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[Mpearosop

Hp Tujana ITankosmesnh Byrapckn
Ynpasuuna l'anepuje MaTtune cprcke

IMponec mucama mpujaBe 3a EBpOICKy MpecTOHUIYy KyAType IIOCTaBUO je
Ipef, HOBOCAJICKY KYITYPHY ClLieHy IUTambe KOje Cy TO aKTye/He APYIITBeHe TeMe
U KaKo ce OHe MOT'Y IPeACTaBUTY KpO3 IporpaMe yCTaHOBa KY/IType a ga Oyny pe-
LIleHTHe 1 3a eBPOICKY 1 3a fomahy ny6nuky. I'anepuja MaTuiie cpricke kao My3ej
KOjU je CBOjOM KOJIEKIIMjoM BYOOKO yTeMe/beH Y IPOLUIOCTH, a UjjejaMa, KOHIIe-
TOM [e/I0Bamba U M3/IarayKyM MIONUTHKAaMa CHa)KHO IIPUCYTaH Y caBPeMEHOM Tpe-
HYTKY ¥ >KMBOTY Tpajia, Halll/Ia je OffrOBOP YIPaBO y TOj cB0joj ocobeHocTn. Kao
YyBapy HAIL[MOHATHOT UJEHTUTETa U TPe30p YMETHMUUKOT Oyara Tparaam cMo 3a
aKTYeJTHOM TeMOM Yy IIMPUM e€BPOIICKUM OKBYPMMa Ha KOjy MOXKEMO YKa3aTy Kpo3
JieIa U3 CBOje KOJIeKIjuje, IMKOBHA Je/la M3 eBPOIICKUX My3eja 1, KOHAuHO, aKTye/IHY
yMeTHUYKY Ipakcy. Kao Mysej y kome cBaka IIpyya 0 KOJIEKLIMjJ 3aII09UIbe Ca IIPU-
4yoM o0 Bennkoj ceo6m Cpba kao morabajy xoju je cTBopuo ycnoBe 3a Io4eTak pas-
BOja CPIICKe HaIlYIOHA/THe YMETHOCTH Y e[IOX! HOBOT BeKa, IPOHAIIIN CMO YIIPaBo ¥
TOM Ba)KHOM MCTOPUjCKOM Jiorahajy cBojy Besy ca JaHaIIBUM [IPYLITBEHUM, HO/IN-
TUYKMM ¥ YMETHUYKUM IuTameM untase EBporne. Tema KpeTama CTAHOBHMINTBA,
ceoba M MMIpallyja IIOKa3aga HaM Ce Kao CIIOHA Hallle YCTAHOBe, @ CAMUM TUM M
HallMOHa/IHe YMETHOCTY Ca aKTye/THOM €BPOIICKOM areH/IOM.

ITopatak pma I'anepuja MaTulie cplicke IpUKYI/ba, IIpe3eHTYje U dyBa [efa

CpIICKe TMKOBHE YMETHOCT) HacTaja Ha IpocTopuMa cesepHo ofi CaBe u JlyHaBa



koje cy Hacemwiu Cpbu HakoH Benmke ceobe 1690. roguHe ykasyje Ha Ba>KHOCT
Tor McTopujckor gorabaja. OH mokasyje fa je Murpanmja CpICKOr CTAHOBHMINTBA
u3 OToMaHcKor y Xa630ypIIKo LJapCTBO Kao jefjaH TeXaK MOMEHAT HallylITamba
CBOjUX OTHMIITA ¥ CBETMH>Aa KOHAYHO JOBENA JIO jeAMHCTBEHEe UCTOPUjCKe CUTYya-
1Jije €KOHOMCKOT 1 IPYIITBEHOT IIPeNopofia 1 IpolnsaTa yMeTHocTH. HoBo okpy-
Xerbe, HOBa TEPUTOPHUja ¥ HOBe IPUIMKe OMIN Cy MOACTMULIAJHY 33 pa3Boj APYIITBA
a/ny ¥ peHeCaHCY YMETHUYKMX M3Pa3a Y KIbVDKEBHOCTH Y TMKOBHOj YMETHOCTH.

O ToM jepuHCcTBeHOM forahajy cBefounm jemHa cinuka, Mormo 6u ce pehn Ha-
IYIOHa/THA MKOHA M3BefleHa y Bulle Bep3uja. UyBena ciuka Ceoba Cpoa, pap Ilaje
JoBanoBuha, 3a Hac je 6uma HonasuIITe 3a pasBUjale IpKde O MUTpaLMjaMa.
[TosuTMBaH NMpyUMep MCXOAMIITA Te ceobe MOACTaKao HaC je Ha Pa3MUIIbamba O IO-
3UTVBHMM UCXOAMMA ceoba Kao (peHOMeHa ¥ IIPeJHOCTUMA KOje Cy OHe JoHee U
IpeokpeTnMa koje cy omoryhume. CBe TO JOBeIO HAc je 1O 3aK/byUKa [ja KpeTaba
CTAaHOBHMIITBA HEMajy allpiopy HeratusaH edekar seh, HapoTuB, ga MOTy OUTH
BeoMa IO3MTMBHA U JOIPUHETH Pa3Bojy APYIITBA X YMETHOCTIL.

TakBa pasMuIUbama JOBeNa Cy Hac 0 Apyre TeMe KOjOM ce OBa M3JI0XKOa
6aBM a TO je BeNMKM YTUIIAj KOjU Cy MUTIpallMje MMajie Ha yMEeTHMKE U BaXKHOCT
KOjy Cy TV CTBapaoly, Kao MOC/IeINIY CBOjUX TMYHUX MUTPaliyja, MMaau Ha pasBoj
yMeTHOCTH. To Hac je MOACTAK/IO Aa pasMUIbaMO KOJIMKO Cy yMeTHMLHM, Kpehyhn
ce M3 PasNMYMTUX PasjIora Mo eBPOIICKOM KOHTUHEHTY, Ja/lu KBAaTUTETAH JOIPU-
HOC pa3BOjy HALMOHATHUX YMETHUYKMX IPAKCU M CTUIOBA. AHAIM3UPAIN CMO
pasnu4uTe MOBOJE KpeTama YMeTHNMKA — IOMUTIYKe, 00pa3soBHE MM XXUBOTHE.
Hexu ox wux tparanu cy 3a 60/umM MoryhHocTMa 06pa3oBamba, IPYTH 3a KBaJIu-
TeTHMjUM >KMBOTOM, a Tpehu cy 6exany mpes MOMUTUYKUM PEXUMMMaA ca KOjU-
Ma ce HUCY Carajau. Y HOBUM Cpef/HaMa OCTBapMUBaJIM Cy CBOje CHOBe, fOOUjamu
OHO YeMY CY TeXWJIN, aJIi ¥ OCTaB/ba/IM JyOOKe TparoBe 1 JaHaC BpefjHe MaxKbe. Y
OCHOBH, Y3 CBY T&KVMHY IBUXOBUX IMYHNX CYOMHA HAIIOC/IETKY CY OCTaBUIN Bpe-
TaH Tpar y MCTOPUjU YOBEYAHCTBA. TV TParoByM Kao YMEeTHMYKA fie/la KOja 4yBajy
BEJIVIKY €BPOIICKY My3ej IPBM YT ce n3naxxy y Cpbuju yrpaso oBofoM usnoxoe
O MUTpalujama.

M ca TMM casHamMMa 3aCHOBAaHUM Ha CETMEHTY Hal[MOHAJIHEe MCTOpuje —
Benuke ceobe Cpba 13 1690. rogute u ogabpaHuM IpUMepuMa eBPOIICKe UCTOpHje
YMETHOCTY — 3allUTa/IM CMO Ce KaKaB je laHac OfJHOC IpeMa ceobaMa, MUI'PaHTH-
Ma U BUXOBMM CyROMHaMa y BpeMe MUTPaHTCKe Kpu3e Apyre feueHuje XXI Beka.
360r yera je y aKkTye/THOM TPEHYTKY OfHOC IIpeMa MUTpaliijaMa TOINKO HeTaTHBaH

Kajg HacC INpOoIIJIOCT 1 YMETHOCT JIEMaHTyjy. MCTOBpeMeHO, 3aIllnTaanm CMO CE€ KakKo



CaBpeMEHM YMETHUIM Pearyjy Ha OBy TeMY, KaKBe IIOPYKe HaM IIPYXKajy CBOjUM Jie-
JIMMa U KOja IATakbha HaM IOCTaB/bajy CBOjUM MHTEPIIPETalljaMa TeME.

IpencraBpajyhu oBe pasnuunTe yriose jefHor ucror peHoMeHa, 6aBehn ce
MUTpalyjaMa y YMETHOCTU ¥ yMeTHoIhy MMUIpaljija IOHYAVIIN CMO pasindnTe
OATOBOpE U IPUMeEPE Al CaMO jeJHY HEYIUTHY JAaTOCT — CBM CMO MU MUTPAHTH
jep KpeTama je ogyBek 6mo u 6uhe. Ha HaMa Kao akTepuMa CaBpeMEHOT TPEHYT-
Ka je la UX IPUXBATUMO, OXpabpuMO, IOAP>KUMO U U3 BUX U3ByYeMO Hajoobe 3a
APYUITBA Y KOjUMa XMBUMO, TEPUTOPUjE KOje Hace/baBaMO U TPEHYTaK y UCTOPUjU
koju femumo. KoHauHO, MOXKeMO 1 [ia ce 3aIMTaMo LITa he aKTyelHa yMeTHMYKA
npakca npeHery 6ynyhuM reHepalujama o HaMa Kao CBeJlOLIMMa BeTMKNUX MUTpa-
uja cBora goba?

Y 4yTaBOM OBOM IIpOIlECy NpPEMCHUTUBAKA TeMe MUTpPalMja 3aHMMA-
JI0 Hac je Kako Ha Wy INefajy fpyre ctpyke. Ha tememuma pobpe capapme ca
®unosodpckum pakynrerom y HoBom Capy, mossanu cMo Tpu mpodecopa: UCTOpU-
yapa bpanka bennnna, connonora Anekceja Kuujyxaca u TeopeTndapa KimbJ>KeB-
HocTu Bragumupa I'BosfieHa fja 6ymy ieo oBor IpojeKTa 1 JOIpuHecy GopMUpamy
LIeJIOBUTIj€ C/IMKE O 0BOj aKTye/nHoj TeMu. CBaKyM off BUX je yKa3ao Ha TyMayema
ca TosNIMja CBOje CTPyKe, CBOjUX MHTEpeCOBama U JIMYHOT JOXKUB/baja GeHoMe-
Ha murpanuja. Ilorneny ca cTpaHe JOIPMHEO je UCTOpUYAP YMETHOCTU ca Manre
Canppo Jle60oHO, Koju je yjeHO OM0 M CTPYYHM CaBeTHMK Ha IIPOjeKTYy.

Y3 BUXOBE TEKCTOBE ITYO/IMKALVjy YMHE X TeKCTOBU TPU KYCTOCa/KOH3epBa-
topa 'anepuje Maruie cprcke: Mmp [lanuna Bykcanosuha, JIyke Kynuha u Jenene
Ormanosuh. Janmno BykcaHoBuh y cBOM TeKCTy pasMaTpa MCTOpHjaT HAaCTaHKa,
[PYLITBEHY y/Iory 1 aMbneMaTcKy cuM6onuky cniuke Ceoba Cpoa Ilaje Jopanosuha
Kao jefMHCTBEHY HAaIMOHAJTHY MKOHY. JeneHa OrmwaHoBuh 6aBu ce ca Tpu oga-
OpaHa cly4yaja yMETHUKA-MUTPAHTa VCTOPUjCKUX €I0oXa KPO3 aHaIM3y HBUXOBUX
jemMMHCTBEHUX CY[OMHA U JOIPUHOCA UCTOPMjU eBpoIcKe yMeTHOCTH. En I'pexo,
Buke Jlebpen u Mapk [llaran Tpu cy npuMepa pasnuunTUX pas3jiora MUIpupama u
pasnumuntux nocrurayha murpupamem. Jlyka Kymmnh cBojy makmy ycMepasa Ha
CaBpeMeHy yMETHOCT, TeMe, IIMTamba M OITOBOPE KOji HyJe aKTyelHa YMeTHMYKA
ClleHa ¥ YMETHMLIM Ca PasIM4UTUX eBPOICKUX TePUTOPHja Y Pa3HOBPCHUM 00MINU-

ouMa n3paxanarba.
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Mu, MUrpaHTu?
Ob6pacum 1 y3poumu JbyaCcKUX
MUIrpaLMja Kao BEJIMKOI CKOKa yHanpez,

Hp Anekcej Kumjyxac, conmornor
®unosodekn paxynrer, Yuusepsurer y Hopom Capy

Because tramps like us,
Baby, we were born to run

- bpyc Cnpunrcrun, 1975.

CBu cMo My Murpantu. Y mopebemy ca ocTanuM mpuMmaruMma, MUTpanyje
OJIVIKYjY Hac, JbyZe WU CalllfjeHce, JUCTUHKTIBHO U KapaKTepUCTUYHO IIONYT Cy-
IPOTCTaB/bEHOT Na/ILA, Pa3BUjeHOT LiepeOpanHOr KOPTeKca, IIa U je3MKa M/IN YMeT-
HOCTH. V] Halll Ipero3HaT/bIBO YCIIPaBHY JBOHOXKHM XOJI HajBepOBaTHIjE je eBOIy-
upao caMo jja 6ucmo ca nmakohom npenasunyu ehe pasgasprHe y IOTpasy 3a XpaHOM
u 6maroctaem.' [la 6ucmo murpupann. Haumm Hajonvxu sxuBy pobary ganac ¢y
TPYU IIpeXKMBele BPCTe XOMUHUAA VINM YOBEKONMKIX MajMyHa: TOpuIa, IMIIaH3a
1 60H060. MehyTiM, 0Be >k1Be BpCTe OCTajie Cy OrpaHMdeHe Ha eKOCYCTeMe MM Ha
*uBoT y Appunu. C fpyre cTpaHe, 40BeK je BpeMEHOM MUTPUPAO ¥ CBaKM KYTaK
IWIaHeTe 3eMJbe, YK/bY4yjyhu Ty U McTpa>KuBauKe CTaHMIIEe HA AHTapKTUKY, I1a 4aK
" Hekonmuko nocera Mecenyy. [Tpefauke murpanuje pedekTyjy ce y HAlIMM Te/IuMa
VI TEHOMUMA, /11 ¥ y HalllMM MMC/IMMA, aciupanujaMa u ocehamuma. JegHOCTaBHO
pedeHo, bYAU CY ORYBEK OMIIN Y IOKPETY.

Jbyacka uctopuja 3amodena je y Adpuiy mpe oko 7 MUIMOHA TORMHA.
DocunHM ocTany yKasyjy M Ha TO fia ce CIOMEHYTO YCIPaBHO [pXKaibe, NBO-
HOXXHU XOf ¥IM OuItefianu3aM IO0jaBspyjy Ipe OKO 4 MUIMOHA TOfMHA, a 3HAYaj-

HUje pelaTUBHO yBehamwe BelMMYMHE JbYICKOT Tela M MO3ra IIpe OKO 2,5 MUINOHA

1

L. A. Isbell and T. P. Young, The evolution of bipedalism in hominids and reduced group size
in chimpanzees, y: Journal of Human Evolution 30 (5), 1996, 389-397.



roguHa. [lakye, IpBO CMO YCIIPaBHO U JIaTeKOCEKHIje XOfali, a TeK 3aTUM Jase-
KOBUIMje MYUC/ININ, 3aK/by4UBaI, Te CTBAPaIN TEXHOIOIU]y U YMETHOCT. Y OBOM
nepyopny Hau npepauky Homo habilis 3aniodeo je u ca nmpas/bewmeM U kopuinhewem
HIPOCTUX anaTa. Vmak, y IpBMUX IeT MM LIeCT MUIMOHA FOfjHA CBOje IIPaucTopuje
(Trpa)4oBex M /bYACKA CTAHMILTA OVMIM CY ¥ OCTA/IM OTPAHMYEHM jeYIHO Ha )KUBOT
A¢punu. Yopaso 3aTo, /byficCke MUTpaliMje IPEACTaB/bajy U CBOjeBPCHY KOTHUTYB-

HU Ka0 U UCTOPUjCKY U KY/ITYPHU 6e/IUKU CKOK YHalipeg.

Mwu, MurpanTu?

IIpBu 4oBeKOB mpepak Koju he Murpupary ussan Adpyuke HajBepoBaTHIje
je 6o Homo erectus npe oko 1,8 MuIMoHa rofiHa o 4eMy cBefode 1 Gocunm ca
ocTpBa JaBa y jyroucroynoj Asuju. Kazga je peu o EBponu, HajpaHMju IMO3HATU JO-
Kasy O IPBYUM Jby[iIMa Ha HABOJHO ,CTAPOM KOHTMHEHTY IIOTUYY Off IIpe OKO I1071a
MIINOHA TORMHA (MaKo ¢y /bynu y EBpomnu HajBepoBaTHMje OOpaBUIN U paHuje).
Ynap/pMBo je n fa mpBe MUTIPalije OBUX PAaHUX XOMMHI/A BDEMEHCKM KOMHIIIN-
Pajy ynpaBo ca pa3BojeM u yBehameM bIXOBOT MO3ra.

Mebyrtum, y nutamy Hucy 6unm canujeHcu, Beh Heke fpyre /byAcKe BpCTe,
Koje Cy JaHac, Ha>Ka/nocT, usympie.” Hajmame meBeT pasnmmumTux /byACKUX BpPCTa
XOfjasIo je miaHeToM 3eM/boM fo 1pe 300 xusbasia rofuHa, a Homo neanderthalensis
EBpomom u o mpe camo 40 xnspafa rogyaa.’ CynpoTHO IOITy/1apHOj MMarnHanyju,
VMHTEPECAHTHO je Jja Cy U OBY JbY/IN, YyBEHM HEAHJEPTA/ILM, M T€ KaKO IIOCEN0Ba/IN
KOTHUTVBHM KallaUTeT 3a CUMOONINYKO MUIUbEHE, fIa Cy UX OIJIMKOBA/Ie pasin-
4JTe eCTeTCKe IpaKce, Tj. la Cy BepOBAaTHO CTBApaly yMETHOCT.*

Hamra /wyncka Bpcta, Homo sapiens, Kao IITO je IO3HATO, Takobe je HacTa-
na y ucrouHoj Appuuu mnpe oko 200-300 xmmpaga rogyHa. OBU IIPBY aHATOMCKY
MOfiepHM JbyAu Hanymtajy A¢puky mpe oko 70-100 xupaja rogyuHa. Y IUTaBY je
6uia Hajseha Murpanuja y MCTOpuju YOBEYaHCTBA U BEpOBATHO Haj(aclMHAHTHMje
VICKYCTBO Jby/ICKE BpCTe. Jep, y IepUOJy Off CAaMO HEKONMKO JleCeTMHA X1baja To-
IMHa Jbyfcka 6mha cy ycreiHo Hacenuia rOTOBO CBe Hace/byBe 00/IacTy ITaHeTe,

aganTrpajyhu ce m Mogndukyjyhu cBoja HoBa CTAHMIITA Ca OTPOMHUM €KOTOMIKIM

2

Y. N. Harari, Sapiens. Kratka povijest covjecanstva, Fokus, Zagreb 2015.
* T.Higham et al., The timing and spatiotemporal patterning of Neanderthal disappearance, y:
Nature 512 (7514), 306-309.

* E. Seghers, A Tale of Two Species. The Origins of Art and the Neanderthal Challenge, y:

Evolutionary Studies in Imaginative Culture 2 (2), 2018, 83-102.
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U MCTOPMjCKVIM TIOC/IeyIlaMa. A HTePeCaHTHO je U fa BehyHa JaHAlIBUX T3B. 1O-
MOPOJAYKIX IIOIy/Ialyja IIoCceayje jacHa M KOH3UCTeHTHA objalliiberba 3a CBOje Ha-
CTamBalbe Y HEKOj 00/1aCTH, OFHOCHO Y CBOjIM HOBYMM JJOMOBMHAMA.

Apxeo/o3y, aHTPOIIONIO31, OMO/I03H, TeHeTUYaPY, TMHIBUCTH, UCTOPUIAPH
(yMeTHOCTHM) ¥ IPYTM HAYYHUIM FAHAC NTAXK/BMBO ¥ MYKOTPIIHO HACTOje Ja PeKOH-
CTPYUILY Taj BeMUIaHCTBEHM IOAYXBAT U ITI0OAIHY IIPOLeC, OMHOCHO Ja OfTOBOpe
Ha INUTama KakKo, Kajja U 3aIlTO CY J/bYAM YOIIITe MUTPUPAIM MO CBeTy.” Y3rpep,
TOKOM OBOT IIpolieca, canmjeHcu u3 Apuke cycpehy ce u ca JpyruMm JbyICcKUM Bp-
CTaMa, Kao HIIp. ca CHOMEHYTUM HeaHfepTanuuma y Espomnn, Bogehn u mybas u
paiti u3mebhy cebe. Jpyrum pedrma, IOCTOje HEFBOCMICIICHN JOKasy O HBUXOBOM
Mehyco6HOM yKpIITamy 1 clapuBaby (300T 4era MOfiepHY JbyI Y CBOM F€HOMY Jia-
Hac Hoce 1 3—-7 % HeaHJepTaJICKUX I'eHa),® aJli U O IIOTUCKUBAY, UCTPeO/beby MK
HaK paiiosuma XomunHuga.”

XpoHonmoruja paHuX JbYICKMX MUTPaliMja, OTKPUBEHA JeTa/bHOM aHAIN30M
AUCTpuOyLMje T3B. MMUTOXOHIPMjaTHUX XaIUIOTpyHa, yIyhyje Ha 4nmbeHUIy fia ce
»HAIIN" calMjeHcy TOTOBO OfIMAaX IIVpe MIU MUrpupajy mmpom Adpuxe. Ha npnu-
Mep, HeKM Off HajCTapujuX JbYICKMX OcTaTaka OTKpuBeHu cy 2007. roguHe y jaHa-
mwpeM Mapoky, nogame of npsobutHor Epenckor Bpra TansaHuje u ETnonuje.
VMaxo Hay4HUIY jOII YBeK paclpaB/bajy O NPELU3HUM AaTyMMMa (fBe XMUIIOTe3e
HasuBajy ce® Msean Appuxe 1 u Mszean Appuke 2), MOlepHM Jby Y HajBepOBaTHMje
Hanymrajy AQpuKy M Hajipe HPUCTIDKY Ha Bimckm MCTOK (HaHAalumM JeMeH M
[TanectuHy), OGHOCHO Ha ApabijcKo HOMyoCTpBO Ipe oko 125.000 roguna.’

C mpyre cTpaHe, y jyny 2019. ropuHe apXeoo3yu U aHTPOIONO3M Y jelHO]
nehwuy Ha jyry I'puxe (mehmua Anmpmuma) usriaena ga oTKpuBajy ocrarke Homo
sapiensa Koju ¢y crapy 4ak oko 210.000 roguHa.'® Cse To ynyhyje Ha 3ak/by4ak fa

ce JbY[ICKM MUT'paHTH 13 Adpuke Moxxza 1ojassbyjy y EBpornn u oko 150 Mynenujy-

> K.S. Coates, Peopling the Earth. The Greatest Migration, y: K. S. Coates (ed.), A Global History
of Indigenous Peoples, London 2004, 25-41.

¢ K. Lohse, L. A. F. Frantz, Neandertal Admixture in Eurasia Confirmed by Maximum-
Likelihood Analysis of Three Genomes, y: Genetics 196 (4), 2014, 1241-1251.

7 L. H. Keeley, War Before Civilization. The Myth of the Peaceful Savage, New York/Oxford 1996.

8 T. M. Smith et al., Earliest evidence of modern human life history in North African early
Homo sapiens, y: Proceedings of the National Academy of Sciences of the United States of America
104 (15), 2007, 6128-6133.

° 8. Lopez, L. van Dorp, G. Hellenthal, Human Dispersal Out of Africa, y: A Lasting Debate.
Evolutionary Bioinformatics 11 (S2), 2016, 57-68.

1o K. Harvati et al., Apidima Cave fossils provide earliest evidence of Homo sapiens in Eurasia,
y: Nature 571 (7766), 2019, 500-504.



Ma #ipe HEro IITO CMO TO paHuje MUCIMIK (a mTo je oko 45.000 roguHe npe HOBe
epe). PaHTAaCTUYHO IIyTOBame JbY[CKe BPCTe He IpecTaje fa usHeHabyje u oHO je
(bacIMHAHTHO KOJMKO U Y30YZA/BUBO.

Hakon Adpuke, bryckor ucroka u jyra EBporne, canmjescu ce 3aTuM Iomako
u onpesHo kpehy gy obana ganaume VMuguje u jyroucroune Asuje (Vngouesuje),
Te fonase u Ko Ayctpanuje npe oko 50.000 roguHa. [Ipyru Kpak canyujeHCOBUX MU-
rpaunja xpabpo xopaua yMHoroMme xnagaujom Esporom u Pycujom, npuctmxyhn
mo Cubupa npe oko 40.000 ropuHa. bunu cy To nerenpapHu'! KpomaroHuu, Koju cy
YCIYT OTKpMBaAyU U IpBe OYHAe U ppuokuaepe: muBemwe ofiehe off >XMBOTUCKOT
Kp3Ha 1 9yBarbe XpaHe y Jiefy.

Hajsan, nBe AMepuke, Koje Cy HECYyMIBMBO IOC/IE/Ib€ Hace/beHEe U3 O9MUIIE]-
HOT pasjiora reorpadckmux npemnpeka. YIpKOC TOMe, /bYAU ¥ MUrpaHTK JlefeHOr
moba rpapyanHo mpenase tajga saneheHu Bepunros mopeys msmeby Kamuarke
u Aspacke, Te Hace/baBajy MIN OJUCTUHCKY ,,0TKPUBajy AMepuKy“ jouI mpe oKo
14.000 roguua. CaMO HEKOIMKO XI/bafia TO[/HA KaCHM]je IPUCTIVDKY U CBE O CAMOT
jyra kontuHenTa unu OrmeHe 3eM/be — jy>KHOT Kpaja Yunea u ApreHTuHe, IIpe OKo

11.000 roguHa.

Fhda Tl G T
Laan-Ra l

Mnpemwe Homo sapiens-a

KonauHo, Beuto nsrpabennm xanyuma u 3agusipyjyhum ymehem naBura-
uuje, opBaxHu byau u3 I[lonmuesuje oko 1200. roguHe HOBE epe MUTPUPAjy YaK I
Ha YCKplIbha OCTPBa, MM Ha Taj cBojeBpcHMU [lyiiak ceeitia. [loba ,,BeMKUX MUTrpa-

nuja“ je u cMMOOMIMYKM OKOHYAHO, IIOLITO CY Tafja Hace/beHa cBa Beha pmocTynHa

11

P. Pavlov, J. I. Svendsen, S. Indrelid, Human presence in the European Arctic nearly 40,000
years ago, y: Nature 413 (6851), 2001, 64-67.
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reorpadcka noppydja Ha mwianety 3empn.'? To ject, cammjeHc je Hacelnuo rOTOBO
CBe ILTO Ce II0 CBeTy HacenmuTyu Moro. [la mu oHja 3ancta usHeHabyje mro cy oBu
MUTPAHTH Ha YCKPIIBMM OCTPBUMA OVIV IIOAVIJIN CBOje BeTMYaHCTBEHE KaMeHe I
aHTPOIIOKUJIHE CKY/IIITYPe, OGHOCHO Moau?

M EBporpanum he yb6p3o HaKOH OBOT IIONMHEXAHCKOI Hace/baBamba
YcKpmIBUX OCTpBa MOKPEHYTU €60j HOBM M KPYIIHM MUTPATOPHU Tasac, y T3B.
noby Bemukux reorpadcknux orkpuha kpajem XV Beka. Cmarpa ce fa je usmehy
1492. n 1820. roguue oko 2,6 MunnoHa Espornbana Murpupano y AMepUKy y Tpu
tanaca wim ¢ase.” 3atum je y XIX Beky ycnenuo HapegHU MUT'PATOPHMU Tajaac U
CBOjeBpCHa ,aMepuyuka rposunua’, te usmeby 1846. n 1940. roguse oko 55 Munu-
oHa EBpomn/bana murpupano mpexko ATmaHTuka, maxoMm y CjenumeHe [Ip>xaBe u
Jy>xxny Amepuxy. [locToje 1 cBefjlo9aHCTBa O YMTAaBUM CENMMa KOja Cy TaJja OCTajaia
ucnpaxmweHa. CaMo ca TepuTopuje HeKajalime AycTpoyrapcke y nepuogy 1880-
1940. roguHe y AMEpUKY je y IOTpas3u 3a 60/BMM >KMBOTOM OTHIIIO OKO 5 MUJINU-
oHa Jpyau (7-8 % yKyIHe IOIyIanMje), MaXOM M3 CUPOMALIHMjUX fiefioBa JBojHe
MoHapxmje monyT [amnnmje n jy>xHe Yrapcke u/unm Bojsopmue.* Jlakie, TOKOM
HOCTIefEbeT BEIMKOT Tanaca MOAEPHUX MUTrpatiyja, Eépoiimpanu cy OUmm T Koju Cy
6e/10CBeTCKY MUTPAHTH.

HapasHo, u mpe foba rmo6aaHux Murpanuja 1 mporeca T3B. KOIymOoscke
pasmere IOIIyIaLMja, TEXHONOIja U (IO/BOIPUBPENHNUX) KYATYPa,"” mocTojane cy
n MHore gpyre. Ha npumep, cpenmoBekoBHy EBponybany 1mosHajy u mepuoy T3B.
BenuKke ceobe Hapozna usameby IV u VIII Beka, kao goba MacoOBHMX Murpanmja Ha-
KOH IIajja 3amaJHOT PMMCKOT IJapCTBa U Ca HOfljeHaKO JJaleKOCEXHUM IOCTe -
IJaMa IO eBPOIICKY U CBeTcKy mcropujy. Takobe, o VII Beka apalcka IleMeHa
npepsohena MyxaMeioM U BeroBUM HacleJHUIMMA LIVPe UCIAM U CBOjY KYITy-
Py IIyTeM BOjHUX OCBajama ¥ TPrOBUHE, Te MUIPUPAjy cBe fo lllnanuje Ha 3amany,
te Tlepcuje u Vinpnje Ha cpenmwem nctoxy EBpoasuje. Takobe, jour op II Bexa mpe

HOBe epe na cBe 1o X VIII Beka HOBe epe BeoMa 3Ha4ajHe TPTOBMHCKE, TEXHOJOILKE

2° W. H. McNeill, Human migration in historical perspective, y: Population and Development

Review 10 (1), 1984, 1-18.

3 1. Altman, J. Horn (eds.), To make America. European emigration in the early modern period,
Berkeley/Los Angeles, 1991.

4 T . Zahra, The Great Departure. Mass Migration from Eastern Europe and the Making of the
Free World, New York, 2016.

> A. W. Crosby, The Columbian Exchange. Biological and Cultural Consequences of 1492, 30th
Anniversary Edition, Westport 2003.



U KyNTypHE pasMeHe OI/INKYjy MUTpanuje CTaHOBHMKA EBpoasuje myx 13B. IIyTa
ceme.' Hajsanm, kao mTo je BepoBaTHO mosHato, y VII um VIII Beky u cnoBen-
CKa IUIeMEHa U3 LieHTpanHe EBpone MacOBHO MUTPUPajy Ka MCTOKY M jyTy, Ia U
bankanckoM omyocTpBy, ONHOCHO Ka OBMM IIPOCTOpUMA. VI MM CMO yMHOTOME I10-

TOMIM OBUX MUI'PaHaTa.

3aluTo Jbyau Murpumpajy?

Hajsehu MurpanTu y 5xuBoM cBeTy 61K Cy canujeHcu. A Hajehu Murpan-
i Meby canujencuma HajsepoBatHuje cy 6unm EBpompanu. ITocraBma ce meby-
TUM NUTAkbE 3a14il0 YOIILITE JOIA3K O MUTPATOPHUX IIPOLIECa JbY/ICKE JKUBOTUIbE,
OJHOCHO — 3aWiilio /bygu muipupajy. Y HajONIITHjeM CMUCIY, Jby/ICKa UCTOpMja 3a-
HOYMIbe CBOj y3/1eT npe oko 50-70.000 roguHa y peHOMeHY Koju 61orIor, reorpag un
anTpononor Ilapen Tajmony HasuBa Besnuku ckok yHatipeg, a IOIyTapHU UCTOPU-
vap u ny6oaunucta Jysan Hoje Xapapu KoinuimtiueHom pesonyuujom.” Obusbe apTe-
(akara 13 OBOT IlepuOfa, IO YT HIIP. CTAHAAPAU30BAHUX /IaTKM Off KaMeHa, IIPBOT
CayyBaHOI HAKNUTA, a/IM M UCTUHCKMX YMETHUYKUX Jle/a, IPOHAIa3e Ce Y MUCTOYHO]
Adpunu, Ha BrvickoM ncToky n 'y jyroucrodnoj EBponn niu - xop Hac.

HajsepoBaTHuje Clly4ajHOM Ir€éHETCKOM MYTALlMjOM, Y ICTO BpEMe JOIasy U
IO pasBOja KOMIUIEKCHUjeT jesuka. OBoO je /pynuma omoryhmmo HampenHuje Ia-
HYpame U pelllaBame NpobeMa, Kao U CI0XKeHN]y APYIITBEeHY OpraHU3aLMNjy, Ofi-
HOCHO (opMupame rpyma ofi oko 150 wiaHosa.'t OBe eBONyLNMOHE M KOTHUTVBHE
npoMeHe oMoryhmie cy kako Kpeupame QuKLMje ¥ MUTOBA, TaKO M Tpadapeme.”
Huxana Hehemo 6uTH cUIypHM 3aIlTO CY TAYHO CAIlMjeHCY HANyCTUIN AQpUKy —
BEPOBATHO je y MUTamwy 6uma ockyauua /v ypehana morpeba sa pecypcuma 1mo-
IyT XpaHe — ajy Kajia Cy J/by[y jefHOM MOIIM Jla KOMYHMIMPAjy OBe pobieMe u
Ia IIAHMPAjy BUXOBO pelllaBalbe, MHOTY Off IbUX IPOLIebyjy 1a HallyLITakbe JoTa-
JAIlBUX CTAaHUIITA, YIPKOC nIpaTehuM pusunyma u pactyhoj HeM3BeCHOCTH, MOXe

OOHETU N 3HaqajHe €BOJIYLIVIOHE, NPYHWTBEHE U INYHE IPEAHOCTH.

