJIaHUPaHO U3MEIITake CIIOMe-
HHKa, Ka0 U Ha KOJy JIOKAIIH]y.
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Vs i

Cu. 3. TInaH KOMIUIEKCa CIIOPTCKUX TepeHa u OnuMmujckor craauoHa y JlomeM rpany Ha Kanemernany
(Technische Universitédt Berlin, Architekturmuseum in der Universitétsbibliothek)

MPaKTUYHOCT TUIaHA U yHarpeheme merose crenuduune GyHKIUje Y OIHOCY Ha 3aTCUCHH
ambujent. Haume, Mapx je miaHupao Ja KOHCTPYKIHMjy 3alaJlHUX TPHOMHA, OKPEHYTHX Y
npasiy /lyHaBa, ykomna y TOPHOTpaaCKo OpJo mTo 0K My OMOTYhHIIO TEXHUYKY TOAPILIKY
72 BUXOB Opoj yABOCTpYyuH No BucHHU. OCHUM TOra, ayTop je BOAMO payyHa U O 3aTE€4YEHO]
HCTOPU]JCKO] aMOUJEHTAJIHO] LICJIMHU CPEOBEKOBHE (hopTUPHKAIHje peaIakyhn apxuTek-
TYpy CTaJHOHA ,,XapMOHUYHO MPUIIaroheHor APEeBHUM yTBphemUMa U 3UI0BUMa, a yKpalle-
HOT' HOBUM MOHYMEHTHMa — Ka0 HAI[HOHAIIHO CBeTUIHIITEe . YcenameM IIIaBHUX TPHOMHA
y beorpancky TBphaBy, cragnoH 61 rOTOBO 3a IOJIOBUHY CBOj€ LIMPHHE OO MOBYUYEH y 1yOUHY
napiesne, YuMe 61 ce CTBOPHIIH YCIIOBH 3a (hopMUpPame IPOCTPAHOT MPETIPOCTOPA.
Criertuduuan ayTopcku padhmHMaH HAjOUUTIICIHUJH j€ CBAKAKO Y KOHCTPYHCARY CIIOJha-
rmer (pacamHor Koprryca HcTouHuX TpruonHa. Ctpora nepdopairja XOpH30HTAIHOT TTojaca
CTIOJBAIIEbE KOHCTPYKIIH]E CTaINOHa, IPHIaroeHe 3aIydeHo] popMaiyji cTaiuoHa 0OTBope-
HOj TIpeMa MPUCTYITHOM TPry, KapaKTEPHUIIe MPETNO3HATIHHB CUMITITU(PUKOBAHN MOHYMEHTA-

3V n3naramy Ha cenqHuuu Maja 1938. rogune o Gyayhem npojekty Mapx je yka3ao v Ha HpeJICTaBy KOHTEK-
cTyann3mMa o6oraheHor ocaBpeMeHhEHUM TPAAUIOHAIHUM IOCTYJIaTHMa 3aTeueHe enoxe. Bun.: Apxus Jyrocnasu-
je, onx Op. 71, dacu. 6p. 40, jenuauia Op. 133.
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JU3aM, U3pakeH KOJIOHAJIOM apMUPAHOOETOHCKHUX CTYOOBa BETUKHUX TUMeH3H]ja Beh mpume-
weHnx Ha OauMnujckoM ctaanony y bepnuny.' [lnanupano je ia ce ecTeTcka KOHOTAIHja
CIIOJBAIIIHET M3TJIe]a HCTOYHUX TPUOWHA TIIaBHOT OOPHIINIITA YHAIIPEAH YIIOTPEOOM JIOKAaI-
HOI' KAMEHa KapaKTepUCTUYHE HUjaHCe 3a obiarame OETOHCKE KOHCTPYKIMje, YuMe Ou ce
YHAIPEINo )KeJbeHH e(heKaT reoJIOMKOr KOHTEKCTYaIn3Ma, Tj. BU3YeITHOT yKJIanama y 3arede-
HU aMOMjeHT. 3armakeHo OJICYCTBO CUTHE (hacaHe TUTACTHKE HaJJOKHAl)eHO je AMHAMUYIHUM
PUTMOM BOJIyMEHA MOjeIMHAYHUX 3/1aiba KOja JeNyjy €CTeTHUKH CaMOJOBOJEHO U TpHUMepe-
HO BEJIMYMHU CIIOOOAHMX jaBHUX MOBPLIMHA OKO KOMIUIEKCA.

3a pa3nuky on BehuHe HeMayKuX apXUTeKaTa, OKYIJbeHUX OKo Atonda Xutiepa, morxpa-
wYyjyhu concTBeHe aMOHIIMje U YA0BOJbaBajyhyi MOHYMEHOMAHCKUM 3aXTEBUMA Y TaTMMaTH-
jacy apXMTEKTOHCKE perpe3eHTaluje ,,[epMaHCKOr Mecujanu3ma’, apx. Mapx, Hajosaxe pe-
YEHO, HUje 0CTA0 OAYIIEBJbEH mpea oniurenpuxBaheHnm [IIMHKETOBCKUM MOJICTIOM I'PaJIbE.
[peBacxoano oarosapajyhu Ha crienupudHe QyHKIIMOHAIHE 3aXTEBE CaMOT CTaIMOHA, OCTajy-
hu M3BaH KOHTEKCTA OroJbeHUX (GOPMH XUIIEPTPODUPAHOT MCceyoKIacHIIM3Ma, Mapx je mpu-
MEHHO CHCTEM U3TPaJIhe CIOPTCKHUX apeHa IpeMa I'pUKOM MOJETY, Tj. ASTUMHUYHO YKOIIaBamkhe
ayAUTOpPUjyMa U BEroBO NpHiiarohaBame KOHQUTYpaliju TepeHa. Taka MPUHINIL y OITyCY
OBOT I'pajauTesba Beh ce 3anaxka u Ha npojexkty dutpux—Ekapt nozopuurne (Dietrich—Ekart
Biihne), oTBopeHe MO30pHUIIIHE CIICHE ca PENPE3CHTATUBHUM aM(pUTEaTpOM YKOIIAHUM y OpIo.

KommnaparuBHOM aHalM30M €CTETCKH M (YHKIIMOHAJHO HAjIIPUXBAT/FUBHjET OOJIHKa
CTIIOPTCKE apeHe, KOHITUIMpaHe IpeMa I'PIKoOM MOy, apX. Mapx je mpojekToBao OnumIimj-
CKU CTaAHMoH y beorpaay xao jeauHu TakBe BPCTE Y CONCTBEHOM OITYCY, IITO 3HaTHO yBehaBa
ayTeHTHUYaH ayTOPCKU KPEeIo, apXUTEKTOHCKY, a TOTOM U HcTopruorpadcky BpeaHoct. [Tocma-
TPaHO ca UCTOPH]CKOT IIIEANIITA, TOTOBO je HeMoryhe ananu3uparu MapxoB cTaIuOH U3BaH
KOHTEKCTA OIIITET IPaIuTE/LCKOT MaHUPa HEMAUKOT ToTanutapusma. MehyTum, ycien npu-
MEHE KaMEHE OILIaTe KOjOM ITO/IBIaYH BaXKHOCT aMOUjEHTATHOT KOHTEKCTyallu3Ma, po3pay-
Hourthy opme nepdopaiiijom TpaauIIioHATHO 3aTBOPEHUX BOJTyMEeHA U e(heKTHE 3aKpUBJIbE-
HOCTH UCTOYHUX TPUOMHA Ca KOJIOHAJIOM, OBaj 00jeKaT je OCTa0 PEeJIATUBHO JUCTAHIIMPaH O]l
BehnHe penpe3eHTaTUBHUX IpauTebCKa OCTBapema y mpectonunu Tpeher pajxa, a koja ce
OJUTUKY]y TioMa3Holrhy, mpedopcupaHOM AMCIIO3UIIH]OM, TPOCTOPHOM HaMETJHHBOIINY U
aCOIMjaTHIM T'€OMETPHJCKUM Ty PU3MOM.

Ha JIpyrom caBetoBamy, y okToOpy 1940. ronnae, TOKOM ofpKaBama cenauiie MuHM-
crapcTBa rpaleBuHa AeTajbHO je paspal)eH pacTep CBHX IMEMIaYKUX, IPYMCKUX M PEYHUX
caoOpahajauma. Ocum yTBphHBama mpodeMa y u3rpaami HaJ3eMHe HHPPACTYKType U TIpe-
ycMepaBama nocrojeher xkene3Hudkor caodpahaja, M3HET je U MPeNsIor 3a peryianujy mnpu-
Ja3a KOMIUIEKCY ca peke, Koja Ou yITHMAaTUBHO O3HAYHIIA M ITOKPETamke IIAaHCKe ypOaHH3a-
nuje necHe obase Case u Jlynasa."” Ha cennuiu cy noceGHO pa3mMaTpaHu U GOpMUpamE

14 TIpgoOuTHN MapXoB IUIaH 38 MOHYMEHTAJIHU CTaIHOH y bepnuny npensuhao je 6eTOHCKY KOHCTPYKIIH]Y 3a-
TBOPEHY CTAaKJICHUM IIaHEIMMa BEJINKUX AUMeH3Hja. Takas HAaLPT, CACBUM O4YEKHBaHO, XUTIEPY ce HUje J10nao, 300r
yera je 00aBeCTHO M PECOPHO MUHHCTApCTBO J1a OH ,,Hukaja Hehe yhu y taj monepuu crakienu”. Crora je paszpana
npojekTa Ouia roBepeHa apxutektu Andepry Llnepy, koju je yKIOHHO CTaKJIeHe aHee, J0K je 06 TOHCKY KOHCTPYK-
11jy 00JIOKMO MPUPOJHIM KAMEHOM, YUME j€ HEMOCPEIHO yTHLA0 Ha pa3pay MapxoBor cranuona y beorpany.

15 3a ypeheme caobpahajHor 4Bopa, caHUTETCKe HHDPACTPYKTYpe U PEKOHCTPYKIHje 001acTu oko beorpascke
TBphaBe Mapx HaBO/H Jia ,,pacMCUBAKE MHTEPHALMOHAIHOT KOHKYpCa HUje Hajoosbe pelee Beh 1a Takas mpobiemM
MOJKE PEIIUTH CaMO UCKYCHU CTPY4YHhaK Koju Ou OopaBro Ha TepeHy . 3a perynannjy JyHaBa u popmupame napu-
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JABHOT KyTIaJIMIITa, TOCTaBKa jaBHE pacBeTe M MPUPEYHOT Nenraykor caoopahaja, kao u pery-
nanuja aecHe obane CaBe ca MpUCTAHUILITEM, Y UHjEM IUIAHUPAby j€ OCTala 3ama)KeHa yjora
apxutekte [parume bpamosana.'s

I[MPOJEKAT PEKOHCTPYKIMWJE I'OPBEI' 'PAZIA BEOI'PAZICKE TBPBABE

Kao uHTerpaHu aeo miaHupaHe HeInHe CIIOPTCKOT KoMIuiekca i ONIMMITHN]CKOT CTa o~
Ha, MapXx je HCTOBpEMEHO M3pajuo IUIaH JieTajbHe perynamnuje [opmer rpana (ci. 4). Bano-
pH3alMjoM CauyBaHHUX IUIaHOBA U (oTorpaduja MakeTa MOXKE CE YTBPAUTH Ja je OTCEKHA
PEKOHCTPYKITHja TOPHOTPAJICKOT TJ1aToa IUTaHupaHa y se ¢ase. Y mpBoj je Onia npeasulena
M3MEHa J0TaJallkher MTapKOBCKOT peliekha Koje OKpyKyje Jy>)KHH mojac OegeMa mpema rpaj-
cKkoM je3rpy. OcuM JeTMMHUYHUX IMPOMEHA Tpachpama Menaykux cra3a, a TAME U 3aTeueHe
BereTairje, HeJIOBOJFHO jacHO MpHKa3aHe y MapXxoBoM TUTaHy, OOMMHH]jE PEKOHCTPYKITH]E Haj-
3ama)keHuje cy Ha MecTy ypehene napkoscke nennne ca CnoMeHHKOM 3axBaigHOCTH DpaH-
IIyCKOj. Y MPUKA3aHOM IUIaHy MOCEOHY 3aHUMJBUBOCT IPE/ICTaBIba U PEKOHCTPYKIIUja Hajjy-
xuujer 0enema Tephage."” [Inanupano je, HanMe, 1a ce HUBEIAIUjOM TepeHa OBaj UCTYPEHU
KOHYCHH MacuB ()OpMHUpPA Kao yKOMaHU aM(uTearap, ca OTBOPEHUM ayTUTOPHjYMOM U CIIEHOM
Koja Ou Ouia JonupaHa Ha HajyxeM ey Oenema.'®

Amnanu3oM o0MMa U3rpaime Ha martoy [opmer rpaja, apyra ¢a3a peKOHCTPYKIU]e MOXKe
ce carjeJlaTi Kao ocebaH apXUTEKTOHCKH KOPITYC, aJIi Ka0 HHTETPAIHH JIe0 aMOUjEeHTaIHE
uenune Oynyher usriena Kanemernanckor macuba ca OJIMMITH]CKHM CTaIHOHOM.

Ha mpocrtopy ropmorpajckor miaroa Mapx je niaaHupao u3rpaamy odjekara HaMeme-
HUX HUCKJbYUHBO YCTaHOBaMma KyJType, ydja OM LeHTpaan3anuja popmMupaa ,,akporoiamc
Kanemernana” kao HOBO KynTypHO cpeauinte beorpana. Y pactepy HOBUX yJulia U IpoJia3a
TJIaBHA KA OMJIa je yCMepeHa Ha HCTHIIA-E TICHTPATHOT IPOCTOpA M HajBUIIIE TaukKe TBphase,
TJIe je IUIaHupaHa u3rpaama HarmonatHor ciomennka u Tpu My3seja: ErHorpadckor, Hapos-
Hor u ParHor."” Melyytum, Ha doTtorpaduju MakeTe 3amaxa ce 3HaTHO Behu Opoj rpaljeBuHa
HarjameHnx rabapura HEero mITO je HaBeJCHO Y MUCaHOM enabopary mpojekTa. [loceOHo ce
UCTHYE MpeHaruamnieHa Gopmairja Kyondane rpaljeBuHe, ca KBaJpaTHUM IIPECEKOM OCHOBE H

HapHUIIA U TI0OKOBa MapXx je MpeIsiokuo CTPydmaka, 10 Tajia Helmo3HaTor joMahoj cTpyuHoj jaBHOCTH, Tpod. biayma
n3 TexHuuke BHIIE MIKOJE y XaHOBEPY.

1 Ha 3BaHn4HOj KOH(EpeHLUjH 3a mTamIity, oapxanoj 22. pebpyapa 1941. rogune, beorpajcka onmrTrHa je
NpuKasaja reHepaliHu miaH ,,Hosor Beorpana“ umnja je peanuzaiuja noepeHa apxutekt Jparuiun bpamosany.
Apx. BpamoBaH je Taga mpe3eHTOBao jaBHOCTH COIICTBEHY Bep3ujy Oyayher usriaena CaBcKOT IPHCTAaHHUIITA YHjE je
JieTaJbHE CTY/IMje U3BEO Y OKBUPY IUIaHa usrpaamwe Hoor beorpana. Ha Taj Haunu Ou ,,Crapu Beorpan®, ykiamameM
CBHIX ITpEINpeKa 1 CHIIACKOM Ha peke, oMoryhno popMupame jeqHe KOXepeHTHe ypOaHe TpaJICKe IeTHHE. 3a pa3IuKy O
OIITPHX CTAaBOBA JyTOCIOBEHCKUX KOMOpa HHKEHEPa U apXuTekarta mpema MapxoBoj Busuju ,,HoBor Kanemermana®,
3amaxa ce 1a bpamoBaH CBOjUM IPOjEKTOM PEKOHCTPYKIIH]E HajCTapujer IPaJCKor je3rpa u GopMupama HOBOT U3TJIe-
na CaBCKOT PUCTAHUIITA HUjE OCTA0 AUCTAHIIMPAH O] TOTAJIMTApHE PETOPUKE MOHYMEHTATIH3Ma Y apXUTEKTYPH.
O oBome Buz.: ApxuB Jyrocnasuje, Gonn 6p. 62, paci. 6p. 1505.

7'V nenocpennoj Gin3nnu Hanasu ce [pupoamadku Mysej. M3rpagmboM 0TBOPEHOT aMpuTeaTpa IIaHUuPaHO
je 1a ce oBaj o0jeKaT yKJIOHHU jep OU MOCETHOIIMA PEMETHO MPHJIA3.

18 C 0631pom 11a je MapxoBHM MPOjeKTOM 11ato y [opeeM rpajly Ouo HaMeEeH MPBEHCTBEHO 00jeKTHMA KyJITYpHE
U YMETHHYKE HAMEHE, MOXKE CE OIPABJIAHO IPETIIOCTABUTH J1a je OBaj ambuTearap 61o rpeaBuljeH 3a JICTHY MO30pHHUILY.

1 TToce6aH mpesIor KOju je YHEO HOBY HEIOYMHMILY Y OIHMCHHU e71a0bopar MpojekTa peKOHCTPYKIIHje OTHOCH ce
Ha M3rpaamy HalloHaIHOT CIIOMEHHKA 32 Yhje H3Boheme je MPEeIOKEHO ,,paCICHBAKE OTPAHHUCHOT KOHKYpCa
Mely jyrocIIoBeHCKIM BajapuMa’.
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Cu. 4. Ilnan pexoHcTpyKuHje ['oprer rpajia u criopTckor komiuiekca y JlomeM rpaay Ha Kanemernany
(Technische Universitdt Berlin, Architekturmuseum in der Universitétsbibliothek)
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MpeHarIalieHuM TUMEH3UjaMa KyTIoJe, 3a KOjy je TUIAaHUPAHO Jla HaJIBUCH OCTalle 00jeKTe y
KoMILIeKkcy. KoMmapaTuBHOM aHaIM30M IJIAHUPAHE KOHCTPYKIIU]E U MPETO3HATIbHBUX apXH-
TEKTOHCKMX JIeTajba, 0OBa rpal)eBuHa ce MOXKE CACBUM ONPaB/IaHO JIOBECTU Y HEMIOCPEIHY BE3Y
ca Beh mutanupanom Ilanarom Hapona, nenom apxutekte Andepta Illnepa, koja je mpojekToBa-
Ha Kao LIEHTpaJIHU MOTUB y peanu3anuju Hosor bepnuna — ,,I'epmanuje”. Usrpaama riaoma-
3HUX 3/]]aa MOTITYHO HEMPUMEPEHHUX YTBPHEHOM CPEaHOBEKOBHOM aMOMJEHTY, KOjU CUITYeTH
Hosor Kanemernana majy rpoTecKHH U3TIIea XUTEpTpoupaHor pebeda, Omia je ycBojeHa
WCKJBYYHBO OJUTYKOM HajBHILIUX BJIaJajyhux HHCTAHIM YIIPKOC AUPEKTHUM areanma JoMa-
hux cTpy4maka U HaJUIe)KHUX KoMmopa.”’

[Toceban peskxuM MPOjEeKTOBaA 3aXTEBAJIO je YCIIOCTaBIhakhe CI0KEHOI CUCTEMA Tie-
mavykor caobpahaja, koju 6u 00630110 JOBOJBHO MPOCTOPA 332 HEOMETaHY KOMYHUKAIIH]Y
m3mely T'opwer u [lower rpaga. OBaj eneMeHT HHUje TPIEO JOMYHCKE MOAU(PUKALIM]E WU
HaKHA/IHE MHTEPBEHIIUje CTOTa MTO OM CBAaKUM JIaJbHM OJJIAarakbeM KOMILIETaH MpojeKaT Ouo
yIposkeH 300r HeZlocTaTKa MpaBuiIHe Beze u3Mmel)y Be ypOane nenune. [la Ou mpeBiagao Takan
pobiiem, apx. Mapx je mpojeKToBao TyHEJICKH Mposia3 Koju je Tpebasio ga oMoryhu TupeKkTHy
Besy m3mely ['opmer rpaga u craguona. [Inmanupano je, Takole, na nmpuia3 craauony Oyne
oMoryheH 1 ca 60YHHX CTpaHa pacTepoM IEeIAYKUX cTa3a U Iposiaza. 300r ouekuBaHe ppe-
KBEHIIMj€ YYECHHKAa U WHBEP3UBHOI KpeTama MoceTuiana, Mapx je pa3paamuo u MocTyIak
eBaKyalyje y ciy4ajy xaBapuja. TuMme cy UCIyHEHH CBU CTaHIAapAH, 10 TaJa HEMO3HATH Y
Beorpany, o 6e30eqHOCTH 1 3aITUTH TyOJIUKE HA jABHUM MaHH(ecTamjama.

Beoma arpecuBHOM M HEyOoOHWYajeHO jEMHCTBEHOM aruTaIlldjOM CTPYUYHHUX YIpPYyKeHmba
WHXemepa u apxurekara y KpasseBunu Jyrocnasuju u3ryospeHa je 00jeKTHBHA CITHKA O Ol-
HITeM KBaJIUTETY MapXxoBOTI' MPOjEKTaHTCKOT aHTakMaHa y beorpasny, Koju je HenmpuMepeHo
MapruHaJIM30BaH yClel MaJIUIMO3HOT TIPUCTYTIA y TIOTJIey ayTOPCKE epCOHATN3aIHje ap-
xuTekType (He)jyrocnoBeHckor nopekia (KaanieBun 1998—1999: 255-277; Kabpuevi¢ 2005:
44-47).*" AyreHTHuHY ApamMy Ipajibe CIOPTCKOT KoMILIekca Ha beorpanckoj TBphasu, kojy
je y ucropuju apxutekrype beorpana n3a3Bano HeyjenqHAYeHO M CBAKAKO MCIIOJIUTH30BAHO
pe3UMHpamke CYKOOJbEHUX CTPaHa, HEOIXOJHO je MOCMAaTpaTH U Kao ofpa3 yHYTpalllker —
JIP’KaBHOT, aJIM ¥ CIIOJbHOIIOJIUTHYKOT jadama Tekyhe neTpoHu3saiuje Biagajyher MoHapxu-

20 Mapx je y nucMmerom obpaharwy MunucTpy rpahesuna 20. 7. 1939. roqune HaBeo aa KHe3-HaMecHHUK [1aBie
Kapahophesuh nmogprxasa cBe merose pagose Ha beorpasckoj TBphaBu. Y ToM IpaBily MOXke ce OIpaBJaHO MPETIO-
CTaBHTH Ja je kHe3 [laBite 6o mojennako ymyheH y cBe eieMeHTe IIPOjeKTa KOjUM je IUTaHupaHa KOMILIETHA PEKOH-
CTPYyKIMja CpeAroBeKoBHE hopTHduKanuje.

21 360r omyKe 1a yCBOje MpojeKaT CTPAaHOT apXUTEKTe 0e3 MPEeTXOIHO PacIUCaHOT KOHKYpCa, IPUTHCAK Ha
MuHucrapeTBo rpaljeBuna u Yupapy beorpancke ommTuHe CHHXpOHH30BaHO ¢y o 19. 8. 1938. roguHe Bpmwin
Cage3 cokona KpasseBune Jyrocnasuje, CaBe3 nHKeHBEpCcKuX komopa y beorpany, JIpymrso nakemepa u3 3arpeda,
Hpymteo nnxemepa u3 CapajeBa, Yapyxkeme rpaguTesba — cekiuja 3arped u Yapyskeme jyrociIoBEeHCKUX HHKEHEe-
pa u apxutekara. Moxa HajaupekHTHje Hamaae ynyhusao je nmpeacennuk Kimyba apxurexara u3 beorpana, apx.
Bpanko MakcumoBuh, ocyhyjyhu npxaBHy ymnpaBy 300r qoBohema cTpaHOT apXUTEKTe y IPECTOHHILY, Y3 TEH/IeH-
IIMO03HO HaBoheHwe HALIMCTUYKOT ITOPEKJIa aHI'a)KOBAHOT HEMAYKor' ayTopa. Mnak, 1esoBuTa iucta o0pasiioxkema 1
3aXTeBa MPHUKAa3aHa je y jeAMHCTBEHO] Pe3omynnju 6eorpaackux apxurekara, Koja je ycBojeHa Ha cactanky Kiyba
apxutekata YJUA, 18. aBrycra 1939. ronune. O yka3zaHoj npoGiematuii MapxoBor aHraxxmana y beorpasy u Hacra-
oM oTnopy y gfomahoj cpenunu Bun.: Anonim, Stanoviste jugoslovenskih inzenjera i arhitekata po pitanju podizanja
stadiona u Beogradu, Inzenjer 9—10 (1940), 58—60; AHOHUM, beoZpadcku uHICervepu U apXuttieKiuu yCciiajy upoiius
woza oa ce HOCA08U T08ePABA]Y UHOCIUPAHUM CIUpYUIbayuma, be3 KoHcyaayuja Hawux sbyou, Ilonutuka, 20. aBrycT
1939; Anounwm, Viipasa Caseza Coxona Kpamesune Jyzocnasuje 93, llonutuxa 10. janyap 1941, 16-19; Apxus Jyro-
ciasuje, Gonx Op. 62, dac. O6p. 1505.
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ctuukor pexuma y Kpassesunu Jyrocnasuju (BALFOUR, MAckAY 1980; JankoBuh 2004; JAH-
KoBUR, JIAsuh 2007). Mako ce unHU J1a je TaJallmkba CTPYUHA jJaBHOCT JIEI0BaJIa jeTHOCMEPHO
y O[UTY1IM a ce oBy4e onnyka Brnage CpOuje u Yrpase rpana beorpana ga anraxyje Hemau-
KOT apXHUTEKTY, Y KDHTHIIM HUCY H30CTaJIU HU TIO3UTUBHU OCBPTH Ha MpeiiokeHe Mapxose
npojekte (IToroBun 1940: 249-252).22 Meljytum, kako ce unHH, Beh yHarpe HHCHHYUPaHO
CMambUBamkbe BAKHOCTH OBOT TPOjEKTa, yCIea MPUOIMKaBama paTHE KpHU3e, y jaBHOCTH je
TJIacupaHa CaCBUM JIpyTraduja CIIMKa O YCTICITHO] capa by U OIIIITOj PaTHOj POy KTHBHOCTH
Ha/UISKHHX CITYKOH Koje ¢y ca Mapxom, HaBOJHO, OApKaBaie BUCOK CTETICH Capaibe.

TPUITYMO®AIJIHO I1OJbE HA BABUIU

ToxoMm u3paze mpojekara 3a OITUMITH]CKU KOMILIEKC U peKOHCTPYKIHjy ['opmer rpana,
Mapx je paauo 1 Ha IIJIaHOBUMA 3a U3rpamy TpujyMbairHor mosba Ha bamuin. OBaj mpojekar
j€ HeOITXOIHO MOCMaTpaTH M3BaH TAAANIBIX TIIAHOBA 32 (HOPMUPARE CIIOPTCKE HHYPACTPYK-
Type y OKBUPY peKoHCTpyKIje beorpaacke TBphase, anu y KOHTEKCTY MOJIEPHH3AIIH]E Ha-
[IUOHATHOT CIIOPTCKOT mporpama. Tpujymdanto nosse Ha bamunu Tpedasno je qa mocraHe
MIPBEHCTBEHO MPOCTOP 32 OJlprKaBamke [EPEMOHUjaATHUX MaHU(ecTalllja jaBHOT KapakTepa,
Ha KOMe O ce ofpKaBaJli TYPHHUPH, KOIBHYKE TPKE U, KA0 HAjBaKHU]jE, MACOBHH COKOJICKH
CJIeTOBH (CII. 5).

VY nepuony u3mely aBa CBETCKa para MPUMAPHY YJIOTY y TIOACTUIAKY HHTEPECOBAKbA
JABHOCTH 3a CIIOPTCKE JHUCIUILIIMHE, PBEHCTBEHO aTiIeTUKY, Y KpasbeBrHu JyrociaBuju nMaa
je maHcnaBeHcKa opranusaija cokoia (Bosnoporski 1894; ScHEINER 1908; KopynoBunh 1930:
643—644; BoguNovi¢ 1934; PETROVIC, ZUTIC 1991; LIBETKOBIE 1998; TrMoTmIEBHR 2006; 12-52;
CrosanoBus 328-330; biaroseBun 2008: 129—-155). Oprarn3oBaHu Kao APYIITBO CBUX CJIO-
BEHCKHUX HapoJa, Ca JOKAJIN30BAHOM HJICOJIOMIKOM IIATPOPMOM O €THHYKOM jeIHHCTBY, ca
MOTEHINPAHEM jJeIHHCTBEHOT HAIIMOHAIHOT HACHTUTETA, JIU M 3alITUTE IP’KAaBHOT CyBepe-
HUTETA, COKOJIH CY JICJOBAIIH KA0 CTIeIU(pUIHA HHTEPCIOBEHCKA CTPYja, Ca PEIaTHBHO NEepH-
(epHUM OTHOCOM TpeMa 3BaHUYHOj CIOPTCKO] MOJIUTHIIM CBOjHX 3eMaJba. Y TOM IIOTIIENY,
Hamehe ce OnpaBIaHo MUTAkE O IUXOBHM €BEHTYaJTHUM yTHLIAQjUMa Ha pa3Boj mpojekra Tpu-
jymdannor nosba Ha bamunu 1 Moryher nocpenoBama y BEroBoj U3rPaImbH.

Kao ,,IlpBa gp>xaBHa opranusanuja Gu3ndke KyJarype JyrociaBuje®, COKOIH Cy jeTHOM
rofuiIme npupehuBain cokoscke cieroBe y Behum rpagosuma KpasseBune, Ha Kojuma cy
JICMOHCTPHPAJIH BEIITHHE U TEJICCHO BacnuTame. Mnak, oBe CBOjeBpPCHE aTieTcke MaHU]e-
cTaiyje, ooenekeHe UCOIOIKUM aHTUIIMITAlijaMa O YAPYKEHOM CIIOBEHCTBY, OMJIe Cy mpe-
IIU3HO U3PEKHPAHE jaBHE MTPEICTaBe, YIIIABHOM MapaaHor kKapakTepa. CIeToBH Cy OpraHnu3o-
BaHU Ha NoceOHO ypeheHnM noppumHaMa Ha Kojuma je Ouia Moryha u3rpajma IpUBpeMEHUX
TpHOMHA KOje Cy IEMOHTHpaHe HakoH MaHu(decTaruje. KoragHo, mocTao je jacHO 1a Cy MOH-
Ta)KHE KOHCTPYKIIH]je 3axTeBajie 3HaTHO Beha ymarama Hero 4BpcTo rpal)eHu cTainoHM.

22O TOoMe CBEI0YH U JIeTabaH IprKa3 n3noxoe ,,HoBo Hemauko rpaleBuHapcTBO™ ca MOCeOHUM 0CBPTOM Ha Map-
XOBe IpHUKa3aHe npojexTe. ,,Hac, Georpajicke apXuTeKTe, HAPOUUTO je HHTEPECOBAO MpojeKaT apxuTekre Mapxa 3a
CTaJnoH Koju ce uma noguhu y lomem rpany y beorpany. Mznoxene ocHoBe u poTorpaduje Makera Hokasyjy Ja je
. Mapx 1eiy cTBap J0cTa IIPOKO 3aMUCIIHO, apXUTEKTOHCKH pemntaBajyhn yjenno u I'opmu u Jlomu rpajx u caodpahaj
kpo3 TBphaBy. Llena cTBap je ykomnoHoBaHa ca jocta rpaheBnna u objexara (Ilanteon, Myseju u ap.). Pacopenn
Maca Cy 3aHHMJbUBH, & MOHYMEHTAJIHU e(eKTH oaBy4YeHH. To cy YnmbeHule. Ilutame cTHiia je cTBap ykyca™
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Cn. 5. TpujymdanHo nosbe Ha bamwuiy (CHUMak U3 aBuoHa, 1936)
(mpuBaTHa 30upka y beorpany)

Nsrpaama TpujymbanHor mossa Ounia je npeasuleHa Ha mpoctopy n3mely Hekaaamme
Hlymaaujcke ynune u bamudkor Benna, Ha noBpurnau Behoj on 40 xekrapa.”? V cacraBy
KOMILJIEKCa INIAHUPaHa je U U3rpajiiba MyTHEe Mpexke npema ABanu T1j. Jleaumby, 3aTUM pEKOH-
CTpyKLHja U mpeypeheme npocTopa U BOjHUX oOjekara Ha bamuiy, noansame KaMIa 3a Be-
xk0aue Ha mapaju, HIMPOKA METANUIITA U TOMOhHHU 00jeKkTH.>*

Kao riaBHM apXUTEKTOHCKH MOTHUB, IIGHTPAJIHH JI€0 KOMIIJIEKca Tpebalo je na mpecra-
BJba TpujymdainHo nosse, ca cnennpuaHo, aMpuTeaTpasHo NOCTaBbEHUM TpUOMHAMa Koje
YOKBHDPY]y apeny (ci. 6). M3myxkeHa npaBoyraoHa OCHOBa OKPY’KYje CPEIUILILU TPOCTOP Y
o0JIMKY M3y KEHE eJIUIICe, 0K Cy KacKaHe TpUOMHE Ha jJeTHOM Kpajy U3BeJeHe JTy4HO, a Ha
CYNIPOTHOM Kpajy Harjo mpekunyTe. Tume je ocTBapeH mpocTop OTBOPEHOT aMdpuTeaTpa, ca
MOAYXKHUM CMEUITajeM ayAuToprjyMa. OBakaB CUCTEM I'pajiibe HHje MPeCTaBha0 HHOBAIHU-

% OBaj mpoCTOp je 10 IaHAC CaMo JASTUMHYHO n3rpaljer. OCuM KOMILJIEKCa OTBOPEHHX U 3aTBOPEHUX MITHBAYKHX
0a3eHa, MaIOOPOjHUX CTAMOCHHUX BHUIIECIpaTHHIA U (ya0aICKOr TepeHa ca npaTehuM TpuOMHaAMa CBEACHUX JH-
MEH3Hja, TIOBPIIIHA Ha KOjOj je IUIaHKpaHa N3rpadba perpe3eHTaTuBHOr TpujyMdaiHor nospa jou yBek je Hajsehum
JiesioM HensrpaljeHa.

24V oKxBUpY MpOjeKTa ITAHUPAH je U TIPOCTOP 3a pacropes Tpya, ayxune 1200 Metapa, cTasa 3a mapajie yKyI-
HE Ty>KUHE /IBa KWIOMEeTpa U IHpHHE 12 MeTapa 1 MpOCTOp 3a COKOJICKE IMpupenode.
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Cun. 6. Makera Tpujymcansor nossa Ha bamnmu
(moxymenTtanuja Apxusa Jyrocnasuje, Gona Op. 62, dhacu. 6p. 1505)

Jy y TaIaumoj apXuTEeKTypH CIOPTCKUX TEPEHa, T0K je Mapx y cBoM omycy Beh mpuMeHno
CIIMYaH NPUHLUI, y IpojekTy 3a Tpujymdanno nmosbe y Hupuoepry. [IpumapHa HameHa oBOT
o0jeKkTa HUje A0 Kpaja yTBpleHa, IPBEHCTBEHO 300T OYUTIICAHO YCMEPaBaHUX MepMyTaluja
y npenuciy uzMely apx. Mapxa u Munucrapctsa rpaleBruHa, y K0joj Cy ynorpedsbaBaHu jOII
Y Ha3uBH ,,CBe4yaHa nospaHa™ u ,,COKOJICKO-BOJHUYKH cTaanoH . nak, npeasuleHnM Kama-
nureroM TpuOuHa ca 100.000 mecta Moke ce MOTBPAUTH HEO0jeKTUBHOCT M €r3MOUITMOHU3aM
y IJIaHOBUMa U Hapy4Huola U ayTopa.

3aBo/JbMBa NMPOBOKAIMja CTHJICKUX MEPMyTalllja CHHTETUYKOT IPUCTYTIAa Y yMEPEHO]
MOJICPHOCTH ¥ MHIMBUAYAIHO TyMaueHkhe UACOJIOMKH odenekene apxutekrype Tpeher pajxa
MIOCTaBUJIA Ce Ka0 UMOM Y pajy HEMauKor ayTopa, YMju je Crielu(ruaH KBAJTUTET yCIOCTa-
BHO MOJIENl ayTEHTUYHE Hapauuje y gomahoj cpenuuu. MehyTum, ceMHOTHKA apXUTEKType
Bepnepa Mapxa y beorpany y Tom norneny He Tpeba z1a geinyje Kao HCTOpHOTpad)CKu OI1o-
HEHT JIyKPaTUBHUM HaMepaMa WM TPEHYTHO BiaaajyheM HIeoIonIKoM mopekiry ayropa, Beh
Kao0 IpeIMeT OTIOpa IpeMa CTPAHOM apXUTEKTHU (HE)JyOCIOBEHCKOT nopekiia. Bohena uneo-
JIOTUJOM HAIlMOHAJIHOT JEIMHCTBA M OYYBamba IETOBUTOCTH KYJITYPHOT (jyTrOCIOBEHCKOT)
UJCHTUTETA, HallaJ] CTpy4YHe jaBHOCTH Y KpasbeBuHU JyrocnaBuju Ha HEMadKor ayTopa mnpe-
TBOPHO ce y GpeHeTHYaH IPOTECT, IIPU Y€MY jeé HEOIIXOJHO UMATH y BUJly M YTHUIIa] Kallpu-
[MO3HOT Haxol)ema HapyYHoIla Ka0 MHUIIMJATHOT MOJIa3UIITa Y TPOTOAMIIHEM CYKoOy n3mel)y
I'PAJICKUX BIACTH, CTPYKOBHHUX YApY’KeHa U apX. Mapxa.
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[a je peanuzoBan, OnuMnujcku cTaauoH y Jlomem rpaay Ou cBakako 3ay3e0 3HauajHO
MECTO y XepaJIJINIU Tpajia, Koja Ou MpexkuBesa aTecTalijy BpeMeHa y carjacjy ca caBpeMe-
HUM HCTOPH)CKUM TEHJICHIIMjaMa pa3Boja, a y KOHTEKCTY BPEIHOBamWa nazi kunst-a kao heHo-
MEHOJIOIIKOT MOMEHTa Ha OBUM ITPOCTOPUMA.

OuwursnenHa, ajd TPBOOMTHO HEIOBOJHHO JIe(UHUCAHA MTPOBOKAIMja JYTOCIOBEHCKUX
MOJIyTa BJIACTH J]a aKTUBUPA U TPOMOBHIIIE MapXoB yMETHHUKH KPEIO Y TIPECTOHUIIU U3BaH
Taja mpeopmnalyjyher KOHTEKCTa MOZIEpHE apXUTEKTYpe T0UeKaHa je MHBEP3UBHO U ca ISITUMUY-
HO NMPUKPUBEHUM €KCITaH3MOHUCTUYKUM TeKhaMa HEMauKOT apXUTEKTe Kao OBJIalrheHor ainu
He u yoeheHor mpomoTtepa KynTypHe nonutuke Tpeher pajxa. Ocum 0TBOpPEHOT aHTaroHM3Ma
nomahe cpeuHe IpeMa JJaTeHTHOM Bol)erby TaKBe IMOJUTHKE, AeBacTupajyhe mocieanie ucto-
PHjCKHX JIelIaBamba TOKOM YeTBPTE JICIIEHHUje POILJIOT BeKa y 3Ha4ajHOj MEpPH YyTHLIAJE Cy Ja
ayTop M yKa3aHU MpojeKTH y nomahem ucropuorpadckom Hacnely 3ay3my MecTo y jour He-
UCTpPaXXeHO] 30MpIIH MpojeKara ,,manupHe apxutekrype™ y mehyparaom beorpany.
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Ivan R. Markovi¢

PROVOCATION OF NEW AESTHETICISM: TWO PROJECTS
BY ARCHITECT WERNER MARCH IN BELGRADE

Summary

The designing work of German architect Werner March in Belgrade during the period between the
two wars has resulted in three projects that include the reconstruction of the Kalemegdan fort and the
construction of the Sports Complex with the Olympic Stadium in the Lower Town, as well as the construction
of the representative Triumphant Field in Banjica.

At the end of 1938, at the initiative of the Yugoslav Olympic Board, a decision was made that a rep-
resentative complex of sport fields and an Olympic-size stadium be built in Belgrade. Due to various
historical circumstances, without a previous competition, German architect Werner March was entrusted
with the construction of this complex.

The recognizable sensitivity of the German architect is reflected in the huge and visually cumber-
some architecture without any decorative elements. As the professor of Architecture of Sports Stadiums at
Berlin University and an expert in the field of the constructions of sports buildings, March stressed a puri-
fied rhetoric and a developed architectural pattern in his plans for the construction of the Olympic Com-
plex in Belgrade.

Besides the draft for sports buildings and the formation of a multifunctional sports center on the
plateau of the Lower Town, especially interesting are March’s plans of a detailed reconstruction of the
Kalemegdan fort.

On the spacious plateau of the Upper Town the construction of several cultural edifices and temples
of art was planned, which would make this whole a new cultural center of the Yugoslav capital. The forma-
tion of a specific kind of an isolated microurban whole, the reconstruction of the medieval urban milieu
and the construction of contemporary buildings in this part of the town upset the professionals of the time.
Unusual in intensity and force, a closed and then public discussion was started regarding the origin and
intentions of the author. Besides the controversial attitude of Belgrade authorities, as well as individual
intentions of the ruling monarchy regime, the provocation of the cold pseudopagan aesthetics of German
origin and an overly open imperialistic resonance of March’s projects influenced his withdrawal due to the
already altered relationship between Kingdom of Yugoslavia and the Third Reich.
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Unlike the project whose purpose was to change the face of the Kalemegdan fort, the realization of
the project of the Triumphant Field in Banjica was rejected at the very beginning because of the unresolved
proprietal state, an undefined decision of the Falconry Association, and the lack of financial assets. The
intention was to surround the field with brick grandstands which would close two thirds of the field, just
like with the ancient Greek racing field in Olympia. The main purpose of the field was the organization of
falconry events with some occasional tournaments and various ceremonial events.

Seventy years after they had been made, these projects still provoke various opinions concerning their
realization and location. Besides the morphological and stylistic analysis, new research will give more
precise answers concerning the motives and comparative analysis of the stadium, as well as the exact origin
of the identity of its author.
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AJIEKCAHJAP UTBHBATOBU'h

Yuusepsuret y beorpany, ApXUTEKTOHCKH (PaKyITET
Opurunanuu HaydHu pan / Original scientific paper

Ycappmena npupoaa: beorpaacku cajam
(1953-1957)"

CAXETAK: [IpenmeT TekcTa je aHaimM3a 0JHOCa apXUTEeKType beorpajackor cajma
(1953—1957) u momuTHYKE UICOJIOTH]jE Y KOHTEKCTy JyrociaBuje 1950-ux roanHa, Koju ce
0CMAaTpa KPO3 HEKOJIMKO PasInYUTHX U MehycoOHO mpoxeTux nHctanuy. Homasehu on
KOHCTUTYTHBHE YJIOTe apXUTEKTYPE Y YCIOCTABIbaAbY JYTOCIOBEHCKE COLIMJaIHCTUYKE Jie-
MOKpaTHje, y TeKCTy ce yKasyje Ha Hu3 QyHKLH]a KOje e apXHTCKTOHCKO-TPaJIUTC/bCKN
NOAyXBaT Moju3ama beorpaickor cajma 3a10010 y jaBHoM npoctopy. beorpancku cajam
yKasyje He CaMo Ha 3Ha4aj apXUTeKType y JISTHTHMAL]jH noauTuyke Mohu Beh ocsetsba-
Ba M HEKE OJ] TEMEJPHHUX HJICOJOMIKUX MOCTAaBKH Ha KOjUMa je TI0YMBaJia KOHCTPYKIIHja
JYTOCIIOBEHCKOT COIMjaji3Ma Kao JOBPIICHOT HATypajn3Ma 3aCHOBAHOI HA aHTarOHH-
CTUYHOM OJHOCY EMaHI[UIATOPCKUX CTpATEruja U NpUPOJHUX I'PaHULA.

KJbYYHE PEYM: apxUTeKTypa, UHKCHEPCTBO, UCOJIOTH]ja, COLUjaTUCTHIKA AEMO-
KpaTHja, MapKCH3aM.

VBOJI

[TnoBuaGa nocneAmLUM KUIOMETPUMA HajTy>Ke JyTOCIOBEHCKE PEKe, IIpe HBeHOr yiiha y
Hynas, 6una je cpenunom 1950-ux ronuna cBojeBpcTaH 10kuBIbaj. Ha 006e obane pexe Case,
TOTOBO y CaMOM CpeauITy beorpaa, 3anounmbali Cy BEIUKHU rpal)eBUHCKHU PaJIOBU U MO~
3aHa TPAJMJIMIITA ca HaMEpPOM Ja 10 Kpaja HapeIHe JeleHuje mpeodpaTe mej3ax TJIaBHOT
rpaga @eneparuBae Haponne Penybnuke JyrocnaBuje. Jlea o6ana CaBe Omiia je meHTap
BEJIMKOT 3aXBaTa IIPEOOINKOBamka TEPeHA Ha KOME CY Ce IIOCTEIICHO CTBapaii 00pUCcH HOBOT
rpaga — HoBor Beorpana; Ha necHoj o0anu 3amounmala je u3rpajima jeqHe ol Hajehux u
TEXHUYKH Haj3aXTCBHUJUX I'pal)eBUHCKHUX IIEIMHA Y 3eMJbH — KoMILIekca beorpaackor cajma.

OBU TpaAUTEIbCKH MOy XBATH, 3aII0YETH TOCIOBHO U3 MYyJba HEKAJAIIUX MOYBApa y
npuobasby beorpana, qaHac ce o nmpaBuTy TyMade Kao BaKHU CHIOMEHHIIM KYJITYPE ,,COIU-
jamucrrukor MoaepHusma“ y Jyrocinaeuju. HoBa rpaguiuinra u KOHCTpyKiHje koje he ce Ha
wuMa nonuhu Ounu cy, MehyTuM, OCyTHO Ba>KHH PETIEPH y HOBOM HJICOJIOLIKOM U TOJIH-
TUYKOM TI€j3aKy COLMjaTUCTUUKe JyrociaBuje Koju je HakoH pe3onyuuje Uudopmbupoa

* OBaj TEKCT je pe3yJITaT paja Ha MpojeKTy ,,Cpricka ymeTHOCT X X Beka — HalmoHaIHo 1 EBpomna”, Op. mpoj.
177013, xoju ¢puHaHCHpa MHUHHCTAPCTBO IPOCBeTe U Hayke Permybnuke Cpouje.
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1948. rogune, cykoba ca CCCP-oMm u 1y0oKke eKOHOMCKE U MOJUTHUYKE KpU3€e Koja je€ IOTOM
ycaenuia, IeUHUTUBHO YTBPEH OKO HEKOJIHMKO TeMeJbHHX npemuca. He camo mHkemep-
CKO-apXUTEKTOHCKA LieNnHa beorpaackor cajma, u He caMo BEJIMKHM TEXHUYKH MOAYXBaT He-
roBor rpalhema, Beh 1 BeroBo MecTo y TymMadery HOBOT COIIMjATHCTHYKOT TOPETKA, 3ay3eln
Cy CIIeU(pHIHO MECTO Y CUCTEMY IIPENICTaBa y3 MOMOh KOjiX ce KOHCTPYHCAO CI0KEHHU UJICH-
TUTET HOBE Jyrocnasuje.

YoOuyajene orere y ucropuorpaduju o 1pyroj JyrociaBuju kpehy ce THHAJOM HHTEP-
MpeTaIyje HEHOT CIEIUPUIHOT MECTa y OJTHOCY Ha XJIaJHOPATOBCKY TOETy CBETa, Moced-
HOCTH JYTOCJIOBEHCKE BEP3Hj€ COIMjaIu3Ma U MOJUTUKE MTPOKJIAMOBAHOT TTOCEOHOT Ty Ta Kao
Ay TEeHTUYHOT M ay TOHOMHOT KpeTama IMpeMa KOMYHHUCTHYKOM OecKIacHOM IpymTBy. Hacy-
MIPOT KPYTOM OMpOKpaTCKoM neHTpanu3my u eratuzmy CCCP-a u 3emaspa McTouHor 610ka
C jellHe cTpaHe, Kao M MOJIMTUYKOM JINOepaTHOM CUCTeMY 3amaja ¢ Ipyre, JyroCcIOBEHCKE
eJINTE TIOKYIIalie Cy Aa mpoHal)y, yTBpIe U ofpKe KOMIZTUKOBAHY HJICOJIOMIKY KOHCTPYKIIH-
jy ,,Jyrocnaswuje Ha packpuihy“.

WuTepnperupan Kao ,,COLUjaTUCTUIKA IEMOKpPATHja“, JyTOCIOBEHCKH j€ CHCTEM Y TOKY
HEKOJIMKO JELEHHja *KUBOTa COIMjaIMCTUUKe JyrociaBuje HepecTaHo TPaHCPOPMHCAH U
ycaBpiiaBaH — o1 Haponaoocno6oaunauke 60poe kao crierupuaHO jyrocIOBEHCKOT 00TIKa
COIIMjaJTUCTUYKE pegoyyuje, 10 KOHTUHYAITHE H CHIEH()IYHO jyTOCIOBEHCKE COIIMjaTUCTHIKE
esonyyuje (PETRANOVIC 1962: 25-26). PeBOJ'IyI_[I/IOHapHI/I npeoOpaxkaj u €BOJTyTHBHO KPETamhe
JpyIITBa, KA0 WHCTAHIIE OHOTA IITO CE y je3UKY MapKCHU3Ma YCTAJUJIO KA0 IHjaIeKTUYKH
3aKOH Mpejacka KBaHTtuteTa y kBaauTeT (ENGELS 1950: 37), Ounu cy KJbyuyHa MeCcTa HOBOWH-
BEHTOBAHE HJICOJIOTH]€ TPaH3UIIHje M TpaHCPOopMaIlrje, Koja ce TyMauuia y orjiejary BEpHO-
CTH U3BOPHUM MApPKCHCTUYKHUM MocTaBkama. OOIUKOBAkE JyTOCIOBEHCKOT TIOCEOHOT MyTa
y KOMyHH3aM OUJIO je 00eIeKeHO KpenpameM crennduyHe yiaore Jyrocnasyje y OAHOCY Ha
TJI00aJTHY TIOJIUTUYKY, IPYIITBEHU U €KOHOMCKH TIOPE/IaK, yJIOre Koja je Ha CIOJballlleM T1Ia-
Hy OWJIa MHCTPYMEHTAJIN30BaHa MOJUTHKOM HECBPCTAHOCTH U AKTHBHE MUPOJbYOUBE KOET-
3UCTEHIIN]E, & HA YHYTPAILIHEM IIPUHIMITIMA CBEOOYXBaTHE JACLCHTPATU3aIU]e, PaTHHYKOT
caMoyTIpaBJbama U IPyIITBEHOM CBOjHHOM Kao M3pa3iMa OHOT'a IITO Ce JTAKOHCKU Ha3UBaJIO
,ApymTBeHo ouhe Jyrocmasuje (BoGeTic 1982: 16). KapaktrepucTuke jyrocaoBeHCKe MOCeOHO-
CTH CBEIOUMJIE CYy O MENIMjaTHO], TIOCPEIHUYKO] YIIO3H 3eMJbE M OHOME IIITO CY jYTOCIIOBEHCKE
MHTEJNIEKTYaJIHe eJIMTE IPUKA3KUBaje Kao aBaHTapAy y Pa3Bojy CBECTH YOBEYAHCTBA Y KPETamby
Ka HOBOM, 0CJI000l)eHOM 4OBeKy 1 XyMaHu30BaHOM JpymiTBy. [IpemonrhaBajyhu nmporen u3me-
by coyujanuciuuuxo’ cuciiema u demokpaiicko? ypeherba, jyroclioBeHCKa COLUjaTUCTUYKA
JIEMOKpaTHja KICTOBPEMEHO je Tpebaio 1a MPeMOCTH TPOCTPYKH pactien uzMel)y HenmpekuHo
MIPOMEHJBHBE PEATTHOCTH CBAKOIHEBUIlE, (GUKCHPAaHE CIUKE O MPeBa3ul)eHOj M CaBJadaHO]
MPOLUIOCTH U MpOKJIaMoBaHe Bu3Mje OyayhHoctu. Mehytum, Huje ce paauiio camo o nodenu
Haja nponuionrhy koja OM OCBeIOYMIIAa TEMEJbHY MPEMHICY KOMYHHUCTHUYKE UICOJIOTH]E Ja y
,UCTOpHjH‘* He mocToju Teneosoruja (GIDDENS 1991: 46); 3a Tpacupame myTa y NpUKeJbKH-
BaHy Oy1yNHOCT jyrOCIIOBEHCKOM pexuMy OUJIO je MOTpeOHO JOBECTH Y pelalnjy IpYIITBO
U TIPUPOAY, a Taj OJHOC YjeIHO je OMO M HajBa)KHMja MHCTAHIA y CXBaTamwy TPaH3ULIU]je U
npeodpakaja COIMjaTUCTHUKOT APYIITBA.

V 1o3uBamy jyrociIoBEHCKOT pe)KMMa Ha Te3¢ H3BOPHOT MApKCU3Ma, OTHOC TIpeMa IIPHpO-
IV TIOCTAO j€ jelHa O KJbyYHUX, CTPATENIKUX Tavaka. ,,Yilpaso merarve ipupode 00 ciupare
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uogeka’‘, kaxo je 1951. ronune nucao bopuc 3uxepsn (Boris Ziherl), jenan ox Haj3HaYajHUjUX
napTujckux ¢uinozoda, nosuajyhu ce Ha Enrencoy (Friedrich Engels) Jujanexiuuxy ipupo-
Oe, ,,a HE IPUPOJA cama Kao TaKBa, jeCTe HAJOMTHHjU 1 HajOIMKU OCHOB JBYJICKOT MUIIJBEHA*
(ZiHERL 1951: 244; ENGELS 1979 [1883]: 182). IlITaBuie, y UCTOj BU3YpH, IPUPOAA per se, Tj.
MpUpPO/Ia Kao ,gucTa MPUpoaa“, M HHje mocTojaia, Beh camo oHa ,,k0ja je HICTOBPEMEHO JIEJI0
YOBEKa, YOBEKOBE aKTUBHOCTH * (ZIHERL 1951: 85).

Y jyTOCIOBEHCKOM KOHTEKCTY TecTe AetieHnje X X croieha, KOHTpoJia Ha ,,CII0JballlFlOM
MPUPOZOM** U TTOCIICANYIHO KPETamkhe Ka pa3Bojy COIMjaAIMCTHYKOT JAPYIITBA U OCI000heHmy
YOBEeKa YTBphUBaIH Ccy ce Kpo3 HU3 Mel)ycOOHO MPOXKETUX KYJATYPHUX MPENCTaBa, Ol KOjUX
CY BEJIMKU HH)KEHEPCKU TIOYXBAaTH UMl HECYMIbUBO 3HAYaJHO MECTO — XHIPOLICHTpAJIe,
MHAYCTPHjCKa OCTPOjerba, OpaHe, XKele3Hulle, myTeBu U ¢adpuke. [IpucycTBo cinnka uHxe-
IBepcke HHPPACTPYKTYpe y H3TPaiibl y jaBHOM ITPOCTOPY OHJIO je, pa3yMe ce, TEMEJBHO BaKHO
YCIIOCTaBJbAE UACOJIOTH]jE KOja je oYMBaia Ha HHTEPIPETAMjU J1jaJeKTHUKOT OJJHOCA H3-
Mmely JoBeka, mpupo/e U APyImTBa. Y UCTH MaX, OBE JpaMaTHYHE MPEICTaBE jyTOCIOBEHCKE
MOJICpHH3AIIIj€ y COLMjalTu3My — KOjé C€ MOT'Y JIOBECTH y BE3y Ca CTAaTHCTUKOM O TOTOBO Haj-
BeheM MHIYCTPUJCKOM PACTy U IPYLITBEHOM IPOU3BONY Y cBeTy u3Mmely 1952. u 1961. ronune
(StaTisTICKI 1986: 9; LAMPE 1996: 260-273; Rusinow 1977: 65, 98—99; PETRANOVIC 1988: 418—
432) — Omte cy KOMIUIEMEHTHPaHE CIIMKaMa 0 apXUTEKTOHCKUM TpeoOpakajuMa TIIaBHOT Tpajia
Jyrocnasuje.

[{nsb oBOT paja je ma yKaxke Ha KOju je
HauMH MHTepnperanuja beorpaackor cajma,
jemHa oJ KJIby UHUX apXUTEKTOHCKUX HHTEP-
BEHI[Mja Y JABHOM IIPOCTOPY jYT'OCIOBEHCKE
IIPECTOHHIIE, KOPECTIOHANPAJIA ca MPEoKya-
L[jamMa jyrocJIOBEHCKOT peXXHMa Y KOHTEK-
CTY Tpacupama jyrocIOBEHCKOT TOCeOHOT
IyTa y COLMjaln3aM U IOCTABKH COLUjaIH-
CTHUKE JIeMOKpaTHje. beorpasicku cajam rpa-
hen je mamely 1953. u 1957. rogune (ci. 1), y
JeKy BEJTUKOT €KOHOMCKOT boom-a u cTabu-
JU3anyje MONIUTHIKUX TPHIINKA Y 3eMJbH
MOCTUTHYTE 3aMalllHUM KPEAUTHHUM apaH-

’KMaHUMa Koje je JyrociaBuja 3akjbydniia ca ko

3amajHuM 3eMJbama, ipe ceera ca CAJl, e .- - | > !‘?}{? ﬂlh H}{%ﬂ{wg
: M -

MNOJUTUKE KAJIKYJIHUCAHC PABHOTCIKE U3MC- 1 : _' r_.,"-i_i

hy omrtpo nmonesbenor Ucroka u 3anaga. Ha £:5
CTpaHULIaMa OBOT' TeKcTa Omhe mpuKa3aHo
Ha KOjU je HaYMH apXuTeKTypa beorpauckor
cajma TojipykaJa OBy UACOJIOMIKY U TTOTUTHY-
Ky areHy, Kao U KaKko j€ YATaB IPaUuTEIbCKU
MOTyXBaT OMO W JIOCIIOBHA U CHMOOJIWUYHA
npez[pTaBa 0 ayTeHTHqHOJ u ayTOHOMHO] Cn. 1. Beorpaacku cajam, pororpaduja ¢ moyerka

COLMjAINCTUYKO] AeMoKpaTuju. IltaBuine, 1960-ux romuna (Arhitektura Urbanizam 111, 14, 1962, 13)
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nsrpanma CajMa KOMHIMUpAJia je ca HacTaBKoM noau3ama HoBor beorpana Ha cynpoTHoj
ob6amu Case, unje je rpaheme 00ycTaBibeHO 1950. roguHe 300r EKOHOMCKHX U IMOJTUTHYKUX
HETIPHIINKA y KOjUMa ce Halia JyrociaBrja ka0 HOTOPHU KOMYHHCTHYKH jepeTHK. Y HOBOM
KOHTEKCTY NMo3HUX 1950-ux ronuHa, melhyTuM, MOHOBHO MOJM3amke HOBOT T'pajia Ha 0be obae
CaBe 1ocTaso je HHTETPAJIHU 70 HOBE TENCOJIOIIKEe KOHCTPYKIIHje JyTOCIOBEHCKOT TIOPeT-
Ka, 3aCHOBaHE Ha HU3Y IMPENO3HATIFMBUX MTpeMuca Koje he OMTH UCTaKHyTE Y IPBHU IUIaH. Y
TOM CMUCITY, 3aXBaT peodpakaja mMpupoIe u Tiej3axka Koju je beorpaacku cajam mompasyme-
Ba0, KA0 M apXUTEKTOHCKA, TEXHWYKA U TEXHOJIOIIKA Pelickha Ha KOjuMa je 3aCHOBaH, Hehe
ce pa3yMeTH UCKJBYYHMBO Ka0 MyKa JErUTUMaIHja MOJTUTHYKE MOhU jyTOCIIOBEHCKOT KOMY-
HUCTHYKOT PeKHUMa WIIH CaMO Kao IPUMED jyTOCIOBEHCKOT ,,COIIMjaTUCTUYKOT MOAEPHHU3MA'
y apXUTEKTYpH, Beh Kao rpaiuBHU, KOHCTUTYTUBHH €JIEMEHTH jeTHE KOMIUJIEKCHE U KOHTPO-
Bep3He uneonoruje (Kaamiesun 2010) ,,mpenopolene 3emibe’ — nmpenopohexne He camo ,,Io
(abpukama u MHOTMM 00JeKTUMA |...| COLMJaTUCTUUKE U3TPAJEHE, HETO U MO IyXY, MEHTAJIH-
teTy 1 Mopany® (Broz 1959: 261).!

BEJIMKU 3EMJbAHU PA JIOBU

[To3nara napadona Ensapaa Kapaema (Edvard Kardel)), najonuxer capannuka Jocumna
Bpo3a Tuta u KJby4HOT U€0J0ra JyroCIOBEHCKOT MyTa Yy COLMjaIu3aM, O COLIMjaTUCTHYKO)
peBoiyuuju y Jyrocnasuju kao ,,iposiechnoj Oyjuu‘ koja ,,04MCTU PEYHO KOPUTO O HAarOMHU-
JAHUX CMETHU U TPYJIEXKH, 1a OU KPeTame y leMy MOIJIo Hhu CBOjOM HOPMaJIHOM CTPY]OM
1 1a OU ce )KUBOT Y lbeMy MOrao Jajke HecmeTano passujatu’ (KARDELI 1960: 191), roToBo je
JIOCIIOBHO BH3YyeJIM30BaHa y cpiy beorpana y ucto Bpeme kana je Omiia usropopena. Orpoman
MHTEPEC PeXXUMa 3a JISTUTUMAIU]y NOJTUTHYKEe MOhM MaHHU(ECTOBaO ce He caMo y MeTado-
pama je3uka, Beh 1 y TOCIIOBHOM YHIINey TepeHa Kao MOII03H 3a Tpal)eme HOBOT )KHBOTA.
CumynraHo ca peakryennsannjom rpahema HoBor beorpaza, kao cactaBHM 160 UMILIEMEH-
tanuje ['enepanHor ypbanuctuukor miuana u3 1950. rogune, 3anovere cy mpumpemMe 3a Io-
nuzame beorpanckor cajma rotroBo Ha camoj o6anu peke Case (ci. 2). Mako je moTpeba 3a
BEJIMKUM cajmuliTeM y beorpany nmpoucrekia n3 eKOHOMCKOI 0)KMBJbaBama JyrociaaBuje
npyre nonoBuHe 1950-ux roguHa v HU3a peopMHU Koje Cy €eKOHOMHU]Y 3eMJbE TPEOPHjeHTH-
cajie ca IJIaHCKe Ha TPXKHINHY, a UHAYCTPHjaJIM3alijy ca TelIKe Ha rnpepahuBauky, camo
rpaheme beorpajckor cajma nmano je MHOro Behu 3Ha4aj ox nmyke yrunutapaoctu. Cajam je,
pasyme ce, pecTaBbao CMMOOIT OTKJIOHA Of1 ,,TBPC JIMHU]jE pa3Boja IPYTHX COILU]aIUCTHY-
kux apxasa (LAMPE 1996: 260-292; Rusinow 1977), y uemy ce u cacTojajia OCHOBHA apryMeH-
TaIja 3a BEroBO MOAM3AkhE U 0TBApAhE: ,,IIOCIEIHLUX TOINHA Off TPETEKHOT NHBECTUPAHA Y
0a3n4YHy HHAYCTPH]y U3MEHEH [je Kypc| y mpaBily Opsker pa3Boja MOJbOIPUBPEIHE U Ipepahu-
Bauke HHIycTpHje” (SVABIC 1957). MehyTnm, y commjanuctiukoj Jyrocnapuju 1950-ux roxusa
HUKaJla HUje OnJla Hamy I TeHa N3BOPHA KOMYHUCTHYKA HJIgja O TEITKO] HHIYCTPHJH KA0 OCHO-
BU EKOHOMHU]E 3eMJbe 0e3 Koje ce, 1o peurmMa camor TuTa, u ,,He MOKe OCTBAPUTH COLMjaIn3am™
(mpema DoBrivosevic 2011: 357). Tomure 1950. moHET je 3aKOH 0 paIHUYKOM CaMOYTIPaBJbamby
KOjH je BoAuo J10 ycTtaBa u3 1953. kana je 101aTHO CAHKIIMOHUCAHA UJICOJIOTHja COTICTBEHOT

" TutoB rosop y bjenoBapy 1953. ronuse KojuMm je HajaBJbeH CKOPHU 3aBPLIETAK KJbYYHUX HHPPACTPYKTYPHUX
o0jexaTa y 3eMJbH.
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Cn. 2. PaynoBu Ha u3rpaamu beorpanckor cajma, 1956. (beocpaocku cajam: 1937-1957-1987, beorpan, [1988], 28)

myTa y couyjanuszam, 6azupaHa Ha CTapoj MapKCUCTHYKO] T€3H O OfyMupamy apxkase. [lonu-
THYKa ¥ EKOHOMCKA TpaHCcopMaIiyja v TpaH3|IIHja 3eMJbe, O/ pa3Boja KyJIType KOH3yMepr3Ma
(ka0 OYUTOT CYTICTUTYTA MOJUTHYKOT JIHOepain3Ma), yBoema paJHUUKOT CaMOYIIPaBibhamba,
HOJIMTUKE MEUjATHOCTH (KAKO Ha YHYTpAIllbeM IIJIaHy, U3Mel)y KOHCTUTYTUBHUX (enepa-
HUX JeMHUIIA, TAKO U HA CIIOJHHOMIOJIUTHYKOM TUIAHY), 10 MHCTUTYIIMOHAIN3AIII]E TTOJIUTH-
K€ HECBPCTAHOCTH, Mann(ru3Ma U KOCMOTIOJINTH3MA, 3aXTEBaJIa je NCTOBPEMEHO UICOIOIIKN
WHXEHEPUHT KOHCTPYHCAhA CITHKE O JyTOCIOBEHCKOM MTOCEOHOM YTy M JISTUTUMALIU]y Me-
JIJaJTHOCTH U cyniepuopHOCTH Jyrocnasuje. Y ToM KoHTEKCTY, CajaM je OO TIOIMTUYKH TTPO-
CTOp par excellence Trie ce MOCPENCTBOM MEMja BU3YEIHM30Baja CIOKEHA MPEICTaBa Kpo3
HU3 MPOKETUX HHCTAHIU — O]] IEPEMOHHja OTBaparma BEIUKUX HHTEPHAIIMOHATHUX CajMOBa
TEXHHUKE KOjHMa je HePeTKO PUCYCTBOBAO npenaceanuk Tuto (broreagcku caiam [1988]: 40),

2 Camo y npBOj aerieHuju paaa beorpazackor cajma TuTo je cenam myrta 610 roct (CBe Ha CajMOBHMa TEXHHKE):
1957, 1958, 1962, 1963, 1965, 1966. u 1967.
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MIPEKO MHCICHUPAHUX TEIEBU3UjCKUX 3aIca U MEIHM]CKUX IPUKa3a CajaMCKUX aKTHBHOCTH
(MBaHOBUR 1958),° 10 maHernpruka HHOCTPAHUX JAP)KABHUKA U CTPYUmbaka npodecroHaana
0 ,,cajMy JIOTOBOpa U capaame’ (Anonim. ,,Sajam dogovora i saradnje.” 1957: 5) xao jenuHcTBe-
HOM JyrocioBeHCKOM uyny (beorrajckn caiam [1988]: 4; ANoNIM. ,,Sajam evropskog nivoa.*
1961: 1; byr3an 1957: 4; NaGuLy 1957a: 4).4

I'paheme u pyHknnonucame He camo beorpazckor cajma Beh 1 HU3a APYTHUX CAjMUILITA
mupoM Jyrociasuje Koja Cy y TO BpeMe JIOKHBJbaBalia peHecancy — y 3arpeOy, JbyOripanu,
Cxorssy, HoBom Cany, na yak u y MambuM HacesbuMa nonyT Jleckoia (SokoLi¢ 1962: 5—6;
HABERLE 1962: PLiakovski 1962: 20—23; SLAIMER 1962: 24-25; ANoNiM. ,,Leskovacki sajam.”
1962: 26-28; Ivkovic 1962: 29-30) — Moke ce pa3yMeTH Kao (pyHJIaMEHTAIHO BaxKaH JIe0
WCTOT MH)KEHEPUHTA ca HU30M CUCTEMCKHX HICOJIOMIKUX yiora. HajsaxkHuja o mwux Oua
Jje yKJIeOJbeHOCT CajMUILTA y MEXaHU3aM pernpe3eHTaluje ,,Jyrociasmje Ha packpuhy* kao
CBOjeBPCHOT IOCPEIHUKA, HE YBEK M HY>KHO CYIIPOTCTaBJbeHUX KpajHocTh Mcroka u 3amana.
OBa amOrBaJIeHTHA MTO3UITH]a OJIp>kaBaHa je Kpo3 yoOudajeHe KyITypHe cTepeoTurie 6e3 003u-
pa 1a M ce paauio O AMjaxpOHMjCKOj EPCIEKTHBH ,,CyKo0a IMBUIIM3AIHN]a”, Y K0joj ce Jyro-
ciaBhja cMenrTana y mehynpocrop usmel)y 3anagHe 1 opujeHTaIHE [IUBIIIM3AIH]CKE OpOHTE,
WJIM O CHHXPOHHJCKOM TIOCMATparby Y MOJUTHYKO-KYJITYPOJIOIIKOM KOHTEKCTY XJ1aTHOT paTa
(KuLic 2009: 129—-147). IIporpamcku nuspeBH U OCHOBHA QyHKIHja Cajma, y Koju je OHo uH-
BECTHPAH OTPOMaH HJICOJOIIKH U 3HATAaH €KOHOMCKH KaIluTaJjl, MOCTAJU Cy CACTaBHU JIEO
noTBphuBama u caMonoTBphuBama Jyrociasuje Kao ,,ipupoaHe™ CHile y pa3Oujamy ,,HeIpH-
ponHUX" mojiesa y CBETy:

I'eorpadcku nonokaj Ha packpcHuny m3mMely Mcroka u 3amnaja, He3aBUCHU NOJIOXKaj Jyroca-
BUje Y Mel)yHapOIHOM JKUBOTY, Y BpeMe [...] gewitiauke Mofeie CBETCKOT TPIKUILTA HA U30JI0BaHA
OJI0KOBCKa MOZIpYYja, Aaje uealHy IPUIUKY 3a pa3BUTAaK KOHTAaKTa u3Mely mpuBpena 3amagHux
U HCTOUHUX 3eMaJjba U pa3dujame Helipupoonux N IMTETHUX TPAHUIA y TIPUBPEIHOM KHUBOTY. Ha
Taj HaYMH beorpajicku cajaM y OKBMpMMa CBOJUX MOIyhHOCTH 1y CKJIajly €2 OIIITOM HOJMTHKOM
JyrocnaBuje, moctaje 3Hauajan ¢pakrop MmehyHapomaHe capame U monuTuke Mmupa (SVABIC 1957).