!¢ P. Frankopan, The Silk Roads. A New History of the World. London 2015.

17 ]. Diamond, The World Until Yesterday. What Can We Learn From Traditional Societies?
London 2004, 34; Bugu u: Y. N. Harari, nas. geno.

8 R. I. M. Dunbar, Neocortex size as a constraint on group size in primates, y: Journal of

Human Evolution 22 (6), 1992, 469-493.
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M. Skori¢, A. Bilinovi¢ Rajadi¢, A. Kisjuhas, Small Talk Grooming. Social and Evolutionary
Functions of Gossip, y: Anthropos 114 (2), 2019, 481-488.
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3aHMMIBUBO je U Jia ce 0Baj Benuku ckoxk yHatipeg BpeMeHCKU MOAyAapuo ca
IPBUM JOKa3aHUM LIMPEHLEM JbY/IM HAKOH MUTpUpama y EBpoasujy. ¥ nuramy je
61o murparopHu jonasak y Aycrpanujy u Ha HoBy I'BuHejy, 3a miTa ce Besyje n
HajpaHMja MO3HaTa YHOTpeba IIOBI/IA MU OPOIOBA Y J/bY[CKOj MCTOPU)IL. Jep, TeK
uynrtabux 30.000 rogyHa KacHMje IIOCTOje MOy3JaHM JOKa3y O IJIOBM/IMMA Y IPYTUM
Iie/IOBMMA CBeTa, 1 To 6amr Ha MepuTepaHny. 3a uctopudapa Xapapuja, 0Bo Hen3Be-
CHO IIyTOBawbe IPBUX JBYAN Y AycTpanujy 610 je jemaH of HajpaxHMjuX morabaja
Yy CBETCKOj MCTOpUjU, PaBaH YOBEKOBOM CIyLITalmy Ha Mecel, MOWTO Cy J/byAu
Tajja IO NPBYU YT HamycTuiu appoasujcku ekocucrem.” [Ipyrum peumma, 40BeK
KOTHUTHBHE PeBOMyIIMje IMAo je caBpeMeHe CKe/leTe, Ha[MONHO opyXKje, HallpefHa
IUIOBUJIA, pa3BljeHe IPYLITBEHe MpeXKe, Te BeMNYaHCTBEHO MehMHCKo cIMKapcTBo,
kao Hnp. y nehunu Jlacko. OBU OMKOBY M KOBY HACIMKAHY Y IPUPOSHOj BeIUYU-
HI HECYMIbMBO MMIIIMIIMPA]jy [ia Cy BUXOBU TBOPLIM, IO CBOM HaYyMHY MUII/bEba
HOfIje[IHAKO Kao ¥ 10 CBOjMM TeIMMa, OM/IY CIMYHY HaMa.

VicroBpeMeHo, yIipaBo Cy /byJiCKa Te/la Ta KOja OTKPMBajy Hallly MUTPaTOPHY
IPOILIOCT, a/I¥ ¥ YHUBEP3alIHY /bYACKY CKIOHOCT Ka murpanujama.”’ Hakon more-
KynapHe peBonyluje 1980-ux roguHa u Manupama /byAckor resoma (2003), omo-
ryheHu cy noyspasu nogauy 3a aHaausy murpanuja Homo sapiensa. C Tum y Besu,
JlaHAC Ce TOBOPU U O IeHeTiCKUM 8apujayujama Kao y3pouuma by JCKUX MUTpanuja,
a moceOHO o BapujanujaMa y n3pecHoM D4 nomamuuckoM penenropy.”? [Tpema tum
Hay4YHUM UCTPAXXMBabNUMa, OHE MHAVBUAYE KOje MUTPUPAjy NIPUKA3Yjy U Pa3In-
4ITe FeHeTCKe KapaKTepucTuke Ha oBoM (DRD4) pementopy, 6ap y nopehemy ca
panmje cemeHTapHUM ocobama. MoKfla ce OHfIa y3pouM JbY[ACKMX MUTpaliuja u
KpMjy Y Hallloj TeHEeTULIM, aKO He U Y T3B. ,MUTPALIMjCKOM FeHy ?* Yarpep, Ha oBa
IyTOBama HUKafla HUcMo unum camu. O obpaciuMa paHKX /BYyACKUX MUTpaLuja
Hay4YHMIM JaHaC 3aK/by4Yyjy 4aK M Ha OCHOBY JieTa/bHe aHa/Iy3e IoNyIanuje 6aKkTe-

p¥ja Koje M3a3uBajy XpOHMYHU racTpuTuc u yup xenyua (Helicobacter pylori) xop

20 Y. N. Harari, Has. geno, 81.

2 P. Hunter, The genetics of human migrations, y: EMBO Reports 15 (10), 2014, 1019-1022.

2 C.Chen, M. Burton, E. Greenberger, ]. Dmitrieva, Population Migration and the Variation of
Dopamine D4 Receptor (DRD4) Allele Frequencies Around the Globe, y: Evolution and Human Behavior
20 (5), 1999, 309-324.

# E. Wang, The genetic architecture of selection at the human dopamine receptor D4 (DRD4)
gene locus, y: American Journal of Human Genetics 74 (5): 2004, 931-944.



JBYLU, Y KOje CY, OUUIJIETHO, OfyBEK OVle IpeBHY NPaTHOLY /byACkuX 61ha u mu-
XOBMX yTpoba.**

C TuM y Be3y MUTpaljije ce OYMTaBajy U y HAIIOj pefadKoj, /i U caBpe-
MEHOj MICXpaHM Ka0 OMHUBOPA VM CBaIITOjefia (HeOOMIHO CKIOHMX MPOTeMHNMA
JKMBOTHUICKOT ITOPEKIa), @ Ha KOjy yKasyjy 1 061MK 3y6a u mpoOaBHOT CCTeMa 4O-
BeKa, anu U ofpebenn KynTypHU cuMOOIN U HOpMe.” JefHOCTaBHO PEYEeHO, by AN
CY Y CBOjOj €BOMYLIVIOHOj MCTOPHju OMI IPUMOPAHU [ Wipaiajy 3a XpaHom y CBOM
OKPY>emby. A IIOLITO je U IBJXOB IJIEH MaX0oM 6110 IIPOCTOPHO IIOKPET/BbUB, OBO je 3a
HOCTIe[UIY MMAJIO ¥ IIPOCTOPHO LIVpelbe, IPOMEHY CTAHMUINTA, OGHOCHO IOTpary
3a HOBUM eKocucremuma Meby byanma-MurpanTuma.

IIcuxomosy ce TOBOJOM MMIPAaTOPHOT MOHANIAKkA WMHAMBUAYA HEpPETKO
ycpencpebyjy Ha ofpebene craBoBe, BpeHOCTH U Ieplieluje, anu 1 Ha ofpehene
TUIIOBE M/ KapaKTePUCTUKe TMYHOCTY Kao HaBOAHe y3poke murpanuja.’® Mebhy
BMMa Ce M3/Bajajy AMMeHsYje TMYHOCTY HONYT HIIp. oTpebe 3a nocTurHyhem, mo-
Tpare 3a HOBUM, IIpey3MMamba pU3NKa, eKCTpaBep3yje, OTBOPEHOCTU Ka MCKYCTBY
u ToMe cnmdHo.” HapaBHO, IICMX0/MO3M PasIMYUTUX TEOPUjCKUX M UICONOMKIX
HepCIeKTUBA [eTa/bHO M3ydaBajy M ICUXONOLIKA MCKYCTBA MUTPaHATa, HIXOBO
(He)3amOBO/BCTBO XKUBOTOM, MEHTATHO 3[jpaBjbe, peakliije Ha pasiudnuTe KyaTyp-
He CTpecope y HOBOM OKpyxemwy UTH.?* MehyTuMm, nurame je ma nu 3aucra (Moxe
Ia) MOCTOjU ,MUTPAHTCKA IMYHOCT  (OAIll Kao M ,,MUIPALIMjCKU TeH"), WU je Y Iu-
Tamy [10jeJHOCTaB/bMBalbe, O HOCHO CBOjeBPCHA OaHanM3alyja.

Hajsan, conmonosu cy HayYHUIV KOju MUTpalije He IOCMAaTpajy Kao MHAU-
BUAyanHy, Beh Kao ApylmITBeHN 4MH MamM GpeHoMeH. YMecTo ycpencpehnuBama Ha
HIIp. IMYHY ONJIYKy MUTpaHarTa fa /U Ja OCTaHy WIM OfY, COLVOJIOruja ce 6aBu
MUTPAaTOPHUM TOKOBMMA U YMTAaBMM Homynanujama. Kao u puryanHum uHTEpak-
nujama usMeby MMIpaHTCKe M HEeMUTPaHTCKe IIOIIyIalMje Koje MOTY pe3ylTupa-

TU Y APYLITBEHUM CYKOOMMa, aiy M Y HOBUM ¥ KpeaTUBHUM Mpejama.”’ Jour cy

** D. Falush et al., Traces of Human Migrations in Helicobacter pylori Populations, y: Science

299 (5612), 2003, 1582-1585.

* N. Fiddes, Meso: Prirodni simbol, Zagreb 2004.

26 J. T. Fawcett, Migration psychology. New behavioral models, y: Population and Environment
8 (1/2), 1985, 5-14.

¥ M. Jokela, Personality predicts migration within and between U.S. states, y: Journal of
Research in Personality 43 (1), 2009, 79-83.

2 M. Y. Hernandez, Psychological theories of immigration, y: Journal of Human Behavior in
the Social Environment 19 (6), 2009, 713-729.
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A. Kigjuhas, Ideje, sukobi i rituali. Integrisana teorijska sociologija Rendala Kolinsa, Novi
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COLIMOJIONIKY K1acuuy nonyT I'eopra 3uMeria y KOHTEKCTY COLMONOTHje IPOCTOPa
HyCcaayu O JpyILITBeHOM THny ,,CTpaHua“ Kao ocobu koja ,jobhe maHac, U ocTaHe
cyrpa“’*® Haume, crpanan (v MUIPaHT) jecTe eleMeHT caMe I'pyIle, MaKo Huje y
HOTIYHOCTH IeH Ieo. V yIpaBo 3aTo My je pyLITBEHO HOZe/beHa YIora KOjy HUKO
LPYTU y Tpyny He Moxke Aa urpa. OH WM OHA IOCEeRYjy 06jeKTUBHY CTaB Y Be3N ca
IPYIITBEHUM HMUTabMMa, 0c00a je off moBepewma 1 ocoba ca MHoro Behom mupM-
BUJIya/IHOM ayTOHOMUjOM.” VI y TOM CMUCITy, MUI'PaHTV HEPEeTKO jecy MH/IUBUJye

KOje O[IMKYje I MEHTA/IHI U JPYLITBEHN CKOK yHAIIPeS.

Mwurpauuje, 4pyLLITBO U Jbyan

IMonmynucTuykKa ¥ aHTUMUIPAHTCKA PACIIONOXea Cy Y IOPACTy ¥ caBpeMe-
HUM U pasBujeHuM ApymTBMMa EBpome n AMmepuke Kao crenuduyuHa KyITypHa
opMasfia mpema Tekyhoj rmobamusanyju.’? PacusaM npema MMuUTpaHTUMA je 6110
opnyuyjyhu umHuman Ha nmpepcenHm4kuM usbopyuma y Cjenumenum [p>xaBama
2016. ropuHe, YyaK ¥ Kaja ce MCK/byde WIM KOHTPOJIMINY OcCTaje Bapujadie.”
[Iutame uMuUrpanuje 61Io je K/By4HO 3a 4ak 87 % riaacava Jonanga Tpamma u Ha
npencegHNYKUM nsbopuma tokom 2020. rogune.** TpaMIOBK eKCIUTMLIUTHY [TO3U-
BU Ha PAacHO U €THMYKO He3aOBO/bCTBO OVMIN CY T KOji CY HeroBOj MOMUTULY U
JMYHOCTHM IPUBYK/IM MHOTEe aMepyuke Oejie pagHMKe, Ka0 U Majle U Cpefibe Ipe-
nysetHuke.” TpamnoBy mobeny 2016. Huje Moryhe o6jacHUTM jeAMHO I'yOUTKOM
oBepema rpahaHa y monuTuky nian feMoKkpatujy, Beh ynpaBo pacucTUYKUM U aH-

TUMUTpaHTCKuM ocehamuma.*® C THM y Be3), ¥ HajsHa4ajHIja KOMIIOHEHTA HheroBe

30 M. Skorié, A. Ki$juhas, J. Skori¢, “Excursus on the stranger” in the context of Simmel’s

sociology of space, y: Socioldgia - Slovak Sociological Review 45 (6), 2013, 589-602.

3 G. Simmel (a.), A. J. Blasi, A. K. Jacobs, and M. Kanjirathinkal (eds.), Sociology. Inquiries
into the Construction of Social Forms, Leiden/Boston 2009.

3 P. Norris and R. Inglehart, Cultural Backlash. Trump, Brexit, and Authoritarian Populism,
Cambridge 2019.

3 N. Lajevardi, M. Abrajano, How Negative Sentiment toward Muslim Americans Predicts
Support for Trump in the 2016 Presidential Election, y: The Journal of Politics 81 (1), 2019, 296-302.

3 https://www.npr.org/2020/11/03/929478378/understanding-the-2020-electorate-ap-
votecast-survey

*  A. Abramowitz, J. McCoy, United States: Racial Resentment, Negative Partisanship, and
Polarization in Trump’s America, y: The Annals of the American Academy of Political and Social Science
681 (1), 2018, 137-156.

% M. Hooghe and R. Dassonneville, Explaining the Trump Vote: The Effect of Racist Resentment
and Anti-Immigrant Sentiments, y: PS: Political Science & Politics 51 (3), 2018, 528-534.



KOMYHUKaluje (Ha TBurepy) jecTe eTHOHal|MOHA/IN3aM, Te HapaTuB o 6enoj Behu-
HIU KO0jOj IIpeTe IpyIle HeMOPATHMX ayTcajiepa, MUrpaHarta MK cTpaHana.”’

Y nmuTamy je 6MI0 M LIEHTPATHO COLMONOMUTUYKO MUTake Ha TOTOBO CBUM
HemaBHNUM n3bopuma y EBpony, monyt npencenunyukux y ®paniryckoj (2017) nnn
napraMeHTapHuX mn3bopa y Hemaukoj (2017) m Wranuju (2018). ¥V ycmony cy u
eKCTpeMHe JleCHIYapcKe MOMUTIYKe IIapTHje KOjiMa je MMUTpaluja Takohe OCHOB-
Ha coyumomnonutryka Tema: AfD y Hemauxoj, Jlura y Vtanuju, Haunonanuu cases
(6uBin ®ponT) Y Opannyckoj, Cnrobomapcke mapruje y Aycrpuju v XonaHauju,
Bnagajyhu ®upec y Mabapckoj nta. Tome monpuHoce 1 Kpajibe MCKPUB/bEHE IIep-
nennyje rpabana o MurpanujaMa, Kao ¥ 0 TAYHOM Y/IelTy MUTPAaHTCKe TIONy/IalLuje
y BUX0BUM Ap>kaBama.’® Ha npumep, rpabanu Cjegumenux [p>xaBa TBpAUIN Cy Aa
4akK 33 % mBUXOBOT CTAHOBHMINTBA YMHE MMUTPAHTH, JOK j€ CTBapaH yjeo oko 14 %.
I'pabanu @paniycke n Hemauke cmatpanu cy #a je oBaj yaeo 26 % (cTBapaH 6poj je
12 %), a rpabanu Cp6buje 22 % (cTBapaH 6poj je Tex 6 %).”

WM saro, cMaTpaMoO fa MMa M3BeCHE COLMONONUTUYKE MPOHUje Y IPUPOJ-
HOj ¥ MICTOPMjCKOj YMIEHUIM fla je YOBeK HacTao y Adpuum, Kao u ja je ympa-
Bo u3 A¢puke murpupao y Espomny, Asujy, Aycrpanujy u Amepuxy. " fa cy ra 'y
EBpoasuju, Kao golbaka I gohola, fouexasne fpyre byACKe BPCTe, a ca KojuMa
je BopuO 1 jbybaB M paT. 3aTUM, ynpaso EBpomspanu cy, kopucrehn Hacuspe anu u
HayKy U KYATYPY, Y aHTMYKOM 00y MHTEH3MBHO MUTPMpanu 1o MeaurepaHy, cse
no Ilepcuje u Mupuje, Te fo Bpuranckmux ocrpsa u 06/1acTU Hace/beHUX IepPMaH-
CKMM ,,BapBapuma‘“ mpeko JlyHasa u Pajue. OTyza BeoMa pacTysKyje 4nmbeHNIa a
je Memutepan, Taj ayTOIyT aHTUYKe LMBU/IM3ALMje, JaHAC ITIOCTA0 CBOjeBPCHO aH-
TULVBUIN3ALMjCKO Ipob/be 3a MUTPAHTe Ha HajHOBUjeM IIyTy Ka EBporn.*

Jep, Kao wITO je 610 HaBeJeHO, U CPefIbY BEK OJIMKY)y T3B. BelnKe ceobe
Hapopa, ok HoBu Bek mim MopepHo 1o6a 3amodnmse T3B. BETMKUM IeorpadcKuM
orkpuhuma unm ceobama koje cy (6ue) nocrase npexkookeancke. Ce cy oBo 6unmn
M3Y3€THU KOpalM YHAIIpeJ, 3a Jby/ie ¥ BbJMX0Ba JPYLITBA, IIOUITO Cy CTBOPU/IM Kpe-
aTMBHe aJjaNTallyje Ha HOBAa OKPY>KeHa, Kao 1 HOBe U KpeaTUBHe mpeje 36or cy-

cpeTa ca IpYTUM KyATypaMa, IOHAIIakIMa M JICXpaHaMa. YOCTaIoM, IIpo6ajMo aa

7" R. Schertzer and E. Woods, Nationalism. The ethno-nationalist populism of Donald Trump’s
Twitter communication, y: Ethnic and Racial Studies, 2020, 1-20.

*# B. Duffy and T. Frere-Smith, Perceptions and Reality. Public Attitudes to Immigration,
London 2014.

¥ B. Dufly, The Perils of Perception. Why We’re Wrong About Nearly Everything, London 2019.

0 https://www.danas.rs/kolumna/aleksej-kisjuhas/autoput-civilizacije/
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3aMUC/IMMO CaMO e€BpOasyjcKe KyXume 6e3 OBUX TPaHCATIAHTCKUX MMUIpalyja 1
cycpera. Mranujancky Kyxumy Oe3 Iapajjajza, HeMauKy 6e3 KpOMIIMpa, WIV NHAN]-
cKy 6e3 4yIu anpyKa — a KOjU CBY IPUCTIDKY U3 AMepuKa.

Murpanuje u faHac nNpejcTaB/bajy BeIMKM KOPAK M/ CKOK YHAIIpeJ 3a Jby/l-
cKa pymrBa. Haume, oHe ce MOI'y IOCMaTpaTy ¥ KaO CBOjeBPCHU IPUPOJHM €KC-
MepMMeHT U3 BelITauKe cesleKIjuje. 3aMUCTMMO [ja MOXKEMO Jia TIOfleIMMO CTAaHOB-
HUIITBO Y HEKOj 3€MJbM Ha iBe rpy1e. [IpBy rpymy, y npoceky, 4iHe OHU /by KOjU
cy Hajmnabu, HajsgpaBuju, HajONBa>KHUjU, HAjCKIOHUjU PUBUKY, HajMap/bUBU)H,
HajaMOUI[MO3HM]j!, HajMHOBAaTMBHU)Y ¥ HajKpeaTUBHUjU MOjefuHLM!! — OK IpyTy
TPYIY YMHE CBY OCTA/IN. 3aTUM, IIPEMeCTIMO M/IV IIpecaiuMo 6all OBy IIPBY IPYILy
HajTa/IeHTOBAHM)UX Y HEKY 3eMJ/bY, IOK IpyTa IPyIa OcTaje y CBOjoj 3eM/bl pobema.
Hehe nu apymrBo y Koje cMO IIpecajyiu OHY TPyIy aMOMIIMO3HUX, OfBXXHUX 1
KpeaTVBHUX MHJVBUJYa HAIIPENOBATH, a [PYLITBO KOjeé OHYM HANYLITajy KOMIIapa-
TUBHO 3a0CTajaTi? YIpaBO MUTpalije jeCy OBaKBa CeleKTMBHA TPaHCIJIaHTalLuja
y OHOj Kpajibe peanHoj UCTopuju. MUTpaHTHU CYy OflyBeK IIpefiCTaB/bajlil U3y3eTHY
IPEJHOCT 3a HEKY JP>KaBy I JPYLITBO.

3arto He (Tpeba fa) usHeHabhyje mTo, Ha mpumep, jenHa TpehuHa cBuX ame-
puukux pobutHuka Hobenose narpasie Huje 6uma pobena y AMepuiy, OfHOCHO
fla Cy BUllle Of IOMOBMHe aMepnukux HobenoBala iy MUTpaHTH WIN Aella MU-
rpaHara. Hay4Ha mncTpakuBama Koja ocBajajy HobenoBe Harpaje 3axTeBajy yucTe
OHe OcOOMHe KOje MaXOM OIJIMKYjy yIpaBO MMUIPaHTE — OBa>KHOCT, CKJIIOHOCT
IpeysMaby PU3NKA, U3Y3eTHY Map/bMBOCT M CIIPEMHOCT Ha HAIIOpaH paji, aMOu-
IIMO3HOCT, MHOBATUBHOCT 1 KpeaTuBHOCT. CIMYHO TOME, 3a 118 roguna Ibyjopuike
¢unxapmonuje (1891-2009), yak 106 roguHa Cy HeHU IIaBHU JUPUTEHTU OUIK
murpantu. C TUM y Be3), MUTPAHTU Cy M TBOpal] NpeTpakuBada 1 KOMIIaHMUje
Google*? (Ceprej bpun), Kao 1 aKTyelTHU TeHepaJTHU U3BPLIHY JUPEKTOP OBe KOM-
nauuje (Cynpap IInyaj), ogHocHO TBOpM 1 ocHuBayu YouTube, Yahoo, PayPal un
WhatsApp. HapaBHo, murpantu cy 6unn u Ambept AjumrtajH u Hukona Tecrna,
Vpsunr Bepnus, Iloszed Iynuuep, Jlesu LlItpayc n HebpojeHN APYIH.

ITpuya o /byfCKOj BPCTHU jecTe puYa O jelHOM HeBepOBaTHOM yciexy. Kiby4
OBOT yCIleXa MM BE/IMKOT CKOKa YHaIe[, IpeficTaB/bajy yIIpaBo MUTpalje. Jep CBU
/by Ha IIaHeTH 3eMblU, ofi Ibyjopka go Yman baropa, of Ilapusa no Axpa, uin

on Hosor Capga no Hose I'BuHeje, 3ampaBo Bofie IIOPEK/IO Off jefHOT IpeTka. 1o

1 https://www.danas.rs/kolumna/aleksej-kisjuhas/migranti-dobro-dosli/

42 J. Diamond, Upheaval. How Nations Cope With Crisis and Change?, New York 2019, 340;
E. Glaeser, Triumph of the City, New York 2012, 78.



ject, ofl Maje IrpyIe OofBaKHUX ITYCTONOBA, ABAHTYPUCTA M/IM MUTpPaHaTa KOju Cy
cBojeBpeMeHO HamycTum Adpuky. VM xao mro je 6umo peun, OHM Cy HajBepoBar-
HIje Hajllpe CTUIIM Ha BiMckyu UCTOK, HEKONMMIMHA je 3aTUMM KpeHyJa ceBepo3a-
nagHo xa EBporny, a HekonuipmHa cpefqmbonucTouHo Ka Vnpuju. HeBepoBaTHO 6p30
U YCIIEITHO CTUI/IN CY U [0 AyCTpanuje, a jefaH [eo je, y 0HOj CTBApHOj 3emM/blU nega
u eaiipe, npeko Cubupa npeurao 1 y AMepuxy. O 0BOM 3ajeTHUYKOM IIOPEKIy U
(daHTaCTMYHOM NyTOBawy cBefode 1 Haum Qocwnn,* u Hama JHK.* leramu n
XPOHOJIOTHje CY MOHeKal KOH(Y3HN," a/lil OCHOBHA IIPMYa je UCTUHUTA, KOTIVKO U
Be/IMYAHCTBEHA.

Ca curypHoirhy MoXXeMO TBPANUTH U A CY /BYAY OV MUTPAHTH U IIPEe HETO
IITO Cy yonuITe HanycTuan AQpuky, unm of caMor cBor nocrauka. O Tome cBeno-
41 yIIpaBo Op3MHa ca KOjOM CYy JI0Ba4YKO-CaKyIl/bauke CKYIIHEe Hace/nue CBe KOH-
THHEHTe 3a caMo oKo 50.000 rogmua. HujemHa moMMHaHTHA )XKMBa BPCTa, OCUM MU-
KpoopraHmusaMa (IIONYT U aKTyeqHMX maToreHa SARS-CoV-2,) Huje ce pammpuia
Tako 6p30 1 TaKO Jajeko 1o cBeTy. Hamm MUrpaHTCKu Ipeny IpoOunm cy u reo-
rpadcke n knnmarcke 6apujepe 36or orkpuha Tome ofehe u Haceo6nHa koje cy UM
omoryhuie fa cCTBOpe TPOIICKY MU MIPeRaYKy MUKPOKINMY 3a CBOje KOXKe /IMILIeHe
Kp3Ha, 6e3 0031pa Ha OKOTTHOCTY OKPYXekba y KojeM ce HaCTamwyjy.*

ITpexo 95 % BpeMeHa CBOje CTBapHe MCTOpuje Kao xuBux oOmha mymm cy
JKMBE/MN Kao JIOBLM-CAaKYI/bauM. A )KMBOT JIOBalla-CaKyI/badya MPAaKTUIHO je 6110
3aCHOBAaH Ha IIPOCTOPHOj MOKPET/bUBOCTY, OHOCHO Ha — Murpanujama. Cse [0
II0jaBe IO/BONIpUBpere mpe camo oko 11.000 rogyuHa 1 Ha Kpajibe OrpaHMYEHUM
npocropyuMa nonyT MeconoTamuje, Byan ce 3anpaso Kpehy of jegHor fo mpyror
crammTa. VM oBo cy unmHnmm ynurasux 200.000 roguHa CBOT IOCTOjamba Kao 6mo-
nouke Bpcre. JIOK U paHa paTtapcka, Kao 1, HapaBHO, CTOYapcKa JpyLITBa Takobe
OJLIMIKYje BelMKa IIPOCTOPHA IIOKPET/BMBOCT WIaHOBA. BojHe M ekOHOMCKe (Tpro-
BaukKe) MUTpanuje 0ONMKYjy ¥ CyIITUHCKM 4YUHe CBETCKY MICTOPUjy — jOLI Of OT-

kpuha no/ponpuBpefie Ma cBe 10 caBpeMeHor Jjo6a.

# C. B. Stringer, P. Andrews, Genetic and fossil evidence for the origins of modern humans,
y: Science 239 (4845), 1988, 1263-1268.

# R. L. Cann, M. Stoneking, A. C. Wilson, Mitochondrial DNA and human evolution,
y: Nature 325 (6099), 1987, 31-36.

# L. Pagani et al., Genomic analysis inform on migration events during the peopling of Eurasia,
y: Nature 538 (7624), 2016, 238-242.

# W. H. McNeill, nas. geno, 1.
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Mu /pynn, Kao 61oIOLIKA U PYIITBEHA BPCTa, CTAJIHO M CTAOMIHO CMO Ce
HaceIM Ha je[JHOM MeCTy TeK HeflaBHO, FOTOBO jyde,” HacTaB/bajyhm u fame
fla IyTyjeMO M MUTPMPaMO Y IIOTpasy 3a OO/BUM >XMBOTOM U O/IaTOCTameM. Jep y
cBOjuM /06amaMa joll yBeK HOCMMO MO3roBe u3 IInencroresa niam KaMeHor fo6a.
bamr xao u y cBojuM reHommuma, nparehum 6akrepujama, y HallMM MCXpaHaMa,
TypMU3MUMa, KyITypaMa u cuMoOonmuma. MehyTum, sa pasnuky of HajOMM>KMUX HaM
pobaka momyT mmMMmmnaHsy, ca Kojuma jgenumo 98 % reHoma, Halll yCIPaBHOXO-
majyhu, ronmu wiau hocaBu npuMar Kojer Ha3MBaMO Pa3yMHUM YOBEKOM, HACENINO
je IJIaHeTY Y jeflHOj HeBepOBaTHOj aBaHTypu. Ckuilinuye ioilyili Hac poheHe cy ga
fipue, pe4eHO CTUXOBMMA MOIYTaPHOT aMepMYKOr KaHTayTopa 1 ¢punosoda bpyca

CropunrctuHa.*® Murpuparty 3Ha4m 6UTH YOBEK ¥ OUTYU YOBEK 3HAYM MUTPUPATHL.

#J. Diamond, nas. geno, 2012.
48 B. Springsteen, Born to Run, New York 2016.
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Ceobe Kao TpajHO obeniexkje

Ip bpanko bemnun, ucropuyap
dunosodcekn paxynrer, Yuusepsurer y Hopom Capy

Op uckoHa /byAu ¢y y mokperty. ITojequuny, Mamwe uny 6pojHmje 3ajenHMLe
I1a U Iie/IM HapOAy Memajy MecTo 6opaBka. Ta loMeparmba MOTy OUTH M3BefieHa HAT/IO
u 6p30, unn Teky naraHo, cronehnma. Ceobe cy TpajHo obernexje bYACKOT IOHA-
IIaka, CAMJM TUM ¥ MCTOpUje. 3arouerie Cy IIpe BUIIe MUIMOHA TOIMHA — Kajia Cy
IPBY XOMUHVHM ITIOCTEIIEHO HACENMIN pasnudnute jgenose Ilnanere — u HacTaBuIO
ce o HalIMX JaHa. EBpora je TpeHYTHO M3/10)K€HA jaKOM MUTPallIOHOM Tajacy jep
Ce y Iby Hajef[HOM C/IMBa CTOTMHE XM/baja /byau ca banckor ncroka u us CesepHe
A¢puke. Mebytum, u CTapy KOHTUHEHT je Y pasfoO/by Off CTOTMHAK TOfVHA, U3-
Meby 1820. u 1940. HamrycTuno oko 60 MUIMOHA BETOBUX XXIUTE/ba I OTUCHYJIO Ce ¥
peKooKeaHCKe 3eM/be. Kpos mcTopujy cy ce ycaBpiasaa caobpahajaa cpencTsa n
omoryhasaa ma ce 6pxe npehy Beluke pasfa/biHe U JTaKIle CaBIajajy MpUpOfHe
npenpeke. Hemro ce Huje mpoMeHMIO: CBMMa KOjU HAIYLITajy IIOCTOjOMHY 61Ia je
M OCTaja CBOjCTBeHa Hafla ja he mwuMa mam 6ap BbUXOBOM HOTOMCTBY 6UTHU 6orbe.
IlIta 3HauM ,60/me”? VI3bernmuiie Koje M3 3aBMYaja TOHE OCBajaul, PaTOBU M T/Iaf,
Hafajy ce fa he y Hajmamy pyky cauyBaTy ronm >xuBoT. OHUM KOjU JOM HAIyIITajy
CBOjeBO/BHO OYEKYjy Aa he TaMo rje cy ce 3aIyTUIU KUBETH Y CUTYPHOCTHU U Oa-
roctamwy. OfBajkajia ce cefie HayYHUIYM, YMETHULM U IPYTY TIOjeAVHIM KOjU TOCe-
ILyjy U3y3eTHe TajlleHTe, 3Hata U BelITHHe Hafajyhu ce na he nmaTu 6obe ycnose fa

ce ocTBape WM OUTY BUIIe yBa>keHNU U HarpaheHu y HOBoj cpeuHL.



OcuM Tora HITO je U3pa3uTo arpapHO oA pYyYje, 3a BojsoauHy je kapakTepu-
CTUYHO fia je 6M/Ia M OCTa/Ia M3JI0KeHa MMUTIpanujaMa. ¥ IoC/Iefba IBa MUICHI]Y-
Ma cacTaB CTAHOBHMIITBA Ce OBJle BUIIIe TyTa KOPEeHUTO n3MeHno. To camo 1o cebn
HIj€ JOBOJ/bHO BPEJHO MaKibe aKO MMaMO Y BUAY Jia Cy Ce, Kao IITO CMO ITIOMEHYIIHN,
CIIMYHY LIPOLeCK OfiBUjay U y APyruM KpajeBuma EBpome u cBeta. Mehytum, y
oBoM fieny IlaHOHMje je y pelaTMBHO KpaTKoM pas3poomy, of XVI Beka no maHac,
6110 HEKONIMKO ApaMaTMYHUX IIPOMEHAa eTHMYKe, BepCKe, jeauuKe U KYATYpHe
NpUIaZHOCTY CTAHOBHMUILUTBA.

TparoBu dYoBeKOBOT MHpUCyCTBAa Ha jyromcToky IlaHoHUje matupajy wus
cpepmer naneonnta, 70.000-50.000 roguua m. H. €. ayM TPajHO Hace/baBaibe II0-
41e TeK 0Ko 6.000 rogyHa 1. H. e. JbyAu Koju cy TOKOM HeoJIiTa Iovenu fa ce 6aBe
3eMJbOPa/IEbOM, IPUIINTOM/bABajy M OfiTajajy >KMBOTUIbE KPETa/y Cy Ce Ka KpajeBu-
Ma KOji Cy UM IIpY>Ka/IM yCaoBe 3a TO. Murpanuje cy ce HacTaBuje U TOKOM 6akap-

HOT, 6pOH3aHOT, TBO3/I€HOT 700a.

»IIpuBmadHa Moh OBMX BOjBODAaHCKMX XOpM3OHATa MOXe Ce MEPUTH jefuHO C
MarHeTU3MOM MOpcKe myuynHe. Kao ImITO MOpe HarOHM 4OBEKa [ja Cé Ma/lo OTHCHE
Ofl CKy4yeHuX obana, Tako je 1 BojBopuHa Off HajpaHUjUX BpeMeHa IpMBIA4YMIa
HEOlo/bMBOM CHAroM IIONyJalMje Hace/beHe y OpHOBUTUM, 4eCTO MaCUBHMM
obmacTuma cpepme u jyroucrouHe EBpome fma ce ciujy y meHe IJIOfjHE paBHUIE.
ITpancTopujcKoM YOBEKY CMMPEHU BOjBODaHCKM I1ej3aak MOPAo ce YMHUTHU Kao HeKa

Bpcra ob6ehaHe 3eM/be Ha K0joj ce ¢ Mano TpyAa Moxe cpehHo u cpeheno xusern.”