Ipoxkere MPUHLIMINMA HAIIE CIHOJbHE MOJIUTHKE, TOJUTHKE aKTHBHE KOCT3UCTEHIIHjE U
capaliibe ca CBUM 3eMJbama, ipupezioe oBor CajMa MOT'y OCTYKUTH U KOHTaKTHMa u3Mely [...]
3eMaJba Koje JIaHAC Y EKOHOMCKUM OJTHOCHMA OfIBaja 6eu/itiauKa TOJIeNa U pa3Ha OrpaHuYeha U
bapujepe (Joikic 1957: 1).

U nok cy ox TpeHyTKa HEeroBor oTBapamwa, y aBrycty 1957. ronune, Ha beorpaackom
cajMy OpraHM30BaHU CHEKTAKJIH KOJU Cy IEMOHCTPATHBHO MOTBPHUBAIN OCTBAPEHH-E MOCTa-
BJbEHHX 1IMJbEBA, HABEIEHA HAPATUBHA MIOCTABKA O UpUPOOHOM U HEUPUPOOHOM NHINKATUBHA
je 300r Tora mrTo je pedieKToBasa aHTATOHUCTUYHY T€3y O MIPUPOIHOCTH JyTOCIOBEHCKOT APY-
IITBA ¥ HCTOBPEMEHO] HY>KHOCTH HETr0BE aBaHTap/iHe yJore y riodaiHoM cMuciy. Mehytum,

3 TIpBu TeneBu3Mjcku cTyano y beorpany orBopeH je ynpaso Ha beorpanckom cajmy. O Cajmy je CHUMIBbEH U
JOKYMEHTapHU (UM 1I0J Ha3UBOM beoZpadcku cajam NTAINjaHCKOT CLIEHApUCTE U penuTesba Mukuenuja Youwuja.
Beh ca mpBoM roguHOM pana beorpanckor cajma moderno je nyoiaukoBame ntucta Cajamcku Kypup Ha 0caM CTpaHa n
IIECT CBETCKUX je3HKa.

4 Menuju cy NpUIIMKOM OoTBaparwa beorpazackor cajma 1957. roauHe JOHOCHIIN HETO/IeJbeHE UMIIPECHje CTpa-
Halla ca CBHX MepHanjaHa, mehy Kojuma Cy JOMUHUPAIIM OHU ca 3anaja.
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y beorpazacku cajam Huje 6una yrpahena camo ¢pyHKIMOHaIHA MeTadopa MPUPOAHOCTH Jy-
TOCJIOBEHCKHX MPUBPEIHUX U TMOTUTUUKHUX [IUJbEBA KOJU CTOj€ HACYNPOT apTU(ULIU]ETHUM
nozienaMa y cBety, Beh je Cajmuinre OMio yKIJBY4eHO Y jelaH KOMIUICKCHU U U3y3€THO (hJIeKCH-
OWITHM MOMUTHYKY AUCKypc. [IpumapHa dpynkuuja CajMa 3anpaBo U HUje Ouita IpocTop nu3ja-
ramba UHAYCTPUJCKUX IPOU3BO/IA, KOJU Y KOHTEKCTY CajMUINTA MOCTA]y ,,UCT KOHOTAIIM]CKH
3HaK" Ty0ehu cBaku KOHTaKT ca cBojoM ymoTpedHoM BpenHomihy (Eco 2001: 80—-82), u He
camo IyKa MoTBp/a Jyrocnasuje Kao nmocpeaHuka niMel)y KOHppOHTHpPAHUX CBETCKUX IMOJH-
THKa U ekoHomHja. Komruieke Beorpajackor cajMa moctao je, HauMe, 10 MHOTO CIIOKEHH]e
MIPEJICTaBE O HOBOM jyTOCIIOBEHCKOM HICHTHUTETY.

HOBO CPEJIMIITE I'PATA

Jeman ox OpojHUX MHTEPBjya KOje je apXUTEKTa cajaMcKor Komrekca Mumopan [TaaTo-
Brh J1a0 HOBUHapUMa HEMOCPETHO 10 oTBapamwy Cajma, caipKH jeJHy CHMIITOMAaTUIHY HH-
Bep3Hjy. YMECTO Jia HOBHHAp MOCTaBH MUTame [lanToBUNY, apXHTEKTa je TIOCTABUO MUTAKE
HOBUHApY:

»l1Ta Mucnure uma au y Tome [CajMy] Heder Halller, jyrocioBeHcKor?®, ynutao me Mu-
nopan IlantoBuh. ApxuTtektu HHje 610 nmoTpedaH oAroBop. 3Hao ra je u caMm. CTBOpUIIH Cy Ta
HAIIlW JBY/IM, ca HAaIlUM MaTepujanoM. CHara njeje u30Hja U3 Ba3lyIIacTUX 00JUKa IHHOBCKUX
XaJla epyNTHBHUM TEMIICPAMEHTOM, JyTOCIOBEHCKHUM... (Kosiap 1957).

Pememe ennrme npehyTHOr criopasymeBama uzmel)y apXuTeKTe 1 HOBUHAapa BOAU Y CaMO
cpeauInTe 3Ha4Yaja MecTa beorpajackor cajma: ykazaTu Ha KOjH j€ HAUWH JyTOCIOBEHCKO JpPY-
mTBO 1950-uX rogrHa pEeMHBEHTOBAIO CBOj HICHTUTET KPO3 MHTEPIPETALIN]Y apXUTEKTYPE.
VY ToMm cy mporiecy He caMo MHTamka apXUTEKTOHCKOT n3pasa u (opme xana beorpaackor caj-
MuULITa 0 kojuma he 6utu peun, Beh u CBU IpyrH aclEeKTH TOT TIOAyXBaTa — O OIITe ypOaHH-
CTUYKE JUCTIO3UIM]E U OIHOCA ITPEMa T1€j3aKy U OKPYK]Y, 10 KOHCTPYKTUBHUX U TEXHUUKUX
MIOJE€IMHOCTH — CUMYJITAHO Cy NOCTajajIH €0 jeJHOI KOMIIJIEKCHOT /I€0JIOIIKOT HapaTUBa.

Onnyxka o rpahemwy beorpanckor cajmuiira nouera je 1953. y ckiamy ca mporno3uiifjama
I'enepannor ypOanucTruukor miana rpajga beorpana u3 1950. ronune o cTBapamy HOBOT I'paj-
CKOT IIeHTpa Ha 6eorpaackuM pekama (I1antoBun 1957: 597; Harvis 19576: 2). Benuku npo-
CTOp Ha 0001y IIEHTpAJIHE 30HE CTApOr Ipaja, BenuyuHe mpeko 440.000 M2, Tpu roguHe Ha-
KOH T€ OJTYKE TIPETBOPEH j€ Y OTPOMHO T'PaIMIIHINTE JeHOT OJT ,,HajBehrX 1 HaJUMIIO3aHTHH-
jux rpaheBUHCKHX oOjekara y Haioj 3eMJbH (AHOHUM. ,,beorpajacku cajam: Oymyhu rieHTap
rpazga.“ 1956). AKIuju u3rpaime MPeTX0aMo j¢ aHOHUMHHU KOHKYPC ca jaBHUM yuernrhem 3a
unejuau wian Cajma, Ha KOMe ce 3aXTeBaJio He caMo Ja Oy 1yhu KOMITJIEKC OIrOBOPH Ha CTPOTe
(yHKLIHMOHANHE 3aXTeBe, Beh u J1a ce ,,Tako ypOaHUCTUYKH pelin Kako Ou [CajMuiinre] ynHu-
JI0 OpPraHcKy LETUHY |[...| ca 03eJIelheHUM TapKOBCKUM MOBPIIMHAMA, KA0 U TPUOOATHOM 30-
HoMm“. [Ipema ucToM TEKCTy pacrmuca KOHKypca, cajaMcku o0jeKTH Tpebdalio je 1a Oyay Tako
JIOLMPaHH Jia ,,He 3aTBapajy AparoueHu nejzax odane Case u nanopamy beorpana®, xao u na
MIOMOTHY CTBapame ,,HoBOr rpajckor neHTpa™ (IIantoBun 1957: 599; Pantovic 1962: 13).

Ha xonkypc je TokoM mpBe nosnoBruHe 1954. rogrune NpucTUIIo OcaM pasioBa, O KOJUX Cy
Tpu Ouna HarpaleHa, a yetupu oTKkymsbeHa. [IpBy Harpamy 1o6HoO je mpojexart neToYIaHOT
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apXUTEKTOHCKOT THMa Ha 4eny ca Munopanom [lantoBuhem u Bragerom MakcumoBuhem,
Kao U KoHCTpyKTOopoM bpankom XKexemom (Harym 19576: 3; beorpancku cajam [1988]: 26).
MehyTtum, 6uio je moTpedHO 1a mpolye joun myHa rogrHa J1a mpojeKaT cajaMCKOr KOMILIEKca
—koju he y jyny 1955. nornucaru camo apxutekra [lanToBuh — 106uje cBoj KOHa4YaH, U3 Kope-
Ha N3MeeH 00JIMK. YMECTO MPBOOUTHOT pellekha, Y KOME je HU3 MapalieNIoNHUIeHuX 00JInKa
(dhopMupano TuHEapHy HENHY TyX peke CaBe, yCBOjeHa je paJuKaIHO ApyTaduja TUCTIO3H-
[Mja, Kao u OOJIMKOBAaKkE CajaMCKHUX Xalia, HakoH 1mTo je [lantoBuh m3HeHana ,,peIoKuo
HOBO pereme, HoBe uaeje” (Haryib 19576: 3). HoB npojekat npeaBuieo je 1a KOMIUIEKC YHHU
,,TIET CajaMCKHUX XaJia, CBUX NeT y Hu3y Ay byneBapa Bojsoge Mumuha* (BEOrr4jiCKu CAJAM
[1988]: 27), xoje ce mpy»Kajy mapalie)THO ca pedHoM obasiom (ci. 3). MI3pa3uTo cioxkeHa rpa-
CKa JIOKaIija MpeACTaBbalia je CBOjJeBPCHU MPOjEeKTAHTCKH M3a30B U PEIICHE je YCIIeNo /1a
ypaBHOTEKH paznuuuTe pyHKuuje u oonuke caodpahaja (PeErovic 2003: 157). MehyTtum,
MoJje/THaK 3Hauaj OMo je JaT u Ipyroj, yHarpea 3aXTeBaHoj (yHKIIMOHAIHO] U CUMOOIHYKO)]
JUMEH3HjU KoMIiekca — aa CajaM moctaHe HOBH IIEHTap rpajaa. Y Mpolec MpojeKToBama
010 je, pasyMe ce, YKJbYUCH U MOJUTUYKHU BPX Tpajicke ynpase u apxkase (MAHEBUH. n. d.;
M.[aHEBUR] 2008: 314); ucrioctaBmiio ce Aa je mianupame, rpaheme u pynkunonucame Caj-
MHUIIITa OUIIO O] HEMEPJFUBOT 3HaYaja HE caMo 3a TPrOBUHY 3eMJbe, Beh 3a IeTIOKYITHO JyTo-
CJIOBEHCKO JPYIITBO.

CrtBapame HOBOT TPAJICKOT je3rpa ,,Ha caépemer U HeKOHBeHYUOHAIaH HAYMH'‘, U TO
MpeMeITameM ,,IeHTpa Ha obasne Case u Jlynasa“ (Joskic 1957: 1), 6uno je, Hanme, cTpare-
ITKH BaXKHO 3a pernpe3eHTaTuBHe notpede pexxkuma (CT.—M. 1957). Mecto Ha kome he ce ro-
JMHAaMa | JIe[IeHHjaMa U3JlaraTd WHAYCTPUjCKU MPOU3BOIN HAJIIMPET CIIEKTpa Tpedaio je aa
MOCITY>KH HE CaMO CBOjOj OCHOBHO] HaMeHH, Beh je TO OMO BUIIJBUB OTKJIOH O]l MPOLLIOCTH
(kpo3 MOTIYHO UTHOpHCamke pobaema CTapor cajMHILTa Ha CYIIPOTHO) 00aIu peke), BUIJbUBA
cnuka Oynyher pa3Boja IpylmiTBa y HOBOOOJIMKOBAHOM JaBHOM MTPOCTOPY OCBOjEHOM OJ1 IIPU-
pozie, u3pa3uT CHMOOJ MOJICPHHU3AIN]CKE MUCH]jE U MEIMjaTHE TIOJTUTHKE.

Cn. 3. Beorpajcku cajam, ¢pororpaduja ¢ noyerka 1960-ux roauna
(Arhitektura urbanizam 111, 14, 1962, 15)




* YCABPILIEHA [TPUPOJIA: BEOI'PAJICKH CAJAM (1953-1957)

[IpocropHa u (pyHKIMOHAIHA peopraHu3allija rIaBHOT Tpaja Jyrociasmje, Koja je YuTaBy
MPETXOAHY JICLCHH]y OMJia ONICECHBHA TeMa YHYTap CTPYYHHUX aJld M MOJTUTHYKUX KPYroBa,
usrpaamom beorpaackor cajma nobuna je mpBy npaBy peanuzaiujy. CaBpeMeHu rpaj 100Ho je,
KaKo Ce BepOoBaJio, CBOje€ HOBO MOJIEPHO TEKUIIITE, KOje je Ha peUUT HAYMH CBEI0YHIIO O BU3H]U
JpYyIITBA — IPYIITBA OKPEHYTOTr OyayhHOCTH Ka K0joj yOp3aHO Kopaya ImyTeM KOjH je caMo HU3y-
Meno. Yiora camor apxutekTe [lanToBuha, kao jegHor on nomahux cnenoennka Jle Kopomsjea
(Le Corbusier), 6miia je y TOM Ipoliecy HHBEHIIH]je H3y3€THO 3HadajHa. Kao hak cmaBHOT apxu-
TeKTe (IITO je OO EMUTET KOjH je HarIalaBaH MPHIMKOM TOTOBO CBAKOT TOBOPA O apXUTEKTYPH
CajMuniTa 1 Koju je moctao locus communis cpricke ucropuorpaduje), Tor ,,kopudeja Mmoaepae
apxutektype” (Konap 1957: 1) u MmuTckor ypOaHucTe KOju je y cnenu(GUIHIM MOTUTHIKUM
OKOJTHOCTMMA Y JyrocnaBHju mecTe JelieHnje OO TTOHOBHO OTKPHBEH Kao MPOTAaroHUCTa HOBOT
no6a, cam ITanToBUh 3pauno je aypoM HENMPHUKOCHOBEHOT ayTOPUTETA. JOII TOKOM HM3BOheHa
panoBa, apxuTeKTa je yexuheHo roBopuo ja he ce Ha TOM MecTy pa3BUTH ,,cpye Oynyher beo-
rpaga” (ITanToBUR 1956: n. p.) a pusnonomke metadope o CajMy Kao o cpyy WiH ,,0u1y HALLIET
rpaga” (BacuibeBuh 1958) onjexkuBase cy y jaBHOM mpocTopy U aomHwuje (ci. 4). Ha u3Becran

Cn. 4. Hajneitwa ipomenada, uprexxk Mununha Crankosuha (Munuha oq Mause), 1957.
(Sajamski kurir, 11, 24, 26. avgust 1958)
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HAYWH, YUTAB TPAJAUTEIbCKH MOAYXBAT IMOCIYKHO je Ka0 YHOPHIITE UJICOIOIIKE TPOjeKIIHje
0 peopranu3aiju beorpaaa kao Mmetadopy NoTUTHYKE peBuTaM3aIuje. HoBu nieHTap conm-
JAJIMCTUYKOT KUBOTA Mpey3UMa O] CTapor BUTalHe (QyHKIM]je, NoTBphyjyhu no3Hare rese jy-
TOCJIOBEHCKHX MAapKCUCTa O TOME JIa ,,KPETamhe YBEK 3HAUN HACTajare HeYer HOBOT U yMHUPahe
CTapor, Aa je [...] OHO MITO Ha3MBaMO HOBUM yBEK HEIITO KBAJIUTATUBHO PA3IUUYUTO y OJHOCY
Ha cTapo (ZIHERL 1951: 164). V uctu max, orpoMHa eHepruja yjaoxkKeHa y pecTpyKTyparujy
beorpana — ca cajaMCKHM KOMILIEKCOM KOjH YIIPaBO y TO BpeMe o0uja U yJory mModena 3a
HacTaBak usrpaame Hosor beorpana® — naBajia je KpenuOMIIMTET TJIABHO) MPEOKYHAIHjH
KOMYHHUCTUYKOT PEKHMa O COIHjaJIMCTHYKO] PEBOIYIIHjH KOja ce:

[o]kpenyTa nuuem npema 6ynyhHocTH, XuTajyhu 3a CBOjUM COLUjaTUCTUUKUM [IUIJBEBUMA
[...] HEje ca cTpaxonomToBamEM OKpeTaja Ha3al, IpemMa y30puMa U yTBpheHuM mabaoHuma [u
HUje] moKyIIaBaa Ja no3ajMibyje Tyhe KoCTUME, HEeTo je — KOJIMKO je MOIJIa M 3HaNa, y KOHKPET-
HUM YCJIOBUMA HaIlle 3eMJbe — MPOHAJIA31Ia OOJIMKE KOjU OJIr0Bapajy BEHO] COTICTBEHO] CaIPKIMHH
Y CTEIeHY pa3BUTKa HammX eKkoHOMcKuX cHara (KArDELI [1958] 1960: 190—-191).

V TakBOj NMepCHeKTUBHU, U3 KOje OJjeKyjy MO3HaTe Te3€ JyrOCIOBEHCKMX KOMYHHCTA O
JIETUTUMHOCTH Pa3IMYUTHX IyTeBa y KOMyHH3aM, beorpaacku cajaM noctao je jeiHO 0/ KOH-
KpeTHHX MaHHu(ecTalrja KpeTama JyrocIOBEHCKOr IPYIITBa Ka 0OCTBapuBoj OyayhHoCTH, O
YeMy CBe/I0ue TOTOBO CBU jaBHU HaTnucu o CajMumTy U3 mo3Hux 1950-ux roguna.

YumeHunna /1a je Tako 3aMalliaH TeJICOIOIKH apryMeHT Ono yrpalen y mHTepnperanujy
OBOT' TPaINTEJHCKOT MOAYXBATa O] M3Y3€THOT je 3Ha4aja 3a pa3yMeBabe HeroBUX HJICOJIOMIKIX
yJiora. Jour u rnpe Hero mTo je KOMIUIEKC OMO OKOHYaH, CTBOPEH j€ MOHOJIUTAH HHTEpIIpeTa-
THBHH KOHIICH3YC O FbeTOBOM 3Ha4ajy. CajaM je mpelcTaBIbeH Kao ,,2/adCHUK, HAIIIE Kpeallrje,
MoryhHocTH, cHare. IMII03aHTHO CBEI0YaHCTBO OHOT'A IIITO CaMH MOkeMo 1 xohemo™ (KocTuh
1957), ucroBpemeno yka3zyjyhu Ha MoryhHOCTH JaJber pa3BUTKA Y ,,HOBUM JIPYIITBEHUM yCIIO-
BuMa“ (AHOHUM. ,,CBeuaHo oTBOpeH beorpancku cajam. ['oBop Bypure Jojkuha.“ 1957). O
TOME, pa3yMe ce, HHje TOBOPHJIA caMO ynoTpeOHa ¥ penpe3eHTaTuBHA BPEAHOCT (YHKIIH]je
Cajmumra. Cynehu no peunma bBypure Jojkuha, cekperapa ['paackor komurera CaBesa Ko-
myHucta Cpouje, npeacennuka Haponnor onbopa beorpana u jenHor o KJbyYHUX akTepa jy-
TOCJIOBEHCKOT MOJIUTHYKOT €CTaOIUIIMEHTa, O TOME Cy TOBOpPHIIE — ,,i caMe I'pal)eBUHE CBOjOM
M3BAHPEIHOM KOHCTPYKIIM]OM, cMeJIolhy MUCTU TIpojekTa u u3Bohema’ (AHOHUM. ,,CBeyaHO
otrBopeH beorpanacku cajam. ['oBop Bypuriie Jojxkuha.“ 1957). ¥V Buzypu Onusepa Munuha, y
TO BpeMe jeJTHOT 0] KJbyYHHX KpUTHUYapa caBpeMeHe apxurekrype, Cajam je OMo ynaabuBy
Y OPUTHHAJIHHU ,,BECHUK BEJIMKHX OCTBApema [...] BECHUK MOCTOBA, BUjayKaTa, ayToCcTpaa,
BenuKux rpahesuna” (MiNi¢ 1958: 122), koju he ,,1aT jenan cacBUM HOBH JIMK KYJITYPHOM
Y IPYIITBEHOM XHBOTY beorpaza, Tk o koMe HeMaMo jOIII jacHY MPENICTaBy U KOjU TEK Tpebda
octBaputh’ (MuHUE 1957: 1). ApXUTEKTOHCKA KPUTHKA j€ JaJbe pa3BUia OBaj oOpasall Koju
Ce OIIPIKA0 U 'y CaBPEMEHO] UCTOpPHOrpaduju apXUTEKTYpe, rae je beorpancku cajam moctao
JEITHO OJ] KJIACHYHHUX MECTa aIlojIorje cpricke MojepHe apxutektype (MANEVIC 1972: 30; Ma-
NEVIC 1986: 28; PErOvIC 2003: 156—160; Muiuns 2006: 127-147).

5 ,Cana cmo curypuu jaa he rpagoypehusauxe uzaeje caapkane y Cajmumty [...] npehu Ha apyry obainy [1j.
Hogsu beorpan]. [To mepuiry cajamckoM, 1o atMoc(hepu Ha leMy OCTBAapeHOj, Heka ce u3rpaan neo beorpan™ (bory-
HOBUR 1957).
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WurepnpeTtanuja nporeca rpahema CajmuiinTa Ouia je UHTETpaIHH 1€0 UCTE UJIE0-
JIOIITKE MaTpUIle, KOja je mpecTaBbajia CBOjeBPCHY peakTyenu3anujy Beh yrephenor odpacia
0 IWjaJeKTUIKOM ITpeoOpakajy YoBeKka Kpo3 mpeodbaukoBame npupose. [lpse panose Ha Ha-
CHUIIaly M HUBEJIALMjU Tia, panruumhaBamwy U ypehewy Tepena Oyayher Cajmuiira ,,Koju je
MIPe/ICTaB/ba0 MOTIHYHO HeypeheHOo 3eMJbUIITE", U3BOJUIIEC Cy OMJAJAMHCKE pajJHe aKIlHje
(BEorpanckm c4s4m [1988]: 27); pamoM jyrocIOBEHCKUX OMJIaMHAIA ,,[T|epeH je HaCUTIamheM
noguTHYT 3a 1,5 M*, a ,,[H]acyTo je 190.000 kyOHHX MeTapa 3emsbe” (MuTPoBUR 1957: 5). bro
je To IpamMaTuyHU peoldpakaj TuBJbe U HEypeleHe mpupoe, ,,HeKa alber MOYBapHOT Tia™
(Ct.—M. 1957) Ha kome cy ,,J10 jyue rocrionapuiie [...| 6ape u 6maro™ (boryHoBus 1957). bam
Kao IITO je HemyHY neneHujy panuje Hoeu beorpan mocrao ooehame HoBe OynyhnocTtu, Cajam
caJia IoCTaje BEeHO OCTBAapemE, jep je ,,0HO IITO j€ jOII IIPe YETUPHU FOJUHE U3ITIeAI0 1aJIeKO
[mocTano je] ctBaprocT (HATYb 19576: 3). JloOpoBobauky paj jyrocioBEHCKE OMIIaIMHE OHO
j€ UCTOPUjCKU TIOJTYXBAT par excellence xoju je BOIMO Ka OTEJIOBJBEHY CTAPE MAPKCHCTHIKE
ujeje o mpeodpaxajy Npupoje Kao ycJIoBy 3a CTBapame HOBOT YOBEKa M HOBOT JIpyuITBa. ['pa-
hemwe beorpanckor cajMa je Tako CHMYJITaHO OCTBapUBAJIO M MOTBPH)UBAJIO TPaAUIIMOHATIHU
TOIIOC UJICOJIOTHj€ MapKCU3Ma J1a ce 0cno0oleme YOBeKa 1 CTBapame HOBOT APYIITBA pellaBa
MPeOOIUKOBamHEM TPUPOJIE. JYTrOCIOBEHCKH MOJUTHYAPH U WHTEJIEKTYAIIH HEMPECTaHO CY
ce mo3uBaJIM Ha o3HaTe Errencose Te3e u3 Aniuu Jupunia v /lujanexiviuxe iipupode, TOBOpe-
hu na ,,yiipaso merwarve iipupoode 00 ciipane yoseka, a He TPUPOAA cama Kao TakBa™ (ZIHERL
1951: 244; ENciLs 1979 [1883]: 182; ENGELs 1950) mpencTaBiba OCHOBY YOBEKOBE CII000/Ie 1
JIVjaJISKTHYKOT KPEeTama, HEMOCPEIHO je 1oBosiehn y Be3y ca ,,CBECHUM, IIJIAHCKUM aKIfjama
y COLMjalTu3My, KOjIMa ce Meba M3IJIe/ U KIIMMa YUTAaBUX 001acTH, Of1 Menrdapa u mycrapa
CTBapajy ce IJIOJHE BbUBE", MOANKY HOBH I'pasoBu UTH. (MuHusk 1951: 86).
[Mopen tora, y nporecy rpahema Cajma mocrojase cy nmpenpeke CBUX BpcTa — 0OJ BUCO-
KOT' HUBOA TIOJI3EMHUX BOJIa, cilabe HOCHBOCTH 3€MJBHIITA, T1a CBE JI0 OOJMKA TPaJUIUIITA
(ITanTtoBu® 1957: 603) — Koje cy mpeacTaBsbaje CBOjeBPCHU M3a30B 3a npeko 2500 paaHuka,
180 mHxKemepa U TEXHUYapa, a Mpe cBera 3a caMor npojekranta [lantoBuha. XBatajyhu ce
y KOIIITaI ca TaKO BEJIMKUM MPOOIEMUMa, OH je, CMaTpalio ce, CyOJTuMHUpPao ,,BETUKO CTPYIHO
3HaWkE rocronapema MaTeprjoM™ (AHOHUM. ,,ApxuTeKT-cTBapanan Mumopan [lanToBuh.
1957: 2). Ha Taj HaunH, cajaMCKH KOMILIEKC yTBPHHUBAO j€ MICOJIOMIKH TOIIOC O XyMaHN30Ba-
HOJ TIPUPOTHOCTH, TIOCTABIIIY TIOSTH30BaHA, ,,)KHBOTOM HajaxHyTa Matepuja (Koctun 1957).
Kiracnuna mapkcucTudka Tema ociodohema paaa Tj. ,,0cio0ohema JoBeKa MpUPOTHUX
ycaoBa™ (KARDELY 1981: 15)° koja je ycBojeHa ¥ TeMEJbHO pa3BHjaHa y TUCKYPCY jyTOCIOBEH-
CKOT COIIMjaJI3Ma YIIpaBo y BpeMe Kaja je rpahen beorpaacku cajam, Moxe ce pa3yMeTH Kao
pedepeHTHa TauKa YMTABOT MOAYyXBaTa. buia je To, y M3BeCHOM CMHCITY, ApaMaTH4HA UITy-
ctpauuja KapaesbeBe Te3e 0 MaTepujaTHOM U JyXOBHOM HAIPETKY JPYLITBA KPO3 COLUjaTH-
CTHYKY COJIUJAPHOCT ,,KOja KOJl HAC MOPA YjeIUbaBaTH 00JIaCT (PU3UUKOT U HHTEICKTYaTHOT
palla U CBe BHIIIC NIPOIIMPHUBATH ITyTeBe ociiobohema paga™ (KARDEL) 1981 [1956]: 15). ¥V
MIPAKCH JYTOCIIOBEHCKE COIM]aIMCTHYUKE IEMOKPATH]e Ka0 PEUHTEPIIPETALIN]E N3BOPHOT YUeHa
Mapkca (Karl Marx) u Exrenca, Cajam je mocTao 1 HHCTpyMEHT U IIPOAYKT TPaHC(hOPMATHBHHUX,

® 3 m3narawa Ensapna Kapaespa Ha 3ajennuukoj cennuin Casesnor Beha u IIpocBeTHO-KynTypHOr Beha
CagesHe ckynmrtuae 1956.
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MIPOU3BOJIHUX CHAra yJIPYXKCHHX JbyJTU M YOBEKOBE EMaHIUIAIM]je KPO3 TPAHCICHIUPAHE
NpUpOAHUX orpannyema (BENTON 1996: 169; Marx 1961: 820).

MehyTtum, He camo nogyxBat rpahema Cajma Beh mipe cBera TyMauemhe BeroBe apxuTek-
Type ¥ KOHCTPYKTHUBHOT CKJIONA OWJIHM Cy PEYUTH CBEJOIHM OIIEPATUBHE YJIOTe apXUTEKType
YHYTap HJI€0JI0THje jyrOCIOBEHCKOT COLMjaIn3Ma, 3aCHOBaHE Ha MAapKCUCTHYKO] T€3H O Io-
criofapemy Haja npuponoM. He camo mocimoBan mpeoOpakaj MpupoaHOT y apTH(UIIHN]eTTHH,
aJy XyMaHHM30BaHM KPajosuK, Beh Ha/iBlagaBame OrpaHnyeHha MPUPOJE U yCAaBPIIABAHE
MIPUPOIHKUX CHJIA — OUJIE Cy TO TeMe KOje Cy MoCcTale IICHTPAITHU TOMOCH BHI)eHha HOBE apXH-
tektype CajmMa Kao cBojeBpcHE nepeKIiyje MPUPOTHOCTH.

XYMAHUN30BAHA TTPUPOIA

Kana je 27. aBrycra 1957. ronuHe, 1aH HaKOH CBEYaHOT OTBapama beorpasckor cajma, Jo-
cun bpo3 Tuto mocetno npBy MelyHapoaHY H3JI0KOY TEXHUKE, ,,jOIT H3/1aJIeKa, IocMaTpajyhu
okpyrin oosuk Xae I [...] pexao [je] noka3yjyhu npcrom npema rpaheBurn: — OBO je cMeno
rpaheno” (ANoNim. ,,Predsednik Tito sa suprugom Jovankom Broz posetio Sajam.“ 1957: 1).
buna je To kpyHCKa MOTBpAa 3Ha4Yaja apxuTekType CajMHILITa U CAHKIIH]jA BPETHOCTH HErOBE
ApXUTEKTYype U3peUCHa ca HajBUILET MECTa, y CKJIaly ca Tazia Beh yTBph)eHOM Tpaauljom ce-
KyJTapHHX ocBehuBarma BETUKUX rpal)eBUHA y KOjIMA j€ YYECTBOBAO MOJUTHYKH BPX JprKa-
B€, @ HEPETKO U jyrocioBeHcku npencennuk (LAMPE 1996: 261). Cam atpubyTt koju je Tuto
ynoTpeOro MPOU3BEO je €X0 CIMYHUX MaHernpuKa o apxuTekTypH beorpazackor cajma. Bepo-
BaJIO C€ J]a Cy CMEJIOCT MPOjeKTa U ,,CMEJIOCT KOHCTpyKuuje n aumensuja’ (Tepes 1957: 1) ny-
rOBaJIM BU3UOHAPCKO] 3aMuUCu apxuTekTe [lanTtoBuha, Kao u ,,CMEIUM CTATUYKUM IPOPATY-
HuMa“ (MiNi¢ 1958: 127) umxemepa bpanka XKexespa 1 Munana Kpctuha, kao unanoBnMa
ayTOPCKOT THMa.

Mebhytum, y nmutamy HHje OMO TTyKH KalpuIl apXUTEeKTe Beh Jei0 BU3HOHAPCKE apXH-
TEKTYype Koja ce mocMarpaia MCTOBPEMEHO Ka0 Pe3yITaT HeIOrMaTCKe Kpealyje ¥ CTBapHUX
notpeba ApymTBa. Mako cy Tpu HajBehe cajaMcke Xaje — Ydju Cy ce paclioHH I0 MPaBHITy He-
apryMeHTOBaHO MepuJiu ca Hajsehum cBeTckum npumepuma (Mini¢ 1958: 127; Tepes 1957: 1;
UBawn 1957: 6) — Ouse cBenou oHora mro je caM TuTo Ha3Bao CTBapajaykKuM CHOCO6HOCTI/I-
Ma goMahux pagHuKa KOjJH CY ,,y jETHOM BPJIO KPATKOM HEPHOY TOCTUTIIH YMHOTOME U HajBH-
e pa3BujeHe 3emibe” (ANONIM. ,,Predsednik Republike Josip Broz Tito posetio Beogradski
sajam.” 1958: 2), mUXOBa yJora y jaBHOM MPOCTOPY HHje C€ CBOAMIIA HA IMMYKO HCIOJbABAHE
XuOprca, HHAUe KapaKTEPUCTHYHOT 32 JyTOCIOBEHCKH MOJIMTHYKH JUCKYPC TOra BpeMeHa.
CmMernocT KOHCTPYKIIMj€ U BETMYHMHA IPaJUTEFCKOT TIOyXBaTa pasyMelt Cy ce Kao 0apa3
ciueapHux norpebda u MOryhHOCTH — ,,MMIIO3aHTHO CBEI0OYAHCTBO OHOTA IITO CAMH MOKEMO
u mrto xohemo* (Koctun 1957). buna je To MOHyMeHTaIHa CIIMKa IPYIITBEHE, EKOHOMCKE U
MOJINTHYKE aMOMITHje MITaJie COIMjalIUCTUYKE AP)KaBe U jeaH O BAKHHX CUMOOJa HeHe
nyOoKe U BHIIECTpYKe eMaHIunanuje (ci. 5). Y He yBeK CyNTHIIHO HUjaHCHPAHUM OLICHaMa
KOje Ccy CTH3alie ca MOJIMTHYKOTr Bpxa, CajaM je 1o mpaBuily MPEACTaBIbEH Kao ,,pacKu] ca
OHUM IIITO je HeKaJla OWJIo y jeHOj 3eMJBbH Cca BEIMKUM MOT'YNHOCTHUMA alli CITy TAHUM CHarama
BE3aHHM CTapuM JIPYIITBEHUM OIHOCHMA", MOCTABUIN U3pa3 ,,0rPOMHUX MATCPHjaTHUX H
JyXOBHUX pe3yJiTaTa MOCTUTHYTUX Y HOBUM JIPYIITBEHUM yciaoBuMa™ (AHOHUM. ,,CBE4aHO
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Cun. 5. Beorpancku cajam, ¢pororpaduja c noyerka 1960-ux ronuna (4Arhitektura urbanizam 111, 14, 1962, 14)

otBopeH beorpancku cajam. ['oBop Bypuue Jojkuha.“ 1957). Cnuune oneHe, Koje U came He-
CYMIbMBO UMajy TPENO3HATIBUBY UACOJIONIKY (YHKIH]Y, OTICTAe Cy U Y CABPEMEHOj UCTO-
puorpaduju.’

Cam apxutekTa [lanToBHh CBOjUM je ayTOPUTETOM MOTBPHHUBAO UCTU UHTEPIPETATUBHU
oOpa3ail, ToBOpehu OIHMjE 1a MaKo je Y IPUPO/IH ,JOBEKa Ja MaIlTa U CalbapH U Ja npema
TOMeE, IPUKEJbKY]e 1a CBOJUM JIeIMMa U3MEHH CBET™, BEOMa j€ OMacHO U 3aBOAJBHBO ,,XTETH
Jla ce TI0 CBaKy IEHY MPEIKaKy HOBE HJIeje KOje He TPOUCTUYY U3 CTBapHUX morpeda’ (PAN-
TovIC 1965: 48, 50). BberoBa Bu3mja apxuTekType, 000jeHa COIMjaTHUM IETEPMUHU3MOM U
CITMjEHTH3MOM, TOTOBO JIa je CyOJIMMHEpalia yJIory KyJIType y pa3Bojy ApyIITBa Koja j& TOMH-
HHUpaja y jyroclioBeHCKOM KoHTeKcTy 1950-ux n 1960-ux ronuna:

ApPXUTEKTypa U HCHA BEUKA M 3HAYajHa (QYHKIHja Y APYIITBY 3aXTeBa]y pazyMmeBame
JBYZICKUX MOTpeda 1 OHa Tpeda J1a CITy KK lbuMa. ApXUTEKTYypa je Ipe cBera COL[I/IJaJ'IHa HEOIXO/I-
HOCT ¥ MOXe ce pelin 1a mpaTu YoBeka y CcToIly rma oHa Mopa uhu ca pa3BojeM IPYIITBA U TeX-
HUKE. [...] APXUTEKTOHCKH MPOOJIEMH HE MOTY CE peliaBaTH caMO YMETHHUYKH, TpadudIKu U
JIUKOBHO, jep Ou TO, y CTBapH, OMJIO allCTPAKTHO PEIlaBabe JbYICKUX M KUBOTHHX MPoOieMa
(PanToviC 1965: 48).

7O naeonomkuM (yHKIHjaMa Koje pUrypHuIny y caBpeMeHOj apXHUTEKTOHCKO] HcTopuorpaduju Bum.: Kajm-
JEBUR 2009: 235-252.

193



AJIEKCAHJIAP UTHATOBUR *

[raBume, 3a [lanToBuha ,,rmaBHU HJb APXUTEKTYPE [IPEACTABIBAO je|: TIOTIYHO U Iie-
JIOBUTO 33JI0BOJbaBAK-E€ KOHKPETHUX JbYACKUX NOTpeda. JenHO epruKacHO pellemne OBUX IPo-
6nema Moryhe je peraBaTu caMO aHAJIUTHYKU U HaydyHUM MeToznama™ (Pantovic 1965: 50).
IIpojexToBame u rpaherme cajMoBa 6uiH Cy 3a Hekaaaumer Jle KopousjeoBor yueHuka ,,pes-
onpehenn* 3a ,,ipuMeHy HOBHX MaTepujajia, HOBUX MeTo/a rpalema, HOBUX KOHCTPYKIHUja U
HoBe apxuTekType" (PANTOVIC 1962: 33). Tako je ynTaB MOTYyXBaT HCTOBPEMEHO 3a]J00M0 HH3
ciojeBa y GYHKITH]H perpe3eHTAIlH]e COIHjaTHO aHTa)KOBAHE W TEXHOJIONITKHA CaBPEMEHE apXH-
TEKTYpe, Koja je y HOJIMTHIKOM KOHTEKCTY Jyrocnasuje mo3uux 1950-ux roquna nMaia Beoma
BEJIMKH UICOJIOUIKY TIOTSHIIH]jall.

ApXHTEKTypa Ka0 HHCTUTYLIMOHAJIN30BaHa IIPaKca THX je TOAUHa y JyrociaBuju 3a1001-
Ja crieru(ruHe KOOpANHATE KOje Cy BeHY (DYHKIHOHATHY KOMIIOHEHTY IPBEHCTBEHO BE3UBaA-
JIe 3a HCIy HhaBabe JPYIITBCHUX YIIOTa Y COIMjalIu3My. APXUTEKTa je Tpedalo Aa UCKOpadH
U3 CBOj€ €MTUCTHYKE MO3UIIMje U J]a OATOBOPH Ha KOHKPETHE MoTpeoe, ,,/1a 3aXBaTH IIUPOK
XOPH30HT CBOj€ OTAIOMHE; 1a BUH JbyJE Y IIPBOM IIaHY, IbXOB paJl ¥ lbUXOBE HaMepe, hH-
xoBa focturnyha u muxose musbeBe (Macura 1950: 62). [Topen HenpecTaHO UCTHUIIAHE MAK-
CHMe€ Ja ,,[H]eMa apXUTEKType BaH APYIITBEHE CTBAPHOCTHU, 3a mainstream TeopeTHyape
apXUTEKTYpe y COLMjaIUCTHUKO] JyroCiIaBuju, apxXxUTEKTypa je Kao ,,0a3a U HaArpaama’“ oTe-
JIOBJbABaJia CyIITHHY KJIACHYHOT THjaJIeKTHYKOT MaTepHjain3Ma, oTBphyjyhu OCHOBHE Te3e
JYTOCIIOBEHCKHX MapKcucTa Tora BpemeHa (MARTINOVIC 1964: 2-3).

VYIIpaBo y TOM KOHTEKCTY MOXKeE Ce pa3yMeTH CMHCA0 HHTEPIIPETAINje apXUTEKType ca-
JjaMCKOT KoMILIeKca. J[nHaMu4Ha apXUTEeKTypa ,,JTykoBa 1 xopusoHTtana™ (Konap 1957) oqmax
je mperno3HaTta Kao HemorMarcka popMyria caBpiieHe (pyHKIIHOHAIHOCTH, COLUjaTHE OATO-
BOPHOCTH, PALIHOHAIHOCTH U CHELU(HUYHOT €CTETCKOT CEH3UOMINUTeTa. APXUTEKTYpa ,,Kpy-
KHHX U cheporiHuX GOpMU* MPOUCTEKIIA je, KAKO C€ NCTHLAJIO, U3 JYTOTPAjHOT ,,TPAKeHa
MPaBOT pellekha, UCTPaKUBamba yIpaBo oAropapajyhux odnuka* (MiNie 1958: 123). T'oBopehu
0 TOME J1a CBaKa OJ1 M3JIOKEHUX XaJja ,,HOCH Oesler HHINBUAYATHOCTH , a J1a je Y UCTH Max y
XapMOHMYHOM OJTHOCY IpeMa LesIoKyHOoj komno3unuju (Tepes 1957: 1), apxutexta [lanTo-
Buh OCHM IIITO j€ MOHABJbA0 MHTEPIPETATUBHE CTEPEOTUIIE 1YOOKO YKOTBJbEHE Y KIIACUUHY
TPaIUIUjy apXUTEKTOHCKE KPUTHUKE, TOTOBO j& OCIOBHO PEHHTEPIIPETHPAO TJIaBHY TE3y
JYTOCIIOBEHCKOT peKMMa O HOBOM jyTOCJIOBEHCKOM XyMaHU3MYy ¥ HOBOM JIPYIITBY Kao 3aje/-
HUIM CIIO0OIHMX, HHIWBUATyaTHUX Trpahana. ,,CTBapaiadka mmpakca Hemoryha je 6e3 cmo6osme
Ka0 KOHCTUTYTUBHOT, CYIITHHCKOT MOMEHTa YOBEKOBOT OMTHCAA", HABOAHO je YIPaBO y TO
Bpeme [Ipenpar Bpanuukwu, jenan o] KJbyYHUX JyTOCIOBEHCKUX MAPKCUCTUYKUX XyMaHUCTa
(VrRANICKI 1956: 1). McTa TemMa mocTaja je OCHOBHA JIMHUja TYMadekha apXUTEKType MEeCTe
JeleHNje Kajia ce, KaKo je TO HCTAaKHYTO Y jeTHOj O pPeKUMCKHX PETPOCIIEKTHBA Oeorpaacke
ApXUTEKTYPE, CBE ,,BUIIIC apupMHUIIIe INYHU PaJ ¥ yJIOTa MMojeIMHIIA, TOCEOHO OHUX Ha IUIaHY
yMETHOCTH U KyaType (MARTINOVIC 1978: 159). IlItaBuiie, y uctom Opojy yaconuca Jyeocaa-
suja n3 1958. rogquHe y KOMe je 00jaBJbeH jeJlaH OJ] Haj3HauajHUjUX TeKcToBa 0 beorpaackom
cajMy Koju je moTtnucao csenpucyTHu OnuBep Munnh, nyGnukoBas je u unanak bopuca 3u-
Xepla o ,,lTyTeBUMa XyMaHHu3alluje IpymTBa™. Y TOM TEKCTY MPOMOBHCAHO je CII000IHO CTBa-
pame Kao KOHaYHO 0Cc1000hermhe YoBeKa, IITO je OMo rOTOBO JIAKOHCKH 3a0KPY KEH MPOrPAMCKH
mpocezne KyJaTypHe mpoaykiuje y Jyrocnasuju Tor Bpemena (Munus 1958: 39-42). Unyctpo-
BaHU Yaconuc Jy2ociasuja, KapaKTepUCTUYAH IO MAXJBUBO KAJIKYJIHCAHOM OZHOCY M3Mely
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TEKCTYaJTHUX U T'paUIKUX IpUiIora, Ouo je jeaaH o yrnaJa/biBO PACKOIIHHUX MPOMaraHIHUuX
Mpojekara Koju Cy MMaJIH 3a IIUJb IPOMOLIM]Y JYTOCIOBEHCKE KyAType. oK je y moMeHyToM
Opojy 3uXepiioB TEKCT WIYCTPOBAH BUCOKO €CTETU30BAHUM alCTPAKTHUM KOMIIO3HUIIMjaMa,
Munuhes Hatnuc o Cajmy nponpahen je perymupanuM ¢otorpadujama Musomnra Ilasio-
Buha (BiHaLit MErRIN 1986). UnycTpoBana Jy2ocrasuja nipeacraBibaia je, 3apaBo, CEMHO-
TUYKH KOHTEKCT Y KOME C€ U apXUTEKTypa MOIJIa pa3yMeTH Kao CacTaBHU /€0 ,,KPYMHHU[X]
npeoOpaskaj[a] y Hamoj 3eMJbH, 011 Kpaja J{pyror cBeTckor para HaoBamo™ (MuHuh 1958: 41).
VY tom cmuciy, beorpaacku cajam Kao ,,apXHUTEKTOHCKO-JbY/ICKa (pyHKIIMOHATIHA™, OJTHOCHO
»XyMaHa koHneniuja“ (borvHoBun 1957) mocrao je He caMo )eHOMEH KyJIType TaKO3BAaHOT
COIMjaJTUCTUYKOT €CTeTU3Ma, Beh U KJIaCHYHOT HUCOJIOMIKOT HapaTHBa O JyTOCIOBEHCKOM XY-
MaHHU3MY U COLIMJaIMCTUYKO] IEMOKPATHJH KOja j€ BUILE COL[UjaTUCTHYKA O]l HCTOUHHX JAPY-
IITaBa, a BUIIE JEMOKPATCKa OJ1 3araHuX.

3Hauema apxuTekType Cajma Kao u3pasza cTeueHe cao0oe 1 opas3a KyJaType CoLujanu-
3Ma ca ,,JbyJCKMM JIMKOM" I'pajiiiia Cy ce€ U Kpo3 UHTEPIPETaTUBaH MOJIET KOHTPACTUPAba —
KaKo y OJHOCY Ha CTaHJap/AHY MPOAYKLH]Jy cajaMcKux oOjekara y EBpornu Tako u Hacrpam
JIOKQJTHOT MCTOPHJCKOT KOHTEKCTa. Y 00a citydaja, OTKJIOH OJf apXUTEKTOHCKE OPTOIOKCH]E,
€CTETCKOTI aTaBU3Ma U JIOTMaTH3Ma UCKOpUIINEH je Kao CPECTBO Yy rpal)ersy CIMKE O MOKEJFHOM
JYTOCIIOBEHCKOM HAECHTHTETY U BPEIHOCTHMA KOje ra unHe nocebHum. Hakon mro je oOummao
BEJIMKHU Opoj cajaMCKuX IesnHa mmpoM 3anagHe EBporre, apxutekTa [TanToBrh KoHCTaTOBaO
je BHUXOBY 3actapenoct u HemonuepHocT (byp3an 1957); kao pesysnrar Tor yBuaa HACTAJIO je IMOT-
IIyHO CaBPEMEHO U OPUTHHAIHO apXUTEKTOHCKO pemiewne beorpaackor cajma (ci. 6). Y uctu
Max, TIOKPEHYTOCT KOMIIO3HIIMje U o0ynka beorpaackor cajma onoHupanu cy uisrpalenom
OKpY’K]y ca IJIOMa3HUM 00jeKTUMa NOAUTHYTUM No3HUX 1940-ux ronquHa — 3rpajaMma MOHOTO-
Hux JuHeapHux o0nuka (byp3an 1957; [TanToBUR 1957) — KOjU Cy MOTULIATHU O/ HEMOXKEJbHE
Tpaauiuje odbenexxeHe ,,THPaAaHNjoM CBOhea apXUTEKTOHCKE opMe MPETEKHO HA KyOyC U
napanenonumnen (Munun 1957: 5). YMecrto Tora, kao cacTaBHH JIeO HOBOMHBEHTOBAHE KYJITY-
pe ,,packujfal c oHUM IITO je Hekaa Oumo* (AnoHuM. ,,CBeuaHo oTBopeH beorpanacku cajam.
I'oBop Dypune Jojkuha.“ 1957) Beorpaacku cajam moctao je octBapeHo ooehame XyMaHN30-
BaHE M HaTypaJM30BaHEe apXUTEKTYypE, ,,ocMeX OeToHa, yennka, crakia“ (Koctun 1957).

YCABPILIEHA I[TPUPOAHOCT

VY unrepnperauuju apxutektype CajMa HajBaKHH]Ee TEME pa3BHjalie Cy Ce OKO OJJHOCa
apXUTEKType U MPUpPOAE, KOjH je yTBphUBaH KpO3 BUIIE pa3IUYUTHX UHCTAHIHM — 0] ypOa-
HUCTHYKE AUCIO3UIIN]jE 10 HAJCUTHUJUX KOHCTPYKTUBHHUX NojeauHocTH. Hajipe, apxurexra
[TanToBHMh 3aMHUCIIHO je KOMIUIEKC Kao 70 MPUPOIHOT OKPYIKja ca KOjJUM apXHTEKTypa CTyTa
y ciokeHe penanuje emmnatuje. C jenHe crpaHe, HEOOMYIHU OOJIUIIN TIpesiena OUu Cy HaBOTHO
,,ACKOpHUIITheHH [...| Kao eleMEHTH MEeJIOKYITHEe KOMIIO3HIIUje™, Tpu ueMy je HajBeha cajamcka
XaJia IOCTaBJbEHA ,,TAKO Jla YKJIakha HEAOCTATKe KOjU MPOUCTHIy U3 oOnuka Tepena” (I1aH-
TOBUR 1956; MINIC 1958: 122-127). C apyre cTpane, 3amuuibeHa naHopama Hosor beorpana
Tpebasio je Aa MOCIyKHM Ka0 KOMIIO3ULIMOHY NaHAaH ca KojuM je CajMHUIITe YCIOCTaBIbajlo
CBOjEBPCTaH OJHOC MpOCTOpHE W BuzyenHe cuMmOuose ([TantoBun 1957: 600) y cknany ca
npokiamanujama I'YII-a u3 1950. ronune xoju je npeaBuaeo pahame HOBOT CpeUIITa rpajia
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Cn. 6. Tlornen u3 Bazayxa Ha beorpancku cajam, 1957 (Jugoslavija — ilustrovani casopis 15, 1958, 126)

Ha peKkamMa H, TIOCIeTUIHO, OyMHUpamke HCTOpHjcKoT. MehyTum, y uctoMm Gpokycy YuHU ce 1a
je HajBayKHHU]e OMIIO TO IITO Cy CajaMCKe XaJIe ,,CBOJUM OKPYTJIAaCTHM OOIHIIMMA TIOIpaskaBaid
obmmmke ipupozae” (Munus 1957: 5). [lantoBuheBr TMHAMUYHH OOJIHIIH U ,,KOMIIO3UITH]a KOH-
TpacTta‘ OuJu Cy ,,IPOU3BOJT CTBApaJIauK[or] MMOTEeHIIM]asI[a] HaIer YoBeKa™ KOju He YHUIIITaBa,
Beh ycaBpiaBa u KOMIUIEMEHTHpPA IPUPOY, Oall Kao MITO ,,HOBU CHAXXHH MOTE3U" apXUTEK-
te [lanToBuha ,,He popcupajy, Beh Hamonymwyjy [mpupoauu]| amoujent™ (TEPES 1957: 1).

Tpu LeHTpaHe cajaMcke Xaje, Koje Cy CaBpEMEHHIIN BUIETH Ka0 UMIIO3aHTHE KOHCTPYK-
[[Mje ¥ MHTCHHO3HA TEXHUYKA PelIea, OUiie Cy OJICYTHO BasKHE 33 YTBphHBame OBOT HHTEP-
nperaTuBHoOr Mojiena. Hajseha rpaheBuna y kommnekcy Cajmumita, Xana I, koja je kao u cBe
ocTaJie TMPOjeKTOBaHa Ka0 YHUBEp3alHa U alalTHOMIIHA TBOPaHa,” HATKPUBEHA j€ KYTIOJIOM

8 Bua. texunuku onuc Xasne I koju ce uyBa y Ucropujckom apxuBy beorpana: UAB, TI-¢ 6-9-55.
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Cn. 7. Apmupano6eroncku mozen Xaine [y pazmepu 1:10, Bpanko XKexess, 195657 (Izgradnja X1, 1957, 3)

ca JIy4HUM peOprMa of mpeaHanperaytor 6erona nmpeunuka 101 m,” mpu yemy je ,,ocame-
ceT OETOHCKUX JTYKOBa, CBaku Ipeko 30 t Texkak, IOAUTHYT[0] 1 MOHTUPAH[0] Ha BUCHHU O]
30 metapa“ (MutpoBUR 1957: 5). Bro je TO KOHCTPYKTHBHH U TEXHOJIOIIKH KCTIEPUMEHT HH-
xemepa bpanka XKexespa, Koju je 101aTHO MOTEHITMPAo 3Ha4aj oBe rpal)eBHHE, ca KyNOJIoM
Koja je ,,iyro BpemeHa Ouina [...] jennacTBeHa y cBeTy ™ (Muius 2006: 138), u uuju je pacnioHn
ouo ,,y To BpeMe HajBehu y cBeTy 3a Ty BpcTy KoHcTpyKiuja“ (PErovic 2003: 157). Panu mpe-
LU3HUjEr MpopadyHa MPEeTXOIHO je HANPaBJbEeH H ,,MOJIEJ [KYTIOoNie| OJ] UCTOT MaTepujaia y
cMmameHoj pasmepu 1:10 [...] koju je yjeaHo mocay>KHO U 3a ONIITY KOHTPOIY paja Lese KOH-
crpykuuje” (ci. 7) (ZEzeLr 1957: 1-2). Tako je Ha Iy MECTa H TO y BEOMa JPaMaTHUHO]
pa3Mepu JEMOHCTPUPaHa BAJIMHOCT U IPUMEHJBHUBOCT HE CaMO UjaJIeKTHYKHX 3aKOHA KBa-
JUTATUBHUX U KBAHTUTATUBHUX MTPOMEHA, Beh M MAaTEPUjaTUCTUUKU U YTHIIUTAPHU KOHIICTIT
HayKe KOjU je TOMHHHPAO Yy jyTOCIOBEHCKOM couujanu3my. Kapaemese Te3e 0 y3ajaMHOM
OJTHOCY MaTeMaTHKe, HayKke U ApymTBeHor pa3Boja (KARDELI 1981), koje cy ce 6a3upase Ha
EHrencoBoj Makcum# o ,,IPOCTOPHUM OOIMIIMMA ¥ KOJTMYMHCKUM OJJHOCHMA CIl8aAPHOZ CBETA™
Kao IpeaMeTa Hayke U ,aucte MatemaTuke' (ENGELs 1934: 53), Tako cy noOujasie CBOjy yoUIbH-
BY BU3YEIIHY NTOTBPAY.

9 PasIU4UTH H3BOPH HABOJE PA3IMUNTE BETMUMHE PACOHa, HIIp. 01 m (ZEZEL) 1957: 1-2); 106 m (BEOrPAncKM
casam [1988]: 27) wmm 107 m (MiNi¢ 1958: 127).
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C npyre cTpaHe, KOHCTPYKTHBHU CUCTEM apMUPAHOOETOHCKUX TaHKUX JbYCKH IMpPUMe-
weH Ha kynonama Xadze I u Xane I —,,jeqtuHCTBEHUM ™ 1 ,,0pUTHHAIHUM TIO CBOjOj apXUTEK-
TOHCKO] U KOHCTPYKTUBHO] 3amuciu (ITanToBus 1957: 608; PANTOVIC 1962a: 14) —umao je y
TOM TIOTJIETY MOYK/Ia jOII OUMIIIeAHH]y yiory. Muxemep Munan Kperuh 6uo je 3acimyskaH 3a
To mto cy [lanToBuheBe HanaxHyTe hopMe MaTepHjaIn30BaHe Kao TaHKE MeMOpaHe 3a Koje
ce cMarpa Jzia cy ,,y To Bpeme umaie [...| Hajsehe pacrnone 3a Ty BpcTy KoHCTpyKiuja“™ (PERO-
vi¢ 2003: 157). JIok je apXxuTeKkTa TOBOPHO Jia KYTIOJIe HEIBOCMHUCIICHO TIPENICTABIBA]Y ,,apXH-
TEKTOHCKA M TeXHUYKa JocTurayha” (AHOHUM. ,,beorpaacku cajam: Oynyhu neHTap rpama.
1956), kpuTHKa je y BrMa Op30 Mperno3Haia CBeIOKe JyrocIoOBEHCKe CyniepruopHOcTH. Hanme,
kymnose Xasne I1, kojy ¢y y OCHOBM YWHUJIA IBa KBaipaTa BenuuuHe 1mo 48 x 48 M, u Xamne 11,
nuMmensuja 48 x 70 M, 00JMKOBaHE Cy Kao 3aKpUBJbEHE TAHKE JbYCKE Ol PEJHAIIPETHYTOT
6erona. Kynona Xane I o6nkoBaHa je kao TaHKa JbyCKa O IpeJHANPErHyTor O€TOHa, unja
nebsbrHa n3Hocu ceera 9 um (VUCeti¢ 1957: 1). OrpomHua nuckpenanuyja u3Mel)y BenunHe
pocTopa u JeO/bUHE caMe KyIojle — MHaYe OCHOBHO 00€1eXje KOHCTPYKTHUBHOT CUCTEMa TaH-
KHX JbYyCKH KOju je 1950-ux roguHa cBe BUIllE CTHIIA0 MOMYJIAPHOCT MIUPOM cBeTa (JOEDICKE
1963), napounto on kako cy TekctoBu Pejuepa benama (Reyner Banham) n Tomaca Kpejrona
(Thomas Creighton) o koHcTpyKunjama @enukca Kannene (Felix Candela) nmogenu na ce no-
jaBibyjy oko 1955. romune (Bannam 1953: 199-202; CrEIGHTON 1955: 106—115; Boyp 1958:
295-308) — mpexacTaBsbaia je KOHAYHY IMOTBPIY €TOXAJTHOCTH YUTABOT MOyXBaTa.

VYenex canejcTBa Kpealyje apXuTeKTe ¥ HHI€HHO3HOCTH HH)KEHhepa MEpHO ce HeoOn-
HOM KoMIapaiujoM ogHoca BennunHa Xase [11 u oomuaHor xokormwujer jajeta. ,,[J]aje moreha-
HO Ha BeNMYHMHY M3rpaleHux xamna“, micao je JOMUCHUK Oeorpazacke [lonuiiuxe, ,,AMano ou
JbYCKY YETHPU I1yTa 1e0Jby 071 OETOHCKE JbyCKe OBHX Kynoia“ (AHOHUM. ,,beorpancko cajMu-
urre.” 1957); npyru cy uctu OpojuaHu OIHOC YABOCTpyUaBaiu,'’ a koMnapaiuje ¢y BpIIeHe
Uy CYIIpOTHOM cMepy: ,,Kan Ou ce xana 3 cMamuiIa Ha BETUYMHY KOKOIIH]ET jajeTa, 3a/ipiKa-
Bajyhu cBoje pa3mepe, Ae0buHa OETOHCKE JbYCKE ca HheHe KymoJje Ouna 6u 4 myTa Tama of
Jpycke Kokomujer jajera” (MutpoBuh 1957: 5). MehyTumMm, y KOHTEKCTY OTpOMHOT UHTEpe-
COBama 3a JbycKacTe KOHCTPYKIIMje TOI BpeMeHa 1 3HauajHuX ocTBapema Kannene, Enyapna
Topoxe (Eduardo Torroja) nnun Huxone Eckujana (Nicolas Esquillan) xoja cy nemopana ,,criek-
TaKyJIapHO U TI0 CBOM H3IJIEAY M MO CMEJI0j MHXKeHmepcKkoj Konuenmuju' (Brapsnaw 2003:
145—146) ca spyckama ne0JpHHE YaK UCTIon 7,5 1M, KyTiosie beorpaackor cajMa y morieny KoH-
CTPYKTHBHOT PeIlICEha HUCY Ouse HUTH HeOOMYHe, HU TOJMKO aBaHrapaHe. llIraBuie, kommna-
panuja usmely onHoca nedspruHe J0OPO MPOjEeKTOBAHE TAHKE OETOHCKE JbYCKE H JbYCKE jajeTa
OuJa je OImITe MeCTO apXUTEKTOHCKE KPUTHKE, TOCEOHO Kajaa cy Ouie y nuTamy Kangennne
KOHCTpYKIIHje, urja je AeOspuHa uiia yak ucnof 2 um (Brapsuaw 2003: 145-146).

VYnpkoc Tome, KOHCTpyKIHMja Xana beorpaackor cajma npeacTaBbeHa je Kao joIll jeaH
o7l ycrexa y 60pOH jyrociaoBeHCKOTr COLUjaTMCTUYKOT YOBEKa ca MyKOM NpHupoaHouihy, cy-
NIepPUOpHA AEMOHCTpalllja MOhM YOBEKOBOT paja fa nodeau Ipupoay U ycaBplld IPUPOIHE
¢dopme. Y uzBecHoM cmucity Moxke ce pehu fa je Cajam mocTao cacTaBHH JI€0 UCOJIOTH]E TTPO-
Oujama rpaHuIia: Iodene CoujaTuCTHIKOT YOBEeKa HaJ TPUPOIOM U MoipeuBama mpupoe

10 ,Ako 0u ce jaje yBenn4ano Ha Benu4uHy xaine | [sic!] Beorpanackor cajMa, merosa 6u Jpycka Ouia 8 myTa
nebspa“ (MUBawu 1957: 6).
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YOBEKY — aJli HE HETallljoM MPUPOJTHOCTH, Beh KopuihemeM 1 ycaBpIaBalkeM MPHPOTHUX
oOnuka u cuiia. Tako je yThcak OrpOMHUX BOJIyMEHA U Maca M 3aKPUBJHEHUX CajaMCKHX XaJia
KOje Cy JIeJIoBaJie Kao J1a Cy ocio0oleHe rpaBuTalije 10JaTHO MojadyaBaH TyMadyehuMa y Ko-
juMa cy cajaMcKe Xajie TOTOBO TIPKOCHIIe MpupoaHuM cuiama. [lobemna Hax mpupoaom, Makap
u MetadoprudHa, 0cI000AMIIA je ApXUTEKTYPy CTera yCIOBJLEHOCTH, HCTOBPEMEHO je 0cI00a-
hajyhu myke yrunurapHocTs u ectetnsanuje. Hamaxayre pedu o ,,[rpaleBuHama) orpoMHIX
Maca, JHHOBCKE KyToJe, [Koje] 1ebme Haa 3eMIboM, ocinobohene Texxe (Minic 1958: 127) u
»[Tjurantu[ma] oq 6eToHa, YeIMKa M CTaKJa Yhjy TSKUHY He ocehare” (MutpoBus 1957: 5),
oflaBaJie Cy aypy CyNEepHOPHOCTH HE CaMO OKO CajaMCKHX XaJia, Beh U jyrocioBeHCKOT apy-
IITBA YHje Cy OHIIe IMPOU3BOI.

3AKJBYUAK

Hnxemepcka JocTUrayha npuMemeHa Ha beorpaickoM cajMUIITY — Off TAHKUX JBYCKH
KOj€ yCaBpIIIaBajy MPHHIIUI IPHPOAHUX OITHU 10 COPUCTHIIMPAHOT CUCcTeMa (QyHANpamba Koje
KOPHUCTH MPUPOAHE cuiie Xuapayiuke u tpema (PErovic 2003: 157; Vuceric 1957: 1) — nanac
MPE/ICTaBIba]y HEKE O]l HAJOUUTUJUX CIMKA COLUjaTUCTHUKe JyrociaaBmje y jaBHOM POCTOPY
Beorpana. ITocmaTpaHe y KOHTEKCTY BpeMeHa y KOME Cy HacTaje U CUCTeMa HHTEepIIpeTalnje
KOJUM Cy O3Hau€He Kao Hocuial OpOjHUX BPEIHOCTH, OBE CIMKE OCTa]y CBEJJOYAHCTBO je/IHE
Benuke ambOuiyje. Maeonoruja koja ce TeMesbuiia Ha TyMadely aHTarOHUCTUYKOT OJHOCA
n3mel)y mpupozie U YoBeKa U Koja je CUCTEMCKH jJyrociaBU30BaHa Kako O ompasjaalia ujiejy
nmoceOHOT IMyTa y KOMyHH3aM, MaTepujajn3oBaja ce Ha BeoMa JpaMaTHiaH HauuH YIIPaBo y
npouecy rpahema beorpaackor cajma. He myko caBnamaBame npupoze, Beh \meHo ycaBpiia-
BambE U KOMIUIEMEHTHPAE, KaK0O y MOIJIely OHOca u3rpahene cpeanHe mpema J0KaJIHOM TO-
MOCy, KapakTepa MPUMEHEHUX 00JINKa, TAKO U Y TIOTJIeTy KOHCTPYKTHBHOT CUCTEMa, OWIIH Cy
jacaH Tpar pa3BHjeHOT OlHOca U3Mel)y eMaHIIUITaTOPCKUX CTpaTeruja U MPUPOIHUX TPAHHMIIA,
KOjH je MHaue JIe)Kao y caMoj CpyKM MapKCUCTHYKOT rorjiena Ha cBeT (BENTON 1996).

Tymaueme beorpanckor cajMa y KOHTEKCTY y KOME je jyrOCIOBEHCKOM PEXUMY Omiia
HEOIXO/IHA JISTUTUMAal1ja HOBOMHBEHTOBAaHE MOJIUTHKE, HEOOMYHO j€ PEYUTO U CUMIITOMA-
TU4HO. JI0CIOBHO yKa3yjyhu Ha OCHOBHE MapKCHCTHUYKE MOCTYJATe O YOBEKY KOjU TrOCroiapu
MPUPOJIOM U Ha Taj HAYUH ,,CTUYE KOHTPOJIY HaJl COICTBEHUM APYIITBEHUM KHUBOTOM U KPO3
TO 1 Haja camoM mpupoaoM* (ENGELs 1984: 149; VILLANCOURT 1996), oBaj rpauTesbCKH MOTY-
XBaT UMao je HECyMHbHUBO BaXKHY YJIOTY Y jaBHOM JUCKYpcy. Kao cynpoTHOCT COBjeTCKOM MoO-
JIelTy U UCKYCTBY ,,JoMHHanuje HaJx npupoaom* (ALLEN 2003; ELLman 2004, 841-849; Gra-
HAM 1993) anu ¥ KanUTATUCTHYKOM CYypOBOM M3palJbUBaly MPHUPOE, OHU CY 3aCTyMaln
MOJIMTUYKY YTONH]Y jYTOCIOBEHCKOT KOMYHHCTHYKOT XyMaHHU3Ma Kao JOBPIIEHOT HATypa-
au3Ma, y kome he 4oBekoBa KOHTPOJIA TIPUPOJIE 3HAYUTH ETOBO 0CI000heme, a He oTyheme.
Tymauemem apxutekType beorpaackor cajma Kpo3 KOMITIEKCAH OJJHOC ITpeMa MIPUPOIH, H TO
y OZICYTHOM TIOJIMTUYKOM TPEHYTKY JpyTe MOJOBUHE IecTe AeneHnje XX BeKa U peanpo-
TIpUjalmje M3BOPHOT MapKcu3Ma, JOCIOBHO cy notephene Enrencose Te3e na ce npymrBo Oy-
nyhHOCTH 3aCHUBA HA ,JUHEHULHU 14 [...| 3HAMO KaKO /1a HCKOPUCTUMO U IPUMEHUMO HEHE
3akoHe* (MARX 1968: 361-362). ApxuTeKTypa ,,XyMaHU30BaHE MPUPOAHOCTH  TAKO je ocTaa
CBOJEBPCHA TEJICOJIOTHja, CIIMKa OCTBapuBe OyayhHOCTH 1 KOHauHe cii000/e Kao MaHHupecTa-
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LMja UJeoJIoruje Koja je Ouna 1y0oKo CynpoTCTaB/beHa UCTOPUYHOCTH U IaTOM MOPETKY
CTBapu M OKPEHYTa HEMPECTAaHUM ITPOMEHaMa.