Ja cy maHac o6jaB/beHe Y HEKOM Off €lIeKTPOHCKUX MeJjiija OBe pedy IOo3Ha-
TOT CpIICKOT apxeonora Jparocnasa CpejoBuha HecyMBMBO 6U OOy MaXKIBY
U M3a3Bajie pas3/N4NTe KOMEHTape Ha JPYLUITBeHNM Mpe)kaMa. Yce/baBambe 13 IIa-
HIHCKUX KpajeBa y HU3Ujy TEK/IO je M joLI yBeK Tede, KajJ, BehyM KajJ cMameHUM
MHTeH3uTeToM. To MoTXpamyje OflaBHO 3arlo4eTe ¥ HellpeKMHyTe paciupase nsmeby
cTapocefenala u folbaka. I1o mpBuMa, cupoBy 1 6€304HO IIPOZOPHM TOPLITALIN
HOTUCKY]y y/byheHe 1 Map/buBe paBHUYApE, IO APYTMMa jauy ¥ CIIOCOOHMjU YHOCE
»CBEXY KPB~ OMeKIIaTMMa i TPOMUMA.

Kao HM jaHauime, HU IIpalcTOpPUjcKe MUrpanyje He Tpeba noucrosehmsa-
TH ca Haje3JaMa, OFHOCHO He Tpeba MX CBOAUTU Ha ynpoinheHo mpumoBesiame o
»OCBajaunMa Koji CMemyjy jeRHu npyre”, moasaauhyjy mim 4ak uctpebspyjy u mpo-
TepYjy 3aTedyeHO CTAaHOBHUIITBO. [JoAy1ile, 61IO je ¥ TAKBMX MHBAa3Mja a/li 4€CTO CY
ce IOII/bALIM Hace/baBa/Iy MIOCTEIIEHO, Y MabUM I'PyllaMa I TeK ITOCIIe AY>KeT BpeMe-
Ha OpojeM IpeMalIiIu CTapocefieolie — Y CBAKOM CIy4ajy MeIlajiyi Cy ce ca BIMa.

Apxeonomky Hanmasy u3 OPOH3aHOT M I'BO3JEHOr H0o0a MOTY ce Mambe VU BUIIEe
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HOY3/1aHO [OBECTU Y Be3y (He M CacBMM IOMCTOBETUTHU) Ca JAYKUM, VIIMPCKUM,
KeITCKMM IIJIEMEHMMA, YMja Cy MMeHa JOoIpJIa 10 Hac IIPeKo Je/la CTapyX Mycala.

PumMcko ocBajame 0BUX KpajeBa IIOYEJIO je KpajeM CTape U IIOYeTKOM HOBe
epe M TaKo Cy OHM focrieny y chepy pasBujeHe aHTUYKe LMBMUIN3anuje. PuMipann
cy ce Hajmyxe 3agpxxanu y CpeMy — uMTaBUX IIOJIa MUIEHUjyMa — U Ty OCTaBU-
nu HajBulle Tpara. VIsmehy octanor, oBfe cy Hace/baBaHU KomoHucty us Vranmje
U CKpacUIM Cy Ce MHOTM MCTY>KeHM JIETMOHAapM M3 yhabeHux Kpajesa llapcTsa.
banar cy Pum/panu gpsxanu sHaTHO Kpahe — jemno 1 o cronehe. bauky Hucy ycre-
M [1a 3ay3My jep cy oko 20. roguHe H. e. y paBHuiy usmeby Jlynasa u Tuce nacenu-
nu Jasury, orpanak CapMaTa, KOBbaHMYKOT Hapoja 4ija Cy MocTojOuHa 6ue crere
oxo IIpror Mopa u Kacnujckor jesepa.

Murpanuje xoje cy ycnepune of, nocnefmux neuennja III o xpaja X Beka
TONMUKO Ccy norpecine Crapy KOHTVHEHT Jia CY Y YHOEHNKe VICTOpHUje VIIIe Kao
mojam moj, 3By4yHuM HasuBoM Ceoba Hapoga. Toxom tux croneha Kpos jy>xHu feo
[TaHOHMje Cy MPOLIIN U Y 1O CY Ce IpUBpPeMeHO 3afpanu OpojHN HapOu KOju-
Ma Cy KpajiM Vb yIJIaBHOM 6mje Gorate ypbaHmsoBaHe obrmacTu Ha obanama
Cpenosemspa. TpajHo cy ce HacTanuau Crnosenu a noroM Mabhapu unje ce gocerpa-
Bame (896) cMarpa CBpIIETKOM OBOT BeIMKOT MUTPALMOHOT mporeca. Mabapu cy
CTBOPUIN jaKy P>KaBY Y KOjoj Cy, CIIoYeTKa, 61y Brafajyha MamyHa y OfHOCY Ha
3aTE€YEHO CTAHOBHMIUTBO, BehmHOM cnoBeHcko. OHO ce BpEeMEHOM IpeTanano U
HOC/TY>KIJIO Kao BaKaH eTHIYKY CYIICTpaT 3a cTBapame Mabapckor Hapopa. Tokom
HapeJHMX HEKOJIMKO BEKOBa y YIapCKy Ceé CIOPO M CIOHTAHO HacTaBMUJIO ycCe/ba-
Balbe CTAHOBHMINITBA: U U3 3anajHe EBpone u ca bankana n u3 crena nsa Kapnara.

Op nmouetka XVI mo kpaja XVII Beka ocMaHCKO OCBajale U BIaJJaBMHA pe-
3yITUpaIN CY APAacTUYHUM CMambermeM Mahapcke momynanuje. Jemorpadceky Ka-
TacTpody caMo Cy feMMMUYHO yOnakmie npupommue ca bankana, Mehy xojuma
je Buite of Mmycnumana 6mro xpunthana, yrnasaom Cp6a. Tokom XVIII Beka, 1o
yCIIOCTaB/baly BlacTy Xa630ypra, MITO CIIOHTAHO, IITO CUCTEMAaTCKOM KOJIOHU-
3alMjoM Of] CTpaHe /Ip)KaBe, Y OBe KpajeBe OIyCTeJle Y paTOBMMa HAacelIUIN Cy ce
Cp6u, Hemuu, Mabhapu, Cnosany, Pycyunnu, PymyHM, Kao 1 IpUIagHULK IPYTUX
Hapopa. PeruoH je mocrao uspasuTo MyITHeTHUYAH 1 TO he ocTatu HapegHux 200
rofuHa. Mame poMeHe y TOM IIOIJIefly HacTymue ¢y nocnie IIpBor ceeTckor para
KaJa je yk/pydeH y cactaB Cpbuje, ogHOCHO JyrociaBuje, a orpoMHe mocime 1945.
roguHe. Tasa je gp>xaBa yMecTo m3beraux u nporepanux Hemana, Koju cy unHu-
nmu oKo TpehuHy craHOBHUIITBA BojBORNHE, Y BMX0OBa Hace/ba KOJIOHM30Ba/Ia CTa-

HOBHMKE U3 TUIAHMHCKMX KpajeBa XpBarcke, bocne n Xepuerosune, Lipue Tope, y



MameM 0pojy us Cpbuje n Makegonuje. Murpaumje y MCTOM IpaBLy, 3HATHO C/Ia-
Oujer MHTEeH3UTeTa a/li KOHTMHYUpaHe, HacTaBuie ¢y ce 1o 90-ux roguHa XX Beka
KaJla Cy IIOHOBO Jj06MJIe flpaMaTU4He pa3Mepe. Y BpeMe Opy>KaHUX Cykoba Koju cy
IpaTWIn pacnag Jyrocnasuje Hajsehu 6poj cprickux usbernuua us paroM saxsahe-
HUX ITOApy4ja Hacenuo ce y Bojsoguam.

IToxpajuHa je ocTana MyITHETHUYHA a/IU Ca U3Pa>KEHOM CPIICKOM BehHOM.
Y cBakoM cnydajy 3HaTaH [€0 JaHaIlbUX XXnTeba Bojoguue mpunama npsoj, npy-
roj unu Tpehoj renepanuju gocesbennka. Mehy camum Cpbuma, ,crapocemeornn”
Cy HOCTa/IM MabJHA y OFHOCY Ha npupoumue (,gohoue”). IHaMKaTUBHO je fja ce
YaK HU OHM KOju BeoMa JpyKe JIO CBOje yKOpeweHoCT! y Bojsonnu Hehe nmosuBaTu
Ha ayTOXTOHOCT jep ITIOCTOjU CBECT ,,Jia CMO CBU paHUje WIN KacHUje OfHeKyxa fo-
mn” anu ,Kaja~ — TO MM Hje HeBa)kKHO.

ITpoceuno obpasoBanu ,crapocemenar; he decto mcrahm ga cy mwerosu
npewy ,,pouin jour ca YapHojeBuhem”, ogHOCHO y ,,Bennkoj ceobu Cpba” xojy je
1690. npensoayo narpujapx Apcennmje III IlpuojeBuh. Muoru ,HaprojeBuhesn
Cpbu” roBopunu Cy u roBope, I03uBajyhu ce Ha ,IIOPOAUYHO IIpefame’, ja I0-
tuyuy ca Kocosa. buo 61 npaBo 4yzno ma cy Te mpude MOIJIe YCMEHO fia ce IIpeHoce
U cauyBajy Kpo3 Tpu cToneha u TO y BpJIo MHOTO HOPOAMIIA, TUM IIpe aKo ce UMa
Ha yMmy ja BehnHa ,,crapocefienana” y CTBapu HUCY IIOTOMI[M OHUX KOjU Cy JJOIIN
1690. ropune. Hanme, Cpbu Cy >KMBeNIU Y OBUM KpajeBUMa y CPEIEbEM BEKY, BIXOB
6poj ysehao ce nHTeH3MBHMM ycebaBaweM y XV u XVI cronehy, a kperama cra-
HOBHMIITBA 13 OcMaHCKOTr HapcrBa y Xab30ypuiko 6maa cy MHTEH3MBHA U KPO3
neo XVIII Bex. Mehytum, Te cy unmwennie 6muie u octajae mHo3HaTe CaMo MCTOPHU-
YaplyMa M OHMMa KOju ce BUILe 3aHJMMajy 3a IPOIIIOCT. Y laHaIllleM jaBHOM JAMC-
Kypcy mpuua o ,,gonacky ca YapHojeBuheMm” MHOTMMa 3BY4M CacBUM YBEpP/BUBO.
To ce Moxe objacHUTH YMIEHUIIOM Jia je ,Bennka ceoba” 3amcra Ouia jemaH of
npenoMHMX gorabaja y menoj cprckoj ucropuju un fo nonosute XIX Beka je mytem
PasIMYUTUX UCTOPUjCKUX HapaTUBa U Kpo3 0OpasOBHM CUCTeM Kao TaKBa ,03Ba-
HyudeHa . Ha ocHOBY OHOr IITO Cy Hay4maIy y LIKOIM, IPOYMUTANIN WIU YYIU OF
006pa3oBaHUj/X CaBpeMeHMKa MHOTH Cy KOHCTPYMCANK IPEICTaBy O CONCTBEHOM
HOPEKIY ¥ IPEHeNN je Aely ¥ YHYLMa. 3aBUYajHy MCTPakKBa4M-aMaTepy Cy Tak-
Ba ,IOPOAIMYHA IIpefiaba’ Y3UMal 3PaBo 32 TOTOBO U HEKPUTUIKY UX 3alIUCHBa-
nu. Ha Taj HauMH Ccy UM Janu CHary fa ce fajbe PeHoCe U 3BY4e joll yOeqbuBuje
jep ce BUXOBa UCTUMHUTOCT MOIJIA IPOBEPUTH y Kiburama. [la ce cBect o ,,Bennkoj
ceobu” Kao jpaMI He caMO HallYOHaJIHe, HeTo U OpOjHUX MOPOAMYHUX UCTOpPHja,

JIY6OKO YKOpE€HN Y KOJIEKTUBHOM cehaH,y 3Ha‘{ajHO, aKO HE€ M IpECYyIHO, JOIIPMHEIA
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je ¥ MOHYMeHTa/lHa KoMIo3unuja kojy je 1896. naciukao Ilaja Josanosuh Ceoba
Cpbama itog uammpujapxom Apcernujem Yaprojesuhem 1690. iogure — Hajmomymap-
HUje JIe7lio ca MICTOPUjCKOM TeMaTMKOM Y CPIICKOM CIIMKapCTBY, 4nje cy jepTuHumje
WM CKYTI/be PeNpOAyKIiyje Kpacuie MHOTe ,,IpedaHCKe” JOMOBE ajIi ¥ jaBHE Ipo-
CTOpeé: Off IIKO/A [0 KpuMu. VIHaue, caM IpU3Op Ha CIMIM, KaO ¥ NIpUYa O HEeHOM
HAaCTaHKY BPJIO Cy MHAMKATUBHU 3a pelienuujy opor gorabaja. Ilta ce y cTBapn
oecuio?

Bennka ceoba jecte HajapaMaTHyHNja U Haj3HAYajHUja Y HUSY MUTPaLiMja KOje
cy y Ilanonnju u Ha bankany nokpenynmm parosn usmehy Ocmannnuja u Xa636ypra
Bohenn y nocnegmuM peneHujama XVII u npsum penenujama XVIII Bexa. Typun
cy notucHytu u3 Beher gena ITaHoHCKOr GaceHa KOjUM Cy BIajany BUIIE Off CTO
nefieceT TofMHa 1 wyxosa Moh he Haya/pe 6uTH y omajamy. ['pannia nsmeby nsa
napcrsa he ce ycranutu Ha CaBy u [lyHaBy 1 3a By ce CMaTpajIo fia A€/ U ABe pa-
snante nyBuansanuje. Ceoba moyp YapHojeBnheMm 361a ce y mpBoM Of Tpu Opy-
JKaHa cykoba: BermkoM 6euykoM paTy Koju je 3amodeo 1683. 0CMaHCKOM OIICaJiOM
xa630yplKe npecToHnLe a OkoH4YaH 1699. mupom y Cpemckum Kapnosriuma. Iap
Jleomonp I je y3 momoh mosckor kpaba Jana Cobujeckor ofHeo nobeny mopn bedom
U Berosa Bojcka je moTuckyjyhm Typxe us ITanoHuje mpoppna 1688. y Cp6bujy
TZie joj ce MPUK/BY4MO BeMuKu Opoj ycraHuka. Crenehe roguHe HacTaBuia je fa
HacTyIla — Ha jefHoj cTpaHy npeko Huma mo Buauna a Ha gpyroj, npeko Kocosa
n Meroxuje o Ckomma. Mehyrum, Henpujarerr Xa636ypra ¢paHIycku Kpasb
JIyj XIV ornouyeo je mpoTus Bux par Ha 3anany Espone. IIpunybhenu ma ce 6ope
Ha JiBa paTuiTa, Xab6306ypau cy oclmabuam CHare Ha jyroucToky rae cy OcMaHmuje
KpajeM 1689. mpemie y npoTuBHaNaj U HarHaje X Ha IOB/ademe. Y CTpaxy Off
OfiMasfie CPIICKO CTAaHOBHMIITBO je MaCOBHO KpeHyo Ka [lynaBy u CaBu — Hajpehn
36er OKyIIMoO ce y oKoMuHY Beorpaga y koju je cturao u marpujapx Apcenuje II1,
LPKBEHU BEIVMKOJLOCTOJHUIIM U HapopHe crapemryHe. Cprcku jneronucyu Beh aBa
BeKa HUCY OMIN TOMMKO IIyHNU janukoBKu. OHe cy 6mie KpaTke, jep UBMY4eHM U ¥
HEBOJbY, MOHACY HUCY MMa/lIM BpeMeHa [ja HallMPOKO IIPUIIOBE/Ajy O CBUM Y Kacu-
Ma. AJIi OHO IITO Cy peK/Iu Ofi3Bama 60/THO Jjo KaHac. Pebajy ce cnimke cmuHe oHnm-
Ma 13 HajCTpAIlIHUjUX BapBapCKIX Haje3ay Koje TaMTU UCTOpMja: TPYIIA YOUjeHUX
WY IPEMUHY/INX Off KyTe KOja JIeXkKe Ha CBe CTPaHe, CIa/beHa Cefa, LIPKBe y KojuMa

OKPY>KeHM CBeTUIbaMa P)KY U yapajy KOIMTOM KOOI 0CBajava.

»JbyTH cTpax u 6eza Topa Oelie; MaTep Off Yefax pasfBajajy, a Of OTLja CHHA; M/Iajie
pob/paxy a crape cekaxy u fjaB/baxy. Toria Ha ce 4e/oBelL[M CMPT LIpU3UBaxYy, a He
XMBOT OT MpokyeTn Typaka u TaTapa. YBu Mibe byTe Tyre!®



»Y Ccajlalliibe BpeMe IIYCTHO je TOCIIOf Ha CPICKY 3eMJbY: IPBO IIOMOD, U TTOTOM U
oreT Mady ¥ IIOMOP 33jeTHO, U IIIehEerhe U ITIaf JbYTY, fia CY jeN JbyAY CPIICKU Meco
rcehe 1 Meco /by MPTBUX KOj) CY IOMP/IH OF ITIafM... VI TeXXaxy TpyIIa IOMpInX
TbYIM CPIICKMX IO CBMMa yIuljaMa Benukor beorpaja, u mo cBuMa 3eM/bULITYMA
IETOBUM, M TIO CBUMA IIyTeBMMa HETOBUM JIeXaxXy MpPTBU. VI He Gelte oHUX Koju
norpe6asajy. A Koju XUBM XOfjaxXy, He Oellle y BJX U3I/Iefla HM KPacoTe /byfICKe, HO

6exy Mol pHeNN Of I/IafN U NIl BUXOBA 6eXy Kao INIja eTHONCKA.”

Toxom cenrem6bpa 1690. oyesno je MacoBHO KpeTate npeko JJynasa n Case.
Beorpaj je HamycTuo marpujapx ca mparmoM. Jleo u3bernmia je Ha CTOTMHaMa
IUIOBNM/IA, OPOJOBIMMA, BE/IMKUM MM CACBMM MalyM 4YaMILMMa, OTIJIOBYUO Y3BOJ-
Ho. [Ipyru cy ca cTBapyMa miu 6e3 mbUX IIyTOBaIM KOIMMA, jaXa/Iy WU Meladvn,
yecto ronehnu craja croke. MoHacu ¢y ca co60M HOCKM/IM LIpKBEHE yTBapy, KIbUTe,
MOIUTY CPIICKMX CBETUTE/bA. DEryHLM Cy Npenasunm gBeCTO, TPUCTO U YETUPHU-
CTO KMJIOMeTapa TOlBEHNU CTPAXOM a Y PaTOM OIIYCTOLIEHOj, 3a[1B/bajioj U c1abo
HaCTabeHOj PaBHMUIM TeLIKO je 6uno Hahyu 1 XpaHy U KpoB Haji I1aBoM. 36eroBu
Cy ce 3ayCTaBjba/iyi Jja/leKo Ha ceBepy: y okonuHu bysmuma, KomopaHa, Heku 4yak
U Y yha/beHUjUM MecTVMa ceBepHe Yrapcke. Konuxo je mypu nHamyctuno Cpoujy?
Yecto ce momumano 70.000 mopopuia, ma Cy HeKM MCTOpUYapu M IyOnImMuu-
cTi, ysuMajyhu y 063up narpujapxanany sajgpyry, ropopuan o 200 go 300 xuba-
ma mpyma. To je mperepano jep je Cpbuja nMana OTIpUINKE TOMMKO CTAHOBHUKA.
IIpuxsat/puBHje je ma ce pagu o 70.000-80.000 mymkapalna, >KeHa U fele Koju Cy
3a CBe BpeMe Tpajarba paTa a He y je[JHOM Tajlacy IIpelasuin Ha Iofipydje Yrapcke.
YriaBHOM, 3eM/ba je mpeTpIena AeMorpadcky karactpody. CaBpeMeHM U3BOPH, U
xpuihaHCKY ¥ OCMaHCKY, TOBOPE O TOMe Jia CY MHOTY EBeHU KPajeBU OIYCTeIN —
OCUM JICe/beHUX, MHOTO CTAHOBHMKA je IIOCTPazasio Off HaCU/ba, TIafiu U KyTe.

Jla ce oBa ceoba pasnukyje ofi 6pOjHNMX IIPETXOTHMX OVIIM CY CBECHU U Ca-
BpeMeHuIu. Jom 1721. mpouryman hupun ns manactupa Xomosa Ha QpyuIkoj

ropu, nopenehu je ca 6ubnmjckum Ersogycom, 3abenexuo je:

»IIpes MHOTOOPOjHMM HapOJOM IIPETXOAUO je CBeTH HaTpHjapX FOCIOANH ApceHnje
kao Mojcuje mpep Vispammpem kpos 1]pBeHo Mope: oH je HOcMoO kKocTu Jocugose,
IOK je CBeTU IaTpujapx npexBopno xpuurhase mpeko caaBHOr JJyHaBa 1 IPEHOCKO

KMBOTE Ca CBETUTE/BUMA.”

Vicropudapu cy carnacHu y ToMe Jia ,Benuka ceo6a” HMje TOMMKO 3Ha4ajHA
36or 6poja Mce/beHUX CTaHOBHMKa Beh 30or Tora mro cy mehy wuma 6umm cko-

PO CBM KOju Cy Ipe[CTaB/baly JPYIITBEHY €IUTY: IPKBEHM BEIMKOLOCTOJHULIN,
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CTapelIVHe IaTpujapXaaHuX 3ajefHuIa, 6oratu TPropuy. TeXUIITe CPICKOT Bep-
CKOT M MOMIMTMYKOT >K/MBOTA IPEeMECTHIO Ce ca jyra, Ifie je 6110 BeKoBMMa, Ha ce-
Bep, y Xa636ypiuky moHapxujy. [eorpadcka paspamyHa 6u ce MOIIa Ha3BaTH He-
3HATHOM aKO MIMaMO Y BUAY fia Cy ce y UCTO foba 6pojuu EBponbanu cenunm mpexo
OxeaHa, a ga cy MHore Cpb6e op crapor 3aBuyaja pusmuxy pasgsajanu camo [IyHas
u CaBa. MehyTum, kako cMO IOMEHY/IN, OBe peKe HUCY IpeficTaB/balle CaMO IPaHNU-
Ie ABa LIapCTBa HEro U JiBe NuBWIN3anuje u 3aro he Bennka ceoba uMaru y ToM 10-
I7Iefy fasieKocexxHe rmocnennie 3a Cpbe Koju cy ce 06pe/t y HOBOM Ip>KaBHO-IIPaB-

HOM, IPYIITBEHOM U KYJITYPHOM aMOMjeHTYy KOM CY Ce IIOCTeIleHO IIpyIarohapam.

»CaB [YXOBHM >KMBOT CPIICKOT Hapofia, Off IeroBe II0jaBe Ha MCTOPMU)jCKO]
nosopHuiy Espone go XVIII Beka, 6uo je y ckionmy BusaHTHjcKe Kyn1TypHe chepe.
Mebytum, mocne Benuke ceobe y ,,BpTIOry HajpasmnunuTUjuX 30MBarba M3BpILEH
je Tpoljec CPIICKOT IpuiarohaBama 3amajHOEBPOINCKOj KyaTypu y IlomyHaBiby
(...) IlIupe y3eBuIy, Ha OBOM je MOAPYYjY Y HOBUjOj CPIICKOj MCTOPUjU HEIIOBPATHO
MIIYesia Hallla MCK/bYYMBO BU3AHTUjCKO CPellbeBEKOBHA [ yXOBHA OpMjeHaTalMja
(...) KpaTtko pedeHo, ynpaBo Ha CBOjUM JYHaBCKMM IyTeBMMa pobeHa je MopepHa
CpIICKa KynTypa.”

Wnak, MHOTO je Tora 6mmo u ocrano crnopHo. Komuku je 6poj mcemeHnx?
Konnko je ocum Cpba 6mno npunapgumka apyrux 6ankaHckux Hapopa? Ilnurame
cBuX nurama Koje je y XVIII u XIX Beky uMano HelocpefjaH MONUTUYKM 3HAYAj
6uo je: la nu je To 6UIO CIOHTAHO MaCOBHO OEKCTBO MM OPTAHU30BAHM €r30yC
710 KOTa je JIOIIO Ha 1o3uB Gevykor gBopa? ¥ Bpeme Benukor 6eukor para Macos-
Huje murpanuje Cpba modesne cy jour 1686. ronnHe — nocie naga byanma Benuku
6poj wux ce u3 banara npecenno Ha TEPUTOPHjY KOjy je 3ay3era ayCTpujCcKa BOjCKa.
Toxom 3aysumama beorpazna 1688. u famer mpopopa apcke Bojcke ka jyry Cpou cy
joj MacoBHO mpumasuwm. MehyTuM, BUXOB IIPKBEHN U MONMUTUYKY HOIJIaBap Ia-
Tpujapx Apcenuje III Huje ce usjammaBao y KOpUcT AycTpuje. YYMHMO je TO TEK
KpajeM 1689. roguHe Kaja je ocie OTBOPEHMX IIpeTHN) Ljapckor BojckoBobe EHeje
IInxonomuunja Hamyctuo Lpuy Iopy, rae ce 6mo ckmonmno u gomrao y Ileh. Camo
HEKOJIMKO Hefle/ba KaCHMje OCMAaHCKa BOjCKa IOYesIa je fa IMOTHUCKYje ayCTpUjCKy 1
narpujapx je ca Kocoa n MeToxuje KpeHyo IpeMa ceBepy Kyzia cy 6exaine u Mace
cranoBHymTBa. Lap Jleonony I je ampuna 1690. usgao mporiac KojuM je 1mospao

6ankaHcke xpuirhane (He camo Cpbe) fja ce cTaBe IOJ, HETOBY 3aLITUTY, TO jeCT

1

P. Camaprnh, Bapok u Cp6u (1683-1739), y: 3aiiagHoespoiicku 6apox u 6U3aHIHUCKU CBeiil,
360pHIK pafjoBa ca HAyYHOT CKyIa ofpskaHor of 10. no 13. oktobpa 1989, Beorpag, 1991, 14-15.



Ia CTaHy Ha IeroBy crpaHy. IlaTpujapx je npornac npumuo y beorpany seh mpe-
nyHoM usbernuna. buio je HemsBecHo xohe /m aycTpujcka Bojcka Mohu fia 3afip-
XK OCMaHCKY U padyHao je ca TMM fia he ca yHecpeheHNM HapofoM KpeHyTH Ipe-
ko JIynasa n Case. IIpe moryher ersogyca on u jepapxuja cy >kenenu fa obesbefie
IPaBOC/IABHOj IIPKBY ayTOHOMMjy KaKBy je yXupana y OCMaHCKOM IIapCTBY Ifie
je Ilehka matpujapinja de facto sacTymana cpcKu Hapof U y TOM LMY je y Beu
opacnat enuckon Vcanja Hakopuh. Pacrpsan npo6nemuma nap Jleonony je cprcke
3axXTeBe YIJITABHOM yBajkIO U rapaHToBao ux [umniaomom of 21. aBrycra 1690. rogu-
He. Vlcanja he je ypyunrn narpujapxy texk HoBembpa y Komopany kxapa je ,Bennka
ceo6a“ Beh 6una saBpieHa. Invitatoria je IpBY y HU3Y HOKyMeHarTa Ha Koje Cy ce
Cpbu y Yrapckoj KacHUje MO3UBany y of0paHu CBOje L[PKBEHO-IIPOCBETHE ayTO-
HOMMje M HallMOHATHNUX 3aXTeBa yoIuiTe. Mafia ce y 10j MUSPMUYNUTO aIenoBajao Ha
CTAaHOBHUIITBO Jja He HAUYWia CBOje JOMOBE, CPIICKM TOMUTUYAPH, TPABHULIU U
VICTOpMYAPK Cy HapeJHa [Ba BeKa TBPAMIM Jia Ce OBaj €0 JOKYMEHTa Mopa TyMa-
gnTu y MehyzaBrucHoCTM ca 06ehaHOM 3aIITUTOM U JIOLHMje JaTUM HpUBUJIErMja-
Ma. bryo je m OHMX KOju CY jeTHOCTaBHO 3a)KMypMIM Ha OHO He. 3Haum ga Cpbu
HIICY JIOIIN Kao M30ernnile, Kako je To OTIo4eTKa TBpAnIo Mahapcko miemcTBo,
KacHMje U ucToprorpaduja, Hero Kao paTHM CaBe3HMIM — OPTaHM30BaH Hapof Ha
4esy ca CBOjUM HaTpujapxoM u rnaBapuma. Llap Jleononp ux je mossao ja ce mpe-
certe jep cy My 6m/u oTpeOHM Kao paTHULM Koju he OpaHUTH rpaHKIle 3amafHOT
CBeTa Off OCMaHCKe OIIACHOCTH U 3aTO UM je FapaHTOBao IocebaH cTaTyc.

O cBeMy TOMe CBefIoYM U IIOBECT O HACTAHKY M HEIOCPEeJHOj pelenLujn
cnaBHe cnuke Ilaje JoBaHoBuha. ITuTtame kapja je n kako ko pomao y ITaHoHUjy
HoOMIIO je Ha aKTYe/MHOCTH jep je 1896. Tpebano ma ce oppxku Bemnka usnoxoba y
bynumnemTu kojom je obee>xxaBaHoO Xu/pbagy TOOMHA Of Joce/baBarba Mabapa y
[Tanonujy. Mabapcka Braga fpkana je 3a HEOIXOZHO fia ¥ HAIMOHA/IHE MarbuHe
Ha B0j yuecTByjy. MehyTum, aBrycra 1895. cacrao ce y byaumnemru Konrpec Ha-
pORHOCTHU KOju je ,Munenujym” ocyauo Kao ,obMamuBamwe EBpomne” u Harmacno
a IpOTecTyje ,IIPOTUB TaKBe IIPOCIaBe M CBEYaHOCTH Koje he Hac mpuKasatu Kao
nobehene 1 nogjapmbene Hapope”.

Vnak, Ha vHULUjaTUBY narpujapxa eopruja Bpankosuha ogbop Cprckor
IIpKBeHO-HapogHor cabopa y CpemckuM Kapnosuuma goneo je 1895. opnyky na
Cpbu Ha MuseHujymckoj usnoxo6u Oyny mpepcraBbeHy CIMKOM Koja he cBojom
CaIp>XMHOM jaCHO OfpakaBaTU IUXOBO Bubeme MCTOpUje M MONUTUYKE CTaBO-
Be. ITocao je mosepen Ilaju JoaHoBuhy, Mmagom amm Beh yBenuko adupmuca-

HOM C/IMKapy. ]OBaHOBI/Ih je IIPMOHYO Ha IIOCa0 LIITO je IogpasymeBasio NIpeTxogHe
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npunpeme, usmely ocranor teMme/pHIje yro3HaBame ca UCTOPUjcKUM porahajem
U eroBuM axkTepuma. Kao caBeTHMK pofie/beH My je apxumaHAput Vimapuon
PyBapan koju je Kao MCTaKHYTM MCTOpMYAp BOAMO BUILETOAMILILY IOJIEMUKY Ca
HAI[MOHA/JIHUM POMaHTUYapyMa y Kojoj je 6uo 1 6eckoMmpomucat u 6e3003upaH.
Huje mpesao fa 3apajj oHOra LITO je CMaTpao MCTMHOM IIOBPe/y Hajiy6/ba Halmo-
HanHa ocehama Behune Cp6a, Kao HU fla pyTe UCTOpUYApe JICMeBa Kao He3HaINLe
He 6upajyhu peun. 3a ,Benuky ceoby” je ommmpHo oKasuBao fa je 6una 06M4HO
6eKCcTBO y cTpaxy of ogmasge 1, usmehy ocrasnor, nogsyxkao: ,,Cpbu cy o rog. 1691-
1699. 6unn y Yrapckoj caMo rocTy, a IIOLITO X HUKO HMje 3Ba0 HU [I03BA0 Y 3eMJbY
yrapcKy, He3BaHU rocTu.”

ITpusop koju je JopanoBMh HacnMMKao IyH je ipaMaTuKe: NaTpPUjapX, IPKBe-
He CTapellyHe, PaTHULM, Hejad, CTafio OBalla — 11€0 jelaH HapOJ, Y MOKPETY, €r30-
nyc. Mebyrum, narpujapxy Ieoprujy bpankosuhy cy He6opiu u cTago oBana 60mm
04l jep Cy MOI/IM Jia TIOCMaTpada HaBe[y Ha IIOMICA0 Ja ce Pafiy 0 OOMYHOM Oek-
cTBY. 3abpaHuo je na Benuxa ceoba 6yne nsnoxeHa y bygumnemTy, a Jopanosnhy
je xoHOpap ucitaheH nocie HU3a MepuIleTyja, a IPUTOM je Mopasa fia IoCpeayje U
Bnaga Kpamesune Cpbuje. YMeTHUK je cnmky npenpasuo: Apcennje YapHojesuh
3aip>xao je MMK marpujapxa bpankosuha anu ymecto 3abpuHyTOr fOOMO je OmIy-
vaH n3pas muua. Emuckony Vcauju Hakosuhy ctaBuo je y jecHy pyky IOBe/bY KOjy
yIMpyhy fecHUM KaXXUIIIPCTOM IOKasyje narpujapxy. VIHBUTaTOpHUja ce TaKo Ha-
IJIa Y CaMOM CpefUINTY ciyke. Maguh koju Bogyu Komwe JOOMO je MyLIKy IIpeKo
paMeHa. YMeCTO JKeHe ca IeTETOM HaC/IMKao je MapKaHTHOT M/IaJjOT CTapellyHy ca
TonysoM y pyuu. CTago oBala 1 Ko/la C apiheBMMa CMEHWIN Cy PaTHUIIN IeNIaliy
KOjJ OJUTyYHO HacTymajy. Hu oBa ,,TOMNTUYKY KOPEKTHA  Bep3uja HMje IIoc/aTa Ha
V3noxoy.