Pasymern HaurHe Ha KOje Cy U UJI€ja U OCTBAPEHE JyTOCIOBEHCKOT COI[MjaIn3Ma 3aBH-
CHJIM O] MAaTE€PHjalTHUX pealin3allija 3Haul OTBOPUTH BU3YPY Ha apXUTEKTOHCKO-Tpal)eBIH-
CKHU mogyxBaT beorpackor cajma u3BaH yTBpheHHX moriena, y KojuMa apXUuTeKTypa MOXKe
7la penpe3eHTyje alli He U KOHCTUTYHIIE UICOJOTHjy. Y CBETIIy aHAIH3HPAHHUX NPHMEpA,
APXUTEKTOHCKY KYJITYPY Y COIHjaTUCTUYKO] JyrociaBuju Tpebda pa3yMeTH Kao CacTaBHU
JIe0 HE ITyKe TEXHOJIOTH]je TpaHCc(opMallije Beh TeXHOIorrje aganTaiuje mpupoae, Kao cy-
IITHHCKH JI€0 3aMHUCITH 0 XyMaHH30BaHOj IPUPOIU U HATYPATH30BAHOM YOBEKY Yy KOHTEKCTY
KJBYYHOT UCTOPH]CKOT TPEHYTKa y KOME je COLMjaIMCTUYKa JyrociaBrja peMHBEHTOBAIA
COTICTBEHH UJICHTUTET.

* ok 3k

[TnoBun6a nocnenmum kunoMerpuma pexe Cape gaHac, Kao U Ipe MefeceT IoiMHa,
IpeCTaBJba CBOJEBPCTAH H0XKHBJIBa]. [ly>k TOTOBO UUTABOT IPHOOATHOT IIPOCTOPA, ca 00e CTpa-
HE peKe, CHHKOIIUYHO C€ MPYy:Kajy CIMKE 3allyIITEHUX IPOCTOPa, IPOCTOpa U30JI0BAHUX, HE-
MPUCTYyNAYHUX U 3aryIllIeHUX; CIMKE CyMOPHHMX U Hee(puKacHUX caoOpahajHuUX 4BOpHULITA,
CKJIaJHMIITA, TUBJbE TPadbe U Xpra oTnana. ¥ Toj nanopamu, Hosu beorpan u beorpancku
cajaM OMJIM Cy U OCTaJIU OACETHUIY BEIMKUX 3aMHUCIIHU U CHOPAJUYHUX HHTEPBEHIU]ja, CBE-
JI0LIM BpEMEHa y KOME Cy Ce T'paji, Kao U uuTaBa Jyrociaasuja, IJIaXOBUTO pPa3BUjaId HE KPO3
IUIaHCKe 3axBare Beh Kpo3 nenuMudHe U pparMeHTapHe norese. [lanac oBe cinke roBope o
IIPOLIIOCTH KOja C€ YECTO TELIKO pa3yMe U TEHIEHIIMO3HO TyMauu, ajli UCTOBPEMEHO OHE pe-
YUTO CBEAOUE O I'PaHIN03HO] BU3Hju Oy ayhHOCTH 110 KOje ce, melyTum, HuKaga HUje CTUTIIO.
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Aleksandar Ignjatovié¢
PERFECTED NATURE: THE BELGRADE FAIRGROUND (1953-1957)
Summary

On the rubbles of the Yugoslav ancient régime after World War 11, the new Yugoslav state was estab-
lished as completely different from its predecessor in both political and ideological terms. The new multi-
national, federal and socialist state was governed by the Communist Party that split with the Cominform
in 1948, causing the country to embark on a long-lasting process of forging its own version of socialism.

To cast the image of the country and its nations capable of such laborious deeds, the régime needed
a culture of representation which facilitated its ideological objectives and was able to reinforce the image
of an authentic Yugoslav socialism as a progressive force. Perhaps the most conspicuous example of this
elite-imposed and constructed culture, which clearly testifies to various ideological and political roles, is
the New Fairground in Belgrade (1953—1957).

The new Fairground complex was planned and built on a marshy terrain on the right bank of the Sava
River that was considered a “wasteland.” The transformation of the terrain by filling up the bogs with
hundreds of tons of sand has undeniably had an aura of an extremely powerful effort. The technical supe-
riority of the enterprise sounded the metaphor of conquering and taming nature, which otherwise repre-
sented one of the key instances of the ideology of Yugoslav socialism.

On the other hand, the huge construction of the Fairground commenced to stage a self-indulged and
calculatedly constructed image of superiority of socialist Yugoslavia and its tremendously advanced mod-
ernization. The prestressed reinforced concrete domes of the new Fairground were designed to span great
distances and to show ingeniousness of Yugoslav engineers and architects capable of constructing the
largest spans in the world of that time. Not only was the Fairground aimed at beating the size, but also the
nature: the whole structure, however, with its sculptured forms and superb technological elements, epitomized
the socialist “triumph over history” and the oblivion of a past that has remained obscure and undesired.

Furthermore, by designing and constructing buildings and complexes whose structural features sur-
passed those of natural forms — like in the simultaneous re-construction of a completely new city of New
Belgrade — architecture and engineering of the Belgrade Fairground vividly demonstrated some of the
basic ideological underpinnings of Marxism, as re-adopted and re-appropriated by Yugoslav communists
in the 1950s. In the outstandingly remarkable political and ideological transition of that time, the Belgrade
Fairground almost literally embodied a basic Marxian premise that not only humane Yugoslav socialism
and socialist democracy, but also human liberation and development could only be achieved by the trans-
formation of nature, representing the political utopia of Yugoslav socialist humanism as completed natu-
ralism.

Key words: architecture, engineering, ideology, socialist democracy, Marxism.
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Trained Eye: Pavle Beljanski, Patronage
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ABSTRACT: Serbian-born Paris-educated lawyer Pavle Beljanski (1892—1965) spent
the first half of the twentieth century in diplomatic service in Stockholm, Warsaw, Berlin,
Vienna, Rome and Paris. During his extended postings in Germany and France he was
exposed to the latest trends in modernist visual art — a subject that had long held his interest.
He also met and befriended many Serbian expatriate artists and writers. By the end of World
War 11, Beljanski had amassed the most extensive collection of Serbian modernist art — a
cohesive opus that he bequeathed to the city of Novi Sad and the people of Vojvodina.!

KEY WORDS: Vojvodina, collecting, women artists, impressionism, pedagogy.

Veliko Gradiste is a small town on the banks of the Danube and Pek rivers whose herit-
age goes back to the Thracians and Dacians who lived in the area prior to the first century. In
its early history the town was known as Pincum — referred to also in the Pincum Relief — a
funerary stelae from the second century AD (currently in the National Museum of Serbia)
that depicts a scene with Hector and Achilles described in Homer’s /liad.

This ancient site is the birthplace of Pavle Beljanski —born on June 19, 1892, the third child
of Milena Kosti¢, the daughter of a well-known businessman and Svetozar Beljanski, a physi-
cian who had completed his studies in Vienna. In 1895, the family, that included two elder sisters
and a brother, moved to Svilajnac, a picturesque municipality (whose name reflects its history
as a silk-producing region) in central Serbia. By 1910, Pavle relocated to Belgrade where he
attended high school and later law school. His studies were interrupted in 1912 by the First
Balkan War and in 1914 by the outbreak of World War I and his two years of service in the
Student Batallion. Following the death of his father, Pavle’s mother moved to Belgrade in
1921, where she lived until her death in 1942.

In 1916, he moved to Paris where he continued his law studies at the Sorbonne — com-
pleting his undergraduate and graduate degrees there. Upon graduating, he entered the diplo-

'T would like to extend my deepest gratitude to Dr. Jasna Jovanov, Director of The Pavle Beljanski Memorial
Collection for her advice and collegiality with this project. I would also like to acknowledge the assistance of Professor
Aleksandar Kadijevi¢, Faculty of Philosophy in Belgrade and Chief of Department for Visual Arts of Matica srpska,
Novi Sad for facilitating the publication of this paper.
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matic service under the Kingdom of Serbs,
Croats and Slovenes and began his first as-
signment in Stockholm. Between the two
world wars, Beljanski was given diplomatic
posts in Warsaw, Berlin, Vienna, Rome and
Paris. During these extended stays he was
exposed to a wide variety of the contempo-
rary art that was emerging in Europe’s capi-
tals. He began by acquiring old master paint-
ings, although by 1923, he had decided to
focus his resources and interests on collect-
ing the work of Serbian artists who had not
been represented in any other national or
international collection.

Many of Beljanski’s acquisition prac-
tices were based on his personal relationships
with Serbian artists. He also acquired work
that he found aesthetically compelling. The
work of Nadezda Petrovi¢ (1873—1915), Ser-
bia’s first female artist, marks one of the
highlights of the collection.? Petrovi¢ was born
in Cacak, Kingdom of Serbia (later incorpo-
rated into Yugoslavia). In 1884, she moved
with her family from Cadak to Belgrade where

Pavle Beljanski ispred Spomen_zbirke (1963) She finished her Studies at the Women’s SChOOl

The Pavle Beljanski Memorial Collection of Higher Education in 1891. From 1892 to

1897 she studied drawing in Belgrade. The

following year she travelled to Munich to continue her artistic training at Anton Azbe’s art
school.

Petrovi¢ replicated paintings by Van Dyck, Zurbaran and Rubens that she had studied in
Munich museums. This practice, common for the time, trained her eye and added to her grow-
ing painterly repertoire. After returning to Belgrade, she was active in organizing the First
Yugoslav Art Exhibit (1904) and then the First Yugoslav Art Colony. This productive period
was followed by a two-year stay in Paris, where she completed her education. Her work, a result
of AZbe’s foundational training, melded Impressionist and Expressionist styles. A strong colorist
and draftsman, Petrovi¢ exhibited her work in Ljubljana, Paris, Zagreb, Belgrade and Rome
between 1901 and 1913. Her paintings garnered her critical praise as well as financial success.
With the money that she earned from the sale of her work, and after her time in Paris, she
opened her own art school in Belgrade.

Petrovi¢ chose to remain unmarried, dedicating herself to her work instead. After a brief
engagement in 1898 to a court officer, she sent a letter to her mother saying “I will not think

2 The first major study of her work was completed by Katarina Ambrozi¢ (Beograd: Srpska knjizevna zadruga,
Jugoslavijapublik, 1978). This book formed the basis for much of Miljkovi¢’s work on the artist.
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of marrying ever again; [ want to be a painter, not a woman, there are plenty of them... If you
truly wish me to be happy, then you will expect me to be a painter and not a prospective bride.”
As a single woman, Petrovi¢ achieved an unprecedented level of artistic success in Serbia.* A
prolific artist, she left over 280 paintings and drawings in addition to an unpublished manu-
script, “Man, Beauty and His Education in Artistic Culture.” In this text, she writes,

Man is beauty itself, the perfection of nature. Nature is a precious cask of mirrors, in which
the perfection of its forms and all the subordinate virtues and beauties feed and grow. Nature is
the golden cloak woven out of the sun’s rays, the encrusted diamond on the golden chair of the
goddess of beauty; perfection among the beauty of the organic forms of the body in the empire
of worlds around it.

During the First and Second Balkan Wars and then in World War I, Petrovi¢ volunteered
to serve as a nurse. As a result of her humanitarian work with wounded soldiers she contracted
typhoid fever and died in Valjevo in 1915 at the age of 43.

The fourteen paintings by Nadezda Petrovi¢, which are in Beljanski’s collection, present
an overview of the artist’s oeuvre between 1904 and 1912. They include portraits and land-
scape paintings that engaged Petrovi¢’s interest in the expressive possibilities of the human
face as well as the optical, painterly quality of the agrarian landscape. Petrovi¢’s 1905 village
scene, Resnik, was painted near her home in Visnjica. The scene, composed using bold, highly
pigmented brushstrokes, depicts a country road framed by a series of mature trees. The earth
tones and deep greens of the foliage present a scene that is at once rural and almost wildly
overgrown. The verdant landscape engulfs the image leaving only a small area of horizon that
allows the viewer a sense of orientation. Her landscape, Na Izvoru (At the Stream) completed the
following year, forgoes the horizon line completely, choosing instead to focus on a close-up
view of the water. The brushstrokes in this painting are circular, mimicking the flow of the
emerging stream. Choosing to work with a thick impasto, Petrovi¢ creates a sensual image that
evokes the power and beauty of a natural and reoccurring scene.

Spending the most time on assignment in Paris, Beljanski was able to meet a number of
expatriate Serbian artists and writers. In 1930, while in Paris, Beljanski was introduced to Milan
Konjovi¢, who became his friend and one of the artists from Vojvodina whose work spoke to
Beljanski’s own aesthetic interests. Konjovi¢, who in 1924 studied in Andre Lhote’s atelier,
became acquainted with many of the young Serbian artists in France. By 1933, Beljanski had
also developed a friendship with curator Milan KaSanin, from Vojvodina, who was appointed
director of the Museum of Modern Art (housed in the Old Court building) in Belgrade in 1935.
Through KasSanin, Beljanski became friends with Isidora Sekuli¢ who was also from Vojvo-
dina and had lived and studied in both Novi Sad and Sombor before going to Europe to com-
plete her Ph.D. in philosophy.

3 Ljubica Miljkovi¢, The Path of Honor and Glory, Beograd 1998, 153.

4 Her aversion to marriage reflects the nineteenth-century text, Physiologie du Bas Bleu which insists that “marriage
is a tie for all women, it is a prison for some Bluestockings; they enter it armed with a pen nib.” Physiologie du Bas Bleu,
written by Frederic Soulie in 1841, was part of a 1840s backlash against educating women. Jules Janin wrote “Le Bas
bleu” in 1841 for Les Francais paints par eux-memes while Honore Daumier completed a series of caricatures on the
bas bleu, published in an 1844 issue of Le Charivari.

5 1j. Miljkovi¢, The Path of Honor and Glory, 37.
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These individuals were connected not just by mutual admiration and common interests,
but also by a regional affiliation with the general region of Vojvodina (called Srpska Vojvo-
dina from 1848 to 1849 and later Voivodship of Serbia and Tamis Banat). The area has a long
and complex history that dates back to the Romans when Sirmium (known today as Sremska
Mitrovica) was one of the centers of the Roman Empire.

The region underwent many multi-ethnic transformations, including annexation to the
Byzantine, Frankish, Ottoman and then the Austro-Hungarian Empires. People of myriad
backgrounds, including Judaic and Mongolian, established roots in the area as early as the 6
century. In 1910, the population of Vojvodina comprised Serbs (33%), Hungarians (28%) and
Germans (21%). The area’s population is a patchwork of religions, languages and histories and
is perhaps the most ethnically diverse area of the former Yugoslavia.

A predominantly agricultural region, the physical landscape of Vojvodina is characterized
by flat, fertile fields dotted with cities and towns that bear the imprint of Austro-Hungarian
architectural styles. This physical manifestation of space would play a key role in Beljanski’s
collecting interests — an opus of paintings that relies heavily on capturing the land and its
people in their essential form.

Zetva (Harvest) (1938), by Milan Konjovi¢ was painted after his return to Sombor from
Paris. This painting depicts the fertile fields of Vojvodina which are pushed toward the fore-
ground. Behind them, three peasants harvest the crops. Their visages are evocative of the land
— presented in whirling colors that reflect their native environment. In the background, the town
of Sombor is depicted in quick, sweeping strokes. A narrow horizon line suggests the time of
day, rather than more distinct atmospheric details. This painting and others like it were created
en plein air, within a single day. Konjovi¢ later wrote that “I always worked in full. That is
why I didn’t work every day. I had to be tense and then I worked. This is why there are no bad
paintings.”

Konjovi¢ saw in the landscape of the surrounding countryside a subject that was visually
appealing and provided the optical variety that fed his creative temperament. He wrote that
“In Paris, I reached such artistic freedom that there was a question as to where I would go next.
When I returned to Sombor, however, I found myself in an environment, which exchanged the
blue of the Ile de France with wheat fields and sunflowers. I had to start again.”” This new
beginning appears in a series of works that uses a heavy impasto technique to capture the
gradations of color in the fields. The bold brushstrokes accentuate the emotional timbre that
Konjovi¢ was able to achieve within these landscape paintings that revealed the emotional as
well as atmospheric qualities of the sites.

Konjovi¢’s interest in the Vojvodina countryside continued throughout his career. For
example, Sunce nad Backom (Sun over Backa) (1956) displays an equally intense although
more expressionistic interest in the local landscape. The darkened, rich colors play off of the
sunflowers and dark blue sky. Seen in close up, we begin to understand the landscape almost
as a form of portraiture that employs plant forms as signifiers of cultural heritage and per-
sonal roots. This painting, along with its preparatory drawing, reveals Konjovi¢’s creative

¢ Jasna Jovanov, Spomen-zbirka Pavla Beljanskog, Novi Sad: Spomen-zbirka Pavla Beljanskog, 2010, 262.
" Ibid.
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process. He moved freely from sketches, done en plein air, to completed paintings that were
made both outdoors and within his studio.

It is of interest that Beljanski would have gravitated to this subject matter even though
he spent most of his life outside of Serbia. His cosmopolitan diplomatic career perhaps made
it even more vital for him to have a strong grounding in his heritage. As a man who never
married or had children, the physical landscape of Beljanski’s past became his connection to
something greater than himself. This particular interest, manifested in his desire to collect
works of art that were made by artists from the area or depicted scenes or people from his
childhood, became even more pronounced in 1944 when, during the bombing of Svilajnac,
Beljanski’s brother Nikola and his wife Stefania, their sisters Ana-Anka and Aleksandra, her
husband and their two children were all killed in a single bombing raid. This tragedy focused
Beljanski’s attention on his growing collection and his desire to have it housed permanently
in Novi Sad, the capital city of Vojvodina.

In 1945, immediately following the war, 65 works from Beljanski’s collection were ex-
hibited at the City Museum and Library in Sombor, where they remained on view until 1952.
This was an important achievement that eased some of Beljanski’s fear that “If I don’t do
something in time, it could be that my life’s work will be scattered in the wind.”® Milan Konjo-
vi¢ facilitated this association with Sombor and it marked the first time that the collection had
been on exhibit. It also started what would become a long relationship between the Beljanski
collection and the Vojvodina province.

In 1958, Dalmatian-born architect, Ivo Kurtovi¢, was selected to design the Beljanski’s
museum in Novi Sad. Kurtovi¢ (1910-1972) who was chosen from a variety of competing
architects, had a background both as a painter and architect. A friend and colleague of Ser-
bian architects Milorad Pantovi¢ and Milorad Macura, he became a professor of architecture
at Belgrade University. These three architects were heavily invested in bringing modernist
architectural design to postwar Serbia. Kurtovi¢ incorporated traits from Dalmatia’s Mediter-
ranean building designs with the characteristics of the International functionalism of the
1930s and severe brutalism of the postwar architectural style. He was trained in Zagreb and
Belgrade where he was influenced by contemporary architectural design practices as seen in
his more ambitious projects such as the National Library of Serbia.

In 1961, Beljanski’s dream of having a museum for his collection, materialized. Kurtovic¢
completed work on The Pavle Beljanski Memorial Collection Museum in Novi Sad. The space,
bequeathed to “the people of the autonomous Vojvodina region” (Narodu Autonomne Pokra-
Jjine Vojvodine), ° consists of exhibition halls, a library and curatorial spaces. From 1961 until
his death in 1965, Beljanski was heavily involved with the design and organization of the
museum. As host to variety of international visitors, such as William Fullbright, Prince Charles
and Justice William O. Douglas who toured the collection, Beljanski was the public face of
Serbian art.

8 Ibid., 31.
?Ibid., 19.
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AESTHETIC RAPORT: MILAN KASANIN, MILAN KONJOVIC,
ISIDORA SEKULIC AND PAVLE BELJANSKI

During his diplomatic assignments, Beljanski was able to meet and befriend many im-
portant writers and artists such as Jovan Duci¢, Ivo Andri¢ (who was also friends with Liza
Krizani¢ and Isidora Sekuli¢), Rastko Petrovi¢ (Nadezda Petrovi¢’s brother), Milutin
Milankovi¢, Veljko Petrovi¢, Kosta Hakman, Milo Milunovi¢, Sreten Stojanovi¢ and Jefto
Peri€. In Paris between 1928 and 1930, Beljanski formed a particularly strong bond with Isi-
dora Sekuli¢ who was a writer of prose, essays and art criticism, Milan KaSanin, an accom-
plished curator, art historian and art critic, and painter Milan Konjovi¢. All shared a regional
heritage that influenced their varied artistic interests.

Sekuli¢, from Mosorin, Backa, a village near Novi Sad, was born on February 16, 1877
to a middle-class family. Her father, Danilo Sekuli¢ was a lawyer who traveled throughout
Europe, thus providing the young Isidora with opportunities to spend extended periods of
time in Rome, Budapest and other cities. She went to high school in Novi Sad and teacher’s
college in Sombor before enrolling in a teacher’s college in Budapest. In 1922, she completed
her doctorate in Germany. Despite considerable professional success, her early life was also
marked by a series of tragedies. When she was seven, she lost her mother, Ljubica, of tuber-
culosis. In 1900, when she was thirteen, she lost both her father and Predrag, her brother. A
half-brother, Dimitrije, from her father’s second marriage, was her only surviving relative.
Isidora married Emile Stremnicki, a Polish man, who died within a year of their wedding.

An educated polyglot, Sekuli¢ spoke nine languages including several classical ones.
Her novel, Hronika palanackog groblja (The Chronicle of a Small Town Cemetery), features
Gospa Nola, the first formidable female character in the Serbian literature. She was also a
friend with prominent female artists of the time such as Zora Petrovi¢ (who, along with Milan
Konjovi¢, studied with Andre Lhote in Paris) and Ljubica Cuca Soki¢, whose work would
become an integral part of the Beljanski collection. In 1939 she was the first woman elected
to the Serbian Academy of Sciences. She died on April 25, 1958 at the age of 82.

Milan Kasanin was born on February 21, 1895 in Beli Manastir, Baranja to Serbian par-
ents. He studied art history at the Sorbonne as an undergraduate and completed his doctoral
studies in Belgrade in 1926. He held many positions within the art world, including curator of
the Museum of Modern Art, director of the Museum of Prince Pavle and the Fresco Gallery
in Belgrade. He was the first Serbian art historian to bring European modernist art to Bel-
grade. He also had a distinguished record of publications, including his 1927 book on the
contribution of Serbian artists to the visual arts in Vojvodina. This book was co-authored by
Veljko Petrovi¢, also a friend of Beljanski’s, who was born in Sombor (Vojvodina) and a
noted art critic and director of the National Museum in Belgrade. In 1937, Kasanin founded
the Umetnicki pregled (Art Review) magazine. The magazine was dedicated to showcasing
the work of artists, writers, and philosophers. It published works by Isidora Sekuli¢, Ivo
Andri¢, and many others. Kasanin died on November 22, 1981 in Belgrade, leaving behind a
substantial legacy of curatorial innovation and scholarly publications.

Kasanin met Isidora Sekuli¢ in 1918, first in Belgrade and later in Novi Sad. He recalled
Sekuli¢ as sensitive to everything around her. “She chose the street and house in which she
lived the same as she chose the men and women whom she befriended. She looked for elevated
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thoughts and an openness in conversation.”'® Kasanin was also a long-time friend of Milan

Konjovi¢, the prolific artist whose oeuvre best personified the visual and aesthetic appeal of
the Vojvodina region.

Milan Konjovi¢ (1898—1993) was born and lived most of his life in Sombor. He studied
in Prague at the Academy of Fine Arts under Vlaho Bukovac. In May of 1924, Konjovi¢ ar-
rived in Paris where he studied and worked until 1932. His extended sojourn in the city ex-
posed him to the latest trends in modernist painting. It also brought him into the company of
other Serbian artists and collectors, such as Pavle Beljanski. In 1933, Konjovi¢ returned to his
native Sombor only to be imprisoned, a year later, as a prisoner of war from 1941-1943 in
Osnabruck. This traumatic experience caused his work to become more subdued in color,
tending toward grays and dark hues. A prolific artist, who produced over 6,000 works,
Konjovi¢ spent the rest of his life working in Sombor. From Sombor, he was able to exhibit
widely — offering more than 297 one-man exhibitions and 700 group shows. His body of work
was left to the city of Sombor upon his death in 1993.

Beljanski’s friends Konjovi¢, Kasanin and Sekuli¢ served as an informal advisory board
that helped direct his acquisition practices. Their collective knowledge of contemporary ar-
tistic practices as well as their shared geographical heritage brought them together as a group
of intellectual and personal companions.

ANTON AZBE’S MUNICH ART ACADEMY AND
THE DEVELOPMENT OF SERBIAN MODERN ART

There are strong pedagogical links among the artists in Beljanski’s collection. Their
foundational backgrounds, forged in Munich, Belgrade and Paris, generated a synergy in
their collective work that resulted in a thematic consistency throughout the collection.

Four of the artists in the Beljanski collection, Nadezda Petrovi¢ (1873—1915) Milan
Milovanovi¢ (1876—1946), Kosta Milicevi¢ (1877-1920) and Ljuba Ivanovi¢ (1882—1945)
studied in Munich from 1898 to 1903 at Anton AZbe’s art school. Azbe’s school was also the
training ground for Beta Vukanovi¢ who would go on to establish the first independent art
school in Belgrade. Vukanovi¢ used Azbe’s teachings as the basis for her own three-step
pedagogical approach that guided dozens of artists, most notably female artists, through their
training and their artistic oeuvre."

Azbe and his twin brother Alois were born into a peasant family in Dolencice, Slovenia
near Skofja Loka, on May 30, 1862. His hometown was a medieval enclave whose history went
back 1, 000 years. At the picturesque convergence of the Poljanska Sora and Sel$ka Sora rivers,
the region is characterized by its quaint architecture and pastoral lifestyle. Anton Azbe was
born with a disability that left him with short, weak legs and a twisted spine. He had a large
cranium, a small face, and his forehead was covered with red veins.'”> Azbe’s father died of

0 Munytun Tacuh, 3namenuiue cpiicke scene, 11, Beorpan: Bookland, 2010, 45-46.

' The exhibition catalogue, edited by Katarina Ambrozi¢ and Zigfrid Vihman, entitled Potak moderni in Azbetova
Sola v Munchnu/Wege zur Moderne und die Azbe Schule in Muenchen (Wiesbaden and Ljubljana, 1988—-1989) offer a
significant contribution to this area of study.

12 He was close to his twin brother Alois, until Alois’ wife declared that Anton used too many matches to light
his cigarettes and banned him from their house.
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tuberculosis when the brothers were only seven years old. After their mother, considered
mentally unstable, attempted suicide, the boys were placed into foster care. Unlike his brother,
Anton was physically unfit for agricultural labor, so after elementary school, he was sent to a
commerce school in Klagenfurt. He hated the school and ran away to Ljubljana where he met
a group of painters.

Azbe first studied in Ljubljana with Janez Wolf (1825-1884) a painter who was heavily
influenced by Anselm Feuerbach, a follower of the German Nazarene Painters Movement.
Azbe might have assisted Wolf with the fresco work at the Franciscan Church of the Annun-
ciation in Ljubljana. This early training emphasized the value of ethics and social values in
art. In 1882, AZbe settled in Vienna where he studied for two years at the Akademie der Bil-
denden Kunste before moving to Munich where he attended classes at the Akademie from
1884 to 1891. Two members of the faculty, Gabriel Hackl and Ludwig von Loeftz, were so
impressed with AZbe that they offered him a full scholarship. This generosity would have a
great impact on Azbe, who later offered free tuition to students, male and female, who could
not afford to pay.

Slovene painter Anton Azbe had opened a private art school that attracted aspiring artists
from all corners of Europe, with large numbers from Slovenia and from Russia, Wassily Kand-
insky among them. A naturalist painter popularly associated with the Munich School and insti-
tutionally affiliated with the eminent Munich Academy, Azbe was lionized by his compatriots
less for his style than for his ability to convey artistic method ... AZbe and his school were most
significant, however, for what they represented and made possible to a young generation of East
European painters; the essential contact with and appreciation of the most modern European
trends in art."

In Munich, he perfected his skills in drawing and anatomy. AZbe lived in the city for the
rest of his life except for a brief trip to Venice in 1897.

Anton Azbe’s popular Schule opened in 1891 “at the urging of his young Serbian and
Slovenian friends and colleagues.”'* AZbe’s first Schwabing neighborhood studio was on
Turkenstrasse before he relocated to 16 Georgenestrasse, a building that was destroyed in July
1944 during an Allied air raid. He was the only professor, except for the years 1898—1901,
when Russian painter and former AZbe student Igor Grabar also taught there. The school was
in a “big wooden house built in quasi Russian style.”® The Azbe-Schule attracted students
from all over Central and Eastern Europe. The school, which graduated more than 150 stu-
dents, was popular with people of all social classes including members of the aristocracy such
as Frederick Charles Louis Constantine, Prince and Landgrave of Hesse (brother-in-law of
the German emperor), Ernst, Prince of Saxe-Meiningen, “a Baron Scerbatov, a Baroness
Wrede, a Baron Kudasev and one Graf Firmian.”'® This mix of students fostered a dynamic,
fertile climate within the school in which cross-pollination among students as well as their

13S. A. Mansbach, Modern Art in Eastern Europe: From the Baltic to the Balkans, 1890—1939, Cambridge, MA:
Cambridge University Press, 1999, 205.

4 Tbid., 14.

15 Tbid., 13.

1o Arthur Roessler, France Stele, Beta Vukanovié¢, Anton Azbe i Njegova Sola, Ljubljana: Narodna Galerija,
1962, 81.
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interactions with Azbe formed a modernist incubator that made significant contributions to
Post-Impressionist and Expressionist painting.

Azbe’s artistic practice and teaching approach bridged Realism, Impressionism and Ex-
pressionism. Through his insistence on realistic drawing, close observation of nature and
purity of color, AZbe gave his students the strong foundation that would serve them well in
their modernist art. His innovative and rigorous pedagogical method was based on three es-
sential principles, which he had developed across the school’s curriculum: 1. Play of Lines
(Linienspiel), 11. Ball Principle (Kugelprizip) and I11. Crystallization of Color (Kristallisation
der Farbe). These technical skills formed an armature for the development of his students’
later practices and stylistic developments. The triad lent Azbe’s pedagogy a distinctive order
that would be useful in creating images that were visually balanced and expressively coherent.

In addition to his contributions to modern pedagogy, Azbe’s art academy was one of the
few schools that accepted female students, especially from East Europe. His school satisfied
a need that had been created by the exclusion of women artists in most artistic organizations.
It was nevertheless true, however, that good teaching was available at private ladies acade-
mies in Munich well before 1914.”"7 AZbe gave his female and male students the same train-
ing and opportunities to study and develop their artistic practice.”® In contrast,

[o]fficial [government] policy barred women from the fine art schools in Germany. They
could attend applied and decorative arts schools or drawing seminaries... School policy reflected
the Academy’s attitude about women accomplishing serious work in the arts. The Prussian
Academy’s guidelines state: Membership... falls into two categories: “regular” and “honorary.”
Only practicing artists are eligible to be regular members; honorary membership is for persons
who, without being artists, have brought merit to the academy or to art in general, as well as for
outstanding women artists. So, after “regular” artists, an afterthought was given to non-practi-
tioners who promoted the arts and for outstanding women artists."”

By giving all students equal opportunities to study from live models, Azbe offered in-
valuable educational access to Beta Vukanovi¢ and Nadezda Petrovi¢ from Serbia. These
modernist painters made substantial contributions to the history of early twentieth-century
art. Their self-portraits, portraits and landscapes depicted the changing face of the modern
age in addition to the enduring traits of a humanist approach to the visual arts.

17 Robin Lenman, “Painters, Patronage and the Art Market in Germany.” Past and Present, 1984, 132.

18 The status of education for women had been a long-contested issue. As early as 1638, John Amos Comenius
had coined the word bluestocking to denigrate educated women. In the 1750s, Elizabeth Montagu formed the Blue
Stockings Society, a literary group that included Harriet Bowdler, Sarah Fielding, Lady Mary Wortley Montague in
addition to several men. One of these male members, Benjamin Stilingfleet, even wore blue stockings instead of black
to show his solidarity with the society. In 1811, Thomas Moore wrote the satirical play Blue Stocking. This play
ridiculed women’s attempts at education and intellectual discourse. In his essay “On the Ignorance of the Learned,”
William Hazlitt insisted that “the Bluestocking is the most odious character in society... she sinks wherever she is
placed, like the yolk of an egg, to the bottom, and carries the filth with her.” The Bluestocking movement became
international in 1911, when a literary magazine Seito (Bluestocking) was launched in Japan. The magazine was interested
in “eagerly groping for the gate to the real lives of women. We are at a loss, wondering how we should centralize our
energies. We are stepping, doubting, considering and studying the fundamentals of what women’s real life should be
with internal insecurity and with external struggle against so much unjustified persecution.” The magazine became
a prominent outlet for literary writing by Japanese women.

1 Diana J. Radycki. “The Life of Lady Art Students: Changing Art Education at the Turn of the Century.” Art
Journal Vol. 42, No. 1. (Spring 1982), 11.
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THE SERBIAN SCHOOL OF PAINTING AND THE EDUCATION
OF FEMALE ARTISTS IN BELGRADE

Beta and Rista Vukanovi¢ — a married couple, who were both painters and educators —
opened the Serbian School of Painting in 1900.2° The school, one of the first art schools in the
country, was doubly unusual in that it offered coursework for both male and female art stu-
dents at a time when artistic education was limited to males. The school, nicknamed The House
with Blue Irises, was located in the Vukanovi¢’s home. By 1905, with the help of artists Dorde
Jovanovi¢ and Marko Murat, the school was renamed the Schools of Arts and Crafts and re-
located to 4, King Peter Street in Belgrade — the site of the First Gymnasium.

Beta Vukanovi¢ (née Babette Bachmeyer) was born in Bamberg, Germany on April 18,
1872 to German parents.”' She studied at the Kunstgewerbeschule in Munich as well as in Anton
Azbe’s Schule in 1891. In AZbe’s school, she learned the value of plein air painting, specifically
landscape painting, a form that she would encourage in her own school. She was most interested
in portraiture, as demonstrated in Portret moje majke (Portrait of My Mother) (1890), in which
she adopted Azbe’s characteristic three-quarter view to give the sitter a sense of physical mass
played out against a neutral background. Her features are subdued and expressive, lending an
air of serenity and calm to the image. Using only a few dominant colors, Vukanovi¢ was able
to create a portrait that conveys both an emotional strength and a strength of character.

From Munich she went to Paris in 1897 where she continued refining her painterly craft
studying under Auguste Joseph Delecluse in his Rue Notre Dames des Champs atelier in
Montparnasse. Vukanovi¢’s work, under Delecluse’s tutelage, became more experimental and
atmospheric. The composition of U kafani (In a Tavern) (1900), reveals an unusual layering
of images that is superimposed upon the sitter’s head, her dog, with the pink, blue and golden
colors of a setting sun.

In 1898, she moved to Belgrade where she spent the rest of her life, teaching at her art
school and being one of the founders of the Lada artists’ collective. Her painting, Pancevacki
most (The Pancevo Bridge) (1944) is an impressionistic cityscape of Pancevo, characterized
by its traditional homes with tiled roofs, contrasted with two large chimney stacks, an indica-
tion of its increased urbanization. The horizon, which almost engulfs the composition, leads the
viewer’s eye from the town scene in the foreground, to the factory chimneys to the atmospheric
clouds and industrial exhaust above. The horizon, completed through a series of coloristic
veils, is suggestive of the cost of industrialization to the air quality of the town — a growing
postwar environmental concern.

From 1902 until her death on October 31, 1972 at the age of 100, she continued teaching
privately in her home. Her students, mostly female painters, were able to receive personalized
training by one of the founders of Serbian Impressionist art. While teaching, she also contin-
ued her studio practice, which produced more than 240 paintings that she bequeathed to the
Belgrade City Museum.

2 They took over an art school from the widow of Kiril Kutlik who had a co-educational art school in Belgrade
from 1895 to 1900.

2l Vera Risti¢, Beta Vukanovi¢ (Beograd: Vojnoizdavacki zavod, Muzej grada Beograda, 2004) is a new
publication that focuses on the contributions of the arts educator to her students.
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At the Serbian Art School, the coursework for female art students was offered by Beta
Vukanovi¢ while Rista Vukanovi¢ (1873—1918), along with Jovanovi¢ and Murat, taught the
male students. Rista had studied in St. Petersberg and Munich and was stylistically associated
with the Munich Impressionist School. Beta’s educational approach focused on the landscape
and the human face, relying heavily on the three-step pedagogical approach formulated by
Anton AZbe in his Munich art school. The male students who attended both schools included
Ljubomir Ljuba Ivanovi¢ (1882—1945) who is featured in four pencil drawings in Beljanski’s
collection. The drawings, done with an expressive use of dark and light lines, include Enteri-
Jjer (Interior) (1915), Paris (1930), Zora Petrovi¢ (1920) and an architectural sketch of Ohrid
(1935). The drawings reveal Ivanovic’s interest in capturing a moment in time as well as the
artist’s mastery of his medium. By using concise preliminary drawings, the paintings are then
layered with a series of subtle coloristic hues that gives the image spatial depth in addition to
emotional timbre. The images were sometimes used as preparatory studies for woodcut prints,
as in the case of the Paris architectural scene, where the images reveal an interest in line and
composition as well as feeling for the relationships between architectural and environmental
space.

The school closed its doors as a consequence of the start of World War I and the subse-
quent death of Rista. After the war, Beta resumed teaching, on a private level, to a whole genera-
tion of female artists. Beta’s female students included Vidosava Kovacevic¢ (1889—1913) who
died young from tuberculosis, Leposava Bela St. Pavlovi¢ (1906-2004), Milica Zori¢ (1909—
1989), and Ljubica Soki¢ (1914-2009) whom she taught privately after the closing of the of-
ficial art school. Other female students included Milica Cadevié¢ (1890—-1947), Ana Marinkovi¢
(1882—1973) and Natalija Cvetkovi¢ (1888—1928) from Smederevo. Cvetkovi¢ moved from
Smederevo to Belgrade as a child when her parents noticed her early interest in visual art. In
1900, she enrolled in Vukanovi¢’s art school where she spent five years studying technique
with Beta Vukanovi¢ and theory with Svetozar Zori¢ (Milica Zori¢’s father) and Branislav
Petronijevi¢ (Nadezda Petrovi¢’s professor). This early training enabled her to go on to study
in Munich’s Kunstgewerbeschule, from 1905-1908 and then at the Academie Julien in Paris
from 1908—1909. Following her studies she taught drawing and became active in the Lada
artists group (with Nadezda Petrovi¢ and Zora Petrovi¢) with whom she had close ties and
exhibited on a regular basis. Cvetkovi¢ volunteered as a nurse during the Balkan wars and died
of influenza before the age of 40.

Beta’s first lessons concentrated on replication. “In drawing, in the techniques of painting,
and in foundational work, the most important thing was creating the possibility of replicating
what you can see.””> She was also interested in color harmony. Soki¢ wrote, “When I put down
a color that screams, I instantly toned it down ... That is part of my nature. One needs to listen
to oneself. I think that toned down forms are the most characteristic part of my painting.
When contrast appears, I never am able to explain its existence.”” This approach to painting
can be seen in Vukanovi¢’s own work, such as Prolecni dan (Spring Day) (1923), an impres-
sionistic image of three children relaxing in a garden. The color palette, a compositional

22 Irina Subotié, Aleksa Celebonovié, Ljubica Cuca Soki¢, Beograd: Topy, Vojnoizdavacki zavod, Srpska aka-
demija nauka i umetnosti, 2003, 64.
2 Ibid., 41.
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Ljubomir Ivanovié, Zora Petrovi¢, 1920, pencil on paper, 35 x 21 cm
The Pavle Beljanski Memorial Collection
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arrangement of vibrant hues, gives the image an atmospheric quality that also reflects the
emotional state of the subjects. Seen as a momentary compositional arrangement, the painting
reveals Beta’s mastery of line, color and evocative form.

For his collection, Beljanski purchased four paintings by Vidosava Kovacevi¢, born on
May 15, 1889 into a well-known Belgrade family. From 1905 to 1910, she studied under Beta
Vukanovi¢, before going to Paris. Her portrait of Banacanin (Man from Banat) (1912) shows
a middle-aged man, whose age and difficult life experiences are etched into the lines on his
face. His visage, shown in partial shadow, is given dimension and strength from its intimacy.
In close-up, it provides the viewer with a proximity that is unusual in portraiture of this time
period. It is rare for a young female artist to produce such a work.

Glava devojcice (Head of a Girl) (1912) presents the viewer with an intimate image of
the innocence and joy of childhood. The girl, captured in close up, is smiling in a three-
quarter view of her face. Her bright dark eyes gaze at the viewer, in an intimacy that is at once
friendly and formal. This painting was completed a year before Kovacevi¢’s untimely death
from tuberculosis in 1913.

Two paintings by Leposava Bela St. Pavlovi¢, produced in 1935 and 1941, are included
in Beljanski’s collection. Pavlovi¢’s father was in the diplomatic service in Bucharest, where
he befriended Beljanski. Pavlovi¢, born in Belgrade on August 17, 1906, was one of Beta
Vukanovi¢’s private students who also earned a degree in philosophy from Belgrade Univer-
sity. She had one-person exhibitions in Bucharest, Skoplje and Belgrade before joining the
Lada art collective alongside her teacher Beta Vukanovi¢. The two paintings in Beljanski’s
collection — Manastir Matka (Matka Monastery) (1935) and U sklonistu Crvenog krsta (In the
Shelter of the Red Cross) (1941) depict her travels to the remote monastery in Macedonia, and
her experiences during World War II. Pavlovi¢’s style is marked by large fields of saturated
color, thick pigment and a reliance on tonality to convey the message of her images. With lit-
tle interest in draughtmanship, Pavlovi¢ focuses instead on pigment, often in its rawest form,
as a vehicle for her expressionistic style.

Pavlovi¢, who kept an active studio practice, became president of the Lada artists group
— an organization that showcased her work and that of her fellow Serbian modernist painters.
She also taught French privately and was promoted the literary work of her cousin Slobodan
Jovanovi¢ (1869—1958) who was exiled in London during World War II. Jovanovi¢, from Novi
Sad, was an expert in legal history and an exceptional intellectual. Pavlovi¢ produced work
throughout most of her long life and had two retrospectives (1974 and 1995) at the National
Museum in Belgrade before dying at age 98 on April 23, 2004.

Ljubica Cuca Soki¢, the youngest female artist in the collection, was born in Bitola on
December 9, 1914. She attended high school in Belgrade and lived and exhibited her work in
Paris from 1936 to 1939. While in France, she focused on architectural subjects — a way of
capturing the intimate moments of her surroundings. These works, along with others by Yugo-
slav artists, were presented at the Galerie de Paris in 1937 — a group exhibition that Beljanski
visited. In 1948, Soki¢ became a professor at the Fine Arts Academy in Belgrade. Her work
consisted of landscapes and portraits, often combining collage and other experimental tech-
niques into her oil paintings.
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In 1946, Soki¢ completed Glava mlade devojke (Head of a Young Woman). As a postwar
painting, the image of a woman is an emotional and sensitive portrayal of the physical and
psychological exhaustion of the postwar period. The girl’s eyes, ringed with bags, drift off
into space. As a survivor of the atrocities of war, she remains stoic and deep in thought.

Soki¢’s painting Sremski Karlovci (1950), purchased by Beljanski, captures the spirit of
the town in Vojvodina that is noted for its long history dating back to the Romans. During the
Habsburg Monarchy, it was the site of Serbian Orthodox patriarchy; later, it became part of
the municipalities of Novi Sad. Soki¢’s painting is spare and quickly rendered. It is a compila-
tion of geometric forms that lend the buildings their form. In groups, these blocks of color
suggest the skyline of the town while inviting associations between its structures and the
nearby natural landscape.

During her long career, Soki¢ experimented with semi-abstraction and still lives. These
images, such as Mrtva priroda (Still-Life) (1950) display an interest in geometric forms, sub-
tle color variations and compositions that rely on formal elements. During her lifetime, Soki¢
produced a significant body of work that moved from Impressionism to semi-abstraction, a
progression that indicated intensive activity and a knowledge of global artistic trends. She
also led several artists groups, including Desetorica (The Ten) which she founded. The first
commemorative exhibition of her work was held at The Pavle Beljanski Memorial Collection
and was followed by exhibitions in Rome, Kragujevac and the RTS Gallery in Belgrade.

Five pieces by Milica Zori¢, the only textile artist, are featured in Beljanski’s collection.
Zori¢, who also studied privately with Beta Vukanovic, was born in Split in 1909. She was the
niece of Nadezda Petrovi¢ and her brother Rastko Petrovi¢ was a poet and literary critic. Her
father, Svetozar Zori¢, was a professor at the University of Belgrade and raised Milica and her
brother as a single father after the death of her mother. Milica started her studies in art his-
tory, later turning to studio art practice. She had a difficult life that included imprisonment in
the Banjica (where over 80, 000 people were executed in 1944) and Jasenovac (after 1941,
where 700, 000 people were executed) concentration camps during World War II.

Zori¢’s work is unusual in its medium and dark subject matter. She worked predomi-
nantly as a textile artist, using a style that combined Surrealist semi-abstraction with her life
experiences — a form she called “existential relativism.” Her 1958 piece, Obeseni (The Hanged
Ones) suggests the brutal aftermath of post-traumatic wartime events. Beljanski encouraged
and financially supported her work, finding it unique among other contemporary works of
Serbian art.

Zori¢ wrote:

“I avoided realism, but I can’t say I was a surrealist. Nevertheless, the symbols woven into
my tapestries do convey a message. [ wanted, maybe unconsciously to say certain things. Take
the eyes on my tapestries. Why are the eyes like that? They are probably drawn from the sub-
conscious, from the period I spent in the concentration camps. There I saw emaciated faces on
which there was nothing left but the eyes. Everything else had just melted away. The eyes grew
bigger and bigger, I started to make tapestries out of those eyes.*

24 Rajko Bobot, Tapestries of Milica Zori¢, Belgrade: Yugoslav Review, 1986, 33-34.
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In 1934, Zori¢ became a member of the illegal workers” movement. She used her apart-
ment on Queen Natalija street as a meeting place for like-minded people. While in Paris, she
met Radoljub Rocko Colakovi¢ (1900-1983), with whom she shared many political interests. He
had spent 12 years in prison before coming to Paris. In 1943, Colakovi¢ and Zori¢, returned
to Belgrade, where Colakovi¢ was immediately arrested. The two had already decided to get
married and had the ceremony performed in the prison at Ada Ciganlija — an island on the
Sava River. Zori¢ describes the ceremony:

What took place in that little room was almost a surrealist’s vision of a wedding. Ro¢ko
Colakovi¢, virtually the best known of the communists imprisoned in prewar Yugoslavia, who
had spent his entire life opposing the police, took his place beside me, while the priest performed
the ceremony. The warden, his assistant and the guards were the only people to attend our wed-
ding... Then visiting time was up, and Roc¢ko was led back to prison, and I returned to Belgrade
with the priest.?

ACADEMIE ANDRE LHOTE, INTERWAR PARIS AND |
THE WORK OF LIZA KRIZANIC AND ZORA PETROVIC

The school of the French sculptor and painter, André Lhote, in Paris’s Montparnasse
district was a magnet for Serbian artists who were attracted to his Fauvist and Cubist affini-
ties as well as his published treatises on painterly theory and practice. Lhote (1885-1962),
born on July 5 in Bordeaux, began his artistic training at the age of 12 when he left elemen-
tary school and began working as a woodcarver’s apprentice. The following year, when only
13, he enrolled in the Ecole des Beaux-Arts in Bordeaux as a decorative sculpture student
while setting up a painting studio in the attic of his home.

In 1906, Lhote moved to Paris and had his first encounters with the work of Gauguin and
Cezanne. Cezanne’s retrospective at the 1907 Salon d’Automne had a profound effect on
Lhote who was inspired by the artist’s use of color and geometric form. This exposure, along
with his early knowledge of African masks, encouraged him to turn to painting. He learned
to paint by studying the works of Rubens and Delacroix in the Bordeaux Museum. When he
moved to Paris, he began training his eye and hand by studying the work of Ingres and Pous-
sin. He also became associated with the Groupe du Bateau-Lavoir and was one of the original
members of the Montmartre Cubist Society (named after the ramshackle building that Pablo
Picasso was using as his studio).

In 1909, he was awarded a scholarship, through critic Joseph Granie, to spend a year at
the Villa Medici Libre. At the Villa, Lhote befriended Raoul Dufy who introduced him to
Robert Delaunay, Jean Metzinger, Fernand Léger and Albert Gleizes. By 1910, Lhote had had
his first solo exhibition at the Galerie Druet in Paris where he came to the attention of Andre
Gide and Andre Salmon.

In 1911, after contact with the Cubists, Lhote’s work started to take on new stylistic
forms that influenced his portraits, landscapes and still lives. In 1911, he participated in the
Salon des Independants, next to Salle 41, where the Cubists had their first major exhibition,

» Ibid., 36.
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and the Salon d’Automne. By 1919, he was exhibiting at the Salon de la Section d’Or along
with Albert Gleizes, Jacques Villon, Marcel Duchamp, Jean Metzinger and Francis Picabia.

During World War I, Lhote was enlisted in the army. After the war, with the financial
assistance of Leonce Rosenberg, he became one of the founders of La Nouvelle Revue Fran-
¢caise, a respected publication that offered him a platform for his prolific art criticism. At the
NREF, he worked alongside Jacques Riviere, the literary critic, whom he had met at the home
of the collector Gabriel Frizeau. He was also the sole author of several books including Traite
du Paysage (1939) and Traite de la Figure (1950) — two influential works on art criticism and
theory.

While writing criticism for the NRF, Lhote began teaching at art schools including the
Académie de la Grande Chaumiere (which offered free classes and provided models)* and the
Académie Notre-Dame des Champs from 1918-1920. The Grande Chaumiere, founded in
1902 by Martha Stettler (1870—1945) a Swiss artist and pedagogue who was interested in was
an alternative to the cost and rigid curriculum of the Ecole des Beaux Arts.*’ Located at 14,
rue de la Grande Chaumiere, Stettler taught courses in painting and sculpture, and recruited
faculty from a variety of countries. For example, British artist Walter Sickert, Ossip Zadkine
from Belarus, Olga Boznanska from Poland and of course André Lhote were on the faculty.
The school’s students included a sizable number of female students from a variety of coun-
tries including Alexandra Exter from Russia, Maria Elena Vieira da Silva from Spain, Louise
Bourgeois from France, and Meret Oppenheim from Switzerland.

Lhote was a “short and stocky man. His eyes darted about restlessly focusing on the
various targets of his attention. His hair was peppery and frizzled and he sported a trim mus-
tache. Ready for work he looked more like a hairdresser than an artist.”?® An accomplished
pedagogue, he opened his own school in 1922. The Académie André Lhote would become a
mecca for artists from around the world who wished to immerse themselves in Montmartre
and in the latest styles of painting in Paris. >’His pedagogical approach was based on “three
things: order, method, figure or form. Order signifies the interval of the parts. Method deals
with the quantity. Form is concerned with lines and colors.”*°

Lhote spent the war years with his friend Marc Chagall, in an old village house in Gor-
des. Lhote, his wife and Chagall remained in Gordes until 1942 when they returned to Paris
where he continued teaching. The postwar period also included quite a bit of travel for Lhote
who was invited to exhibit his work and lecture in Belgium, England, Italy, Brazil and Egypt
(where he spoke at the Cairo Art Academy). In 1955, Lhote was awarded the National Grand
Prize of Painting. The UNESCO commission appointed him president of the International
Association of Painters, Engravers and Sculptors, and in 1958 he received a Commander of
the Order of the Arts and Letters citation. In that same year, the Musée d’Art Moderne in
Paris organized a retrospective of André Lhote’s work. Four years later, in 1962, the Musée

26 Baroness Kizette de Lempicka-Foxhall, Passion by Design: The Art and Times of Tamara de Lempicka, New
York: Abbeville Press, 1987, 37.

27 The school was renamed the Académie Charpentier after World War I1.

28 Emlen Etting and Marina Pacini. “Studio in Paris.” Archives of American Art Journal Vol. 28, No. 3 (1988), 26.

¥ Lhote’s influence on Serbian artists is covered in more depth in Katarina Ambrozi¢’s book Andre Lot i nje-
govi jugoslovenski daci (Beograd: Narodni muzej, 1974).

3% André Lhote, Treatise on Landscape Painting, London: A. Zwemmer, 1939, 37.
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Toulouse Lautrec in Albi also organized a major exhibition of the master’s work. Lhote died
later that year in Paris at the age of 77.

Zora Petrovi¢ (1894-1962), one of Lhote’s students, was born in Dobrica, (Banat) Vojvo-
dina on May 17. She attended the Art and Crafts School in Belgrade and the Art High School
in Budapest. She travelled to Paris in 1925 to study with Lhote. Upon returning to Belgrade
in 1926, she began her association with several groups of artists, including Lada (1924-1927),
Form (1928-1931), Twelve (1938) and the Independents (1951-1956). In 1952, she was awarded
a professorship at the Belgrade Academy of Art where she taught several generations of
emerging artists. She died on May 25 1962 and is buried in her family’s tomb in Pancevo.

That is how depth, in which a person can ponder, within the technical domain. Each field
leads from itself to another field, and as such maneuvers forward and back to form the third
dimension... It is understood, that this form of depth, which the spirit knows, qualitatively, dif-
fers from physical depth, which to our eye appears as a full and superficial image, which takes
this solid character that so many generations cleverly created. I must repeat, that whatever the
conditions, visible content, a painting must remain truthful to its own structure, its own two
dimensions. The third dimension can only be implied.*!

Petrovic is represented by 14 paintings in Beljanski’s collection. Her Portret Pavia Be-
lianskog (Portrait of Pavle Beljanski) (1943) shows the collector deep in thought, presented in
three-quarter view with his gaze averted from the viewer. The neutral background draws the
eye to the sitter who is presented in an expressive moment using a fairly heavy impasto paint-
erly technique. This 1943 portrait along with others in the collection, such as Seljanka iz Crne
Trave (Peasant Woman from Crna Trava) (1941) lend their sitters an air of dignity as well as
painterly expression.* Presented with a rich color palette, the sitters assume their three-quar-
ter pose that allows for an emotional intensity as well as personal contact between the viewer
and sitter. Petrovi¢ wrote that “My early love of painting brought me to a love of people.”*

Petrovi¢ and Beljanski were particularly good friends. While he was in Belgrade, they
saw each other every day. She advised him on acquisitions for his collections and she took
care of him when he was ill.

In 1960 at age 66, Zora Petrovi¢ decided to begin a series of paintings about Kosovo. The
series was called Alas, the Kosovo Plains and was planned to include nine themes with 19 scenes
arranged in a triptych. Apparently the choice of scenes and arrangement of the compositions
were intended for some new concept for the St. Vitus Day memorial. Behind the idea, besides
Petrovi¢, was her friend Pavle Beljanski.*

Liza Mari¢-Krizani¢ (née Draginja Mari¢) was born in Kosjeri¢ on March 19, 1905. She
studied in Paris from 1925 until 1926 in the studio of André Lhote. She then returned to Bel-
grade where she graduated from the university in 1931 and formed friendships with some of

31 Zora Petrovi¢, quoted in Miodrag Proti¢, Zora Petrovi¢: Slikari i vajari, Beograd: Prosveta, 1964, 11.

32 Crna Trava is a small village in the Jablanica District of Serbia. The name of the village, translated as Black
Grass, goes back to the 1389 Battle of Kosovo.

33]. Jovanov, Spomen-zbirka Pavla Beljanskog, 154.

3% Olivera Jankovi¢, Zora Petrovié: Art as Life, Beograd: SANU, 1995, 65.
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Liza Krizani¢, Cvece, 1951, oil on canvas, 46 x 38 cm
The Pavle Beljanski Memorial Collection
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the most important artists and writers of her time. In particular, she forged close relationships
with the poet Desanka Maksimovi¢ (who was also friends with Isidora Sekuli¢) and with her
future husband, the caricaturist Pierre Krizani¢. Krizani¢’s Suncokreti (Sunflowers) (1961) in
the Beljanski collection show the artist’s interest in the landscape as an expressionist moment.
Her focus on color and light draw attention to the play of light on the leaves of the flower. Set
within an airy field, the plants take on expressive qualities that reflect the interplay of light
and shadows. This same optical interest can be seen in Cvece (Flowers) (1951), an earlier
painting that uses a field of plants to create a dynamic painterly surface that both describes a
landscape and lends an emotional timbre to the compositional structure. As a painter, Krizanic¢
dedicated herself to landscapes and cityscapes of Belgrade — subjects that would fascinate her
throughout her long career.

THEMATIC LINKS AMONG BELJANSKI’S FEMALE ARTISTS

The art schools directed by Anton Azbe (Munich), Rista Vukanovi¢ (Belgrade) and André
Lhote (Paris) created a triadic base for the development of Serbian modernist art by female
artists. In particular, an interest in intimate portraiture and plein-air paintings emerged as the
unifying themes in Beljanski’s collection. The female artists in the collection such as Ljubica
Soki¢, Zora Petrovi¢, Vidosava Kovacevi¢ and Liza KriZani¢ paid particular attention to these
genres by training their eye on their immediate surroundings, family members and close
friends. In so doing, they were able to produce work that integrated their international training
with their deep national and ethnic roots.

SELF-PORTRAITS

The self-portraits in the collection by Ljubica Soki¢, Autoportret (Self-Portrait) (1942) and
Zora Petrovi¢, Autoportret (Self-Portrait) (1946) + preparatory sketch are in many ways the
most intimate of subjects. The artists, by focusing on themselves, give the viewer with a sense
of their inner lives that lends the collection as a whole a personal quality. Petrovi¢ wrote that
“When I don’t have a model, I usually paint my own self- portrait. Even though I always create
new works, the self-portrait always remains constant. [ always remain young.”*

Ljubica Soki¢’s Self-Portrait (1942) has a somber emotional tone. The artist, adorned
with a large hat, looks directly at the viewer. Her gaze, at once sad and stoic, emerges from a
green haze. The neutral, dark background is a rich hunter green, a color of deep feeling and
melancholy. Painted during the war, the timbre of this self-portrait imprints the war experience
on this artist’s visage.

STILL LIVES

Zora Petrovi¢ returned to the theme of the still life numerous times. Her Mrtva priroda
(Still-Life) (1936) created at a time when she did not have a model, demonstrates an approach
to the subject that allows bouquets of flowers on a kitchen table to display expressive qualities

3 Ibid., 158.
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Ljubica Soki¢ Zora Petrovi¢
Autoportret, 1942 Autoportret, 1946
oil on cardboard, 45.5 x 37.8 cm oil on canvas, 53.8 x 38.5 cm
The Pavle Beljanski Memorial Collection The Pavle Beljanski Memorial Collection

usually reserved for the human form. Her masterful use of color and a thick impasto technique
lends suggestive and tonal qualities to an otherwise static subject matter. As viewers, we can
almost sense the artist’s emotional state within the compositional structure.

In her Still-Life (1957) we see the artist using the horizontality of the table to imply the
presence of a landscape. The table with flowers, fruit and her dog posing on the side, evokes a
kind of psychological field. By the late 1950s, Petrovi¢’s brushstrokes had become noticeably
looser and more fluid than in her earlier prewar works. Coincidentally, her color palette had
become more vibrant. This optical confluence made evident the emotional optimism that
Petrovi¢ experienced in the late 1950s. The preparatory drawing for the painting gives the
viewer access to Petrovi¢’s artistic process. The dog, captured in three distinct poses, becomes
a key element of the completed still life. His presence lends the painting a light, optimistic
tone as well as an air of whimsy and humor.

Still-Life (1957) is a moment in time that is abstracted just to the edge of recognition. The
flowers, captured in dramatic circles and explosions of color, amplify Petrovi¢’s interest in
direct observation and study. She uses this floral arrangement as part of a larger composition in
Mrtva priroda i akt (Still-Life with Nude) (1957). This reference to the slightly earlier still life
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engages the viewer’s understanding of the artist’s movement from one work to the next. The
third painting, Akt (Nude) (1957) offers us the final piece in a trilogy that links still lives with
nude studies. Her approach to her subject consistently layers emotional with an optical under-
standing of what is in front of her. This melding of form and subject allows space for the
viewer to engage in the artistic dialogue.

PORTRAITS

Vidosava Kovacevi¢ portraits Glava devojke (Head of a Young Woman) (1909) and Glava
starca (Head of an Old Man) (1911) are close-up portraits. Even though the paintings are only
two years apart, they are rendered with quite different painterly techniques. The Elderly Man
is presented using short, expressive brushstrokes that are heavy with paint. His features, cap-
tured with a bold impasto technique, give the sitter a weathered yet emotionally charged tone.
Framed as a close view, the sitter looks off into the distance, allowing the viewer to analyze
his features over time.

The Head of a Young Woman uses a fluid, colorful painterly approach that blurs the edges
of her features and softens her skin and the red headscarf covering her hair. With the qualities
of a pastel rendered in oil, Kovacevi¢ is able to convey her youthful serenity and natural facial
beauty. Engaged in thought, she closes her eyes in a thoughtful, tranquil pose.

Beljanski purchased the portrait of
Ksenija Atanasijevi¢ (1912) by Nadezda
Petrovi¢ in 1956. Atanasijevi¢ (1894—1981),
who was Petrovi¢’s friend, was a philoso-
phy professor at Belgrade University and
noted as one of the first Serbian women to
earn a doctorate in philosophy. She trans-
lated ancient texts by Plato and Aristotle
in Serbian. She also brought to light the
history of Serbian philosophy and made a
substantial contribution to philosophical
discourse through her books such as Filo-
sofski fragmenti (published in 1929). The
dramatic, richly colored portrait captures
Atanasijevi¢ outdoors in a snowy land-
scape. Presented in three-quarter view, her
facial features, dark clothing and flam-
boyant hat create a dramatic and expres-
sive moment in time. Petrovi¢’s mastery
of paint application and subtle color is
most evident in this late work that makes
evident her deep understanding of contem-

Vidosava Kovacevié¢

.. . . Glava starca, 1911
porary Expressionist trends in the visual oil on cardboard, 31.5 x 28.2 cm

arts. The Pavle Beljanski Memorial Collection
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Zora Petrovi¢’s Glava decaka (Head of a Boy) (1956) and Milisava (1958) are portraits
of children who lived on her street. They are direct studies of the human physiognomy cap-
tured in vibrant colors and loose brushstrokes. Bearing the imprint of Expressionism, these
portraits speak to the beauty of the human form in its most basic and emotionally compelling
manifestation.

LANDSCAPES

In 1905 Nadezda Petrovi¢ completed a double-sided painting on heavy board. One side
was titled Srbija (Serbia) (1904) while the verso is called Region (1905). The works were
completed during her stay in the Si¢evo artists colony (near Ni§), a community that she found-
ed with Ivan Grohar, Ivan Mestrovi¢ and other noted artists such as Jakopi¢, Vidovi¢ and
Jama. This artists’ colony was the first such gathering place in Serbia and still attracts artists
during the summer months. Petrovi¢’s “diptych’ depicts two rural landscapes in sweeping brush-
strokes that meld green and orange hues. The paintings, which were exhibited at her 1910 solo
exhibitions in Ljubljana, evoke Petrovi¢’s mastery of the thick impasto technique of layering
paint in bold gestural applications. These works allow for a shallow recession in space, inviting
the viewer to examine the atmospheric details in the foreground. Invoking a fertile agricultural
environment, Petrovi¢ lends the scenes a quality that moves beyond the present to a more time-
less, pictorial reference point.

CITYSCAPES

Liza Krizani¢’s Pogled na Beograd (View of Belgrade) (1953) is one of seventy city-
scapes that she produced after 1945. These paintings, including the 1953 piece, balanced im-
ages of the Sava and Danube rivers, with the adjoining built environment. Emerging from an
atmospheric haze, the sky bisects the horizontal canvas in two demarcating bands of subtle,
coloristic hues. The light and dark gradations of color evoke atmospheric qualities while a
strip of blue paint that references the river. In the foreground, a field of yellow grass and
green trees and bushes brackets the residential area captured in expressive brushstrokes.

Nadezda Petrovi¢, in paintings such as Beogradsko predgrade (Belgrade Suburb) (1908),
creates a sunlit scene that incorporates quite a bit of architectural detail with atmospheric ef-
fects. The centralized grouping of figures, working in a side room of the main house, adds a
genre scene dimension to the painting that allows the viewer to imagine the domestic space of
this suburban home. The colors, a rich area of pastels and earth tones, lends the painting a light
tone that emphasizes the artist’s use of geometric forms as the basis for her architectural in-
terpretation of the environment.

AREAS OF FURTHER STUDY

Many of the artists in Beljanski’s collection were associated not only by their shared
educational backgrounds and interest in similar subject matter, but by their participation in
artists’ collectives such as Oblik and Lada in which both male and female artists had enjoyed
access to exhibition spaces and the possibility of presenting their work within a group context.
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Nadezda Petrovi¢, Beogradsko predgrade, 1908, oil on canvas, 65.3 x 90.7 cm
The Pavle Beljanski Memorial Collection

This area of study, almost completely unknown outside of narrow circles in Serbia, is rich in
its focus on the collective exhibition practices early Serbian modernists.

Prior to 1945, Serbian artists gathered in collective organizations that allowed them to
exchange critical feedback and opportunities to exhibit nationally and internationally. These
organizations were also the only opportunities that many female artists had to work alongside
their male counterparts, in a time in which this was highly unusual in both Europe and beyond.
The Lada group, perhaps the best-known organization, was named after the Slavic goddess
of spring and inaugurated on September 4, 1904, as the first artists’ group in Belgrade. Lada
included both male and female painters and sculptors and was founded by Nadezda Petrovi¢,
Beta Vukanovi¢, Rista Vukanovi¢, Leposava Bela Pavlovi¢ and other artists in Beljanski’s
collection including Natalija Cvetkovi¢ (1888-1928), Kosta Milicevi¢ (1877-1920), Borivoje
Stevanovi¢ (1878—1976), Zora Petrovi¢ (1894-1962), Zivko Stojsavljevi¢ (1900-1978) and Mi-
hailo Tomi¢ (1902—-1995). Lada’s first group exhibition was held in 1906, after which time they
had regular exhibitions except from 1941 until 1953, when the war and its aftermath interrupted
their activities.
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The Oblik artists group, inspired by the success of the Lada group, was founded in 1926
and included Petar Dobrovi¢ (1890-1942), Zora Petrovi¢ (1894—1962), Sava Sumanovi¢ (1896—
1942), Milan Konjovi¢ (1898—1993), Sreten Stojanovi¢ (1898—1960), Kosta Hakman (1899-1961)
and Milenko Serban (1907-1979). Other interwar artists” groups that counted many of Beljan-
ski’s artists among their members were Zograf (1926), Zivot (1934) and Dvanaestorica (1937).

A study of the development of Serbian modernism within the context of artists’ collec-
tives would add greatly to the emerging field of gender studies during the prewar period as
well as the mounting amount of scholarly materials on the contribution of Serbian male and
female artists to the international modernist movement. By building upon Beljanski’s keen
eye and collecting practices, it is possible to use his collection as the basis for other compre-
hensive studies of Serbian modernism. ¥

Amna HoBakos
YBEXBAHO OKO: ITABJIE BEJbLAHCKU, ITATPOHAT U CPIICKE YMETHUIIE
Pesume

Bolen npujatesbcTBOM ca My3ejckuM KyctocoM Mutanom Kamanuaom (1895-1981), ciukapom Mu-
nanom Komosuhewm (1898—-1993) u cniucaresbuiiom, KpUTHYAPKOM yMETHOCTH U (heMHUHHUCTKUBOoM Vcuio-
pom Cekynuh (1877-1958), [TaBne bespancky je HanpaBuo 30MPKY jeAMHCTBEHY 110 CBOM (JOKYCY U HIMPH-
Hu. OBaj paj McTpaxyje YeTBPTUHY OBe 30upke: 46 npeaMeTa Koje ¢y HanpaBuie ceqam ymernumna. Ose
yMeTHHIlE cy noxalane mkony AHToHa AkOea y MuHXEHY, Kao M yMETHHYKY Koy Prucrte u bete By-
kanosuh y beorpagy nnu cy ce ynucane y ymerHuuku ctyauo Anjpea Jlora y ITapusy. OBo napaneixso
obpasoBame y Hemaukoj, Cpouju 1 @paHIycKoj MOJACTAKIIO je pa3Boj IBE MOCEOHE ECTETCKE TEME KOje je
(uHaHCH]CKU MOPkao besbaHCKM CBOjUM KymnoBrHaMa. TauHuje, MOPTPETH 00MUHUX Jbyau U3 CpOuje u
Tej3akKM BOjBONAaHCKHUX MOJHONPUBEIHUX IpeJielia IOCTAIN Cy OMUJBCHH OOJIHMIN H3pakaBamka — MONHU
BU3YEITHN OKBHUPH KOjH Cy YXBAaTWJIM CYIITHHY CPIICKOT JMYHOT U HAIIHOHAIHOT HieHTuTeTa. OBH IPU30pH
cy bespanckom, kao 00pa3oBaHOM, CBETCKOM YOBEKY, TOBOPHIIH 0 Haciel)y u oTayOnHm, a oBa je Be3a Omia
jomr GoyHUja 300T TOTra MITO je OH U3TyOHO ceaM YiaHoBa Oincke mopoauie y bombapaoBamy CriiajHIIa
1944. rogusne.

36 Tt would also be important to incorporate more recent literature on the artists in Beljanski’s collection once
these texts are available outside of Serbia. For example, Lidija Merenik’s 2006 book on Nadezda Petrovi¢, Vera
Risti¢’s book on Beta Vukanovié, Simona Cupi¢’s book on Natalija Cvetkovi¢, Ljubica Miljkovi¢’s book on Leposava
St. Pavlovié, Jasmina Cubrilo’s book on Zora Petrovi¢ and Tijana Pavkovljevi¢’s 2000 volume on Vidosava Kovacevic.
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ABSTRACT: The theme of the article is a part of the opus of Pavle Doki¢, a respect-
ful creator from Leskovac, a graphic designer and a painter, an establisher of a modern
approach to the problem of visual communications in applied art of South Serbia.

The rise of his achievements began at the end of the sixth decade of the last century
with his work on the posters for The International Fair of Textile and Textile Machines in
Leskovac. Over little more than two decades that he worked as a graphic designer for the
Leskovac Fair, he created remarkably valuable pieces in the field of graphic communica-
tions, which represent the peak of his creation, and at the same time, the golden period of
posters in Leskovac.

KEY WORDS: Graphic communications, Poster, Textile Fair, Transposition of a sub-
stantial message, “Hot” form of posters as media, Visually and semantically synchronized
elements of information, Mosaic effect, Logical and affective semiotic code.

The end of the sixth and the beginning of the seventh decade of the last century were
marked, in Leskovac’s cultural life, by the appearance of a few young creators, who did not
only stimulate the artistic life in it, but they also brought, coming from Belgrade, the reflec-
tion of the latest developments in the Serbian artistic scene. Their appearance and their ac-
tivities were, in a way, crucial for the development of the artistic life of the town.

Until then the artistic taste of the environment was formed by the painters and art teach-
ers of the Leskovac Grammar school, who had arrived between the two World Wars, from
both the Belgrade Art School, from the class of Beta Vukanovi¢, Ljuba Ivanovi¢ and Milan
Milovanovi¢ — Blagoje Pr. Stojanovi¢, Smilja Stojanovi¢ Tabak, Vandel Baduli and Branko
Doci¢, and The School of Arts and Crafts Zagreb — Milan Vrbic.

* The text about the posters created by Pavle Doki¢, a graphic designer and a painter, was written while working
on the project of the Matica Srpska “Artistic topography of Leskovac”, as well as during the project of the Ministry
of Education and Science of the Republic of Serbia “National and Europe” (number 177013).
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The time of Pavle Doki¢’s! arrival in Leskovac, the second half of the sixth decade, gave
encouragement for a more intensive artistic life in Leskovac, to the efforts of the creators, who
had returned to their hometown several years before his arrival, and especially to the painter,
Jovan Popovi¢ and to the talented graduates of the Art School in NiS. Soon after his arrival
Gmitar Obradovi¢ came to the town from the Academy of Applied Arts, and began to work
as a costume and scene designer in The Theatre of Leskovac, at the beginning, together with
Predrag Caki¢, who had already been recognized as a very inventive creator in the field of
theatrical staging, thus accomplishing extremely sensible creations, especially in scenography.

Bearing in mind Pavle’s work it seems necessary to stop here and go back a few years,
following the situation of the industry of Leskovac, not the situation of the artistic scene.
Despite the fact that a significant part of Leskovac’s industrial capacities had been moved to
other areas in Serbia and brotherly republics, Leskovac, and its leaders did not give up on the
name “Little Manchester”, given to it between the two World Wars precisely because of its
developed and successful textile industry, which was still very important and it was only
logical that at some moment the idea of Textile and Textile Machines Fair would appear; the
idea of the manifestation that was about to start the development of the textile industry in the
country. The first Fair of Textile and Textile Machines was held in 1953, and soon after, it got the
status of an international manifestation. In a couple of next years several objects were built in
Leskovac for the needs of the Fair. Of course, the most impressive one among them was the
Round Pavilion of the Leskovac Fair, the work of Milorad Cvetié, an architect, and Edmond
Bajec, a constructor. (MANEVIC 1999: 181)?

It is understandable that an ambitiously created manifestation had to have proper adver-
tising material: a poster, a catalogue of the exhibitor...

According to the present knowledge, which does not mean that it will not be supple-
mented with new data in the future, one of the first posters that were saved is a piece of work
of Branko Doci¢, an interwar painter from Leskovac. It is the poster for the Third Fair of
Textile and Textile Machines, held in 1955 (Fig. 1).

Creating the poster, Doci¢ presented ambitiously the spirit of the image of the interwar
textile industry of Leskovac. He divided the surface of the poster into several rectangular
surfaces, in which he wrote the texts giving the information about the manifestation, and he
used the largest surface for the visualization of the idea about the fair. There are several cor-

! Pavle Doki¢ was born in Macedonia, in Berovo, where his father served as a non commissioned officer in the
Royal Yugoslav Army. After the breakdown in April 1941, the family took refuge in Ribnica, near Kraljevo. In Octo-
ber 1941 his father was shot in Kraljevo and his family took refuge in Leskovac, where he spent his childhood, went
to the university and came back. He died in Leskovac, in August 2001.

In 1951 Doki¢ left the Faculty of Dentistry and out of the eighty applicants was one of the nine enrolled in the
Academy of Applied Arts in Belgrade. 5

There were nine of them during the first, preparatory year: Miodrag BadZovi¢, Mira Cohaci¢, Vladimir
Gorbunov, Voja Mati¢, Ika Pavlovi¢, Boro Liki¢, Pavle Doki¢, Zivojin Zika Pavlovi¢, and Jasmina Bozin.

Next year, Pavle Doki¢, Boro Liki¢, Jasmina Bozin and Zika Pavlovi¢ enrolled in the Department of Decorative
Painting. The others from the group enrolled in other departments at the academy. Badzovi¢ enrolled in the Depart-
ment of Sculpture, Mira Cohaci¢ in the Department of Costume Design, Gorbunov in the Graphic Design Department
and Voja Mati¢ and Ika Pavlovi¢ in the Department of Architecture.

2 Milorad Cveti¢, an architect and a free creator, is the author of highly noted works, The Fair Stand in Leipzig
(1960), The Fair Pavilion in Damask (1960), and the Fair Stand in Chicago. More details in: Zoran Manevi¢, Leksikon
srpskih arhitekata XIX i XX veka, Beograd 1999, 181.

230



* THE BIRTH OF MODERN GRAPHIC DESIGN IN SOUTH SERBIA. PAVLE POKIC’S...

responding symbols in the idea: two globes

with the focus on the territory of Yugoslavia

and on the dot (Leskovac), from which, lean-

ing its top on it, rises a cone with grooves, .
around which Yugoslavian tricolor with a 1
five pointed star wraps spirally. The cone

ends in Latin letters TS (TF) and a factory -
chimney in the middle.

Docié’s poster is, essentially, full of de-
tails. The text and, for graphic communica-
tion, too many visual symbols are placed in : -
it. But despite the details the poster has clar- DQ[{ ” I{‘
ity and readability and presents the precious D724 YU
visual testimony of the first years of this ' {;'j 5 5
textile manifestation. :

Pavle Doki¢’s first job, after his return
in Leskovac, was working as “a painter of
applied arts of International Fair of Textile
and Textile Machines in Leskovac®”, which,
in a certain sense, meant the elaboration of his
first accomplishments in the field of graphic
communications.* -

The first Poki¢’s today well-know post-
er, the poster for the Sixth International Fair
of Textile and Textile Machines, was present- ) o ) ,
cdin 1958 (g 2) Compated 10 The mode.o 1, ek D P o s P
communication in the field of graphic com-
munications of that time, Pokié’s solution
was a huge step forward. Doki¢ presented his bold creation, made with a subtle feeling for a
detail representing the textile manufacturing process, which he brought to the macro level,
keeping, at the same time, its connection with the whole, turning it into a clearly recognizable
symbol of textile industry.

The starting idea was “the path of cloth” from the moment of setting a shed through
which a shuttle with a weft is passed, to the moment when cloth comes out of a loom as a
concrete material. In the centre of the poster, in the axis of the composition, embedding them

3 The decision of the International Fair of Textile and Textile Machines about the employment of Pavle Dokic,
of 26 December, 1958, in Leskovac, is kept in the archive of the family.

4 In a certain way, since Pavle had been working for the Fair before he accepted the job officially. This is sup-
ported by the textual identification of Leskovac Fair Ltf. Actually, the decision about the employment was written on
the memorandum with the textual identification on it, which was on the seal that certified it, and the decision itself,
of December 26, 1958, says: “according to the terms of this decision the salary payment starts on December 1, 1958.”
This means that in the meantime Doki¢ had already been employed as a consultant on the preparation of a complete
visual identification of the Textile Fair, by creating a textile logo for the Fair, which was placed everywhere: in the
poster, invitations, memorandum...
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effectively into the primary structure of the
expression, he set, vertically, several symbols:
a gear as a universal symbol of industrial
manufacture, a shed, a shuttle and a weft that
in the interaction with the shed participates
in the process of weaving.

He intensified the chromatic structure
of the poster to its utmost intensity by a well
balanced collision of the yellow basis of the
poster and the combination of the blue, white,
and red details of the cloth that is in the pro-
cess of its creation, thus associating it with
the colours of the national flag.

He divided the textual part into two
units. In the upper right corner he put the
sign for the Leskovac Fair, Ltf, which he had
already formulated, with the date and the year
in which it was held. It was only logical, since
the manifestation was international, to use the
Latin initial letters of the phrase: Leskovac
Textile Fair as the basis for the sign. He styl-
ized the horizontal line over the letter t in the

m Ed u “ aru u “l shape of the wings on the Helmet of Hermes,
saJam mksnla l emphasising thgt definite semantic charac-
Iek-st“nl_h mas“‘ﬁ teristic of the Fair as a place of commerce, and

he set the second part of the text (The Sixth

Fig. 2. Pavle Doki¢, Poster for the sixth Fair of Textile — International Fair of Textile and Textile Ma-

and Textile machines in Leskovac in 1958. chines) horizontally in the lower part of the
poster, finishing the unit effectively.

The sign of the Leskovac Textile Fair demonstrates all the characteristics of Pokié’s
critical approach to the idea, its elaboration and the problem of the transposition of the verbal
into the visual sign. He didn’t even try to create the sign using the string of symbols which
should suggest all the age and the tradition of the textile industry in Leskovac. He didn’t do
that because that would have taken him in a completely different, descriptive direction, which
is unknown to the principles of reduction in graphic design.

The posters for the Fair manifestation created afterwards show his improvement in de-
sign year after year, and at the same time they show that he was well informed about the cur-
rent trends in the field of visual communication in Europe.

Each of the posters created during the almost twenty-year period of his engagement in
graphic communications in textile industry shows remarkably serious approach to the problem
and to the elaboration of the idea. There are, in his legacy, a lot of sketches that represent the
idea that can sometimes appear in a jiff in a creator’s mind, a lot of elaborations of the initial
idea, merciless deleting of everything that was redundant and descriptive in the elaboration
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of the idea. Doki¢ always bared in mind the
fact that in the formulation of the poster there
has to be a well balanced relationship among
several givens important for that form of
visual communication. It was important to
achieve a resonant relationship between the |
need for the reduced constructive structure
of the primary structure of the poster and
the elaborated system of the consequently
defined symbols, chromatic dynamics, and
the semantic level of the poster as a whole.
In a word, to bring the poster to the level at
which the primary message that exists in it
connects harmoniously with the principles
of visualization — to create a whole out of the
subject and its evocation, out of the theme of
the poster and his own highly sophisticated
feeling for the final visual effect, but to
achieve the function of an effective means
of communication, as well.

Dokic’s superior skill of elaborating
posters wasn’t unnoticed by the professional  *
public. In a today almost forgotten magazine,
intended for the purposes of the improvement
of Yugoslavian graphic industry — Graphic

work (Fig. 3), a critical review of the poster for w M En u H AR n n H l SNA‘!A"
INA

the Seventh International Fair of Textile and
TEKSTILA | TEKSTILNIH

Textile Machines in Leskovac appeared:

“Here, as well, the means have been mi- ] g ;
raculously atonalized. One parly unolled %% Pl Do Fostr s st Fi of
roll of textile material forms two important
elements of the poster with a single move:
the number 7 (the seventh fair in a row) and a woman figure. The head is an industrial symbol
— a gear, and the type of industry is represented by a shuttle which has the function of a lamp,
and it is located on the palm of the hand which ends the horizontal line of the number 7. The
whole figure (with an excellent emblem) [the author defines the term emblem as Ltf, a logo-
type for the Leskovac Fair — S. M.] is set in the space tastefully deprived of and free of any
other details. The text is located at the bottom of the figure. This poster, as well, radiates
gentleness, gracefulness and poetics. In general, this is a piece of art that celebrates its author
and, at the same time, represents a significant contribution to our achievements in this form
of graphics.” (M. D. 1959)

Maybe one of the most beautiful and the most effective examples of the synchronicity of
the idea, sensibility, general culture and consequent articulation is represented in Pokié’s

—
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poster for the Eighth International Fair of Tex-
tile and Textile Machines in 1960 (Fig. 4).
His solution for the dynamic of the compo-
sitional scheme is the diagonal of the arm,
balanced with the oppositely oriented and
milder diagonal of the roll of the material,
formulated like a suitcase with the sign Ltf
— Leskovac Textile Fair. In terms of symbol-
ism, he used stylized feathers from the
wings on the Helmet of Hermes on the
sleeve of the traveller. He put the text THE
EIGHTH INTERNATIONAL FAIR OF
TEXTILE AND TEXTILE MACHINES
vertically, in length, thus avoiding the “en-
trance” of the text into the symbolically
visual surface of the poster.’

It goes without saying that the work of
Pavle Doki¢ is not represented only by his
work on the posters for the Leskovac Fair of
Textile and Textile Machines®. Pavle Poki¢’s
work did mark the golden age of the Lesko-
vac Fair (Fig. 5, 6), but in parallel, and after
that, he had a series of other projects in the
field of graphic communications.

Pokic’s perception of a poster as me-
dia, more accurately, his perception of the
accordance between a poster with its re-
duced visual and verbal structure and our
senses and power of decoding the information it offers (Markovic 1984)" is highly important
in his approach to the phenomenon of the transposition of a substantial message into a visual
code. He is a representative and a demonstrator of the so called “hot” (MacLuHAN 1964) form
of a poster as media. That actually means that his visual message has a greater density, that
is, it contains a denser informational substance. Therefore, it has a greater number of visual
and semantically synchronised elements of information that have to be decoded and in that
process a clearly defined meaning of the visual message is to be found.

Fig. 4. Pavle Doki¢, Poster for the eight Fair of Textile
and Textile machines in Leskovac in 1960.

5 Doki¢ elaborated the idea for this poster in 1957, but he carried it into effect in 1960, working on the poster
for the eighth textile fair.

¢ He worked for the Fair until 1971, then he worked for the design studio of the Chemical industry “Nevena” in
Leskovac, then for the Pioneer Home, where he worked with young talents, and he finished his career as a designer
in the Agro-Industrial Complex “Delises” in Vladi¢in Han, working on a complete design for a production pro-
gramme of the juice factory.

7 Pokié’s relation towards a poster and the phenomenon of the transposition of a substantial message into a
visual code could be seen, in a chronological continuity, at his poster exhibition held in the National Museum Gallery
in Leskovac, in 1984 (Markovi¢ 1984); he exhibited together with Bora Liki¢, a professor at the Academy of Applied
Arts in Belgrade, teaching poster design.
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S=TX-JIFLN-THET

LESKOVAL

1 7 = A TS

|X INTERNATIDNALE TEXTIL Xl MEDUNARODNI SAJAM

UKD TEXTILMASCHINEMMESSE TEKSTILA | TEKSTIINIH MASINA
YUEOSLAWIEN
Fig. 5. Pavle Doki¢, Poster for the nineth Fair of Fig. 6. Pavle Doki¢, Poster for the thirteenth Fair of
Textile and Textile machines in Leskovac in 1961. Textile and Textile machines in Leskovac in 1965.

The use of posters as a means of communication, in Doki¢’s perception, and generally in
graphic communications, requires a two-sided effort. The one is made by a creator, who takes
the role of a sender of information, who has to visualise primary information, supplement it
with a text, code it and reduce it to a level understandable to a recipient. Such a relation rep-
resents a ,,hot” communication; the sender has an active role because he/she gives a meaning
to the entire project. Of course, the recipient has his/her own role in the process, being in-
cluded in the process of communication by making an effort to decode and understand the
message in front of him/her, to perceive its meaning, starting with the signs that, when con-
nected, give a complete meaning to the message communicated by this graphic form of com-
munication. At that moment, in every graphic communication, to a greater or lesser extent,
appears the “mosaic” — effect or — the so called — “puzzle” — effect, that is, the process which
reveals the meaning of a visual message by placing each and every sign properly.

In Boki¢’s case, in the process of creating a project, there is, in a poster, a logotype, and
in a typographic sign, a constant insistence on a balance establishment, which implies a con-
nection between a logical and an affective semiotic code in the process of creation. Using the
logical principle of communication the creator performs the process of the apperception of
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objective world segments, closed by intellect in a certain system of relations. The affective
principle, on the other hand, expresses an intimate and completely subjective relation towards
a topic or a task in front of him. It is actually in the affective, that is, aesthetic, semiotic code,
which is very important in the process of creation in the field of graphic communications,
where the complex problem of the transposition of the objective/historical world segments
(project “Heba®”) into the system of the symbols, used by the creator, that is, by his piece of
work to communicate with a recipient of the information, is resolved.
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Cphan Mapkosuh

PABABE MOJJEPHOI' TPAONYKOI" ANU3AJHA V JYKHOJ CPBUJN.
ITJTAKATHU 3A JIECKOBAYKH CAJAM TEKCTUJIA ITABJIA BOKNHhA

Pesnme

AyTop ce y Harucy 0aBu jeTHUM JIeJIOM oIrryca rpaduukor au3ajuepa u caukapa Ilasna Hoxuha, crea-
paoria Koju ce 1o yMeTHUYKUM JOMETHMa M BpEMEHY Y KOjeM CTBapa, a ped je O MIECTO] ¥ CEMO] ACLCHH]H
MIPOIILIIOTa BEKa, MOKE CMaTpaTH jeTHUM O] yTeMeJbiBada MOIepHOT rpadudkor au3ajHa y Jyxxuoj Cpouju.

HM3y3eTHO MECTO y F5erOBOM OITyCy IpHUIIajia IakaTuma 3a MelyyHaponHu cajaM TEeKCTHIIa U TEKCTUII-
HUX MaIrHa y JICCKOBILY, IITO Cy HACTajajIu OJ] Kpaja MeAeCeTHX JI0 Kpaja cenaMIAeCeTUX TONHA. YIIPaBo
10 lUMa — 10 BbUXO0BOj BpeqHOCTH, Dokunh criaja y pen 3Ha4ajHUjuX CPICKUX rpaduyKux Au3ajHepa Tora
BpeMeHa.

VY npouecy paja Ha rpahUUKUM KOMYHHUKaIMjaMa H3y3eTHO CaBeCHO Je(hMHMIIe OCHOBHY Hejy. [Tyt
JI0 KOHAYHOT peLIeHha je IyT, TPaXKu MHOTO pasMHUIIbamka, IyHY KOHIIEHTPALH]y Ha Ipo0JieM, YCKIahuBame
PasTUYUTHX 3HAKOBHUX CErMEHAaTa KOjH Y9eCTBY]Y y KPajib0j IOPYLH M KOMYHHKAIIUJH ca TIETA0LEM,
0e30p0j BapujaHTH, HEMHJIOCPIHO OJCTPamUBAE CBEra IITO je CYBUIIHO Ja OU ce JOILIO 10 KOHAYHOT
peliemna.

8 There is a complete set of materials related to the creation of the “Heba” sign, in Doki¢’s legacy. The serious-
ness of the approach to the problem of creating a label for the sparkling water is clearly seen in this material: firstly,
in determining the name of the Helenian goddess, then in researching the archaeological heritage and establishing a
communicational level with the idea and in carrying the idea into effect. It is exactly the transposition of the idea into
the visual sign, the process of removing redundancy from the image of the goddess Heba, the establishment of an
interactive relationship between the visual sign and the textual part, and the joining of all the segments into a single
unit that shows the seriousness with which Doki¢ started the project. Today, the sign is completely devastated. The
process of devastation took place gradually: from the detail with a minimized image of the goddess Heba, which
existed on the redesigned label, to its complete removal from the label. That is, unfortunately, a common practice of
disrespecting the tradition in our culture.
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ABSTRACT: In the period 1928-1933 exhibitions held at Cvijeta Zuzori¢ Art Pavilion
were among most important events that determined the direction of the interwar Belgrade
architecture. Intertwined with the strong influence of new forms and ideas, they made it
possible to comprehend all the stylistic preferences in contemporary architectural practice.
Accompanied by criticism in newspapers and journals, architectural exhibitions became
significant conceptual corrective and important factor in the promotion and affirmation of
modern architecture.
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Narrative of an architectural exhibition and its contextualization in historical and cultural
discourse is important for the research of architectural trends. Architectural exhibition as com-
plex system of representation transmits various information often used for materialization of
cultural messages. Decoding the contexts of an architectural exhibition is essential for under-
standing the communication features carried out with a recipient. Because, extending to socio-
cultural aspects and area of mass information, architecture has an ability like no other art form
to become the fundamental instrument in creation and institutionalization of new identities.

THE CVIJETA ZUZORIC ASSOCIATION OF FRIENDS OF ART

The economic and social changes between two World Wars, characterized by rapid pop-
ulation growth and uncontrolled urbanization, presented complex challenge to architectural
practice in Belgrade. The period 1928-1933, in the face of political and economic crisis that
followed 1929 Parliament dismissal and dictatorship, was marked in part by sudden and crucial
need for social stability. Consequently, situation induced a state of affairs that has reflected as
dynamic struggle among the traditional and modern in all aspects of life. Art and especially
architecture paralleled these changes in society with intricate interplay of national and Euro-
pean influences.
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In that environment, and following the initiative of Branislav Nusi¢, then head of the Art
Department of the Ministry of Education, in 1922 Cvijeta Zuzori¢ Association of Friends of
Art' was formed (Bacun 1988; Byuetun MaaaeHoBus 2003; IlepoBun, KEneMEH 2011).
Named after famous poetess and patroness of art from Dubrovnik Cvijeta Zuzori¢ (1570—
1648), the Association thereby accentuated its primary mission of creating better social con-
ditions for the development and affirmation of arts. The Association had three sections: for
fine art, literature and music; and in order to provide appropriate space for these activities,
pressing issue was the building of Art Pavilion.

ART PAVILION IN BELGRADE

In 1925. Ministry of Education has announced open competition for the conceptual design
for the Art Pavilion in Belgrade. Proposed site was next to the Princess Ljubica’s Residence,
the most striking example of Belgrade’s residential architecture from the first half of the 19t
century. Although rules have not specified the stylistic concept of the Pavilion, it was empha-
sized that external architecture should be in harmony with the surroundings (Koyun 1979:
205-206, 252). The first prize went to Branislav Koji¢ (Fig. 1), second was Milan Zlokovi¢ and

i

i

Fig. 1. Branislav Koji¢, The Art Pavilion in Belgrade, competition project, 1925.
(Politika, 31** October 1925, 16)

! The founders were Ana Marinkovi¢, Emka Krstelj, Olga Stanojevi¢, Tonica Ribnikar, Leposava Petkovié,
Angelina Odavi¢, Darinka Nusi¢, Teofanija Bodi, Bosa Petrovi¢, Mara Tesi¢, Krista Dordevi¢, Lala Tesi¢, Radmila
Bajloni, Divna Popovi¢, Sonja Buli¢, Branislav Nusi¢, Todor Manojlovi¢, Marko Car, Branko Popovi¢ and Miloje
Milojevi¢. The first President of the Association was Ana Marinkovi¢, then a number of years Olga Stanojevi¢ and
finally Krista DPordevi¢.
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third joint work by Branko Krsti¢ and Zarija
Markovi¢ (byppeBUR 1996: 16). According to
Koji¢ himself (1979: 206), he implemented
the structural motifs of Princess Ljubica’s
Residence, the concept well received as the
first attempt to convey past centuries secular
architecture of the Balkans as a contemporary
assignment. However, Belgrade Municipality
changed the building location to Mali Kale-
megdan, near walls of Belgrade fortress. Koji¢
adapted design, but remained stylistically
consistent. As he later recalled (1979: 206), the  Fig. 2. Branislav Koji¢, The Art Pavilion in Belgrade,
head of the Belgrade Municipality Kosta Ku- 1925-1928 (Courtesy National Library of Serbia)
manudi turned down project on the grounds

that the Art Pavilion looked like a “road tavern,” recommending “appearance of the building
in stylistic or similar classical architecture.” Once again in 1927 architect revised plans, and
opening ceremony was held on 23" December following year (Fig. 2).

Koji¢ created a unique spatial concept, structured for polyvalent programs like art exhi-
bitions, literature events and concerts by incorporating “vestibule and small hall, surrounded
by adjoining premises, placed symmetrically in relation to the main hall“ (TomEeBa 1998: 23).
Jovanovi¢ noted (2001: 76) “potency of post-Art Nouveau or in fact Art Deco message” and
imposed academicism only in the accented columns with ionic capitals on the front facade,
ascribing that to “ironic phrase of a young architect, whose spatial concept was far from antiqg-
uity.” Interior, designed by architect Danica Koji¢ with vestibule ceiling paintings by Zivorad
Nastasijevi¢ and Vasa PomoriSac’s stained glass above the entrance (Kawauun 1968: 117;
TomEeBa 1998: 23), was radically changed in 1975.

ARCHITECTURAL EXHIBITIONS AT THE ART PAVILION 1928-1933

The Cvijeta Zuzori¢ Pavilion, from the very beginning, produced changes within Belgrade
society by altering social dynamics and promoting new cultural models. In the short span
between 1928 and 1933, Art section presented 76 exhibitions of foreign and domestic artists
(Byuetuh MuasienoBrs 2003: 50). Autumn Exhibition for Belgrade artists and the Spring one
with participation of counterparts from Kingdom were organized every year. Several art groups
exhibited regularly: Lada, Oblik (Form), Zograf (Zographer), Russian Art Group K.R.U.G.,
the Group of Architects of the Modern Movement (GAMM), and a number of independent
artists. In order to show ideas and tendencies of current art in other countries, also were held
exhibitions of Contemporary British Art in February 1929, and the Contemporary French Art
during December following year. At the German Contemporary Art Exhibition held in April
1931 participated architects among whom were Peter Behrens, Walter Gropius, Ludwig Mies
van der Rohe, Erich Mendelsohn, Hans Poelzig, Otto Wagner, Max and Bruno Taut. They
displayed 140 photographs — selection of contemporary architectural practice, from schools,
factories and hospitals to residential buildings (ITorioBun 1931: 54, 61).
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The Pavilion was officially inaugurated with the First Autumn Exhibition, opened from
30" December 1928 till 30™ January 1929. As expected, the manifestation has attracted wide
attention of cultural community and critic. Distinguished art critic Branko Popovi¢, architect,
painter, and a member of Oblik, published two comprehensive overviews. He analyzed archi-
tecture of newly built Pavilion, considering wrong the decision to integrate into single object
areas for exhibitions, concerts and literature events, which in his opinion led to dysfunctional
space. Popovi¢ argued (1929a: 212) that contemporary art gallery building is functional, with-
out ornamental decoration and expensive materials so “the external architecture present
only internal structure of the most sincere way. [...] Sole décor inside should be exhibited art.
Therefore exhibition building need to have a number of smaller and larger spaces with bare
walls, glass ceiling, installations for fast change, movement and rearrangement of walls and,
in particular, the installations for light regulations”.

At the First Autumn Exhibition, Belgrade architects Milan Zlokovi¢, Branislav Koji¢,
DusSan Babi¢, and Jan Dubovy for the first time introduced themselves as a group, just a month
after founding the Group of Architects of the Modern Movement* (Koyus 1979: 169—-198;
MaNEvIC 1979a; BLacoievic 2003). Zlokovié¢ exhibited competition project for Kolarac Univer-
sity building, railway station and one from The International Exposition of Modern Industrial
and Decorative Arts in Paris (1925). Nevertheless, projects far from Modernism were shown,
like Zlokovi¢’s Pantheon, church near Gradac monastery and Koji¢’s old house in folkloristic
manner. Babi¢’s projects for Sarajevo (now lost) were also there and Dubovy’s various works
including agricultural buildings (MANEvIC 1979a: 99—100; MaHEBUR 1979b: 214). When it
comes to appearance and reception of Belgrade’s proponents of modern architecture, one can
argue the impact they made considering stylistically heterogeneous work displayed. Contem-
porary critics mentioned architects, without naming their projects. Modernist-oriented Branko
Popovi¢ wrote favorably about their exhibited works (1929b: 305) noting stern aspiration for
purer architectural solutions and restoration of ties between our architectural production and
one in European centers.” Sculptor Sreten Stojanovi¢ (1929: 7) complimented formation of
GAMM but disproved “great outstanding originality in the treatment of their projects.” Milan
KaSanin, another prominent art critic had similar opinion. He rightfully observed (1968: 121)
small number of architectural projects and concluded, “according to them nothing can be said
about the aspirations and the results of our architects.” However, at the end also said: “Fortu-
nately, it is known that the Milan Zlokovi¢ and Branislav Koji¢ are talented planners who have
raised a number of interesting buildings.”

GAMM members have participated at the following Spring Exhibition, held in May same
year. As stated in the catalogue, alongside Jan Dubovy, Milan Zlokovi¢ and Branislav Koji¢
exhibited Veljko MiloSevi¢ from Belgrade, and Vilko Ebert and Puri¢ Pothorski from Zagreb
(ITponETHA M3N0KBA 1929; MANEVIC 1979a: 101). Regarding the reception of architecture,
compared to previous exhibition, situation was even more discouraging, so Vreme newspaper

2 Milan Zlokovi¢, Branislav Koji¢, Dusan Babi¢, and Jan Dubovy formed GAMM on 12" November 1928 in
Belgrade with the aim of promoting contemporary principles in architecture and decorative arts. Many Serbian archi-
tects were members, among whom Branko Maksimovi¢, Petar and Branko Krsti¢, Mom¢ilo Belobrk, Svetomir Lazi¢,
Vojislav Simi¢, Dura Borosi¢, Zivko Piperski, Dragomir Tadi¢, Branislav Marinkovi¢, Dragan Gudovi¢, Miladin
Prljevié, and DragiSa Brasovan. GAMM was disbanded on 12" February 1934.
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critic only singled out Zlokovi¢ and Koji¢ (ITeTpoB 1929: 4). This almost ambivalent attitude
toward architects and architecture during formative year of the Pavilion could be partialy
explained by an episode occurred in the autumn 1929, when Art section unsatisfied with the
performance of architectural jury, regarding submission of paintings and sculptures, decided
to separate, justifying decision with harsh words that architects “let dilettantes pass.” Milan
Mini¢, as representative of the Architect’s Club in the Association accepted the wish of Bel-
grade’s painters and sculptors (MaHEBUR 1979b: 213). Following this, after 1929 architects no
longer participated in Spring and Fall shows.

Few months before mentioned split, GAMM was already on the clear path in promoting
principles of modern architecture. In the Art Pavilion on 9" June 1929, GAMM as organizer
opened the First Salon of Architecture, the first exhibition of contemporary architecture in
Belgrade during interwar period. As Milan Zlokovi¢ highlighted (according to Kojun 1979:
194) GAMM, as supporters of new movement, have invited all Belgrade architects, regardless
of orientation, in order to call the attention on more complete image of “individual schools”.
Among 22 architects/teams® and 262 works Koji¢ listed (1979: 185-193) were also repre-
sentatives of Serbian national style Momir Korunovi¢, Milica Krsti¢ and Jezdimir Denic.
Four sculptors submitted work (Vladimir Zagorodnjuk, Zivojin Luki¢, Petar Palavi€ini,
Sreten Stojanovic), also nine painters, including Roman Verhovskoj, Vasa Pomorisac, Mladen
Josi¢ and Nikola Besevi¢. Even though Salon was named architectural, once again architects,
painters and sculptors exhibited together. Furthermore, alongside GAMM members partici-
pated supporters of national style and academicism in architecture, giving the visitors unique
opportunity to perceive and compare all the headings of Belgrade’s architecture. Although
contemporary ideas were presented (Koji¢’s Interior a la Corbusier, Dubovy’s Triangulation
Point of Belgrade, Zlokovi¢’s own house and project of railway station) most of the exhibit
reflected prevailing eclectic notions (BLagojevi¢ 2003: 62).

On the first independent exhibition of the Artistic Group Oblik,* (Rozi¢ 2005) organized
from 15" December 1929 until 4™ January 1930 in the Pavilion, as guests participated archi-
tects with 34 works presented. Those architects were all GAMM founders (Zlokovi¢, Babi¢,
Dubovy, Koji¢), Petar and Branko Krsti¢, and Nikola Dobrovi¢ who never joined the GAMM
but shared their standpoint (Katasor 1929: 14-15). Architect Purde Boskovi¢, researcher in the
fields of history of architecture, art and protection of cultural monuments, and one of the most
engaged interpreters of Belgrade’s interwar architectural development, critically analyzed
exhibited architecture. In a comprehensive review in which strived for the cessation of all
possible styles of the past (1930a: 214, 215), he discussed displayed work, but taking into con-
sideration the overall development of architecture, wrote about the changes of form brought

3 Dusan Babi¢, Mateja Bleha, Aleksandar Vasi¢, Jezdimir Denié¢, Jan Dubovy, Vojislav Poki¢, Milan Zlokovic,
Branislav Koji¢, Momir Korunovi¢, Milica Krsti¢, Svetomir Lazi¢, Dimitrije Leko, Zarija Markovi¢, Veljko MiloSevi¢,
Milan Mini¢, Vojin Simi¢, Dragomir Tadi¢, Gojko Todi¢, Ljubica Todorovi¢, Janko Safarik, Branislav Risti¢ and team
Mihailovi¢ — Petrovic. 5

4 Formed in 1926 by Branko Popovi¢, Jovan Bijeli¢, Sava Sumanovié¢, Petar Dobrovi¢, Veljko Stanojevi¢, Petar
Palavi¢ini, Toma Rosandi¢, Sreten Stojanovi¢ and Marino Tartalja, Oblik aimed for inclusion in modern European art
trends and was an essential element for the affirmation of modern art in Serbia. Due to orientation, many artists later
joined, including architect Nikola Dobrovi¢ (1932), also Zlokovi¢, Dubovy, Koji¢ and BraSovan (after dismissing
GAMM in 1934). Oblik held 16 exhibitions in Belgrade, Split, Skopje, Sarajevo, Zagreb, Ljubljana, Banja Luka,
Sofia, Prague, Plovdiv, and Thessaloniki and was active until the Second World War.
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by reinforced concrete. He also noticed Western influences through Paris and Prague. Dobrovic’s
Southern villa, Milan Zlokovi¢’s plan for a factory and villa Mozer in Zemun, Koji¢’s Sanitary
Institute in Sarajevo and projects by architects Petar and Branko Krsti¢ (drafts for ossuary
and villa Mili¢evi¢) had perfect balance and harmony in his opinion (1930a: 216, 217). Mem-
bers of Oblik and GAMM exhibited previously at the First Salon of Architecture, and on this
show, that cooperation resumed.’ It was an opportunity for supporters of modern architecture to
display with artists that shared same perspectives on contemporary art scene, so they carefully
selected architectural projects for presentation. Exhibition of Oblik was obviously organized
with the intention to accentuate undergoing modernization of Serbian society and culture, in
order to fit into current European context. Moreover, being the crucial part of the process,
modern architecture received affirmative criticism.

Russian painters, sculptors and architects formed Art Group K.R.U.G.® (KaanieBun
1994). Their First Exhibition was held in April 1930 in the small hall of the Pavilion. Architect
Viktor Lukomski presented two projects carried out in Belgrade: the Royal Palace (built in
cooperation with Zivojin Nikoli¢) and Avala Hotel. He also exhibited drafts for Army Head-
quarters Building. Ivan Rik showed designs for memorial chapel and several paintings (Ka-
JWIEBUR 1994: 296-297). In March following year, with guest artists, K.R.U.G. held Second
Exhibition, this time in main hall. Sreten Stojanovi¢ in his overview briefly mentioned (1931: 6)
architectural works. He noted interesting project for Palace of the Vardar Regional Government
in Skopje by Lukomski and Rik, and emphasized the quality of Andrej Papkov’s projects.
Exhibitions of K.R.U.G. were primarily means of introducing younger generation of Russian
artist to the public, and in that context, had minor influence on the main course of interwar
architecture in Belgrade.

Architect Nikola Dobrovi¢ with his brother Petar, painter and Risto Stijovi¢ sculptor, in
November 1930 held a joint exhibition at the Art Pavilion (Fig. 3). Event was accepted with
enthusiasm from the public but also prominent critics like Milan Kasanin, Todor Manojlovig,
Desimir Blagojevi¢ and Burde Boskovi¢. In Kasanin’s (1930: 554) opinion Nikola Dobrovi¢
“is a supporter of newest ‘cubism’ architecture, fostered especially in the Netherlands, Germany
and the Czech Republic. This architecture rejects any external decoration and goes for pure
forms, and is extremely intellectual.” Todor Manojlovi¢ had similar opinion, saying that work
of Nikola Dobrovi¢’s austere and monumental style results from the new architectural mate-
rial — concrete and operate in “pure, large geometric forms and masses — cube, square, ellipse,
spiral” (MaHoutoBus 1930: 4). The daily newspaper Vreme in addition to review of Todor
Manojlovi¢, released the following day another critique written by Purde Boskovi¢. Unusual
step of editorial board demonstrated that exhibition truly left a positive impression in the
cultural community. After affirmative attitude toward Petar Dobrovi¢’s paintings and sculp-
tures of Risto Stijovi¢, BosSkovi¢ focused on analyzing the architectural projects of Nikola

5 Architects, as guests (before joining) rarely took part at Oblik’s exhibitions. Nikola Dobrovi¢, whose brother
Petar was member of Oblik presented on Fourth in Skopje (1930); Koji¢ and Zlokovi¢ on Tenth in Belgrade (1933).

% On first exhibition of K.R.U.G. in 1930 participated Aleksandar Bikovski, Ananije Verbicki, Vladimir Zedrinski,
Vladimir Zagorodnjuk, Vladimir Predajevi¢, Ljudmila Kovaljevska — Rik, Ivan Rik and Viktor Lukomski. Joined by
architect Andrej Papkov, members again exhibited folloving year (except Predajevi¢), with guests Ivan Lucev, Pavle
Froman and Pjer Krizani¢.
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Dobrovi¢ that filled the entire small hall of
the Pavilion. At this exhibition, Dobrovié¢
also offered winning competition project for
Terazije Terrace in Belgrade. Boskovi¢, even
while commending overall design, observed
accentuated horizontality. In Dobrovic’s ar-
chitecture, he envisioned “harmony, rhythm,
balance of masses — everything resolved in
a completely logical, consequent manner,
based on the constructive possibilities” (1930b:
6). Undoubtedly, as all critics highlighted,
Nikola Dobrovi¢’s architecture was among
the purest examples of modernism presented
in the Pavilion untill then. In comparison
to contemporary tendencies of Belgrade’s
architectural practice, it was far more pro-
gressive in acceptance of aesthetic criteria
of international modern movement, and set EEEATHAMON
firm further guidelines. HEIMEBE

Exhibition entitled the First Exhibition
of Contemporary Yugoslav Architecture was
opened at Cvijeta Zuzori¢ Pavilion from 18"
to 26" February, and was regarded as the
most significant and influential architectural
e.Xhlbltlon mn Belgrade d_urlng 1nterw§1r pbe- Dobrovic, Risto Stijovic¢ and Nikola Dobrovic,
riod. Qrganlzer was again GAMM with, as Cvijeta Zuzori¢ Pavilion, 9" November 1930
stated in the Catalogue (U3n0xsa 1931: 3) (Courtesy ULUS Archive)
“collaboration of the Architects Club from
Ljubljana and the Circle of Architects from
Zagreb.” In the Catalogue 174 projects were listed, and from Belgrade participated members of
GAMM: Dusan Babi¢, Pura Borosi¢, Dragisa Brasovan, Jan Dubovy, Branislav Koji¢, Petar
and Branko Krsti¢, Mihajlo Radovanovi¢, Milan Sekuli¢, Dragomir Tadi¢, Milan Zlokovié, only
Vojin Simi¢ did not exhibit. In addition, work presented by Josif Najman, regarded as modernist,
Branislav Marinkovi¢, Jovan Jovanovi¢ and Zivko Piperski, as interns (MaHEBUR 1980: 275,
278). Branko Popovi¢, Branko Maksimovi¢ and Durde Boskovi¢, stressing the importance of
modern architecture for development of our community, all wrote affirmative criticism.
Maksimovi¢ gave in Politika newpapers extensive three-part critique. Projects were displayed
in a way that was immediately possible to observe directions of architecture in all three cities, he
noted (1931a: 5), adding it was a serious relapse that most Belgrade architects did not exhibit
plans. He positively assessed work of GAMM members (1931b: 8), including Dragisa Bra-
Sovan’s Yugoslav Pavilion at Milan Fair, Palace of the Danube Regional Government in Novi
Sad, and Jan Dubovy’s Complex of Astronomical Observatory in Belgrade (Fig. 4). Another
overview written by Purde Boskovi¢ was published in two numbers of daily newspaper

Fig. 3. Catalogue front page of Exhibition of Petar
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Vreme and was intended for wider audi-
ence, so the author at the beginning ex-
plained the historical development of
architecture. Once more he reiterated posi-
tion expressed earlier in the year regard-
ing modern architecture at the exhibition
of Oblik, that the principles of contempo-
rary architecture have not changed, only
expressed in the new construction ma-
terial — reinforced concrete (1931a: 5). In
second part, he analyzed exhibited works
(1931b: 5). In excellent projects by Dusan
Babi¢ he noticed overemphasized hori-
zontality (Proti¢ villa) or sculpture set to

the Astronomical Observatory in Belgrade, photograph inadequate place (Lektres Building and

(Courtesy Cultural Heritage Preservation Institute _UYEA Buildipg). Although l‘eft pQSitiVe
of Belgrade) impression with the modernist oriented

critics, this show revealed also some short-
comings. As Manevi¢ remarked (1979a:
154) there was no special preparation, architects exhibited what had, often “copies of the plans
reduced to the size of a postcard. Thus, one author could on one square meter of exhibition area
present his entire oeuvre.” Regardless of that, irreversible process of change in aesthetic per-
ception reached a peak. In terms of acceptance and influence of GAMM members’ projects on
First Exhibition of Contemporary Yugoslav Architecture, their architecture (Yugoslav Pavilion
at Milan Fair, Astronomical Observatory in Belgrade, etc.) transferred into mainstream.
Two years later, the Second Exhibition of Yugoslav Contemporary Architecture was
organized in the Pavilion. When it comes to Belgrade architects, all members of GAMM took
part except Simi¢ and Sekuli¢. Even though GAMM has again invited architects from Ljubljana
and Zagreb, this time counterparts treated them with indifference. Purde Boskovi¢ (1933a:
389) highlighted essential fact that one “can really only speak about the exhibition of an inde-
pendent group of architects of modern direction, with guest appearances of several Zagreb
citizens” and reminded that participate thirteen architects from Belgrade, three from Zagreb,
and no one from Ljubljana. Critics made remark to Belgrade architects for presenting projects
already seen in previous exhibitions. Branko Maksimovi¢, also a participant, protested be-
cause architect presented work mostly trough photographs of facades. Many excluded plans,
making impossible to observe important aspects as interior solutions and housing organiza-
tion. He explained that the true architectural exhibition would be the one showing originals,
erected buildings that can be entered into, like the Weissenhof Estate (Weillenhofsiedlung) built
for 1927 Stuttgart exhibition (1933: 228-229). Maksimovi¢ complimented projects for private
buildings and villas by Belgrade architects Milan Zlokovi¢, Mom¢ilo Belobrk, and Krsti¢
brothers. Jan Dubovy in his opinion, unnecessarily featured the Astronomical Observatory,
already shown in more detail on the First show (1933: 229-230). Burde Boskovi¢ pointed out
(1933: 387) that modern architecture it has become a powerful factor in public life. The time

Fig. 4. Jan Dubovy, Large Refractor Pavilion of
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has passed when “the modern architecture was looked with distrust [...] and the average citizen
saw luxury and an enemy that disturbs course of traditional life.” In this exhibition photographs
of already erected buildings were presented, architectural solutions made in a “modern spirit.”
Boskovi¢ well concluded that those erected buildings are the main feature of show, and what
distinguishes it from the First Exhibition of Contemporary Yugoslav Architecture. Also are
displayed the projects that would be carried out soon, and not idealized solutions to various
problems, as has been the case (1933: 388). Public interest in the Second Exhibition of Con-
temporary Yugoslav Architecture was incomparably less from one held two years before, and
it was opened only for three days. Indifference toward exhibition could be analyzed from
different points, but it has to be taken into consideration that, as Boskovi¢ highlighted, fagade
photographs (as documents of built objects) were displayed, a proof enough that in 1933 mod-
ern style prevailed in Belgrade’s contemporary architectural practice.

Major exhibition of Artistic Society Zograf’ (JoBanoBun 1998) organized in March 1933
demonstrated the times have changed. As a prominent member of Zograf architect Bogdan
Nestorovi¢ on that occasion presented his entire oeuvre — from historical styles to modern
architecture. Purde Boskovi¢ (1933b: 73) noticed “indeed incomprehensible heterogeneity in
the views of a contemporary architect.” In accordance with his modernist-oriented criticism,
he evaluated that most successful Nestorovi¢’s projects are in modern style. Greatest atten-
tion, in his opinion, deserved harmoniously composed Commissariat Building in Topcider.
Considering Artisans Club he wondered why was there potent tower insufficiently linked to
the building itself. Since cross section was not presented, at first he believed that purpose was
decorative, which is contrary to major principle of modern architecture — seeking rational
solutions. Two main Nestorovi¢’s work presented — St. Mark’s Church and St. Sava’s Temple
were “in the Byzantine style,” and thus fulfilled the aspirations of Zograf. On this exhibition,
the public first time saw plaster model of the St Sava’s Temple, so Boskovi¢ critically analyzed
the model noting absence of absolute harmony in interior space or unique disposition of the
lateral forces, all prominent characteristic of Hagia Sophia Church in Instanbul (1933b: 74).
Todor Manojlovi¢ (1933: 549) asked, looking at Nestorovi¢’s exhibited drafts and sketches,
which of them are true expression of artist’s architectural ideals, “modern ones or Byzantine
and Baroque reconstruction? — Because in both cannot be equally believable.” He presumed
“the Commissariat in TopcCider over St. Sava’s Temple.” Exhibition of Artistic Society Zograf
in March 1933 demonstrated that tide has irretrievably shifted toward modern architecture.
Predominantly negative reviews given to non-modern architectural projects by Bogdan Ne-
storovi¢, including competition project of St. Mark’s Church and model of St. Sava’s Temple
have to be studied in broader context of the debate on “national style” that engaged entire
professional community regarding stylistic guidelines that followed competition call for the
St. Sava’s Temple. Polemic escalated in the beginning of 1932, between the proponents of the
national style on one side, and those advocated for a new competition and/or attaining results
through a contemporary interpretation of architectural form on the other. Main protagonists
of debate were modernist oriented critics, as was DPurde Boskovic.

7 Members of Artistic Society Zograf were Zivorad Nastasijevi¢, Vasa Pomorisac, Josip Car, Ilija Kolarovic,
Zdravko Sekuli¢, Svetolik Luki¢, Radmila Dordevi¢-Milojkovi¢, Stasa Belozanski. Architect Bogdan Nestorovi¢ was
also member, and Branislav Koji¢ exhibited with Zograf. Oriented towards religious art, Zograf wanted to establish
a new basis of national style. The Society was active from 1927 until 1940.
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Tenth Exhibition of Oblik was organized in the Art Pavilion from 10" to 24" December
1933, with two guests architects — Milan Zlokovi¢ and Branislav Koji¢, presenting the achieve-
ments of contemporary architecture. Koji¢ exhibited Children’s Home in Skopje, Primary
School in Zemun, Residential building in Belgrade and Public building case study. Zlokovi¢, on
the other hand, presented Commerce Hall in Skopje, University Children’s Hospital, and Steri¢
villa in Topc¢ider. (YMETHMUKO 1933). On Oblik’s Tenth show Zlokovi¢ exhibited University
Children’s Hospital, the capital accomplishment of Serbian modernism. Modern architecture
hence entered a new phase of highly articulated expression, and in addition that crucial moment
consequently marked the end of temporal framework researched regarding architectural ex-
hibitions at the Cvijeta Zuzori¢ Art Pavilion in Belgrade.

CONCLUSION

Architectural exhibitions, as a complex system of representation, are made of various
discourses. In the case of Cvijeta Zuzori¢ Art Pavilion, following First Autumn Exhibition in
1928, art shows with the participation of architects became increasingly frequent, and as seen
were followed by critical reviews in the Belgrade daily newspapers Politika, Vreme, Pravda,
journals Srpski knjizevni glasnik, Misao and Beogradske opstinske novine. Considering that,
architectural exhibitions arranged in the period 1928—1933 were regarded as a representative
form of communication, and consequently, one of the most important factors in transforma-
tion of Belgrade interwar architecture.

The direction of creating cultural message went toward the affirmation of modern archi-
tecture. How was this accomplished? Decoding the systems of representation by introducing
the principles of modern architecture to somewhat passive cultural environment, as was Bel-
grade between the Two World Wars, required direct confrontation of old and new tendencies.
Exactly that was done on the architectural exhibitions in the Cvijeta Zuzori¢ Art Pavilion.
Alongside the projects of modernism were ones inspired by the past: academicism, Serbian
national style or Byzantine architecture. Modern architecture shaped its identity by disputing
the established value systems of historicism. A new narrative was formed, that its modernity
and authenticity based on discontinuity. Opposing the two architectural concepts, the doctrine
of modern architecture was promptly evaluated. Next, and most important link in the com-
munication pattern were prominent critics, architects, art historians, artists and writers as
Milan Kasanin, Branko Popovi¢, Branko Maksimovi¢, Purde BoSkovi¢, Sreten Stojanovic,
Todor Manojlovi¢ and others, who with their affirmative modernist-oriented criticism, con-
tributed to emphasize and convey the message of architectural exhibitions.

LITERATURE

Bracoievic, Ljiljana. Modernism in Serbia: The Elusive Margins of Belgrade Architecture 1919—1941. Cambridge,
Massachusetts: London: MIT Press, 2003.

Boukosus, HByphe. ,,MonepHa apxuTekTypa Ha uznoxou ‘Oonuka’.” Cpiicku krusicesnu 2racnux X XI1X (1930):
214-219.

Bouikous, Dyphe. ,,[InatHo, apBo, 6eTon!“ Bpeme 21.11.1930: 5-6.

bowkosun, Byphe. ,,I310:x06a jyrociaoBeHcke caBpeMeHe apxutekrype L. Bpeme 27.2.1931: 5.

Bouikous, Byphe. ,,113510k0a jyrocinoBeHcke caBpemene apxurekrype 1. Bpeme 28.2.1931: 5.

246



* THE CVIJETA ZUZORIC ART PAVILION AS THE CENTER FOR EXHIBITION...

Boukosun, Byphe. ,,1310:xk0a caBpemeHe jyrocioBeHcke apxutektype.” Cpiicku krvusiceeru cnachux XXX VIII
(1933): 387-389.

Boukosun, Byphe. ,,LlpkBa Cs. Mapka u CetocaBcku xpaM.* Cpiicku krvuicesnu 2nacnux X XXIX (1933): 73-75.

I{eroBun, Hatanuja u Mean Kenemen. Yopyorcerve ipujaiieva ymeiunociiu ,, Leujetia 3yzopuhi® 1922—1941: oo-
Kymenimu u apxusa uz epahe YJIVC-a. <http://www.ulus-art.org/pdf/izlozba%20dokument.pdf> 18.01.2012.

‘BypeEBUR, MapuHa. [Teiuap u bpanxo Kpciuuh. beorpa: PeryOnndku 3aBoj1 3a 3aIITHTY CHIOMEHHKA KynType, 1996.

W310KBA jyrocioBeHcke caBpeMeHe apxurekrype: beorpan: [TaBuibon ,,I{Bujere 3yzopuh™ on 18. no 26. de-
Opyapa 1931. Beorpaa: YMeTHUYKHU MaBUIbOH ,,[[BHjeTa 3y3opuh’, 1931.

Wznoxsa: Tlerap Ho6posuh, Pucto Ctujouh u Hukona ooposuh: 9. XI 1930. beorpan: YMeTHHUKY NaBUIbOH
,L{Bujera 3y3opuh®, 1930.

JoBaHOBUR, 30paH. [Jpywinso ymetunuxa 3o2pag. beorpan: Joban M. Bacusberuh, 1998.

JoBaHOBUR, Muoapar. ,@panitycku apxutekT Excriep u ‘ap nexo’ y beorpany. Hacaehe 111 (2001): 67—-83.

Kanniesnn, Anekcanaap. ,,M310x0e pyckux apxurekara y beorpaay usmely nBa ceercka pata.” y: CUBMHO-
BUR, Muoapar u Mapuja MexuHcku, Anekcej Aecewes (Ipup.). Pycka emupayuja y cpickoj Kyaaypu
XX sexa. 36opuuk @umnonoukor ¢akynreta I. K. 2. beorpan 1994: 293-301.

K[awanuH], M[unaH]. ,,ITerap looposuh, Pucto CtujoBuh u Hukona Jlo6posuh.” Cpiicku kreusicesnu nacnux
XXXI (1930): 553-554.

KAnanuH, Munas. ,,YMETHHYKH MaBuJbOH U [IpBa jecema u3noxkba. y: Vueimnuuxe kpuitiuxe. beorpan: Ky-
Typa, 1968: 117-122.

Karauior npse u3nox6e ymernuuke rpyne Oomauk. beorpan: YMeTHHYKH MaBuiboH ,,[{Bujeta 3y3opuh®, 1929.

Kown, Bpanucnas. Jpywitieenu ycnosu pazsuitxka apxuitiekiioncke ciupyke y beozpady 1920—1940 ooune. beo-
rpaa: Cpricka akaJieMHja HayKa 1 yMETHOCTH, 1979.

MakcumoBuh, Bpanko. ,,ITpBa n3nox0a caBpeMeHe jyrocioBeHcKe apxuTektype.” Honuiuxka 22.2.1931: 5.

MakcumoBuh, Bpanko. ,,13nox0a caBpemene apxutekrype.” [Hoauimuka 28.2.1931: 8.

MaxkcumoBns, bpanko. ,,I3nox0a ['pyne apxurekara mosiepHor npasua y beorpany. beoZpadcke oniwiiuncke
nosune 111 (1933): 228-230.

MANEVIC, Zoran. Pojava moderne arhitekture u Srbiji. Doktorska disertacija. Univerzitet u Beogradu, Filozofski
fakultet, 1979.

MAHEBUH, 30paH. ,,beorpancku apxutekToHcKH MoaepHu3aM 1929—1931. I'oouwmrax 2pada Beocpada XX VI
(1979): 209-226.

MAaHEBUH, 30paH. ,,I310x0€e jyrocioBeHcke caBpeMmeHe apxutektype y beorpany (1931, 1933). I'oouwmax
2paoa beozpaoa XXVII (1980): 271-279.

ManounoBut, Tonop. ,,Konexkrusna uznox6a Ilerpa JJooposuha, Pucre Ctujouha u Hukone Jooposuha I1.
Bpeme 20.11.1930.

ManosnoBus, Tonop, ,,1310k0a ‘3orpada’ Cpiicku krusceenu cnachux XXX VIII (1933): 548-549.

ITeTPoB, M[uxauno] C. ,,IIponeTma u3noxba y YMeTHUUKOM NaBuboHY. Bpeme 08.05.1929: 4.

ITonosus, bpauko. ,,YMeTHHukY NaBUJboH y beorpany.” Cpiicku xrouscesnu nacnux XX VII (1929): 210-213.

TMonoBur, bpanko. ,,Jecema nznoxba 6eorpaackux ymetnuka.” Cpicku krousceenu Znachux X XVI (1929):
298-305.

Tonorun, bpauko. ,,/351050a Hemauke caBpeMene yMeTHOCTH. Cpiicku krudicesnu 2nachux XX XIII (1931): 53-62.

TIPONETHA M3MI0XKOA CTUKAPCKHX, BajapCKUX U apXUTEKTOHCKUX paoBa. beorpam: YMETHHYKH MaBUIbOH ,,[[BH-
jera 3y3opuh®, 1929.

Rozi¢, Vladimir. Umetnicka grupa ,,Oblik*: 1926—1939. Beograd: Kancelarija za pridruzivanje Srbije i Crne Gore
Evropskoj uniji, 2005.

CroiaHoBUR, CpeTeH. ,,J13110:x0a 6eorpaickux yMeTHUKA y YMETHHUUKOM NaBUJbony. Ilonuiuuxa 02.01.1929: 7.

CroiaHoBU®, CpereH. ,,I3noxk0a ymerauuke rpyne ‘Kpyr’“ Honuinurxa 03.03.1931: 6.

TouEeBa, CHexana. bpanucnas Kojuh. beorpan: I'pal)eBuncka kmwura, 1998.

YMETHUUKO yapyxeme O0muk: X u3i10x0a: CIMKapcTBO, rpaduka, CKyJINTypa, apxurekrypa: 10-24 nenembpa
1933 rogune. beorpaa: YMeTHUYKH NaBUIBOH ,,[[BujeTa 3y3opuh*, 1933.

Bacwum, [TaBine. ,,YMeTHruku )uBoT y beorpany u I[MaBusbon ‘I{Bujera 3y3opul’.” loduwmak cpada beozpaoa
XXXV (1988): 209-218.

ByueTun MuiafieHOBUR, Panuna. Espoiia na Karemezoany: ,, [{eujeitia 3yzopuh™ u kyniiypru sicusoii beozpada
1918—1941. Beorpan : MuctuTyT 32 HOBH]jY uctopujy Cpouje, 2003.

247



ALEKSANDRA ILIJEVSKI *

Anexcanapa UnujeBckn

YMETHUYKU ITABUJBOH , IIBUJETA 3Y30PUHK* KAO IEHTAP U3JIOXKBEHUX
AKTHUBHOCTU BEOI'PAJICKUX APXUTEKATA 1928-1933 TOAMHE

Pesume

HapaTuBu apXUTEKTOHCKUX M3JI0KOU M BbUXOBA KOHTEKCTYyaIM3alija y HCTOPHjCKOM U KYJITYPHOM
JTUCKYPCY OUTHH Cy 32 HCTPAKHBAE apXUTEKTOHCKMX TOKOBA. YMETHUYKH MMAaBUJBOH ,,I[Bujera 3y3opuh™
oz ocHuBama 1928. roguHe je reHeprcao nMpomMeHe y 0eorpaJckoM APYIITBY Mewajyhn ApyIITBEHY AMHA-
MUKY U IpoMoBHITyhH HOBE KyaTypHE Mozeie. McronoOHo, n3noxoe y nepuony 1928-1933 6uie cy mehy
HajBaKHHjUM JoraljajumMa Koju cy OIpeIuiIH JaJbU IIpaBall pa3Boja Oeorpajcke apxuTekType. Y mporpam-
CKH XETePOTEHO] CUTYAIlHj! MO YTHIIAjeM HOBUX (DOPMHU W HJigja, YIIPABO je MyTeM U300 OMII0 MO-
ryhe carienaTu cBe caBpeMeHe CTHIICKE TEHACHIHje. Y3 CBE IPUCYTHHjE KPUTHYKE OCBPTE Y HOBUHAMA U
4acolHucuMa, OHe Cy IocTalie 3HauajaH KOHIIENTYyalHU KOPEKTUB, U BaKkaH (HakTop y NpoMOLHju 1 adup-
Mal1ju MOJIEPHE apXUTEKTYpeE.

Haxon IIpBe jeceme nznoxoe 1928. ronune, y [laBussony ,,1{Bujera 3y3opuh cy yop3o ciennie 6poj-
HE CMOTpE YMETHHYKHUX rpymna: ,,Oomuk™ (1929/30, 1933), ,,K.P.Y.I'* (1930, 1931) u ,,.3orpad™ (1933) na
KOjiMa apXHUTEKTH YUeCTBYjy Kao roctu. Takole, ,, I pyma apxurekara MOIepHOT TTpaBIa‘“ OpraHn30Baa je
[IpBu canon apxutextype (1929), [IpBy u Hpyry u310:x0y jyrocioBeHcke caBpeMene apxuTextype (1931,
1933). Cmep KOHKpeTH3alKje KYITYpHE TOPYKe UIIao je mpeMa adpupManuju MoJepHe apxuTekType. Ha
KOjM HauMH je TO U3BelieH0? Y3 paJioBe MOJIEPHUX CTPEMIbEHA, HAJIa3WIIN Cy C€ M OHU WHCIIMPHCAHU MPO-
nuronrhy: akageMH3MOM, CPIICKOM CPEIl-OBEKOBHOM M BU3aHTHJCKOM apXHUTEKTypoM. ONIOHMpamkeM JBa
ApXUTEKTOHCKA KOHIIENTa, BPEAHOBaJE Cy ce U apupMucane TOKTPUHE MOJEPHE apXUTeKType. CXOmHO
ToMe, Ha m3i0k0ama y [TaBuip0Hy MoJiepHa apXHUTEKTYpa je Tpaauia HHIACHTHTET CyIpoTCTaBbajyhu ce
yCTaJbeHUM CHCTEMUMa BPEAHOCTH HCTOPHIIM3aMa. Y MUTamy je OHO HOB HAPATUB KOjH j& CBOjY MOACPHOCT
Y OPUTHHAIHOCT 3aCHUBAO HA PACKH]Y Ca CTUJIOBHMA IPOIUIOCTH.

BakHa kaprka y KOMyHHUKAIMJCKOM 00pacily OWJIH Cy YIJIEAHN KPUTHYAPH, APXUTEKTH, HCTOPHYApH
YMETHOCTH, YMETHHIIN, KEbWKEBHUIU U HOBUHapH nonyT Munana Kamanuna, bpanka ITonosuha, bpan-
ka Makcnmosuha, Bypha bomkosnha, Cperena CrojanoBuha u 1pyrux, Koju cy cBOjuM apupMaTHBHUM
MOJICPHUCTHYKH OPHjEHTHCAHUM KPHTHKaMa JIOIPUHENH J1a H3JI0)K0e ITOCTaHy CBOjeBPCTaH KaTaIH3aTop
y BPEAHOBaIbY JOKTPHHE MOZICPHE apXUTEKTYpe.
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Muoapar Mapkosuh, IIpeo iyiniosarmwe Ceeitioz Cage y
IHanecitiuny u wezoe 3nauaj 3a cpicKy cpeorb08eK08Hy YMeHOCIU,
Buzanrosaomku unctutyt CAHY, beorpan 2009.

Crynuja Muoapara Mapkosuha /Ipso iyinosare CgeitioZ
Case y Ilaneciuiuny u 1we206 3Hauaj 3a cPicKy cpeorb08eK06HY
ymeiurnocu n3anuia je y beorpaay 2009. ronuse, kao 39. Kiu-
ra ¥ HajHOBHje TIOCEOHO M3/1amke BH3aHTONIOMIKOT HHCTUTYTA
Cpricke akageMuje HayKa 1 yMeTHOCTH. OBaj JOMYHEHU TEKCT
MarucTapcKor panaa, ogopameHor Ha Dunozodcekom dakyre-
Ty 1998. ronuHe, ©Mao je Kao CBOjy MOJIa3HY OCHOBY CAOIIIIITE-
1€ IPUIPEMIBEHO 3a HayuHU cKyIl ,,ManacTtup JKuua“ 1995.
ropuHe. Mako caMm ayTop y pearoBopy KibUIe HaroBeITaBa
HETaTUBHM ITPE/I3HAK UCTPAKHUBAKA, CKJIOHN CMO JIa YKaXKeMO
Jla OHa, HacTaJla Kao Pe3yiTar MPeJaHoT ¥ AYTOTOANIIHET
aytopoBor npernyha, npencraBiba 3amMallad HayuYHHU MOAY-
XBaT y MOIJIely MUHYIIMO3HOCTH H-EHOT IIPUCTYIA, KA0 U 00U~
Ma ¥ pa3HOBpCHOCTH rpalje koja ce oOpaljyje. OBakBa cBe0oOy-
XBaTHa KOHIIEIIHja 00paje mpobiema yTuiiaja CaBHHOT IPBOT
xonouanrha y CBeTy 3eMJby Ha CpIICKY yMeTHOCT CaBHHOT Bpe-
MeHa y IeJTMHH JI0 caja je Oniia Helo3HaTa y HaIlloj HayIIH.

Kmura je mozesbeHa, Kako ce jacHO BUAU ¥ U3 CaMOT HacJIo-
Ba, Ha JBa nena. [IpBu neo uunM cryauja ,,IIlpBo myToBame
Cgeror Case y [lanectuny* (11-93) koja je y okBupy maru-
CTapCKOT pajia HalKMcaHa y BUAY alleHIUKca, a IOTOM 00ja-
BJbeHA y 29. Opojy wacomuca 3oépag. UnHM ce na je \eHo
MECTO Ha MOUYETKY KIbUTE y MOIJeAy KOHIETITa OIPaBIaHt]e, Jep YBOIN YNTAOIA y APYTY LEIUHY KEBUTE
U CPXK CTy/H]e, MpeLun3Huje qeruHucane y Ipyrom Jiesly HacJoBa KiUre: ,,3Ha4aj mpBor nmytoBama Cae-
tor Cage y [lanecTuny 3a CpIiCKy CpeIHOBEKOBHY YMETHOCT™ (99-282).

VY npBoMm sienty KiHre ayTop ce 6aBu nuramuma xpoHosoruje (13—19), Casune minosn6ae 1o Csete
3emJbe (20-28), merosor xonovantha y Ceroj 3eMibH (28—78), Kao M leroBoM rnocetom napy Josany I11
Barany (78—84) u, Haj3an, mocetom Coxyny u Cetoj ['opu u moBpatkom y otatouny (84-93).

Jpyru neo K\UTe CacToju ce U3 TPH Noriasiba: ,,0 3Ha4ajy CaBHHUX Ty TOBamka 3a CPIICKY CPEAHO-
BEKOBHY yMETHOCT y uctopuorpaduju* (97-112), ,,benemka apxuenuckona Huxonuma® (113—-186) u
»~Ceerunuira [lanectune y Bpeme npsor xonouainha Ceror Case™ (187-282). Hakon wuX je n3HeT 3a-
KJby4akK, Ha CPIICKOM (283-285) u, HEMITO JAYXKH, HA EHITIECKOM je3uKy (286—295). 3akspyuak je nmpahen
M3PA3MUTO TyTHUM CIHCKOM ckpahennna (298-356), HakoH kojer ciene peructap (357-374), cniucak mirycrpa-
[IMja OMHOCHO CITHCAaK IpTeXa M MPHO-0eInX uirycrpanuja y Tekery (375-379) u crucak uimycrpanuja y
60ju (380-381). Kmury 3aBpmaBajy cBedane mryctpanuje y 6oju (ci. [-LIT).