VismemeHa Benuxa ceoba ocTasa je IpaKTUYHO BaH OYMjy jABHOCTM U HUKa-
la HMje Hu M30/1M3a jocera IOIy/IapHOCT IIpBe — MHOTY U He 3Hajy 3a by, Cmka
je mocTtaB/bena y tpnesapujy Ilarpujapmmjckor gsopa y Cpemckum Kaprnosnuma;
3a BpeMe JIpyror cBeTckor para Bractu Hesasuche JIpxaBe XpBaTcke ofHere Cy je
y 3arpe6; 1946. noueta je y beorpap u usnoxxena y HapogHoMm Mys3ejy; KOHaqHO je
ImpeMelTteHa y srpany Ilatpujapunje y nBopaHy rie 3acega CuHOZI U Ty ce JaHAcC
Hanmasu. Mebyrtum, JoBanosuh je jour 1895. roguue Ilerpy Hukonunhy us 3arpe6a
[IPOfia0 IIPaBO Ha YMHOXaBame Benuke ceobe ma cy oneorpaduje 6p3o gocmene y
jaBHOCT. Huje no manac yrBpheHo fja mu ce pany 0 IpBOOMTHOj BEP3WjU UM HEHO]
Mam0j, ICTOBETHOj PEIUIMIIM KOjy je CnmKap ypanuo 1896. u Koja ce gaHac 4yBa y

Mysejy y I[TaHueBy. AKO ce Huje CBMe/Na ATPUjapXy, CIMKa Ce Jollaia InbepaTHOM



rpabaHcTBY Koje je Beh BuIe of Tpu fielieHMje BORUIO 60pOY IPOTUB KOH3EpBa-
TUBHOT CBELITEHCTBA ¥ OQUIMPA 3a IIPEBIACT Y KYJITYPHOM U MOTUTUYKOM >KVMBO-
Ty Cpba y Monapxuju. [Towto cy u camu 6m/Iy HaiMoHaaHo octpautheny, mubepa-
1M HUCY ocriopaBany fa ¢y Cpbu mouuin opraHn3oBaHo, Ha II03UB Ijapa. MehyTum,
1o ®B¥Ma, 3a mpaBa Cpba y Yrapckoj HuCy ce M360puIN caMo apXujepeju U BOjHU
3alIOBeTHMLIM HETO HAapOJ CBOjUM >KpTBaMa. 3aTo ce nuOepaJHUM HOBMHapuUMa
KOjU Cy MMau IPUINKY [ja Bue obe Bep3uje BuIlle CBMeNA IIPBa Koja je K0 JaHac
OCTajIa OMIU/bEHA.

3axBa/byjyhu mcTOpujckMM HapaTuBMMa any 1 JoBaHoBMheBOj ciumu
Benuka ceoba n3 1690. fy6oko ce ypesana y ucropujcko nmamheme Cpba. Moxpa
6u ce Moryo pehu fia je y ceHKy OTHCHY/A cBe Npehalbe 1 TOTOWBe MUTpanyje Ha
bankany u IlanoHuju a MOXX/Jja 1 Jpyradmje — fa je ocTaja MmapagurmMa CBUX TUX

Opojaux ceoba.
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Mwurpaumja Kao YMETHUYKU CNYHaj.
Ceoba Cpba lNaje JoBaHoBMha

Mp [Januno Bykcanosuh, KycToc-yMeTHUK
l'anepuja Matuie cpricke

.1 gau u noh 6excehu...
LLlaxoBCKO nosbe KpeTarba

Y BpeMeHy MeAMjcKe JOMMHAIMje ¥ pa3sHOPOJXHUX HaMepa Koje je Hemoryhe
00jeKTMBHO carylefaTyl, y 4acy Kajja y TOKy AaHa HEKOMMKO IIyTa HelOBEP/bUBO
BaraMo OHO HIITO ‘ijeMO n BMamnmo, 36YH)CHI/I yciaen KOMM4InHe HEBECE/INX BECTH,
[pef HaMa ce y CIefy TOnuK MHopMalmja ns3gBajajy yaapHe, npexsopehn danan-
ry nHGOpMaTUIKOT cBeTa MaHuIynanyje. [locnenmsnx geneHnja CBeL0YMMO HOBOM
Tanacy n30ernmx /bYAN U 4ecTo OMBaMO MOAYYaBaHM IITA O3HAYABAjy TEPMUHM:
HOMUTUYKM VIMUTPAHT, MUTPAHT, M30€I/INIIa, a3UIaHT, IITa je TO er3uI U Koje Cy
OuTHe pasinuke y sHadewy Meby myuMa. Y BeKy TeXHONMOIIKUX IpeoOparkaja cBeTa I
YOB€Ka y lb€MY, Ha IIOBPIIMHM COIICTBEHOT [i/IaHa NpE€] HalllM O4YMMa CMe}byjy ce
CHUMIIN M C/IMKE YITPOJKEHMX JbyAN Y CaMO Hau3Ijie[ qajl€KuM CinvkaMa IIporHaHux,
TIa4eHNX U youjeHnx. Cmemrajyhy npuinke Hemorofa Koje Cy UX 3ajecuie Io-
KyIIaBaMo fia IIPOTYMa4yyIMO pasJiore HeBojbe O KOjoj CBY roBope ¥ muiry. Vcmnpsa
" CaMM 3aT€4€HM HEOIIMCUMBOM HEIIpABIOM HAaYMIbE€HOM HECPETHOM [ENYy /byACKOT
pofa, 3aMTaMo ce KOMVMKO Cy y/ja/beHM Mpefieiy IpobIeMaTHYHIX PaTHUX CYKO-
6a KaKo 6MCMO YTBPAMIN COIICTBEHY CUT'YPHOCT, yiyheHu camo Ha cebe, ofjefHOM
yIUIaleHy 3a KoMpop y KOMe y>KUBaMo.

Jla 1 cMO TO ITO MUCTMMO 1A jecMO? Y MHOMITBY CTPaHUIIA IPHUX XPOHU-

Ka, y elMAEeMIjCKOj OpraHMU3alVjy CBEOIIIITe OACHOCTH Y3 JOCIeRHO cIpoBoberne



3IPaBCTBEHMX UM IHOMUTUYKMX PEXMMa, MUI'PAHTCKa KpHU3a 3By4YM Kao BEIITO
ocMMuUbeHa ¢pasa HaBofiehu Ha TpeHYTHM M y ckopoj O6ymyhHocTn HeyTpanu-
canu npobnem. Kao fja ce oBoj kpusHoj cnuuy o6e3behyje npaBo Ha cpehan munmm
MaKap M3BeCTaH Kpaj, allpiopy, M0 IPelN3HO UCITAHNPAHOj areH/M JIeMOKpar-
CKMX JPYIITBEHNUX OIEPAaTUBHOCTY CaBpeMeHOr cBera. MaHmecToBamwe mpobie-
Ma y CaBpeMEHOM JpPYLITBY 3allpaBO IIPeACTaB/ba U3PA3UTO jaCHY METOHONIOTHU)Y
rpabeba jaBHOT Miberba, MUILbEHA O 33/jaTOM 11pobemy. CBe je WipancilapeHitiHo
y TOj METOZIO/IOIMj! HATOBEIITEHOT paspellierba. VI cBaka HOBa BECT O TOMe CBe Hac
BUILIe yja/baBa Off cyuTuHe mpobnema. Tpancdep mHpopmanmja o pasnosuma
UCTepMBama J/bY/U U3 IBUXOBUX IPafioBa OfIBMja Ce yCMepPeHo U Jobuja IIoMao n-
IieMepaH NPU3BYK Kajja ce MojipasyMeBa M HaIJlalllaBa IIpuxBaTame HecpehHuka,
He ynaszehu gy6oko y pasynore u mocieaniie Hactanor npobnema. VI 1o je gokas uBp-
CTe IIOJIUTHKE KOja ce Ha CBUM HYBOMMaA BEIITO NO3UIVIOHMpa TBopehn cHaxKaH cu-
creM yoehuBama, y cMemuBamy f06pa 1 371a.

CpIIicKM HapoJ TOKOM MCTOpMje JO>KMBEO je BeMKU Opoj ersogyca onyjHUX
Ipei3HaKa M TOTOBO Jla HeMa Ilepyrofa y TYpOYy/IeHTHO] CPIICKOj MOBECHUIIV KOjy
HICY obenexxusie n3bernmnuke KOJIOHe M CTalTHe MUTpPaliyje Ha TepUTOPMjU INTa-
Bor bankaHa any ¥ 3HaTHO IIMpe, Y CKOPO CBAaKOM Jieny 3emMHoi wiapa. Ilopnademne
cpicke Bracrene HakoH KocoBckor 60ja, Bennka ceoba Cpba, mpBa u gapyra, Kao
U UCKYCTBA IIpMMamba N30erIMX CYHapOgHIKA TOKOM PaTHUX JelllaBama AeBenece-
THUX TOAVHA IIPOLIIOT BeKa, KOJIOHNU3al1ja eloBa Haposia HakoH IIpBor u [Ipyror
CBETCKOT PaTa, EKOHOMCKY ¥ IOJIMTUYKMU eT3VIN, YMHOTOMe Cy YOOIM4MIN Hallle
APYIITBO IPORYKTOM YTHUIIdja MUIPAIija YCIOB/EHUX CIOXKEHMM IIOTUTUIKUM
OKOJIOHOCTMMa. Y TaKBMM TELIKUM YCIOBUMA, Y OJCYCTBY KOHTMHYUTETA Jp>KaB-
HOCTH, TIOf YTHIIajeM Be/IMKUX MMIIepHja, CPIICKYU HApOf je oncTao o6pasyjyhu kox
y 4MjUM OKBUMPMMa U JaHAC IOCTOje HeIMCaHa IIpaBUIa HOMAGCKe Wipaguyije 3a-
CHOBaHe Ha HeIIPeCTaHOj TeXbY Y LN/bY OUyBara Hal[MOHAJIHe 3ajefHNULIe M OCHOB-
HNX KapaKTepUCTUKa HEHOT MAEHTHUTeTa. Y CyKoOMMa Cy HecTajajie TeHepalyje,
KMBOTHe IIPUINKe HIUCY OM/Ie HaK/IOMmbeHe cabujuma. 3710 je 4ecTo HaJB/IaaBaIo
no6po. CMemnBamwe TOOPUX M 31X Ta/laca jecTe HEMMHOBHOCT Pajiil Offp)KaBarba
paBHOTeXXe. PutaM cMemuBama Hajoobe MapKupa npobieM HeMoryhHocTH care-
JaBama LIVpe CIIUKe Y APYIITBY, BeroBe UMKINYHOCTY U MaTeMaTU4Ke 3aKOHUTO-
CTU. 3aKOHU HAC YUHe c060gHUM TIONYT NPEeJaHOCTY U3y4aBamwy pUTMa JoOpa 1
371a, HAMeIbeHe PeTKIMa.

Illaxoscko fiomwe (KpeTama) TAKO IIOCTaje OIIITA APYIITBEHA PeayHOCT a He

HENOKYy4YMBa TajHa, CMICA0 YOBE€KOBOT JKMIBOTA HAa 3€EMJ/bI. Bop6a CYIIpOTCTaB/b€HUX
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cseroBa. CBeCHU CMO Jja CYKOOM MI3BBOPHO IIPMIIAfiajy 3/IMM CHaraMa IIpOMEHe.
CBaxkolHEBHO BUJMMO Jia Cy Te CHare HesaycTab/bube. IbuxoB kapakrep ce Kpos
UCTOpUjy OUTHMje He Mema. JefuHO ce yHanpebyjy HujaHce 3acTymama JeCTPYK-
TUBHOT, YLEHUBAYKOT 11 HexyMaHor. [locnepune samMmaxa OBUX CHara IIpoy3poKyjy
06u/be HOBMX IIIAHCU y3 HEMMHOBHM IIPMCTAHAK IUXOBUX IPOTArOHNCTA HAa aM-
He3ujy. 3a60paBUTY POIHY 3eMJbY, YIUILY OfIpacTama, PBY /byOaB — NUKE6UGUPA-
My KoHillexcill Ho3Haiol ugeniiuilieitia. To je MOSUTUBHM aclleKT MUTPUpalba, Ha-
nyuITame u3 npucuie papu 6omer. [Tapagokcanto, 3ap He?

Konuko je MurpaHTiMa 03B0O/bEHO IIPaBO Ha 3abopas minu, 60/be pedeHo,
komuko he y HoBom oMy MycuTy o ctapom? Jla mu he cMmcao BUXOBOT XUBOTA
3aIpaBoO OMTM HeIpecTaHa MICA0 O JJOMY KOji Cy M3TyOM/IM U HEeBO/BHO HAIyCTH-
m? Tenepannmje he Moxxza casHaTu OfroBoOpe a TpayMe Kpo3 BpeMe TpaHchopMu-
cahe /byJie y ceHKe HegopeueHe HpOUNOCITU.

Mebyrum, HemoryhHoCT npaBa Ha n360p, aMIyTanuja NIPUBATHUX UCTOPHja
CBOjCTBEHNX CaMO TOM IOAPYYjYy — 3aBMUajy, IIPasHMHA U3ry0O/beHe 3ajefiHuLle BaH
MaTH4He pa3opeHe Ap)KaBe, ONIMUTHYKaA ¥ rpahaHCcKa aHOHMMHOCT Koja he ce ynu-
TV Y HOBOOGOPM/bEHN KOPIIYC I7Iacadyke Mace, CaMo Cy HeKu off opiuka Oymyher
JKIBOTA HOBUX Oe3eMmbauid, USTHAHUX YCTIe, CYIPOTCTaB/beHNX CHAara y CyayAUM
OKpIlajuMa. JefaH IpujaTe/b MU je IIPUYA0 KAKO CY OH M HEerOBM HajONMKu, y Ma-
JIOM MeCTy OfaKje [0ja3y, OCMUCIVIN U YBenu Y MehycoOHMM opHOCHMa mopes
Ha yyheme. VIMa mu cMmcna aypuTu ce faHac nueMy? OICYCTBO eMIaTuje ¥ COMNu-
JapHOCTY IIPUCYTHO je u Mehy Hajpohennjuma. ViHTepec je jenuuu nokperay y be-
3003MpHOj TpuM 3a IpodUTOM 3apaj 3almTuheHor mpocropa — ociipsa camohe u
mehycobHe otiiyheHoCiiu YMju CMO JielieHujaMa JoOpOBO/BHM TAOLM. Jecy /u 3a Te
HOCTIefuLe OATOBOPHe Ipehallibe MOMUTIKe MINM CMO CBU 3aCTY>KHMU 33 OACYCTBO
peaximje MOK ce IpeJ HaMa OflUI'PpaBa joll jeflaH YMH MOHMIITaBalkha XyMaHUTEeTa?

Hucam curypan ga sHamo ogrosope. Vmak, y ApymITBy IOCTOj€ MEXaHU3MMU

UCK/BY4YVBO yCMEPeHM) Ka KOHaYHOj aMOPTU3aLVjU M YHUPULVPALY.

My3ejcku oarosop

Vnak, 3HaMo (BepyjeMo) fia My3ejyi MOTY IIOHYJAUTI KBaJuTeTHe OJTOBOPE.
TexHONOIMja My3ejcKe HENMaTHOCTU YIPAaBO CIY>XU CBPCU YTBphuBama IOjenu-
HUX UAEHTUTETCKUX C/IMKa Y LBy Ba/baHUjer pa3yMeBama MCTOpHje Kao M HO-

BUX yYUTaBalba 3HAYAjHUX BU3YENTHUX, PMI030PCKNUX U APYIITBEHUX PeHOMEHa.



Y pacmoHMMa MY3ejCKUX IOMUTYKA MOT'Y Ce IPeHo3HaTy OpOjHYU HMOJyXBaTU KOjU
Cy OflaBHO IIpeBa3MIIIM IMUTalka ecTeTCKe MpUpofe U NoppasyMeBajyha nogynu-
pama Bragajyhux ennra. Mysej ocTaje MecTo cycperama 1 )KIBe pa3MeHe UCKY-
CTaBa, MIATPopMa AEeMOKPATM30BaHNX MMII/bemha, TauKa peaHNMaluje 3acTape-
JIMX CTAaBOBA M YTUI[AjHM LIeHTap aKTMBHOCTY CIIOCOOaH Jia IoMepa JIpyLITBO.
YHyTap Tako IOCTaB/bEHMX OC/IOHALA, Y HEOIXOJHO] CIIPE3yM Ca CaBpeMe-
HYIM TPEHYTKOM, My3ej IIpepacTa IpBOOMTHY pa3jIor CBOT HacTaHKa. OH Huje Bulle
CKYII KOJIEKI[/ja CMEIITEHNX Y 3aMPaveHe U MpalllibaBe [JENoe U3 KOjUuX Ce MOBPeMe-
HO M3HeCy yMeTHIYKa Jiela Ha U3/IoKOe 1y pecraypanyjy. UBopuinre KpeaTus-
HIIX CHara, My3ej fie/yje Ha MOjeAMHIA Y APYIUTBY M3beraBajyhu fupexTHe yTuiaje
JHEBHOIIONMTUYKUX HaHOCA IIOMONyY yMeTHMYKMX Ipakcu ocnoboheHux op pe-
LUMBa HO80] aKafieMusMa U APYIUX COLMjaTHUX MOJOOHOCTH, JUTUTAHO OCIIO-
COObeH M OCHa)KeH IPUINBOM M/IaJ}X, IOMYT IOTEHIMja/THe PU3HULIE KYITYPHUX
BPETHOCTYU IPBOT pefia, yIPKOC IPOMEHaMa KOjiMa je YCIEITHO OfO/IE0 Y IIPETXOf-
HUM, KPU3HUM JlelleHrjaMa. [lyXOBHO IOfpyyje MMaruHaTYBHE IPUPOJiE Y KOjoj Cy
CUHEPIMYHO yCTpojeHe pediexcuje BpeMeHa, HEIPOMEH/bMBE KaTeropuje y Tpoj-
HOM CaBe3y IPOLUIOCTH, CalallbocTy U O6yayhHOCTN — MYsej, TO je jeman moryhu
BUJ] MICTOpMje TeMIIOpaIHOT 06pasa Koju HempeKupHo nokpehe mucneher goseka.
»VICTOpMja YOBEYaHCTBA YjeNHO INpeACTaB/ba MCTOPUjY MUTpanuja’, mpu-
METHO je CBOjeBpeMeHO, cHuMajyhm ¢unam Ha oy temy, JKemmmup Kuaxux.'
[TnardpopMa MemMjcKe MHTEPAMCUMIUIMHAPHOCTY IIOTOAYje OBaKBOM IIPUCTYIY.
ITomohy me je moryhe yIryTuTy 1 HaBeCT) 40OBeKa Jja 0 Ipo61eMy MUTpalyja MUCTIN
BUIIIE3HAYHO, KAaKO 6V ce OTBOPWIIN 1 APYTH, BeOMa Ba>KHU KOPUJOPU, jeIVHCTBEHN
y 06M/by IOjeAMHAYHMX U TPYNHUX CyAbuHA — HapaTusa. ITyTyjyhu oBuM HOBOHa-
CTa/IUM KOPpUgopuma/cny4ajesuma, Koje Mo>xk/ia jefTHO YMETHMYKM IIOAYXBaT MOXe
UCTPrHYTH 3ab0paBy, Moryhe je MocTaBUTHU TeMe/b 3a TPajHM TPE30P CBOjeBPCHOT
KyniypHol Gattipuoitiusma, Hacneha Koje MTekako MOXKe IIOCTYXXKUTYU OTOMLIMMA.
YrpaBo 3aTo, KOMOMHOBambeM 1 yABajambeM, U3N0X6a ,Murpannje y ymer-
HOCTY — YMETHOCT MUTpalija’ HACTOjU [ja MHOTOCTPYKMM Be3aMa II0BeXe pasyn-
4yuTe yMeTHMYKe IojaBe 1 upeje. ITomasehu of mcTopujckux ymopuiura, cuM60-
MYHUX MPefCTaBa KapaKTepUCTMYHMX 3a Hallle ITIogHe0/be, CACBUM je JIOTMYHO fia
CBOje 3aCIIy>KEHO MECTO Y MUIPAUUOHUI08AHOM eKpaHy 3ay3uMa 1yBeHa NUCTOPUjCKa
xomnosunuja Ilaje JoBanosuha Ceoba Cpba iiog taitipujapxom Apcenujem III

Yapnojesuhem 1690. iogune. IIpensHuje, pagy ce 0 HEKONMMKO INIA jefiHe (CTMYHe)

! Bupern Ha https//youtu.be/-UxYk9otezA.
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BU3yeJHe IIpefiCTaBe OCMUILJbEHE Y LIM/bY CTBapatba HoiipeOHOT BU3YeTHOT UJeHTH-
TeTa CPIICKOT HalyoHaaHor 61ha y okBupuma Xa636yplike MOHapxuje.
HarmameHo mprcycTBO yMeTHMYKUX fena ca MoTuBoM Ceobe Cpba y 0BOM
CIy4ajy MMa BHUILIE3HAYHY Y/IOTY KOja ce MojalllbaBa yBohemeM Y UCTOPUjCKM KOH-
TEeKCT, IIPeKO HaCTaHKa caMe C/IMKe, 3aTUM ¥ IPUKa30M IPUINKa Koje Cy JoBese
mo Benuke ceobe Cpba 1690. ronune. Ceo6a Cpba, KaMTaTHO YMETHUYKO IeI0 Ha
usnox6u noceeheHoj TemMyu Mu-
rpanuja, Hajaasyu Ce Ha IMAHOY IIa-
TPUOTCKMX MKOHA CPIICKOT Hapoja
Kao K/by4Ha C/IMKa 3a pa3yMeBame
MoTuBa rpaberma HalOHaTHOT Y-
HKIUpArba TpafuLuje, 1 TO HAKOH
CKOPO JiBa IIyHa BeKa HAKOH IITO ce
Benuka ceoba Cpba poropuna Ha
IIOBECHO]j IIO30PHULIA.
Koncrpykumja  mopyybu-
He OBOT YMETHMYKOT fena IIpef-
cTaBba 030M/baH IIpOjeKaT U ca-
MocarnefjaBambe CPICKOr HalyoHa

yHyTap JIBojHe MOHapxmje ca He- ITaja Josanosuh, Ceo6a Cpba, 1896.
ONXONHMM OCBPTOM Ha jefjlaH Of

U3BOPHUX Cly4ajeBa fipusuieiosarnol Hapoja. Y MpeXy HepasrOBETHUX TyMaderba
HEONXOJHUX UCHiopu1eckux JOKyMeHaTa M KasMBarba IIOJjeHaKO, Ha TparoBu-
Ma yTuIaja usmebhy BaTpy BelIMKUX CH/Ia, CPIICKM HAPOJ je, Y IIOTPasy 3a HOBUM
UIEHTUTETOM, YCIIEO Jla C€ NO3ULMOHMPA Ha KYATYPHOj, IIOMUTUYKO] 1 YMETHUY-
Koj mann EBpome, y cacBUM JpPYK4IMjuM, HE3aXBa/IHO HAMETHYTUM KOHCTE/TaLlNja-
Ma. Ha TOM TpHOBUTOM IyTY HUje OMJIO IIYHO CaBe3HMKA. YCIOBU CY AMKTMPAIU
nyTame pa3sBoja Hapona 6e3 Ap>kaBe U 3eMJbe. JeAMHO LITO je IpeocTano Ouia je
OyIHOCT, IyXOBHA M HOMUTHMYKA, Cafp>KaHa y 3ajefHIMYKOM LIM/BbY YCIIOCTaB/bamba
HOBOT KY/ITypHOT 00paclja 3aCHOBAHOT Ha TPaJMIMIOHaTHMM BPEJHOCTHMA U Te-
KOBMHAMa. Y fipeqcr06Ujy HapaTHBa Hal[IOHA/THO-MUTPAINjCKIX 00e/Iexja BaXKHO
je CIIOMEHYTI HEKOIMKO I/ICTOpI/IjCKI/IX YnbEeHMLa pagll HEOIIXOAHOI pa3dyMeBaiba
KOHTEKCTA.

ITosHaTto je ma cy mo kpaja XIV Beka mocTojanu UCK/bYYMBO IOjeAVIHAYHU
cmydajeBu ceoba M fa cy mocie pacmaza JlynraHOBOT LjapcTBa M HaKOH Mapuuke

(1371) n Kocoscke 6utke (1389) ceobe mocrajame cBe 6pojuuje. Mmak, Hajpehn



6poj Cpba mpemrao je n3 cBoje nocrojoune KocoBa 1 MeToxmje IpuimnKom 4yBeHe
Benuke ceobe Cpba 1690. roguHe mop narpujapxom Apcennjem 111 HapHojeBuhem.
Par namehy Aycrpuje u Typcke ox 1683. o 1690. ronuHe 3aTekao je Ha IPeCTONy
nehkux narpujapaxa Apcennja III YapHojesnha, Bepckor mornaBapa 1 HeycTpalu-
BOT OopIja 3a paBa cprickor Hapopa. Kapa je renepan Enej Cunsuo ITnkonoMuun
nocmeo yak sio Ilehw, Cpbu sHaTHO oXpabpeHN ycIexoM aycTpujcKe BOjcKe IIpH-
IPYXYjy ce xpuimhaHCKOj BOjcIIM Y HaMepH #a ca TepuTopuje bankaHa mporepajy
Typke. Mebyrum, onnyunn Besup Mycrada hynpunnh norykao je Aycrpujanie
koy, KayaHyka a yMopHU AycTpujaHIM ITOB/IAYM/IN Cy ce IpeMa ceBepy. Ca muma cy
kpenynu u Cp6u, mnamehn ce Typcke ogmaszie, Kpenysum npeko Hoor ITasapa,
Crynenune kpos Ilomopasibe, yknamajyhu ce mcrpen Typcke ocsere. ../ Toe
3UMI O0CTa CPOCKM IIPECTON MYCT...”?

Y nponehe 1690. roguue 3agecunu cy ce Cpbu kon beorpaga. 3nanu cy ga
he, ako Typuu pmoby mo Beorpaga moparu npehu mox oxpuspe aycTpujckor napa
Jleononpa koju, ma 6M 3afp)Kao TYpCKo Hajjupawe, 6. anpuia 1690. roguHe nsnaje
npornac kojuM nosusa Cpbe a Hactase 60p6y nporus Typaxa. IIpormac Huje mo-
CTHUTao Xe/beHy cBpXy jep cy Cpbu pemnnn ga npeby y Yrapcky. ¥ Tom unmy Ha-
nycany ¢y Monby u 1mocnani je mo nsacnanuky Vicamju ‘Hakosuhy, ennckomy jeno-
IIO/bCKOM, ¥ beu.

Y toj Monbu je crajana gpyra u tpeha tauka y xojoj cy Cpbu Tpakuim:

»-.Halre CpOCKo IleMe CaMOB/IACHO OMTY apXMeIMCKOIla HaYMHUTH, OT Hallera
pofa U jesMKa CPIICKAro, rpedeckaro 3akoHa, Kora nszabepe Bac HyXOBHU U CBELIKM
cabop... jeAVHIM CIIOBeM KaKo je ¥ jocesie OMJIO YCTaBOM 1 06MdYaeM HAIIMM fa 6u
ap>xanu u cnobogHu 6unn...

Hap Jleonong I je y cBojum npusunerujama 1690, 1691. n 1695. rogune
Y3210 y CYCPeT CPIICKMM 3aXTEBMMA Te je Ha Taj Ha4MH 3aCHOBAH HOBM IPXKaBHO-
IIpaBHYU OZHOC CPIICKOT IIPaBOCTaBHOT Hapoga Vv Aycrpuju. Cpbu ersuctupajy Ha
HOAPYYjY jy>KHe YrapcKe MHOTO IIpe OBe ceobe U YK/bYUeHU CY Y )KUBOT Yrapcke
Ip>KaBe Kaja UX 03HavyaBajy kao Rasciani scismatici.* Konuko rop je mpecepaBame
LYXOBHe opraHmsanmje cprckor Hapozaa — [lehke marpujapiiuje Ha aycTpujcko fp-

YKaBHO TIOZpyUYje npeacraBpbano 3a Cpbe mpBopaspesHu NOMUTUYKM Horabaj koju

* JQyman H. Ilerposuh, Kapnosauka muitipotionuja (1713-2013), Cprcka IpaBOCTaBHa
ernapxuja cpemcka, Cpemcku Kapnosunm 2013, 11-13.

3 MUcino, 11-13.
* [I. Megakosuh, JI. JaBunos, Cenitiangpeja, JyrocnoBeHcka pesuja, beorpan 1982, 34.
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UX je conujanHo TpaHcdopmucao, Umak 6u TPajHO OCTajarbe HOBUX M30EITMIKIX
Maca y [TonyHaB/by, OC/IOBEHO Ha M3flaTe LJapcKe IpUBUJIETHje, OVMIO0 HEOHPXKUBO
6e3 BIXOBOT IPUPONHOT YpacTama y KMBOT CPICKOI CTapOCENe/TayKoT CTaHOB-
HuITBA. Taj mpollec MIyCTPyjy 1 CBa yIOpHa HaCTOjamba fia Ce LJapCKe MOBIaCcTHlle,
uspate narpujapxy Apcennjy I1I YapHojesuhy, He ogroce Ha Cpbe cTtapocefeore
Beh caMo Ha HOBe Hace/beHMKe KOjU CY JOILIIM ca maTpyujapxoM. CBy TOPUMHY HO-
BOHACTA/IMX [IPUINKA Y KOjiIMa ce 00peo CPIICKM HapOJ MaTpujapx je MCKasao y mo-
TPECHOM JIAMEHTY. Y IheMY Ofj3Batba TPaTMKa HalyllTama 3aBu4aja. [lonyT crapo-

3aBETHOT IIPOPOKa, 0f0ery narpujapx Hag phaBoM cyJOMHOM CBOTa Hapopa IuIe:

».V1 jan u Hoh Gexxehu ca CBOjUM OCMpPOTENINM HAPOJOM Of MeCTa [0 MecTa Kao

naba Ha Iy4nMHN BenuKOr okeaHa GercTBy ce Hajemo 4yekajyhu xaga he sahu cynne

Y IPUKJIOHUTH Ce JaH 1 mpohy ramHa Hoh u 3uMcKa 6efa Koja 1exxu Haj Hama...

O6pa3 naTpNoOTCKE NKOHE

bekcTBO MMM mpenasak, MSTOH MM NPUBPEMEHO HANYIITAambe M3BOPUILTA
CPIICKE [IPXXABHOCTH, jefHAKO Tparum4Ha KOJIMKO M PA3NOXKHA Of/IyKa, MOpania je
O6UTH BU3YETHO MaTepujann30BaHa Ha BUILE 3HaYelCKUX HUBoa. CIMKapcKu Me-
IVj, PaBHA IOBPIUNHA [IJIATHA Y CMUCTY TPAaJUIMOHA/IHE CIMKE, II0CTaje MoJbe pe-
anM3anyje UCTOPUjCKUX NUYHOCTYU U forahaja. VIKOHMYHOCT ocMuIIbeHe HUfieje,
C7I0jeBM OfabpaHMX MPETIOCTaBKM apXeOoMCTPAXKMBAYKUX HAIIOpa, YCIIOCTAaB/bEeHN
HapaTyuB MPOIITOCTY Y CAaBPEMEHOM TPEHYTKY, CAMO CY HeKe 0ff MHOTOOPOjHUX Off-
nuka cnuke Ceo6a Cpba. Hajsehu octBapenu ¢opmaT McTOpujcKke KOMIo3nuuje y
CPIICKOM C/IMKapCTBY CaXkeo je jMIe KapaKkTepa CyAOMHe CPIICKOT Hapoja ajlero-
PMjCcKe 3By4YHOCTY, YCIIEBIIN Jia 3a>KMBU Y LIEJIOKYITHOj CBECTU BU3YelIHE KYAType
Kao je[Ha Of HajyIle4aT/bMBUjUX IIPEJCTaBa MOHYMEHTA/IHE CHAre.

TexHoMOTMja HACTaHKA OBe Ba)kHe CIMKe He pa3NuKyje ce MHOTO Off OCTa/INX,
CIIMKaHMX U3 CIMYHUX IOOY/a Ha TEPUTOPU)jH CYCeTHMX 3eMarba. IIOHOBHO MOKpe-
Tame MUTama JocebaBama Cpba Ha MOAPYYjy Tajallibe jyxxHe Yrapcke I1y6oKo je
CBE3aHO Y YBOPUINTY IpobIeMaTUKe pasjiora Koju Cy JOIpUHeN fia ce Benmmka ce-
o6a moropu. JyHaLu oBe HaKHaJHO KOHLMIIMPaHe TMKOBHE dpuilogeciti 3allpaBo
CY JKMBM JIMKOBM MOJiesIa Koju cy nocimy>xuiu cnukapy Iaju Joanosuhy pa ocrsa-

Py peaINCTN4YaH YTUCAK OPaMAaTUYIHOTI Yaca CPIICKE IMPOLITIOCTN. Taxo Cy ce iBa

5 HUcino, 35.



BpEMEHA, IIPOIIJIO U Cafalllibe, YjeAMHWIA Y CMHEPTMYHO]j Kpealuji YMju je T/1aB-
HU Ik OMO HallVOHa/IHa penpeseHTanMja anu u 6opba npoTus 3abopasa. Hakon
IITO je HAC/IMKAO CBOje MPBO Aero paheHo nmpema ucropujckom porabajy, Taxoscku
ycinianax, Ilaja JoBanosuh je y mponehe 1895. roguue mpexo Cabopckor ogbopa of
narpujapxa I'eopruja Bpankosuha go6uo Hapy6uny 3a uspany cnuke Ceoba Cpba
,»aUjy claBy 1 momynapHocT ko Cpba Huje mpeBasuIIa HUjeHa IpyTa cmKa .
Bepyjyhnu pa je ayreHTMYHOCT — caMOCBOJHOCT (Y CBOM O/MMCKOM 3HaYerHy)
JoBanoBuheBor c1MKapcKoO-IaTPUOTCKOT TpyAa obesbehena gaposurouthy u cper-
HUM CIIJIETOM >XMBOTHUX OKOJIHOCTH, jeJHAKO KOJIMKO M OTPOMHMM HAaIlOpOM IIa-
tTpujapxa I'eopruja bpankoBuha koju je 0By cnmky Hapyumo 3a MuieHUjyMcKy
usnox0y y Bypummnermnty ninaHupany 3a 1896. rogmuy (rpe je Tpebano ma mpen-
CTaB/ba CPICKM Hapop yHyTap [IBojHe MoHapxuje), cnukap Ilaja Josanosuh, yue-
HuK Kpucrujana I'punenkepra, paHaTUYHO IIOHECEHOI aHTUKOM, yoOIMYaBao je
3a/]aTy UZEjY 3ajeJHO Ca EeMUHEHTHUM UCTOPMYAPUMA M 3BAHMYHUM IIPECTaBHU-
LMMa LpKBe U fip)Kase nonyT Vnapuona Pysapua u Crojana
Hosaxosuha. Vcro tako, cnuxa Ceob6a Cpba je HenocpenHm
pe3yaTaT ONIITUX OKOMHOCTM Yy KOjUMa je yrapcka Blaja
Ha MMIeHMjyMCKO] U3IOXOM Kelena fa OOENeXM Xuba-
IYTOAMIIBUIY MOKpIITaBawa M Jonacka Mabapa y obmact
ITanonuje. 3a JoBanosuha je To 6ma npBa 3BaHNYHA HOPYII-
61Ha MOHYMeHTa/IHe UCTOpHjcke KoMmnosunyje. Iloox 3a 13-
60p Teme 6una je Beh nmocrojeha xomnosnumja Apiiag ocHusa
Mahapcky gpxasy, Kojy je 3a HOBOIOZUIHYTO 3Jame yrap-
CKOT IIap/laMeHTa Hac/nmkKao Muxam MyHnkaun 1893. ropune.
Opranusaropu ¢y HajaBuau fa he MyHka4uujeBo feno 6uTu

M37I0’KEeHO Ha 0BOj MaHudecranuju, te je narpujapx leopruje

BbpankoBuh moxeneo ga ce m KaprmoBauka marpujapiuinja
H0jaBy Ca CAMYHUM IPOrPaMCKIM IIPOjeKTOM.”