Y npBoM sieny KiHre, Ha ocHOBY nojaraka /lomentujana, Teonocuja u Januna 11, Mapkosuh (13—
19) yGenJbuBO apryMeHTyje CBoj 3aKJby4ak Ja je mpBo nyroawme Cetor Case y [lanecTuny 00aBibeHO y
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nponehe u meto 1229. ronune, Tj. m3melhy anpuna oqHocHO Maja 1229. roqune (kaxa je Te TOAWHE KPeHyIa
npBa nala u3 3amagHUX JyKa npema Vctoky) u 24. cenremOpa 1229. ronune (kaga je Beh Ceetu CaBa 610 y
CpOuju 1 CIy>KHO rOUII LY TToMeH cBoM Opaty Credany [IppoBenuanom — monaxy Cumony). Ha ocHoBy
PAacIONOKUBHUX U3BOPA, CA BEJIMKOM JIO30M OIPE3HOCTH OH M3BOJHU MPETHOCTaBIbeHY pyTy CaBHHUX ITyTO-
Bama (20-93). Ta pyTa Ou Kao rmojasHy Tauky uMmaia Heky JyKy y Janmaunju (bynsa, Korop, bap, Ynuum,
JyOpoBHUK?), 3aTHM OU HAcTaBJballa IipeMa bpuHIN3H]jY, WIH MOXKIa TUPEKTHO MIIeTaukoM Jaljom (je-
JIPEHaKOM WIIH TaIHjoM) TIpeMa ITaJleCTHHCKO] o0ann Iy obana JoHckor Mopa, ka Kpury, Ponocy, JInma-
COJTy M IMPEKTHO Ka Axpu uiu Jadwu, miu npema Tpumnonujy, y3 CHpHjcKy odary 10 oxpeauHe ryke. Komn-
HEHH JIeo NyTa Ka JepycaluMy IPOTEKao je ca MOKJIOmEHHMa YCITY THUM CBETHIIHILITUMA WITH 0€3 HhHX.

VY nexny KmHre y KojeM ce koMeHTapuiie camo CaBuHO Xofouanihe Ha rnajgecTHHCKOM Ty (28—78)
ayTOp M3BOJIH PyTY IOCETE NMPBOT CPIICKOT apXHEeIHCcKona cBeTminmTuMa [lanectune, y yemy ce u3Berira-
ju Jomerntujana u Teomgocuja cnaxy (Jepycanmmm — [lpkBa Backpcema XpHCTOBOT — CYCpeT ca jepycalnM-
CKHMM TaTpujapxoM AtaHacHjeM — MeTox Bemmke maBpe Case OcBehenor — HemocpeaHa onmsuHa Jepyca-
nruMa — HajBehe jepycanuMcke cBeTHE — | eTcnmannja — MacnuHcka ropa — Jopnan — Butiejem — Lpksa
Backpcema y Jepycanumy — Cetn CuoH — uBepcku manactup Csetor kpcra — [loaropje — Lipksa Cete
Amne y Jepycanumy — mecto CBeTHIbE Ha/l cBeTHbaMa — [ ercumanmja — Eneoncka ropa — ['anuneja na Ma-
cimHoBa ropu — Burtanuja — [locanna — Jopnan) u y yemy ce pasuiase. [Ipema JlomenTujany, nassa CaBuHa
pyTa 6u rnacuna: Jopaan — Jepycannm — JlaBpa Ceeror Case Ocehenor — L{pkse JlaBpe — JIaBpa CBetor
Cage Ocsehenor — JlaBpa CseTor Jeptumuja — Jepycannmcka metoxuja Bemmke maspe — Hazapet — TaBop
— Haszaper — Akp. [Ipema Teonocujy naspa pyra 6u riacuna: Jopaan — (L{pksa Ceeror JoBana Kpctutespa)
— mMaHacTupHu u JaBpe Jyzaejcke nyctumbe — ([epacumona naspa) — Jlapa Cetor CaBe — MecTa mojBura
Caetor CaBe — oKkoJIMHA JIaBpe U aykKuHa ka Mopy Conomckome — JIaBpa Ceetor Case — JlaBpa Ceetor JeB-
tuMmuja — ,,MaH. CBetor Hukona™ — man. Ceeror Teonocuja — cBa cBeTa MecTa y OKOJIMHU Jepycanuma — Je-
pycammm — Hazapet — TaBop — Jepycanmum — Axp — Azmja). llIto ce Trrae mocete Joany 111 Bararty y Manoj
Aswuju (78—84), ayTop N3HOCH OCHOBaHY IMPETIIOCTABKY Ja je Tyka y Kojy je Casa yrutoBuo 6una CMupHa,
a J1a ce oH cycpeo ca TuM napem y Humdejy, anunujckoj Maruesuju, [lenukactpu, Knezomenn win mro
je mame BepoBartHo y Huxeju. IllTo ce True nmyrta Ha Ceety ['opy, ayTop u3Boau takohe pyTy nmyToBama
(MBupon — Kapeja — Xunannap), ITo YMHU U y ciiy4dajy HactaBka CaBuHor nytoBama (Conyn — [Ipocek
— Benec — Cxombe — JIunspan — 3Bevyan — Pac — Crynennna — XKuyga).

Muonpar Mapkosuh peun sxutnja Ceror Case ox Jlomentujana u Teomocuja noaBprasa 1eTajbHOj
anamu3u. [lonpoOHO pa3MaTpa HCTHHUTOCT CBUX HMCKa3a, Aajyhu nmpemxHocT JJoMeHTHjaHy, Kao cTapHjeM
U TIperu3HujeM xuBoronuciyy. Mcnpmao komentapunryhu onrosapajyha mecra koja ce ogaoce Ha CaBUHO
xojiouainthe, ayTop W3HOCH U MOTYHHOCTH TyMauera NojeIMHUX ONILITHjUX OlTMca oBa JiBa nucia. Hanocner-
Ky, caxxuMajyhu n3HeTe mpeTIocTaBke 0 XpOHOJIOTHjHU Iy Ta, OH 3aKJbyuyje na ou Casa Morao Jepycanum
1 CBETa MECTa Y HEroBOj OKOJIMHU 00MJIa3UTH TOKOM jyHa 1229. ronuHe (1107 ycJIOBOM Jia je KpajeM Maja
cturao y IlanecTuHy u Ha Ty TOBamke KPEHYO y APYT0j HOJOBUHH alpuiia), 0K MY j€ 3a 3aBPLIHY JICOHH-
ny myTta ox Csete ['ope o JKude 610 moTpedHO OKO YeTp/eceT AaHa.

Kaxko je Beh pedeHo, aApyTH 1€0 KBUTE je N3eJhEH Ha TPH MOTNIaBJba, O KOJUX je MPBO MOTIIaBIbE T0-
cBelieHO UCTOPHjU HCTpakuBamka 3Hauaja CaBUHUX IYyTOBamka 3a CPIICKY CPEIHOBEKOBHY YMETHOCT (,,0
3Ha4ajy CaBHHUX Iy TOBaba 3a CPIICKY CPEeIlbOBEKOBHY YMETHOCT y nctopuorpaduju 97-112). Y memy ayrop
roceOHy Makiy yKa3yje OCBPTY Ha HajONTHH]ja pa3Marpama ncroprorpadceke Bpegaoctn Hukopnmose Oe-
JIEIIKE W3 IPEAroBOpa MPBOT CPIICKOT IPEeBo/ia JepycannMCKOr THIIMKA U TO U3, KaKO caM HaBOJIH, /1BA pa3-
JIoTa: jep OHa OTKPHBajy MOTYyhy Ba’KHOCT TOT M3BOpa 3a MCTPaKUBAKE yTHIIAja TIPBOT MyToBama CBeTOr
Cage y CBeTy 3eMJby Ha apXHTEKTYPY U CIUKapCTBO cpeaumiTBa CpIicke apXHeMUCKOIHje, a Takole u cTo-
ra mTo Cy MperjeoM THX HCTPaXKHBaba yOueHe 3HATHE Pa3IUKe Y HCXOUMa JJOCaIAllIIbUX HCTPAKHBAMA.

Jpyro nornassbe apyror aena kmure (,,benemka apxuenuckona Hukopnma™ 113—128) cacroju ce
13 MIECT MambKX HOIJIaBiba. Y MpBoM nornasiy (,,CBetn CaBa u ocHuBame JKnye. XpoHosoruja rpaime
U KUBoMNHcama IpkBe* 113—128) je, y3 OpojHE U ompaBIaHe pacmpase, IPETIOCTABIEEHO 1A je U3TPpaamba
Knue ormouena oko 1210. roguHe, a 1a je yKpamaBame )KUIKOT XpaMa, Koje je, 10 CBOj IPHUIINIIN 00yXBa-
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TaJI0 KHUBOMHUCAKHE U HEKE MAbE TPATUTEIECKE PAZIOBE, 00aBJbEHO N3Mel)y XMPOTOHH]E CPIICKUX EMICKOIIa
n CracoBmanckor cabopa 1220. wnm 1221. ronune. Ha ocHOBY mopTpeTa u mpemnuca moBejba y IMOPTHKY,
3aKJbYUCHO je Jia j€ JKUBOIUC OBOT MPOCTOpa LpkBe HacTao a0 cmptu Ctedana [IpBoBenuanor, 24. cer-
temOpa 1227. ronune. Takole, 3akspydeHo je na je CaBruHa ynora y H3rpaiibH U )KUBOIMUCAY LPKBE OHIia
CaBeTOJIaBHA, Ka0 U /12 je OH Y TPM HaBpara Ha/rjieJjao paJioBe 1 JaBao yIyTCTBa MajCTOpHUMa: IO J0JIaCKy
y Cpbujy ca o4eBUM MOIITHMAa, 10 MOBPAaTKy M3 Hukeje u 1o moBpaTky ca mpBor myTta u3 CBeTe 3eMibe.
Hpyro nornasibe apyror aena (,,Ceetn CaBa m m3rpanma npkse Ceetux Amnocrona y [lehu 128-135)
roBopu o yuemrhy Ceeror Case y nmoam3amy Lpkse Cetnx anoctona y [lehu u o Apcennjy I, Hacnequu-
Ky Cetor CaBe Ha TPOHY apXHEMHUCKOIa, KA0 HajBepOBATHH]E TJIABHOM JIMILY OJATOBOPHOM 3a MOJM3ahe
ucre 1pkse. Tpehe mornassee npyror gena kwure (,,CBetn Cuon™ 135-148) usHocu uctopujar LlpkBe
Caetor CHoHa, BEHOT pyllierka, 00HaBIbaba, Kao W M3IJIe]] LIPKBE Ha OCHOBY OIHCA XO0YACHHUKA. Y HEMY
je 3akJpydeHo na n3mel)y kperamke mpkse Santa Maria Montis Syon u J)Kuue n nehkux CeTux amocroina
HHUCY TIOCTOjajie CINYHOCTH (y TUIaHy, IPOCTOPHOM Iporpamy, Hajehem geny KOHCTPYKTHBHOT CKJIOIMa,
pasmepama U rpaJuTeIbCKOj TEXHUIN). Y 4ETBPTOM IOTJIaBIbY APYTOT JIeJa KIbHUTe (,,BCHI/IKa naspa Cae-
tor Case OcBehenor* 148—160) u3HeT je 3aKJby4ak Jja KaTOJIMKOH Besrke aBpe HUje MOrao Jia yTuue Ha
nzraen Cracose 1pkBe y JXKuuu, kao HU Ha riporpam nehkux CeeTux amocrona. HapenHo, nero normiasise
JIpyTor Jiesia Kibure nocseheHo je ogHocy 6orociyskema y cpenuimrnma Cpricke apxuenuckonuje u oese-
Iy apxuenuckona Hukoanma u3 jepycanumcekor tunuka (,, Hukonnmona 6enerika n 6orociyskeme Cprcke
apxuenrckonije 161-168). Y memy je ombaueHo CTAaHOBHUINITE Ja je y30p MpaBHIMMa MOHAIITKOT )KHBOTA
y Kuun u Ceetum anocronuma y [lehn mpeacrasipano 6orociyxeme jepycaTuMCKuX IipkaBa. Hexommko
cTpanuiia koje ciene (164—168) cy Bpiio AparomeHe, jep pe3uMUpPajy 3aKJbyYKe H3HETE Y MPETXOMHUX MET
MambHX MOTJIaBJba JPYyTOT MOMIaBJba Ipyror aena Kwure. [llecto nornasibe 1pyror aeia KiUTre roBOpU O
T3B. ,,CHOHCKMM TeMama“ y ciukapcerBy JKuue n Cernx anocrona (,, CuoHcke Teme’ y sxuBonucy JKnde u
Ceetux anoctona“ 169—186). Y memy ce momymra MoryhHOCT aa je HuKkonnMoB rckas o yTHIaj)y CHOHCKOT
xpama 1 ,,ipke Cetor Case JepycaqnMCKOr* Ha CPIICKO apXHEMUCKOIICKO CPETUIITE JETUMHYHO Ta4yaH,
aJu ce ogbamyje MoryhHOCT f1a je ,,ipeHoIIe’e 00pa3a‘“ majseCTHHCKUX CBETUIIUIITA HEITOCPEIHO CTajalio
y Be3u ca CaBuHUM nyToBameM y CBeTy 3eMJby. Y OBOM MOIJIaBJbY je U3HET 3aKJby4aK Ja TymMadyewme Oe-
JIEIIKE U3 MPEJATroBOpa apXxuenuckona Hukonrnma He Hy/iM pasjalimberse TOT HaBoIa.

Tpehe nornassse kmwure (,Ceernnuinra [lanectnne y Bpeme npsor xonouantha Ceeror Case 187—
285) je mocnenme MoriaBbe Apyre NeINHe KbUre U untase cryanje. OHO /1aje OAroBOp Ha IMUTAKE IITa
ce nanac Moxke pehn o m3raeny ceetunumra xoje je Ceetu Capa mocetrno y mpeuM nereanjama X111 Beka.

W nopes HaOPHOT pajia ¥ BEJIMKOT TPYZA YJIOKEHOT y IHCAhe KIbHUTe U IeHOT ,,HeTaTHBHOT HCX0/a™,
0jaBJbUBAFHC OBE CTY/AMj€ Y HAYYHUM KPYTOBHMAa MMa BEIIUK, JeIMHCTBEH U, 32 TeMY KOjoM ce 0aBH, Jak
npecyaaH 3Ha4aj. lbome je 0e3 cymMme oKka3aHo 1a 1ajbe MPETIOCTaBKEe U HCTPaKUBamba Y MPaBIly U3y-
yaBama yTunaja CaBuHOT IyTOBamba, a y CKJIaly C TUM M yTUIaja ymMeTHOCTH CBeTe 3eMJbE Ha CPIICKY
CpPE/II-OBEKOBHY YMETHOCT, HE MOT'Y U3HE/IPUTH ITO3UTUBHE pe3yirate. [Ipyrum peurma, MpuiaInKoM Mojiu-
3ama U OCJIMKaBama IPKBEHNUX O0jeKaTa y CpIICKOj ApxaBH y nepuoay 1229-1234/1236. ronune, cpricka
LPKBEHa U Biaaajyha ennrta HUje mpes ounMa uMaja y30pe Koju cy nmotunain u3 Ceere 3eMibe.

C apyre cTpane, 6e3 003upa Ha CBOj ,,HeraTUBaH pe3ynTupajyhu ucxon™, opa kmura he mocmyXKuTu
Kao0 OJUTMYaH, BaXKaH ¥ MOY3/aH IyTOKa3 JaJbiM I'eHepalijamMa HCTpakuBada, yka3yjyhu UM He camo Ha
cBe notenkohe ca kojuma ce 030UJbaH U MHHYIHO3aH H3y4aBajiall Cpe/IlOBEKOBHE YMETHOCTH cycpehe
y CBOM pajly ¥ ykasyjyhu Ha HaunHe Ha Koje ce OHe pemaBa]y, Beh u npe cBera yka3zyjyhu Ha, KBaJIMTETHOM
HM3yYaBamy MPEKo noTpedHy, ,,HayqHy CymMBy* ca KO_]OM ce Ipuia3y jeJHOj TaKo 3aXTEeBHO], pasylheHoj,
LIMPOKO] U, PEKJIO OM e, He TaKO 3aXBAJIHOj, TEIIKO] TEMH.

Anhena I'aspunosuh

Yuusepsuiuei y beozpady,
Qunozogcku paxyniueii — Odemerve
30 UCIUOPU]Y YMEUHOCIIU
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UDC 94(560.118)

TREASURY OF ALL ORNAMENTS: Kariye Camii Yeniden /
The Kariye Camii Reconsidered, Istanbul Research Institute
— Istanbul Arastirmalari Enstitutusu, Istanbul 2011.

The late Byzantium is a challenging period to survey and
synthesize. Any attempt to summarize its complexity and dyna-
mism — within a restricted publisher’s word limit — and at the

Kariye Camii,

Yemiden same time to provide an effective textbook for reserchears is fraught

with issues of coverage, comprehensiveness, and accessibility.

S = Shaped by the intellectual environment in which it is written,

— and by the preoccupations of its writers, Byzantine art history in

o = eneral is not a neutral revelation but a malleable, personal,
TT"!_ _ﬁ'ﬂ rf“r Eﬂjﬂ_“'l ' gontingent, cultural activity. Kariye Camii, originally tlfe Church
Reconsider I'.E' of Christ in the Chora Monastery the most sophisticated example

of the Late Byzantine Art, is well known to anyone familiar with
Byzantine culture. The present bilingual format of the volume
Kariye Camii Yeniden — The Kariye Camii Reconsidered (eds. H. A.
Klein, R. G. Ousterhout, B. Pitarakis, Istanbul Research Institute
— Istanbul Arastirmalari Enstitutusu, Istanbul 2011; 59 color pho-
tos; 54 black and white photos; 23 drawings) is published as a result
of an exhibition organized at the Pera Museum in Istanbul, April
— July 2007. Exhibition organized as narration of the Kariye from
the perspective of its two remarkable restorers — Theodore Me-
tochites whose patronage provided the building with “unshakeable
walls” and Thomas Whittemore from the mid-20® c. who done a
major restoration by the Byzantine Institute of America. The rea-
son behind that choice is to stress two different directions with the same idea: to restore, to bring back the
church into a former state, positions although we might hesitate to call Metochites project a restoration
than his dialogue with historical past, act of creating something ordered in accordance with all harmony.
Fitted together in both alternating and interlacing fashion”,! text comprises editors introduction, a core of
four sections and twelve articles. The introduction frames the overall examination within the conceit of the
ambiguities and implications of a society which defined itself in relation to the Kariye Camii. Twelve articles
are grouped in four sections corresponding to the themes of the title: The Kariye Camii (35-146), Theodore
Metochites and his Times (147-298), Art and Architecture of the Palaiologan Period (299—448) and Thomas
Whittemore and the Byzantine Institute (449-510).

The initial dive is very much into the deep end, the first chapter “Kariye Camii” dealing with rheto-
ric and architecture of Chora Parekklesion. Henry Maguire’s article “Rhetoric and the Reality in the Art
of the Kariye Camii” both establishes and advances the state of research in a key area of Byzantine studies.

!'J. M. Featherstone, Metochites’s Poems and the Chora, Kariye Camii Reconsidered, eds. H. A. Klein, R. G.
Ousterhout, B. Pitarakis, Istanbul Arastirmalari Enstitutusu, Istanbul 2011, 221.
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The greater part is devoted to the visual conventions of reality and the engagement of Byzantine art with
everyday life. Two examples from the Kariye Camii can illustrate this kind of realism which Maguire
called “rhetorical realism’: the first comes from the mosaics of the inner narthex showing the miracles of
Christ and the second was in the praises of the Virgin Mary and tradition of lauding the Virgin through chains
of metaphors referring to themes of fertility and renewal. Maguire researched these topics and concluded
that “Byzantine church writers interpreted the admission of the Virgin to the sanctuary as evidence for the
principle of oikonomia, or “economy” , a word that had for the Byzantines a double meaning. In one sense
it meant the relaxation of the law that would have kept the Virgin out of the sanctuary foreshadowed the
still greater exception that would allow sinners to be saved”.?

Several important paths for future research are cleared in Robert Ousterhout’s article “Reading Dif-
ficult Buildings: The Lessons of the Kariye Camii”. Prominent researcher, who wrote a dissertation about
a building which causes dazzling spectacle for the eyes, stressed that “Part of the Kariye’s architecture was
its breaking of established rules (...) that it represents the Byzantine equivalent of Postmodernism”.* One
might suppose that regularity of space and symmetry is not maintained around Chora. As Ousterhout
observes, we cannot rely on modern expectations and definitions, but must be precise and consistent in our
understanding of faxia in the architecture. So he encourages opinion that “in its irregularity the Kariye is
not all that unusual in the history of Byzantine and medieval architecture (...) buildings achieve their final
form by intention, not by lack of intention, and understanding of their visual vocabulary — their style —
helps us to determine what those intentions might have been, and how the building was meant be inter-
preted in its own day”.* The paper offers a nice balance of useful synthesis and insightful commentary.

Large-scale narrative coherence presumes a certain kind of sustained reading from beginning to end
of a text. This observation is taken from fine Paul Magdalino’s article in the second part of the Collection
“Theodore Metochites, the Chora and Constantinople”. Magdalino has spent much time teaching in Istan-
bul, so his article reflects upon the empire’s capital city and Metochites’s self-identification with the Chora.
Magdalino’s paper is mainly devoted to Byzantios, Metochites’s oration in praise of greatness of Constan-
tinople, important evidence for the cultural context in which the Chora was conceived. This paper, repre-
sents such a learned and insightful assessment of oration historiography. If expanded to a full-length study,
it would represent a major contribution to rhetoric scholarship. Magdalino’s approach to Byzantios is not
just from formal aspects of praise than to precise description of providential greatness of Constantinople as
perfect ideal, the best situated capital, noble and most beautiful city that ever existed: “In Constantinople
time is always creating as well as destroying. The city is equally resplendent in its old buildings and in the
new constructions that keep being added (...) the founder of the Chora was broadly consistent in his literary
portrayal of both his monastery and his city. He was actively engaged in restoring Byzantium, yet restoration
— as opposed to renovation or even innovation — was not a concept in his literary vocabulary.” Magdalino
reminded on question of Metochites oikos and that the only attempt to locate it have been made by Ivan
DBuri¢ who proposed the Tekfur Saray.

Michael Featherstone begins and ends his article “Metochites’s Poems and the Chora” with pertinent
references to the manner of Metochites’s speaking to the monks of the Chora monastery in his Poems writ-
ten to celebrate his restoration of the Chora. He refers to Metochites’s words on images although it is not
clear whether he is speaking of images on the walls or of portable icons. Of upmost importance is Feather-
stone’s analyses concerning Metochites’s insistence that the mosaics displayed nothing ugly which might be
harmful to the viewer, and his interjections for the aversion of “jealous eyes” or evil eyes which could cause
harm to the object viewed. Featherstone stressed several times importance of Metochites’s words about
turning blind eyes on the monastery “It is marvel to behold, brimming with pleasure: how each and every

2 H. Maguire, Rhetoric and Reality in the Art of the Kariye Camii, 68.

3 R. Ousterhout, Reading Difficult Buildings: The Lessons of the Kariye Camii, 97.
*Ibid., 105.

5 P. Magdalino, Theodore Metochites, the Chora, and Constantinople, 185.
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piece has been arranged, ordered in accordance with all harmony, fitted together in both alternating and
interlacing fashion (...) dazzling the eyes as with brilliant fire, presenting nought of ugliness to cause the
heart grief of fear, but sending forth a kind of enchanting glow unto the eyes”.®

Third part deals with the art of Palaiologan Period. Warren Woodfin in his research project “Wall, Veil,
and Body: Textiles and Architecture in the Late Byzantine Church” interprets Chora as stage of liturgical
performances. On several topographical examples he analyzed the movements of the clergy “through the
architectural space help to bring the otherwise fluid symbolic associations of the architecture and decora-
tion into crisp focus and alignment with the progress of the rite”.” Woodfin concluded that embroidered
images on the bishops’ garments are consonant with theology of orders “while it may be unable to repre-
sent holy figures by clothing lifeless images, is able to transform its wearers visually from ordained rep-
resentatives of the heavenly powers into living representations of them. Clothing, rather than covering an
icon, reveals the icon in the man.”® Chora church is the best preserved example of those coexisting layers
of symbolism in deposition of the Eucharistic species on the altar where are evoked the triumphal entry of
Palm Sunday to His Crucifixion and His burial in the tomb of Joseph of Arimathea. It can be concluded
that Woodfin’s research claims why the liturgical mystery continues to exist even outside of the church
since the wall of separating as a liminal space was destroyed uniting all in Christ ton Zonton.

Topics of interest to Byzantinists, as with all specialisms are bien trouvé in this volume. Twelve
contributions about Holy Saviour in Chora could hardly fail to correspond to one or other of its themes. All
of these articles are serious works of excellent scholarship, and certainly will be cited for some time as the
classic statements on their subjects on Constantinople. The overall message of Chora’s theological great-
ness is conveyed by extraordinary articles and remarkable photos old and new ones. This was exactly why
Metochites compared Chora not only as “unshakable” universal work of philantropy than as Constantino-
politan “treasury of all ornaments”, an omphalos under celestial protection.

Jasmina S. Ciri¢*
University of Belgrade,
Faculty of Philosophy —
Institute of Art History

¢ M. Featherstone, Metochites’s Poems and the Chora, 225, 226.

"W. Woodfin, Wall, Veil, and Body: Textiles and Architecture in the Late Byzantine Church, 384.

8 Ibid., 385.

* Jasmina S. Ciri¢ is a research assistant at the Institute for Art History Faculty of Philosophy University of Belgrade.
Article is part of a projects: “Christian culture on the Balkans in Middle Ages: Byzantium, Serbs and Bulgars from
9™ to 15% century* (177015) and “Medieval Art in Serbia and its European context“ (177036) financed by Ministry of
Science and Education of Republic of Serbia.
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Cawa bpajosuh, Tatjana bommwak, AmaZunapnuu epitiosu
Hoepa Pooepa, Haponuu my3ej y beorpany, beorpanx 2012.

Kwmura Umacunapnu epinosu Hoepa Pobepa Camie bpajosuh
u Tarjane bormak (Haponuu my3sej y Beorpany, beorpanm 2012,
93 crpane ca 42 unycrpanuje, ISBN 978—86-7269—-128-3) pe-
3yNITaT je yAPYKEHOT H3yYaBama onyca (ppaHIlyCKOT CIuKapa
Ho6epa Pobepa, ca moceOHMM OCBPTOM Ha JBE YMETHUKOBE CIIMKE
u3 pynnyca HaponHor my3seja y beorpany.' I[Ipomonuja Kibure
onpxkana je 22. ¢pedpyapa 2012. y cknony usnoxoe HMmacunapnu
epiosu Ubepa Pobepa y Haponaom mys3ejy.

Pan Tarjane Bourmak y npencraBibamy Jesia (GpaHIlyCKUX
MajcTopa U3 MaTuuHe 30upke cTpaHe ymeTHocTH HaponHor my-
3eja’ pe3ysITUPAo je BpeIHUM Hay4YHUM JOCTHrHyhnMa a ayTop-
CKH TIe9aT MOTBpeHOT My3ealla MPerno3HaT je Y JSCKPUITIIH]H
PoGepoBux ciinka 1 y IPHIJbEKHOM IOCTYIKY FBHXOBE HCTOPU3a-
uje. YBolherwe OBUX CIIMKa y MEMOPH]CKH CHCTEM, Ka0 M HAKHa/I-
HU [IPOIIEC TYMauCHha, 0JIAKIIAO j¢ ’bHXOBE KOHTEKCTYyaIn3alluje,
HarnacuBn gonpuHoc TatjaHe Bouimak y cauntbaBamwy Kapilo-
Ha PobepoBHX ciHKa.

Tymaueme ciamka Mboepa Pobepa, Hactanux y Bpeme Oyhema
Opaniycke peBoslylyje, 1 BUXOBO CMEIITAke y YHUBEP3YM
(hpanmycke kyaType npyre nogosune X VIII Beka, mpemymreHo
je Camn bpajoBuh, ayTOpku HECYMIBHBOT 2y TOPUTETA Y JIOMEHY
U3y4aBarba peHecaHCHE® U OapoKHEe yMETHOCTH.! XyMaHUCTHYKA
OCHOB, Ha KojeM nounBa Hay4Hu onyc Camte bpajoBuli, HenmpekuaHo norpal)iBan HOBUM U HHTPUTAHTHM
MeTolaMa BU3YeITHE KYJITYype ¥ €CTeTHKOM PELeIIUje, i OBOr'a ITyTa je jaCHO U HEABOCMHUCIICHO ITPUCYTaH.
Tymauemem PoGepoBuX cliiKa M BbUXOBUM CMELITAEM Y LEHTAp HHTEPAUCLHUIIITHAPHOT HCTPAXKMBAY-
KOT Ipolieca, ayTopKa yKa3yje Ha TeH/IEHIIH]y Y CABPEMEHO] HCTOPHjH YMETHOCTH OJIMYCHY Y TIOHOBHOM
Bpahamy 00jekTa y hokyc Tymauema.” CTHIICKe, €CTETCKE U HCTOPHjCKEe 0COOCHOCTH 00jeKTa MmocTajy
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'T. Bommak, C. Bpajosuh, ,,Crenenumre napka nanare @apuese y Kanpaponu, 6epa Pobepa y Hapoarom
Mmy3ejy y beorpany®, 36opnux Hapoonoz myseja 19-2 (2010), 137-174; T. Boumwaxk, C. Bpajosuh, ,,ITapk Ha jesepy 1o6e-
pa Pobepa y Haponnom my3sejy y beorpany, 36opnux Maiuuye cpiicke 3a nuxosne ymewmnociiu 38, Hosu Can 2008,
79-96.

2 T. boumak, ,,OpaHIlycKo CIMKapcTBO y beorpany: hopmuparse u yiora japue konekuuje®, 36opnux Hapoonoz
mysejay beozpady 19-2 (2010), 505-534.

* C. bpajosuh, Penecanca u penecancho coiicitiéo, beorpan 2009.

4 S. Brajovi¢, Gospa od Skrpjela, Beograd 2000; C. Bpajosuh, ¥ BoZopoouuunom epiiy: BoZopoouya u boxa
Koiuopcka — bapoxna itoboocnociu 3aiiaonoZ xpuwhanciusa, beorpan 2006.

ST.J. Clark, The Sights od Death. An Experiment in Art Writing, Yale University Press 2006.
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WHBEP3HO OTIIEAANI0 MUPHUX (peHOMEeHa, KOjH ce TIPEeKO 00jeKTa IPEno3Hajy, CHHTETH3Y]y U ITOjJMOBHO BeoMa
MIPELU3HO apPTUKYIIHITY.

VY ucrpaxuBaukoM nporecy Came BpajoBuh youaBa ce mpokuMame YMETHOCTH U (BHIIO30(CKUX
HaueJsia, KOjH ce IOy Y]y Y BUIIECIOJHOM TyMadewy PoOepoBHX ciinka, ca 0COOMTHUM aKLIEHTOM Ha CTPO-
o KON(UKOBaKkE U MUTPUPAHE I0JMOBA, Ka0 LITO Cy CyOJMMHO 1 muTopeckHo. OOpacy ciukapcTBa u
(hUI030(CKHUX TOKTPHUHA TIOCTAjy jJeIUHCTBEH MEIM]CKU CUCTEM y KOjeM ayTOopKa OCTBapyje AHjaior ca
CJINKAapOM M ca NOTEHIHMjaTHUM KOPUCHUKOM NHCaHOT HapaTHBa. TMMe ce ayTOPKHH Hay4YHH OIYC IpH-
pomHo noknana ca iepuodom ymetunociu (XV-XVIII Bex) — koju Xanc bentunr nedpununmie kao goda y
KOjeM je eBpOIICKa YMETHOCT y HajBehoj Mepy MoYMBaja Ha €CTETCKUM KOHCTPYKIHjaMa i YMETHUIKUM
Teopujama’ — anu ce y KOMYHHKAIMjCKH OJHOC CIIMKE M TyMaua, Y CKJIaJy ca CaBpeMEHHM BuljermhuMa,
YBOIM M MIMarnHapHU perunujeHT PoOepoBux ciuka.

Beh y yBonHOM mornaBiey kwure Mmazunapru epiuosu Moepa Pobepa, on HacmoBoM ,,FIMarnHapHU
BpToBu Mbepa Pobepa y 30upri Haponuor my3eja y beorpany*, ctude ce ca3Hame 0 HICJHOM H CTHICKOM
BE3MBHOM TKHBY LIEJIOKYITHOT pykomnuca. HanMe, cam HaclioB KibUTe 3aj€THUUKH je UMEHUTEJb 3a /1Be Pobe-
poBe cirke Koje ¢y ox 1949. y nacuuintBy Haponsor myseja y beorpany, Cinetienuwine iiapka iaiaitie
@apnese y Kaupaponu (1768—1769) u Ilapk na jeszepy (1770—1780). OGe ciuke cy 3ampaBo JenepCcOHaIH-
30BaHM Kallpu4iu, UMarnHapHe paHTasmje, 1ej3aKH0-apXUTeKTOHCKE KOHCTPYKIIUje, M3HaJ] HCTOPUjCKE U
HapaTuBHE ofgpeljeHocTH. HaciioB kmure jacHo oxpaxkasa noetuky Podepa, Kao ¥ MepCrieKTHBHY MTO3HIIN-
jY KOjy Cy ayTOpKe 3ay3elie y cariieiaBamy HheroBor ommyca. Tako PobepoBu umazunapnu epitiosu mocrajy
CBOj€BPCHA MUTOIIOETCKA MECTA, TOIIOCH MICAITHOT CBETa, KOjH TBOPE (GUKTHBHY CTBAPHOCT.

HcroBpeMeHo, KBAJIUTET U TEMATCKa THITU3UPAHOCT IOMEHYTHX CIIMKa oMoryhyjy aa ce nmpexko mux
WIIYKTA FOTOBO LiesiokynaH omyc Mbepa Pobepa, anu 1 kynType y Kojoj cy Hactase. Pernpe3eHTaTuBHOCT
006e ciinke omoryhnia je cyonumanujy Pobeposor oryca, anu u cTBapajadky JHYHOCT yMETHHKA KOJH CE
Beh y yBOZHMM peunMa Kibure Ae(pUHHIIE Ka0 3BaHNYHNU IIPOJEKTAaHT KPAaJbEBCKUX BPTOBA, IIPBH KYCTOC
JlyBpa, anu pe cBera Kao CIMKap BeAyTa M apXUTEKTOHCKUX Kampuda — Robert des Ruines.

Jpyro noriasbe KiHTE, CBOJUM HaciIoBoM ,,116ep Pobep u dpanirycka kynrypa 18. Beka®, jacHo nuctu-
4ye HaMmepy Aa ce PobepoBa IMYHOCT MPOTYyMadH Ka0 HHTEI'PaJIHU €0 (PPaHI[yCKOT KyJITYPHOT oAHe0ba
nocienmux AeneHuja X VIII Beka. [TocraBibame PoOepa n3Haa pokokoa U HCOKJIACHIIM3MA, HHAYC Baskehnx
HJCJHUX M CTHJICKUX KaTeropHja BpeMEHa, yKasyje Ha OICyCTBO (PMKCHpaHE NIEPCIICKTUBE y Carjie/laBamy
yMETHHKa U TIEPUO/ia Y KOjeM je CTBapao. YIpaBo ce cTora M 3aKkJpydyje J1a ,,IPOCBETUTEIHCTBO, KA0 HHTe-
JEKTYaJTHU U KyITYPHH TOKPET, HUje OMII0 jeMINHCTBEHO, YaK HU Y CBOjOj IEHTPATHO] TAYKH — YIIO3H pa-
3yMa. 3aTo ce T3B. 100a pa3yMa MOXe, IPELU3HN]je, Ha3BaTH ernoxoM ceHsubumHoctu™ (13).

Cwmemrame Mboepa Pobepa y 1oMeH ceH3MOUITHE eCTEeTHKE POKOKOA, YIIPKOC HATETHYTOCTH Y KO-
(uKOBamy YMETHHKA, TIOJICTAKHYTO je AenameM onara /luboa, koju je y cBojuM Pasmuwsaruma uz 1719.
rOIMHE CyOJIMMUPA0 HOBY CEH3MOMITHOCT Kao CKYIl YyJTHHX Haapaxaja, M3a3BaHNUX PEaKIMjoM HA HMarHu-
HapHY, aJli ¥ TAKTUJIHY, YHUBEP3aJIHy JITIOTY IPUPOJIE, YHje IejCTBO CIaja Tynry u teno. MehyTnm, ox cpe-
nuae X VIII Beka 3aomTpaBa ce KpUTHKA, KAKO C€ HABOAM, (PPUBOTHOT POKOKOA, UHja ECTETHKA HE OfIpa-
’KaBa MOpPAJIHY U TUAAKTHUKY CIUKY UcTopHje. Iber rmaBuu nporaronucta 6uo je lenu Junpo, koju je y
cBOjuM KpuTHkama Caona y nepuony 1759—1791. ronnHe koaudukoBao KOHLENT MOPATHOT CIIMKapCTBA.

VY ckIlomy MHTENEKTyallHe KiiuMe BpemeHa, Moep Pobep je cBoje yMeTHHUYKO 00pa3oBame MOpao aa
norBpau y Pumy, rae ce 1754. ronnne ynucyje Ha Académia de France a Rome. VY rpany antuuke tpanu-
nuje, Pobep je mpatno u caBpeMeHa YMETHHYKA CTpyjama. Ytunaj [lupanesuja u [lanuanja, Bomehux
PUMCKHX yMETHHKA, CTBapajama apXUTeKTOHCKHUX (aHTa3uja, yTBpAHO je PoOepoB yMeTHHYKH OITyC,
KOj! je YMHOI'OME MOYHMBAO0 Ha MPEJCTaBIbalby MMAarHHAPHUX BeayTa ca ManuM ¢urypama. Tako je Pobe-
POB YMETHHYKH YT O3HAYUO M IIUPE aCIEKTe jeIHOT MPOTOIrJI00aIHOT CBETa, 32CHOBAHOT Ha OIUTY U
Pa3MeHHU UCKYCTBa, Koju je PoOep BEmITO peKOMIIOHOBAO Y CBOJUM HECTBAPHHUM KOMIIO3UIIHjaMa.

® H. Belting, Invisible Masterpieces, University of Chicago Press 2001, 8.
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Hasse mpaheme xxuBoTa Moepa PoGepa moBonm 10 mpemno3HaBama mupux GenomeHa. [1o moBpaTky
y Ilapus, Po6ep Beh uayhe ronune, 1766, moctaje unan KpaspeBcke yMeTHHUKE akajeMuje, IITO HECYM-
IbHBO MEHa HEroB JAPYIITBEHH M COLIMjATHU T0JIoXka]j. Y 1o0a Kaja cTpora KOHTpoJia ABOpa HajJ yMeT-
HUYKUM JKMBOTOM yCTyIHa MpeJ| jABHUM TPIKUIITEM, JieliaBa ce 1 ycron Pobepa y ¢ppaHiryckom MOH/ICH-
ckoM apymTBy. HoBa cHara Oyp»koasuje ¥ jaBHOT MIbCHa OJMYEHA je y TIPOLBATy TPXKHILITA YMETHUHA,
caTKaHOT O] MaTPOHA, yMETHUKA U KpuTHdapa. CaloHU, YMETHUYKHU KPYIXKOIH, KOJIEKIINOHAPH, CBOJHUM
JUHAMWYKHM OJHOCOM yKa3yjy Ha HOBY PEaJIHOCT yMETHUYIKOT YHHBEP3yMa y KOjeM HCTaKHYTO MECTO
npumnana Moepy Pobepy. XuTpe pyke yMeTHHKA cTBapalie Cy IO AUKTATy Hapyuuona u Baxkehem ykycy
eJINTE, KOja je y MMarnHapHUM CIIMKapOBUM CBETOBMMA BHJIEJIa MECTO CIIOKOja U Pa30HO/IE, TPOCTOP COI-
CTBEHOT YJICTIIIIAHOT U MICOJIOIIKH HCKOAMpaHor xaburyca. Mehytum, Pobepoo npaheme Tpenna Huje
HapyIINJIO BEroB YIiea, 0 YeMy cBelouH JIuapo, Koju y ’beroBOM CIIMKAPCTBY IIPENo3Haje 00jeanbemhe
HCTOPH3MA M J)KaHpa Kao MPETIIOCTaBKE MOPAITHOT CINKAPCTBA.

HezangpxuBo ycnumame Moepa Pobepa Ha IpymITBEHO] JIECTBHUIIM HYKHO j€ 3aBPIIIIO HA TBOPY
Jlyja XVI. Mohna marponaxa pesyntupaia je mosehanom Po6epoBom akTuBHOImNY OIMYEHO] y OpOjHUM
BPTHHUM U JINKOBHUM KOHCTpPYKIIHMjaMa U3BEACHUM 3a Kpasba. CaMUM THM HEroBa yJoray qpyIuiTBy I0-
cTaje joll 3HavyajHuja, 1 YMETHHK rocTaje ujaean — honnete homme. Pano Bulen roct nomopuux norabhaja,
[IapMaHTaH U HEOJ0JbMB, PoOep ncTryue KOHCTPYKIIM]y CONCTBA y CKIIaay ca ujaeanuma enoxe. Mcrospe-
MEHO, HE 0CTaje y OKBUpHMa MOBpPIIHE HAeHTHHKaIH]je, Beh mpexo ayTonopTrpera OpukKJpHBO KOHCTPY-
WIIe CBOjy BU3yeNHY Onorpadujy, HacTalry Ha IUCKYpPCY O HHTEHHO3HOM YMETHHUKY.

CKHII03HOCT, HetoBpiIeHOCT PoOepoBHX ciika pediekToBaja ce y MojaBHOCTH YMETHUKA, 1 00paTHO.
CrBapaiar Jemnor, HocTao je KOH3yMEHT JIyKCy3a, HOBOT ()eHOMEHa CTBOPEHOT Ha BUIIKY pa3MeHe pobapa.
Kanpunuosnu nojeuHal Huje Morao Ja ocrane HernpuMeheH u peakiuja je 6uina HemuHoBHa. Jlenu Jnnapo,
HeKaJallkby nojpkaBaian Pobeposor nena, mocrao je meros kputuuap. Kputuka Pobepose criospamime
MaHHU]ecTaIyje NpeHena ce ¥ Ha BeroBa IIaTHa, Kao HeJOBPIICHA U MOBPIIHA, CyBHUIle (pHUBOIIHA, Ha-
cTaJia o AMKTAaTy Karpuua u Mozie. Hapatus o gereHepanuji yMETHHKA, 3aTOYEHUKA MOJIE, TPOBOLIMPAO j&
OMHApHY OJeNTy Ha )KCHCTBCHH POKOKO U MacKyJIO3HHU KJIACHIIN3aM, YKa3yjyhn Ha poaHy IUCTUHKIIH]Y,
BEOMa IPUCYTHY Y TEOPHjCKOM JIMCKYPCY MTPOCBETUTEIbCKUX TpBaka. Edemenuszanuja Podepa, kao ommire
MECTO y KPUTHIIM )KEHCTBEHOT POKOKOA, PUITHMCAHA je HEraTUBHOM yTHIIA]y HEroBe XKEHe, YNME je yMeT-
HUK y MOPaJIHOM CMHCITy ayTOMaTCKH M3TyOHO MeAUrpe, ¥ NOCIEANYHO CTaTyC HCTOPH]CKOT CIMKapa.

Jemuctudurkanuja caukapa HUje mpoiia 6e3 NOTUTHIKHUX MTOCIIEINIA, 11a je YMETHUK Y BpeMe pe-
BOJIYIIHOHAPHOT Tepopa 0Mo yramHmYeH. HakoH 3aTodeHUITBA, TONUIO0 je 10 pexabunuramuje Pobepa n
ErOBOT TIOHOBHOT yd4enrha y jaBHoM kuBoTy [lapu3a. Umak, BpxyHar PoGepoBor cTBapanamTsa je mpo-
120 U MOCTPEBOIYIIMOHAPHO 100a je neuHuCcaI0 HOBE YMETHHYKE Healie, KOje CIUKap HUje MOrao y
MOTITYHOCTH JIa UCITYHH.

Tpehe nornassse Kwure y nenoctu je nocseheno cimmun Cideiienuwite iapxa ianaive Papnese y
Kauipaponu, xojy je oep Pobep u3Beo y capanmu ca @pancoom bymieom, 3a1yKeHUM 32 OCINKABAKE
JbyACKHX purypa. MOHYMEHTAITHO TIATHO HACTAJIO je BEPOBATHO 3a MOTpede AeKopaIije mpocTopa IBOp-
na Jla Mujet. [leqanTHUM 1 MOCTYIHUM PaZioM ayTOPKHU KEUTE, aHAIM30M apXHuBCKe rpale u cTpyune
JUTepaType, JOILIO Ce IO OCHOBHUX Ca3Hama O CIUIH, YHME je U3BPIICHA HheHa [10y3/1aHa HCTOpHU3allH]a.
Tako je unTaony npyxeHa MoryhHOCT Jia ce yro3Ha ca JlaJboM UCTOpujoM ciuke. [IpomMeHe BiacHuKa
CJIMKE, TOKOM JICIIEHHja U BEKOBA, IIOCPE/IHO Cy yKa3alie Ha IPOMEHE eCTEeTCKUX Hayela, Kao IOCIeInIy
Pa3IMYNUTHX COIHjATTHUX M €CTETCKUX HOPMH, YAME j€ CIIMKa TT0CTala U UACOJIONIKA ITapaiur;Ma BpeMeHa
y KOjEM je UCTOPHjCKH eT3UCTHpaia. Tako je, HemocpeHo HaKOH CBOT HACTaHKa, CIIMKA ITocTala JIe0 TPXKHU-
mTa yMeTHHHA, 1a 6u 1o 1905. roguue 6una y konekuuju Jleomonma l'onammura. Crnuka je kacHuje Omna
OTKYIJb€HA 32 UMaruHapHu XUTIEPOB My3e], KOjU ce UMao KOHCTUTyucaru y JIunmy, na 6u 1949. ronune,
nocpenctsoM Ante Tonmha Mumape, konHauHo cTuria y JyrociaBujy Ha UMe paTHE OJIIITETE.

VY 1pyrom zieiy moriiaBiba MPUCTYITUIIO CE TyMaueHy CIIMKE Y KOHTEKCTY BpEMEHa y KOjeM je HacTaa.
PobepoBo BenMKo TUTATHO HCeYaK je paHTaCTUIHE MMaruHaiyje. Ha memy ce ofBuja jeHa xKaHp-CIIeHa,
KOjoM JJOMHUHHIpPa MOHYMEHTAJIHA U pyHHUpaHa apxuTekTypa. Beh morBphena PobepoBa nHBEHIIH]a, KOjOM
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je Tmo3HaTe MpeJIoNIKe PEKOMIIOHOBAO 1 IIpUjIaro)aBao BpeMeHy, THPEKTHO je yTUIana 1 Ha (hopMupame
ose ciuke. Y npoj nojopuHu X VIII Bexa y @paHiryckoj je Jo1uio 10 KoauprUKoBama CriennpuIHOr MUKTO-
PAaJTHOT 110Jba, Kao MapajJurmMe eleraHTHOT, JIaroIHOT )KUBOTA, BUJIJBHBOT HA CEH3MOWIHNM ciinkama dpaH-
coe bymrea. 3uamenutu fétes champetres nponssenu cy pokajHy, MUKTOpaiHy apTuduujentoct. EcreTnka
y)KHBama, KOjoM Cy IPOKETH IPUKa3aHH JIMKOBH, aJIM ¥ BEIITHHA, Op3uHa u ymehe ciimkapa, CTBOpHIN cy
MOSTHYHY UT'PY CBETIOCTH M CEHKH, CBOjEBPCHY IACTOPAIIHY MEIUTALIN]Y, TOJbE OMYyINTaRka U Pa30HOJE.

OncycTBO LEHTpaJIHE IEPCIIEKTHBHE TauKe, ASHCTOPH3allHja IPUKA3aHUX JBYIH, HEeOCTaTaK Jpama-
THYHUX TE€CTOBA U IIOKPETa, eJIEMEHATa HEONXOAHUX IIPH KOMIIOHOBaIbY CLIEHA HCTOPH]CKOT CIINKAPCTBa,
OJIPE/INITU Cy CIMKOBHY NoeTUKy PoOepoBor miarHa ,,koja ce pacrade y mpaBily OECKpajHUX MOSTCKUX H
JIMYHUX MHTEpIpeTanuja‘ (58) TpenyTax yBolema nmocMaTpaya y CIHKY, ,,y lbbeHO BU3YEITHO 3a0KPYIKH-
Bame" (58), o1 mpecyTHOT je 3Havaja 3a eCTETUKY CEH3MOMITHOCTH aJIH U 3a NPaBHJIHO YuTame Pobepose
ciike. HacynpoT ayTOpHTaTHBHOCTH AWAAKTHYHOT CIIMKAPCTBA HErOBAHOT Y JIETY MIPOCBETUTEILCKOT JIUC-
Kypca, PobepoBa cirka Hyu aipecaTy MOIyhHOCT CaMOCTaJIHOT H3HAJIaXKEHha OIrOBOPA Ha IIMTAkbE LT
CIIMKA JKEJIH MK He jkeu.” TakaB cTaB Hy»KHO je BOIHMO Ka IPENo3HaBakby TEOPHjCKUX cTaBoBa Poxea ne
[Inna, xoju TepMuH pittoresque BUIU Kao KJbYYHH KBAJIUTET CIMKApCKe BEUITHHE, KOJU 00yXBaTa 1 OIHU-
cyje mporiec cyOnuManije cBUX YMETHUYKHAX (POPMHU y JOMEH HE3aBUCHOCTH CIIMKOBHOT IJIATHA WIIH
moJba (59). Tako ce mouwio 10 onpeheHor ocnobolerma, He3aBUCHOCTH CIIMKE O] INTEPAPHOT MPEIJIONIKA,
a UICTOBPEMEHO U JI0 penaKcaunje nocMaTpaya npej CIMKOM U lbeHUM 3HauemheM. cToBpeMeHo, ecTeTu-
Ka IIUTOPECKHOT MTPOM3BENa je BeoMa IOIyJIapHe )KaHPOBE — BEAYTE M Kalpuie, 0COOMTO 3aCTYyIJbEHE Y
PoGepoom onycy. VimaruHapHO, HSOUEKHBAHO Y IPUPOAH, yOOJINYaBAaJIO je MUTOPECKHY aTMOc(hepy CIHKa
1 pacKuJ ca KJJaCHYHO KOHIUIIUPAHUM MHUME3NCOM.

Y OoKBHpY KyJIType CeH3MOMIHUX ocehama, KyJIT pyHHa 3ay3uMa HCTaKHYTO MecTo. OpraHcko pacra-
Kambe MPUPOJE, TPOTKAHO PYMHUCTHYKOM CUMOOIMKOM, Tapa0KCallHO je N3a3UBaIO €CTETCKO 3a10BOJb-
CTBO, IPOY3POKOBAHO MEJIAHXOJIMYHOM CITHKOM CBETa KOju HecTaje. Takolhe, pagoct :KHBOTA Koja TOMU-
HHpa CIUKOM HHjE BOIWIA Ka CTPOroM cyOInMHOM ocehamy, Koje je Y BEIHKO] MEpH OAPEIUIIO ITaToC
no3Hux PobepoBux crnuka. [lojam cyGmmmHor nedunucan y neny Enmynna bepka monpasymesao je y
CJIINKOBHOM CHCTEMY BU3yeJIH3alH]y JIeCTPYyKIHje, Koja ce OCTH3ala ,,BeINYNHOM, OLITPUHOM, HEpery-
napHomihy GpopMe U IpaMaTHYHUM KOHTPACTOM cBetia u Tame™ (61).

VY (okycy nocienmer cerMmenTa KibHre Haluia ce Jipyra, 6eorpanacka, Podeposa ciuka, [lapk na
Jjezepy, natupana y ocmy aeuenujy X VIII Beka. Cninka Mamux ITUMEH3H]ja, Koja je onyT CileileHuwiia
ilapka ilanaite @apuese y Kaipaponu cturna y Jyrocnasujy Ha ume paTHe onmrere 1949. roguae, nmpumnana
tuny veduta di fantasia. TakBe KOMIO3uIMje YMHOIOME Cy O3Ha4HJIe U cTBapajadku omyc Moepa Pobepa,
KOjH je M3BEO HM3 MMAarnHapHUX BEAyTa Ha 3aXTeB TPXKHIITA U yKyca enute. [loMoHe ciiuke MaxoM cy
MPEICTaBIbaIc PEMUHHCIICHIIN]Y Ha TI0jSMHE CIIMKE UTAIHjaHCKUX Ti¢j3axa, Koje je Pobep mogarHo apTu-
¢unmpao creapajyhu ancrpaktae, OykoiHKe IpeicTaBe, 6e3 KOHKpeTHOr Tornorpadcekor onpehema. Pode-
pOBe BellyTe Cy MaxoM THITU3UpPAHE MPEICTABE ca JeTHOIMYHUM MOTHBHMA, Ha KOJUM JOMUHUPAjy Oaiy-
cTpane, cTy0oBU U purype OpoH3aHUX JIaBOBA.

Crnuka [lapx Ha je3epy noOuia je moce6aH 3Ha4a] YKIbYYHBAFkEM YMETHUKOBOT JIUKA Y MYITHDHUTY-
paJIHy KOMIIO3HUIIH]yY, IIITO je 0COOCHOCT 0CAaMHAECTOBEKOBHE MUKTOPAJIHE KYJITYype U MoJpasyMeBa Jia
THME TOCTaje conversation piece. Tako je y HEMOBE3aHU CKYT OCCKapaKTECPHUX JIMKOBA YKJBYYCH U YMET-
HUKOB aKIIMOHU ayTOIOPTPET, I1a je CIIMKap NpHUKa3aH y ayTopedepeHIINjaTHOM XaOuTyCy, y TpeHylHMa
I'PO3HHYABOT CKHIMPama, YUME CE jaCHO HCTHYE HBerOBa HHICHUO3HOCT H TeJIeCHa MOKPETIHHBOCT. TuMe ce
OTKpHBA HOBO TI0JbE Y YUTARY PETOPUIHOCTH TeJa, BEOMa 3aCTYIJbeHO y (hpaHIryckoj ymeTHocTH X VIII
BEKa, YMja KapaKTepPHOCT ,,eBOLMPA IIMPOKH OICET CTaka U eMOLHja y BU3YSITHUM YMETHOCTHMA, JINTe-
patypu u ymetHoctu* (75).

CyIITHHA CITMKE, KaKO ¢e HABOJH, JIOKH Y €CTETHUIY ITUTOPECKHOT, KJbYYHOM ()EHOMEHY OCaMHAECTO-
BEKOBHE KYJIType 1 yMeTHOCTH. [Ipupona, meHa apTuduiujanuja 1 apTUKyJIaluja, OApeaAnin Cy CYIITHHY

"W. J. T. Mitchel, What Do Pictures Want? The Lives and Loves of Images, University of Chicago Press 2006.
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PoGepoBux BexyTa, Ia U IETOBE CluKe /lapk na jezepy. IHTepBeHIINja y TPUPOJIN, KA0 JIE0 OCAMHAECTO-
BEKOBHOT z[HCKypca neuHKCaNa je eKCIaH3Mjy KyIType Y IPHUPOIHE TIPOCTOPE, ,,KOjU CY Y Pa3Bojy, KOjH je
u cam nipuponan (75). Uaeosnoruja mporpeca y ciyK0H MPOCBETHUTEIHCKOT MHTEPBEHIMOHU3MA Y JIOMEH
TIPUPOHOT BU3YEIHO je CyOnnMupana y Po6ep030M CTBapajamTBy. 3BaHUYHHU MPOJEKTAHT KPAJbEBCKUX
BPTOBA M BUPTYO3 ca KNUUIOM, PoOep je cjennHNO NCKYCTBA ABOAMMEH3HOHAIHOT U TPOJANMEH3HOHAIHOT
niry3uoHnsMa (76). aTerpanyja npupose n apxXuTeKType CTBOPHIIA j€ MO3arYHE LEJIMHE, HU3 KOHTPOJINCa-
HUX NPUPORHUX foraljaja, cjennmbeHnX y jennacTBeHn grand tableaux. Ympkoc, ainu He ¥ TPOTHB, JIOTHKE
(paHITyCKOT, KapTy3HjaHCKOT, allCOIy TUCTHYKOT, FTeOMeTpHjcKor Tpra, Pobep je cBoj naeas KOHIIUITHPa-
a BPTa JIOTHYHO IIPOHAIIA0 y BaTeneoBuM TEOPHjCKUM HJIgjaMa O XOPTHKYJITYPH KOje Cy TOYHBaje Ha
WJIej¥ MUTOPECKHOT BPTa, Kao HeperynapHe (opMe, Koja 0cTaBJba OCMaTpady Ja MEHhambeM BIaCTUTE MO-
3MIMje IIPOMEHH U apaHMaH BpTa (77), unMe ce TIOHOBO UCTHYE HJIeja O yJIacKy ocMaTpada y CluKy, Beh
HajaBJbeHa y TyMauewy Cuieilenuwiia iiapka iaraiie Paprnese y Kanpaponu. Busyenna anpornpujannja
rmocMaTpada yBOIHU aJipecaTa y CIIUKY, a Ipoja3zak Kpo3 mwy Tpeda na nza3ose ocehame 3a10B0JbCTBA (78).
[MutopeckHu eeKTH CINKE U IheH MHTUMHU (popMmart, Kao U leHO CEH3UOUITHO YCTPOJCTBO, 03MBajy T0-
cMmarpaya Jia mpoineTa y ciauiu (79), 1a je BUIU U J0KUBH Ha CBOj HAYMH, YHHH CE Ca jOII BUIIIe MOT'YNHOCTH
HETO LITO je TO Mpy’KaJa UIlaK jellHa MOHyMEHTaJHa CIIMKa, KakBa je [lapx na jezepy.

Kwura Umazunapnu spiiosu Hoepa Pobepa noBpiiaBa ce O3MBOM YNTAOILY J1a 3aMEHH YJIOTY, U Jia
mocTane cy0jekat paame, purypa y PodepoBom mejzaxy. Tume ce cTBapa 3akJbydaK KOji HE TIOCTOJU Kao
(hopMaHU Kpaj KIBbHUTE, U YMHHU CE ca allCOTyTHUM IpaBoM, Oyayhu na je PoGepoBo meno mpeBacxomHo
WITYUTAHO KA0 MEeNTNHA 0e3 Kpajier OKOHYama, K0ja TBOPH KOHTHUHYHPaHU 0ECKpaj 3ayBeK HEOBPIICH y
MOCMAaTPaYCBOj CTBAPAIAYKO] HHTEPIPETAIIU]H.

Ty je kJbyd 3a pasyMeBambe OBE KIbHIe M TIOCTaBJbambe Pobepa y mupe okBUpe GppaHIlyCKe KyJIType
apyre nonopuHe X VIII Beka.® Bpeme MepKaHTHIIHOT KaIMTAIN3Ma, ajli U HCTPaKUBamka CONCTBA, IEPHOL
Tepopa, aJli U HeCITyTaHe PAaJOCTH KUBJbEHA, HYJMIN Cy MOTYhHOCT 3ay3uMama pa3innyauTe NepCreKTHBE
y carnenaBamy PobepoBor gemna.

Jlo6a Tpausunuje,’ OTHYCHO Y MHOTOOPOJHIM TyaTH3MHUMa, O3HATHIIO je MOTYNHOCT [1a ce meprHoIn
y KojuMa Cy HacTajajie Oeorpaacke PodepoBe clinke cMecTe Y HUYHjH IIPO30p, BaKyyM, ay TOHOMHH Xa0u-
TyC, KOjH JIEXKH y HENPUCTajarby Ha HOBO, aJIM M Y HEMOT'YNHOCTH NMOBE3MBama ca MPOTEKJINM IEPHOJIOM.
Cnoxoj 1 6eKCTBO y YHYTapH-€ COIICTBO, aJlv U 'y Ouhe npupose, oapeauu cy untame PodepoBux cinka kao
npocTope n3ryospene cpehe u neneHTpaan3oBane ayTopedepeHInjaIHoCTH, Koja ce IIPUTOM He 3aTBapa
y ayTHCTHYHY JBYLITYPY, Beh CHa)kKHO OcTaje y CKIIaay ca BpEMEHCKHUM H APYIITBEHIM KOOp/IHHATAMA.

PobGepos cBeT, caga AMjaleKTHUKN HHTOHUPAH, SaXBaJBnyhPI paduHnpaHoj eJIOKBeHI_[PI]PI ayTOpKH,
ca ocobutum nuuHuM nedarom Camne bpajosuh, y MOTIYHOCTH je MocTao ONMMILJBMB, CBOjeBPCHA BepOasHa
MKOHHMYHA ITpezcTaBa. JloBpieme PodepoBor ferna ocTBapeHo je apTUGHUIIN]ETHUM je3UKOM, CHaXKHE PETOPHY-
HOCTH, KOjU TBOPH HU3 eK()pa3a U TaKko IIACTHYHO O)KHMBJbaBa yMETHHKOBE CIIMKOBHE Bu3Hje. [lomenyTa
BEIITHHA PETOPUKE Y PYHKIUHU je MEUMETHYKOT YUTamka 00jeKTa, KOje je M3BeIECHO Ha HajCaBPEMCHH]UM
HAay9YHHUM ¥ METOJIOJIOMIKHM mocTynaTuma. Ctora cy OpojHe HaroMeHe 1 00nMHa oubnrorpaduja octanu
HAMEHCKH cKpugeHu, n3a npedumeHe peropuuke dacazne, caTKaHe O U3y3eTHO CYNTHIHUX 1 HHBEHTHBHO
KOMITOHOBaHHUX jJE3UYKUX KOHCTPYKIIHja, TOIUKO YJaJ/beHE O] CBE aKTYEIHH]E eKOHOMU3AYUje Je3UKa.

Yocrainowm, Buljeme PoGepoBor omyca 1 1eroBo HapaTHBHO MPEACTaBIbabe 3aCHOBAHU CY HA CTApUM
XYMaHHCTHYKHM OCHOBaMa, 110 KOjHUMa jeTHO yMETHHYKO JIEJI0 — a OBa KIbUT'a TO jecTe — Tpebda Jia peruiu-
jeHTa yoenu, moy4u u pa3oHoau. Tako ce 4uTanail, Ha eJeranTaH i TOTOBO HEOCETaH HAuNH, CTYITIEBUTO
ilpoceehyje n yBOOU y ca3Hame cBeTa Ppanirycke kyntype X VIII Beka, qa Ou Ha Kpajy myToBama, TaKo
MIO/Iy4€H, TTOCTAO poceefier 1 MHTENEKTYalTHO OCIOCOOJBEH JIa CaM JIOBPIIM MITH HACTaBH CBOJE KPETABE U
OKOHYa MJIHM He okoHua (adyny. Ha kpajy, HeoceTHa U CyNTHIIHA MHTEPBEHIMja Ha/l YATAOLEM, KO CKYTI

8N. L. Dublin, Futures & Ruines. Eigteenth—Century Paris and the Art of Hubert Rober, Getty Research Insitute
2010.
® M. Facos, An Intorduction to Nineteenth—Century Art, New York — London 2011, 5-51.
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WHCTPYKTUBHUX CMEPHUIIA, IPENICTaBJha CUTYPHO YIIYTCTBO y ca3HaBamy ¢panirycke kynrype X VIII Bexa,
u napagurmMatudse purype Moepa Pobepa, Tako Onrcke cCyOIMMHO] €CTETHIN ay TOPKH, Y YHjOj ce U3BEI0H
MHUMETHUYKH CBET (MCTOPH]ja), HA OCHOBY IIPEIM3HE OjMOBHE TEPMHUHOJIOTH]jE, OIUIEMEmYje 1 CyOnuMupa
y €CTETHLUCTHYKY KOHCTPYKIIH]Y, 2 O OTOM apTHCTUYKH UCTIPHYAHA U CEJISKTUBHO HCKpenpaHa ouiia
MIPENyNITEHa JABHOM MIbECHbY.

I'panne je3nka ayTOPKH MOCTajy TPaHUIE BBUXOBOT U YNTA0UYEBOT CBETA Yy OKBHPY KOjuxX (ppaniy-
CKa KyJATypa ipo2ogapa HUHO OTHETOBAHUM CPIICKUM j€3UKOM, YHjU C€ eKCIIPECHBHU IMOTCHIINjall CTAaBJba
y ciyx0y MojMOBHOT pa3oTkpuBama Podeposor ceera. Ilokmanmame PoGepoBor pykomuca n pykomuca
ayTOPKH KOHCTUTYHIIE 1yOIHpaHy CIUKY, YIIPaBO €CTETHKY ITUTOPECKHOT, Ha KOjOj ay TOPKE HECKPHBEHO
3aCHUBAjy ¥ JACLEHTHO apTUKYJIHIIY CBOje yuTame PodepoBor pykomnuca.

W360p yMeTHHKa KOjU ce Halao y poKycy HCTPaKMBAUKOT IIpolieca HHje Tocieinla cyOjeKTHBHE
BH3HMje ayTOPKH Beh je 1eo HOBUX cariieiaBama HCTOpHje yMeTHOCTH. [ToBpaTak akaJeMCKUM yMETHHIIN-
Ma JIeo je caBpeMeHOr oOpTa y Haymu. Cee Beha makma mpuaaje ce yMETHUIIMMA, HETPHKOCHOBEHUM
ayTOpUTETHMA CBOTa J100a, M yoOJIM4aBaonuMa 3BaHHMYHE KyJIType. PEKOMIIOHOBame MPOIIIOCTH 3aCHO-
BaHO je Ha CBEOOYyXBaTHO] PEKOHCTUTYIMjU aKaJeMCKe YMETHOCTH M 3Hadaja eCTEeTHKE JICHOTr y JeJuMa
BEJIMKHUX MajcTOpa, LITO je IPUPOJHO Y3POKOBAIO U HOBE MHTepIpeTanuje PobepoBor cTBapanamrsa y
CTPYYHO] JaBHOCTH, YeMy Cy 3Ha4ajHO ponpuHene Tarjana bommak u Cama bpajosuh.

[otpebHo je uctahwm na je kwura Umacunapru epivosu Hoepa Pobepa yjenHo u CBOjeBpCHA aJeTo-
pHja mpujaTesbCTBA M HAYYHOT caBe3a, Oynyhn ma cy 1Ba pyKomuca ABejy HaydHHUIA, YIIPKOC Pa3IHIUTOM,
aJIi HE ¥ CyIIPOTCTaB/bEHOM, METO/IOIOIIKOM IIPUCTYILY U 0COOCHOM PETOPHUKOM H3PAKABALY, cjezmH,eHa
y jeHy pUTMHYHY, HApaTUBHY U KPUTHYKU MHTOHUPAHY LennuHy. Tako je jenHa eKCKJIy3uBHA U }Ipyraqﬂja
KyITypa, y CyIITHHH 3aCHOBAHA HA YHUBEP3aTHUM BPEIHOCTHMA JIENOTe, 3axBaJsbyjyhu CHaXxHO] epyaHu-
LIUjU ayTOPKH OBE KEbUTE, IPEHECCHA Y JJOMEH HAllMOHAIHOT je3uKa U KyJITYpe, IIOCTaBIIN BUXOB HHTE-
T'PaJHU JIE0.

Hzop boposzan

Yuueepsuiueiu y beozpaoy,
Qunozogcku paxyniuei — Odemerve
30 UCIUOPU]Y YMEUHOCIIU
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UDC 73/77:069.5(497.11 Beograd)”1918/1941”

bojana IlonoBuh, Ilpumemena ymeiinocivi u beozpao 1918—1941
(kaTaJjior u3no:xoe), Mysej npumemeHe ymetHocT, beorpaa 2011.

Mel)y HOBHjUM MTPOTPaMCKUM TEKOBHHaMa qoMahnx my-
3€JCKMX MHCTHUTYIIH]a, CJI0JEBUTOM ITIOCTABKOM U MHCTPYK-
THUBHHMM KaTaJIOrOM UCTHYE ce M3JI0k0a ,,[ [puMerena ymer-
Hoct u beorpan 1918—1941° mp Bojane [Torosuh. [Ipupehena
y ayTOPKMHOM MaTH4HOM My3ejy IpUMEHhEHNX yMETHO-
CTH, TEMAaTCKOM 00yXBaTHOMINY yOUJbHBO HaAMAIIYje JI0-
caJallmba MPeACTaB/baba TOT 3HAYAJHOT CETMEHTA Hallle
mehyparhe kynrype. home ce cucteMaTnaHo 320KpyKYjY,
aJIM U TUIOJHO MPoAyOIbyjy, ncTopHorpadceka 3anaxama o
KapakTepy 3aCTyIJbEHOTI MaTepHjaa.