Y Haje3nu ,,MacOBHOI M3MMIUbaia Tpaguunuje® us-
noxoba je Tpebano fa MONMyIapuile Uejy YrapCKOr Halju-
OHA/IHOT MAEHTUTETa alM U IpeTeH[oBame Yy MMe MCTO-

Teopiuje Bpankosuh, nurorpaduja
Buxermva pymya, oko 1900.  PMjCKMX IIpaBa Ha TepuUTopuje y ckiony IIBojHe MOHapxuje.

¢ H. Kycosau, Iaja Josanosuh, Mysej rpaga beorpasa, Beorpaz 2010, 133.
7 Bupertn Buute y: M. Tumotrnjesuh, Iaja Josarnosuh, xaranor usnox6be, Fanepnja CAHY,

Beorpap 2009; I1. Ilerposuh, Iaja Josanosuh. Cucitiemcku Kaiianoi gena, beorpanm 2012, 123-124.
8 M. Tumorujesuh, [1aja Josanosuh, karamor usnoxoée, Fanepuja CAHY, Beorpag 2009, 124.



buo je To pasior mWTO je feo M3NIOKOe IOApasyMeBao U IIPe3eHTOBAMmbE OCTAIMX
Hapoja KOjU CY )XUBEIU Y BeHOM ,,JP>)KaBOTBOPHOM IIPOCTOPY . Y MOCeOHMM Ia-
BU/bOHMMA OMIIM Cy IIpefcTaBbeHy XpBarcka, CrnaBoHuja, bocHa u XepluerosnHa.
Cp6u y Yrapckoj HUCY cMaTpaHU TePUTOPMjaTHUM HapOJOM, a CBako npucehame
Ha 1ocTojame Bojsonnue Cpricke 61710 je mOMMTUYKY Henofgo6Ho. Cum6mo3a Hay-
Ke ¥l YMETHOCTY, aHAIUTUYHOCTY U IMKOBHE YMEUTHOCTH, Y JOCTYXY Ca ZyXOBUMa
IpOLUINX BpeMeHa, O1JIa je IyToKa3 Ka CaBafaBaiby OBe ali ¥ APYIUX HOpyHou-
Ha KOje Cy cMMOO0/II30Bajle 3BaHNYHY IIOIUTUKY pellpe3eHTaTUBHE KyAType (Ipyre
cnuke ITaje Jopanosuha — Taxoscxu yciianak u Kpynucarwe yapa JJywana).

IMomyT ucropuorpada, cIMKap je Mopao M3HOBA fia Ce
ymosHa ca ayreHTH4yHomhy mosecHor pmorabaja xoju Tpeba
na npepcrasu.’ IlpunpemMe 3a u3pasy KOMIIO3MIMje Tpajaje
Cy MHOTO JiyXe Hero caMa msBefida cIMKe, Kojy je JopaHosuh
3aBpIINO 32 HEBEPOBATHMX HENYHMX JIeCeT MeCeIly pajia, Of
jecenn 1895. mo nera 1896. rogune. OHO WITO Cy JaHAaC 3a HaC
6nbnmoTeke, apxuBu U My3eju, 3a JoBaHoBumha u PyBapua
6umu cy GpyLmKOropcky MaHAacTMpM ca CBOjuM ¢peckama,
MKOHOCTacuMa 1 pusHmiama. Obunasehu ceetnme Opymike
rope, JoBaHoBuh je 6enexxehu, nprajyhu u crymajyhm ca-
KyI/baO MaTrepujan 3a 3aXTeBHY IIOPy4eHY KOMIIO3MIIN]Y.

AxyMymnanyja MCTOpUjcKMX pparMeHara Ha CIMKapeBOM paji-

HOM CTONIy M3UCKMBA/la jeé OTPOMHY KOHLEHTpaLujy amu U
BEJIMKY JIO3y JOMMII/baBarba, MHTEPIpETalje 3aMUIIbEHOT
porabaja. Y 3a0cTaBLITMHY HallleT Be/IMKOT C/IMKapa cauyBa-
He Cy OpOjHe CKMILIe M LIPTeXMU KOji TOBOPE O BEJIMKOM TPYAY
Hay4yHMuKe nocseheHOCTM, y OeCKOHAYHOM MIVpEHY MOTH-
Ba M APYruX MOryhux Ipenjiokaka KOju Cy MOITIM CIIVIKapy Mnazs Ynapmos Pysapars,
Ia mpy)xe oxpabpyjyhu marepujan 3a HOBY CIMKY, JOBO/BHO  nprex Hosaka Pagonuha, 1855,
YBEP/BUBY U BEPOJOCTOjHY IIPE/ICTABY.

JemaH of TMX ILIpTeXKa M3/IOXKEH je Ha M3I0XKOM ,,Murparuje y yMeTHoCTH —
yMmeTHOCT Murpanuja’. To je nprex Josana MoHaciiepnuje Ha Koy, IpUIpeMHA
CKMIJa 32 KObhaHMKa M3BeJEeHOT Ha IPBOj Bep3nju ybaHe cinuke Ceoba Cpba u3 1896.

ropuHe. [IparoneHy nopauy IpUIpeMHUX pafiby JaHAC CY BUAJBUBY YIIPABO Yy TOj

° Buperu suine y: H. Makymesuh, Ymedwinociti u Hayuonanua ugeja, 3aBof 3a yubeHuke

M HacTaBHa CpefcTBa, beorpax 2006, 169. H. Cumuh, Kaxo je iocitiana cnuxa Ceoba Cpéa og Ilaje
Josanosuha, Imacuuk Cpricke paBociaBHe LpKBe, beorpap 1956, 109-113.



Tpyny LpTeXa M cKuila. Mo)xeMo caMo Jla HaCTyTUMO JieTa/be NYIMX PasroBopa
usmeby Josanosmha u Pypapa koju cy mperxopwin oBuM LpTexuma. OcHobe
yYMeTHMYKe JJieje Ha Taj HA4MH pealn3oBaHe, O1jIe Cy IPOU3BOJ 6ULeCTPYKOT ay-
{iopcitiea, OK je CYIITMHCKM VHMIMjaTHY fleo, HArOBOP M BepOaTHO TUTepapHM
MIHITYT OCTa0 Yy 3aTyPEHOM, APYTOM IJIaHy IIOCMaTpalba.

Ha camoM modYeTKy pajia HacTao je CpeIuIIIM [e0 KOMIO3UIIMje O YeMy
CBEJI0YM CadyBaH IIPTeX Ha KOMe BUAVMMO U3PA3SUTH UICOTIOIIKN OKBUP y KOME je
Ceoba mpukaszaHa Kao BOjHO OpraHM30BaHa akIyja ca marpujapxoM YapHojeuhem
Ha 4ely Ko/lloHe. boYHM fienoBu cluKe, KacHMje paspahenn, Tpebano je ga ymmpe
MUIMTAHTaH TOH, TAKO LITO je Ha JIECHOj CTPaHM KOMIIO3MIMje HAC/IMKaH HapOf
y 36ery, 6am kako je Ilaja JoBanosuh y pasrosopy ca Vnapuonom Pysapuem u 1o
HBEeroBMM CaBeTUMa YYMHUO.

Tapa ce femaBa fpaMaTM4YHM IpPeOKpeT Koju he yMHOroMe yTUIIaTH Ha CYJ-
6uny cnuke. Ilarpujapx Teoprmje BpankoBuh mckasao je cBoje He3aJOBO/BCTBO
C/IMKAPCKMM PE3YNTaTOM. Y IMXOBOj MPENNUCLM OH je MICTAKao [ia OH CIUKY Huje
nopyuno fa 6u npukasao Cpbe kao yobaHe nay u3berIuile, ,,...Hero jja CMO FOLUIN
MM Hapoj IIOf; Opy>XXjeM ca yroBopoM y pyuu. OBy npusunerujy mopa YapHojesuh
maumay pyun (...).”"°

3aTpaxkuo je fa ce leCHU fIe0 KOMIIO3ULIMje HAHOBO IIpec/inKa U Huje Jio-
3B0J/baBa0 yBoheme Hapofja — yMeCTO Ibera Hapefyo je a ce Hapoj 3aMeHU BOj-
HyunyMa. Cum6onmdHa ¢urypa j>keHe ca [leTeTOM Ha HATOBAPEHOM KOBY, Y
Bolopoguuunom 06nu4jy MajunHCKe 3alITUTE Ca IOTHYTOM ITaBOM, Takobe je 3a-
MemeHa IPeJCTaBOM KOWaHMKa 4Mji je MK CauyyBaH Kao rmoceOHa KOMIO3MIIVja
y ymy. Y cpemMiliibeM fiely KOMIIO3MIIMje TaTpujapxX je 3aTpa>kuo Ja ce y pyke
enuckona Vcauje Hakosuha mocraBu cBUTaK, JOKYMEHT Xab30ypILIKOT MMIIepa-
topa Jleononga I xojum je 3sBaHMYHO mosBao marpujapxa YapHojesuha fma mpebe
y Xa636ypuKy MOHapxujy. BepoBaTHO HajynedaT/bMBMjM IIPOTATOHUCT KOMIIO3M-
uuje Ceoba Cpba cBaKako je IPerno3HAT/bUBY MK CPIICKOT Ce/baka ca IybapoM u
y 6yrap-kabauuru. ITaja ,,JoanoBuh je 3a nmuk cempaka ymorpebuo nux Huxore J.
Vruha, Cpemiia us Yepesnha“!! 3aHNM/BMBO je fa aKo ce 3aIr/IefaMo Ia>K/bUBUje ¥
CIUKY, YMja je MOBPIIMHA [IPEKO [iBajieceT KBagpaTHux Metapa (380 x 585 cm) mo-

»KeMO U laHaC y KOPOBY M TPaBU /Ia Ha3peMo MaIlKe OBalja U ITOKOj/ OBHYjCKM POT.

1 TI. Ilerposuh, ITaja Josanosuh. Cucitiemcxu kaitianoi gena, beorpan 2012, 67.
""" Ucimo, 66-69.
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3a ueHTpanHy QuUrypy untaBe KoMmnosuuyje JosaHoBuhy je mOCTyXMO MK
camor natpujapxa [eopruja bpankosunha. CBakako, oBuM je marpujapx bpankosuh
JKeJIeo Jla UCTaKHe CBOj aKTye/IHU IOJIUTUYKU KYPC U COIICTBEHU 3HA4aj y OKpPUJbY
CPIICKOT Hapofia, 4l/Me C€ TEH/IEHLIMO3HO IOpefMO Ca 3HAMEHUTUM IPEIBOJHMU-
KOM ceobe, CBOjUM IpeTXOfHMKOM. IIpeficTaB/beH Ha CAMLM NMPBO Kao OPYOKHM
HApOJHU NacTUp IIOCTAO je Ha IPeCIMKaHOj Bep3ujyl OfBa>KHU Boba ¥ 3amoBef-
HIUK, y UCTOM 4Yacy MpejHM TBopal M kputudap cimuke Ceobe Cpoa. TBpH cTas ma-
Tpujapxa bpankosuha moBeo je, y TpeHynuMa Koju Cy ycmepunu, ga JoBaHosuh,
MAKO je IIPUXBATUO CyTecTuje, HUje YCIleo CIMKY Aa 3aBpLIM Kako 01 je myOnmka
Ha Munennjymckoj usnoxx6u supena. Taxo je, Hamocnerky, KapnoBauka MuTpo-
nonuja 6uia jenyHa 3BaHMYHA BepCKa MHCTUTYLMja ¥ yrapckoM feny MoHapxuje
Koja HMje O1Ia IpefcTaB/beHa Ha u31ox61. Y ucro BpeMe JoBanosuh je mpuxsarno
HOPYIOMHY BpIIauyKe OMIITUHE U yHopeno ca Ceobom Cpba OKOHYAO pajj HA CIULIK
Bpwauku mpuiiniuxon. To je 1eroBo 3Ha4ajHO [Ie/I0 KOje jeé 0CTaI0 y CeHLM IIOMNN-
TUYKY OCIIOpaBaHe ajiu JIMKOBHO Oe3pe3epBHO xBabeHe Ceobe. Cnuka Bpuwauxu
WPpUTHiUX0H MHOTO BUIIE je OfroBapaia Ap>KaBHUM MHTEPeCUMa Kao HOAUTUIKYI
HeyTpasHa C/uKa ca npusopuma Mabapa, Hemana u Cp6a.'?

3Ha ce pa je Vmapmon Pysapan ,6mo mo3HaT kao ¢aHaTM4aH IOKIIO-
HUK XVICTOPHMjCKe 00jeKTMBHOCTH, a IIpe TOra je 06jaBMO CTYyAujy O ceobu IOf
YapHojesuheM, Koja je M3a3Baja BelIMKa HerofoBama y KpPyroBuMa IpKBe U Ha-
ponmaka“. [To meroBoM CIIOpHOM BUDemY, AeMMUYHO MOXMA 00jeKTUBHOM, aju
HOMUTUYKY CACBUM HepasyMHOM, ceoba Cpba usBpiiena je nop nputiuckoM Typaka
y OIlpaBJaHOM CTpaxy Off BbUXOBUX KasHNU M OAMa3[y HaJl CPIICKUM XMBJbeM. To je
610 CacBUM CYNPOTHO NParMaTUYHOM HOMUTUYKOM IIPUKA3y 110 BO/BY HaTpujap-
xa Bpankosnha koju je Tpebano ma mokaxke ma ce Ceo6a Cpba mox ApceHujem
IIT Yapuojesuhem opurpana Ha mo3mB aycTpujckor napa Jleomonga I. Ompeuna
MUIIUbeRa OUITPO Cy ce CyKobma Ha nospurHy 1arHa Ilaje Jopanosuha. ¥ npo-
CTOpY Tafjallilber jaBHOT Mibela IaTPMjapXy HMje OMIO OIPOIITEHO KOH3epBaTIB-
HO 3aMemMBame Hapofa BojHuImMa, 6ynyhu ma je Beh Xepmeposa ¢unosoduja
UCTOpMje UCTUIIANIa HAapOJ, Kao IVIaBHY HallMOHa/lHYy Kateropujy. CBe 1ITO ce 4u-
HIJIO, YMHUJIO Ce 3a Hapof 1 y uMe Hapopa.” Tako kopurosana ciuka Ceob6a Cpboa
MOHYMEHTATHUX JUMeH3Mja, 6all KOJMKO M XTewa, Off TOT TPeHYTKa OCTaje y CeH-

M 3UfioBa marpujapiunjcke pesugennuje y Cpemckum Kapnosunuma cse o 1941.

12

Bupern Buwe y: H. Kycosau, Ilaja Josarosuh, Mysej rpaga Beorpaga, Beorpag, 2010, 140.

13

M. Tumorujesuh, ITaja Josanosuh, karanor nsnoxée, Fanepuja CAHY, Beorpag 2009, 126.



TOAVIHE KaJia jy je ycTalllKa BIacT
npeHena y 3arpe6.
KapakTepucTuuHu ImoTe3
TUINYAH 33 IPeysVM/bUBOT Jo-
BaHOBMha M3paxkeH je y XUTPOM
IpofaBamwy IIpaBa Ha PENPOLYKO-
Bambe U yMHOXaBame cnnke Ceoba
Cpba tprosuy u ponomy6y Ilerpy
Hukomnhy n3 3arpe6a 1895. ro-

nuHe, Kaga je Huxomuh mocerno

Cnuka Ceo6a Cp6a nsnoxena JoBanosuhes areme y beuy, Hakon
y pesmueﬂunj]/[ HaTPI/Ijaan y CPCMCKI/IM KaPHOBHI/IMa yera je 1896. FOHMHG HyCTMO y HpO'
majy oneorpadujy/xpomonurorpadujy’ (Buuie6ojun otucak) kommnosuiyje. Virpom
cynouHe Joropuio ce ,,aa je y IlarpujapuiuckoM gBOpy KOjU CY MOAMUIIN HOTOMIIN
YapHnojeBuheBux crogapa taja Bucuna yoojuta Ceoba, a o kyhama rpabana, xoju
Cy HeIpecTaHO MAIITa/IM O CTAPOM CPIICKOM LIapPCTBY ¥ TOCHOLCTBY, BUCU/IA OHA Ca
CHPOTHUICKOM pajoM ™' Bracuuk mrammnapuje y 3arpe6y Ilerap Hukonnh, nmopen
Ceobe ML TaMIIa0 je 1 Jiea CPIICKIUX U XPBATCKUX YMETHIKA MaXOM HallMOHAJIHe Ca-
IP>KMHE Koja Cy 3a Wb MMaJla lIMpewe ofipeheHNX MonuTuIKux upeja, HApOIUTO
kopt Cpba Koju >xyBe Ha Tepurtopuju JIBojHe MOHapXuje.

Penponykunja cnnke Ceo6a Cpba 0BYM UMHOM IIOCTAJIA je jefHa Of HajIIoIy-
TapHUjMX IATPUOTCKMX MKOHA Yuji ce GeHOMEH MO>Ke IOCMAaTpaTy U Kao JOMIHaA-
IMja KanuTana Haj MOMUTUYIKUM KfejaMa. 3axBapyjyhu oBoj oneorpaduju y cBe-
CTM CPIICKOT Hapofa OCTajla je cadyBaHa IPBOOMTHA, KaCHUje IIpec/InKaHa Bep3uja
CJIMKe M CBOjUM 3aCeOHUM >XMBOTOM JIOKa3ajIa KaKo cBaKa C/IMKa UMa CBOjy Cynou-
Hy 6e3 003Mpa Ha McTOBeTHO nopekso. Oneorpaduje cy WITaMIIaHe Ha IAUpPY U
3aT)M HaTe3aHe Ha CJIeNM paM U ypaM/bMBaHe Y IeKOpaTVBHe YKpacHe okBupe. Ha
Taj Ha4MH OVl Cy afleKBaTHA 3aMeHa 3a y/baHe C/IMKe KOje HJMCY MOV NpUYLITHU-
TH TNPUIATHMLM HIDKMX C7lojeBa ApyIuTBa. IbmxoBa TeXHMYKa BUPTYO3HOCT Y
BepHOM IOfpakaBakby OPUTMHATHOT IIPeJIOLIKa 3aIllPaBo je TOBOPUIA O 3aMaxy
UHIYCTpUjcKe rpaduKe, peIpoAyKLMje Koja ce Hajmasuia Ha 3UJOBMMa MHOIMX

cprckux gomoBa. TexHuka oneorpaduje o6esbenuna je arconyTHY KOCTYIIHOCT U

' TI. Ierposuh, ITaja Josanosuh. Cucitiemcku kaimianoi gena, beorpax 2012, 66.

15

K. Kamenov, Oleografija u Hrvatskoj 1864-1918, Galerija likovnih umjetnosti Osijek
(katalog izlozbe), Osijek 1988, 3-6.

¢ M. Komapuh, Osue u yapcke tipusuneiuje y cnuxapciiisy, bopba, Beorpan 14. cenrembap 1957.
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PacIpOCTPambeHOCT Y/baHUX CIMKA Y CACBUM APYTOM Mefujy IrpadM4Kor HOCTyIIKa
YMHOXKaBama, YMMe je yMeTHOCT ;o01Ia JoTaia HerocTojehu, monyaapHu u momy-
JTAPUCTUYKY NIpefi3HAK.

Opyry Bepsujy Ceobe Cpba, Kxoja je 3anmpaBo IPBOOUTHO YMETHUKOBO pe-
IIebe 3a BenuKy popmMart, JoBaHOBMN je HacmuKao yop3o Mo 3aBpIIETKY IIpBe, Maja
je HUje patupao. Y nepuoaunu ce Beh 1896. rogyuHe noMue aa je 3a OBy Bep3ujy, Ha
KO0jOj Cy HaCIMKaHM >K€Ha ca JleTeTOM Ha KOIby M 3aIpera ca CTafloM OBalla Ha Jiec-
HOj CTpaHM, IpaBO Ha YMHOXaBamwe oTKynuo of ITaje JoaHoBuha Tprosar Iletap
Huxonuh. Pasnuke usmely Behe u oBe Mame CnyKe HUCY caMO Y NpeNpaB/beHO]
IeCHOj CTpaHy, Hero M y NpuKasy MOjefMHUX TMIHOCTY Ha CAUIM — U3pa3 Auia
pameHor YobaHMHA U3 Ipefiber IIaHa, usrnes marpujapxa YapHojesuha u Vcanje
Hakosuha, meuaka kamaysa Koju BOAM IIaTPMjapXOBOT KOma, MoHacTepnmje Ha

KOIbY, KaO I HEKO/IMKO e€Tajba y IIO3aHN.

KpeTare yMeTHUYKOr aena

Hcropuyap ymerHoctu Hukona Kycosan Huje ca curypHomhy yBeper ga je
penmuka Ceobe Cpba, mamer popmara, Koja ce 4yBa y nanueBaykom HapopgHoMm my-
3ejy, oHa Kojy je ymHoxno Hukonuh, unax, nonaje, ga joj ce He Mmoxxe nopehu pa je
1H0j CIMYHa 1o fietasba. OBy Bepsnujy cnuke Ceobe Cpba, ¢ fpyre CTpaHe, IpaTu UH-
TpPUTAaHTHA, HOBUja CTOPHUja, Y BpEMEHY C IToYeTKa ceflaMfleceTuX roguHa XX Beka.
Y apxusu l'anepuje Marune cpricke Hajmasu ce JOKyMeHTalMja KOja HaM OTKPUBA
nojesuHocTy cynouHe Bepsuje cnuke Ceoba Cpba y BnacuuuitBy HapopgHor My3eja
y ITaHueBy Koja je mocTaB/beHa Ha U3I0XKOMU , Murpanuje y yMeTHOCTU — YMETHOCT
Mmurparnuja‘,

Hawwme, y rpabu ce 4yBa BuiIe fonuca u pyTux foKyMeHaTa ynyhenux Haf-
JIeXHUM CYACKMM OpraHuma y Iepuopy ¢ Kpaja 1971. u ¢ noderka 1972. rogume.
VisBecHU afiBOKAT, y OBOM C/ly4ajy mocpefHuk boromy6 Crankosuh u3 ITaHueBa
noHyzauo je Tanepuju Matuue cprcke Ha oTKyn Bepsujy ciuke Ceoba Cpba (mu-
MeH3uja 200 x 100 cm) y BIaCHMIITBY HeroBe IIKOJICKe gpyrapuile (Herge muiie
u pobake) koja My je 3a To fana nyHomoh. V3Hoc 3a nonybheny cnuky Ceo6a Cpba
61o je 2.000.000 guHapa. Y mpenmcuy Cy ce iBe CTpaHe JOTOBOPUIIE [ia afiBOKAT
Crankosuh npopa lanepuju Marune cprcke cinuky go 31. meembpa 1971. ropune,
KaKo je cTajaso y yropopy. Mehytum, cnuka Huje npopara lanepuju mouro je cnu-

Ky noHybau agsokar Crankosuh 30. genem6bpa 1971. ronnze nmpopao CKyIIITIHN



Onmtune ITanueBo, Koja je mollIa y Oces, CIMKE 110 TpaBy Ipede KyIOBUHE, CXOJ-
HO OCHOBHOM 3aKOHY O 3alUTUTM CIIOMEHMKa KyiaType. Vako Huje mocTojano pe-
IIerbe HaJIeKHOT 3aBojia 3a 3allITUTY CIIOMEHNKA KY/IType KojuM ce ciuka Ceoba
Cpba npornamasa CIIOMeHMKOM KynType, [anepuja MaTuije cpricke cMaTpana je a
je omrehena y oBom cmyuajy. KacHuju cyacku mpoliec Huje ce HaCTaBUO TY)XO0M
Tanepuje u cnuka Ceoba Cpba moxpameHa je y onuTuHcku ced y ITandyeBy s6or
HEIIOCTOjarba aJleKBaTHUX YC/IOBa 3a IheHO YyBatbe.!”

Y Tekcty nox HacnoBoM Kaxo je uysana Ceoba Cpba 'y 6eorpapckoj Ionummuyu
o 5. HoBeM6pa 1971. rogune' Bykamnn Koba je micao o oBom ciyuajy. Cnmka ce
HaBoHO Hanasuna y IlIBajijapckoj a agBokary Boromy6y Crankosuhy 6mna je mo-
3Hara jour of 6. pedpypa 1941. roguHe Kaja Cy je maHUYeBauYKM BIACHULM KYIIU/IN
op HacmepgHuka Ilerpa Hukommha y 3arpe6y 3a 100.000 auHapa. Y TeKCTy ce cIo-
MUBbe M IOfaTaK Ja je clIMKa OyIa y MOHYAM Y 6eorpajickoj aHTMKBAPHULIM jOLI
1932. roguHe Kaja jy je Hy[MO M3BeCHU CTpaHal. JVImak, CUTypHO je [ia je clIMKa
npen camu JIpyru cBeTcku pat npeHera u3 [Tandesa y llIBajiapcky xop pobaka me-
HNIX IaH4YeBauKMX BAacHMKa. [Tocie 3aBpureTka paTa Bpahena je y IlaHueBo kapa je
YMOTaHa 1 CMellITeHa y TMMeHY KaceTy. AiiBokaT Boromy6 Crankosuh omucao je
BaHpeNHO y36yheme MpuInkoM ofMoTaBama CIMKe U3 KaceTe. Y TeKCTy IuIIe fia

je CrankoBuh BlIacHUKe HaroBapao fia CJIMKY yCTyIIe
EPEME W J5HMRASA _Bewe Byveues Holem :
A“ A E E A ulﬁlu HEKOM Off My3eja a/Iyi OHU Cy OVUIU YIIOPHM Ja CIIMKY
H‘“n I[ I'"B 3aJp>Ke IIa je cBe 10 TOTr MOoMeHTa cnuka Ceoba Cpoa
@ Murvenenan ull-l—'l'-lul-l-'wtlﬂml n—-n-q-r
e i 0CTajia y aHOHMMHOCTH.
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YMIbEHUIA [Ja C€ OBa C/IMKa, OCYM ILITO IIpENCcTaB/ba

Kaxo je uyeana Ceo6a Cpba, Ilonutuka, 1971.  BaKaH norabaj U3 CpICKE MCTOpHje, OHJIUKYje U

7 Apxusa Tanepuje Maruue cprcke, IIpeamer: Boromy6 Crankosuh, agBokar ITaHueBo,

MOHYy/a 3a OTKYH cuke: ITaje JoBanosuha ,,Ceoba Cp6a“, apx. osnaka 0202, 10.01.1972.

'8 B. Kobau, Kaxo je uysana Ceba Cpba, Ilonurtuxa, 5. HoBembap 1971.
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BEOMa 3aMPILIEHOM MCTOPUjOM TOKOM Jpyre monoBuHe XX BeKa HalMK HMpBoOpa-
3peIHOM TPUTIEDY.

Jemna op oneorpaduja mpoHalIa je CBOje MCXORMIITE ¥ KOJEKIMjU My3eja
Bynumcke enapxuje y CeHTaHIpeju, MECTY Koje je 61110 jeqHa O BaKHUX TayaKa Ha
pyTu cprckux ceoba. IIpunnkoM Gopmupama CTanHe IIOCTaBKe Y HOBOj MY3€jCKOj
3rpajiu OBO JIeIO je BOOMIO MOYacCHO MeCTO Ha IIpUIasy ¥ Ka IIpUKasdy pasBoja
CPIICKE PEeNNTMO3He YMETHOCTH nocne 1690. roguHe.

lanepuja Matune cpiicke Huje Impexkaanuia LITO joj je M3MaKla KYIOBU-
Ha cmuke Ceoba Cpéa ITlaje JopanoBuha, Tako fa je TokoM 1981. roguHe msBple-
Ha Mebhymysejcka pasmena ca Hapomnum mysejom y IlaHdueBy Ha roguHy [aHa.
T'anepwuja je npeysena cnuky Ceo6a Cp6a vi U37I0XKWIA je Y OKBUPY CTaJIHe IOCTABKe,
anpepana je Mysejy y IlandeBy cnuky Ilpoinawerse [Jyuianosoi saxonuxa. buo je To
JIeTI KOJIETMja/IHU I'eCT KOji je IoKa3ao fobpe ofHoce Mehy Mysejuma 1 noBepemwe y
OCTBapey 3ajeJHUYKOT LJ/ba — IIPeACTaB/balbe HAl[MOHATHE KYATYpHe OallTVHe
ny6omun.” Ha usnox6m ,,Murpanuje y yMeTHOCTM — YMETHOCT MUTpaluja’ oBa
Bepsuja Ceobe Cpba y Hajoob0j Mepy (pe)reHepuilie IpUBPEMEHN KapaKTep yMeT-
HMYKUX JIe/Ia Y eKCIIO3UIjU TONMNPOHOT IIPU3BYKA, Y MIPEIIETY YMETHOCTH, UCTO-
pUje ¥ IpeKo MOTPpeOHNX HOBUX MY3€jCKUX IepLiemnIuja.

Tpeha n mocnenmwa Bapujanta Ceobe Cpba Koja ce Hamaswaa O CpefyHe
nesefeceTux roguHa XX Beka y Ibyjopky, kao BTacHMIITBO HaclefHUKA yINefHe
BplLIauke rnopopute Manpykuh koju cy
je mobunu op Hapyumoua u jpybuTesba |
yMeTHOCTM MuieHka Yasuha, HacTa-
7a y YMETHMKOBUM IIO3HMM TOfMHaMA,
pacBeT/baBa IErOB CTaB CyHZOOHOCHOT
morabaja u3 cpncke ucropumje. Yasuh
je MKy Hapy4mo Ha, cpehoM HeTauHy
BecT #a cy cnmuky Ceoba Cpba yHUIITH-
7Y OKYNATOPM M YCTANIKM IIOMAaraum y
Cpemckum Kapnosunuma. Ha oBoj cnuin

BUJJVIMO OfICYCTBO LIPTa4Ke BUPTYO3HO-

CTM ¥ IPE3ULIHOCTH, HeyOea/bIBY Mare-

pvjanusanyjy M IpeHarnameny naKohy ITaja Josanosuh, Ceo6a Cpba, npyra Bepsuja, 1896.

¥ T. Iankosbesnh Byrapcku, lanepuja Matiuye cpiicke. Cnuka kynisiypHoi ugeHisiuinieiia

docpegcitisom ipeseniiiayuje ymeiminuukux gena (M3BOJ, U3 OKTOPCKOT pafia).



JMKOBHOT M3pakaBama. VI Maja je JoanoBuh 3apprxao mpBOOKUTHO pellerme Koje
IpuKasyje Hapof, y 30ery a He OpraHM30BaH BOjHU IIOXOf|, MITaK Ce OIpPefeno Ja
naTpujapxy ga ynory opnydHor Bohe. Ceurak Vicanje Hakosnha je pasBujen u mo-
CTaB/beH y CpeAuIITy Kommnosunyje. OBa Bep3yja HAPOUNUTO je 3HavajHa 360T /-
KapeBe 3a0eslellIKe Y KOjoj OH II0jalllibaBa KO Cy CTBAPHMU JIMKOBYU KOjI Cy MY HOCITY-
XKWL 3a C/IMKakbe MaTrMHapHuX nporaronucra Ceobe.

ITaja JoBaHOBuh - crMKap Koju je )KMBEO ¥ CTBApa0 Y MHOTUM CBETCKUM Me-
TpomnonaMa, IyTHUK YMja je YMETHOCT MUTpUpaa U ycleBasa Jla ce yCHelHO I10-
3MIMOHMPA Y MHOTMM 3eM/baMa CBeTa TaKO [ Ce IeroBO CIMKAPCTBO IPAKTUYHO
orzefianio Ha MehyHapogHOM 60jULITY — YMeCTO Ja IOCTaHe OCHMBAY CPIICKe MO-
IepHe, OfIITy4MO Ce Jia OCBOjU CUTYpHE BPXOBe eBPOIICKOT 1 HaIller aKajeMusma.>
Ycren onylueB/berba, CaBpeMEHMUIM HUCY HPUMETHIU IpobieMe MCYBUILIE Vjef-
HaveHor cBeT/Ia Ha komnosunuju Ceob6a Cpba y 10jeHOCTAB/bEHO]j IMHUjYU IPBOT
HY3a KOJIOHe M30er/Ior CpIICKOr Hapoja, y MaTepujalusalyiji OfieBHUX [ieTaba 1
ayTeHTUYHMX IIpefMeTa y CyMOPHOj, a/li IOHOCOM JICHYHeHOj aTMocdepn yKyII-
HOT JIMKOBHOT IIpMKas3a.

Omnura nepcoHndmKaIyja CaMKe HalMOHATHOT 3HAKOB/bA Y MHOLITBY MCTO-
PUjCKUX UMIbe€HNI]A TO3HATUX Y IIpaBOj Mepy caMO Y4eHMMa, YKasyje Ha HecaMo-
CTaJIHOCT C/IUKe jep Off IoCcMaTpava 3aXTeBa OAroBapajyhe sHame 4uje ce 3sHaueHe
OCTBapyje Tek y MucaoHoM ogHocy.”! Taj Mucaonn ogHoc Moryhe je mpopy6/puBaTy
y Koopenanujama ca pyrum, CPOGHMM I10jaBaMa y CPIICKOj YMETHOCTHU U KYIATYPH,
HapOYMTO KaJia je y NUTamy fucbananc usMmely nmurepapHe, HaydHe MM eTHOBU3Y-
e/IHe OCHOBe. Y PacIOHMMA TUX PasIMYUTOCTM Moryhe je mponahm HemeprpMBOCT
HallMOHA/IHO-BU3Ye/IHUX eleMeHaTa OMMYEHUX y MIMPOKOM BUIOKPYTY aMbieMa-
tiuHe cnuke Ceoba Cpba Ilaje Joanosuha.

Pasmuuupajyhu o oBoM ¢QeHOMeHy caip>XaHOM y IIpoliecMMa HacTaHKa
MICTOpHjCKe KOMIIO3ULiuje, ToMeHyheMo 1 IpuMep ApyTe, paHiuje, IpBe UCTOPUjCKe
CIIMKE Y CPIICKOj yMeTHOCTU Majcka ckytiwitiuna 1. maja 1848. iogune y Cpemckum
Kapnosyuma, pap HoBOcamckor ciamukapa ITapma Cummha.? Ha HaumH cpoman

JoBanoBuhy, Ha HaroBop Hukanopa I'pyjuha, Cumuh je Hacamkao MHOTOBYyZHY

2 Buperu Bume y: JI. Mepakosuh, Cpiicku cnuxapu X VIII-XX sexa. /Tuxosu u gena, Ilpomerej,
ITokpajuHCcKy 3aBOJ 32 3aLITUTY CIoMeHMKa KynType, Hosu Cap 2012, 382.

21 R. Barthes, Retorika slike, y: Plasticki znak. Zbornik tekstova iz teorije vizuelnih umjetnosti,
prir. N. Miscevi¢, M. Zinai¢, Izdavacki centar Rijeka, Rijeka 1981, 87.

2 C. Muumh, Cpiicka napogna ckyiwiniuna 1. maja 1848. — 170 ioguna tiocne, Tanepuja

Marnue cpncke, Hosu Cap 2018.
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KOMIIO3MIUjy CPIICKOT cabopa M3y3eTHe IOIUTUYKe Ba>XKHOCTU. V Ha jefHOj U Ha
APYTOj CIULM, TOTOBO y CAMOM LIeHTPY, Ha/lase ce Lapcke npusuaeruje. Ha cimum
Majcxa ckyiwifiuna oBeby y pyuu y3mke narpujapx Jocud Pajauuh y Tpeny-
TKY KaJla r'a HapoJ, IpoIJIalllaBa IIaTpUjapXoM, IOK Ha IIPBOj BEP3Uju y/baHe CIMKe
Ceob6a Cpba Vicanja Hakosuh y pynunu fp>xu CBUTaK Ha KOjeM Cy MICIIMCaHe IPUBHIe-
ruje rapa Jleononga I gate Cp6uma 1690. roguue. Ha nocnenwoj Bepauju Ceobe u3
1945. roguHe CBUTAaK je cacBMM pasMoTaH. VIcTe nmpusueruje obenexxasajy sajef-
HUYKY NOBJIACTUILY — IeTab KOjU, Y Pa3MaKy off YeTPfieCeT 0CaM rOfjMHa, CyrepuIle
UEHTUYHY IOPYKY — HociameHin cpicKkol neiuiiumuiiieitia, BOjHOT U IIONUTUYKOT,
Ha TepuTopuju Xa630ypiike MOHapxuje.

Peponynuonapna ukona Majcka ckyiduiliuna, Ha KO0joj Cy CTBapHU IIPOTa-
roHucty pforabaja 3ajegro ca camum cinukapem Cumnhenm, ynyhyje Ha npeHTHYHO
upeonouiko nopeko Ceobe Cpba cnukapa Joanosuha. OHo 1mTo nx 6UTHO OfBaja
U OHO II0 YEMY C€ Pa3/luKY]y jecy spemera — Majcka cKyiuiiiuna HacTaje Kao BU-
3yelTHM HOKYMeHAT OffMax HaKoH forabaja npormamema Cprckor BojBoncTsa, ok
Ceoba Cpba Ha cBOjy peanynsalyjy 4eKa CKOpO ABe CTOTVHe OfiHa. Y KapakTepy
Te BPEMEHCKE JVCTaHIe IIPEN03HajeMO JIBa MHTEH3UTETa NIPOKAaMaliyje CPICKOT
UMICHTUTETa, IpY 4eMy obe CIMKe KacHuje 61MBajy MUTOrpadCcKyl pernpofyKoBaHe
Y1Me OCTBapYjy IIpaBo Ha HOCeOaH XXMBOT MepPKaTIHe IPUPOTE.

Taja JoBanoBuh je ymeo fa ocnyuiKyje capagHyKe KOjU Cy MY ITOMarajy To-
KOM IIpUIIPEME 3a OBaj BaXKaH 1 Te>XakK 1ocao. CUTYPHO fla ce y TO BpeMe Cycpeo ca
MHOTHM IIOTeNIKOhaMa y HeOCTaTKy apXMBCKMX M eTHOIpadCKIX IOJaTaKa, CBe-
CTaH He[JOKy4YMBOCTY BpeMeHa, y Kora 6y Hajpajuje (HeKuM nyamum ciaydajem!) sxe-
7eo fia Oype WpaHCioHo8aH KaKo OU ITO 60/be JoYapao ClieHy 136ermIndKe KoIoHe.
VIMarMHaTVMBHY KOHILIEIIT MOPAo je OMTM HOMMHAHTAH IPUIMKOM MpUIIpeMaiba,
CBe 10 KOHAuHOT, (OKYCHPAaHOT pajia Ha IUIATHY Y HUjaHCUPAHOM OaTaHCUPaIy
nponopnuja u MehycobHux opHoca. [JoMmubame KopIryca n3bermmdyke KOJIOHe,
XOPM30HTAaTHA KOMIIO3MIIMOHA CXeMa Ha 4MjeM 4Yejly Ce Hajlase MpefBOIHNUIIN 0ga-
6paru og boia ga 6oge cpiicku Hapog, MaHupecTyje ce y UCTOPUjCKOM OABUjabY

HaTIIpUpOJHUX JII/IMeHSI/Ija Y AOMEHY CIMKapCKe BUPTYO3HOCTU.

N3mehy kKynTa v BupTYyenHor

Dusnuko MPUCYCTBO MOHYMeHTanHe Bepsuje cnuke Ceobe Cpba Ha U3JO-

XKO0M ,Murpanuje y yMEeTHOCTM — YMETHOCT MMIpaliMja’, KOja ce JaHac Hajasu y



npocropujama Cunopa y Ilarpujapumnju y Beorpany, onmoxeHo je 36or moremkoha
OKO PM3MYHOT IIpecesberba y BenmmKy cany Case Texennmje y lanepuju Marure cpricke.
36o0r Tora je, y /by afiekBaTHe CYNCTUTYLje, 00e30eheH cucreM Menujcke mopp-
LIKe KOjJ je MHOTO BMIIE Off IIpeHocKoLa. AHMMalMja 1 pyre IojaBe HOBUX Mefiyja y
moba 6pse pauyHapcke obpafie IpoORyouIN Cy BUSMOMIHY [OjaBHOCT OIIITEIIO3HATE
HallMOHAJIHe MKOHe. JIoKyMeHTapHU (MIM IpaTy CHUMalbe CIUKe U pedreKcuBHO
Oerne)xyt peasiHe aclleKTe paja Ha IPUIIPEMU MaTepyjaia KOju CTPEMU TOTaTHOM Me-
IMjCKOM JIMHKY Ha JUTrUTanHOj ocHOBU.> IToTpeba ma ce yyBeHa cuKa (YMETHIYIKO
7o YOIILITe) M Ha Taj Ha4MH fIeTepMMHNUIIE Kao HeJI0 YMjii HOBY >KMBOT IIOYMIbE ¥
OUTUTAIHO] €py C/IMKA Y CBEOIIITOj TEXHOJOWIKOj JOMMHALINjY, IMa CBOjeé MECTO y
caBpeMeHO] npopykuuju I'anepuje Matuie cpricke mocnefmux JeceTak rofj/Ha.

Aeropujcka paBaH XepOM30BaHOT JIMKOBHOT emna 0 Ceo6u Cpba mpocTupe ce
MHOTO Jla/be U TO Ka JPYTYM CTOXEPHUM TauKaMa Cafp>XaHUM y CUMOOIMIIN YICTO-
pujckor pgorabaja — ka KkuBoTy ca MomTMa cBetor Knesa Jlasapa (kynt) u gpBope-
3oM ca werosuM koM (Kepanodopoc), koju je Hactao y Bpeme Bennke ceobe Cpba
1690. ronuHe.

»-CpOM Jlocenmmy ce M3 OHMX CPICKMX 3eMasba Ifie je Herja KOMIUIeTaH
CPIICKM Hapof caunmaBao fpxaBy. Kajp cy ce gocennnu, moHenu cy ca cobom u fp-
xaBHY upejy. Ocoburo Baku To o HapHojeBnheBom mpecenennjy” sammucao je Jakos
Vrwarosuh y ceojum Memoapuma.** Murpanuje cum6bona, aneropuja u Meradopa
HajCHa)KHMje cy yrpabeHe y cynOuHe /byny, MHMIIMjaTOpe OKpeTa >KMBOTHE U Jy-
xoBHe cHare. VI cam natpujapx Apcenuje III YapHojesnh cranno je 6uo y moxpery.
Hajmyxe ce sagpxaBao y Centangpeju, bynumy, Komopany, a moxoguo je bed, ma-
HacTup I'pabosal, Bajy, Cpem, CnaBonujy. Ilpatuse cy ra uneje u Bepyjyhu Hapop,.
Tex ocHOBaHM paBaHMYKO-payaHCKM MaHacTUp y CeHTaHpeju, ca MaIuM XpaMOM
nocsehenum cserom anocrony u jesauhenmcru JIyku, passujao je u TakBa ocehama.

Mmak, ocrana je ny6oka Tyra y gyllaMa MOHaXa KOjU Cy I'PafilIM LpPKBY U
KOji Cy, y 6ery u crpaxy of Typaka, nosemu Momtu cBetor KHesa us merose cinas-
He 3a7y>KOUHe M IOJIOXWUIN UX Y LPKBY ,0T Apesa‘. OHU Cy y pyroM pefy, usa
MoHacTepnuje Ha KoY, pukasany Ha cnuiy ITaje Josanosnha Ceo6a Cpéa, y cKpy-
IIEHOM XORY CBeCHM He3BeCHOCTM M3bernuukor xopa. Ha ToM xony, of Benernern-

He PaBaHuIle 1O ceHTaH/pejcKe OpBHApe, Kao fla Cy 00e/eXX I U Keo UCTOPUjCKe

2 V. DZ. T. Micel, Sta slike Zele? Zivot ljubavi i slika, Fakultet za medije i komunikacije,
Univerzitet Singidunum, Beograd 2016, 265.

** TIpema:[l. JaBupos, Cenitiangpeja cpticke iosecHuue, CpIricka akafieMyja HayKa ¥ yMEeTHOCTH,

ITpomertej, IToxpajuHCcKy 3aBOJ, 3a 3aIUTUTY ClIOMeHuKa KynType Bojsogune, Hosu Cap 2011, 38.
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cynbune cBor Hapopa, of Kocoscke 6uTke 1o Bennke ceobe. 3a nocemene Cpbe ku-
BOT cBeTor KHe3a 6110 je cMOOIIYHO OHO LITO U KOBYET 3aBeTa 3a Vspampe.”
ITpema Crapom 3asety. Kosuer je carpaguo Hapop V3spammpa Ma CHHajcKoj

ropu mmocie 6era u3 Erumnra.

Anex?

Y HemocpenHoj 6nusuun nsnoxene cniuke Ceo6a Cpéa Ilaje Jopanosuha, Ha
671aro y3AUTHYTOM IIOCTO/bY IIPEeKPUBEHOM I[PBEHMM OPOKATOM, IOCTAB/bEH je KBa-
3MKMBOT (3/1aTHM KOBUYer), caumibeH Off ApBera u mosnaheH. Ca mweroBnx 60YHMUX
CTpaHa alUIMIMpaHe Cy [iBe [[pBeHe LIMIIKe Koje CIy>Xe 3a ImpeHoc (ko)kusora. Ha
ropeM Jey, CMaKHYTa ca CpefyHe, Ha KPY>KHOM IIOCTaMEeHTY je I/IaBa KyIJIa Koja
cumbonusyje beckpajuu, inasu kpyi. O6of je yKpalleH OCMOKPaKMM 3Be3JjaMa 13-
pe3aHMM y CTaK/ly oriefana. Y YHYTPalIBOCTU KBasMKNBOTA IIONOXKEH je TUPaX
nacota 3a IJapcitiso Hebeco (HyMepucana 33 npuMepka). Ha kopuniama uMaruHap-
HOT IOKYMEHTa Hajasy ce IpyuKa3 ApBopesa ca NpeAcTaBoM purype kHesa Jlazapa
HacTasor 3a BpeMe Benuke ceobe 1690. roguHe. YTUCHYT je y 3I0TOTUCKY Ha CBET/IO-
II7IaBOj KOPUIM. YHYTpAllibM JIMCTOBM Cy CTPAaHMIE LAPCKUX IPUBUJIETHja KOje
ce jenBa Hasupy y ody. Ha mocnenmwoj crpanumy nacoma 3a Llapciiiéo HebecHo of-
mramnaHa je ckpahena Bepsuja 6ubnujcke npude Ka obehanoj semmu.

Hujanor ca mpouuromhy je cranHo gopabu-

=
Bame I/ICTOpI/Ije, II03VBamk€ Ha KPXOTUHE CBETA I(OjI/I R

M f —
=

He nocroju. HempecraHo (o)kpeTame CIMKa O3Ha-

9aBa MUTPALMOHY JVHAMMKY Y TParoBMMa Koje BU-
AMMO Y cajjallilbeM TPeHyTKy. VI3nox6a ,Murparnuje
Yy YMETHOCTM — YMETHOCT MUTpanuja’ ca CIMKOM
Ceo6e Cpba Ilaje JopanoBuha moky1asa ga KpeaTuB-

HO yCMepM Ha IOTPary 3a CBET/IOM YHYTap CKpajHy-

TUX KOPUIOPA CaBPEMEHMX MY3€jCKMX HacTOjama.

Io xoHayHOT 06pTa BIYNUIHOT BpeMeHa.

CBecHHI IIPUBPEMEHOT 06MKa )XNBOTA. Cknija 3a ymeTHnaku objexar (Ko)xusoini

ayropa Jlanuna Byxcanosuha

» TIpema CrapoM 3aBeTy KOBYer je carpajuo Hapox Vspanma Ha CuHajckoj ropu mocie Gera

u3 Erumnra.

¢ TIpunor ciuun Ceo6a Cpba y BUAY yMeTHIYKe NHTepBeHMje (LnTaTa, mapadpase).



Ceoba Cpba

Hapauwja 3a ouam ,Murpaumje y yMETHOCTU — YMETHOCT Murpaumja”

Kako nouume fa ce cnmka mpomacT cera? Ilokapy, ocTpBa Koja HecTajy,
Myibe, 3UAVHe, 6efleMu U KyJIe LIITO Ce, YyIHO Y IOCTEIIeHO, PyILe jeiHe 3a APYIMUM:
TeXHMYKA IUTamkba, IpodIeMy KOMIIO3ULuje.

Xanc Marnyc Exniencbeprep je cBojy npBy 36MpKy noesuje 00jaB1o y TOAu-
HU CMPTU BeJIMKOT CPIICKOT CIMKapa U y 1b0j Huje O1MI0 oBe ImecMe. AJu Kao fa je
I71efjao y WeTa 10K je KaCHMUje MCIUCUBAO:

Cnuxap je 0cTao y rpajy cCaCBUM CaM, HaIlyIITEH Of JKeHe, YYEHUKa, IIOCTIY-
re. VIsrnena yMOpHO, KO 611 TO MOMUC/INO, CMPTHO yMopaH. CBe je okep, 6e3 ceHke,
YKOYEHO U IIPUTAjEHO, KA0 Y HEKO] 3710j BEYHOCTH; jefHO cnuKa Huje. Cnuka je ce
Beha, 61Ba HO/IaKO cBe MpavHMUja, NOIYHbaBa ce CeHKaMa, Ye/IMYHOIIIaBO, 3eMJba-
HOCMBO, TAMHOJBYOMYACTO, caput mortuum; IolymaBa ce haBonuma, jaxaunma, 1o-
KOJBMMA, CBe JIOK Ce IIPOIIacT cBeTa cpehHo He 3aBpIIN, a CIMKAp, 32 TPEHYTaK TekK,
yCTaHe J1aka cpla...

Taj cpehnu Tpenyrak y xome Ilaja JoBaHOBuMh 3aBplIaBa HapydeHy CIUKY
Ceoba Cpba nnax Hehe TpajaTu nyro; 3ameHnhe ra HepasyMmeBare U IIOHOBHO Me-
mame 60ja, 6pucare 1 JOCTNKaBambe. A TepMIH je yTaHadeH — fofaje Exnecbeprep
— HajKacHMje 10 3ayIIHNLIA. ..

Anu po Tora naHa cnukap he cefetn y cBoM arespey y beuy y ynmunu Mapuja
Xundepmrpace Ha 6pojy 3 ycpen AycTpoyrapcke MOHapxMje He3safHT@peCOBaH 3a
CBETKOBMHY Koja he ce )xypHO nmpunpemaryu y ByaumieInty; rpafmy BenudaHCTBe-
HOT 3Aama Mahapckor mapmaMeHTa U OpraHM3alMjy Be/lMKe MMUIEHMjyMCKe U37I0-
x0e y moBoAy Xmbafyroguinmsuie gonacka Mabapa y Kapnarcky kormmuny. Moxpa
he ce guBMTH, Ma U 3aBUAETH BENMKOM IUIATHY crnaBHOT U Beh obonenor Muxaspa
MyHkauuja, Apiiag ocHuea mahapcky gpxaey 3arnefial y lbeHe UCTOPMjCKe JieTabe
KaKBe je I caM 4eCTO 0XK1BJ/baBao. Ta nsyserHa cnmka Kpacuhe ceedany cany Kyhe
Haluje Ha ob6anmaMa JyHaBa, a ofjenn meHor 3Hadaja ctuhu he Bpno 6pso u mo
Cpemckux Kapnosana.

Ha tpony Cpricke npaBocnaBHe IjpkBe cefieo je eopruje bpankosnh, apxue-
IVICKOII Kap/I0OBauKM, MMTPOIO/IUT M AaTPUjapX CPICKM, ¥ YMHIO OpojHe HaIlope ja
cadyyBa CPIICKYy HApOLHO-L[PKBEHY ayTOHOMHjY Off arpeCMBHMX IOKYIIaja yrapcke
BIIaJie fa je HOTIIyHO 00eCMUCTN.

[Tatpujapx je y Benukoj 6yAUMIIEMITAHCKO] M3TIOXKOM YBUEO UeaNHy IpHU-

MUKy Jla ce ¥ CMMOONMYKY MOKaXke fa Cy jy’KHe jienoBe MoHapxmje ceBepHO Of
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Case u [lynaBa BekoBMMa Hace/baBanmu CpOu 1 ja UICTOPUjCKO IIPaBO Ha Te TePUTO-
puje He mpumana camo Mahapuma.

Teopruje bpankosuh je Beh rregao y 6ynyhy ocyHuaHy cnuky ciaBe U IO-
Hoca Kafia je mpen Cabopckum on6opom y Cpemckum KapnosiiMa 1sroBopuo nme
ITaje JoBanoBuha u Hegyro morom, 3anmedaheHo mmcmo ca xuroM IlaTpujapuje
IIyTOBaJIO je npema beuy.

ITaja je BepHO TP/IMO CBOj aKajeMCKM peasy3am, Taj ylenuany 6yp:koacku
CBET, a/Ill ¥ jYpUO Y CycpeT 6anKaHCKoj ersoruny. Iberosu npodecopu ca beuke
AxafieM1je 3a7J0jU/IH CY I'a HEIIPOTA3HIM BPEeIHOCTMMA KIaCHIHE Xe/IeHCKe M PUM-
CKe YMETHOCTH, @ OH HEr0BAa0O HALlMOHATHY MUTOMOTH]jY, UCTOPHjY U JIETeH/ie Hapo-
fla IO, TYPCKOM OKYIIaIiMjoM, IIOHajIpe CBOT. byo je TpaXkeHu cnuKap eBpOICKe
apUCTOKpaTuje, YMETHUK MeTpPOIIoTIe, 00pa3oBaH J CaBaH.

Jlo mpBMX CKMIja YMETHUK je CTUrao mocie OpojHuMX ImyToBama mo ¢py-
HMIKOTOPCKMM MaHacCTUPMMAa M [yTUX PasroBopa ca apXMMaHAPUTOM M UCTOpHUYA-
pem VMnapuonom Pysapuem. Kao fa je u cBemTeHMKOBa pyka IOBJadM/a IoTe3e
YeTKULOM IO Oe/IMHY IUIaTHA CTBapajyhm MCTOpujy OrpHYTY y Berobe KpUTHYKe
nornene. Kaja je cnmka mocre lecet Mecely 611a 3aBplieHa, leHa TPAH/IMO3HOCT
U JIeTIOTa CypBaja ce 3a caMo IIap TPeHyTaKa KaKo cy peun matpujapxa leopruja
BpankoBuha cyctusane jegHa Ipyry: ,Ja CIMKy HMCaM IOPY4YMo fia OMX IpUKa3ao
Cpbe kao yobaHe 1 u3bernule, HEro Aa CMO JOLUIN Kao Hapof IO OPy>KjeM ca yro-
BopoM y pyun. OBy npusuiernujy mopa YapHojesuh ga uma y pynu...”

IMarpujapx 'eopruje bpankoBuh, HacIMKaH Kao NpefBOSHIUK ceobe yMeCTO
Apcennja YapHojesnha, Ha cIMIM je TJIefa0 Y CIACOHOCHE HajbiHE JIOK je Jiedak
KOj)I My je BOAVO KOMa HaMaX f0o6mo mymiky, a boromajka ca geTeToM y Hapydjy
rybusa cBoje obpuce 1 IpeTBapaa ce y BojHuka. Hapon 1 oBIie ycTynniu cy cBoje
MecTo HaMproheHUM paTHUIIMMA, a ¥ pyKaMa enuckomna Vcanje Hakosuha Hamrao
Ce CBUTAaK — JOKyMeHT Hapa Jleomonpga I xojuM je 3BAaHMYHO IO3BA0O MaTpuUjapxa
Yapuojesnha ma ca ceojum HaponoM fobe y Xa636ypiuky moHapxujy. Ceoba Buie
Huje 6una usHybheHo craceme, Beh 110X0[] TI03BaHUX TOCTHU)Y Y CACBUM HOBE XKUBO-
Te. CIMKap je u3MeHMo 1 Heb60 M3HaJ| MOBOPKE KOTa je TMIINO MPETXOJHOT KUBOTA.

Bes Te mpBo6UTHe CHare U 360T UCIypenor BpeMeHa, CIMKa Hije ycIena fa
ce Hahe Ha BeNMMKOj M3NOXKOM Y By AyMIIenI T 1 FOCTUTHE KeJbeH!U HOTUTUYKA IW/b.
Vicrion ckopenux ocraTaka 60ja Ha C/IMKapeBOj IaJleTH POJIIIE CY Ce XYCTpe Hore-
MMKE Ha CPIICKO]j IIOUTUYKOj CLIEHN Y KOjMMa je IIaTPUjapXy 3aMepaHo Jja je CBOjy

HalMjy TMIIKO CONICTBEHOT HApOJa.



A cnukap ce Bparuo npep 6emo miaTHo. [IoHOBMO je cBe ocmymkyjyhn com-
CTBeHM XabuTyc, rpagehn ckpomuuje norese, yMamwyjyhn nuua. CTBopuo je HOBO
meno xoje he, y 6yayhHocty, HagBucuTH HapydeHy ofny4Hy ceoby. Kana je 6yzme
nocnao y 3arpe6 npujaressy Ilerpy Hukonuhy koju he je rognnama ymHoxasaru,
HecBecHO he 3amocecty cBe mpocrope 61ha cBor Hapoza koju he Ty HOBY cnuKy fo-
JKMBETHU Kao jeHY IIPaBY, jeAMHU CIIOMEHMK M KPCT U3Haf Hac!

Ceoba Cpba xuBehe, Tako, CBOja [jBa XMBOTA: jefaH y cBedaHoj Cann y
k0joj 3acena CrHop Cpricke NMpaBOCTaBHE LIPKBE M OHAj APYIHM, Y NMAaHYEBAYKOM
HapopHoM My3ejy, anu 1 JOMOBMMA U CpLMMa IOTOMaKa IPOTrHAHOT Hapoja.

Hemro he, nnak, cacBuM IpuOIIOKUTH Te HEIIOMMP/BMBE Jaj/bMHE: Ha 00e
CuKe 13a BojBofie JoBaHa MoHacTepyje Koju ca 6eor Komwa ocMaTpa pybose 1o-
BopkKe, ITaja JoBanoBuh he Hacnmkatu upgejy, cMmcao 1 MCXOGUILTE CPIICKe IApiKa-
Be; CKpYlleHe MOHaxe KOju Ha paMeHMMa HOce KMBOT ca MOLITMa cBeTor KHesa
Jlasapa, 3Be3ny ycpeq 6ecKpajHOT I/IaBOT Kpyra CpICKMX MUTpaliMja, Taj Hall U3-
PansbCKM 3aBETHYU KOBYET.

Vma ceoba u 6uhe nx BeuHo, sanucahe Muom Lpmwanckn, kao u nopobaja
koju he ce HactaButu. VMa ceoba, anu cMpTH HeMa.

Bnasxco Iotiosuh, Hosunap

Cnucak nnyctpauymja

ITaja JopaHosuh Kaxo je uysana Ceoba Cpba
Ceob6a Cpba, 1896. 4yIaHaK u3 HoBuHa [Tonuimiuka us 1971.

y/be Ha IIaTHY, 380 X 585 cm
Mysej Cpricke npaBoc/aBHe LpKBe
doro © XKepko Manpnh

Teopruje Bpankosuh

Bunxenm I'pyng, oxo 1900.
nmurorpaduja Ha manupy, 65,2 x 49,9 cm
lanepuja Matuiie cprcke

Hosak Pagounh

Mnagu Mnapuown Pysapay, 1855.
ONI0BKa Ha manupy, 15,2 x 10,2 cm
Tanepuja MaTuie cprcke

Cnuka Ceo6a Cpba M3no>xeHa y pe3aufieHIju
narpujapxay Cpemckum Kaprnosiuma
dororpaduja

Apxusa l'anepuje MaTuiie cpricke

Apxusa l'anepuje MaTuie cprcke

ITaja JoBanosuh

Ceo6a Cpba, npyra Bep3uja, 1896.
y/be Ha I1aTHy 127 X 190,5 cm
Hapopnuu mysej [TanueBo

¢doro © XKemko Manguh

Haunno Bykcanosuh

Cruya 3a ymemnuuxu o6jexaiii (Ko)xusoii, 2021.
¢dnomacrep Ha manupy, 15 x 21 cm
Jby6asnourhy ymeTHMKa
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JIMMMHANHOCT MUrpaTOpPHE eCTETUKE.
Mwucan n pednekcumje

Canzpo [le6oHO, McTOpUYap yMETHOCTH
YuusepsureT Ha ManTtu

On cuxa...

Cnuxa ceum Hewucimium ciipactiuma manoi jespejcxoi ipaga
Cnuka Hainauienom cexcyannowhy tiposutyujcke Pycuje
3a Opanyycky...

bnes Canppap, Iopiupeii - Mapx lllaian, 1913.

OBaj ognomak u3 necMe nocsehene Mapky Illarany, Kojy je Halucao mberos
6nM3ak ImpujaTeb, MECHUK ¥ pOMaHOMMUCAL] LIBajIlapcKor nopekia biaes Cangpap,
IIpaBU je MpUMep YMETHMKA MUTPAHTA KOji YKasyje Ha MHOLITBO HETrOBUX UMIEH-
tuteta. Illaranos jeBpejcku rpan Burebck, y maHammoj bemopycuju, Canppap
onucyje Kao Mecto y Pycuju xoje je y morneny yMeTHOCTH Y TO BpeMe OMJIO IIpo-
BuHIMja. OBaKkaB eCTeTCKU U/IEHTUTET, KOj/ je yMeTHVK HOoHeo ca coboM y Ilapus
Kao mpT/bar 6mo je, mpema TBpAmy CaHApapa, off Ipecy[HOT 3Havaja 3a Illaranosy
YMETHOCT.

[Tarama MoXeMoO MpeACTaBUTU Kao IIpaBy IpUMep JeBpejuHa 1yTannlle Ka-
KBOT C/IaBJ @HITIOCAKCOHCKA KIbVDKEBHOCT, IIoce6Ho Yapric [lukeHc y cBojuM poma-
HuMa u Ilepcu bum llenn y cBojum necmama. @pannycku ymeTHuk I'mcras JJope
Ipy>ka BU3YeNM3aLMjy OHOTra LITO OM Ce MOITIO OIMCATH Kao MAEHTUTET JIyTa/lu-
Ile yTeMe/beH Ha WJejyi IOMOBMHeE KOjy je HeKaja IpefcTaBbana obehana sempa
Wspaen. Cam Illaran norephyje ma je JeBpejun: ,Mucnum fa caM Hacamukao He-
KO/MKO Jena Koja Oy faja mpaBo fia cebe Ha3uBaM jeBpejckuM camkapom.” OBo
CaMOIIPOK/IaMOBatbe HUCY CBU yBEK NpusHaBanu. llojequum ra onucyjy Ha gpyra-

4yuju HauyH. [llaran je npepcras/ben Kao Pyc y HeMayKkoM 4aconmucy 0 yMETHOCTH U

! B. Harshav (ed.), Marc Chagall - On Art and Culture, Stanford University Press 2003, 24.



KbIDKeBHOCTU Der Sturm n3 1923. roguHe, a kao @paniys y pasriegHuiny us 1937.
rogyHe ca VIHcTMTYTa 32 yMeTHOCT y Unkary.” OBakBe u3jaBe OM Ha IPBU IIOIJIEN
MOIJIe [ie/IoBaTV KOHTPAaIMKTOPHO, aly cBaKako Imokpehy 6pojHa muTama o yMer-
HIYKOM MJEHTUTETY CAMKapa-MuUIpaHata. Y ciayd4ajy Illarama o oBoM nuTamy ce
MoOXKe pacnipaB/baTil. Jla 1 je yMeTHUK JeBpejiH, KaKo C IPaBOM TBPAM, UM HETrOB
YMEeTHUYKY UJEHTUTET MHOTO BUILe 3aBUCK Off MeCTa Koje je ofabpao 3a cBoj oM
CIIpaM Jip>KaBe UM MeCTa U3 KOT IOTHYe.

[ITarasoBO YMETHMYKO JIENIO KOje MOXKe
IOPY>KUTH OATOBOP Ha OBO C/IOXKEHO INTame
je mweroB Ayiliotiopiipeiti ca cegam UPCIiUfy
(1912-1913) HacnukaH y ITapusy TokoM IpBoOT
6opaBKa BaH Teputopuje Pycuje, mamexo of
momoBuHe. Illaranm cmuka cebe mceymokyou-
CTUYKMM CTUJICKMM M3pa3oM ca KOjuM je Be-
POBaTHO IpPBYM KOHTAaKT OCTBAPMO HENOCpeN-
Ho 110 pgonacky y Ilapus. Ha ciuum npukasyje
IBe JecHe PyKe, Ofl KOjUX jefHa MMa ceflaM
IpCTHjy, 4MMe anyfupa Ha U3PeKy Ha jupu-
my ,mite alle zibn nnger”, ogHocHO ,ca cBUX
cefjaM IpCTHjy’, LITO 3HAYM Jja VIMa BeIITe
pyke. Ha mrradenajy ucnpen durype ymerHu-

Ka CTOjM eroba ciukKa Pycuju, maiapuyuma u

ocitianuma (1911), koja 61 3a GpaHIyCKU YKYC

Mapxk 3axaposnd Illaran
Aymotniopitipeii ca cegam tipcitiujy, 1912-1913.

TOT 062 MOITIa M3ITIeJaT! MIPUINIHO HeoOond-
Ho. HacynpoT ToMe, y mosaauuu ce y obma-
Ky CHOBa Hajla3M PYCKU IIej3ax, JOK je ca jieBe CTpaHe Ipo3op ca HOhHUM Hpu-
3opoM Ilapusa. Peun Ilapus n Pycuja ucnmcasne Cy Ha jUAMIIY U3HAJ, yMETHUKOBE
I71aBe, LITO je jOII jeflHa, OBOIa IyTa JAMHIBUCTUYKA a/ly3Mja Ha IETOB jeBPEjCKU
UIEHTUTET.

IMlaramoB ayTOmopTpeT HACAMKAaH je Ha IPEKPETHULM HEroBe Kapujepe.
OBo je 6uo meroB mpBU cycpeT ca Ilapusom, y To BpeMe BeluKuM MehyHapop-

HYIM LOEHTPOM YMETHUYKOT CTBapajalliTBa 1 KY/JITYPHOM METPOIIOJIOM. "n 3ancra,

2 HUcino, 22-25.
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nocnyxuhe kao fo6ap npyMep OHOT MITO MOXEMO OIMUCATY Ka0 MUTPATOPHY ecTe-
TUKY® KOja ce FeHepaTHO HOBOAM Y Be3y ca IMPOKUM CIIEKTPOM 0Opasaria MUTPH-
pama, off IpMBPEMEHUX IIyTOBaba IO CTAJIHOT IIpece/beba. MUrpaTOpHa ecTeTUKa
ONHOCK Ce Ha ,paslM4uTe IIpoliece HeHOT (opMMpama, IPOy3pOKOBAHMUX Kpe-
TamMMa /by U Hapoja: MCKYCTBa TPaH3MIMje Kao ¥ TPaH3MIIMja CaMOT MICKYCTBa
y HOBe MOJaJINTeTe, HOBAa YMETHIYKA Jie/la, HOBe HauMHe MOCTojama ! YMecTo Ha
MOOVJIHOCT U KpeTambe, MUTPATOpHa ecTeTuKa ce poKycupa Ha TpaH3ULN]Y, Kao U
Ha4ylMHE ¥ CPeJCTBAa CXBaTamka HAlMIOHAJIHE IPUIIAJHOCTY M3BaH OKBMpa Mjeasna
Ip>KaBe-Haluje.