Naxo ncropujcku Henyro, MelypatHo pa3no0sbe cprcke
YMETHOCTH j€ ¥ OBOM HAJaXHYTOM IPE3EHTAII]OM HOTBP-
heHo kao TUHAMUYHO U BHIIec0jHO. Cariiefano y KOHTEK-
cty npeoialyyjyhinx 1yXOBHUX, HACOJOIIKUX U €CTETCKUX
ycMepema, leroBo eMaHIIMIIaTOPCTBO j€ MPEo3HaTo U Ha
MOJbY IPUMEHEHUX YMETHOCTH. AYTOPKHHOM CEJICKIINjOM
IO MIPBH ITYT Cy PaBHOIIPABHO 00jeIMbEHE CBE PEJICBAaHTHE
00J1aCTH IPUMEHEHE YMETHOCTH, O/ KOJUX CY HEKE YIIpaBo
y TO BpeMe Jocerjie KBaJINTaTHBHU 3¢HUT ((pacaaHa U eH-
TepUjepHa CKYJINTYpa, BUTPAXK, HAMEIITE)).

OcuM Kao TeMesbuTa JoIyHa noctojehnx HayqyHUX TyMa-
4ermwa, U3JI0k0a MpecTaBiba KPyHY MYy3€OJIOIKOT U UCTO-
puorpadckor pana xoneruauie [lonosuh, 9uju cy npeTxonHu npuio3u (MoHorpacduja o monu y beorpa-
oy usMely nBa pata, nuznoxoa ,,Kmacunm monepre®, ersemrurapan wianiu o yuemrhy Kpamesnae CXC Ha
mapuckoj u3noxkom 1925. ron. n xepamunm u noprenany Jymana Jankosuha) cBecpaHo mpuxBahenn y
HIMPUM CTPYYHHUM OKBHpUMa. Kao Jyroroauuimy KycToc, a IOTOM U MY3€jCKH CABETHUK, TUOHUPCKH je
yTeMeJbHIIa IPOyYaBaba HEJIOBOJBHO PACBETIHEHUX (DeHOMEHa Hallle MeljypaTHe yMETHOCTH.

HajHoBuje ucTpaxnBarme CHCTEMaTHYHO j€ CIIPOBENIa Y IPECTOHUYKHUM MPUBAaTHUM 30MpKama, JApKaB-
HUM apXUBHMa, My3€jCKHM JICTIONMa, 3aBOANMA 3a 3aIUTHTY CIIOMEHHUKA KYJITYpe, XeMepoTekama 1 OnoIno-
TeKaMa, aJIi U UCIIPE/l ¥ yHyTap 3HaMEHUTHX Mel)ypaTHuX 31ama. OCHM HCTaHYaHOM M3J10)KOEHOM ITOCTaB-
KOM, ayTOPKHH TPY/I j€ Pe3yITHPAO UCLIPITHUM, TPUMEPHO Tpadudku ompemMsbeHIM Kkatasorom (1. [Tapankmn),
cHCTeMaTH30BaHUM Ha 263 cTpane. OH yBepJbHUBO CBEIOUH O IIMPHHM 3aXBaTamba y MpoOIeMaTHKY TPECTo-
HUYKE MPUMEHCHE YMETHOCTH, Ha KOjUMa U TI0YKBa n30ajlaHCUPaH TEKCTYaJHU HApaTHB. 3a Pa3IuKy Of
TIOCJIOBUYHO HITYPUX M HEJIOPEUCHHUX KaTaJOMIKUX IMyOIMKalnja, ay TOPKa pa3BHja 320KPYKEH CHHTCTUIKH
CTHJI M3J1arama, cienaehn 00jeKTHBIUCTHYKY TPaaUI]y HHTETPAaTUBHUX HCTOPHOTPA(CKUX MPUCTYTIA KOJH
CY Y €TIOXH ITOCTMOAEPHOT HaplM3Ma HEOIPABIaHO 3a00MIIaKeHH Kao ,,KOH3EPBAaTUBHHU .

ITornasspa kaTanora cy (yHKIIMOHAJIHO OfIeJbEHA HA TJIABHE MPOOJIEMCKE U THUIIOJIOMIKE TEMATCKE
LeJIMHE KOje CY ayTOPKY 3a0KYyIlJbaJie TOKOM UCTPaKMBamba Oeorpajicke MpuMenheHe yMeTHOCTH: ,, I Ipu-
MEHEHA YMETHOCT y O4MMa caBpeMeHuka“, ,,Ha u3noxbama®, .,y mkonama®, ,,YMeTHUIIN/ YMETHHUILIE™,
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»JeKopaTuBHa CKynnTypa“, ,,JlekopaTuBHO cauKapcTBO®, ,,BEHTEepHjep  HamemTaj*, ,,00pana MeTana®,
»lekermn®, , Kepamuka®, ,,IIpumerena rpaduka”, ., Ha kpajy*, ,,Karasor nznoxenux nena“, ,,buorpadceke
oenemike™ u ,,Jluteparypa“. Y uBpcTO KOHCTPYHCAHO] IIPErVIeIHO] (GOpMHU M3IBOjEHUX TIOTJIaBJba, IPEICTa-
BJbEHE CY Pa3InYUTE 00JIACTH NPUMEHEHE YMETHOCTH M KOMEHTapHCaHa KJby4Ha OcTBapea. MHOIITBO
MOATEMA YHYTap KOH3UCTEHTHOT HAapaTHUBa OCBETJHECHO j€ je3rPOBUTO, KOMOMHOBaHEeM MOHOTrpadckor u
pacmpaBHOT MeToa. Y3 ca3HajHo oborahmBame pacmoioxkuBe GpakTorpaduje, HCHAMETIEUBO CY PEBUIU-
paHe mojenuHe npeBasuleHe aTpulyIHje, 1aToBama, KIacu(puKannje U CTHICKE KapaKTepu3almje.

OBUM UCIPITHAM KaTaJIOTOM MPOAyOJbEHO je TyMadeHmhe NCTOPHje IPUMEHCHIX YMETHOCTH Ha YH-
TaBOM EKCjyTOCIIOBEHCKOM TIpocTopy, Oyayhu na je beorpan Ha lweMy IPOAYKIIUjCKH MPEAHAYH0 aHTa-
Kyjyhu cTBapaone paznuuuTux HanuoHaiHocTH. Clleno je CTUIIOBE ca eBPOIICKOr 3anaia (EKJIEKTHKY,
MOZIEPHH3aM, KJIACHIIM3aM, ap JICKO), aJIli M YCBajao MPHIIOTe PyCKe EMHUTpalHje ¥ TEKOBUHE HAIIMOHAIHOT
,»cJora®, yecTo oboralieHe HAaHOCHMa jYyTOCIIOBEHCTBA, jep Ce TPaIHLHOHAIHA MYITHKYJITYPaTHOCT Hhe-
roBux npoceehennx Hapyumiana ox 1929. rox. mpunarohasana pactyhoj paBopusamnuju yauTapu3yjyhux
YMETHHYKHX Iporpama. OTyz, y3 MHOIITBO aUPMAaTHBHUX OLlEHA yIyheHHX HOCHOLMMA Pa3InIUTUX
o0JlacTu pUMemheHe YMETHOCTH, Ay TOPKMHUM H3J1arameM IIpoBejaBa U OlpaBiaHa KPUTHKA MAaHbh¢ MHBEH-
THBHUX OCTBapema JpiKaBHE KyJIType, Koja Cy UCITyHaBaja cajie, BATpUHE U (acajae penpe3eHTaTHBHUX
YIPaBHUX 3/1amba.

[TpoyuaBama Ocorpajacke acagHe U SHTEPUjepHE CKYIINTYpE, a MOrOTOBO IU3ajHA HAMEIITaja ’
MIpUMemCHE TpadKe, OBUM pa3MaTpamuMa 100Hjajy TeMeJbHH MOACTHUIR]. Y3 TO, aHAIUTHYKH CErMEHTH
Kbure nocBehenn ocraauM o6IacTUMa NPUMEHEHE YMETHOCTH, CarjiefaHd Kpo3 eMaHIMNAIH]jy )KeHa
cTBapasalia, Crelnjain3alnjy IIKOJICTBA, U3JI0kK0e U APYIITBEHY adupMalnjy Boaehnx THIHOCTH, TaKO-
he nmoncTr4y HOBa UCTpaXKUBaAA.

Kao u3Bop nparouneHux casHama M MOTKPEIJbEHUX 3aKJbydaka, katanor bojane ITonmosuh he gyro
MIPEACTaBIbATH He3a00MIa3HO MOJIA3UINTE 3a CBa Oyayha mpoydaBarma jyrocioBeHCcKe Mel)ypaTHe npume-
BCHE YMETHOCTH, aJli U PEIPE3CHTATHBHE apXUTEKTYype, CIIMKAPCTBA, CKYJITYpe, AU3ajHa, YMETHUYKE
KPUTHKE, TEOpHje, efaroruje, TPKUIITa U yTUIaja JyXa BpeMeHa Ha pa3Boj JTMKOBHOT CTBapalallTBa.
Otyn he ra npusbeKHO KOPUCTHTH IeHepallje CTpydtbhaka pa3IndiuTHX yCMeperbha, 3aHHTePECcoOBaHe 3a
uctopuorpadcky enyKamujy, KoJIMKo 1 3a MOTITyHHje BPEIHOBAE OITyca MTPEIBOAHHUKA Ta 1Al e TPUMe-
weHe ymetHoctu: paryrtuna Mukuoctpuja, [lerpa [Tanasnunnuja, Cperena Crojanosuha, Jymana Jan-
kxoBuha, Maprure [Ipenuh, Mmre bornanosuh, Hukonaja Kpacnoa, bpanka IlloTpe, Munorra batuha,
HparocnaBa Crojanosuha, Muxajna C. [letposa, Bace [lomopummma u npyrux. 3axsassyjyhu onmripaoM
pe3rMey Ha SHIVICCKOM je3HKY, Kao M JBOje3NYHHM JIereHaaMa UCIIOf MIYCTpaluja, pelpe3eHTaTHBHH
KaTaJior je IPUjeMYUB U HHOCTPAHO] CTPYUHO] MyOIHUIIH.

Anexcanoap Kaoujeeuh
Vuueepsuiuew y beozpady,
Qunoszogpcku paxyniveiu — Odemerve
3a UCUUOPUJY YMEWHOCTU

264



UDC 75.071.1:929 Catovi¢ H.

Jbuibana 3exosuh, ®epun Myxuh, Xuamuja haitiosuh,
LlenTap 3a ouyBame 1 pa3Boj KyJaType mamwuHa — Llenrap
cappemeHne ymjernoctu Llpue I'ope, [logropuna 2012.

PerpocnexTuBHa n3noxo0a cinuka Xunmuje harosuha y
HBopity ITerposuha y [Togropunu 6muina je mobap moBox aa ce

E[ 1T, M i } "I,I 0 OBOM HCTaKHYTOM CTBapaolly, rnpe cera Ha iy Kocoa u y
ol ! 4 "'_.‘ Mertoxuju, ojaBu MOHOTpadcKa CTyAH]a.
{I-IIL FL \ {[_ Xunmuja harosuh mpumana peny OHUX CTBapasana mKo-

JIOBaHUX Ha OCOTPaCKUM aKaJeMujama 3a MPUMCHEHY H JTH-
KOBHY YMETHOCT TOKOM MEICCETHX FOMHA MUHYJIOra BEKa IITO
Cy CBOJMM ITHOHMPCKHM PAJIOM MOCTABUIIN JOOPE OCHOBE 3a pas-
BOj KOCOBCKO-METOXHjCKE JTMKOBHE CIIEHE KPajeM MIe3AeCeTHX
U TOKOM cefaMJeceTux roguna. Ta reHepannja cTBapaana,
yTeMeJbUTEIba JINKOBHE clieHe Ha Ty KocoBa, cBoj paa Goky-
cupasa je y 1Ba mpasiia.
[IprMapHu cMep BUXOBOra JIEJI0Baba MOAPa3yMeBao je Iyr
1 yIOpaH paj Ha CONcTBEHOj Bajapckoj (CBetomup Apcuh ba-
capa) oIHOCHO THKOBHO] (XwnMuja hatosuh) moeTuiu u cTa-
pame JeJ1a KojuMa Cy IPUBYKIIH MTaXKEby CPIICKE IMKOBHE jaBHO-
CTH Kao CTBapaolly Y YMjeM MPOMHUIIIbAby CBETa €r3UCTUPA
M3pakeHa Be3a ca MCKOHCKUM OuheM 3aBuuaja u morpeda ja ce
CYIITHHA TE BE3¢ U3Pa3H CABPEMEHHUM CKYJIITOPCKHM OJHOCHO
JMKOBHHM jE3WKOM — JTaKJIe 3HAKOBHUM CHCTEMOM KOjU KOpe-
CIIOHJMPA Ca AKTYEITHUM ITOSTHKaMa Ha CPIICKO] OJTHOCHO €BPOII-
CKOj YMETHUYKO] CIICHH.
Jpyru npasail y KOMe Cy OBH YMETHHIIH YCMEPUJIN CBOjY CHEPrHjy OHO je neuHucaH morpedbom na
Ce y 3a0CTaJI0], IPOBUHIIN]CKO] CPEAMHH, C Kpaja MeAeCETUX U TOKOM IIe3/ICCETUX FOAMHA MPOIILIOra BeKa,
KakBa je 6una [IpumTrHa,' pa3Brje HHTCH3UBAH TUKOBHM KUBOT U J1a C€, jeIHOCTaBHO, CTBOPE YCJIOBH 32
pa3MeHy MCKYCTaBa ca CTBapaolUMa M3 IPYTHX CPeIUHa U HCTOBPEMEHO pajy Ha CTBapamy ycJoBa 3a
OCHHBAHE BUCOKOIIKOJICKE YCTAHOBE Y KOjOj ie yMETHHUYKOM TTO3MBY MONH J1a ce IIOCBETE MIIA/IH, TAJICHTO-
BaHU Jby1M KakBUX je Ha KocoBy omyBek 6mio. KoHauHO, CBU TH HATIOPH PE3YITHPAIH CY, TOYETKOM Ce-

! Kpajem menecetux roauHa [IpuIiTHHA je TOCIOBHO OWIa MOTIMYHA YMETHUYKA MPOBHUHIHMjA 0€3 TUKOBHUX
norabaja — y B0j je ycaMJbEHO JIeJI0BaIo HEKOJIHUKO mojenuHana nonyt Brnane Panosuha (y ITehn) ninu Bpanka Jouu-
ha (y [pumrunn) u Hemto cBpiieHux haka nehke YmerHuuke imkoine. Baspano je, nakie, paguT Ha LEXOBCKOM
OpraHN30Bamky YMETHHKA LITO je IIOCTUTHYTO ocHUBambeM Kiry6a nnkoBHux ymetHuka Kocoa u Meroxuje.

Beoma je 3Ha4ajHO 3a pa3Boj TUKOBHE yMeTHOCTH Ha KocoBy U y MeToxuju U oCHHBame JeuaHCKe JIMKOBHE
KoJIOHH]e ¥ J1eTo 1958, u pa3MeHa MUIIIbEHA U HJICja Ca CTBapaollMa 13 IpyTruX cpennHa. Te roauHe y leHOM pany,
OCHM WJIaHOBA YpyXKema JTUKOBHHX yMeTHHKa KocoBa m Meroxmje, yuecTBOBaIN Cy UCTAaKHYTH jyTOCIOBEHCKH
JTUKOBHH CTBapaoly nomyT: Munoma ['Boznenosuha, boxe [Ipoganosuha, Jlazapa Byjaknuje, Mapka Kpcmanosuha,
Anexcannpa [{ubera Jepemuha, boromuna KapnaBapuca, Anekcanapa [llusepra...
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IaMmzeceTnXx, oTBapameM JImkoBHe akanemuje y [IpumtuHy y 4mjoj je AemaTHOCTH, n3Mel)y ocTamor, paj
Ymetauuke mkone y [lehn qo6mo cBoj myHH cMuCao.

Crynnjy Xuamuja Ratiosuh (lenTtap 3a ouyBame U pa3Boj KyAType MamiHa 1 LleHTap caBpemene
ymjetHocta Llpre ['ope, [Togropuma; 44 crpane Tekcra, 121 Tabna y 60ju, 15 nipHO-0emnX, YBOIHU TEKCT
MIPEBE/ICH Ha CHTJICCKH je3WK) YMHH HEKOJIUKO LIETIHA O] KOjUX Cy Hocehe TeKCT HCTopudapa YMETHOCTH
Jbuspane 3exoBuh Ilpupoda boscancko tiopujexo xapmonuje u punozoda u ecterrmaapa Oepuna Myxuha
Cauxap Xunmuja Ratiosuh: Budy suuan.

Crtuue ce yTHcak /1a yBOAHH TeKCT Jbuibane 3ekoBHN, HITaK, HUje HCITyHHO (QYHKIH]Y IPOJIETOMEHE
13 KOje Ce, ca acleKTa M MPHUHIMIIA HCTOPHje YMETHOCTH, TEMEJBHO MOXe carienarn harosuhes omyc u
(haze Kpo3 Koje je MpoIIa3uo y CBOM CITMKapcTBy. Kao ma je ynTaB Hammc mucaH y )Kypou 6e3 CyImTHHCKOT
yllaXkema y mpo0OJIeM HhEroBe TOETHKE.

CacBuM KpaTak cyMapaH yBOJ Ha MOYETKY Hamuca o NaroBHheBOM MIKOIOBaYy UCLPIIBYjE CE y Ha-
Opajamy yMeTHHYKHX mKona y Xeprer HoBom 1 Ckoriby Kpo3 Koje je mpormmao 1 mMena Hukomne MapTu-
Hockor 1 JIazapa JIndeHCcKor KoJ1 KOjuX je y4Ho OCHOBE CIIMKapcKora 3aHaTa. [Ipu ToMe ce Ko HoMUBbamka
mkornie y Xepuer HoBoMm onmako M30CTaBIbajy HMEHa Tadammux npodecopa: Mupka Kyjaumha, Mapuja
Mackapenuja u Benurire Jlexosuha.?

KonauHo ce, roTOBO pena paan, moMumke 1 AKazeMija 3a IpUMemheHy yMeTHOCT ¥ beorpamy Ha K0joj
je, 300T U3pa3uTor TaNeHTa, yIHcaH OIMaX Ha JPyTy TOAUHY CTYIHja U Ha KOjOj j€ MaruCTpUpao Ha TEXHUIN
Mo3amKa. A YM-CHAIIA j€ [1a je Y BpeMe FheTOBOT yueha Ha AKaJeMHju IpeaaBao HU3 U3y3eTHUX Meljypart-
HuX cTBapanana: Munenko llepban, Baca [Tomopuman, Bunko I'pran... Kon I'prana, m3y3eTHor cTBapaora
u riearora, MeljypaTHor ,,3emMibania’ 1 KpeaTHBHOT 3arOBOPHHKA COLMJATHUX TEHACHINja y CIIMKAPCTBY
KpasseBune Jyrocnasuje je u qumiaomupao 1957. rogmHe, a MarucTapcke CTyAHje 3aBpIINO HA MO3auKy y
kimacu Pajka Huxommha.

Pazyme ce na je y TakBoM cyMapHOM, TauHHje 6u Omito pehn moBpITHOM M HEMOTITYHOM, pel)amy BeoMa
OWTHUX YNEHHIA U3 BpeMeHa NaToBnheBOr MIKOI0Bama MOTITYHO H30CTaBILEH €CTETUIKHU MPOQHII 1IIe-
CTE JICTICHHUjE Y CPIICKOM CIIMKAapCTBY — BpPEMe IpesIoMa, BpeMe HacTaHKa ,,Jleniembapcke rpymne’, Bpeme
CTBapama JIPyruX, yrIIaBHOM KPaTKOBEKHUX, I'PyTa y JNKOBHOM )XKMBOTY NPECTOHHIIE U, HAPABHO, BPEME
BETTMKUX MehyHapOIHUX N3NI0KOH, KOje Cy M Te KaKo yTHIIaIe Ha MiIaJie HapaIlTaje IITo Cy ce THX TOJuHa
nrkonmoBanu y beorpany.?

HapaBHo 11a je Kpo3 TakaB PUCTYT BpeMeHy (popMUpama MIa 0T CTBapaolia H30CTao ¥ HU3 KPyIH-
jalTHUX TIofaTaka O F-EerOBOM OJHOCY IpeMa 3HadajHUM Aoraljajuma y JTHKOBHOM XKHBOTY beorpanma u
Moryhum noanpuBamnMa BUl)EHOT ca BEroBUM TaJallbUM Pa3MUIIIbAKBIMA U CTUKAPCKUM PAZIOM.

Hapasno, He o mpocToM yTutajy Bulenor Beh o Mmoryhem mpoBornupamy 1 HacTajamy onpeleHnx mu-
Tamka 0 CMUCIY CTBapama, BeroBoj PYHKIIMJU U MPHHITNITIMA TPAHCIIO3UIIH]E H/ICje Y CBET CIUKE.

V¥ nassem texctry Jb. 3exoBuh Bpmm nogeny hatosuheBor omyca Ha HEKOIMKO TEMAaTCKUX HENNHA:
Hoetuuxy guzypayuje, Coyujanny temaiuuxy, 3eneno y oyuwu u ouuma v Jbyocky opamy — opamy iipupooe,
Haopeanno y caukapciusy Xunmuje Rauiosuha, y KOjuMa ca Marbe WU BHIIE yCIIeXa HACTOj! J1a TIPaTh 1
pasjacHu reHe3y HETrOBOT CIMKApCTBA M CBE MPOMEHE y HAUMHY JIMKOBHOT MHIIJBEHAa CBETA KOJUM je
OKpPY’EH U Ha KOjH, TI0 IIPUPOIH CTBAPH, IO MIPHPOIN YMETHHUYKOTa Omha, pearyje.

Uctunu 3a Boswy Jb. 3exoBuh je, panehn Ha Tekcty o Xunmuju harosuhy, mmana BeoMma Texak U
He3axBaJlaH mocao. Tesxak 1 He3axBajlaH CTOTa IITO je Jo0ap Ae0 HEeroBor omyca Hectao 1999. ronune y
BpeMe BEJIHKOT er3o0yca HeaJdbaHCKor xkuBJba ca Kocosa. Tama je meros aresbe y 3rpagu AkanemMuje y

2 Mupko Kyjauuh je mpenaBao cnukame, Mapruo Mackapenu uprame a Benuia JlekoBuh akBaper.

3 Ocuwm ,,Jleniembapcke rpymne’ koja Hactaje 1955. roguHe Ha CPIICKOj JMKOBHO] CLIEHH, BEOMa KPATKO, €r3u-
ctupa rpyna , Illecropune” 3arum ,,['pyna 57 u ,,beorpazacka rpyna“, Hagasse rpyna ,,IIpoctop 8 kojy cy yuHHIN
HCKJBYYHBO BajapH, oHja ,,Menujana“...

Kana je mak peu o Benukum MehyHaporuHum usnoxobama, y Bpeme harosuheBor 6uBama Ha Axkagemuju y beo-
rpany, seh 1953. roqune npupelhena je n3aox6a caBpeMeHOT XOJIaH ICKOT CIHKapCcTBa ca rennma Monapujana n Tea
Ban Jlyn30ypra, 3atum CaBpeMeHe amepuuke yMeTHOCTH (ca nennma Apmmina [opkor, [lekcona [lomoka, Mapka
Tobuja, ®panna Knajua, Motepsena, Mapka PoTka...), ma onna u3nox6a ckynnrypa Xerpuja Mypa...
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[TpumTuHM Kao 1 aTesbea HEroBUX Kosera OMo MoxapaH | 0 JIeInMa HITO Cy ¢€ HaJla3uila y aTeJbey JAaHac
ce HUIITa He 3Ha, TAKO Ja je OMI0 BeoMa Temko nmucatu o harosuheBom ormycy.

Ho Baspa pehn u To 11a je y mpiBaTHHM 30MpKaMa U KOJIEKITHjaMa Ha TITy HeKaJamime JyrocaaBuje octao
HemaInu Opoj CiTMKa U3 CBUX FETOBUX (pa3a Ha OCHOBY KOjHX je MOTJIa OWTH HAaITMCaHa TeMeJbHHU]a CTyIHja.

OBaxko je m3ocTano U BpeaHocHo onpehuBame HhaToBnheBor cnukapcTBa y OMHOCY IIpeMa jyTrociio-
BEHCKOj OTHOCHO CPIICKO]j JJMKOBHO] CIICHH 3a KOjy je OH Be3aH M roguHaMa mposeneHuM y Cpouju, nenoa-
weM Ha Dakynrery ymMeTHOCTH y [IpUINITHHM U IPHCYCTBOM y JIMKOBHOM >KHBOTY CpOuje. A unmeHnna
je, 9aK M KaJa ce MMa y BAIYy JIa MY j€ OITyC MPEToJIoBJbeH, Aa XuiMuja hatoBuh no HaumHy emaboparuje
CIIHKeE, TT0 OHOCY IpeMa TeMH, 0 FiCHjaBarby CYIITHIHIX BHOpAIlija U3 XyMaHOT je3rpa CIUKe, WA HeHO-
ra MeTa(u3NIKOr ClI0ja, crajia y peJ peTKUX CTBapaana Koju cy JeJIOM yCIIeBaJIN J1a JOAUPHY CYIITHHY
ej3axa, Ty0OKO CaKpHUBEHY HCITO]] FbeTOBOT MOjaBHOT O0JIHMKA.

Jpyru TekcT nox Ha3uBoM Budy suuan nemno je punozoda n ecternuapa @epuna Myxuha. Kako u cam
HACJIOB KaXke, TeKCT Ka0 OKOCHUITY nMa pobiem m3mel)y rienama u Bulema. Buleme, Taunmnje cryheme
CYLITHHE 0jaBHOTA CBETA, OCHOBHH j€ MTPEAYCIIOB 33 HeHY TPAHCIIO3UIIN]Y Y CBET CIIMKE. JeqHa O BEpTH-
KaJa oko koje Myxuh rpamu cBoje Buljere haToBuheBora ciamkapcTBa je U pa3MaTpame mpodiiemMa ogHoca
n3Mel)y crmkapa 1 1mej3axa Koju je oaadpao Kao TeMy 3a cBojy ciiuKy. Myxuh, cacBUM HCIIpPaBHO, TIOCTAaBJba
BHUIIIECIIOjHY 1 BHIIIECMEPHY KOMYHHUKAIIHjCKy paBaH Ha K0jOj Ce O/IBHja ITHjaior n3Mel)y cTBapaoria i cBeTa
KOjH je IpeIMeT H-eTOBE BU3YEIIHE OTIcepBaIiije. Y jeHOj paBHU je onHoc n3Mel)y cTBapaomna u, Hajuernrhe,
Tej3aka 1 ICTOBPEMEHO KOMYHHKaIMja n3Mely 1mej3axa u cTBapaona. Y JApyToj ak paBHHU je EHTPATHA
mpo0ieM — mpodaeM Bul)erma 1 TPaHCIO3UIIH]e BU)EHOT Y CBET CIMKE; TPAHCIIO3UIIN]je YHYTPAIIBUX Tpe-
meperka Mo NocToje y Ouhy mej3axa, Tpaxeme paBHHI Y KOjoOj ce BPIITH BUXOBO TOJUPUBAIGE ca MyJIcalli-
jama ymeTHUKOBOra 6uha u mpeBoljeme JOKUBIEEHOT M CIIO3HATOT Y CHCTEM BHU3YEITHUX KOJOBA ITPUME-
peHux crBapaodeBoM Ouhy. Buleme u3 cpeduwiua coiiciugernoé scusouia. Crora @epun Myxuh ¢ mpaBom
3aKkJpydyje kako: ,,Cnukap Xunmuja hatosuh, Mymap u BUAy BUYaH, IOMHO 3arjieflaH y JIUIIC CBHUjeTa,
HaJla3W IyTOKa3 M OHJIje Tje Ce OH HUKAKBHUM TJieamkeM He Moke Hahm. Jep je Haydwo kako mga Buau! On
CIIMKA jep 3Ha IITa TPaX<H, 3Ha 3a UAM Tpara, U TO CIMKa TeK Kaja ra, cBojuM ymujehem carnena! Caka
IbErOBa CIIMKA je TIOBUjECT Tparama U CBaka CIIMKa Ipuda o Hal)eHOM n3nasy*.

Momnorpadujy, mopes oBa aBa Hoceha Hamwca, YMHY 1 jelaH jako AparoleH TeKcT. Ped je o cTBapa-
nagkoj ouorpaduju Xmimuje harosuha xojy je ymMeTHHK aukTHpao y nepo Ubpaxmmy Xangwuhy. To je y
CTBapH HajAparolieHHju 1e0 oBe MoHOTpaduje y k0joj je harosuh, 3 cBor yria, onrosapajyhu Ha mpomu-
[IJbEHO TIOCTaBJheHA THTamka Mopaxnma Xanmha, neguancao 0OCHOBHE IpoOieMe CTBapaIamTBa U dase
KpO3 Koje je mpoya3no ocBajajyhu Omhe ciuke.

V3 noMenyTe Hannce MOHOTpadUju Cy MPUKJBYUEHH 1 IIUTATH U3 TEKCTOBA CIMKApa U HCTOpHYapa
YMETHOCTH KOjH CY, Y CBOje BpeMe, mrcaiu o hatoBuhy mro ynHM, y BehnHU caydajeBa, IparoleH Mpuior
TyMadewy mberopora aena. OcuM nuraTa MOHOTpaduju Cy MPHKJBydeHn 1 Onorpaduja Xmimuje hatosnha
1 CETIEKTUBHH U300p CaMOCTAITHUX U3T0XKOM.

Momnorpaduja je, nHade, H3y3eTHO J0Opo rpaduyku oOIMKOBaHA, 3a MTa ce ModopuHyo CuHHma
Pamxynosuh, ca BemmkumM 6pojeM penpoaykirja. HaxkamocT, ©30CTao je Hamop J1a ce y IPUBAaTHIM KOJICK-
nujaMa rponal)y, aHanu3upajy U CHUME Jella Koja IPHIIaajy mEeroBUM paHujuM ¢aszama, Oynyhu ma je
3HaYajaH JIe0 BEroBOr YKYITHOT OITyca CTpazao y BpeMe IMOCie HATO arpecHje Kajaa cy, HajBehum menom,
YHHIITEHA U Jiefla MHOTHX ITpodecopa PakynteTa ymMeTHOCTH y [IpuITHHY MITO Cy ce HajTa3uia y BHXO0-
BHM aTeJheMMa y 3TpaiHl y K0joj Cy OmIle CMEIITeHEe CIIMKapCKe U Bajapcke Kirace.

Peujy, monorpaduja o Xunmuju harosuhy je xBase Bpeman n3aaBauky noxyxsar LleHTpa 3a ouyBame
1 pa3Boj KyIType MamnHa U LleHTpa caBpemene ymjetHocTH Lpae ['ope Ha koju ceHKY Oaria HETOBOJEHO
apTHKYJIHCAH U HelmopedeH TekcT Jbuipane 3exoBuh.

Cphan Mapkoeguh
Yuueepzuiiein y Huwy,
Daxkyniueiu ymetunocuiu Huw —
OOocek 3a TUKO8He YMEWHOCU
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UDC 016:050:73/76(497.113) Zbornik Matice srpske za likovne umetnosti

BUBJINOI' PA®NJA PAJIOBA
o0jaB/beHuX Y 300pnuKky Maiuiuue cpiicke
3a auxoene ymeimnociviu 1-41

Bp. 1-41/1965-2013/
TJIaBHU/OJITOBOPHU/ YPETHHIIH:
np Hejan MEJJAKOBU'R

op. 1-7/1965-1971.

np Ceerozap PAJIOJUU R — np Bojucnas J. BYPUR
op. 8/1972.

1p Hejan MEJJAKOBU'h

op. 9-26/1973-1990.

akanemuk Jlejar MEJJAKOBHU'h
op. 27-30/1991-1994.

nonucuau uian CAHY [{unko JIABUJIOB
6p. 32-35/2003.

np Anexcannap KAJAMJEBUh
Op. 36—41/2008-2013.
CeKpeTapu:

np dunko JABUJIOB

op. 1-21/1965-1985.

Mmp Jlenocasa IHEJIMIh

op. 22-30/1986-1994.

np Jbussana CTOLINHR

6p. 32-35/2003.

Maprta TULLIMA

op. 36—41/2008-2013.

IToceehenn 6pojeBu 300pHHKA 32 TMKOBHE YMETHOCTH:
Cnomenuna Panociasa I'pyjuha, 5/1969.

Kmura Ilasna Bacuha, 7/1971.

Kmura Jlejana Menakosuha, 8/1972.

Kmura Ceeroszapa Panojunha, 15/1979.

Kwura Bojucnasa J. Bypuha, 21/1985.

AyTopu:

AHTEJIMYVH I'OLIE-XXYPA:

- Hos apxeosomku Hana3 y OXpuay: Jia 1 je OTKpH-
BeH Karexpannu xpam Camywniose marpujapmiuje?,
36/2008, 9-18.

AHJAPEEBCKA JEJIEHA:

- KpymeBcku 30rpadu-MKOHOMUCIY H FBUXOBO MECTO Y
ymetHoctu Makenonuje XIX Beka, 26/1990, 287-298.

AHJIPEJEBU'h AHIPEJ:

- TlpetBapame 1pkasa y yamuje, 12/1976, 99-117.

BAB'h BOIIKO:

- Ha maprunama ucropuje MaHactupa TpeckaBua,
1/1965, 23-31.

- Ilehwncka npksa cBetor Jlazapa y Tuxsenry, 3/1967,
161-170.

- Tpu rpuka pecko HaTIIHCa HA 3UIOBUMA LIPKaBa CPe/i-
woBekoBHOr [Ipunena u3 apyre nonosune XIII Bexa,
5/1969, 25-33.

- ®pecko-xuBonuc cnukapa OHypuja Ha 3UTOBHMA
LpKaBa IMPUJIETICKOT Kpaja, 16/1980, 271-280.

BABh TOPTAHA:

- Xpucronomke pacrpe y XII Beky u mojaBa HOBHX
CIICHA y allCHIATHOM JICKOPY BU3aHTHjCKHX IIpKaBa.
Apxwujepeju ciayske npea XeTHMacHjoM 1 apXujepeju
ciryxe npen Araenom, 2/1966, 11-31.

- Cpricku 3anUcH y TpYKOM 4eTBOpojeBanlespy Op. 131
u3 Yukara (CAJL), 8/1972, 361-371.

- O KUBOITHCAHOM yKpacy ONTapcKUX mperpaza, 11/1975,
3-49.

- Omnoprpernma y Pamahu u jertHOM BUy HHBECTHTYpE
Bragapa, 15/1979, 151-177.

- Enwmrern Boroponuue xojy mere rpau, 21/1985, 261—
27s.

BAJAJIOB'h-XALIU-TIEIINR MAPUJA:

- O nopBopesy beorpana u3 1522. ronune, 16/1980, 261—
269.

BAKAJIOBA EJIKA/BAKALOVA ELKA:

- Scenes from the Life of St. Gerasimus of Jordan in
Ivanovo (A pictorial interpretation of the idea of re-
stording harmony between man and the world of na-
ture), 21/1985, 105-122.

- The Wheel of Life in 17th Century Painting — Icono-
graphic Sources, 32-33/2003, 9-19.

BAHK AJINCA BJIAAVNMUPOBHA:

- U3 ucropuu u3ydeHust NaMATHUKOB cepOCKOro Hc-
kyccTBa B Poccun, 4/1968, 239-245.
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- 3omoToii mepcTeHp U3 codpanus DpmuTaxa, 16/1980,
205-210.

BEPHILTAJH TABU/I K./BEPHIUTEMH JIABU/I K.

- Tarnunu?! I'onuaposa? Jle Jlauntio!? (06 ogHOM 3ara-
JOYHOM JTyOOYHOM OTIBITE PYCCKOTO KJIACCHYECKOTO
aBaHrapza), 36/2008, 247-260.

BUBJIMOI' PAOUIA panosa np Mejana Menakosuha,
8/1972, 3-19.

BUBJIMOI'PA®UNIA panosa mpod. np Bojucnasa Kopa-
ha, 20/1984, IX-XV.

BUKNIIK1 MUJIAHA:

- IlpBa cpricka ymeTHHYKa n3nox6a y ComOopy 1 me-
HU oxjenn y mrammd, 26/1990, 307-330.

BOI'ZIAHOBU'R AHA/BOGDANOVIC ANA:

- Manets un bar aux Folies-Bergére und seine interpre-
tationen, 41/2013, 95-102.

BOI'’/TAHOBW'R IUMUTPUIJE:

- Crapa cpricka KibKeBHOCT y ety Cetosapa Panoj-
unha, 15/1979, 15-18.

BOI'’/TAHOBU'R COBA:

- IIpaBocmaBHOCT y CPICKOM IPKBEHOM >XHBOIIUCY.
TToBomom jenue crape monemuke, 9/1973, 231-242.

- Huxona [lnaBmuh u cprcke upkBeHe crapuse Ha 3e-
MaJbCKoj m3noxkon y bymummemrn 1885. ronmumme,
13/1977, 303-321.

- Opann MepTeHC U CpIICKa CpeIOBEKOBHA apXUTEK-
Typa, 15/1979, 207-228.

BOXWh UBAH:

- Kotopcko-mueTaukn criopoBH OKO IPKBEHHX Jparo-
uenoctu, 8/1972, 375-383.

BOPO3AH UT'OP:

- Henax MaxkyspeBuh, YMETHOCT ¥ HallHOHAITHA HJIgja
y XIX Bexy. CucteM eBpOIICKE M CPIICKE BU3YyETHE
KyJnType y ciyx6ou Hanuje, beorpax 2006, 3aBox 3a
yubeHuke 1 HacTaBHa cpenctsa — beorpan, 374 cTpa-
He ca 38 upHo-Oenux ciauka, [ISBN 86-17-13563-8,
36/2008, 298-304.

- Karapuna Mutposuh, Tomaunep. JIBop xxHe3a Muio-
ma O6penosuha, beorpan 2008. Mctopujcku My3ej
Cpbuje, 212 ctpana ca 54 ciuke, ISBN 978-86-82925-
-36-1, 38/2010, 289-296.

- M3meby camomnHCIieHAIM]jE U IIPE3eHTaNHje: TIOPTPET
kpassunie Haranuje O6penosuh, 39/2011, 75-143.

- I'pannmne nojanaoctn: Cpbu u cnuke Xa630yprosama
y npBoj nonosunu XIX Bexa, 40/2012, 95-114.

- Cama bpajosuh, Tatjana bommax: Vimarunapun
BproBu Hbepa Pobepa, beorpax 2012, Hapoauu my-
3ej y beorpany, 93 crpane ca 42 nixyctpamnuje, ISBN
978-86-7269-128-3, 41/2013, 257-263.

BOPUIH BEPA:

- Jow jenan yuenux Koncrantuna Jlanuina, 5/1969, 351—
352.
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- bBakpopes manactupa Xunangapa u3 1743, 13/1977,
245-249.

- Tpu uxone u3 XpBarcke, 14/1978, 277-282.

BPAJOBU'h CAIIIA:

- Cnuxa Cmpt boroponune y upksu ['ocnie ox HIkp-
njena, 32-33/2003, 21-29.

- Jacna JoBanoB, CreBan Anekcuh 1876-1923 (Maru-
na cprcka, Hosu Can 2008), 39/2011, 301-303.

- Cama Bbpajosuh, [lopTper nnemkume y Memopujary
ITasna bemanckor, 41/2013, 89-94.

BPAJOBIH CAIIIA, BOIIHHAK TATJIAHA:

- TIlapx Ha jesepy Ub6epa Pobepa y HapomHoMm my3ejy y
Beorpany, 38/2010, 79-96.

BPIJAP BAJIEHTHUHA:

- O apxurtektypu Buie AjkeH @ummna lmura, 41/2013,
153-162.

BP31'h BOLIKO:

- Cprcka ukoHa Ha crakiy u3 1760. ronune, 7/1971,
273-276.

BYJIATOBUh IPATAH:

- JIuckypc Heasly3uBHE IIPOYKIIHje U HY’KHA aJly3HB-
HOCT nHTepnperamnuje, 38/2010, 261-271.

- Cultural heritage as a brand or museum as economy
of a wish, 39/2011, 285-292.

BAJITEP KPUCTODPEP/WALTER CHRISTOPHER:

- The Invention of John the Baptists Head in the Wall-
calendar at Gracanica. Its Place in Byzantine Icono-
graphical Tradition, 16/1980, 71-83.

BACHWh ITABJIE:

- Crnukapcka mopoawnna Jaxmmha u3 bene Llpkse,
1/1965, 267-286.

- Crnukapcka nopoauna Jakmmha u3 bene L{pkse ad-
denda unanky, 2/1966, 319-325.

- 'Benapo basuie, ciuxap Cpba y XVIII Bexy, 4/1968,
333-344.

- Tpu uxonocraca Jakosa Opdenuna y Cpemy, 6/1970,
241-246.

- Crnoxenoct cnukapcekor gena Ilerepa Kpadra u me-
rosu ofjen, 8/1972, 309-323.

- Amnekcannap Illana Jlazapesuh (1888-1914), 10/1974,
287-310.

- Tpu nxononucna, Crajuh, Crajuh-Tomkosuh u Kia-
juh. Manu npuiior MCTOpHjU ciMKapcTBa 'y Mausu,
11/1975, 305-315.

- Lprex JakoBa Opdenuna 3a Mcropujy JoBana Paju-
ha, 12/1976, 267-270.

- 3axapuja Opdenun n Jako6 Maruac [lmynep, 13/1977,
251-259.

- 3orpad Cranoje u meroso aeio, 14/1978, 325-337.

- Jeman mpojext Ota Barnepa y Cpouju, 15/1979, 401—
406.

- Credano nemna bena u Cpbuja, 17/1981, 243-250.



- Mano no3naru panosu Muxamna JXuskosuha u {n-
mutpuja ABpamosuha, 19/1983, 235-240.

- Manu npuno3u ymeTHHYKOM XHBOTY y ComOopy,
21/1985, 391-401.

BEJIMAHC TAIbA/VELMANS TANIA:

- Le decor sculptural dune fenetre de leglise de Kaleni¢
et le theme de la fontaine de vie, 5/1969, 89-93.

- Linfluence byzantine dans lart dinspiration populaire
en Géorgie. Les fresques de léglise des Saints-Ar-
changes de Lastkhver, 21/1985, 123—134.

BECEJIMHOBU'h PAJKO JI.:

- Ymertnoct y Cpba Cesepre [Janmanuje y XVIII cto-
nehy. IIpuor ucropuju cprcke ymernoctu y XVIII
Beky, 18/1982, 199-214.

B3IOPHOB T'EPOJIJT UBAHOBNY/B3IOPHOB TE-
POJILA UBAHOBUY:

- Marepuans ais 6uorpaduun H. JI. OkyHesa, 12/1976,
309-318.

BUPT KAPJI AYI'YCT/WIRTH KARL-AUGUST:

- Wege und Abwege der Uberlieferungsgeschichte von
Gestalten des klassisch-antiken Mythos: das Bild der
Harpyie im ausgehenden Mittelalter (und bei Giorgio
Vasari), 17/1981, 1-75.

BOJBOJAh IPATAH:

- Cunka CBETOBHE M IYXOBHE BJIACTH y CPIICKO]j Cpeji-
BOBEKOBHO] yMeTHOCTH, 38/2010, 35-78.

BOKOTOITYJIOC ITAHAJOTHC JI/VOCOTOPOU-
LOS, PANAYOTIS L.:

- Remarks on the Iconography of St. Cyril of Alexan-
dria and of St. John Damascene in Cretan Painting,
32-33/2003, 31-33.

BPBAIIIKN MUJIEHA:

- Jlurorpaduje [TaBia Yopranosuha, 29-30/1993/1994,
129-143.

BYJOBU'Hh BPAHKO:

- Harnuc necnota Credana Jlazapesuha, 4/1968, 175—
189.

- Manactup ®enex, 9/1973, 201-227.

- Haparpo6uu ciomenunim Mmanactupa I'pretera, 24/1988,
203-213.

BYKOBU'h CABA:

- Hacrojaressu manactupa I'prerera, 24/1988, 71-97.

BYKCAH BOIVH:

- Josan Hcajnosuh mmahu: ,,Kues Munan O6penoBuh
1T Ha onpy*, 20/1984, 99-115.

BYJIOBU'h BPAHVCIJIAB:

- Lpxsa Cs. Boropoauie y cpenmoBexoBHoj Kymnajau:
Heo0jaBJbEHH PE3YINITATH jeTHOT HCTPaXKUBama, 8/1972,
387-398.

- IIpob6nem pecraypauuje manactupa pende, 14/1978,
213-234.

BYJIOB'h MUJIA:

- Mamnacrup cB. Apxanhena y l{pHoj Peru, 4/1968, 249—
259.

- llpHopeuka OponsaHa kanuonuua, 8/1972, 401-405.

TABEJIN'h CMUJBKA:

- JlecHoBcka ucnocHuna cB. Unuje, 18/1982, 171-187.

- HenosHaTu JOKaJUTETH y OKOJHHHU JIGCHOBCKOT Ma-
Hactupa, 20/1984, 163-175.

- TlocTBU3aHTHjCKHU HUKIyC apXxaHlena Ha mpuMepuMa
n3 Mopaue, Kyuesumra, Capajesa u Tprosa, 32-33/
2003, 35-45.

TABPUJIOBN'h AHDBEJIA:

- Cwmupka ['abenuh, Manactup Konue (Ounozodceku
tdakynret, IHCTUTYT 3a HCTOPHUjy yMEeTHOCTH, beo-
rpax 2008), 39/2011, 295-297.

- Muonpar Mapxkosuh: ,,IIpBo mytoBame Cetor Case
y IlajecTHHy ¥ BEroB 3Hauaj 3a CPICKY CPEAHOBe-
KOBHY yMeTHOCT, 41/2013, 251-254.

TAPAII KJTAPA/GARAS KLARA:

- Die Genremalerei im 18. Jahrhundert in Mitteleuro-
pa, 17/1981, 251-262.

TAPUVIC MUJITOC/GARIDIS MILTOS:

- Les punitions collectives et individuelles des damnés
dans le Jugement dernier (du XIle au XIVe siécle),
18/1982, 1-18.

T'EJIEP KATAJIMH/GELLER KATALIN:

- Illustrations hongroises dans les courants de 1Art No-
uveau hongrois, 14/1978, 175-190.

TEHOBA EJIEHA:

- BwuzanTniickara Tpaguius Ha MajkaTa IIJJaCTHKA B
IIbPKOBHATa MHHHUATIOPHA J1bPBOPE30a OT OCMAHCKHUS
nepuon, 32-33/2003, 47-59.

T'EPTOBA UBAHKA:

- HxoHorpadus Ha MOMEHULUTE MPE3 NOCTBU3AHTHIHA-
ckust nepuon B bearapus, 32-33/2003, 61-70.

I'EPOB I'EOPT'I/GEROV GEORGI:

- Newly Revealed Murals from 1476 at the Dragalevci
Monastery, 32-33/2003, 71-82.

IJIMTOPUJEBU'R MUPJAHA:

- Iljep-AnTtonmno [lanmepunn, 7/1971, 57-81.

IroJ1IVBOBU'h BUJbAHA b.:

- 3uAHO CIMKApCTBO LpKBe MaHactupa IleTkoBuie y
Opymkoj ropu, 22/1986, 85-125.

I'PABAP AHJIPE/GRABAR ANDRE:

- LHodigitria et LEléousa, 10/1974, 3—14.

- Les représentations dicones sur les murs des églises
et les miniatures byzantines, 15/1979, 21-29.

TPALTNUTY OJITA/GRATZIOU OLGA:

- Searching for the public of some Greek religious en-
gravings in 18" century Hungary, 29-30/1993/1994,
93-105.

271



T'PUMAJBYK POCTUCITABA/TPUMAJIIOK POCTHU-
CJIABA:

- Burpaxu [letpa Kapnssyka y kortekcry 101. ronu-
HIBBUIE JIeJIATHOCTH ,,ATeJbea BUTpaKka M MO3auKa
Cranummh u cunosu™ y Com6opy, 38/2010, 161-174.

I'PO3IAHOB IIBETAH:

- Tlpuio3u mo3HaBamwy CPEAHOBEKOBHE YMETHOCTH
Oxpuna, 2/1966, 199-232.

- IlojaBa u mpomop noptpera Knumenta Oxpuackor y
CPEIHBOBEKOBHOj YMETHOCTH, 3/1967, 49-72.

- O moprpernma Knumenta OXpHACKOT y OXPUICKOM
xuonucy XIV Beka, 4/1968, 103—118.

- Ilpuno3m npoyuaBamwy CB. Coduje oxpuacke y X1V
Beky, 5/1969, 37-56.

- Kommnosunuja Oncane Llapurpana y UpkBu CBETOT
Iletpa na [pecmu, 15/1979, 277-287.

- JoBan Bnagumup u npeacraBe ceJMOUYUCIEHUKA Y
MmakenoHckoj ymernoctn X VIII-XIX Beka, 20/1984,
229-235.

- MecenocnoB AcemMaHOBOT jeBaHlesba U cTapuje 3u-
HO clMKapcTBO y Makenonuju, 21/1985, 13-27.

- Oxpuacku apxuenuckon IIpoxop u merosa jenar-
HocT, 27-28/1991/1992, 271-287.

JABUJIOB AJTIEKCAH/IPA:

- IlIpencrase Jloze Jecejee y cprckoj ymetHoctu X VIII
Beka, 22/1986, 147-171.

JABUJIOB-TEMEPVHCKU AJIEKCAH/IPA:

- Concordia Apostolorum: 3arpseaj anocrona [letpa u
[TaBna. [ToBomoM ¢pecke n3 MymHukoBa kox Ilpu-
3peHa, 32-33/2003, 83-105.

JABUJIOB JVHKO:

- W3 wucropuje cprckor 6akpopesa X VIII Beka. I, 1/1965,
239-263.

- O VKpajuHCKO-CPIICKMM YMETHHYKHM Be3ama Yy
XVIII Beky, 4/1968, 213-235.

- YKpajuHCKHU yTHIAjH HA CPIICKY YMETHOCT CpEINHE
XVIII Beka u cnukap Bacunuje Pomanosuu, 5/1969,
121-138.

- Hkone XVIII Bexa u3 Hukonajescke upkse y Crapom
Cnankameny, 6/1970, 333-363.

- Hemno3natu 6akpopesu X VIII Beka, 8/1972, 409-429.

- bakpopesne mryctpanuje 3axapuje Opdenuna y lcro-
puju ITerpa Benukor, 10/1974, 187-206.

- Bapoxnu nkonoctac u3 Cy6oruie-Anekcanaposa
1766, 11/1975, 149-161.

- Cprcka npksa 'y bopjany, 15/1979, 355-368.

- Hkone 3orpaga Temumpapcke u ApaJicke enapxuje,
17/1981, 111-157.

- ,,Cpricka Bapomn* Ha rpaBupama OcTporona, 21/1985,
177-203.

- Crpaname Mmanactupa ['prerera, 24/1988, 297-306.

- BwusanTnja nocne Buzanrtuje, 32-33/2003, 7-8.
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JABUJIOB IVMHKO, MEJAKOBIWR JEJAH:

- Wmx. apx. Munoje Munomesuh (beorpax 15. VII 1923
—Hosu Can 2.V 1968), 4/1968, 409—-412.

JTABUJIOB 30PUITA:

- Cnukapcku y3opu [laBna Cumuha, 8/1972, 327-338.

JABUJIOBUh-PAJIOBAHOBUR HAJEXIA:

- Cubuna napuua eTHorncka y xusonucy boropoaune
Jbesumike, 9/1973, 29-42.

JTAMJAHOBUR JIPATAH:

- Pumoxkaronnuka npksa Cpra Hcycosa y luny, 36/
2008, 225-245.

- Herman Boll¢ i zagrebacka Preobrazenska crkva,
40/2012, 195-223.

- Branko Colovi¢, Sakralna bastina dalmatinskih Srba
(Srpsko kulturno drustvo Prosvjeta, Zagreb 2011),
40/2012, 316-317.

JAYTOBHWTH BYK:

- 3narap JoBan Hukonwuh, 40/2012, 173-194.

JE JIYWUBU IOMOPUIIALL JACMUHKA/DE LUIGI
POMORISAC JASMINKA:

- Federico Bencovich scrive a Rosalba Carriera, 12/1976,
261-263.

JEHEI'PU JEIIA:

- TexcroBu Case lllymanosuha ,,Ciukap o cimkapcTBy
u ,,;3amrto BosuMm [TyceHoBo ciaukapcto®, 29-30/1993/
1994, 145-157.

- Cpeaumime moriaBjbe MOCISPATHOT MOJEPHU3MA.
Cphan Mapxkosuh, Jlenembapcka rpyna (beorpan
2000), 38/2010, 278-280.

JEHWR YEJIOMUP:

- Pyxonucue xmure 6ubnuorexe maHactupa ['prerera
y XIX Beky, 24/1988, 215-242.

JUMUTPUIJEBUR JAHUIIA:

- IlpoToucTopujcku u aHTHYKH Acumincum, 6/1970,
269-279.

JAUMUTPUIJEBU'h KATAPUHA:

- IlpencraBa CBetux cenam epeckux munanuha y boro-
ponuuunnoj npksu y Crynenunu, 36/2008, 43-55.

JIOBPOBU'R OJIT'A:

- JluxoBHe kputuke Ilerpa JJo6posuha y Pariser De-
utsche Zeitung-y, 19/1983, 305-324.

JAPATOJEBU'h ITPEJIPAT:

- Hparomup I'mumuh (1872-1957), 25/1989, 263-280.

- Oo0pana jenHor BuHKEIMaHOBOT TEKCTa Y CPIICKO]
mramnu XIX Beka, 36/2008, 147-156.

- VYnopenuu mMeton CTHOINTOBCKOT U HETOB IIPHjEM Y
Cp6uju. M1eoso1ko 1 METO0JIOMIKO Y MUILIIbEHY O
ymeTtHocTH, 40/2012, 163-172.

JPJBEBU'Rh MAPUJA:

- MHcropuja u apxurekrypa [lomre 1 y Beorpany, 37/
2009, 277-296.



DUJCEV IVAN:

- Traits de polémique dans la peinture murale de Zemen,
8/1972, 119-127.

JYPAHIIU BEJIA:

- ®epenn J. Pajxi BojBohaHCKM apXUTEKTa ca MPEKPeT-
Huie Bekosa, 17/1981, 263-280.

- Cnuxap Crunan Konmnosuh (1877-1924), 22/1986,
267-274.

BOPBEBURH JIPATOCJIAB:

- Jenan HeoctBapenu nukiyc 3ope [lerporuh, 4/1968,
393-406.

'BOPBEBUR UBAH M./DORDEVIC IVAN M.:

- Crapu u HoBu 3aBer Ha yna3y y boropoauny JbeBn-
mky, 9/1973, 15-26.

- O ¢pecko-ukonama kox Cpba y cpenmeM Beky, 14/
1978, 77-98.

- JIBe monutBe Kpasba Ctedana Jlewanckor npe OUTKe
Ha BenOyxay 1 lBUXOB OJjeK Y yMeTHOCTH, 15/1979,
135-150.

- Imagines clipeatae dans la peinture monumentale serbe
du XIIle siécle, 16/1980, 13-23.

- CuuxapcrBo XIV Beka y upksu cB. Cnaca y ceny Ky-
yeButy, 17/1981, 77-110.

- CBeTH CTOJNIHHIHN y CPIICKOM 3UJTHOM CIHKapCTBY
cpenmer Beka, 18/1982, 41-52.

BOPBHEBIU'H CBETIIAHA, MATUR BOJUCIJIAB:

- Manactup Csetu bByphe, 6/1970, 89-118.

BOPBUEBCKU JIEJAH:

- O nuramy yuemha Muxanna AcTparne y OCIUKaBamwy
XUJIaHIapCKOT KaTonukona, 40/2012, 9—18.

BYPBEBU'h MAPUHA, KAJIMJEBUh AJIEKCAH-
JAP:

- CumMmeTpuja y HOBHJO] CPIICKOj apXUTEeKTypH, 2728/
1991/1992, 1-14.

BYPU'R BAJIIHA:

- Hyman Mutosanosuh, Pusnnne manactupa Xwian-
napa, 38/2010, 275-277.

BYPU'HR BOJUCJIAB I.:

- Hacranak rpaauresbckor ctuiia Mopascke ILIKOJIE.
Dacaze, cucteM JieKopaliyja, ractuka, 1/1965, 35—-65.

- Jy6posauku rpagutessn y CpOuju cpeamera Beka,
3/1967, 87-106.

- Tpu norabaja y cprckoj apxasu XIV Beka 1 HBHXOB
OJjeK y cimKapcTBy, 4/1968, 67-100.

- HWwme Mepkypuje u3 I[1caue, 7/1971, 231-235.

- MapxkoB manactup — Oxpug, 8/1972, 131-162.

- Cseru Casa Cprcku — HoBH Urmaruje boronocar n
npyru Kupun, 15/1979, 93—102.

- bBocancke munmjarype y rpukom pykomnucy 149 us
aruHcke Hammonanne 6ubnunorexe, 22/1986, 33—-42.

- Koropcke pxBe oko 1200. ronuHe U BUXOBO MOpe-
K10, 25/1989, 1-20.

- JpymTBo, Ap;kaBa ¥ BIaJap y yMETHOCTH y 100a -
Hacrtuje Jlazapesuh-bpaunkosuh, 26/1990, 13—46.

- VIKoHa 0 XHPOTOHUjH rPadyaHUIKOr MUTpononuTa Hu-
KaHopa, 27-28/1991/1992, 297-317.

BYPUR-3AMOJIO IUBHA:

- Jleo crBapanamrsa apxutekre Crojana Turenbaxa y
Bbeorpany, 16/1980, 315-340.

HBYPUH CPHAH:

- IlIpencraBa Cokparay Jbyboctumu, 13/1977, 199-204.

EPJIEJbAH JEJIEHA:

- Crehuu — nornen Ha UKOHOTpadujy HApOAHE MOrpedHEe
yMeTHocTH Ha bankany, 32-33/2003, 107-119.

KNBAJIMHOBU'R JJAB1JIOBU'H 30PA:

- Mona amnupa y Bojsogunu, 1/1965, 309-321.

XKNBAHOB JIPATOJJIA:

- bubmmorpaduja 36opHrka MaTuIie cpricke 3a JIMKOBHE
ymetHoctu 0p. 1-41, 41/2013, 269-287.

JKMBKOB CTAHUCIJIAB:

- Tommucnas Mapacosuh: Dalmatia praecromanica (Kmu-
skeBHU KpyT Crimut, My3ej XpBaTCKUX apXeOoIOMIKNX
cnomenuka CriiuT 1 ApXUTEKTOHCKH (akynrTer 3a-
rpe0), 40/2012, 313-315.

KNBKOBW'H MUWJIOLL:

- Hxona boropoauue ca Xpuctom u ceetuM Hukoaom
n3 ma"actupa Ceere Tpojune y [1ibeBibuma. [punor
Ipoy4aBamy CIHKapckor omyca Makcuma TyjkoBH-
ha, 41/2013, 9-32.

JKVBKOBI'h CTAHUCIIAB:

- Hapnexna IMerposuh (1873-1915), 2/1966, 343-365.

- Cpncka nprauka u ciukapceka mkona Kupuna Kynu-
Ka, 5/1969, 239-255.

- Aresse JoBana bujenuha, 7/1971, 383-394.

- Heku BuoBH ceniecuje y CprickoM ciIukapcTsy, 8/1972,
349-358.

- Hemnosuare ciuke Bopusoja CreBanoBuha, 18/1982,
271-276.

3APU'R UPEHA:

- Hxonocrac npkse Ceere Tpojune y U3Bopy xox bo-
cunerpana, 37/2009, 221-247.

3MPOJEBUH OJIT'A:

- Jenmau nuct u3 ucropuje Mmanactupa PaBaunune, 21/1985,
329-330.

- Hmame manactupa I'preTera (Ha OCHOBY TYpPCKHX
n3opa X VI u XVII Beka), 24/1988, 99—-101.

- CpeMcke IpKBe U MAHACTUPHU Y TYPCKUM MOMHCUMA
u3 apyre noiosuHe X VI Beka, 25/1989, 21-60.

WBPAJTEP-I'ASBUMBAPA FOJAHA:

- IlarponamtBo muTponoiuta [laBma Henanosuha,
37/2009, 125-175.

NBAHUWH BPAHKA:

- Ywun OuBajemMu Ha pasznydeHuje 1yiu ot Teaa y Cae-
t0j Coduju y Oxpuny, 26/1990, 47-88.
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- Ilcamam 118. y MuHxeHcKOM mcantupy u tema Ilo-
ceOHor cyaa, 32-33/2003, 121-126.

NBAHOBUWh, Munan

- Harnuc ca nanrpo6He mioue MoHaxume MapuHe u3
1371. rogune, 10/1974, 335-342.

- Harnuc natpujapxa Apcenuja IV JoanoBuha Ha Haz-
BepHjy UKOHOCTaca IpkBe cB. Anioctona y [lehkoj ma-
Tpujapiuju, 13/1977, 221-244.

- Hexonuko Hatnuca uz Meroxuje, 14/1978, 283-298.

- O Harmucy rpadaHMYKOr MUTpononuTa Hukanopa n3
1551. ronune Ha kpety u3 cena Cmupe, 22/1986, 243—
249.

UT'bATOBU'H AJTEKCAHIAP:

- VYcaspurena npuponaa: beorpazacku cajam (1953-1957),
41/2013, 181-204.

WIIMIJEBCKU AJIEKCAH/IPA:

- The Cvijeta Zuzori¢ Art Pavilion as the Center for
Exhibition Activities of Belgrades Architects 1928—
1933, 41/2013, 237-248.

WJINR JEJIMLIA:

- IpxBa boropoanne y bucrpunn — Bossasar, 6/1970,
203-219.

JAKIINHh UBAH:

- IlnanoBu u ckuue manactupa I'prerera us 1812. ro-
nune, 24/1988, 159-166.

JAKIINH JACMUHA:

- O apxutektypu Ctapobedejcke MpBe MTEAHOHUIIEC U
kpenutHe 0anke, 39/2011, 63-74.

JAHII 3AT'OPKA:

- HkoHorpadcke KOMIIO3HIIMje HA KOXXHUM TOBE3MMa
cprcke hupunmuke kmure, 3/1967, 207-216.

- Cmryera Kao mirycTpanuja y cprckoj kmu3u XIX Beka,
4/1968, 357-364.

- PomaHCKH OpHAMEHT y CPIICKOM MOHYMEHTAIHOM CIIU-
kapctBy XIII Bexa, 8/1972, 53—60.

- Cenecuja y nepuonuiy Cpbuje nouetkom XX Beka,
13/1977, 339-345.

- Ilpunor npoydyaBamy 3ariaBiba JIUCTOBA y ociobole-
Hoj Cpbuju, 16/1980, 305-314.

- Cenecwuja Ha IOBe3y CpIIcKe Kibure, 18/1982, 255-262.

- TloBe3u XKedaporuhere Cremarorpaduje, 22/1986,
261-266.

- VYMmeTHOCT KBUTE Y NIPBOj nonoBuHU X VI Bexa, 27—
28/1991/1992, 229-236.

JABYIIEBUR BOI'/TAH:

- Ilpunor npoyuaBamy crape rpajcke kyhe y Combo-
py, 38/2010, 97-110.

JEPKOB JIOBPUJIA:

- Perucrap — Index, 26/1990, 331-370.

- Perucrap — Index, 27-28/1991/1992, 327-361.

- Perucrap — Index, 29-30/1993/1994, 337-383.
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JOBAHOB JACHA:

- U3 npenucke cnukapa Jocuda danre, 22/1986, 275—
282.

- Koneknuja ITaBna Bemmanckor 1945-1952, 39/2011,
167-181.

JOBAHOBIT'R BOJUCIJIAB C.:

- O zamncy Bnanncnasa byhe y Hukosemy, 20/1984,
185-193.

JOBAHOBI'h MUO/IPAT:

- Josan Yernpesuh I'paGoBan, 1/1965, 199-222.

- Hkonocrac cprcke npkse y Jaswy, 3/1967, 281-291.

- Hxonocrac manactupa besguna, 6/1970, 121-133.

- Apxurekra u cinukap Anekcannap Tabakosuh, 7/1971,
367-370.

- 'DBypa Jakmmh npex Py6encom, 8/1972, 341-345.

- Cprcku ymernunu y Uranuju y XIX Bexy, 12/1976,
181-198.

- IaBne Cumuh y manactupy Kysexauny, 15/1979,
229-262.

- Karapuna MBanoBuh y Munxeny u 6eIrujcKo UCTO-
pujcko cimkapcerso, 20/1984, 275-281.

- Teopun XauseH, ,,xaH3eHaTuka“ 1 XaH3CHOBHU CPII-
cku yueHu1u, 21/1985, 235-258.

- ,,boneruka“y I'prerery, 24/1988, 167-175.

JOBAHOBI'R MUOPAT, MATI'Hh BOJUCJIAB:

- Mamnactup bazjam, 5/1969, 293-306.

JOBAHOBU'h MUOJIPAT:

- Inaemanuh Teomop, Baca Emkuhesuh (1867-1933),
6/1970, 161-184.

KAJIMJEBUR AJIEKCAHJIAP/KADIJEVIC ALEK-
SANDAR:

- On the later architecture of Leskovac and its place in
Serbian architecture, 37/2009, 265-276.

- Aumnekcannpa Crynap, ['pax rimobanuzanuje (Apxu-
TeKTOHCKHU (akynreT y beorpany, Opuon apt, beo-
rpax 2009), 38/2010, 287-288.

- Newer Serbian architecture and its audience, 39/2011,
253-269.

- Bnanmaun Bokuh, Ypbana tunonoruja: rpaJcku Tpry
Cp6uju (ApXUTEKTOHCKH (HhaKyITeT YHUBEP3UTETA Y
Beorpaay 2009), 39/2011, 306-307.

- I'pagurespcka nenatHoct [letpa J. [lonosuha y jyro-
ucrounoj Cpouju (1908-1930), 40/2012, 225-240.

- Adolph Stiller (ed): Belgrad, Momente der Architek-
tur / Belgrade, Moments in Architecture (Mury Salz-
mann, Wien 2011), 40/2012, 324-325.

- Expressionism and Serbian Industrial Architecture,
41/2013, 103-112.

- bBojana I[Tonosuh: Ilpumemena ymerHocT 1 beorpan
1918-1941 (xatanor usnoxbe), My3sej npumemene
ymeTtHocTH, beorpan 2011, 41/2013, 263-266.



KAIWJEBUR AJTEKCAHJAP, BYPBEBUHh MA-
PUHA:

- CumMmeTpuja y HOBHJO]j CPIICKOj apXUTEeKTypH, 2728/
1991/1992, 1-14.

KAJIUJEBUh AJTEKCAHIAP, hUPUh JACMHWHA C.:

- Carmen Popescu, Le style national Roumain. Con-
struire une Nation a travers larchitecture 1881-1945,
Rennes 2004, 36/2008, 283-289.

KAJMAKOBUR 3/IPABKO:

- VYrumaj crape cprcke rpaduke Ha JKUBOIUC 30rpada
Bacunuja, 2/1966, 235-242.

- Hogo geno I'eopruja Mutpodanosuha, 4/1968, 267—
271.

- PanueBuhea uxona ca Omanuha, 5/1969, 309-311.

- UYernpu ukoHe U3 paguonuie majctopa Kosme, 7/1971,
259-260.

- Kapa je non Ctpaxuma ciiukao Gpecke y MaHACTHPY
Ospeny, 10/1974, 351-357.

- Kosma — Josan, 13/1977, 99-116.

- HoBootkpusene ¢ppecke X VI Beka y IpKBH MaHACTHPA
Tomuonuie, 19/1983, 117-135.

KAKABAC I'EOPTMOC/KAKAVAS GEORGE:

- Ecclesiastical objects in the Byzantine and Christian
museum from the Timios prodromos monastery at
Serres, 32-33/2003, 127-141.

KAJTA®ATHC KAJIMOITN ®EJIPA/KALAFATIS KAL-
LIOPI-PHAIDRA:

- Sketchbooks and Sketches in the Postbyzantine Pe-
riod, 32-33/2003, 143-149.

KAHIWR OJINBEPA M.:

- Kyne-3Bonnnum y3 cprcke npkse XII-XIV Beka, 14/
1978, 3-75.

KAPUH TEA/KARIN THEA:

- Die estnische Malerei von 1850—1940 und die Diissel-
dorfer Malerschule, 24/1988, 53—67.

KATWh PEJBA B.:

- TloctaHak M MPOLIOCT XMUJIAHAAPCKOT METOXa MaHa-
ctupa cB. [lerpa Kopumikor, 18/1982, 133—-151.

KAIIAHWH MUJIAH:

- O Pagamry Momuunosuhy, 2/1966, 369-373.

KAIIWR AVIIAH Jb.:

- Mamnactup I'prerer y XVIII Beky, 24/1988, 103—128.

- VYmytpammu npkseru xuBoT Crape Cpbuje y mpBoj
nosioBrHu X VI Beka, 27-28/1991/1992, 97-125.

KWJI MAKUEJI/KIEL MACHIEL:

- Armenian and Ottoman Influences on a Group of
Village Churches in the Kumanovo District, 7/1971,
247-255.

KWPUH ACEH:

- 3uaHo ciukapceTBo npkse Ceeror Mnuje y Unujen-
ckoM MaHactupy, 29-30/1993/1994, 301-323.

KHUCAC COTHUPHOC K./KISSAS SOTIRIOS K.:

- IlpencraBa cBeror Cae Cprckor kao KTUTOpa MaHa-
crupa Barorena, 19/1983, 185-199.

- Harnuc lumutpuja XomaTHjaHa Ha OKOBY HKOHE XpH-
cra Benmukor Apxujepeja n3z Oxpuna, 23/1987, 165-173.

- Cseroropcku nanu [Ipoxopa Oxpuckor, 27-28/1991/
1992, 289-295.

KIIAHUIIA JABMUHA:

- Lpxsa cseror Huxone y Temumsapy, 41/2013, 51-70.

KHEXXEBU'h BPAHKA:

- lpksa cBetor Iletpa y IIpecnu, 2/1966, 245-265.

- ILpxBay cemy Pamahwu, 4/1968, 121-171.

- Kruropu Jlanymme, 7/1971, 37-54.

- Harnucu Ha kameny u3 Jlanymme, 9/1973, 245-253.

- Crapa npksa y bamu Jomanumu, 12/1976, 71-95.

- CpenmOBEKOBHE LIPKBE U MAHACTUPH y A0IUHU L{pHN-
e, 16/1980, 223-259.

- Manactupn y ucrounoj Cpouju Mo TypCcKIM IOMHCH-
ma u3 XV u XVI Beka, 21/1985, 293-322.

- MasnacTtupu y Haxuju BpBeHUK 110 TYpCKUM NOIKCH-
Ma u3 npBe nonosuHe X VI Beka, 26/1990, 255-270.

- HpywrtBo u ymeTHoct y uctounoj Cpouju ox 1455.
1o 1586. rongune, 29-30/1993/1994, 159-212.

- /e Teme u3 MaHactupa KpenmueBra: KTHTOPCKH TIOp-
tpetu u [Ipuya o nnopory, 32-33/2003, 151-158.

KOBAHIINR-ITETPOB'h HEBEHKA:

- ,,CmenepeBcku rpan’ — HenosHaro aeno Kocre Mun-
yesuha, 19/1983, 295-303.

KOJUh JbYBMHKA:

- MHkona ,,Xpuctoc Ha mpecToiy‘‘ u3 NpaBociaBHE LPKBE
y ®oun, 4/1968, 275-280.

- Tpu capajeBcke nkone anocroia, 5/1969, 315-321.

- O uxonu ceetor bopha ca xurujem u3 Yajanya, 7/1971,
239-244.

- ,.Cseru Hukomna ca xxutnjem™ Anekcuja Jlazosuha.
[puor rpalu 3a mpoyyaBame cprickor 6apoka, 8/1972,
433-439.

- Hxona boropoaune ca XpucToM U CBETUTEIbUMA, U3
Tpebuma, 11/1975, 283-288.

KOJIAPUR MUO/IPAT:

- U3 naspe u Gimake IPONUIOCTH HEKHX CIIOMEHHKA Ha
Jynasy, 2/1966, 269—289.

- OcHoBHHE TPOOIEMH CPIICKOT Oapoka, 3/1967, 235-277.

- JIBampuiora o JKUBOTY U paJy Hamux yMeTHUKa XIX
Beka, 7/1971, 335-340.

- Terap Y6aBkuh n noprpet Bype dannunha, 8/1972,
461-463.

- JlBa mpuiora 3a NpoyyaBame HACTAHKA M Pa3BUTKA PO-
MaHTHU3Ma y CPICKOj apxutekTypH, 10/1974, 365-370.

- JocnukaBame nkonocraca Cabopue npkse y Humry,
11/1975, 319-327.

- Hemnosnaro o moznarom. Onrtap CabopHe 1pkse y beo-
rpany, 15/1979, 395-399.
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- Cayuaj Tabakosuh, 20/1984, 283-292.

- ¥V cnomen MunuBojy Hukonajesuhy ciukapy, 23/1987,
213-218.

KOBUKYUINH BJIAAUMUP:

- MortuBH 13 jyrOCIOBEHCKUX 3€Majba y PaJ0BIMa MHUH-
XEHCKe cIMKapcke nmopoauie Anam, 26/1990, 189-216.

KOPAh BOJUCJIAB:

- IIpBoOuTHA apXHMTEKTOHCKA KOHILEIIHja KOTOPCKE
karenpane XII Beka (l€HO TIOPEKIIO U B-eH 3Ha4aj 3a
apxuTekTypy y 3etu u Pamkoj), 3/1967, 3-30.

- Crapa pksa y CltaHKaMeHY U FbeHO MECTO Y Pa3BUTKY
CPIICKE apXHUTEKType KacHOT Cpeimer Beka, 6/1970,
293-312.

- Ha noBum myTteBuma, 8/1972, 23-38.

- Tlopexkno ytBphema manactupa Ctynennue, 12/1976,
25-39.

- MunemnieBcka CroJbHa IPUIIPATa U BEH OJ[jeK y apXH-
textypu TpHoBa, 19/1983, 17-40.

- O Tpanuuuju y cBETOropckoj apxuTektypu, 21/1985,
163-175.

KOCTHH AHA:

- Ilpencrasa Ceru CaBa Mupu Opahy y cprickoM IjpKBe-
HoM cnukapcTBy XIX Beka, 41/2013,

KOCTU'h MHUPOCJIABA:

- Pomy m Obmectsy. Liprex HacnoBHe cTpane VcTopu-
je Joana Pajuha pax cnukapa JakoBa Opdenuna, 37/
2009, 109-124.

- Mupocnas Tumotujesuh, Pahame Mmonepre npusat-
HocTH, [IpuBatHH xuBoT Cpba y Xab30ypirkoj Mo-
Hapxuju o Kpaja 17. mo mouetka 19. Bexa, 37/2009,
340-344.

- bpanxa Kynuh, HoBocazncke npBopesdapcke paano-
nute y 18. Bexy (I'anepuja Maruue cpricke, Hosu Can
2007), 39/2011, 298-300.

- Hxonocrac Cabopre upkse y Cpemckum Kapnosuu-
Mma, 40/2012, 75-94.

KOSTOVSKA PETRULA:

- The Concept of Hope for Salvation and Akakios Mo-
nastic Programme in St. Nicholas at Manastir, 39/
2011, 41-61.

KPAYT BABA:

- O cimkapy Muxajry-Muuu ®@unnmonosuhy. [pumor
W3y4YaBamy CPIICKOT POMaHTHYAPCKOT CIMKApCTBa,
3/1967, 295-299.

- bera Bykanosuh kao kapukatrypucra 1 30MpKa leHUX
kapukarypa y Hapomnom my3ejy, 4/1968, 383-389.

- Ckune Cree Tomoposuha 3a ,,TakoBcku ycTaHak",
7/1971, 357-363.

- Ilerap Auunuuh, 8/1972, 451-457.

- TlocraHax u pa3Boj ,,lKona HauepTanuja“ y Cpouju u
IUXOB 3HAa4aj y IMKOBHOM Bacnutamy, 11/1975, 165—
182.
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- JIBa moKyMeHTa 0 HOBHjEM CPIICKOM CIIMKapCcTBY, 12/
1976, 287-291.

- Uprexu HoBaka Pagonuha, 13/1977, 285-295.

- Hekomnuxko rpaduxa Bopha Aunpejesnha Kyna ca npse
rpaduuke n3noxoe y beorpany, 15/1979, 411-418.

- Ipwunor 3a monorpagujy bpauxa lotpe, 17/1981, 281—
297.

- Cresa Tomoposuh (1832—1925) >kMBOT 1 LIPTAYKO AEIIO
(moBozoM 150-roqummuiie pohema), 18/1982, 103—130.

KP30BUR UBPAXMM/KRZOVIC IBRAHIM:

- Secesija u djelu arhitekte Josipa Vancasa, 23/1987,
89-104.

KPVYJbAL] BECHA:

- Jluauja MepeHUK, YMETHOCT 1 BJIACT: CPIICKO CITUKAp-
ctBO 1945-1968 (Byjuunh xonexnuja, Guno3odceku
¢dakynrer YHuBep3urera y beorpany, 2010), 39/2011,
308-313.

KYKUJAPUC CUJIAC/KUKIARIS SILAS:

- Hekonuko mpencraBa CpIckux cBeTutesba y ['pukoj
n3BaH Ceere ['ope, 27-28/1991/1992, 67-72.

- IlpeacraBe Tpomapa y NMOCTBH3aHTHJCKOM CIHKap-
cTBY, 32-33/2003, 159-170.

KVYJIN'h BPAHKA:

- Tponosu 3a cBete Mot y OpynIkoropckuM MaHa-
ctupuma cpeauaom X VIII Beka, 32-33/2003, 171-182.

KYCOBAI] HUKOJIA:

- Apnam Credanosuh (1832-1887), 2/1966, 329-340.

- Teopruje XKedaposuh npBu nIKoI0BaHM CIMKap H
rpa¢uuap kox Cpba, 4/1968, 299-306.

KYYEKOBU'R AJIEKCAH/IPA:

- Bpanko Yonosuh, Manactup Kpka, CK/I ,,IIpocsjera’,
3arpe6 2006; 206 ctpanuma, npao-6ene pororpadpu-
je u 6ok ¢pororpaduja y 60ju, HAPTH U IJIAHOBH,
pe3uMe Ha eHITIECKOM je3HKY, H3BOPU M INTEepaTypa,
unzaekcu, ISBN 953-6627-83-3, 37/2009, 345-348.

JIABHR TOPIAHA:

- Apxutext Muian Autonosuh (1868-1929), 27-28/
1991/1992, 15-35.

JIECEK MUPJAHA:

- Hxonocrac JakoBa Opdennna y manactupy I'prere-
ry, 24/1988, 177-191.

- I'puropuje Jesqumuposnh, 25/1989, 235-262.

- Koncrantun Jlekunh (1780-1838), 29-30/1993/1994,
113-128.

JIMCMYN'h XPUCTUHA:

- Jparyrtun Unknoctpu-Menemak, 1/1965, 337-350.

JIOCKHM BOPUC/LOSSKY BORIS:

- Reflet du choeur de Notre-Dame de Paris sur licono-
stase de la dormition de Pancevo, 7/1971, 343-347.

MATJIOBCKH JAHKO:

- Kpcr nponseranu u3 [Ipasunukor muneja boxxnaapa
Byxosuha (1538), 29-30/1993/1994, 281-300.



- Boropoauma JKuBoHOCHU HCTOYHUK. [lparyspu jenne
KacCHO M MOCTBU3aHTHjcKe Teme, 32-33/2003, 183—
192.

MAKCHMOBUR JOBAHKA/MAKSIMOVIC JOVAN-
KA:

- Kawmena nexopanuja Mopaue, 2/1966, 35—49.

- Cryamuje o MupocnassseBoMm jeBanhessy (II), 6/1970,
3-11.

- Cryauje o MupocnassseBoM jeBanhesny (111), 8/1972,
41-50.

- La sculpture romane du XIVe si¢cle en Espagne,
France, Italie et Yougoslavie, 10/1974, 61-70.

- UYersopojeBanhesse Crapuese ['opue, 12/1976, 59—-68.

- HWaymwunanuja 6eorpaackor napumejauka, 16/1980,
1-12.

MAKYJbEBUR HEHA JI/MAKULJEVIC NENAD:

- CpenmoBEKOBHE TEME Y CPIICKOM LIPKBEHOM CIIUKap-
ctBy XIX Beka. IIpuior penennuuju HalMOHAIHOT
Cpen-OBEKOBHOT Hacieha y cprckom cnukapceTBy XI1X
Beka, 32-33/2003, 193-212.

- Cama bpajosuh, ¥ boroponnunnom BpTy: boropo-
nuna u bokxa Kotopcka — 6apokHa MoG0KHOCT 3ama-
Hor xpuurhauctsa, [Tmaro 2006, 382. ctp., 37/2009,
329-332.

- Amnnpeja [laMjaHOB: apXUTEKTa TO3HOOCMaHCKOT bain-
kaHa, 38/2010, 137-150.

- Habsburg Orientalism: The Image Of Bosnia And
Herzegovina in the “Kronprinzenwerk”, 41/2013, 71—
88.

MAH/JI'h CBETUCJIAB:

- JBa mpuiora o ¢ppeckama CTyJeHUUKE CHOJbHE TIPH-
mparte. | Ana u Pagocnas. 11 ciuka cMpTH jeHOT MO-
Haxa, 2/1966, 89—-103.

MAHEBUH 30PAH:

- Heno apxurekre [paruie bpamosana, 6/1970, 187—
199.

- Apxurekrypa u nonutuka (1937-1941), 20/1984, 293—
308.

MAHOJJIOBUh-PAJIOJUN'h JbMJBAHA:

- HMnyctpoBanu kanennap y MapkoBom Manactupy,
9/1973, 61-81.

MAPHUHKOBHWG 3AT'OPKA:

- Toptperu ITaBena Bypkosuha u3 3eMmyHcKkux 30up-
xu, 1/1965, 289-306.

MAPUHKOBWHR PAJIIMUIIA:

- Cpricka KiHKeBHOCT npBe noosure X VI Beka, 27—
28/1991/1992, 175-184.

MAPKOBW'H NBAH P.:

- Jlom cunnukata y Beorpany — ekcruinkanuja apxuTex-
Type COLMjaIuCTUIKOT peanu3ma, 39/2011, 271-283.

- JIBa mpojexra apxutexte Bepuepa Mapxa y Beorpa-
ay, 41/2013, 163—180.

MAPKOBUR MUOJPAT/MARKOVIC MIODRAG:

- Opbnecuu kynra Cs. Mnaprona MerjieHcKor y nocT-
BH3aHTHUjCKOj yMeTHOCTH Ha bamkany, 32-33/2003,
213-221.

- St. Niketas the Goth and St. Niketas of Nikomedeia:
apropos depictions of St. Niketas the martyr on medi-
eval crosses, 36/2008, 19—42.

- The Painter Eutychios-Father of Michael Astrapas
and Protomaster of the Frescoes in the Church of the
Virgin Peribleptos in Ohrid, 38/2010, 9-34.

MAPKOBWUR CPBPAH/MARKOVIC SRDAN:

- 3aBuuajHa BepTHKaNa y caukapcTBy 3opana Oypy-
HoBwuha, 36/2008, 261-279.

- [IlpBa cpricka ymMeTHHYKA, CITMKApCKa M Bajapcka H3-
nox6a y Combopy 1910. rogune, 40/2012, 241-261.

- The Birth of Modern Graphic Design in South Serbia
Pavle Doki¢’s Posters for Leskovac Textile Fair, 41/
2013, 229-236.

- Jbwana 3exoBuh, ®epug Myxuh: Xunmuja haro-
Buh, [Tonropuna 2012 (M3nasau: Lienrap 3a ouyBame n
pa3Boj KyiType MambuHa u LleHTap caBpeMeHe ymjerT-
Hoctu Llpue ope, [lonropuna; 44 ctpane tekcra, 121
Tabna y 60ju, 15 npHO-0euX, YBOIHU TEKCT MPEBEICH
Ha CHIJICCKH je3uk, 41/2013, 265-267.

MAPOILIN EPHE/MAROSI ERNO:

- Esztergom zwischen Ost und West: Einige Fragen un-
garischer Kunst unter Béla I11, 15/1979, 51-69.

MATEJYI'R PAJIMUJIA/MATEICIC RADMILA:

- Cpncko-npaBociaBHa HpkBa cB. Huxone y Pujenn,
9/1973, 175-197.

- Udio gorickih i furlanskih majstora u baroknoj umjet-
nosti Rijeke, 14/1978, 153-174.

- Barokizacija sklopa franjevackog samostana i crkve
Gospe Trsatske u Rijeci, 22/1986, 173—198.

- bBapokna apxutekTypa u onpema 36opre npkse Cs.
Eydemuje y Poumy, 24/1988, 25-40.

MATWR BOJUCJIAB:

- Mamnactup 3natuna, 7/1971, 279-292.

- Mamnactup Bojnosuna, 9/1973, 153-171.

- Ipxsa cBeror Hukone y Hepaauny, 10/1974, 117-138.

- Crapa upksa ceeror Hukone y Cpemckum Kapios-
uma, 11/1975, 81-95.

- Crapa upksa manactupa Kosussa, 12/1976, 155-177.

- Kamena na xopy kapioBauke CabopHe IPKBE U HCH
uKoHocrac, 13/1977, 149-174.

- 3BoHUK MaHacTupa Benuke Pemere u keroBu KTUTO-
pu, 14/1978, 299-323.

- Apxurekrypa upkse y bopjany, 15/1979, 369-380.

- Kamena ceror Tpudyna y Cpemckum Kaprosnuma,
16/1980, 123-143.

Apxutektypa manactupa [ prerera, 24/1988, 129-157.

MATI/I"Fl BOJUCJIAB, BOPBEBU'Hh CBETJIAHA:

- Mamnactup Ceseru Dyphe, 6/1970, 89-118.
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MATWH BOJUCJIAB, JOBAHOBU'R MUOJPAT:

- Mamnactup bazjam, 5/1969, 293-306.

MAIIHNHR MUPJAHA M.:

- 3Buano cnukaperso Lpkee Ce. Hopha [Mobenonoca
y Mnanom Haropuuuny, 40/2012, 19-40.

MEJIAKOBIW'R JIEJAH:

- Josan Kmajuh, 1/1965, 325-333.

- Hkonocrac Joakuma Mapkosuha y ceny J{umHuky,
5/1969, 141-155.

- Mojcej Cy6otuh, 7/1971, 123-142.

- IlpBe mramnane MoHorpaduje CPICKUX MaHACTHpa
(1798-1859), 10/1974, 209-259.

- O Emunujany Jocumosuhy, 12/1976, 273-284.

- O Ceprujy Hukonuhy, 13/1977, 267-284.

- O Jocudy Becennhy, 14/1978, 339-352.

- bBapoxne Teme cpricke ymetrnoctu, 15/1979, 343—
353.

- Pusnnne ¢pymroropckux Mmanacrupa, 19/1983, 137—
148.

- Vneomnormike 0OCHOBE CPIICKE U XPBATCKE YMETHOCTH Y
19. Bexy, 20/1984, 85-97.

- Hkonocrac I'puropuja I'epacumoBa MockoBuTepa y
JHomoj KoBaunuu u3 1724. rogune, 21/1985, 369-376.

- Jby6omup CrojaHoBHh U cpIicKa UCTOpHja YMETHO-
cTH, 25/1989, 135-146.

- TozgpaBHa Gecena. [locTBH3aHTHjCKA yMETHOCT Ha
Bankany, 32-33/2003, 1-2.

MEJIAKOBUR JIEJAH, TABUI0B AUHKO:

- Wmx. apx. Munoje Mustomresuh (beorpaa 15. VII 1923
—Hosu Cag 2. V 1968), 4/1968, 409—-412.

MUJOBU'H ITABJIE:

- O wuxonama c noprpernma Tome [Ipessy6oBrha u Ma-
puje ITaneonorose, 2/1966, 185-195.

- CMpTH My4YeHHKA Yy CPEIIbOBEKOBHO] KIGI)KEBHOCTH
U CIUKapcTBY, 4/1968, 3-23.

MUKWH OJITA:

- Hogwu apxuBcku nozpamnu o ciukapy Credany Tener-
KoM, 5/1969, 339-341.

- Caukap JoBau Ucajnosuh — crapuju, 7/1971, 105-119.

- Hxonocrac npkse Mmanactupa beounna, 11/1975, 291—
301.

- Cruxap JoBau Ucajmosuh — muahu, 17/1981, 159-182.

- Cnukap Jocu¢p danra — ctunenancra MaTuie cpricke,
18/1982, 263-2609.
Crnuxkap XKusko [Terposuh (1806-1868), 23/1987, 71-87.

MI/IJIAHOBI/ITl MUIJIA:

- O mopTperTy jenHOr BOjHUKA U O MOPTPETUMA HALIUX
patHuKa yorre, 4/1968, 347-354.

MMJIAHOBUR-JOBUR OJIUBEPA/MILANOVIC-JO-
VIC OLIVERA:

- Hkonocrac Credana Teneuxor y Baznecemckoj LpkBu
y Pymmn, 2/1966, 307-316.
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- Hxonocrac HukomajeBcke upkse y Upwury, 5/1969,
159-171.

- Hxonocrac HukonajeBcke upkse y Crapom CrnaHka-
Meny, 6/1970, 367-377.

- Hxonoctac npkse csetor Hukomne y HoBom beuejy.
[Mpuor npoyuaBamy pana ciukapa Credana ['aBpu-
nosuha, 7/1971, 317-321.

- O rpanuresbckoj nenarnoctu majcropa X VIII Beka
Teonopa Kocte m Hukone Kpanuha, 19/1983, 219-223.

- [Ipunosu npoydaBamy KyaTypHOr Hacieha ymeTHO-
CTH MPEATYPCKOT U TYPCKOT nepuoaa y Bojsoaunu,
23/1987, 183—-191.

- Cry6oBu-cBehmanu y cprckoj upksu y Cprckom Ko-
BUHY, 29-30/1993/1994, 89-91.

- Le Monastére Hopovo entre 1Athos et la Roumanie,
34-35/2003, 1-18.

MUIJIEYCHU'R CJIOBOJIAH:

- Cauxkap Octoja MpkojeBuh n leroBa HKOHOIHCAuKa
nena, 21/1985, 353-368.

- Cynb6una pusnuie maHactupa ['prerera, 24/1988, 307—
330.

- Buzanrtnna y nupksenom ciaukapctBy CraBoHuje, 34—
35/2003, 19-29.

MUJIOCABJBEBU'h AHI'EJIMHA:

- boaun Bykcan, XyMaHHCTHYKE OCHOBE aMOJieMaTCcKe
muteparype (XVI-XVII Bek) (Per Aspera, beorpan
2008), 40/2012, 308-312.

MUJIOHNIEBUR JECAHKA:

- se uxone XIV Beka y Hapoguom my3ejy, 1/1965,
3-20.

- MHxona Pohewe u Munosamwe Boropoauue, 8/1972,
179—-189.

MUJIOWIEBU'R EMUILIA:

- HWwmenckn perucrap, 32-33/2003, 223-231.

- Teorpadcku perucrap, 32-33/2003, 233-237.

- HWwmenckn perucrap, 34-35/2003, 293-303.

- Teorpadcku perucrap, 34-35/2003, 305-311.

- HWwmencku perucrap, 36/2008, 305-312.

- Teorpadcku perucrap, 36/2008, 313-316.

- HWwmencku perucrap, 37/2009, 349-357.

T'eorpadcku peructap, 37/2009, 359-363.

MI/IJ'IOIHEBI/ITl MMUIIOJE:

- Amnanusa upkse cB. Hukone y Upury, 4/1968, 319-329.

MUITYTUHOBUR KOCTA:

- Wnapuon Pysapan u Musom C. Munojesuh, 24/1988,
253-263.

MUWJbAHOBUHh MAPKO:

- Upxksa cB. Cimpunona y [erpumu, 20/1984, 237-260.

- Ipxsa cB. Hukone y Xajruhy, 24/1988, 43-51.

MMUJbKOBUR-ITEITEK ITETAP:

- 3orpad ,,Mepkypu“ — jenan ox ayropa dpecaka wp-
kBe cB. Huxone y [caun, 7/1971, 221-228.



- Ilpuno3u npoyuaBamy IpkBe MaHacTupa Hepesa, 10/
1974, 313-322.

- Hosu moganu o oxTapckoj nmperpaau Besbyce u Heke
MPETIOCTAaBKE O IeHUM IIPBOOMTHUM MKOHaMa, 11/
1975, 219-231.

- Ilpuior npoyuaBamwy 1pkBe cB. Hukone y Tutosom
Benecy, 15/1979, 265-275.

MUTPOBU'R KATAPUHA:

- Majcka ckynmruna 1848. [laBna Cumuha n3mely ma-
TPUOTCKE MKOHE U YMETHUYKOT jiena, 36/2008, 125-145.

- MWrop bopo3san, PenpesentaTuBHa KyaTypa U NOJIU-
TH4Ka npomnaranga — CnoMeHnK kHe3y Muionry y
Herortuny, beorpan 2006 (dunozodckn pakynrer y
beorpany, Karenpa 3a uctopujy yMETHOCTH HOBOT
Beka), Pp. XV, 461., 37/2009, 336-339.

MUXAWNJIOBUR PAJIMUIJIA:

- YTHnaj 3amaHOEBPOICKE yMETHOCTH Ha CPIICKO CITH-
kapctBo XVIII Beka. I Crapo3aBeTHe TeMe y MaHa-
ctupy bohanu, 1/1965, 225-235.

- VYrunaj 3anmagHOeBPOINCKEe UKOHOTpaduje Ha KOMIIO-
3UIHjE ,,YIOBUUNHA JIeNTa™ U ,,/I3rHame Tprosama u3
xpama“ y cprckom ciukapcerBy X VIII Beka, 2/1966,
293-303.

- Hkonorpaduja MaHHpPUCTHUYKE MpEACTaBe MpHUYE O
npasexnoM Jouwu, 3/1967, 219-232.

- O KOHYETHCTHIKUM OCHOBAaMa CIIUKE IIPUPOJIE Y CPI-
ckoj ymetnoctu X VIII Beka, 4/1968, 193-2009.

- Hkonocrac Teomopa Minmha Yensapa y Kuxunan,
5/1969, 175-187.

- bobanu u bubnuja Joxana Ynpuxa Kpayca, 6/1970,
73-85.

- Ilpexncrase anhena y cprnckoj rpapunn XVIII Beka,
8/1972, 283-306.

- Tonorpadcku nejzax cprcke ymetnoct X VIII Beka
Kao MOJIMTUYKH aprymeHar, 9/1973, 139-150.

- Csupenn Kymunon Karapune MBanosuh, 10/1974,
263-283.

- 3axapuja Opdenun, [Tozgpas Mojcejy [Tytauxy. Te-
maruka naBupunTa I, 15/1979, 179-206.

- 3axapuja Opdenun, [TozgpaB Mojcejy Ilytauxy. Te-
maruka naBupunTa I, 16/1980, 145-158.

- 3axapuja Opdenun [lozapas Mojcejy ITytauky. ITop-
Tpet Mojceja IlyTHuka, Oaukor enuckona, 18/1982,
71-101.

- llpkBa BaBenewa boropoauiue manactupa bohauu
(Hxonorpadwuja ,,JkeHCKe IpKBe™ — npuripare), 21/1985,
205-221.

MJIAJEHOBUR AJIEKCAH/IAP:

- Ilpenrosop y rpauannukom Oxrouxy (1539) u noro-
Bopu y mutenieBckoM [cantupy (1544) m Monutse-
HUKY (1546) — TexcTyasnHe u QuiIoIoOLIKEe HAIOMEHE,
27-28/1991/1992, 219-227.

MOMUPOBUT ITETAP:

- Hxonorpaduja nybope3nux Bpara manactupa Cruer-
qa, 6/1970, 55—-69.

- O npaBocnaBHoM xpamy cetor Hukone u3 1468. u
nkoHama u3 1749. y Crapom Crnankameny, 22/1986,
233-242.

- Pyxonucno YetBopojeBanhesse momna Onuepa y Yaj-
Huuy, 23/1987, 17-38.

- Jlema xamene mactuke y maHactupy ['prerery, 24/
1988, 193-202.

MYPAPO MUKEJAHBEJIO/MURARO MICHELAN-
GELO:

- Paolo Veneziano in Jugoslavia, 9/1973, 45-58.

- Lesperienza Jugoslava, 20/1984, 261-266.

MYIINY MAPJAH/MUSIC MARJAN:

- Ilneunuk u beorpan, 6/1970, 249-265.

- Ple¢nik in Beograd, 7/1971, 165-176.

- Ple¢nik in PreSeren, 8/1972, 467-473.

- Ple¢nik in Beograd, 9/1973, 327-337.

HAD MAPTA/NAGY MARTA:

- Stefan Tenecki and the products of his workshop in
Hungary, 25/1989, 191-200.

HET'PY AJIPUJAH:

- O INonoeuhuma u3 Opasuiie, 20/1984, 267-273.

HEJIEJBKOBU'H BYK:

- Klein Rudolf, Zsinagogak Magyarorszagon 1782—1918:
fejlodéstérténet, tipologia €s épitészeti jelentdség /
Synagogues in Hungary 1782—1918: genealogy, typo-
logy and architectural significance (Terc, Budapest
2011), 40/2012, 318-320.

HEJWHh CBETJIAHA B.:

- Crnomenuk Ha Mecty norubuje Xajayk-Besska [Terpo-
Buha y Herotuny, 26/1990, 299-305.

HEJIOMAUYKU BUJIOCABA:

- Manactup apxanhena Muxaua u ['aBpuina y Jepyca-
MMy — 3ay01nHa kpasba Mmrytuna, 16/1980, 25-70.

HEHAJIOBU'h CJIOBOJIAH M.:

- IlonHu Mo3auk LpKBe Kpajba MunyTuHa y Xujanaa-
py, 3/1967, 75-84.

- Hexonnko HOBHX pparmenHaTa u3 npKBe CBETUX Ap-
xanhena napa Jymana, 5/1969, 273-277.

- Opnbpana manactupa Xunangapa, 8/1972, 91-116.

- ApXHTEKTYypa I[pKBe Miajor kpasba Mapka (?) y IIpu-
3peny, 15/1979, 289-305.

- O m3rpaamy ceBepHoOr aena XuilaHaapa oJf UryMeHa-
puje no xoHaka (u3 1598), 25/1989, 61-94.

HEIIW'h KATAPUHA:

- BpyHo 3eBu, KoHIENT 3a KOHTPAaUCTOPU]Y apXHUTEK-
type (Llentap Bam, beorpan; Haponua 6ubnanoreka,
Kpymearn 2007), 38/2010, 283-286.

HUKWH JbYBOMUP:

- Moma [Tujage u Moma Illoamosuh, 10/1974, 413—425.
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- O cmptu Mutoma Tenkosuha, 11/1975, 331-342.

- Ilpunosu u rpaba o Ilerpy Yo6askuhy, 12/1976, 321—
407.

- Tpu npunora o [lerpy Yo6askuhy, 13/1977, 323-338.

- O ciukapy Bophy Tpudynosuhy, 14/1978, 353-359.

- Apxurekt JoBan Cy6oruh, 18/1982, 249-254.

- HM36op MBana Memtposuha 3a wrana Cprcke kKpa-
JbEBCKe akagemuje, 19/1983, 325-332.

- AHOHMMHU CIIOMCHMIIM ¥ HE3HAHH KOWaHuUIIH, 25/1989,
281-285.

HUKWH ®EJIOP:

- Cehama na apxumanpura Mnapnona Pysapia (1832—
1905), 24/1988, 265-271.

NIKOLAJEVIC IVANKA:

- Le “sceau du Christ” sur une mosaique de Durrés,
21/1985, 3—11.

HHUKOJIAJEBU'h MUJIMBO!J:

- CnukapetBo u nprexu akrtosa [lerpa Jfobposuha,
23/1987, 127-162.

HHUKOJIECKY KOPUHA/NICOLESCU CORINA:

- Princesses Serbes sur le trone des Principautes Rou-
maines: Despina-Militza, princesse de Valachie, 5/1969,
97-117.

HUKOJINR JACMUHKA:

- Krutopcku Harnuc u xxuponuc y Hempomreny xox
Tertosa, 22/1986, 251-257.

HHWJIEB'h BOPUC:

- U3 xynTypHe mponurocTu cprcke npkse y bocun n
Xepuerosunu y npeoj nojosuau X VI crosseha, 29—
30/1993/1994, 241-249.

HOBAKOB AHA/NOVAKOV ANNA:

- Trained Eye: Pavle Beljanski, Patronage And Serbian
Women Artists, 41/2013, 205-228.

HOBAKOBIR PEJbA:

- Pasmunusama o xpononoruju HemamuHOr 3uama Ma-
HacTupa Xwunanaapa, 3/1967, 33-46.

- Oxko narnuca Ha upksu cB. Jlyke y Koropy, 5/1969,
15-22.

HOXMWHWH OJINBEPA:

- Jenucasera Haumh — mpBa sxena apxurekra y Cpou-
ju, 19/1983, 275-293.

OI'l(bEBU'h TAMAPA:

- bpanucnas Tonuh — Munka Yanak-Menuh, Manactup
Jeuanu (beorpan 2005), 36/2008, 290-292.

OPJIOBI'h CHEXAHA:

- Hxone u3 pusnuie manactupa Kpyre, 40/2012, 41-60.

[TABUh-BACTA BPAHKA:

- Komannuku cnomenuk beromry on Anacraca bora-
puha, 18/1982, 243-247.

ITABJIOBU'h AHTUIIA:

- Cprcke teme Muxaunia OcunoBrnya Muxeninna, 4/
1968, 367-379.
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ITABJIOBU'H BEPA:

- VYkpac pykonuca Hactanux Ha KocoBy u Mertoxuju
(1450-1600. rox.), 29-30/1993/1994, 1-50.

- VYkpac y pykonucuma nucanum y Cpemy 1450-1600,
34-35/2003, 31-57.

ITABJIOBU'h KATAPUHA:

- 1lmp oTBapama npBe jyrociaoBeHcKe U3noxoe, 7/1971,
373-379.

- IHecra jyrocnoBencka ymeTHHYKA N3105k0a y HoBoM
Cany, 10/1974, 393—-4009.

- Benumupujanym — jeqHa HeocTBapeHa ranepuja, 15/
1979, 407-410.

- Tpaxeme uBpcte popme y ciukapctBy 3ope [leTpo-
Buh. [lepuon 1923-1927. roqune, 23/1987, 205-212.

ITABJIOBU'h JIEOHTUIJE:

- Hxonorpadcka enurpaduxa kox mpopoxa, 20/1984,
3-46.

I[MTAJUR CABA:

- IpexacraBe u kynt Tpu jepapxa y MOCTBU3AHTH]CKO]j
yMmeTHocTH, 34-35/2003, 59-72.

ITAJIKOBJBEBU'h TUJAHA:

- p Cumona Yynuh, Haranuja I{BetkoBuh, Beorpan
2005 (M3nasau: Tonu u BojHonsnasauku 3aBox, beo-
rpan; bubnmoreka Xene y cprckoj ymetHocTH, 155
CTpaHa TeKCTa, 36 Tabiu y 60ju, pe3uMe Ha eHITIECKOM
jesuky), 36/2008, 295-297.

ITAHWUKh AHA:

- YMETHOCT M BIAcT: Iej3aky U3 JUKOBHE 30upke Jo-
cumna bposa Tura, 40/2012, 263-277.

ITAHTUHR MHUPOCIJIAB:

- Hy6posuanun Huxona bomkosuh n pamke crapuse,
8/1972, 229-261.

ITACKYTHUHU-MOCOP 1YBPABKA/ITACKY TUHU-
-MOSSOR IVBPABKA:

- IIpobnemu mosscke OapoKHE YMETHOCTH U HeH YTH-
1aj Ha YKpajuHy: ca MoceOHUM OCBPTOM Ha TpaduKy,
19/1983, 149-170.

ITAIITPHAKOBA NBA:

- Kupun Kytinuk — caukap noprpera, kaHpa U UCTO-
pujckux cimka, 39/2011, 215-251

TIEJU'h CBETJIAHA:

- MaHIUIHOH y MOCIEBU3aHTH]CKO] YMETHOCTH, 34—
35/2003, 73-94.

TTEJOBU'h POKCAHJIA:

- IlpencraBe My3HUKHX MHCTPyMEHAaTa Ha MUHUjaTy-
pama cprickux pykomuca, 16/1980, 103-122.

TIETKOBU'h CPETEH:

- Bpeme HacTaHka M MajcTOpH 3UAHE ICKOpaluje y
Jlomuuiu, 1/1965, 161-172.

- 3upana nexopanuja mapakiuca cB. Credana y Mopadn
u3 1642. rogune, 3/1967, 133—157.

- Opecka ca nukoBuMa Tpu jepapxa y 1ipksu cB. Huko-
ne 'y Crapom Crankameny, 6/1970, 315-330.



- Kynr kne3a Jlazapa u cprnicko cinukapctBo X VII Beka,
7/1971, 85-102.

- Hexrapuje Cp6un, cmukap X VI Beka, 8/1972, 211-226.

- Tlopekino unycTpanuja y mraMnaHuM Kmurama bo-
kugapa Bykosuha, 12/1976, 121-135.

- Cgero3ap Panojuuh (1909-1978), 15/1979, 1-7.

- Hnycrpanuje sxuBora gecrniota Credana Jlazapesuha
y pyckom pykomnucy X VI Beka, 18/1982, 53—69.

- JluxoBu Cp0a cBeTHTEJbA Y CPICKUM IITAMIIAHUM
kmurama XVI Beka, 26/1990, 139-158.

IETKOBCKH BOPUC:

- CoumjaaHu MOTHBH y cTBapajamTBy Hukone Map-
TUHOCKOT 10 1941. ronune, 12/1976, 201-221.

METPUYOJIN UBO/PETRICIOLI IVO:

- Srednjovekovna kapela sv. Simuna u Zadru, 20/1984,
177-183.

- Oko datiranja Carpacciova poliptiha u Zadru, 21/1985,
287-291.

IETPOBU'h JAMBAH:

- IlpenucuBauke pagUoHHIE U PYKOIHCHE KELUTE KO
Cpba y npBoj monosunu X VI Beka, 29-30/1993/1994,
229-240.

INETPOBU'Hh JAHUIIA:

- Jepotej MyTtubapuh n xapioBauko nojame, 24/1988,
273-296.

[IETPOBU'H BYPBUILIA:

- CBaxkoJHEBHHM JKMBOT y CPIICKMM I'paJioBUMa Yy TIPBOj
nonoBunu X VI Beka, 29-30/1993/1994, 213-228.

IETPOBU'H PAJIOMMUP [1.:

- Kamenn HaarpoOGHM HaTnHC U3 npKkBe cB. Hukone y
ceny Benuka Xoua, 16/1980, 211-222.

- Opecke XIV Beka u3 npkse cB. Huxone y Bennxkoj
Xouwu, 22/1986, 61-83.

- HoBootkpusene (pecke 1 MepMepHU KTUTOPCKH HAT-
nuc u3 1425. ronune y upksu Cseror Huxkone y 'op-
w0j [llatopmu. VY 3nak cehama na mpodecopa Jlejana
Menakosuha, akagemuka, 37/2009, 81-108.

MNENMBAYKU CPETA:

- Omnuc Kop6oscke upkse u3 1735. rogune, 22/1986,
259-260.

INMNBHUYKHN IPUHWUHK TATJAHA:

- HWwmencku perucrap, 38/2010, 297-305.

- Teorpadckn perucrap, 38/2010, 307-311.

- HMwmencku perucrap, 39/2011, 315-324.

- Teorpadcku perucrap, 39/2011, 325-329.

- HWwmencku perucrap, 40/2012, 327-336.

- Teorpadcku perucrap, 40/2012, 337-342.

- Wwmencku perucrap, 41/2013, 289-298.

I'eorpadceku perucrap, 41/2013, 299-303.

HI/IPBYHECKY JJOPUHA/PIRVULESCU DORINA:

- Hypothése concernant lactivité du zographe Stan dans
le Banat du XVIIle si¢cle, 29-30/1993/1994, 107-112.

TIJIABJbAHWR TEOJJOP, JOBAHOB'H MUO/IPAT™:
- Baca Emkuhesuh (1867-1933), 6/1970, 161-184.
TIOIMAAN'R MUJTAH:

- Hogwu ynenmanu cBeT: CONMjaTUCTUYKH €CTETHU3AM U
apxuTekTypa, 38/2010, 247-260.

IOITUC panosa np ITaBna Bacuha, 7/1971, 3-22.

TIOITIECKY KAPMEH/POPESCU CARMEN:

- King Carol II and the Built Image of a New Nationa-
lism, 36/2008, 207-224.

ITOIIOBA, O. C.:

- I'peueckoe eBaHrenue BTOpoi mosoBuHbl XI Beka.
MuHHATIOPH! ¥ OpHAMEHT, 15/1979, 31-49.

POPOVIC BOJAN:

- The Cycle of Saint George in the Territory of the Pe¢
Patriarchate, 34—-35/2003, 95-110.

[TOITIOBU'h BJIAJJVUIMUP:

- Ilomopcke Outke Ha Janpany 1914-1915. na uprexu-
Ma cinukapa Hukoue Jepemuha, 38/2010, 175-198.

ITIOIIOBW'h BYKHIIA:

- Benuxu beukepek, ciukapcko cpenumire y banary
IpBa cauKapcka paanonuna, 13/1977, 117-147.

TIOITOBU'R JAHUIIA:

- Hanrpo6uu cnomenuk apxuenuckona Case 1 u3 up-
kBe cB. Anioctouna y [lehkoj [Tarpujapmuju, 21/1985,
71-90.

- Memoria matpujapxa Makcuma, 34-35/2003, 111-125.

ITIOITIOBW'h PAJIOBAH:

- XepMeHEyTHKa Ola)kara: MpodJieM TyMauerha BU3Y-
€JTHOT TEKCTa Y MHTEPNPETaTHBHOM MOCTYTKY XaHca
3emmajpa, 40/2012, 279-294.

ITIOIIOBW'Hh TOMA:

- VYrosop o geny cinkapa Hukone Anapujunor, [y-
OpoBuaHunHa, ckiomybeH y Aukonu 10. jyna 1572. ro-
nuHe, 4/1968, 263-264.

ITPUJATEJb KPYHO/PRIJATELJ KRUNO:

- Kotopcku xun cB. Bunka (npujemior 3a boxunapa
BrarkoBuha kao apBopesbapa), 3/1967, 199-204.

- Kapmo I'py6am (Carlo Grubacs). Mierauku BexyTu-
cra 6okesbckora nopujexia, 5/1969, 345-348.

- JakoB 1 AnbGept Muanu, 3aJapcKu CIUKapH MPOIILIO-
ra crojbeha, 7/1971, 351-354.

- Pemed [esunepuja Koropanuna, 8/1972, 265-269.

- 3aTauHuje naTHpame kpanamcke boroponune, 10/1974,
345-348.

- buspenke y3 cnuke Buponama u @panvecka na Can-
takpoue y Kapuepy u Uctpu, 12/1976, 249-258.

- JBuje mane u3 ganMarusckor Ottocenta, 15/1979, 381—
386.

- Minijaturni portret i fotografija Luke Tripkovic¢a od
Andrea de Castra, 19/1983, 255-258.

- Ivan Vitalji¢ graditelj supetarske barokne zupske crkve,
20/1984, 201-206.
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- Dvije potvrde za radionicu Tripuna Bokanica, 21/1985,
331-339.

[MPOAAHOBU'h UBAHA J1.:

- Kocra Xakman )xuBoT u geio, 23/1987, 105-126.

[MPOCEH MUJIAH:

- bopucnasa Kpymnika, [Ipeodpaxencka nupksa y [1an-
4eBy ([pymTBo cprcko-pyckor nmpujaresbcTsa ,,Jlocu-
tej O6panosuh®, [Tanueso 2011), 40/2012, 321-323.

IIYTHUK BJIAZAHA/PUTNIK VLADANA:

- Influence Of Ideology on the Architecture of Sokol Ho-
uses in the Kingdom of Yugoslavia, 41/2013, 143—152.

IIYLIKO BACUJIUJ/ITY LIKO BACUJINH:

- Hxona ,Ilpencra napuma“ B Mockockom Kpemure,
5/1969, 59-74.

- Iapckue Bpara u3 Kpusenxoro norocra : K ucropuu
anTapHoi mperpansl Ha Pycu, 11/1975, 53—78.

- WnnrocTpanyy KOHCTaHTHHOIOJIBCKOH PyKOMUCH ATIO-
crona 1072 r. (Mocksa, MI'VY, rpeu. 2/2280), 22/1986,
3-31.

PAIAWR HEHA/L:

- Bparno cam ce u3 ,,Paja“ — yetupu aytonoprpera ca
nanetom, 38/2010, 235-246.

PAZIOBAHOBU'h JEJAH:

- Ceuecujcke koBHHE Ha (hacagama beorpana, 22/1986,
283-313.

PAZIOBAHOBI'R JAHKO:

- Hxonorpadwuja ¢pecaka mpore3rnca HPKBE CBETUX
Amnocrona y Ilehu, 4/1968, 27—63.

- Hkona cB. anocrona Tome ca leroBoM 0iepaHOM KO-
KoM, 6/1970, 229-238.

- Ilpunor ukoHOrpaduju CBETUX CPEMCKHUX JIECHOTA
Bpanxosuha, 7/1971, 295-314.

- Jemno wyno apxanhemna Muxauna y Jlecaosy, 10/1974,
49-58.

- JlBa peTko mpencraBibaHa dysa cB. Huxone y crapom
CpIICKOM cHKapcTBy, 11/1975, 275-280.

- Hekonuko peTko npukasuBaHux uyna cB. Hukoue,
13/1977, 205-219.

- HxoHorpadcka uctpaxnupama MHHXEHCKOT CPIICKOT
ncanrupa, 14/1978, 99—-129.

- Hesecre Xpucrose y xusonucy boroponuue Jbepu-
mke y [puspeny, 15/1979, 115-134.

- Cpricku apXHEemuCcKon# y KoMIo3uiuju CiyKeme CB.
mutypruje y manactupy Comohann, 19/1983, 41-73.

- JenuHcTBO HeOGECKe M 3eMaJbCKE IPKBE Y CPIICKOM CIIU-
KapcTBY CpeAmer Beka nity JINKOBH )KMBHX JbyIU Ha
(peckama 1 IKOHaMa cpemer Beka, 20/1984, 47-66.

- Hosu xynToBu Cpba cBeTUTEIbA H BUXOBA HKOHOTPA-
¢wuja y npsoj nonosunu X VI Beka, 27-28/1991/1992,
151-174.

- Hexonuko npumepa npeacrase Basenewe boroponu-
e y XpaM y YMETHOCTH TypcKor mepuomaa, 34—35/
2003, 127-137.
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PAJIOJKOBU'R BOJAHA:

- Typcko-Ilepcujckn yTHIIaj Ha CpIICKE YMETHHYKE 3a-
nare XVIu XVII Beka, 1/1965, 119-141.

- CpebpHa yarra Biactenuna Canka, 2/1966, 53—62.

- Komajua, 9/1973, 99-109.

- Kpcr u3 O3pena bopha l'ocrumuposuha, 10/1974,
105-113.

- Tema OteyecTBa Ha CPIICKO]j MAHATHjU M3 XUJIaHIa-
pa, 15/1979, 103—114.

PAZIOJYU'h TOPJAHA:

- bubnuorpaduja Bojucmasa J. BDypuha 1949-1985,
21/1985, IX-XIX.

PAZIOJYN'H CBETO3AP:

- JemHa cimkapcka mkosa u3 apyre nososune XV Beka.
[punor ucropuju xpunrhancke ymeTHocTH mog Typ-
uuma, 1/1965, 69-104.

- Ycnomenu Panocnasa M. I'pyjuha (29. IV 1878 — 25.
V 1955), 5/1969, VII.

- Temuuhxku HaTOmC: CyjeBepHIle CPEAHOBEKOBHUX Ipa-
JIUTEJba O YyAOTBOPHOj MOhM MMEHa M JINKOBaA CeBa-
CTHjCKHUX MYYCHHKA, 5/1969, 3—11.

- Ilnoua c tnkom Biagapa y KpCTHOHUIM CITUTCKE Ka-
tenpane, 9/1973, 3—12.

- V3 Bect o cmpt @panna Crenea, 9/1973, 341-343.

- O BpeMeHMMa CTBapama CPIICKE MOHYMEHTalIHE YMET-
HOCTH, 12/1976, 3-22.

PAMYEBWH CJIOBOJAH C.:

- Upxsa y JlparoBossmhuma xox Hukmwuha u mene
3uaHe cauke, 12/1976, 139-151.

- JKusommc 3orpada Pagyna y npxsu cena J[penos-
mtuie kox Hukirmha, 18/1982, 189—198.

- 3uane cnuke u3 1749. rogune y upksu cB. Hukone y
Wpwury, 20/1984, 217-222.

PAJYEBUR VIJbEIIA:

- [parocnas BacusseBuh-®ura (1895-1929), 11/1975,
185-215.

- Ipuor ucropuju yMeTHHUKHX yaApyKewa y Cpouju:
Vapyskeme JINKOBHUX yMeTHHKAa MopaBcke 6aHOBH-
He, 13/1977, 347-358.

- JpymrBo HacTaBHHKa IpTama (beorpan, 1921. ro-
nuHa), 18/1982, 277-283.

- Mutponoaut MuXauio 1 OIKOJIOBake CPIICKUX CIU-
kapa y Pycuju, 19/1983, 263-274.

- Paganno Momumtosuh (1875-1941), 20/1984, 117-154.

- O Tlerpy C. bubuhy, cniukapy, rpadudapy u Bajapy
(1893-1971), 25/1989, 147-187.

PAKWH 30PAH:

- Benukopemercke nkoHe u3 1687. roquHe U BUXOBU
aytopw, 22/1986, 127-146.

PAKOIIMJA MUIIIA:

- Manactup Cseror oua Hukone — Cumauku MaHa-
ctup, 29-30/1993/1994, 51-74.



PAHKOBI'h IYIITAHKA:

- OBuapcko-kabiapcko 4eTBopojeBanhesbe U3 30upke
npod. Anekce MBuha, 1/1965, 107-116.

PACOJIKOCKA-HUKOJIOBCKA 3ATOPKA:

- Hxonocrac Kapnuackor manactupa, 16/1980, 281-289.

- TeopemtBoTo Ha cinukapor OHydpuj Aprutuc BO
Maxkenonuja, 34-35/2003, 139-154.

PELIEH3EHTU:

- PenensenTu o0jaBireHHX pagoBa y 300pHUKY Matuie
CpIICKe 3a TIUKOBHE yMeTHOCTH Op. 39, 39/2011, 335.

- PenensenTu o0jaBibeHHX pajgoBa y 300pHUKY Matuie
CpIICKe 3a TUKOBHE yMeTHOCTH Op. 40, 40/2012, 347.

PUCTHWH BEPA:

- Pucra Bykanosuh, 1/1965, 353-371.

- Manuma Imummuah, 3/1967, 303-311.

- Eyren Jlagucnag Iletposuh, 13/1977, 297-302.

- Mapa PagenxoBuh-Aumutpujesuh (1896-1928), 18/
1982, 285-288.

PO31'h BJIAAVIMUP:

- I'paduuap Hdyman Jankosuh (1894-1950), 2/1966,
377-385.

PYJHUIIKAJA JTIAPUCA:

- ®pecku noprana cobopa PoxxnectBa boropoauist
®epanonrosa MoHacTHIps, 10/1974, 73-101.

CABEJBEB JYPUJ/CABEJIBEB IOPUIA P.:

- OO6pa3ssl cobopa Cesaroit Copun KoHCTaHTHHOIIONE-
CKOH B PyCCKOM IIEPKOBHOM apXUTEKTYPE BTOPOM MO-
noBuHbl XIX — nayana XX Beka, 36/2008, 157-206.

CUMUh BJIAJUMUP:

- Kynrypau tpancdep y noba npocseturessctsa: Op-
¢denun, Kanurpaduja u peopma cprckux 0OCHOBHHX
mkosa, 37/2009, 193-219.

SIMIC-LAZAR DRAGINJA:

- Lasignification de la représentation des pauvres dans
les Jugements derniers post-byzantins, 23/1987, 175—
182.

- Sur une datation des fresques de leglise de Saint-Ni-
colas de Curtea de Arges (Roumanie), 39/2011, 9-40.

CMOJIYNh-MAKVYJBEBU'h CBETJTAHA:

- Mamnactup TpeckaBan y 15. Beky U mporpam 3uIHOT
cIMKapcTBa Haoca 1pkee boropoanunHor Ycnema,
37/2009, 43-79.

CTAHWh PAIOMUP:

- HxoHocTac MaHACTHPCKE IpKBe y BpaheBurHunm,
7/1971, 145-161.

- Opecke y Jlowoj ncnocaunu cB. Case xox CTyneHu-
e, 9/1973, 113-136.

- Hemno3nare nxone y jyroszamaguoj Cpouju, 11/1975,
255-272.

- Hxonocrac manactupa Llpue Pexe, 14/1978, 235-260.

- 3ujaaHu uKoHOcTac LpkBe Apxanhena Muxauna y
Tlo6mahy xon IIpuboja, 19/1983, 95-115.

CTAHKOBW'R MUJIOIL:

- Hxona XpucroBor nojarama y rpod u3 Crape 1pkse
y Capajesy, 38/2010, 151-159.

CTAHKOBU'R HEBOJIIIA:

- Cpncka nukoBHa Kputuka o 1900. no 1907. Yenosu
HaCTaHKa ¥ Pa3BOj CpIICKe TUKOBHE KpuTuke 10 1900.
roauue, 26/1990, 217-253.

- Cpncka nukoBHa kputuka oa 1908. no 1914. ronune,
27-28/1991/1992, 37-66.

CTAHYUH JOHKA:

- Hcropujat obnoBa Cabopue npkse y HoBom Cany
(1851-1853. u 1902-1905), 25/1989, 211-234.

CTAPOIYBLIEB TATJAHA:

- 3opan Paxuh, [{pkee Csetor JJumurpuja u Ceror
Case Cprckor y Xunanaapy (Onesbeme 3a JIHKOBHE
yMeTHOCTH Marune cpricke U J[pymTBo npujaresba
Cgere ['ope Aroncke, Hou Can 2008), 40/2012, 302—
307.

CTEBAHOBUWR JVJIMJAHA:

- TlopTpeTn cBeTHTEsBA N HJIEJHN IPOTPAM ONITAPA Ka-
tenpanne upkse Cs. Tpunyna y Kotopy, 37/2009,
9-42.

CTEJIE ®PAHIIE/STELE FRANCE:

- Slikar Johannes Aquila de Rakespurga, 8/1972, 165—
175.

CTOJAKOBU'H AHKA:

- Yerspra quMeH3nja y cimkapctsy, 26/1990, 1-11.

- ApPXUTEKTOHCKH MPOCTOP y CPICKOM 3UAHOM CITH-
kapcTBy X V-XVI Beka, 27-28/1991/1992, 257-269.

CTOJAHOBUR JOBPUJIA:

- Corina Nicolescu (1923-1977), 14/1978, 361-362.

- LpxBeno ymernnuku Be3 y XVIu y XVII Bexy (He-
KOJIMKO KapaKTEepUCTHUHUX Tpyma), 34—35/2003, 155—
165.

CTOJAHOBCKU AJIEKCAH/IAP:
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Jlpazojna Kusanos
Tanepuja Mawmuye cpiicxe
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AmnpnepcoH, Xanc Kpuctujan (Anderson, Hans Christian)
130, 133

Annpuh, 1so 210

Annpocos, Bacunmj (Androsov, Vasily) 108—-109

Awntuh, UBan 105

AntonoBuh, Emanynn 60—61

Apuctos, Jleonnn Bapcanogjesuu (Apuctos, JleoHHnn
Bapcanodsesnu / Aristov, Leonid) 135

Apucroten 225

Apwmctponr, Kepon (Armstrong, Carol) 95

Apurt Hennun, EBana (Arndt-Ceplin, Ewald) 78

Apcenunje 1, apxuenuckon 253

Apcennje 111 Yapnuojesnh 17, 24, 31

Apcenuje 1V JoBanosuh 14, 16-17

Apcuh Bacapa, Cseromup 265

ATaHacuje, naTpHjapx jepycaauMcKu 252

Aranacujesuh, Kcenuja 225

AxwmatoBa, AHa AHapejeBHa (AxMaToBa, AHHa AHIpe-
eBHa / Akhmatova) 133

babuh, l'opnana 12, 15

Bba6uh, [lyman 240-241, 243-244
Banynu, Banhen 229

Bajen, Exmong 230

Bajuh ®ununosuh, Mupjana 22, 24

bajion, Mare (Baylon, Mate) 148

Bajnonu, Pagmuia 238

Bajymxun, Bacunnj Crenanosuy (batocknn, Bacnnuit
CrenanoBud / Bayuskin, Vasily) 135

Bbanesa, MapTtuna 71

Banrojanu, Xpucant (Baltoyanni, Chrisantg) 12, 22

bandyp, Hun (Balfour, Neil) 174

Bapamu, Auapuja 108

Bapjakrapesnh, dexnm 25

Bapr, Ponan (Barthes, Roland) 99

Bacos, Cemjon (Basov, Semyon) 134

baymiep, Xapujer (Bowdler, Harriet) 213

bayman, Kpuctun (Baumann, Kristine) 160

Baymxod, Ama (Baumhoff, Anja) 160

bax, Anexcannep ¢on (Bach, Alexander von) 143

bayosuh, Muoapar 230

Benobpk, Momumio 240, 244

Benoxancku, Crama 245

Benrtunr, Xanc (Belting, Hans) 12, 258

besmwancku, Anekcanapa 209

bespancku, Ana Auka 209

Bespancku, Hukoma 209

bespancku, [1asie 89, 92, 94, 205-228

bemancku, Cetosap 205

Bemancku, Crepanuja 209

Benawm, Pejuep (Banham, Reyner) 198

benoa, Anekcannap (Benois, Aleksandr) 138, 140

Benton, Tex (Benton, Ted) 192, 199

Bepenc, ITerep (Behrens, Peter) 160, 239

bepk, Eamynna (Burke, Edmund) 260

Bepur, Pynong (Bernt, Rudolf) 7678

Bemesuh, Hukomna 241

bujenuh, JoBan 241

Buxoscku, Anekcangap 242

bumon, Pobept Jlopenc (Binyon, Robert Laurence) 131

bucone, XKopx (Bissonette, Georges) 54

Bucropr, Bynuo (Bistort, Giulio) 92
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Buxamu Mepun, Oto 195

Bnarojesuh, Jlecumup 242

Bnarojesuh, Jbussana 110, 165, 174, 240-241
Bnexa, Marteja 241

Brywm, mpodecop 171

Bo6or, Pajko 218

Borpanosuh, Ana 95-102

Bornmanosuh, Jumutpuje 33

Boretuh, [{paran 182

Boretuh, Onusepa 182

Borynoswuh, /{. M. 174

Borynosuh, Cno6oman 109-110
Borynosuh, Yrsema 111, 190-191, 195
Bonu, Teodanuja 238

Boskun, Jacmuna 230

Bosnamcka, Onra (Boznanska, Olga) 220
Boja, Pobun (Boyd, Robin) 198

Bojosuh, [Iparuma 34, 36, 40, 45

Bopozan, Urop 39, 257-262

Bopounh, Bypa 240, 243

Bopcu, dpanxo 106

Bocuogoncku, Mamek X. 174

Bomkosuh, Byphe 241-246, 248

Bommax, Tatjana 257-262

Bpajosuh, Camra 89-94, 257-262
Bbpamosan, [paruma 106, 110, 146, 171, 240-241, 243
Bpnap, Banentuna 153-162

Bpenmoy, Puaapx (Bradshaw, Richard) 198
Bpunmen, [leju (Bridgeman, Jane) 91
Bpxuh, Anekcej 103, 106, 110-111

Bpos, Jocun Tuto 184-185, 192

Byrapcku, CteBan 53—-54

Bykosar, Biraxo 211

Bynuh, Coma 238

Bypxoa, Jlyj (Bourgeois, Louise) 220
Bypsan, Hukona 186, 195

Bypysany, Jau H. (Buruleanu, Dan N.) 53
Byme, ®pancoa (Boucher, Frangois) 259-260

Baruep, Oto (Wagner, Otto) 239

Baruep, Puxapn (Wagner, Richard) 124
Bajrmop, Tomac (Whittemore, Thomas) 254
Ban [lajk, Auronuc (Van Dyck, Anthonis) 206
Bacunaxe, Mapwuja (Vasilake, Maria) 23
Bacunujesuy, Jos 17

Bacuswesuh, C. 189

Bacuh, Anexcannap 241

Bacuh, Karapuna 17

Bacuh, Mupossy6 144

Bacuh, [TaBne 238

Bacuh, Pyxuua 37

Bacmytc, Epaet (Wasmuths, Ernst) 165
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Barene, Knox Aupu (Watelet, Claude-Henri) 261

Bayiun, [Tetap Ky3muu (Baynus, [1érp Ky3smuu / Vaulin,
Pyotr) 139

Benumuposuh, Hukonaj 127

BepOuuku, Ananuje 242

Bepcmon, Joaknm @. (Verspohl, Joachim F.) 166

Bepxosckoj, Poman 241

Berep, E. M. (Vetter, E. M.) 56

Bemosuh, P. 45

Bujaunkyp, XKan I'u (Villancourt, Jean-Guy) 199

Bujon, XKax (Villon, Jacques) 220

Bunmjamcon, Ennzaber (Williamson, Elizabeth) 124

Bunrep, ®punpux (Winter, Friedrich) 138

Buren, Anekcannep (Wittel, Alexander) 75

Buxwman, 3urdpuz 211

Bjeupa na Cunsa, Mapuja Enena (Vieira da Silva, Maria
Elena) 220

Bnagucnas, monax y manactupy Cs. Tpojuna 10

Bojsonuh, paran 12

Boxep, [ejsun (Walker, David) 124

Bond, Janesz (Wolf, Janez) 212

Boponos, Jypuj Huxonajesnu (Boponos, FOpuit Huxo-
nmaesu4a / Voronov, Yuri) 134

Bpanunku, Ilpenpar 194

Bp6amku, Munena 39, 41

Bpouh, Mnnan 229

Bpene (Wrede), 6aponnna 212

Byndwun, Bopen (Woodfin, Warren) 256

Byjakunuja, JIazap 265

Byjarosuh, Codponuje 61

Byjuuuh, Pajko 1315, 18, 20, 25

Byjosuh, Bpanko 14, 37

Bykanunosuh, Jbybomup 164

Bykan Hemamuh 33-36, 39-43, 45-46, 49

Byxanosuh, bera 211-215, 217, 227-229

Bykanosuh, Pucra 214-215, 223, 227-228

Byxuhesuh, Munenko 34, 39, 42

Byxkosuh, Jesrumuje 36

Byxkcan, boxun 17

Byuetuh Muanenosuh, Pannna 238-239

Byueruh, ITamko 37, 41-43, 46, 49

ByueTuh, Pagomup 198-199

Bymurkosuh, Munomr (Bnagumup) 118—119, 127

la6enuh, Cmubka 14, 23
T'aBpunosuh, Auhemna 251-253
[aBpunosuh, bucennja 59—-60
T'aBpunosuh, CiaBko 34, 37, 42
l'arosuh, 3apasko 10, 14
I'Bo3nanoBuh, Bacummje 37
I'Bo3nenoBuh, Muom 265
T'eoprujesuh, Bacunuje 61



I'epacumosa, Jby6os (Gerasimova, Lyubov) 132

T'unenc, Autonu (Giddens, Anthony) 182

I'msdepaunr, Anexcannap ®jonoposud (I'mnsdepaur,
Aunekcanap ®Enoposuu) 73

T'udopxm, Llon (Gifford, John) 126

I'nes, Anoep (Gleizes, Albert) 219220

I'mennununr, Majnc (Glendinning, Miles) 126

Toren, Exxen Anpu ITon (Gauguin, Eugene Henri Paul) 219

Tonammur, Jleomonn (Goldschmidt, Leopold) 259

T'opOynoB, Bnamgumup 230

Topku, Apmung 266

T'opxu, Makcum (I'opbkuii, Makcum / Gorky) 133

I'pabap, Anapej Hukomajesuu (I'pabap, Anapeit Huxo-
naesnd / Grabar, André) 12

I'pabap, Bmanumup 116, 136, 138

I'pabap, Urop (Grabar, Igor) 212

I'pnan, Bunko 266

I'pejam, Jlopen P. (Graham, Loren R.) 199

I'penn, Jozed (Granie, Joseph) 219

I'pumainu, nopoauua 92

I'ponujyc, Bantep (Gropius, Walter) 160, 239

I'poxap, UBan 226

I'pyjuh, Huxanop 37

I'pyjuh, Pagocnas 34-36

I'ynosuh, Aparan 240

I'yrman, Xepman (Gutman, Herman) 160

Ja6mun, H. JI. (Dublin, N. L.) 261

JaBunos, lunko 24, 56, 59

MHarnac, [lactuc Bunnjem O. (Douglas, Justice William
0. 209

JamjanoB, Auzapuja 76

JamipanoBuh, Tama 148

JBopuukosuh, Bragumup 144

e Iun, Poxe (De Piles, Roger) 260

He6op, I'n (Debord, Guy) 96

Henaxpoa, Exen ®epaunang Bukrop (Delacroix, Eugéne
Ferdinand Victor) 219

Henexiy3, Oruct XKozed (Delecluse, Auguste Joseph) 214

Jenone, Po6ep (Delaunay, Robert) 219

Jemancku, nopoauna 160

Henerpu, ®pama 148

Henuh, Jesnumup 241

Henxomnm, Ilejmc (Denholm, James) 129

JIluboa, omart (I’abbé Dubos) 258

Jus, Tujepu ne (Duve, Thierry De) 95

Hunapo, lenu (Diderot, Denis) 258259

Jumutpuje, 3orpad 15, 18, 20, 22-26, 31

Humutpujesuh, [etap 45

Jumutpujesuh, Padanno 23

Jumutrpujesuh, CreBan 37

Humuh, Jby6onpar 149

Juonucuje uz dypue 15

Hudwu, Payn (Dufy, Raoul) 219

Jumramm, Mapcen (Duchamp, Marcel) 220

Jmutpescku, UBan (JImutpesckuii, Ban) 57

Jmutpuje, Anekcannap MBanosud (AMutpues, Anek-
cauap MBaanosuu / Dmitriev, Aleksandr) 137-138

Jmutpujescku, bopuc (JImurpuescku, bopuc / Dmitri-
evsky, Boris) 133

Jlo6pusojesuh, lBana 184

Jo6posuh, Huxomna 241-243

Jo6posuh, Iletap 228, 241-242

Jo6y3uncku, Mctucnas (Dobuzhinsky, Mstislav) 140

Jojn, Aptyp Konan (Doyle, Arthur Conan) 137

Jowmentujan 34-35, 49, 251-252

JHocrojeBcku, ®jomop Muxajnosud (JoctoeBckuit, DEnop
Muxaiinosu4 / Dostoyevsky) 133

Jouwnh, Bpanko 229-231, 265

Jpspesuh, Mapuja 108

Jy6oBu, Jau (Dubovy, Jan) 105, 240241, 243-244

Hynun, Muxawnn (Dudin, Mikhail) 132

Nywusoypr, Teo B. (Doesburg, Teo V.) 160, 266

Jynkxanosuh, Jumunrpuje 127-128

Hyn, Llejmc (Dunn, James) 131

Hyubepcku, Jlazap 154, 160

Hypxosuh Jakmmuh, Jby6omup 10

Jyuauh, JoBan 210

Jyman, nap B. Credan Ypom IV [lyman Hemamuh

Bokuh, Anekcanmap 105, 110
‘Boxwuh, Bojucnas 241
‘Boxuh, [Nasae 229-236
Bophesuh Munojkosuh, Pagmuia 245
Bophesuh, Brnagan 164
Bophesuh, Uan M. 12
Bophesuh, Kpucra 238
Byphesuh, Mapuna 239
Bypuh, Bojucnas J. 10, 14, 33
‘Bypuh, Usan 255

‘Bypwuh 3amoio, Jusna 108

E6ept, Bunko 240

Eanc, Aptyp (Evans, Arthur) 73

Ezenthephu, Oto don (Ezentghorghi, Otto von) 77

Exo, Ym6epto (Eco, Umberto) 44, 187

Excrep, Anekcanapa (Exter, Alexandra) 220

Eneonopa ox Tonena (Eleonora di Toledo) 92

Enuzader (Elizabeth), npunnesa 130

Enman, Majka (Ellman, Michael) 199

Encuep, Jac (Elsner, Jas) 9

Enrenc, ®puapux (Engels, Friedrich) 182-183, 191, 197,
199

Enrp, XKan Oruct lomunuk (Ingres, Jean Auguste Do-
minique) 219
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EpHer ox Cakcen-Majuunnrena (Ernst of Saxe-Meiningen),
npuHI 212

Eckujan, Huxona (Esquillan, Nicolas) 198

Etunr, Emnen (Etting, Emlen) 220

Erunrog, Onra E. 12

Eyren CaBojcku 168

XKanun, XKun (Janin, Jules) 207
Kenpuncku, Bnagumup 242

Kexem, bpanko 188, 192, 197
JYKuanos, JIparojna 269-287
Kusanosuh, dymmna 107

JKuskosuh, Musom 9-32

Kun, Aunpe (Gide, André) 219
Kytuh, Hukona 143—144, 149-150, 174

3aropoamyk, Biragumup (Zagorodnyuk, Vladimir) 241—
242

3anku, Ocun (Zadkine, Ossip) 220

3apuh, Upena 71

3exosuh, Jbuwana 265-267

3uka, Kupun 36

3upojesuh, Onra 10

3uxepn, bopuc (Ziherl, Boris) 183, 190—191, 194-195

3nokxoBuh, Munan 238, 240-244, 246

3opuh, Mununa 215, 218-219

3opuh, Certozap 215, 218

3y3opuh, LBujeta 237-238

3ypbapan, ®pancucko ne (Zurbaran, Francisco de) 206

3ypynuh, Teomop (Zuruni¢, Theodor) 77

Wpanosuh, Jby6omup Jby6a 211, 215-216, 229

WBanosuh, Munan 14, 16, 22

WBamu, MBan 192, 198

Wsuh, Anekca 37

WBkosuh, [Iparan 186

Urmwatosuh, Anekcannap 144-146, 148—149, 181-204

Wnujescku, Anekcanapa 117, 237-248

Wnuh, Xusko 127

Wnuh, Teogop Yembap 63, 67

Wuunc, Podept Kupk (Inches, Robert Kirk) 126

Hcauenxo, Banepuj ['puropjesuu (Mcauenko, Banepuit
I'puropsesud / Isachenko, Valery) 133