Y oBOM ecejy ce UCTpaxKyje AMjaneKTUKa n3Mehy yMeTHIKa-MUTpaHTa U Me-
CTa MopeK/a, yK/bydyjyhu u mojaM foMa, Kao M HadMH Ha KOji ce CBe OBO MOXKe
TYMa4MUTU Y KOHTEKCTY Teopuje nMuMMMHanMHOCTU. Kako 6m ce gomyHuIe TBpAme
U Mfeje KojuMa ce ecej 6aBu, maxxma je ycmepena Ha llaranos Ayilioiopilipeiti ca
cegam Gpciiujy. YMecTo meTapHOT IpOyYaBama, KopuiiheH je kao BU3yenHM HO-
Ka3 KOju yKasyje Ha Ha4dMHe U CPeACTBa KojuMa ce o0mukyje u GpopMupa ecTeTCKu
UIEHTUTET YMeTHMUKA-MuUrpanara. HaBefjeHe TBpAbe IOTKPEIJbYjY C€ jaACHOM pas-
KoM usMely JoMoBUHe kao MecTa Iopek/Ia ¥ joMa Kao 13abpaHoT MecTa y Koje
ce npenasu. OBe ujeje u BU3yenHM fokas y Buay lllaranosor ayronoprpera mpep-
CTaB/bajy OKBMP 3a MCTPAXKMBAaIbe MUTPATOPHE €CTETUKE, U/IEHTUTETA I HIXOBE
MebycobHe fujanekTuke, IpU 4eMy ce 3Hauele pedy MUTpalMja Y3UMa Y HajIpeM

00Ky, TIONYT pace/baBatba, O¥I0 OHO FOOPOBOJBHO UIIN He.

N3mehy poma n goMoBuHe

Peu Mmrpaul/[ja C€ T€HEPA/THO OJHOCHU Ha pacebaBaib€ MM KpETambe /byAU

ca jeflHe TayKe Ha APYTy yclel y3poka koju Hehe 6uTm mpepmer oBor eceja. Y

> TepMMH MUTDaTOpHA €CTETMKAa HACTA0 je M Pas3BMO Ce Y Be3M Ca TPAHCHAIMOHATHMM
capaJHMYKUM MCTPAXMBAYKUM IIPOjeKTOM Ha Ty TeMy, Koju cy mpeaBopmne Muke Ban u I'pusenpa
ITonox. Op xaza je TepMuH yBemeH oko 2005. ropuHe, CBOje MeCTO je NPOHAIIAO y CTPYYHMM
HMCKYpCHMa Ha TeMy KyIType M yMmeTHocTy. CapafHMIM Ha IPOjeKTy YHAaIpeAuaIn Cy Ty 06mact
pasBujajyhu MHOBaTMBHe OKBMpeE 32 pasyMeBame KaKO EMMCTEMONOUIKMX M eCTeTCKHUX, TaKo M
CeMUOTHYKNUX U TIOMUTUYKUX AMMEH3Mja YMETHOCTM M Ky/IType Koje Cy Kpempany IOjefMHIM ca
MMTPAHTCKUM OPEK/IOM, I/IV IIOjeAM HIIM KOji MCTPAsKYjy TeMy MUTpaliyja 6€3 ja Cy ¥ CAMM MUTPAHTH;
y: A.Ring Petersen (ed.), Migration into art. Transcultural identities and art-making in a globalised world,
Manchester 2017, 56.

* W. Gui, The Migrant Longing for Form. Articulating Aesthetics with Migration, Immigration,
and Movement, y: Pacific Coast Philology - Special Issue: Migration, Immigration, and Movement in
Literature and Culture, Vol. 49, no. 2, 2014, 156/160.



JIATMHCKOM j€3MKY, OflaK/Ie IIOTNYe €TMMONIOLIKY KOPEH pedy MUTrpanuja, migrare
ce MOXKe TIpeBecT! AMPEKTHO Kao MUTpaljija, alay ce MOXKe OfHOCUTH U Ha Uejy
TyTama WU TyMapama.® VsMehy oBa nBa 3Hauema UCTe peuy CTPYIHaly Cy UJieH-
TU(QNMKOBAIN MHOLITBO TUIIONOTYja MUT'PAaTOPHOT KpeTama. Knacudukanuja kaksy
je MpeRIoKMo aHrao-HeMauku reorpag Epucr Teopr PaBeHiuTajH y cBojuM Laws
of Migrations (1885) mpefcraB/ba M3BOP BpelaH MoMeHa.® PaBeHIITajHOBA Klacu-
¢dukanmja OFHOCK ce Ha IeT TUIOBa MMUrpaHara. Ty chajajy MUTpaHTH Koju ce
kpehy yHyTap TepuTopuje cBoje fpxKaBe, OHU 4uje je myToBame Kpahe nam nyxe,
OHI KOjU MUTPMPA]jy y eTanama, Kao 1 IpuBpeMeHy MUrpantu. Kpos osakBy kia-
cnduKanyujy Moxe ce KOHTEKCTYaJlM30BaTH IIOHAINalke YMeTHNKAa-MUIPAaHTa. Y3
IpyTe KOHTEKCTe, CTPYUbaliyl Cy MAeHTU(QUKOBAIN HI3 TPeHIoBa 1 06pasalia Koju
ce ogHOCe Ha KOHTEKCT paHe caBpeMeHe EBporre.” CBe [0 IONOBMHE I€BETHAECTOT
BeKa, BelHa yMeTHMKa ce Ha MUTpUpame OIIyIMBaja JOOPOBO/BHO 1, YOIIITEHO
IJIeIaHO, Y>KMUBAJIM CY YITIe[l Y MECTY Y Koje Cy OMpau fja ony, IOHOCHO UCTUYyhn
CBOje MeCTO IIOpeKja MPUINKOM NOTNMCUBama. Y CBOM fleny JKuseoiliu cnasHux
cnukapa, edjapa u apxuitiekaiia (1550), ymeTHuk n xponudap us ®upenne Hopho
Basapu HaBOAu fia je cnaBa peHecaHCHOT yMeTHMKa hota nu bonponea y Bemu-
KOj Mepy IOYMBajIa Ha HEr0BOj CIIOCOOHOCTH fia IYTOBambeM M KpeTameM CTeKHe
ppywrBenu craryc.® Hajsehm 6poj TakBUX yMeTHHUKa 61O je MOACTaKHYT >Xe/bOM
3a 6o/poM OymyhHOhy Mau ycaBpluaBameM CIMKapcKyx BemrtuHa. Hajuenrhe cy
6unu npuBydenu moryhHomhy cTunama HOBOT MOKPOBUTE/bA WM CBET/IMMA KOC-
MONIOIMTCKUX LieHTapa KynType. Cnukap nosHe penecance ®epepuko Llykapu y
cBoM peny Il Passaggio per I'Italia (1608) y okBUpy Kor cy mobpojaHa MHOTa MecTa
KOja je CImMKap BUJIEO UM IIOCETHO TOKOM CBOjMX IyTOBakha, HAPOYUTO Yy CEBEPHOj
Wranujn, 3abenexxno je ,,pasHe cTBapu Koje je UCKYCHO, BUAEO U YPa0 TOKOM CII0-
6omHOr BpeMeHa IpoBefieHOr y Beneunju, Manrtosu, Munany, Ilasuju, Topuny un
apyruMm MectuMa...”” LIpTe>xn Koju ce ofHOCe Ha MecTa KOjiMa je IPOoJIasyuo CTOora
61 ce MOI/IM TyMadyMTH Kao aMajraM IyTOBama, yuewa 1 pafosHanoctu. Takobe,

Tpe6a IIOMEHYTHU [a YMETHUIN-MUTPAaHTH, Ka0O ¥ OHO 3a ITa Cy C€ 3ajlarajay Ha

> K. Wagner, J. David & M. Klemenci¢, Artists and Migration. Britain, Europe and Beyond
1400-1850, Cambridge Scholar Publishing 2017, 2.

¢ E. G. Ravenstein, The Laws of Migration, y: Journal of the Statistical Society of London, Vol.
48, no. 2, 1885, 167-235.

7 K. Wagner et al.,, nas. geno, 17-18.
8 D.Y.Kim, The Travelling Artist in the Italian Renaissance Geography, Mobility and Style 2014, 72.

® HUcino, 219.
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HOJbY CTWICKVIX MHOBAIMja, HUCY YBeK OM/IN JOUeKaHM C OffylLIeB/berbeM. JIoKkamHu
YMETHUIIM IMXOB JOINPMHOC YeCTO HUCY CMATpaay MO3UTUBHUM. PpaHITyCKu
kpurtndap u guitomara Poxe me I je y cBoM neny Abrégé de la vie des peintres
(1699) mn3Heo cTaB Ja IpOMeHa CTMIIA JIOKAJIHUX C/IMKapa, Kao OATOBOP Ha yTHLaje
CTpaHUX YMETHMKA, HUje YBEK HY>KHO IIO3UTUBHA jep je YeCTO pe3y/nToBasa CTII-
CKU JJBOCMIC/ICHUM YMETHUYKMM JIe/IMIMa 4Mje ayTope Takobe HMje T1ako yTBpAU-
Ti."® CTWICKM yTULaju MOTY OUTM CMaTpaHu U jomuM. Y cBoM peny Treatise on
Architecture (1464) AHuToHMo ®Punapere 3a TOTCKM CTUII KaXke Ja Cy ,CaMO KaKBU
BapBapy MOIJIM TaKO HEelITO foHeTH y Vrtanujy”."!

3aHnMBMBO je uctahy ma cTpyuymany Takobe cyrepuminy fa cy mpucHIHeE
MUTpaljije YMeTHMKa O1jle BPJIO peTKa IojaBa y paHOj caBpeMeHoj EBpomu. OBo
je HOTpeOHO KOHTEKCTYyanu3oBaTH ¢ 003MPOM Ha OKOTHOCTHU Y KOjUMa Ce y He-
LITO KaCHMjeM IepUOAy Hajasuia jeBpejcKa Amjacnopa Kojoj je Ilaram mpumanao.
MebyTuM, y HOBUje BpeMe NPUTUCHY CBETCKOT YMETHUYKOT TP>KMIITA MOIIN OM
JIOBECTH 10 HeKe BpcTe o6aBe3He MOOMTHOCTY 3aCHOBaHe Ha Pas3/io3NMa KOji ce HI
0 YeMy He Pa3/lMKYjy Off OHMX KOj¥ CY YTUIIaIM Ha obpaciie MUTpalnja yMeTHIKA
paHoOr caBpeMeHOT fio6a. 3a caBpeMeHOT YMETHNMKA HPUTHUCIM Ja ce IpUKaXke Ha
MehyHapo#HOj ClleHM U HacTojame fla 3ay3Me CBOje MECTO Ha CBETCKOM TPXKUILITY
HOCTa/IN Cy BaJMHU Pasjio3N 3a KpeTawe U Murpauujy.’” U saucra, pasnosu us
KOjUIX caBpeMeH)M YMeTHMIM JlaHac IIOCTajy CBe MOOWJIHWjM, a eMUTpalMja CBe
BUILE NOIpUMa OOMMK CTalHOT IIpece/berba, YMHOIOME JMMajy Be3e ca Fe0eKOHO-
MJjOM CBETCKOT YMETHMYKOT TP)XXMIITA jep KpeTame Mopa y MHoro Behoj Mepu fja
»Oflp’KaBa KOpaK~ ca IIOBPEMEHMM Ofjp)KaBambeM MehyHapogHNX YMETHUYKNIX Caj-
MOBa, 6MjeHana u fpyrux MehyHaponHux usnoxom.”

Ba)xHo nmTame NMMYHOCTY YMETHMKA-MUTIPAHTA jeCTe NMUTAhe OJHOCA M3-
meby upeHTUTETA M TOjMA TOMA, KOjU Ce TaKole OffHOCH Ha Bulile Off jeHOT MecTa."
ITocMaTpaHO KpO3 MPU3MY IyaTHOCTM 1IOjMa JJOM, MOIEPHM YMETHMK JICTOBpeMe-
HO HacesbaBa [IBa pas3/MyuNTa CBETa ¥ TUMe II0CTaje TPaHCHAI[MOHA/IHA MHAMBU/YA.

y cnyqajy I[Tarama, weros UAEHTUTET MOXXE VMICTOBPEMEHO 6uTH IIp€no3HaT Kao

0 Mcino, 238.

1 Hcino, 46.

2 E. Duester, The Politics of Migration and Mobility in the Art World - Transnational Baltic
Artistic Practices across Europe, Intellect: Bristol - Cikago 2021, 2/76.

B Hcimo, 2.

4 S. Debono, Futuring MUZA... and a manifesto for European public art museums in Inter-
artive #93, Malta - A Culture in Transformation, 2017; goctynHo Ha: http://interartive.org/2017/06/
futuring-muza-sandro-debono/ [ITornegano gama 15.01.2022].



jeBpejcku, Pppanuycku un pycku. Kako ce Ilaran cenuo us sem/be y 3eM/by, HAKOH
IIPBOI' YeTBOPOTOAMINIbET Iepuofa O6opaBka y Ilapusy, kome mpumana U Hberos
Ayitiotiopiipeii ca cegam UPCiiujy, CBaky HapefHU OopaBak OONMKOBAH je U IIOf
yTHUIIajeM KOHTeKCTa JjoMa Koju je 6upao (y koM ce y moderky ocehao kao crpa-
Hall, a IOTOM, KaKo je BpeMe OIMUIIa/Io, 61Bao cBe O/mmky u yckaahennju ca mum).
IIaranoB ugeHTUTET he U fabe y CBOjOj CP>KM OCTATU jeBpejcki, anu he BpeMeHOM
CBe BMIIe IOINpUMATU obOpuce aMajraMa jeBpejcKor, (paHI[yCKOI, PYCKOT, a Ka-
CHHMje U aMepudKor uaeHTuTeTa.” OBaj aManraM Takohe Moxke OMTH pas3lio>KeH Ha
BUILE YMHIIALA. be3 0631pa Ha pasiore 360r kojux je Illaran ommyuno ma ce cenn
Ca jelHOT MeCTa Ha APYTO, IeTOB MIEHTUTET je Ca CBAKMM OJIJIACKOM U IIPeCe/beheM
noBobeH y Be3y ca UJIEHTUTETOM MecTa M KOHTeKCcToM. Ko 61 y Tom cmy4ajy 6uo
yMmeTHUK? Jla mu 61 U fabe 60 OHAj KOjU HANyIUTa POJHO MECTO MMM OM HeroB
UAEHTUTET M3MEHWIN WM OOIMKOBaIM yTULAj), Be3e U pa3MeHe Koje OCTBapyje
BPEMEHOM JJOK CE Ce/IM M YCIIOCTaB/ba OfIHOC IIPEMa HOBOM MeCTY?

OBakKo CI0’KeHe eBONyLMje NAEHTUTeTa 06jalllbaBajy ce Kpo3 IIMPYU OKBUP
efleMeHaTa MAEeHTUTEeTa Koju AedMHNITY TMYHOCT MUTPAHTA, Kao IITO je Ha Ipu-
Mep je3suK. 3aXBajbyjyhy OHOMe IITO Ce 30Be TPAHCje3NMYHOCT, MUTPAHT IO/IAKO
a7y CUTYPHO IOYMIbE Jla Hace/baBa JIBa je3SMYKO-KYJITypHa IIPOCTOpa, IITO BOAMU
of KoHdysuje fo 6orahemwa MUrpaHTOBE TMYHOCTY, fajyhu My MoryhHOCT fa cBoje
MUCIN U Ujeje yOOIM4uy Tako ITO MaTepyjal LpIy U3 obe TMHTBUCTUYKE TPaiU-
nuje.'* Kako 6u murpanTu, Meby kojuMa je yMeTHUK caMo jeHa o OpOjHIX KaTero-
puja, 6unu npunyhenn na fepuHULTY 06MM M MHTEH3UTET CBOje TPAaHCje3MYHOCTH,
TakKo 61 Mpeja ;oMa Mopana 6MTH ITIOCMAaTpaHa ca CTAHOBMUINTA TOMOBNUHe fja 61 ce
OBJ MOJIENTM MOTJIM IOMUPUTHU U YTULIATA Ha HOBY YMETHMUKY TUYHOCT. YMECTO
Ia IpU3HA [Ipyre JOMOBMHE, YMETHUK OM MOrao fa, 3aXBaJbyjyAM KpeTamwy M Mu-
rpauyjaMa, Ha BMIIE CTPaHa IIyCTU KOPeHe Koju O OMlIyM KOMIIEMEHTapHU OHU-
Ma Y 1beroBoj IOMOBMHY, @ CAaMUM TUM U AnjanekTuny usmehy nomoBnHe u foma.”
OBo je, moxmyiue, BpIo Cy0jeKTMBHO M Memwa ce Of ClIy4aja fo ciydaja. Mecro
pobema mnu MecTo IOpeKIa yMeTHUKA MOXKe U fabe fja Oye MecTo ca KOjuM OH
oceha Hajjauy Besy, IOCMaTpaHO KPO3 IPU3MY MAEHTUTETA, LITO IIOHOBO YKIByUyje
U KOHTeKCT jesuka. IlIto je Behu cremen mobunnocry, Beha je u Moryhnocr pa he

YMETHMK BMIIIE MECTa JOXXMBETH Kao foM. Kajia je y nurTamy caMO yMETHIYKO [0,

> R. Doroth, The Overt and Covert Chagall, y: Studia Europea Gnesnensia, 14, 2016, 229-239.

' N. Lvovich, Translingual Identity and Art. Marc Chagall’s Stride Through the Gate of Janus,
Critical Multilingualism Studies, Vol 3, no. 1,2015, 117/118.

7" R. Doroth, Has. geno, 124.
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YMETHUK-MUTPAHT O KpO3 CBOjy IPaKCy MOrao MCKasaTy LITa 3HA4U JOM U Ije
6u oH 610 i morao 6urn.'® lllaranos Ayiwiotiopitipeiti ca cegam Gpcitiujy BpIIoO ja-
CHO WITYCTpYje 0By TBpA®Y. OH CIy»X1 Kao fobap mpuMep IpuMembeHe TPaHCjesd-
HOCTY, jep je juauil yHoTpeb/beH Ja ce BUMe UCININY MMeHa [iBa loMa CyIITHH-
CKM TIOBE3aHa jeBPejCKMM UJEHTUTETOM, a To ¢y Pycuja u [Tapus, mro Moxe 6utn
IPOTyMadeHo Kao ABa CYIPOTHA I10JIa lerOBOT IPUBATHOT ¥ YMETHIYKOT >KMBOTA
y ToM TpeHyTKY."” Takohe, Moxke OUTM IMOCMAaTpaHO Kao BU3yenHa (popMa MKOHO-
rpadcke TPAHCje3MIHOCTH, C 0O3MPOM /ia je yMETHUK 3a CBOj ayTOIIOPTPET HaMep-

HO ofjabpao cuM60sIe Koju ce Ha IeMy Hajiase.

JInMMHaNHoOCT U YMETHUK-MUTPAHT

Illaranos mopTpeT CIyXu Kao fobap IpuMep IpoIasHoOT CTama Koje ce Haj-
6ome onmcyje pedjy muMmuHanHOCT. HasBaHa n Mebycrame mocrojama, mMMuHai-
HOCT CBOje TeMe/beé MaXOM IIPOHaIasy y OKBUPY CTyAMja KYyJATypHe aHTPOIIONO-
ruje, a Hajoosbe je y cBojuM pamoBuma paspabyjy Apuonp Ban [enen (1873-1957)
u Buxtop Taprep (1920-1983). I'eHen fedmHuUIIe TMMUHATHOCT Kao oOpen Ipe-
JIacKa U3 jefjHe )KMBOTHe JJ0OM Y IPYTY, a KOju ce OofiBMja y Tpu y3acTonHe dase.?’
IIpBa ce Tye cemapanuje, 3a KOjoM CJIeA) MapIyHATHA WM TMMUHATHA dasa, Ha-
KOH 4era Jiofasu fo ¢puHanHe, Tpehe dase arperanuje. TokoM moveTHOr cTafnjyma
cemapanuje, Cy0jeKT ZOXKMB/baBa Ipenasak ca (QUKCHe MU NPETXONHe MOo3uLyje,
M Hposasy Kpo3 mpolec ofBajama. Jpyra dasa koja HacTyma ofMax IOTOM IIO-
IpasyMeBa obpefie mpenacka, koje Ban 'eHen HasyuBa U MTMMMHATHUM 0obOpefuMa,
TOKOM KOjuX ce cy6jekar yfja/baBa aiu joll Hyje ocerao pyru Kpaj oopegHor my-
ToBama. OBa cpeiba, OIHOCHO MapruHaaHa ¢asa IofpasyMeBa KOHKpeTaH Ipe-
nasak npeko npara usmeby nse dase. Tpeha mnn dunanna ¢asa arperanuje ox-
HOCH Ce Ha MHTerpaunjy cydjekra y HOBY IO3ULMjy MK cTaTyc. TOKOM KacCHUjUX
roguHa Buktop TapHep ny6spe uctpaxyje npyry ¢asy IMMUHaTHOT obpefa U be-

rOBYy MapIrMHA/IHY IPUPORY KOja MOJpasyMeBa IPUMBPEMEHO CTarbE KOje Ce OIUCYyje

8 Hcino, 117.
¥ Ucimo, 21.

2 A. Van Gennep, The Rites of Passage - A classic study of cultural celebrations, University

of Chicago Press, 1961 edition; R. F. Spencer, Review of The Rites of Passage by Arnold van Gennep,
1961, y: American Anthropologist, 63, 599; F. Starr, Review of Les rites de passage by Arnold Van
Gennep, y: American Journal of Sociology, Vol. 15, no. 5, 2010, 708; M. Gluckman, Les Rites de Passage;
y: Gluckman (ed.), Essays on the Ritual of Social Relations, Manchester University Press, 1962, 2.



U Kao CTame ,HU TaMo Hu oBfe .”! TapHepoB Teopercku Mopen, usrpahen na Ban
[eHenoBoM, HoceOHy IaXky, U3Mehy ocrasor, nocsehyje mMMyHaMHOj Qasy Kao
IpUBpPEMEHOM OfiBajamby Ofi GUKCHUX APYLITBEHUX CTPYKTypa. TapHep je ommcyje
Kao a3y cemapaluje o IpeTXOLHOT CTAaTyca, KOjy KapaKTepuille N30/Ialuja y Bpe-
MeHY U IIPOCTOpPY IoCTaB/beHoM M3Mehy oHora ,,1uTa 3amucTa jecre” u ,,mrta he wmm
Moxke 6uty”. TapHep #ajbe TOBOPK O UMIEHNIIM fla CY 0Opefy IIpeacka yIIaBHOM
HajU3pa)KeHVjU Y MajJuM, PeJIaTUBHO CTAOWJIHUM M LVKIMNYHUM JPYIITBMMA.?
Jour je BakHUje ucTahy YMIEHNIY [a IMMIHATHOCT MOXKe Jla NIPEeACTaB/ba TPaj-
HO CTalbe Koje II0jeJjHal] TOKOM BpeMeHa JOXXKMB/baBa CMabeHUM MM I10jadaHUM
VMHTEH3UTETOM.”

JIMMMHATHOCT MOXe Ja NPY>XM NPUKIAJaH TeOPeTCKM OKBUP 3a U3yda-
Babe MUTpallMja ¥ MUT'PATOPHUX TPaH3UIUja, YK/bYyuyjyhu OHe Koje Cy HOXUBeIn
YMETHMIIY, KO I MUTPATOPHY €CTETUKY Ha KOjy IMMMHATHOCT MMa yTulaja. JJok
HAaITyLITa JOMOBUHY 3apaji TPAaH3UIVje y IOM II0 COIICTBEHOM M3060pY, YMETHIUK Ce
4eCTO 3aTeKHe ,,HJ TaMO HM OBJie” Y CTa/THOM CTalby TMMUHATHOCTH, JOK TPAaH3U-
Iyjy CIyTaBa CHa)kaH ocehaj Be3aHOCTM 3a COIICTBEHY IOMOBUHY. BpemeHOM, /10K
YMETHMK Y CBOjUM BU3YETHUM MCKa3)Ma NPUXBATa PA3NMINTE je3UIKO-KY/ITypHE
npocrope, nosehasa ce u ocehaj KpeaTMBHOCTM CpasMepHO OTBapamwy U IpUXBa-
Tamy MecTa Koje je ofabpao 3a cBoj oM. Ha 0oBaj HaumH My ce u3/Iaxe U ca BUM
YCIOCTB/ba Be3y. ToM IMpMINKOM YMETHUK YHOCH HOBE eCTeTCKe IOITefie Y MeCTO
Koje je omabpao 3a foM.>* 3aucra, HIOCMaTPaHO KpO3 NPU3MY IMMUHATHOCTY, CTBA-
pa/alITBO yMeTHMKA-MUTPAaHTa y Aujacriopu Morno 6u 6utu 6Goratuje, jacHuje
U JleTa/bHMje, jep MHCIOMpALUjy LpOM U3 [OMa IpeMa KojeM ce yMeTHUK okpehe

COIICTBEHUM M300pOM.” JesMK MUTpaTOpHe ecTeTMKe Oy crora OMO IVKIMYaH

2 V. Turner, Liminality and Communitas, y: The Ritual Process. Structure and Anti-Structure,

Cikago, Aldine Publishing 1969, 96; V. Turner, Liminal to Liminoid, in Play, Flow, and Ritual. An
essay in comparative symbology, Rice Institute Pamphlet — Rice University Studies 1974, Vol. 60, No. 3;
V. Turner, The Anthropology of Performance, PA] Publications 1987, 29; V. Turner, Liminal to Liminoid,
Play, Flow, and Ritual. An essay in comparative symbology, Rice Institute Pamphlet, Rice University
Press 1974; V. Turner, Betwixt and between. The Liminal Period in Rites of Passage, y: The Proceedings of
the American Ethnological Society. Symposium on New Approaches to the Study of Religion, Washington
Press 1964, 4-20; B. Thomassen, The Uses and Meanings of Liminality, y: International Political
Anthropology, Vol. 2, no. 1, 2009, 7.

22 V. Turner, The Forest of Symbols. Aspects of Ndembu Ritual, Cornell University Press 1967, 97.

# B. Thomassen, Has. geno, 7.

24

S. Brownlie, The Roles of Literature and the Arts in Representing the Migrant and Migration;
y: S. Brownlie & R. Abouddahab (eds.), Figures of the Migrant — The Roles of literature and the Arts in
Representing Migration, Routledge 2022, 6.

# N. Lvovich, nas. geno, 119.
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M eKCIIOHEHI[MjaaH, JOK YMETHUK y MeCTO Koje je opabpao 3a mom Bpaha ecter-
cku aManraM (opMypaH U OONMMKOBaH HErOBOM HaJacBe CYOjeKTMBHOM MHTeEp-
aKIMjoM ca MUTrpaTopHoM ecteTukoM. VM pok ce Illaran cenmn us joma y mom, de-
cto ce kpehyhu Hanpef-Hasaz, c/10jeBy CTaTHe TMMUHATHOCTY HEIIPEKUIHO BpIle
YTUIIAj HAa HEroBO YMETHMYKO CTBApasaliTBO, KAKO MKOHOIpadCKM TaKo M CTUII-
CKM. AyTONIOPTpeT Cyrepullle CHa)KaH yTUIIAj eCTeTUKe NMapucKe CpefyHe, Kao U
YMETHMKOBY >K€Jby [la OCTBapU Be3y Ca CTMJICKMM TPEH/IOBMMA U Pa3BOjeM KOju Cy
y TO BpeMe II0CTOjany, yKby4dyjyhu Kybusam, nako meros paj 3ajp)kaBa fUCTaH-
1y Ofi CTUJICKE MJI€0/IOTHje OBOT IIpaBlLa M Ha Kby OfroBapa Ha/lacBe TMYHMM JeTIoM
HOJICTAKHYTUM [yOOKOM BU3UjOM ¥ MTHTPOCIIEKIUjOM.

Mepa 1 06MM TMMUHATHOCTU KOjy JOKMB/baBa YMETHUK-MUTPAHT €KCIO-
HeHIjanHo ce yBehaBa y c/ydajy BULIECTPYKUX TPaH3MIMja UK o6pefa Ipeacka
KOj¥ OBOZIe YMEeTHVKOBY JJOMOBIHY Y Be3y ca MHOTOOPOjHMM JTOMOBMMA JIOK YMeT-
HUK IIpe/asy U3 jeqHOT Y APYTH, 6110 NUK/INYHO, TMHEaPHO MM KOMOMHAILVjOM
o6a HaunHa. ¥ cny4ajy lllarasosor moprpera, c/10jeBU TMMMHATHOCTH CY jOII U3Y-
3€THU)I, I7ie je IPUMETAH HbUX0B YTULAj Ha UIAEHTUTET KOjI je, Y CBAKOM CIIY4ajy,
MHOTO C/IOXKEHVjU Of] IYKOT jeBpejcKor, MPaHIIyCKOI, PYCKOT U KacHMje aMepu-
YKOT aMajIraMa MIeHTUTeTa YNja je CPXK jeBpejcka. bpojHe mapasnere ce fajy mosyhu
usmeby BusyenHe uxonorpaguje IllaranoBor ayTonoprpera ¥ yMeTHUKOBE TPaH-
3ULMj€e U3 MaJIoT MeCTa y KyATypHy MeTpomnony. Illlaranos jeBpejcKu NgeHTUTET je
caM IIo ceOy TMMUHAAH, C 003MPOM Ha TO Jja IPAaKTUYHO He IIOCTOjU JOMOBUHA
ca KojoM O6M MOTrao Jja OCTBapy Be3y Y TOM MOMEHTY CBOje YMEeTHMYKe Kapujepe.
IIpuxBartajyhu cTaTyc BeroBor MpeHTHTeTa HalIMK OHOM iyTajyher JeBpejuHa,
IITarasoBa yMeTHMYKA TMYHOCT MO>Ke 6uTy cxBaheHa Kao ,,HU TaMO HU oBJie” IO-
KyllIaBajyhy #a meroBo jeBpejcko 6ecKyhHMIITBO yOma)Xu MAEHTUTETOM PYCKOT
npoctopa. lllaranos jeBpejcku npeHTUTET MOXKe OMTH cxBaheH 1 Kao IepMaHEHTHO

CTamb€ TMMUHATTHOCTN.

TyMauyere MUrpaTOpHE eCTETUKE

Ilaranos Aymoiopipeini ca cegam Upcitiujy NMpeAcTaBba eKCTpEMaH CIy-
4aj KOMIUIEKCHOT M CJIOKEHOT HapaTuBa MIEHTUTETa KOjJi CBaKaKo He MOXe OUTn
y3€T Kao TUIMYaH NpUMEpP HajIIMpe PacIpOCTparbeHe MUIPATOPHE €CTETHUKE.
Kapa ce mocmarpa Kpos Impu3My Ipakce pa3Boja HajIO3HATUjUX MY3ejCKUX 36up-

KV 3aCHOBAHMX Ha UAEHTUTETY U foMoBUHY, lllaramoBo memo genyje Kao CIoXeHN



MKOHOTpaCKMU U CTUJICKY aMajIraM MUrparopHe ecretuke. He foBony ce y murame
YMbeHNIA ja OpOjHM Mys3ejy LIMPOM CBeTa IpPYDKebKYjy Aa usnoxe Ilaramosa
mena. IbuxoBo TyMauemwe Kao IPON3BOJ, NMMUHATHE MUTPATOPHE eCTETHMKE MOXKe
HOTKPENNUTH YMIEHNITY Ia CMO CBM MU MUTPAaHTHU M fia je, Kao MOC/AefuIa TOra,
€CTeTCKM je3VK KOju HaM II0CTaje CBe OMMCKMUj MHOTO XMOPUIHUjU, KOCMOIIOINT-
CKUjU U HafjlacBe OoraTuju.

PasHM 3aK/pydIV ce MOTY U3BECTM IPUINKOM U3ydaBalba ie/la MUTPAHTCKe
YMETHOCTY Kpo3 IpusMy muMuHanHor. 1llto je ymMeTHMK MOOMIHM)jU, He caMo ¢u-
3MYKM HEro U y BUPTYETHOM CBETY, IMMIHATHOCT U eCTeTcKa (opMa Kojy Moxke
[a CTBOPY MMajy IOTEeHIIMjasl Aa IOCTaHy HOPMa, JOIIPMHOCENN TMe UCTOPMjCKUM
OKBMPJMa YMETHOCTH KOjH TaKO II0CTajy yHUBep3anHuju. CBakako IIOCTOju HOTpe-
6a fa ce u3BpLIM ycKnahuBame ca eCTeTCKMM MPYHIMINMA IVPOKOT CIIEKTPa KYJI-
Typa Koje JOIPUHOCe HACTAHKY YMETHUYKMX Jela IO yTulajeM Murpanuja. Cee
ce OBO YITIaBHOM JieriaBa 36or Behe Mo6MIHOCTH, any 1 360T HOBUX TEXHOJIOTHja.

Ca cynpoTHe cTpaHe CIIeKTpa Hajlase ce MOIEpHe KyJATypHe eKO/IOoruje Koje
Cy CBe 3aCITy>KHHUje 3a IUTypannuTeT KyJATypa U UAEHTUTETa KOj) 3ajeHO YMHe JIU-
MyHaHe eKomoruje. OBO moce6HO BaXKy 3a MapruHajaHe 30He 3a Koje ce Bepyje Aa
MMajy MOTeHIMjal ia IoCpenyjy usMeby ABa LieHTpa M IPUTOM HETYjy U OCHaXYjy
6orarujy Ky/nITypHY eKomorujy. > baakaH ce nctude Kao gobap npumep MapruHaiHe
30He, MeCTO ,,HU OBJie HM TaMO , u3Meby /iBe uBuInsanyje, ca u306mmbeM Xubpup-
HOCTY KOje ja4ya IberoB IOTeHIjasl ja Oy/ie MOTIYHO 3ace6aH YMETHUYKM LieHTap.
ITojam Tpeher mpocropa Xomnja babe MoxkeMo mocMaTpaTyt Kao KOMIUIEMEHTapaH
KOHIIENITY MAapIMHA/THUX 30HA ¥ K0 MeCTO Ha KOM ce Ky/ITypHe TPaHuIe jeffHa Ipe-
Ma JIpyToj oTBapajy, soBofehn 1o cTBapama HOBe XMOPUIHE KYIType Kao MelllaBU-
He CIMYHOCTU U pasnuka.”® OBo Moxe Ia ce OHOCH Ha IIpocTop bankaHa Kao jefHa
Offl ’HXePEHTHMX KapaKTepUCTHKA HberoBe MMMUHAMTHOCTU. bajlkaH ce JoXVB/baBa
Kao MOCT KOju IIOBe3yje ABe LMBMIM3aLMje, ali MOCT CaM II0 cebu Moxe na Oype
TayKa JoTacKa, IpU 4eMy je MoOcT omabpaH kao Mehympocrop.” OBaj koHuent

IPeNCIINTAH je y cTyAaujaMa GankaHcKe Kyntype. Y pomany Mmnopana ITasuha

% 'W. Gui, The Migrant Longing for Form. Articulating Aesthetics with Migration, Immigration,
and Movement; y: Pacific Coast Philology - Special Issue. Migration, Immigration, and Movement in
Literature and Culture, Vol. 49, no. 2, 2014, 156.