Uckun, Pyt E. (Iskin, Ruth E.) 95

Jakonuh, Puxapn 226

Jama, Matuja 226

Januh, Muxawun 51, 56, 58, 61

Jankosuh, lyman 263

JankoBuh, Muonpar 174

JankoBuh, OnuBepa 221

Jamuh, Cnodogan 111

Jescejes, Ceprej (EBcees, Cepreii / Evseev, Sergey) 139
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Jestuh, Munopan X. 111

Jenuke, Jupren (Joedicke, Jiirgen) 198

Jeomanc, Popu (Yeomans, Rory) 144

Jepemuh, Anexcannap L{ube 265

Jecux, Jako6 (Jesih, Jacob) 150

Joman III Baran, nap 251-252

Jomaw, 3orpad 22, 26

JoBanos, JacHa 205, 208, 221

JoBanosuh, Bepa 89

JoBanosuh, Bukentuje 56

Joanoeuh, Hophe 214-215

JoBanosuh, JoBan 239, 243, 245

JoBanoBuh, Muoapar 34-35, 37, 42, 52, 54, 60-61, 65
JoBanoBuh, Muxauno, Mmutpononut 44—45
Josanosuh, [Taja 37, 42—43, 46, 49, 71, 78-84, 87
Joanosuh, Cio6ogan 217

Jojkuh, Bypuna 186, 188, 190

Jocuh, Mnanen 241

Jocud n3 Apumareje (Joseph of Arimathea) 256
Jypac, Ban 106

Kanujesuh, Anexcannap (Kadijevi¢, Aleksandar) 76, 103—
112, 147,173, 184, 193, 205, 242, 263-264

Kajmaxosuh, 3npasko 15

Kamnaj, bemamun ¢on (Kallay, Benjamin von) 77

Kanadaruh 23

Kan, B. (Cahn, W.) 56

Kanapuc, Bunxenm (Canaris, Wilhelm) 166

Kanpena, ®enuke (Candela, Felix) 198

Kanauncku, Bacunuj BacusseBuu (Kanannckuii, Bacu-
nuit BacuneeBuu / Kandinsky, Wassily) 212

Kapahophesuh, Anexcannap, kpass 143-144, 149151

Kapahophesnuh, [1aBne, kue3 167, 173

Kapahophesuh, Ietap, kpass 120-121, 149

Kapayuh, Byk Credanosuh 83, 120

Kapness, Enapn (Kardelj, Edvard) 184, 190-191, 197

Kapnosckn, JImutpuj Hukomnajesuu (Kapmosckuid, JImu-
tpuit Hukonaesuu / Kardovsky, Dmitry) 140

Kapuk, Anexc (Carrick, Alex) 131

Kapnasapuc, boromun 265

Kaptep, A. I1. (Carter, A. J.) 127

Kaprep, Panz (Carter, Rand) 160

Kactubone, bannasape (Castiglione, Baldassare) 93

Kahancku, Jlanuno 105, 109

Kamanun, Munaun 207, 210-211, 228, 239-240, 242, 246,
248

Kemnnep, Joxanec (Kellner, Johannes) 74—77

Kepmo, Jan (Kershaw, Ian) 166

Kupukos, bopuc Muxajnosuu (Kupukos, bopuc Muxaii-
nosud / Kirikov, Boris) 136, 138

Knaju, ®pann (Kline, Franz Jozef) 266

Knanuna, Jazmuna 51-70

Kunapxk, Tumoru I1. (Clark, Timothy J.) 95-97, 257



Kue, Anexcanzep (Klee, Alexander) 73, 78

Kuexesuh, Hema 108

Ko6uma, MBana (Kobilca, Ivana) 78

Kosassescka Puk, Jbynmuna 242

Kosauesuh, Bunocasa 215, 217, 223, 225

Kosauesuh, Jloopocas 43

Kosauesuh, [/Iparan 114

Kosauesuh, )Kusko (JKusojun) 127

Kojuh, bpanucnas 104-105, 238, 240243, 245-246

Kojuh, /Tanura 239

Komap, Bmagumup 187, 189, 194

Konapuh, Muonpar 37

Komaposuh, Unuja 245

Konunc, bpendopn P. (Collins, Bradford R.) 95, 99-101

Komencku, Jan Amoc (John Amos Comenius) 213

Konnpakos, Hukonuwm I1. 22

Kouncrantun Janun 58

Komwosuh, Munan 207-211, 228

Kopounnja Lpksemaxos, Janujena 89

Kopynosuh, Momup 105, 107, 144149, 174, 241

Koctuh, Ana 33-50

Kocrtuh, Jyman 190-192, 195

Koctuh, Munena 205

Koctuh, Croboman 52, 54

Koroga, Tatjana (Korosa, Taresina / Kotova, Tatyana) 132

Kpau, Jupxu (Krall, Jifi) 143

Kpadopa, Anan (Crawford, Alan) 125

Kpejron, Tomac (Creighton, Thomas) 198

Kpecroscku, Urop (Kpecrosckuii, Urops / Krestovsky,
Igor) 135

Kpusokanuh, Momunso 14

Kpwxanuh, JIuza 210, 219, 221-223, 226

Kpmxkaunuh, Ijep 223, 242

Kpomnep, Enuzaber (Cropper, Elizabeth) 91

Kpcmanosuh, Mapko 265

Kpcress, Emka 238

Kpctuh, Bpanko 239-244

Kpcruh, Munan 192, 198

Kpcruh, Mununa 117, 120, 241

Kpctuh, [Terap 240244

Kynames (Kudasev), bapon 212

Kysmenos, Bacumj Banosud (Kysuenos, Bacunmii HiBa-
HoBu4 / Kuznetsov, Vasily) 138

Kyjauuh, Mupko 266

Kynenosuh, Pugar 105, 108—-109

Kynuh, Bragumup 186

Kymanynu, Kocra 239

Kyprosuh, NBo 209

Kycosau, Huxona 39, 41, 78

Kycromujes, boprc Muxajnosu4 (Kycronues, boprc Mu-
xaitnosuy / Kustodiev, Boris) 139-140

Kytnuk, Kupun (Kutlik, Cyril) 214

JlaBatep, Joxan Kacmap (Lavater, Johan Caspar) 40

Jlazap XpeGespanosuh, kues 45

Jlazuh, CBetomup 148, 240241

Jlazosuh, Cumeon 10

Jlakan, XKak (Lacan, Jacque) 95, 99-101

Jlamne, [lon (Lampe, John) 183-184, 192

Jlacaped, Bukrop (Lasareff, Victor) 12

JIe Kop6usje (Le Corbusier) 189, 194

Jlexe, @epnan (Léger, Fernand) 219

Jlexo, Jumutpuje 241

JlexoBuh, Bemnura 266

Jlemmnnka-®oxcxon, Kuszer / Tamapa (Lempicka-Foxhall,
Kizette) 220

Jlenman, Po6un (Lenman, Robin) 213

Jlewun, Bnagumup Uspna (Jlennn, Bnagumup Unsna /
Lenin) 135, 139

Jleonnn, uryman manactupa Cs. Tpojune 10

Jlecek, Mupjana 63

JIubnajruep, 'eopruje 56, 61

Jluxuh, Bopo 230, 234

JIun, BuBu (Lonn, Wivi) 120

Jlutu, Muxkaen (Liithy, Michael) 95

JIuxouku, Maprapera (Lihotzky, Margarete) 120

JInuencku, Jlazap 266

Jlnuuna, Ceetucnas 105

Jloed, JIynsur gon (Loeftz, Ludwig von) 212

Jloxxapr, bpajan P. B. (Lockhart, Brian R. W.) 116, 126—
127

Jloma, Anexcannap 10

Jlopumep, Pobept (Lorimer, Robert) 123

Jlot, Aunpe (Lhote, Andre) 207, 210, 219-221, 223, 228

Jlyj X VI, xpasb 259

Jlykwuh, XXusojun 241

Jlyknh, CBetonuk 245

Jlykomcku, Buktop 242

Jlykpennja bopuuja (Lucrezia Borgia) 92

Jlyues, Auapej 242

Marasunosuh, M. 45

Marsajep, Xenpu (Maguire, Henry) 254-255

Marpanuso, [layn (Magdalino, Paul) 255

Masanuh, Bophe Hoxo 13-14, 16, 20, 23

Masogsep, Mapk (Mazower, Mark) 71

MaxnnaTom, Yapnc Pern (Mackintosh, Charles Rennie)
121-126

Mako, Bnagumup 105

Makcumos, H. B. (Maksimov, N. V.) 133

Maxkcumosnh, bpanko 173, 240, 243-244, 246, 248

MakcumoBuh, Biagera 188

Makcumonuh, Jlecanka 223

Maxkysseuh, Henan 16, 34, 36, 37, 40-42, 44, 71-88

Masne, Enyapn Manepc (Manet, Edouard Malers) 95-102
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Mamnesuhi, 3opan 104, 110, 146, 165, 167, 188, 190, 230,
240-241, 243-244

Mamnojnosuh, Tomop 238, 242, 245-246

Mamncb6ax, Agam C. (Mansbach, Adam S.) 212

Mapuja Monrecopu (Maria Montessori) 115

Mapunxosuh, Ana 215, 238

MapunkoBuh, bpanucnas 240, 243

Mapxkosuh, 3apuja 239, 241

Mapxkosuh, lBan P. 163-180

Mapkosuh, Munucas 37, 39, 41-42, 46, 49

Mapxkosuh, Muonpar 12, 251-253

Mapxosuh, Cphan 110, 229-236, 265-267

Mapke, Kapn (Marx, Karl) 191-192, 199

Mapou, Kapn 160

Maptunosuh, Ypom 194

Maprunocku, Hukona 266

Mapx, Bantep (March, Walter) 165

Mapx, Bepuep (March, Werner Julius) /63—180

Mapx, Oto (March, Otto) 166

Macxkapenu, Mapuo 266

Marsujenxo, Banentuna (MarBuenko, Banentuna / Mat-
vienko, Valentina) 132

Martuh, Bojucnas 24, 55, 230

Manypa, Bnagumup 194

Marnypa, Munopaa 105, 209

Men, Mepu (Medd, Mary) 120

Menakosuh, [lejan 13—14, 37, 40, 60

Menuh, Munopan 15

Mekej, Canu (Mackay, Sally) 174

Mexkunuc, Panann (Maclnnes, Ranald) 125

Mekunyan, Mapan (Macluhan, Marsal) 234

Memnnenen, ®nopun (Mendelet, Florin) 53

Memnzesncon, Epuk (Mendelsohn, Eric) 105, 239

Menmmkos, Anekcanaap Jlanninosud (MeHIINKOB, AJek-
cauzp Hananosuu / Menshikov) 139

Mepenuk, JInguja 228

Meuwunrep, XKaun (Metzinger, Jean) 219-220

Memrposuh, UBan 121, 226

Mujosuh, [Tasie 14-15, 26

Muxwuh, Onra 35-36

Munankosuh, Munytun 210

Munamunosuh Mapuh, {ujana 107, 110-111

Muznep, Kapn Jleonong (Muller, Carl Leopold) 78

Munep Jleju, bap6apa (Miller Lane, Barbara) 165

Munetuh A6pamosuh, Jbussana 103, 106

Muneycuuh, Crnobonan 22

Munuh ox Mause (Munuh Crankosuh) 189

Mununuesuh, Kocra 211, 227

MuutH, PoGept (Mylne, Robert) 128

Munosanosuh, Munan 211, 229

Muinojesuh, Muioje 238

MurnocasseeBuh, paruma 10
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Munomesuh, Besbko 240-241

Munomesuh, Jlecanka 14

Munomesuh, lyman 164

Munomresuh, [Ipenpar b. 149

Munynosuh, Mumo 210

MubkoBuh, Jbyouia 206207, 228

MusskoBuh bojanuh, Ema 10

Munuh, Munan 241

Munuh, Onusep 190-192, 194-196, 199

Mupuh, nopoauna 160

Mupxosuh, Jlazap 13-14, 22, 57

Mupkosuh, Mupko 52

Muc Ban gep Po, Jlyasur (Mies van der Rohe, Ludwig)
160, 239

MuTtposuh, Anapej 127

Mutposuh, Bragumup 109, 153-154

Murtposuh, Cranucnasa 191, 197-199

Mutpodanosuh, I'eopruje 15, 33

MuxaunnoBuh, Pagmuna 57, 61-62

Muxajnos, Cama 108

Muyen, Bunujem 1. Tomac (Mitchel, William J. Thomas)
260

Muiuh, busana 108, 190, 197

Mukosa, /lujana (Mishkova, Diana) 71

Moneposuh, boxunap 127

Mowmmwuposuh, I[Terap 10

Mouapwujan, ITut Kopuenuc (Mondriaan, Pieter Cornelis
(Piet)) 266

Mourary, Enuszabet (Montagu, Elizabeth) 213

Mounrary, Mepu Boptiu (Montague, Mary Wortley) 213

Motepsen, Pobept (Motherwell, Robert) 266

Momun, Bnagumup 10

Mpruh, Jenena 10

Myxkaxupun, Ban 148

Myunhan, Jon (Munteanu, lon) 51

Myunhan, Poguna (Munteanu, Rodica) 51

Myp, Tomac (Moore, Thomas) 213

Myp, Xenpu (Moore, Henry) 266

Mypart, Mapko 214-215

Myxwuh, @epun 265-267

Haryss, CnaBko 186-188, 191

Hajman, Jocud (Najman, Josif) 105, 107-109, 243

Hacracujesuh, XKusopan 239, 245

Haxumos, [TaBen Crenanouu (Haxumos, [1aBen Cre-
naHoBudY / Nakhimov, Pavel) 135-137, 139

Hauwuh, Jenucasera 120-121

Henomauku, Buga 62

Hencon, Po6ept C. (Nelson, Robert S.) 74

Hewmamwuhu, nunactuja 34

Henanosuh, Jby6omup 118

Hecroposuh, borman 245



Hemkosuh, Hukomna 63

Huxonum, apxuenuckon 252-253

Huxomaj 11 (Huxonaii 11 / Nicholas I1), map 139

Hukonecky, Kopuna (Nicolescu, Corina) 22

Huxonuh, lo6puBoje 51-52, 54

Hukonuh, XXusojun 242

Huxonuh, Pajko 266

Hukonuh Joranosuh, Jacmuna (Hukonuk-JoBaHoBHK, Ja-
cMuHa) 22

Hut, Tumotu (Neat, Timothy) 124

Hogsakos, Ana (Novakov, Anna) 205-228

Hymuh, Bpanncnas 238

Hymuh, Japunka 238

Hexpacos, Hukonaj Anekcejesnu (Hexpacos, Hukomait
AnekceeBud / Nekrasov) 133

O6panosuh, 'murap 230

Ob6panosuh, ocurej 44, 120

O6penosuh, Mutom, kHe3 168

Oo6penoBuh, Haranuja, kpaspuma 219

OsgeHn, Bundpen (Owen, Wilfred) 131

Osgepu, I[Tox (Overy, Paul) 160

Ormesuh, Tamapa 119

OpnaBuh, Aureianna 238

Oxej, Po6un (Okey, Robin) 72

Onbpux, Jozed Mapwuja (Olbrich, Joseph) 124

Omenxajm, Mepet (Oppenheim, Meret) 220

Ocwmam, XKopx Exxen (Haussmann, Georges Eugéne) 96

Ocmanberosuh, HBophe 126

OcrepxayT, Pobept (Ousterhout, Robert) 255

Ocrojuh, Bacunuje 67

Ocrposcku, Hukomnaj Anekcejesnd (OctpoBckuii, Huko-
nait Anexceesnd / Ostrovsky) 133

Otendenn, Pynong ¢on (Ottenfeld, Rudolf von) 75, 78

ITaBnoBuh, lanuio 127

[MaBnosuh, XXusojun XKuxa 230

ITaBnosuh, Mka 230

[TaBnoBuh, Jleortuje 33, 40

ITaBnoBuh, Jlemocasa bena 215, 217, 227
ITaBnosuh, Mutomr 195

[TaxBop, Ockap 154, 160

[TanaBuunnmy, Ilerap 241

[TankxossbeBuh, Tujana 228

[Nanunu, Bosanu [Taomno (Panini, Giovanni Paolo) 258
[Tantenuh, bparucaas 107

[anTouh, Munopax 187-189, 191-195, 198, 209
IMankos, Auzpej 242

[Mapauxwu, lanujena 263

ITackanesa, Kocragunka 22

[Martakwu, Jlagucnas (Pataky, Ladislaus) 78

IMarepcon Illesucnko, Hercn (Patterson-Sevéenko, Nancy)
12

ITayp, I'eza (Paur, Geza) 78

[Mauunn, Mapuna (Pacini, Marina) 220

Ilejuh, CBetnana 12, 22, 25

[lejosuh, Tatjana 14—15, 19-20, 22, 24, 26

Ilemsur, Xanc (Poelzig, Hans) 108, 239

[Mepuh, Jepro 210

Ilepo, mom u3 TyjkoBuha 15

[eposuh, Musnom P. 188, 190, 197-199

[etap I Benuku (Peter the First, Peter the Great) 136,
138-140

[TerkoBuh, Jlemocasa 238

[eTxoBuh, Cperen 10, 1213, 15, 18, 22, 24-25, 31

[leTpanosuh, bpanko 182—183

[letrpoB, Muxauio C. 241

[letpoBuh, boca 238

Ilerposuh, Bespko 210

ITerposuh, 3opa 210, 219, 221, 223224, 226228

Tlerposuh, Kocra 150, 174

Ilerposuh, Hagexnma 206-207, 210-211, 213, 215, 218,
225-227

[etposuh, Ilerap 78, 80—81

Tlerposuh, Pamomup 15, 23

[etpoBuh, Pactko 210, 218

Ilerposuh, Casa 51, 56, 58, 60—64, 66—67

[letposuh, CaBa, Mmutpomnonur 15

Iletponnjesuh, bpanncnas 215

IMerurap, Xanc (Petschar, Hans) 72-73

I1eu, Joaknum (Petsch, Joachim) 165

IMTuka, Awonnomenuko (Pica, Agnoldomenico) 166

IInkabuja, ®pancuc (Picabia, Francis) 220

IMukaco, [Ta6so (Picasso, Pablo) 219

IIunap, Maprun 149

[Munepcku, Xusko 240, 243

IIupanesn, Bosanu barucra (Piranesi, Giovanni Battista)
258

IInaman, Jocun (Picman, Josip) 108

ITnaton 225

IIpakoBcku, Kitum 186

[Monoxk, I'puzenna (Pollock, Griselda) 91

Tonoxk, Ilexcon (Pollock, Paul Jackson) 266

ITomopuman, Baca 239, 241, 245-266

Ilonnonn AxrBucodna, bjaaka (Ponzoni Anguissola, Bian-
ca) 92

Ilomosuh, Bojana 263—264

[MTonosuh, bpanko 238-241, 243, 246, 248

Tlomosuh, Bykuna 55

[MomoBuh, I'aBputo 40, 43—44, 46

TTonoBuh, Jlaka 60

[TomoBuh, TueHa 238

Tomoswuh, Iparomup M. 166, 174
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[omosuh, Jyman J. 51

Iomosuh, 3opan M. 165

Tlomosuh, Josan 230

IMocrennuky, ['eopre (Postelnicu, Gheorghe) 51

Hotxopcku, Bypuh 240

Ipenajesuh, Bnagumup 242

IpexT, B. (Pehnt, W.) 106

[pseeBuh, Munagun 240

[Iponanosuh, boxa 265

IIponanosuh Pankosuh, MBana 37

IIpocen, Munasn 110

IIporuh, Muoapar 221

Ilycen, Hukona (Poussin, Nicolas) 219

[Iytnuk, Bnagana (Putnik, Vladana) 143-152

[ymxun, Anexcangap Ceprejesud (Ilymkun, Anexcanap
Cepreesnu / Pushkin) 133

Panan, XKapko 164

Panuh, Pagusoj 10

Paguukwu, {njana I1. (Radycki, Diana J.) 213

Panosanosuh, Muxajmno 243

Panosuh, Binaga 265

Panyn, uxkononucan 15, 22-26, 31

Panynosuh, Bophe 154

Panynosuh, Cunuma 267

Panuesuh, Aunpeja 10

Panuesuh, Cnobonan 13, 15, 23

Pajt, ®penx Jlojx (Wright, Frank Lloyd) 155, 160

Paxwuh, 3opan 13-17, 20, 22-24, 33-34

Paxuh, Ceetnana 14, 16, 22, 24

Pacunos, Jleaucon (Rusinow, Dennison) 183—184

Pactko Hemamuh B. CaBa Hemamuh

Pactpenu, Bapromomeo Kapino (Rastrelli, Bartolomeo
Carlo) 138

Pejuonac, Aujana (Reynolds, Diana) 72

Pemmmn, Metjy (Rampley, Matthew) 74, 77, 83

Pecnep, Aptyp (Roessler, Arthur) 212

Pubap, 1o Jloma 120

Pubap, Jypuua 120

Pubnukap, Tonuna 238

Purn, Anoj3 (Riegl, Alois) 77

Pun, Ilopu (Reid, George) 131

Puk, NBan 242

Pucrtuh, bpanucnas 241

Puctuh, Bepa 214, 228

Purux, Bepnep (Rittich, Werner) 165

Pobep, Noep (Robert, Hubert) 257-262

PoGepTtcon, [Tamena (Robertson, Pamela) 126

Po3uh, Biagumup 241

Pop6exk, Llopnota (Rohrback, Charlotte) 165

Pocanauh, Toma 241

Pocen6epr, Jleonc (Rosenberg, Leonce) 220
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Potep brnarojesuh, Mupjana 104

Potko, Mapk (Rothko, Mark) 266

Py6amenxo, bopuc Pagajnosuu (Pybanenko, bopuc Pa-
(dannosuy / Rubanenko, Boris) 131, 133

PyGenc, Ilerep [1ayn (Rubens, Peter Paul) 206, 219

Pysapan, {umurpuje 56

Pynond, npunn (Prince Rudolf, Rudolf Erzherzog) 71-73,
86

Capa Hemamuh / Ceetu Casa 33-37, 3946, 49,121, 251
253

Caun, Exsapa (Said, Edward) 72

Cakorman, CteBan 58

Canmon, Anape (Salmon, André) 219

Camojnos, ['puropuje 110

Ceunenrahun, Anekca 58

Cunenrahun, Teomop 60

Ce3amn, [lon (Cézanne, Paul) 219

Cexkynuh, Janumno 210

Cekynuh, {umutpuje 210

Cekynuh, 3apasko 245

Cekynuh, Ucunopa 207, 210-211, 223, 228

Cekynuh, Jbyouma 210

Cexynuh, Munan 243-244

Cekynuh, [Ipeapar 210

Cedeposuh, Jlazap 22

Cuxkepr, Banrep (Sickert, Walter) 220

Cumeon Hemama 35-36, 39—42

Cumuh, Bojun 241, 243-244

Cunmuh, Bojucnas 240

Cumuh, ITasne 37, 46, 49

Cunmuh Jlazap, [paruma 11

Cumonc, IMatpunuja (Simons, Patricia) 93

Ckapuh, Branucnas 16, 24

CkoBpan, Anuka 10, 26

Ckyraur, [lon (Scougal, John) 128-129

Curejrep, [Tutep (Slater, Peter) 129-130

Crnmjenuesuh, Hoko 36-37

Coxkuh, Jby6ouna Ilyna 210, 215, 217-218, 223224

Coxonnh, bpanko 186

CosomoH, KpaJsb 56, 61

Cowmep, [Ton Ban (Somer, Paul van) 128

Cnorc, ®penepuk (Spotts, Frederic) 166

Cp6spanosnh, Butomup 10

Cpetenosuh, [lejan 78

CrasuH, Jocud Bucapnonosuu (Cranun, Mocnd Buc-
capuonoBuu / Stalin) 139

Crankosuh, Muiomur 16

Crankosuh, Pagoman 10

Cranojesuh, Bespko 241

Cranojesuh, Onra 238

Cranojesuh, P. 167



Cranuuh, [lonka 153154

Crapu, ['perop 144, 150

CreBanosuh, bopusoje 227

Crene, @paniie (Stele, France) 212

Credan Hemamwuh 33-36, 39-43, 45-46, 49, 252-253

Credan [Iproenuanu B. Credan Hemamuh

Credan Ypow IV lyman Hemamuh 45

Credanu (Stephanie), xxena npunua Pynonda 72

Crujosuh, Pucro 242

Crununduer, bemamun (Stilingfleet, Benjamin) 213

Crjyapa, Cy3an M. (Stuard, Susan M.) 92

Crojapunosuh, Mnnan 163, 167

Crojanosuh, braroje Ip. 229

Crojanosuh, ['eopruje 17

Crojanosuh, /lyOpaska 164, 174

Crojanosuh, Jby6omup 25

CrojanoBuh, Cpeten 210, 228, 240-242, 246, 248

CrojanoBuh Tabak, Cmusba 229

CrojcaBsbeBuh, XKusko 227

Cromuh, Jbussana 1315, 19-20, 26

Crpajuuh, Kocra 14

Crparumuposuh, Crean 36

Crpaxuma, non u3 bynumise 10

Crpemuuiku, Emun 210

Cyb6otun ['ony6oBuh, Tatjana 10

Cy6otuh, Upuna 215

Cynu, @penepuk (Soulie, Frederic) 207

Cypukos, Bacunnj Banosnu (Cypuxos, Bacwnnit Ba-
HoBu4 / Surikov, Vasily) 140

Cyuy, Koncrantun (Suciu, Constantin) 51

Ta6axosuh, Bophe 148-149, 160

Tanuh, Aparomup 240-241, 243

Tanomwu, JIynsur ¢on (Thalloczy, Ludwig von) 74

Tanayep, Joxau ['ordpun (Tannauer, Johann Gottfried) 140

Tapraspa, Mapuno 241

Tacuh, Munytun 211

Taruh Bypuh, Mupjana 12, 14, 22, 24

TayT, bpyno (Taut, Bruno) 239

Tayt, Makc (Taut, Max) 239

Teonop Metoxut (Theodore Metochites) 254255

Teomopoeuh, Apcenuje 35-36, 46, 49, 66

Teonocuje 33-35, 49, 251-252

Tememr, MBan 192, 194, 196

Temuh, Jlana 238

Temh, Mapa 238

Tuwm, Bacunuj ®jonoposny (Tumm, Bacunuit @énoposuy
/ Timm, Vasily) 135

Tumotrujesuh, Munom 144, 150

TumotujeBuh, Mupocnas 13, 17, 24, 42, 45, 5263, 65-68,
78, 83, 174

Tunaseu, [Taona (Tinagli, Paola) 91

Tupwu, Jymujyc (Tury, Julius) 78

Tupm, Mupocnas (Tyrs, Miroslav) 143, 149

Tucos, Joxan (Tisov, Johann) 78

Tjepu, Hukon (Thierry, Nicolle) 12

Tobu, Mapko 266

Tonuh, bpanucnag 10, 12, 14, 1617, 24, 36

Tonuh, ['ojro 241

Tonoposa, Mapuja (Todorova, Maria) 71-72

Tonoposuh, Jbyouna 241

Tonoposuh, CreBan 3741, 46, 49

ToncToj, Jlas Hukomnajesuu (Toncroii, JleB Hukomaesnu
/ Tolstoy) 133

Tomamesuh, [Iparytun 164

Tomuh, 'opnana 14

Tomuh, Muxaunio 227

Tomoswuh, ['opnana 10

Tonmh Mumapa, Ante 259

Topoxa, Enxyapno (Torroja, Eduardo) 198

TomeBa, Cuexana 239

Tpunxosuh, Hoxo 54

Tpudynosuh, Munomr 127

Tpyxenxa, Aupo 74, 80

TyjkoBuh, Makcum 9-32

Tyjkosuh, ITepo 15

Tynys-Jlorpek, Aupu ae (Toulouse-Lautrec, Henri de) 221

harosuh, Xunmuja 265-267
Thupuh, Jacmuna C. 254-256
hoposuh Jbyounkosuh, Mupjana 12, 63

daxoc, Muriren (Facos, Michelle) 261

®exrep, [Tayn (Fechter, Paul) 166

Ounaunr, Capa (Fielding, Sarah) 213

dunorej, Monax y manactupy Jybounma 25

Oupmujan (Firmian), rpog 212

®Ourepcron, Majki I1. (Featherstone, Michael J.) 254-256

Dojepbax, Aucenm (Feuerbach, Anselm) 212

®oprunn bpayn, [Tarpunuja (Fortini Brown, Patricia)
93

Opankacredn, [Tjep (Francastel, Pierre) 103

Opama Jocud (Franz Joseph), nap 73, 86

Openepuk V (Frederick V), kpass 130

®pemnton, Kener (Frempton, Keneth) 160

Opunman, Munapen (Friedman, Mildred) 160

Opunpux Kapa Jlync Koncrantun, npusu u rpod Xe-
cea (Frederick Charles Louis Constantine, Prince and
Landgrave of Hesse) 212

Dpuso, labpujen (Frizeau, Gabriel) 220

Opu, Xenen (Fritsch, Helene) 73

®powman, [asie 242

®yko, Mumen (Foucault, Michel) 95

Oynodpajt, Bunujem (Fullbright, William) 209
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Xaznut, Bunujem (Hazlitt, William) 213

XakenoOpox, Bon (Hackenbroch, Yvonne) 92

Xaxi, ['abpujen (Hackl, Gabriel) 212

Xaxkwman, Kocra 210, 228

Xankososuh, Janko 16

Xapu, Jynujyc ¢pon (Hary, Julius von) 78

XaptmyT, Makcumunujad (Hartmuth, Maximilian) 74, 76

Xat, Majku (Hatt, Michael) 101

Xayapn, [lepemu (Howard, Jeremy) 113—142

Xarmeran, Joan (Hategan, loan) 51

Xanpunakuc, Hano (Chadzidakis, Nano) 12

Xanwuh, Uopaxum 267

Xenebpant, ®. A. (Hellebrandt, F. A.) 143

Xenpu (Henry), npunr 130

Xenpujera Mapuja @pannycka (Henrietta Maria of
France), kpassuna 130

Xepuor, Llopy (Heriot, George) 116, 125-126, 128-131,
133-134

XepneHn, Anexcangap Msanosuu (I'epren, Anexcanap
WBanosuu / Herzen) 133

Xecku, Opcospa (Hessky, Orsolya) 84

Xunneopanr, I'pant (Hildebrand, Grant) 155

Xwutnep, Anond (Hitler, Adolf) 166, 170

Xowmep 205

Xopanuje (Quintus Horatius Flaccus (Horace)) 131

Xoowman, Epact Teomop Amaneyc (Hoffmann, Ernst
Theodor Amadeus) 124

Xodman, Koaman @panr (Hoffman, Coleman Franz) 167

Xo¢man, Xanc (Hoffmann, Hans) 166

Xymue, Kinonun (Humblet, Claudine) 160

Hakwuh, [Ipenpar 230

Hap, Jocun 245

Ilap, Mapxko 238

Heetruh, Munopanx 230
IBetkoBuh, yman 174
IIBetkoBuh, Hatanuja 215, 227
Lentnep, Kypt (Zentner, Kurt) 166
eposuh, Jby6usoje 52

Uahesuh, Munna 215

UYapic (Prince Charles), mpuai 209
Yapnc I (Charles I), xpass 130
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Yenebonosuh, Anekca 215

Yepmax, Japocnas (Cermék, Jaroslav) 80

UYexomnH, Ceprej Bacussesua (Uexonun, Cepreit Bacu-
neeBud / Chekhonin, Sergey) 139

Yuxomr, bena (Csikos, Bela) 78

Uunukos, Anekcanaap 1415, 19-20, 22, 24, 26

Yojuauku, Crennu (Chojnacki, Stanley) 91

Yonakosuh, Panomy6 Pohko 219

Yoxaunh, Mupa 230

Youun, Muxkuenu 186

Yyopmo, Jacmuna 228

Yynwuh, Cumona 228

Llejmc VI (James VI), kpass 130
Lledaposuh, Xpucrodop 17

aram, Mapk (Chagall, Marc) 220

ajuep, Llon (Scheiner, John) 174

[lakora, Mupjana 22

lapremon, Xyro (Charlemont, Hugo) 78

lapm, ennc (Sharp, Dennis) 106

ladapuxk, Jauko 241

[IBabuh, Muxauio 184, 186

Illenmuh, Jlemocara 35-36, 60, 63, 67-68

lep6an, Munenko 228, 266

ledep, Paken (Shepherd, Rachael) 124

IuBept, Anexcangap 265

Hlunken, Kapn @punpux (Schinkel, Karl Friedrich) 160,
162

lnajmep, Mapxo 186

[IImut, Tomac (Schmidt, Thommas) 165-166

Imut, @uaun 105, 109, 153-162

mnep, AnGepr (Speer, Albert) 164, 166, 170, 173

[raxemn, ITerep (Stachel, Peter) 72

Irernep, Mapta (Stettler, Martha) 220

Topk, Jozed down (Storck, Joseph von) 77

[llymanosuh, Casa 228, 241

HlynyT, Mapuna 10, 55

[Tuenukosa, Jbyamuna A. (lllennukosa, Jlronmuna A.)
22-23

[TuepbatoB (Scerbatov), bapon 212

uyko, Bmanumup Anekcejesud (L{yko, Bragumup
AnexceeBnd / Shchuko, Vladimir) 133



T'eorpadcxu perucrap

Agsama 111, 175

Asnja (Asia) 130, 252

Aja Coduja (Hagia Sophia Church) 245

Ajunxosen (Eindhoven) 115

Ajmmp (Ayshire) 123

Axp 252

Amnarna, yamuja y ®oun (Aladza Mosque in Foca) 74

Anbu (Albi) 221

Andoncuna (Alfonsine) 145

Awmepuka (America) 130, 254

Awmcrepram (Amsterdam) 140

Apan (Arad) 51, 56, 58

Apajcka emapxuja 52

AycTpujcka MoHapxuja 54

Ayctpo-Yrapcka, AycTpoyrapcka MoHapxuja (Austro-
-Hungary, Austro-Hungarian Monarchy, Austro-Hun-
garian Empire) 71-74, 77, 143, 146, 208

Adpuxa (Africa) 130, 133

Bankan (Balkans) 33, 71-72, 74, 78, 80, 84, 86—87

Bantumop (Baltimore) 166

Bam6epr (Bamberg) 214

banar 51-52, 54, 221

Bama npubojcka, manactup 25

Bamanyka 74, 241

Bap 252

Bapama 210

bauka 210

Bauko Iletposo Ceno 63

Benruja (Belgium) 220

Benu Manactup 210

Beorpan (Belgrade) 14, 3638, 40, 106110, 117, 121, 163—
180, 181, 184185, 187, 189-190, 199, 205-207, 210211,
214-215, 217-219, 221, 223, 227-230, 234, 237-238,
240246, 251-253, 257-262, 263-264, 266

Bbeouun 109

Beounn, manactup 24

Bepaun (Berlin) 92, 108, 154, 159-160, 163, 165-167, 170,
173, 205-206

Beposo 230

beu (Wien, Vienna) 72, 75-84, 89, 125, 205-206, 212

Beukepeuka enapxuja 52

Bujespuna 147

burona 217

Bjenosap 184

Bnen (Bled) 167

Bboroponnuunna npksa y 3emyny 35-37

Boka xotopcka 31

Bopno (Bordeaux) 219

BocHa u Xeprerosuna (Bosnia and Herzegovina) 7/-88,
147

bpasmui (Brasil) 220

Bbparucnasa (Bratislava) 53

Bpunausu (Brindisi) 252

bpuenu, manactup 18, 31

bynsa 15, 252

Bynumipa 10

bynumnemra (Budapest) 81, 159, 210, 221

Bynucasuu, manactup 14

ByxoBo, manactup 41-42

bykypemt (Bucuresti) 217

Basnecemcka npksa y beorpany 37-38, 40
Baseso 207

Bapmasa (Warszawa) 205-206
Barepnyncep, npksa y Bunmepcropdy 166
Benec 252

Benmuxa I[Tananka 53

Benuko I'pagumre 205

Benero (Veneto) 93

Benenja (Venezia, Venice) 77, 92
BuzanTujcko naperso (Byzantine Empire) 208
Bunmepcnopd (Wilmersdorf) 166
Buranunja (Vitania) 252

Buriejem (Bethlehem) 252

Bumerpan 74

Bummuna 207
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Bunagnunu Xan 234

Bojsonuna 49, 105-106, 146, 148, 205, 207-210, 218, 221
Bpar 78

Byuje 110

I'azu Xycpes-6erosa pamuja y CapajeBy (Gazi Husrev-Beg
Mosque in Sarajevo) 74, 77, 84

lanuneja (Galilee) na MaciaunoBa ropu 252

Ietcumannja (Gethsemane) 252

I'masros (Glasgow) 121-125

I'morosar; 39—40

T'opxa (Gordes) 220

Tl'opwu bpuenu, manacrup 15, 25-26

Topwu 'pbass 14-15, 23

T'opwu [Tobopu 15

I'pagan, manactup (Gradac monastery) 240

Hanmanwuja (Dalmatia) 78, 252

Jamack (Damask) 230

Jamdpucmajp (Dumfriesshire) 123

Jancka (Denmark) 126

Jaunja Punencuc (Dacia Ripensis) 51

Hedrepnap, namuja y bamanyuu (Defterdar Mosque in
Banja Luka) 74

Jo60j 150

Jo6puma 221

Jonennurne (Dolencice) 211

Hpesnen (Dresden) 165

lpuna, pexa 24, 74

Hy6ounna, manactup kop [lieeBaspa 9, 15, 22, 24-27, 31

Jy6posuux 77, 238, 252

Nyunas (Danube), peka 37, 51, 108, 167, 169—170, 181, 188,
205, 226

Espomna (Europe) 34, 71-72, 92, 113, 115, 120, 130, 133,
135, 144, 207, 210, 212-213

Erumar (Egypt) 220

EnxunOypr (Edinburgh) 116, 125-128, 130

Eneoncka ropa B. MaciuHcka ropa

Enrnecka (England) 126, 130, 220

Epness (TpancunBanuja) 51

Kuua, manactup 252-253

3aBaia, manactup (Monastery Zavala) 15, 74-75
3arpe6 (Zagreb) 186, 206, 209, 229, 240-241, 243-244
3anaana EBpona 195

3Beyan 252

3emyH 35-37, 109, 242, 246

3pemanun 146

WBupon, manactup (Holy Monastery of Iviron, lepa Movn
IBpwv) 252
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Wneop 37-38, 40

Wnpnja (India) 92

Wubhuja 148

Hcranbyn (Istanbul) 254-256
Uranuja (Italy) 92, 145, 220

Jaman (Japan) 213

Jada (Jafa) 252

Jepycamum (Jerusalem) 61, 252

Jopnau (Jordan) 252

Jyrocnasuja (Yugoslavia) /43—152, 181-187, 189, 194,
199-200, 203, 206, 208, 231, 259-260

Jyneja, Jynejcka myctuma (Judea) 252

Jyxua Cpbuja (South Serbia) 229-236

Jyxna Yrapcka (South Hungary) 13, 31

Kawupo (Cairo) 75, 220

Kapeja 252

KapnoBauka mutpononuja 16, 24, 33, 44, 46, 53-55, 57—
61, 66—68

Karyncka naxuja 14

Kerdess (Gelu) 60

Kuxkunpna 67

Kunarengypt (Klagenfurt) 212

Kinezomene (Kialopevat) 252

Kuexesuna/Kpassesuna Cpouja 33, 37, 41, 44, 46, 49

Kogaunma 150

Koncrantnnonoss (Constantinople) 255

Kocjepuh 221

Kocoso 45, 221, 265-266

Kotop 14, 22,252

Kparyjesan 218

KpasseBuna Jyrocnasuja 163-167, 173-174, 176, 266267

Kpasmesnna CXC, Kpamsesuna Cpba, Xpsara u Crose-
nana (Kingdom of Serbs, Croats and Slovenians) 143—
144, 151, 206, 263

Kpaseso 230

Kpam (Kranj) 167

Kpemona (Cremona) 92

KpmkeBauka rpkokaronnuka 6uckymnuja 37

Kput (Kpnjtn) 252

Kpymenoin, manactup 63

Kysesxaun, manactup 37

Kymanoso 146, 147

Kypmymin, gamuja y Marnajy (Kursumli Mosque in
Maglaj) 74

Jlajouur (Leipzig) 230

Jlewunrpan (Jlenunrpan) B. Cankr I[letepOypr
Jleckosary 186, 229-236

Jlumacon (Aepecodg) 252

JIunn (Linz) 259



Jlunsean 252

Jlunoscka emapxuja 52

Jlozana (Laussane) 166

Jlonnon (London) 166, 261

Jloc Anbhenec (Los Angeles) 166

Jby6spana (Ljubljana) 186, 206, 212, 226, 241, 243-244

Marnaj 74

Marsuesnja (Mayvnoio) 252

Makapcka 148

Maxkenonnja (Macedonia) 218, 230

Mana [Tananka 53

Mamna Asuja (Anatolia Eyalet) 252

Mamnactup Cseror kpcta 252

Mamnactup Cseror Hukona xox Jepycanuma 252
Manactup Cseror Teogocuja xox Jepycannma 252
Mamnrosa (Mantova) 92

Macnuncka ropa (The Mount of Olives) 252
MeTtoxwuja 265

Murnemesa, MaHacTup 25

Mumneanonuc (Minneapolis) 166

Munxen (Munich) 78, 206, 211-215, 223, 228
Mopaua, manactup 15, 22

Mopwum (Mures), peka 51

Mocrtap 76

Momopus 210

Mpxkoga 20, 26

Haszaper (Nazareth) 252

Herorun 39-41

Hemauxa (Germany) 105, 107, 145, 153, 159-160, 163, 205,
210, 213214, 228, 242

Huxkeja (Nikowo) 252-253

Huxospan, manactup 14, 19, 25-26, 31

Hupu6epr (Niirnberg) 176

Huwr 226, 230

Hosa Bapom 25

Hosu beorpan 171, 181, 184, 190191, 195, 200, 203

Hosu Can 42, 109, 148149, 153154, 160-162, 186, 205,
207-210, 217-218, 243, 257

erymu 14
Byjopk (New York) 127, 261

Onoso 148

Opujenr (Orient) 71

Ocujex 146

Ocmamncko napetso (Ottoman Empire) 71, 83, 208
Ocnabpuk (Osnabriick) 211

[Takpa, manactup 67
[Manectuna (Palestine) 251-252

Ilanueso 214, 221

[Mapus3 (Paris) 89, 95-96, 102, 205-208, 210-211, 214-215,
217,219-221, 223, 228, 240, 242, 259

Ilex, pexa 205

IlenmukacTpa 252

ITenunoso 15, 18, 20

Tleh 14, 16, 23, 253, 265-266

IMehka natpujapmuja 14, 16, 21-24, 26-27, 31

ILnosaus (Plovdiv, [1noBaus) 241

[TsbeBiba 9-32

[oxBpx, maHacTup 26

[oaropuua 265-267

[oxropje 252

INonpynasibe 52

[Tonrasa (Poltava) 138, 139

[Mommancka Copa (Poljanska Sora), peka 211

[Tosbeka (Poland) 220

Tlomopumje 51

[ocHuna 252

IIpar (Prague) 211, 241-242

[IpackBuma, npksa 26

TIpu6oj 150

[MpumTuna 265-267

IIpocex 252

Panyjesam 41, 43

Pac 252

Paua na [{punu, manactup 24

Pemeso 45

Pu6rnma 230

Pum (Rome) 89, 205-206, 210, 218, 258

Pumcko maperBo (Roman Empire) 208

Pucan 20

Ponoc (Pédog) 252

Pymynnja (Romania) 60, 68

Pycwuja (Poccus, Russia) 37, 113, 115-116, 134, 138-139,
212,220

CabopHa 1pkBa y Mocrtapy (Orthodox Cathedral in Mo-
star) 76

Cabopna npkBa y CapajeBy (Orthodox Cathedral in Sa-
rajevo) 76

Caga, peka 37, 167, 170, 181, 184, 188, 200, 203, 219, 226

CAJT (USA) 124, 183

Cankr IlerepOypr (Cankt-IlerepOypr, St Petersburg)
131-136, 138-139, 215

Capajeso 14, 16,23-24, 27, 31, 74-76, 78, 84, 149, 240-242

Cgsera ['opa (Opog ABwg) 34-35, 251-252

Cgera Tpojuna, manactup y [libeBbuma 9—32

Ceetu Apxanhenu, manactup Ha Tapu 25

Csetu Cuon (Mount Zion) 252

Ceunajaan 205, 209, 228
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Cemmka Copa (SelSka Sora), pexa 211

Cubwny (Sibiu) 53

Cum (Sinj) 78

CuheBo 226

Cxormube (Cromje) 186, 217, 241-242, 246, 252, 266

Cnasonunja (Slavonija) 146

Crnosenuja (Slovenia) 167, 211-212

CwmenepeBo 215

Cwmenepencka [lananka 39—41

CwmupHa (Zpopva, Smyrna) 252

ConyH (@sccorovikn, Thessaloniki) 241, 251-252

Combop 207-208, 210211

Coduja (Codus) 241

Cnacosa npkBa y Kuun 253

Crut (Split) 241

Cp6wuja (Serbia) 33, 35, 37, 41, 44, 103, 105-106, 113, 115—
116, 128, 164, 205, 207, 209, 213, 221, 227-228, 230,
252-253,267

Cpem 37

Cpemcka Mutposuna 208

Cpemcku Kapnosuu 16-17, 4243, 148

CCCP (Coro3 CoBerckux Corpanuctinaeckux PecryOmuk)
182

Cramesuhu, manactup 15, 19-20, 22, 31

Crapa cpricka/mpaBociaBHa npksa y Capajey (Old Ortho-
dox Church in Sarajevo) 14, 16, 23-24, 74, 76

CroxxonM (Stockholm) 164, 205-206

Cronu beorpan 24

Crynenuna, MaHacTup 252

Cyb6oruna 148, 167

Cynran Xacas, namuja y Kaupy (Sultan Hassan Mosque
in Cairo) 75

Tasop 252

Tamum (Timis), pexa 51
Tamumku banar 52

Tapa, nnanuna 25

Temumsap (Timisoara) 5/—70
TemuniBapcka enapxmja 51-52, 58-59, 63
Tumouka enapxuja 41

Tuca, peka 51

Tpunonu (Tripoli) 252

Tysna 147-148

Typcka (Tiirkiye, Turkey) 145

Vimum 252
VYpomesar 147
VYeruxonuna (Ustikolina) 74

®enepatuBHa Haponna PenyOnuka Jyrocmasuja 181

®epapa (Ferrara) 92

depxanuja, yamuja y bamanynu (Ferhadija Mosque in
Banja Luka) 74
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Depxannja, yamuja y CapajeBo (Ferhadija Mosque in
Sarajevo) 74

Ounanenduja (Philadelphia) 166

Onangpuja (Flanders) 92

Doua 74

Opanauko nmaperso (Frankish Empire) 208

®pannycka (France) 171, 205, 207, 217, 220, 228, 260

Xa630ypuika monapxuja (Habsburg Monarchy) 34, 37,
53-54, 56, 218

Xanosep (Hanover) 171

XBOCHO, oJbe 42

Xepuer Hou 266

XepleroBauku caHijak 9

XepuerosuHa 10

Xwunannap 33, 252

Xonauauja (Holland, Netherlands) 115, 140, 242

Xpawm Cs. Case y beorpany (St. Sava’s Temple) 245

Hetumcku manactup (Cetinje monastery) 9, 14, 31

LpxBa buctpuna xox Hose Bapomu 25

LpxBa boroponuue y tberymuma 14

LpkBa Backpcewa Xpucrosor y Jepycanumy 252

Llpxsa [Ipeobpaxkema y Byancasuuma 14

IpxBa CB. Ane y Jepycamumy 252

Lpksa Cs. anoctona [lerpa u [laBna y ['morosiy 37

LpxBa CB. anmoctona y [lehu 14, 253

LpxBa CB. biarosectu y Uasopy 37-39

IpxBa CB.. ['eopruja y HoBom Cany 42

LlpkBa Cs. ['eopruja y Temumsapy (Pabpuka) 51-52, 54,
56, 60, 68

Lpksa Cs. Bopha y lllumuhuma 15, 23

Lpksa Cs. JoBana Kpcturessa y Jopmany 252

LpxBa CB. JoBana y ['opmum [lobopuma 15

LlpxBa CB. JoBana y Cronom beorpany 24

Ipxsa Cs. Jlyke y Koropy 14-15, 17-18, 22

LpxBa CB. Mapka y beorpazy (St. Mark’s Church) 245

IIpxBa CB. Hukone y manactupy ly6ounna 15

Ipksa C. Hukone y manactupy [logspxy 26

Lpksa C. Hukone y [lenunosy 15, 20

Lpxsa CB. Huxone y Ilehkoj natpujapmuju 21-23

LpxBa CB. Huxone y Cpemckum Kapnosuuma 42—43

Hpksa CB. Hukone y TemumBapy (Mexana) 5/-70

Lpkea Cs. Iletpa u [laBna y Cankt [letepOypry (SS
Peter and Paul Cathedral in St Petersburg) 138

Ipksa Cs. [Ipeobpaxkema y Cmenepesckoj [Tamannn 39

Lpksa Cs. Ctedana y Mopauu 22

Lpxsa CB. Tpojune y Heroruny 39—41

IlpkBa CB. Tpojuue y Pagyjesiy 41

IIpxBa Ceetor CuoHa 253

IpxBa Xpucra Cnacurespa (Church of Christ in the
Chora Monastery) 254-256

Lpmuuna, odnact 15



Lpna ['opa (Montenegro) 14, 24, 31, 267
Lpna pujeka, manactup 25
pua Tpasa 221

Yauak 206

UYepna (Cerna), peka 51

YexocmoBauka (Czechoslovakia) 144
Yemxka Penybnuka (Czech Republic) 242
Uwuxkaro (Chicago) 230

[IBajmapcka (Switzerland) 220

[IBencka (Sweden) 138

[Humwuhu 15, 23, 26

[Ixorcka (Scotland) 113, 115, 123-124, 126, 128-130
IIxodja Jloka (Skofja Loka) 211

Inanuja (Spain) 92-93, 220

ryTrapt (Stuttgart) 244

ynukoBo, MaHacTup 25

Pernctpe caunnmuna
Taiujana [Muenuuxu Jpunuh
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YnyrcrBo 3a ayTope
300opHuk Marume cprcke 3a
JIUKOBHE YMETHOCTH

Penaxumja 360pnuxa Maiuuye cpiicke 3a aukosue ymeiunociuy IpuMa OpUTHHAJIHE PagoBe 3a py-
6puky YIAHILIM, PACIIPABE, ITPUJIO3U u pyGpuky [IPUKA3H.

PanoBu koju cy Beh 00jaBibeHN WM Cy TOCJIATH 32 00jaBJbUBAE y JIPYTH YAaCOIUC HE MOTY OMTH
npuxBaheHu.

O0jaBJbyjy ce ¥ paJoBH IIUCAHN HA CTPAHUM je3HIHMa. Je3uk Mopa OMTH HCIIpaBaH y MOTJeAy rpa-
MaTHKe U CTUIIA.

CBe pajioBe CIaTH y €IEeKTPOHCKO] Bep3uju Ha auckeTr, CD-y miIn eIeKTpOHCKOM MOIITOM a HCTO-
BPEMEHO U IITaMIIaHU IIPUMEpaK Ha ajipecy YpeIHUIITBA:

Mapra Tumma, 300pHrk MaTwHIie cpricke 3a JIMKOBHE yMeTHOCTH, Matuua cpricka; 21000 Hoeu Can,
yi1. Matune cprcke 1.

E-mail: mtisma@maticasprska.org.rs

Pan Ha cprickom Tpeba ma Oyzie HamvcaH hupuInuIoM.

CBH pazoBu OWJIO Aa Cy W3 Halle 3eMJbe MJIM MHOCTPAHCTBA Tpeba Aa cy HamucaHu y Microsoft
Word (doc. ili rtf) popmary, ontumainne ayxute (Ykibyuyjyhu caxxeTak Ha CpIICKOM U pPe3MMe Ha eHIJIe-
CKOM, KJbYYHE PCUH, CIIUKE, Tabee, PTEKE U APYTre MPHUIIOre) Ol jeTHOT ayTopckor Tadaka (10 4000 peun);

Bpcra cnoBa Times New Roman; ipopen 1, 5; Bennauna ciosa (pout): 12.

Pany mpunoxuTi 1 caxerax 10 10 peraka Ha CPIICKOM H pe3UMe Ha SHITIECKOM (MOXE U Ha CPIICKOM
ma hie ra pemakiyja mpeBeCcTH) U jeTHOM O] pacIIpOCTPAamhCHNX je3MKa Ha OKO ToJIa KyIlaHe CTpaHe TeK-
CTa, ca YeTHPH JI0 IIeCT KJBYYHHUX pedH y nmpopexny | Beaumumne, Benudnne ciosa 10.

CrpaHa MMEHA Y pajy MUCAaTH OHAKO KaKO Ce M3roBapajy, C THM IITO Ce MPHU IIPBOM HaBOlewY y 3a-
rpajau UMe J1aje U3BOPHO.

WnyctpaTuBHU mpuiosu y3 pagose (pororpaduje, nprexu, Tabderne, ...) 00jaBibyjy ce IpHO-Oen ca
Ha3UBOM Ipuiora. AyTop Tpeda 1a 03Ha4d MECTO IPHUIIOTa Y TEKCTY.

CBe mIycTpanmje MprUIoKHUTH Y eIeKTPOHCKOj (popmu Ha CD-y KBaXHUTETHO CHUMIBEHE, PE30ITYIIHje
300 Tagaka.

Crincak cBUX WIyCTpaluja MPHIOKHUTH y3 pajl.

CBe pazioBe OLieHbY]y JIBa PEIIEH3EHTa, a 110 MOTPEOH U BHIIE HHX.

Kana pyxornnc 6yne npuxsahen, aytop he 6utu obaseriren o mprOINKHOM BpeMEHY 00jaBIbHUBaba.

V3 mpuMepak opmraMmnaHor 300pHUKA CBaKku ayTop poduja u 20 cemapara.

AyTop TpeOa y3 cBaKH IIOCIATH PaJl 1a HaBeNe CBOjy aApecy CTaHOBamka, EIEKTPOHCKY aapecy u Opo-
jeBe Tenedona.

Pykonucu ce He Bpahajy aytopy.

Buénuozpagcka iiapeniniesa
bubnuorpadcka mapeHTesa, ka0 yMeTHyTa cKpalieHHIIa y TeKCTY Koja yrnyhyje Ha moTmyHu OuOIIHo-
rpad)cky mojiaTak o Jiesly Koje ce IMTUPa, HaBEACH Ha Kpajy paJsia, CacToju ce 0]l OTBOPEHE 3arpaje, mnpe-
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3MMEHa ayTopa (MaJiM Bep3ajioM), TONHHE 00jaBJbUBarha pajia KOju ce MUTHPA, T O3HAKE CTPAHUIIC ca
KOje je IIUTaT mpey3eT U 3aTBopeHe 3arpaae. Ha nmpumep:

(WBun 1986: 128) 3a 6ubnuorpadexy Wsumn, [TaBne. Cpiicku Hapoo u weos jesuk. — 2. u3n. beorpan: Cprcka
JeAVHUILY: KIbHKEeBHA 3a7pyTra, 1986.
AKoO ce IUTHpa BUIIIE CYCEIHUX CTPAaHUIIA UCTOT Pajia, 1ajy ce IMudpe Koje ce 0OIHOCE Ha MPBY U IO-
CIIe/IbY CTPaHUITY KOja ce IUTUPA, a u3Mel)y BUX CTaBJba Ce IPTa, Ha IPAMEp:

(UBun 1986: 3a oubnuorpadexky Wsun, [laBne. Cpicku Hapoo u weos jesux. — 2. u3a. beorpan: Cpricka
128-130) jeAuHULY: KIbMDKEBHA 3a7pyra, 1986.
AKO ce IMTHPa BUILIE HECYCETHUX CTPaHUIIa UCTOT paja, Hu(pe Koje ce 0HOCEe HA CTPAHMIIE Y LIU-
THPAHOM pajy, 0[1Bajajy ce 3aleTOM, Ha IPUMeEp:

(UBun 1986: 128, 3a oubmmorpadeky WBun, [laBne. Cpiicku napoo u wezog jesux. — 2. n3n. beorpan: Cprncka
130) JjeAMHHULY: KIbIDKEBHA 3a1pyra, 1986.
YKOIHKO je ped 0 CTpaHOM ayTopy, MPE3UMe je U3BaH MapeHTe3e MOKEJbHO TPAHCKPHUOOBATH Ha je3UK
Ha KOME je HalucaH OCHOBHH TEKCT pajia, Ha npumep LI. Mapdu 3a James J. Murphy, anu y napenresu
npe3ume Tpeda AaBaTu npemMa U3BOPHOM OOJIMKY M TUCMY, HIIP.

(Murpny 1974:  3a 6ubnmorpadecky MurpHy, James J. Rhetoric in the Middle Ages: A History of Rhetorical
95) JeIUHUIY: Theory from Saint Augustine to the Renaissance. Berkeley: University
of California Press, 1974.

Kana ce y pany moMumbe BHIIEC CTyIM]ja KOje je jemaH ayTop myOIMKOBa0 UCTE TOAUHE, Y TEKCTYaIHO]
6ubnrorpadckoj HaMOMEHU MOTPEOHO je oaroBapajyhuM a30yyHUM CIIOBOM IPELHU3UPATH O KOjOj ce Ou-
6nuorpad)cKoj OIpeTHUIM U3 KOHAYHOT CITHCKa JInTepaType paau, Ha npumep (MurpHY 1974a: 12).

VYkonuko 6nbarorpad)cku N3BOp MMa BHIIIE ayTOpa, Y yMETHYTOj OMOInorpad)ckoj HaoMEHH! HaBOJIC
ce Ipe3rMeHa IpBa JBa ayTopa, JOK Ce IMPe3nuMEeHa OCTalINX ayTopa 3aMemy]jy ckpaheHuIoM u op.:

(UBum, KnatHu  3a 6ubnumorpadexy HWBun, [asne u MBan Knaju, Mutap [emukan, bpanucnas bp6opuh.
ap. 2007) jenuHULIy: Cpiicku jeauuxu tipupyunux. —4. u3.
Bbeorpan: beorpancka kwura, 2007.
AKO je U3 KOHTEKCTa jaCHO KOjH je ayTop IUTHPaH WIH napadpasupan, y TEKCTyaHoj ondmuorpad-
CKOj HAaIIOMEHH HHje TOTPEOHO HABOIHUTH MIPE3UME ayTopa, HIIP.:

[Mpema MapodujeBom uctpaxusawy (1974: 207), nmpBu cadyBaHU TPAKTaT U3 T€ 00IACTH CPOUHO je OCHEIHK-
tuHan Anbepuk u3 Monre Kacuna y apyroj nonosunu XI Beka.

Axo ce y mapeHTe3n ymyhyje Ha pazoBe IBajy WM BUIIE ayTOpa, OAaTKe 0 cBakoM cieaehem paxy
Tpeba o/1BOjUTH TaukoM U 3arnerom, Hip. (BEmus 1958; CTEBAHOBUR 1968).

AKo je y TeKcTy, yclie]] HeMOTI'yhHOCTH /12 ce KOPUCTH IIPUMAapHU U3BOP, ITPEy3eT HABOJ] U3 CEKYH/Iap-
HOT M3BOPA, y TTAPEHTE3H je HEOIXOIHO Y3 T0JIaTakK O ayTopy CeKyHIapHOT N3BOPA HABECTH M ped: IpeMa:

,»YCMeHOCT" 1 ,,HaponHocT Oyrapmtriia Henan Jbyounkosuh noBoan y Be3y ca npuiarolenonthy cpeauau
(mpema Kuiusapna 1979: 7)...

Huidupana nuidepaiviypa

Ilutupana nuTepaTypa Aaje ce y 3aceOHOM OAeIbKY HACIOBIbEHOM L{uiiupana nuiuepaiiypa. Y ToM
07IeJbKY pazpeniaBajy ce onbnuorpadcke napentese ckpaheHo HaBeneHe y TekcTy. bubnnorpadceke jeau-
Hute (pedepenne) HaBose ce 1Mo a30ydHOM MK abeleTHOM pey Mpe3uMeHa MPBOT WM jeTMHOT ayTopa
KaKO je OHO HaBEJICHO y MapeHTe3n y Tekcty. [IpBo ce onucyjy a30y4HUM pelioM Npe3uMeHa IPBOT HITH
JjeAMHOT ayTopa paxoBH 00jaBJHEHU JTATHHHUIIOM. AKO onuc dubnnorpadceke jeqnuuie 00yxBaTra HEKOJIUKO
peoBa, CBU PEIOBU OCHM IIPBOT YBYYEHH Cy YJIECHO 3a JiBa ClioBHa MecTa (Bucehu naparpad).

Luiuupana nuitepaiiypa HaBOAM ce IpeMa CTaHIapay 3a nutupame Marune cprcke (MCII):
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Monorpagcka nydankanuja:
[IPE3UME, HMe ayTOpa U UMe U IIpe3uMe Apyror ayropa. Hacnoe krwue. Ilonatak o MMeHy IpeBOAu-

oma, mpupehuBava, WM HEKOj APYroj BpcTH ayTopcTBa. [logarak o m3mamwy wind Opojy TomoBa. MecTo
n3JaBama: U31aBay, ToMHa N3/aBama.
[Ipumep:

Benun, Anekcannap. O je3uuxoj dpupoou u je3uukom pa3euiuky: IuHeeuciiuyka uciuumusarsa. Km. 1. — 2.
Beorpan: Homur, 1958.

Muwitetns, Cetosap. O cpiickom Gutdarsy. 136op u npearosop Yenomup ITornos. Hosu Can: I'pajicka 6u-
omuoteka, 2001.

MoHorpadcka nyoaukanuja ca KOpmnopaTHBHUM ayTOPOM:
Kowmucuja, acorujaiuja, opranusaiiija, y3 Kojy Ha HACJIOBHOj CTPaHU HUjC HABEJICHO UMC WHIUBUIY-

AJTHOT ayTOpa, MPey3uMa YIIOr'y KOPIIOPATHBHOT ayTopa.

Beorrancka ¢unxapmonuja. Cezona 2005—-2006: Luxnyc Xanc Ceaposcku. beorpan: Beorpajcka duixap-
MoHuja, 2005.

AHOHHMMHA JeJia:
Jena 3a xoja ce HE MOKE YCTAaHOBUTH ayTOp IPEIO3Hajy ce [0 CBOME HACIIOBY.
byvrapuiruye. N36op u npenrosop Hoak Kunubapna. beorpan: Pan, 1979.

30opHuK pagoBa ca KoH(pepeHLUje:
[ManTtun, Mupocnas (yp.). Pecasa (I'oprwa u orwa) y uciiopuju, nayyu, krudcesHociuu u ymetunociuu. Ha-
yunu ckyt, JlecotoBar, 20-21. aBryct 2003. [lecnoroBam: Haponna 6ubnmoreka ,,PecaBcka mkomna“, 2004.

Monorpagcka nydJankanmja ca BUIIe H3/1aBava:

[Manuspk-Cyvkun, Hecuba. Pycke usoeznuye y Ianuegy, 1919—1941. Tlpenrosop Anekceja Apcemea. [Tlanue-
Bo: ['pancka 6ubnmoreka: Mcropujcku apxus, 2005.

‘BopneBU, Jbyouna. Bubnuozpapuja dena Jecanke Maxcumosuh, 1920—1971. beorpaa: ®unonommku Gakyii-
tet: Haponna 6ubnuoreka Cpouje: 3anyxouna JIecanke Makcumouh, 2001.

DOTOTUIICKO H3/Iambe:
ITPE3NME, nMe ayTopa. Hacnog krvue. MecTo mpBOTr H3/lakha, FOJUHA IPBOT H3/1akba. MecTo IOHOBJIbE-

HOT, (DOTOTHUIICKOT M3/lamka: n3/JaBay, ro/INHa PENPUHT U3/ama.
IIpumep:

Conarun, [TaBne. [Tomunax xreusicecku. Beneunja, 1810. Muhuja: Hapogna 6ubnuotexa ,,/{p Hophe Hato-
meBuh™, 2003.

CekyHIapHO ayTOPCTBO:
300pHUIM HAYYHHX pasioBa OMUCYjy ce MpeMa HMEHY ypeaHHKa Win npupehnBaya.
ITPE3UME, mMe ypemaauka (miu npupehusada). Hacio6 dena. MecTo n3naBama: H3aBad, TOINHA H3-

JlaBama.
IIpumep:

PajioBaHOBUR, Munopan (yp.). Cpiicku jesux Ha kpajy eéexa. beorpan: MucTuTyT 32 cprcku jesuk CAHY
— Cnyx0enu rmacHuk, 1996.

JoBanoBuh, Cnobonan (yp.). Hapoona 6ubnauoiuexa Kpywesay. Kpymesan: Haponna 6ubiamnorexa Kpymre-
Bail, 1977.

Pykonuc:
[TPE3UME, mme. Hacnos pykoiiuca (axo TIOCTOJH WU aKO je y HayI| JOOHOo onmTenpuxBaheHo nme).

MecTto Hactanka: VHCTUTYLHja y KOjOj ce Hajlasu, CUTHATypa, TOJUHA HACTAHKA.
IIpumep:

Hukonun, JoBau. I[Tecmapuya. Temumsap: Apxus CAHY y Beorpany, curn. 8552/264/5, 1780—1783.
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Pyxkomucu ce mutupajy mpema onujanuju (HIp. 2a—36), a He MpemMa MaruHaIuj|, H3y3eB Y CIyda-
jeBHMa KaJ je PyKOIHC MaruHUPaH.

IpuJor y cepujckoj myoankanuju:

Hpusor y yaconucy:

ITPE3UME, nMe ayTopa. ,,HacioB Tekcra y mybnukannju.” Hacioé uacoiiuca 6poj CBECKe WIH TOMa
(romvHa, UK TIOTIYH IaTyM): CTpaHe Ha KOjuMa ce TEKCT HaJla3H.
IIpumep:

Pusnukap, Japa. ,,HoBa crapa npuya.” Jlewouuc Maimiuye cpiicke xib. 473, cB. 3 (mapt 2004): 265-269.

Ipujor y HoBuHamMa:

[IPE3UME, Me ayTopa. ,,HacnoB Tekcra.” Hacio6 Hosuna narym: Opoj cTpaHa.
IIpumep:

Kibakun, Cnobonas. ,depuuiio pat 3Be3na npotuB Xuriepa.” [Hoauiuuxa 21. 12.2004: 5.

Monorpadcka nydaukamnuja roctynna on-line:

[IPE3UME, nMe ayTopa. Hacnoe krwuze. <ajpeca ca MUHTepHeTa>. J[aTyM npey3uMama.
ITpumep:

VELTMAN, K. H. Augmented Books, knowledge and culture.

<http:/www.isoc.org/inet2000/cdproceedings/6d/6d.> 02.02.2002.

Ipnjor y cepujckoj nydmkanuju gocrynan on-line:
ITPE3UME, nMe ayTopa. ,,HacioB tekcra. Hacnos ilepuoduune iyonukayuje J1aTym nepruogndHe
myonukamyje. me 6aze mogaraka. JlatyMm mpeysuMama.
IIpumep:
Tort, A. ,,Teaching Info-preneurship: students’ perspective.“ ASLIB Proceedings February 2000. Proquest.
21.02.2000.

IpuJjor y eHUKIONEAUjH J0CTyNaH on-line:

,,HA3UB OIPEIHULE.” Hacnose enyuxioieduje. <aapeca ca MHTepHeTa> J[aTyM mpey3nMama.
IIpumep:

»WILDE, Oscar.“ Encyclopedia Americana. <http://www.encyclopedia.com/doc/1G1-92614715.htmI> 15.12.2008.
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PeueH3eHTH 00jaB/bEHUX PajoBa y
30opHuky Maruue cprcke 3a
JIHKOBHE YMeTHOCTH Op. 41

Hparan Bojsoauh
Anexcanmap Kagujesuh
Mupocnas Tumorujesuh
JInanja MepeHuk

Camma bpajosuh

Munan [Ipocen

Muonpar Mapkosuh
Urop boposan
Cphan Mapkosuh
Kokan ['pues

Henan Maxyspeuh
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