¥ A . Sazkolczai, Reflexive Historical Sociology, London: Routledge 2000, 215-227.

% N. Bhandari, Negotiating Cultural Identities in Diaspora. A Conceptual Review of Third
Space; y: Curriculum Development Journal, no. 42, 2020, 78-89.

#  A. Petrunié¢, No Man’s Land. The Intersection of Balkan Space and Identity, y: History of
Intellectual Culture, Vol. 5, no. 1, 2005, 1-10.
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Xasapcku peunux, bankaH ce cMaTpa MCTOPUjCKUM, KYyITYpHUM U (MeTa)reorpacd-
CKUM IOApYyYjeM, Koje je y CBAKOM IIOI7Iefly TMMVHa/IHU TPaHNYHY IIPOCTOP.
CacBuM U3BeCHO Ce la 3aK/byYNTH la HE MOXKE IIOCTOjaTH CaMo jefjHa JICTO-
p¥ja yMeTHMYKe MOOVIHOCTY KOja MO)Ke a M3BPIIM KOHAYHY CMHTE3y C/IOXKEHO-
CTU U HUjaHCU BelMKOr 6poja mopebherma, KOHCTAHTHUX IpeK/lalamba M MHOIITBA
alysuja Koje ce IPENO3Hajy Y caMo jeAHOj, alu (GpaHTaCTUYHO CIOXKEHOj U codu-
crunupanoj cauun.® laranos Ayiliotiopilipeiti ca cegam Upciiujy HeBOCMUCIEHO
IpefcTaB/ba CI0KEHY BU3YE/THNU JJOKa3 MUTrpaTopHe ecteTuke. Kaja je ped o mu-
IPaTOPHOj YMETHOCTH, OBO JIEI0 MOXXE IIPE/ICTAB/bAaTH €KCTPEMHMU CIIy4aj TUMU-
Ha/THOCTHM. YTIpaBo je BU3yenHa jacHoha oBOr mopTpeTa Ta Koja JJOBOAU Ji0 6orber
pasyMeBarba OHOTA IITO MUTPATOPHA €CTEeTMKA IPE/ICTaB/ba M HadMHa Ha KOju /K-

MIHA/THOCT MOJX€E€ NOIIPMHETN Ib€HOM pa3yMeBalby, IIPEIO3HaBaby I TYMa4v€by.

Cnucak nnyctpauymja

Mapk Illaran

Ayitiotiopiipeili ca cegam apciiiujy, 1912.
y/be Ha IIaTHYy, 126 X 107,5 cm
Crepenujk mysej, AMcTepiam

© ADAGP, ITapus, 2022.

% M. Karasek, Balkan identity between the Orient and Europe in Milorad Pavi¢’s “Dictionary

of the Khazars™; y: World Literature Studies, Vol. 10, no. 1, 2018, 39.

31

D. Y. Kim, Has. geno, 6.






73

Tpn ymeTHuMKa. Tpn murpanTa. Tpu caydaja.
En Ipeko, JlebpeH, LLlaran

Jenena OrwanoBuh, KycTockuma
lanepuja MaTtuue cpicke

Murpanuje — ¢peHOMEH CTap KOMMKO U YOBEKOBO IIOCTOjakbe Ha MIAHeTH —
u y XXI BeKy u3asuBajy pasnuumuTe ApyIlITBEHE Kpuse. 3allTO je TO TaKO, OATOBOP
BEPOBATHO JIEXXN y Iya/IHOj IPUPOJM CaMOT YOBEKa, KOjU C je[JHEe CTPaHe MMa II0-
TpeOy 3a NoOo/bIIaeM Y OTKPMBabEeM HOBOL, a Ca APyre CTPax Off HelO3HATOr U
mpyradmujer. Murpanuje Koje cy ce foroguie y Ioc/lIefboj AelleHUj! MOfiCTaK/Ie Cy
6pojHe cTpy4Ymake XyMaHUCTUYKMX U JPYIITBEHNX HayKa ha Aybrbe IIpoydaBajy
0Baj QeHOMeH, a KY/ATypa U YMETHOCT HEM30CTaBaH Cy [leO TUX pasMaTpama. ¥
OCHOBJ OBUX MCTPaKMBakba je oTpebda fia ce Mpofpe y [yOOKe M 4eCTO KOHQIUKT-
He TpaHcoOpMalMje APYIITBA, a1 U ia Ce MCTaKHe 3Hayaj MUTpaliMja Koje O pHu-
HOCe YKYIIHOM IUTypaIu3My ¥ KyJITypPHOM OOraTCTBY.

CBeTcky NO3HaTa MMEHA VICTOPUj€ YMETHOCTU CBEJ0Y€e O KOHCTAHTHO] MU-
Tpalyju JbYAM ¥ YMBEeHNIN Ja je oBaj (eHOMeH obmmkoBao EBpomy u eBporcky
Ky/nTypy. Mlako peTKo carnefaBaHyu U3 OBOT yITa, YMETHOCT U >XuBOT En I'pexa,
Buxe Jlebpen u Mapka [llarama npysxajy Ham MOryhHOCT fja pasMMII/BaMO O Ipe-
IUVIUTaky KYATYpa, O UAEHTUTETUMA, ocehamy (He)IpuIafHOCTH, alu U O MONHU-
TUYKMM ¥ JPYIITBEHMM OKBMPMMA y KOjIMa Cy OBe TMYHOCTU cTBapane. OHe Hac
nopcehajy ma cy ocobeHe yMeTHHMYKe II0jaBe HacTaje YIpaBo 3axBabyjyhm ykp-

mTamkeM KyATypa ¥ MUTpalijaMa IIojeHana.



MHoro je npuMepa yMeTHUKAa-MUI'PaHaTa y UCTOPUjU YMETHOCTY, anu 360T
Jyera CMO OJIyYMIN Ja McTakHeMo 6amr osa Tpu? En I'peko je yMeTHMK peHecaH-
ce u MaHupusMma pipyre nonosuHe XVI u moderka XVII Beka. Buxe JlebpeH je
yMeTHHUIIa MoHapxuctudke ®@pannycke kpaja XVIII u npse nonosune XIX, fox je
Mapk Illaran ymeTHMK pycKo-jeBpejckor nopekna XX Beka. Pacnion op ner Bekosa,
UCTMYE YNIbEHUITY JIa je KpeTambe YMEeTHMKA KOHCTaHTa CBaKe eroxe U fla je JoHe-
Ksle HeMMHOBHO. C fipyre cTpaHe, IIOBOAM 3a HJMXOBE MUTpalije Cy PasIuunUTL U
TUMe MOTY JOIPMHETY Pa3HOBPCHOM CarefaBaiby NOMUTUYKO-APYIITBEHNX IIPHU-
nuKa Ha Teputopuju of OcMmaHCKOT LapcTBa, npeko EBpone fo Pycuje. Konuky
je morao En I'pexko mMaTu eHeprujy u >keby 3a ycaBpLIaBalbeM U YCIIEXOM Ha €B-
POIICKOj YMETHUYKO]j CIIeHM Kafia je mpelrao mpeko 5.000 kumomeTapa Mopa I KOII-
Ha y XVI Bexy? Kaksy je cHary u xpabpoct numana Biuxe Jle6pen fa cama ca xhep-
koM Hamycty [lapus u nsberne crpaxose PeBonyuuje, mposopehn tako jemaHaect
rofiMHa y M3rHaHCTBY? VM Ha Kpajy, KONMMKoO je fiyxa u pajsoctu nocefosao Illaran
KaJia je yCIeo Jja U3 eKCTPEMHOT CYPOMAIITBA CTUTHE Y YMETHUYKY IIPECTOHUILY
MOJIepHOT CBeTa, fia 6u Ipef y>Kacuma JJpyror cBeTCKOT paTa IIpelrao 1 ATTaHTCKK
oxeaH? Ibuxose >XMBOTHe U yMeTHIYKe IIpUYe — CIy4ajeBl, Ofpa3 Cy Hallle TEXIbe
7a TIOKa)keMo fla MUTpallyje X KpeTama JOHOCe HaNpelaK KyJAType U LeTOKYITHOT

OpYyIITBA.

Cnyuaj En peko

+ Jomenukoc Teorokomoymoc poben je mamehy 1537. u 1542. y Kanpuju
(manammu Vpaknnon), Kpur.

« Y Benenujy je ormnosuo ranujom Ha mposnehe nmm nero 1567.

o IIponeha 1570. cTurao je y Pum 1 0cTao TaMo cefaM rofyHa.

+ Ca cBojumM canyraukoM ®pandyeckom IIpeBocTeoM je 6pomoM, a IOTOM Ha
ABe masre, u3 Puma nomao y Toneno 1576. unu 1577, rie he ocratu o xpaja

>KUBOTA, 10 1614. roguHe.

Jomenukoc TeoTokomoynoc, mo3HaTuju KacHuje kao En I'pexo, mpBe aBe fe-
ILleHMje )KMBOTa IpoBeo je Ha KpuTy, ocTpBy KojuM je jolll IIpe HberoBor Joaacka Ha
cBeT Benennja Bragana tpu u mo Beka. Hajsehe octpso y Erejckom Mopy cmajamo
je BU3aHTUjCKy IIPaBOCTaBHY TPAafAMULMjy BehMHCKOT CTAHOBHUIITBA U YTULIAje 3a-

HaJHO-eBPOIICKe KY/ITYpe, KOjM Cy JOMa3UIN IIyTeM 60raTuxX TPrOBUHCKUX OHOCA

74



75

ca MetaukoM pemyOnMKoM, Ip)KaBOM KOjoj je mpumajano. Y 3eM/bM TPropaua u
npoussobaya BIHA, MaCIMHOBOT y/ba U COMM, 0HOPMMO CE U MajCTOP YMETHOCTU
Jomennkoc, u To Beh y 22 roguun.! 3ajefHo ca APyrUMM MKOHONMCIIMA CTBapao je
IIpaBOCTaBHe MKOHEe MOCTBU3AHTHjCKe Tpafiuliyje ca YIIZIMBOM UTa/lIMjaHCKe pPeHe-
CaHCe KOju Cy cTu3anu nyTeM OpojHMX rpaduukux npeanoxaka. OBa cuHepruja
Ky/ITypa M3He#pWIA je T3B. UTAJTO-KPUTCKM YMETHWYKM CTUI. Y OBajieceT U IIe-
Toj roguHN JJoMeHMKOC ce omTydyje fia, MOIYT Konera Muxanma JJamacKHa Man
Teopruoca Knopsaca, ornyryje y Benenujy. Taga HacTaje nkona boropopume ca
XpuUCTOM M ClieHaMa 13 BUXOBOT )XMBOTA, BEpo-
BaTHO JIOMeHUKOCOB ,,pann pax > VikoHorpadckn
tun boropopuie yTemmTebke ca  XpUCTOM
CracutebeM CBeTa KOjM 3ay3MMajy LIEHTPAIHO
MeCTo, Ha IpBU HoI/ed ynyhyjy ma je y mutamy
jacaH mpuMep MOCTBU3aHTHUjCKe NKOoHe. MehyTum,
Mame ClleHe Koje ce Hamase oko boropopguie ca
Xpucrom n Pacrieha, oTkpuBajy mocebHo Bemt u
MUHYyLMO3aH paj yMeTHuka. Kpos mokper ¢u-
rypa u fipanepuje, Kao U No3ajyiHe CaMMX CIIeHa,
uKoHomycal yHocu ocehame dpopme, mpocropa u
MepCIeKTNBe KapaKTePUCTUYHO 3a CAMKApCTBO
uranyujaHcke peHecance. Croj ucroka M 3ama-

ma moce6HO ce ornena y cueHm bmarosecTw, rpe

je YMETHUK Yy CB€ra HEKOJIIMKO LEHTUMETapa Ha-

cnukao Tpr Ceeror Mapka u [yxaeBy manary,

En Ipexo ([lomennkoc TeoTokomnoynoc)

opmajyhm yrmcak pma je BemyTy Beneumje Bupmeo — Boiopoguua yiwewwuiieria, ipyra
nonosuHa XVI Beka

yxuso. Jlakoha 1prexa, TpeTumpame CBeTna y

CNIMILY, A/l ¥ HAay9HA MCTPaXXMBakha KOja OTKPMBajy HaCTaHaK JIeIa, Uy Y IIPIUIIOT

IPeTIOCTaBIM fja 611 0BO MOITIO 6UTH #ero Majcropa Jlomennkoca.’ bes 0631pa Ha

ayTOPCTBO, MIKOHA je IpuMep cuMOMo3e JiBa CBeTa — BU3AHTMjCKOT U PEHECAHCHOT,

U OAC/IMKaBa IyX BpeMeHa y KOM je 3alodeo cBoje cnmkapcko ymehe JJomeHmKoc

TeyTokomoyrmoc.

! W. Scipel (yp.), El Greco, Kunsthistorisches museum, Wien 2001, 33.

2 A. Ckospawn, [ee ukone gea cnasra Kpuhanuna, y: 36opunk Hapogsor myseja kinra XVI-2,
beorpan 1997, 168.
3 Ucino, 163.



Ha nyT y Beneuujy kpenyo je 1567. ronute, Hukaz ce Buiie He ocBphyhnu
3a popgHuUM octpBoM. IlyToBame ranujom mopen 3akmuuroca, Kedamonnje, Kpda,
Hpada, mma gy>x JafipaHCKOT MOpa Tpajajo je BMILe Of Mecell faHa y3 IOTeHIMjal-
He Heflahe. [IpeTma je cTanHo HaBypana of Typaka ocMaH/INja, alny U Off YCKOKa y
Beneumjarckom 3anuBy u y 6nusuuu Victpe, mto Huje cupeunno JoMeHuKoca ja
CTUTHe JI0 Tpajia Ha APBEHUM CTyOOBUMA, I7ie YMETHOCT CTBapajy uyBeHu Turyjay,
TunTopero u Beponese.! Vako Huje 6uo y MoryhHOCTHM fia IMYHO MOCMAaTpa Kako
C/IMKajy OBM MajCTOpM peHecaHCe M MaHMpPU3Ma,
MMao je IPUIMKY fla IpOoydaBa HMXOBa fAena y
jaBHUM IIpOCTOpMMaA — IIONYT IpKaBa M IIajaTa.
Iusehu ce TuiujanoBoj ynmorpebu 60ja 1 BewtTo
CIMKaHMM TNpu3opuMma npupope, JomeHukoc je
y HOYeTKY CBOT HOBOT YMETHUYKOI 0Opa3oBama
OIIOHAIIA0 HeroB pap. IIpem KpMTcKuMM cimka-
poM je 610 TeKaK YMETHUYKM IIyT — HAIIyCTUTH
maniera greca, CaBlaflaTi y IOTIIYHOCTU maniera
latina v mpehn ca cnmkamwa TeMIIepOM Ha JipBETy
Ha TeXHMKY y/ba Ha IIATHY. YIIPAaBO BeHelMjaH-

CKa fiena roBope O JIOMEHMKOCOBOj MAEHTUTET-

CKOj TpaHCchOpMaIVji Ja Of MKOHOINCIIA IOCTa-

En Ipexo (JTomennkoc TeoToKomoymoc)
Tajna seuepa, 1568.

He peHecaHCHM cnmkap.” OH y4nu fa rpajy MKy
KpO3 BOyMeEH, Jia Kpeupa IIPOoCTop 1 yXBaTy aHa-
TOMUjY J/bYCKOT Tejla, IITO Ce yodaBa Ha jefHOj Off IeroBUX CIMKa TajHa eeuepa.
Kpenpajyhu TpoayuMeH31OHAIHY IPOCTOP jOII YBEK Ce Y CIVIIM BUAY BU3AHTMjCKA
TeXHNKa merosor rpahema kpos Bume Tavyaka mocmarpama. CaMOyko ycaBpIua-
Bambe IMHEapHe MEPCIEKTHBE ITOCTAO je jefaH Off INMaBHUX [JOMEHMKOCOBUX 3a/jaTa-
Ka. [Topen Tora, y6p3o je oBmagao 1 HOBOM JIMKOBHOM T€MOM — IIOPTPETOM, Koja he
ra GMHAHCHjCKY OCHAXKUTI.

Maxo je muanu u npodecnoHaaIHy MOTUB 3a IIYT Y Beneunjy 6mo penatusHO
jacaH — OTKpMBaIbe peHecaHce, pasnor 3a JJoMeHMKOCoB of1asak y Pum moxemo
camo fa mpernocTaBuMo. C jeflHe CTpaHe, CUTYPHO MY je 6110 Ba)KHO Jja HacTa-
BU CBOje LIKOJIOBambe y yXy PeHecaHcCe, alyu U ja IpoHalhe Mox/a moTeHuja-

He IIaTPOHe, ¢ KojuMa Huje uMao cpehe y Benenuju. C gpyre, Ha Kputy je 1570.

* F. Marias, El Greco, Life and Work - A New History, Thames and Hudson, London/New York
2013, 51.

* W. Scipel (yp.), Has. geno, 54-55.
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13010 ycTaHaK CTaHOBHMKa ca mnaHnHe Cdakuje n Ha MOMOY je 6uo part usmebhy
Mierauke penry6nuke ¥ OTOMaHCKOT LIApCTBa, KOjU je Ha OCTpBY modeo Beh cie-
nehe roguue.

Ha cBu nytesu Bome y Pum norepamo je tako u JJoMeHMKOC, KOju je U3
Benenuje mo BeyHOr rpaja cTurao nperxopHo o6unasehm ITajosy, Buheniy,
Bepony, ManToBYy, bonowy, ®upenny, Apeuo u Ilepybhy. O mocerama uranujas-
CKUM TpajioBMMa HEIOCPefHO casHajeMo 13 JIOMEHMKOCOBUX Oejlexaka y KibU-
3u JKusomiu cnasHux cnukapa, éajapa u apxuiliexailia Kojy je y To BpeMe 06jaBuo
Hopho Bazapu. V kwusm JJoMeHMKOC cMeIO ¥ IPOHUIJBMBO KOMEHTApUIe OIN-
ce IOjefHUX YMETHMYKMX Jle/la M IbUXOBUX ayTopa Koje je TMIHO BUJIEO U TUME
OCTaBJba JJOKa3 O CBOjUM ITyTOBamuMa. ATMocdepy Koja je Bragana PuMom y Bpeme
Kajla y mera cTioke JJOMEHMKOC, OIMCao je GpaHIYCKU peHeCaHCHU MUCTMUIAL, U
KibVDOKeBHIK Mutuen e MoHTem: ,,[oBopuo cam fa je jefHa of HajBehux mpemHo-
ctu Puma, usmeby ocranux, ga je To HajyHMBep3anHMjU Tpafi HA CBETY, MECTO I7ie
HeOOMYHOCT U pas/iiKe HUCY BaXKHe; jep je OH IO CBOjOj IIPUPOAY Ipafi CauMibeH
Ofl CTpaHIa; Yy leMy ce cBako oceha xao xop kyhe.”® Kapia je Ha jecen 1570. ymao
y Pum, JlJoMeHMKOC je MIIaK MOpPao fa, Kao U ApYr¥M NYTHULIY, NIpefia CBOj IpT/bar
Ha IIpernef CIy>kOeHunyMa VIHKBU3ULIKje, @ IOTOM Jia OficefiHe ¥ HeKOj Off TOCTHU-
oHuna y ogpebenom peny rpapa. He sxenehn ma ce mpuapy»xu gpyrum pace/beHUM
3aje[HUIIaMa, OH je IIPMjaTe/bCTBO ¥ NOMON IPOHAIIA0 Y CIMKAPy MMHUjATypPUCTH
Jynujy Knosuhy (Bynnjy Knosujy). 3axBamyjyhu mucmy xoje je Kmosuh ynyruo
CBOM INIAaTpOHY KappuHany Anecanppy PapHesey, uctuayhu na je y Pum crurao
Mmagu 4oBek u3 Kanpuje, yuenuk Tunujana, u xoju je, IO HeroBOM MUII/bEHY,
BEWIT C/IMKap, [JOMEHMKOC ce JIoOMOrao CBeTa PEHECAaHCHMX MHTeJIeKTyanala u
nucana. Kapgunan ®aphese je y To Bpeme 610 HajBehm maTpoH yMmeTHOCTH, a
mweros oM Ilamara @apHese creumiuTe CTBapajgala XyMaHM3Ma M peHeCaHce.
Cmemrajyhm ce Ha TaBaH manarte, JJOMEHIKOC ce TIOCBETIO HENOCPEJHOM M3y4da-
Balby Haj3HauYajHUjUX Jle/la pPeHecaHce y KoneKkuuju PapHese, Kao U CBUM [JPYTUM
KoZeKIIMjaMa Koje Cy My, 3aXBasbyjyhm xapauHamy, 6une gocrynse. ITopen ymer-
HIYKUX fena, 6ubnmoTteka [Tasare 61a je jolI jeTHO MeCTO HETOBOT peobpaxaja
Y PEHECaHCHOT yMETHMKa, 4eMY je JOIPMHENO U 3Hahe MaTepIer I'PYKOT je3MKa.
JJOMEHMKOC je BpEMEHOM CTacao y HEOITATOHMCTUYKOT YMETHUKA — T€HMja, MEJTaH-
XOJIMYHOT MHTPOBEPTA, fieTeTa CaTypHa KOju OCTATKY CBETa JleNlyje 4y HO, eKCLEH-

TPUYIHO 1 YCaM/bEHO. Hberoso nonamame u HOjeJlI/IHI/I UCIaan Cy ra 3aTo JOBEIN U

¢ F. Marias, nase. geno, 79.



mo nzbanuBama u3 Ilanare @aprese.” Maxo npasu pasnosu 300r Kojux Huje ycIeo
Ja TOCTaHe NBOPCKM CIMKAp KapAMHala HUCY IIO3HATH, ¥ TOM TPEHYTKY, HAKOH
Beh f1Be roguHe mpoBesieHe y Pumy, omryuno ce 3a kapujepy cl1o60fHOT MajcTopa.
OcHOBAO je CBOjy paIMOHMUILY Y I'Pafly, Ifie Beh mocToju Benyka KOMIEeTUIja CIo-
0OHUX MajcTOpa 3a K/IMjeHTely ICTAKHYTOT YMeTHIYKOT yKyca. Y3 nomoh capaj-
Huka @panvecka IlpeBocTea, Koju je HacTaBMo fia paau ca JJoMeHMKOCOM M Kac-
Hyje y llInanuju, JJoMeHUKOC je Ho6KO NMpUBaTHe NOPYIOUHE — IIOPTpETE U Mambe
penuruo3He KOMIIO3MIIMje HaMeheHe MPUBAaTHOM
no6KHUIITBY. [IoTIyHY yMeTHMYKY TpaHCop-
Mallyjy o BU3aHTMjCKOT MKOHOIMCIIA y peHecaHC-
HOT MajcTOpa J0Ka3ao je cuKoM Jsion mpiosaya
u3 xpama, Ha Kojoj ce BUyu nobpa mspenda mep-
CIIEKTUBE, IIPOCTOPa, MOKpeTa, Te/la U Jiparnepuja.
3Hajyhu ma He mpumaja Kpyry pUMCKUX Kojera
KOju Heryjy LpTexX, HUTH BeHeuujaHumuma Koju,
CYIPOTHO, UCTUYYy 60jy Kao IpYMapHM eleMeHT
cnuke, JloMeHMKOC je 0Cmo6oimo CBOje OKO I

PYKYy n KOMOMHOBAO JIMKOBHE €/IeMEHTe 10 CBOM

ocehajy. Ha oBoM fieny IpBu IyT je ymorpe6uo

En Ipexo (JTomeHnkoc TeoToKomoyoc)
Msion ipiosaya us xpama, oxo 1570-1575.  CUBY HMjaHCy Koja he ocratum gommHanTHa 6oja

IbEroBe Iajere 10 Kpaja >xusoTta. Kao Bpcry oma-
’Ka CBOjMM UTAIMjaHCKVMM HAaCTaBHULIMMA Y JOMEM JECHOM YITIy HAC/IMKAO je Iop-
tperte Tunmjana u Mukenanbena, ann u Jynuja Knosuha, cBor BepHor npujarema.
Hakon gecer ropuna nposefieHUX Ha AIIEHMHCKOM IOMyOCTpBY JJoMeHMKOC
HIj€ CTeKA0 IPU3Hakhe UTaNIMjaHCKOT C/IMKapa Koje je CMaTpao /ia 3aC/IyXXyje, HUTH
ce MKaJ| yKJIOIMO Y KPYT PEHeCAaHCHMX YMETHMKA U MHTENeKTyanala, 9ak 1 Kaja je
610 671113y BaXKHUX TMYHOCTHU TAIICKOT [iBOpa, MonyT Kapauuana PapHesea. [llta
je TaYHO YTUIIA/TIO Ha HETOBY OJJ/IYKY Ja CIlaKyje Kodepe, YeTKulle 1 60je, KbUTe,
IMCMa IIPETNIOPYKe ¥ HEKONIMKO PajZioBa y HaJM J1a MX NPOJA YCIYT WM II0 JOTACKY
Ha HoBO ofipeuiute — lllmanujy, He Moxe ce ca curypHomhy TBpanTy. Unmennia
je 6una ma PuM HUje 0cBOj1O, anu je 610 cIpeMaH U fakbe fa ce ,,60pn’, caja Ha
HOBOj Tepuropuju. VI3 Puma je Ha IIupuHejcko HOMyoCTpBO AolIao 6pomoM, KO
KapraxeHe, ogakie je 3ajeqHo ca @panueckoM IIpeBocToM Ha Marapuy cTUIao 1o

Tomepa.

7 Ucimo, 92.
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IIpBy 3BaHMYHY CIMKAPCKY MOPYHOMHY H06MO je Ha jeTo 1577. ropuHe IOf,
umeHoM [lomennko I'peko, on kama he mocratu mosHaT Ioj TMM MMEHOM. 3a pa-
3nuky of, Vitanuje, y lllnmanuju cy cmukapu u fabe CMaTpaH! 3aHATAMjaMa, Te je En
I'pexo Mopao IMOHOBO fla HOKasyje cBoje cmmkapcko ymehe. TokoMm mpBux ropmaa
6opaBka 0610 je HEeKONMMKO MOpyl6MHa off Hajseher maTpoHa - npkse. VI3 mep-
CIIeKTUBe KOHTpapedopMannmje cnmka je Tpebano fa uMa KOHKPETHY CBPXY Kako
61 ompaBpiana CBOje MOCTOjatbe, LITO je YeCTO HOBOJUTIO
mo pasmupuna nsmeby En I'pexa n nopyunona. Hberosa
HO3MIIMja y SPYIITBY OMJIa je Bp/IO HecTabu/IHA — ITOCMa-
TpPaH Kao CTpaHall, 6e3 KopeHa, Hije IIPUIIAfIa0 HYjeHOj
3ajegHuuM. CBOjUM IOTINCOM HAa TPYKOM je3UKY pasyiy-
KOBAOo Ce Off IPYTUX U IPeACTaBMUO Ce IINAHCKOj CPeau-
Hu. [IBe roguHe HakoH npecembera y nannjy, En I'pexo
je o610 BeMMKY MOPYUOMHY Off TaJalliber IIMaHCKOT
kpasba @ymnna II Xab36ypiukor 3a geKopalujy nanare
En Ecxopwmjan. buna je to cnuka Myuenuwiniso Ceeitiol
Maspuxuja HaMembeHa 3a ONTap y Kameny nocseheHoj
oBoM cBeTuTesby. En I'pexo je [03BomNo ceby HapaTyB-
Hy 10607y U, YMeCTO Jia je IPeACTaBNO CLeHy Maca-
Kpa MaBpukuja U HeroBux BOjHUKA, OH je CLeHY MY-
YEeHNIITBA CTaBYO y OPYTH IUIaH, a Y IPBOM je MCTaKao
¢durype BojHuKa y MofieparM yHupopmama. Creapajyhn
CIMKY HeBepOBATHMX JIMKOBHMX KBaJMUTeTa, 0COOEHOT

myxa, 1o tajga HesuheHor He camo y Illnmanuju, Hero u

mpe, En I'peko je ynoxmo cBy cBOjy CIMKapCKy CHary y

0BO Jiernto. VIzejy o ToMe MOCpefHo je yIyTHO ITocMaTpavy

En Ipexo (JTomeHnkoc TeoToKomoynoc)
KpO3 IOTIVIC Ha Tab/IU KOjy Y YCTVMMa AP>KM 3MUja, cuM-  Myuenuwinco Co. Maspuxuja, 1580-1582.

6on Mmyapoctu. MehyTum, pkBeHa jepapxuja cMaTpana

je CMKY HeTIOBOOHOM 3a CBPXY KOjy je Tpebasio fa mMa, jep He OfC/IMKaBa Ipeny3an
Hapatus u fekopyMm. Cam @unumn II je 610 3auB/beH CIMKapcKuM ymehem 1iTo 1o-
TBpDyje V1 BeIMKM HOBYAHY M3HOC KOjI je CluKap fobuo, anu je 6vo npunyheH fa ce
cnoxxu ca npepcrasaunyMa Ipkse. En I'peko mociie Tora HuKaja Bulle Huje f0610
nopyubuHy ca gBopa.® Mako Huje ycreo fja mocraHe gBopcku cnukap, En I'pexo je

BpeMEHOM IIpOHallao CBOje MECTO C)IO60}1HOI‘ YMETHIKaA Meby 6oraTom

& Hcimo, 148.



kinujentennoM Mappupa n Tonena. HakoH Buie ropyHa ¢puHaHCHjCKMX Ipobie-
Ma, opopMuo je CBOjy pajMOHUILY, a IOTOM M PafMOHMILY 3a U3Pajy ONTapa, 3a-
xBapyjyhn kojuma je koHauHO 610 y MoryhHOCTH Jja cTBapa cBoja Hajseha ocTBa-
pema, monyT uyyBeHe cianke Caxpana ipogpa Opiasza. Craryc ,rpahana” cTekao je Tex
1589. roguHe.

En I'pexo mpepncraB/ba 3aHUMJ/BUB ,,C/Ty4aj” MOCTBM3AHTHUjCKOT MKOHOIMNUCLIA
Koju je, 3axBapyjyhu cBojum cenmpbama mo EBpomm, xpempao ocobeH ymeTHu-
YKY M3pas, 3afpxKaBajyhy omer cBoj rpuky upeHTUTeT. IIpBoOUTHO je oBIajao
HepCIeKTUBOM, Jia OM y CBOjUM Haj3penujuM ocTBapemuMa 3aHeMapuo rpabheme
npocropa.’ bojy je mpoydaBao rnemajyhu y gena Hajsehux BeHelMjaHCKMX MajcTo-
pa ma 61 je KacHMje MHTEPIIPETUPAO Y OFHOCY CBETIOCTY M CEHKe U TaKO Kpenpao
eKCIIpecVBHe KOMIIO3UIVje ITyHe eMOTUBHOT Haboja. BepoBao je ja lerop ciamkap-
CKU 3aJIaTaK HUje ia IpefiCTaBU MaTepMjalHu cBeT, Beh ja ycnoctaBu MocT usMehy
OHOT IITO jecTe M HMje BUA/bMBO HalleM OKy. To je yjemHO M jemaH Of OCHOBHMX
IpMHLMIIA BU3AHTMjCKOT MKoHomuca. [lanac moxxemo pehu na je En I'pexo 6mo
IpeTeya yMeTHMKA Koju he ce HEKONMKO BeKOBa KacHMje IMBUTH HETOBOM pany,

Ban I'ora, I'orena u Matuca.

Cnyuaj JlebpeH

o  Enusaber Jyns Busxe pobena je 16. anmpusa 1755. roguse y ITapusy, y Bpeme
BragasuHe Jlyja XV.

+ Y jexy ®paHnycke peponynuje, Ha jeceH 1789. roguHe no6erna je ca xhep-
koM JKan JKymu JIyns xounjom us Ilapusa, fox je myx Kan barucr Iljep
JlebpeH ocTao y GpaHIyCKoj IPeCTOHNLIN.

« Ckopo Tpu roguHe mnposena je y Mranuju - Pumy, Hanymy, ®upenunu,
Topumny...

+ Y HemoryhHocTy fa ce Bpatu y Ilapus, 1792. je orumna y beu.

e Y jymy 1795. pomna je y Pycujy Koja je, Kako je cama peKja, IOCTala mbeHa
ApyTa JOMOBJHA.

o Y Ilapus ce Bparnia 1802. roguHe fa 61 y6p30o HOTOM joll /iBe TOAVHE IIPO-
Bena y Enrneckoj u IlIBajiiapcko;j.

o VYmprnaje 1842.y 86. roguuu y Ilapusy. @paH1yCKOM je Taja BIajao MpeT-

nocsnefmby MoHapx Jlyj Ouni.

° W. Scipel (yp.), Has. geno, 19.
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Enusa6et JIyus Buxe popnia ce y nopopnuy ymerauka. tben oran Jlyj Buoxe
6110 je IpU3HATU NOPTPETUCTA BUCOKOT IPYIITBA KOjM je, youaBajyhy mweH TajleHart,
cBOjy KhepKy ynyTuo y 1MkoBHO cTBapanamTso. HakoH oyeBe cMpTu Buxe je Ha-
CTaBM/Ia CBOje CIMKApCKO 00pa3oBarbe y IPMBATHNUM IIKO/IAMa IIPTaba U CIMKaIba,
c 0631poM f1a je kypc Ha Kpa/beBCcKoj akajieMmjy CIMKapCTBa U BajapcTBa 6110 He-
TOCTYTIaH )KeHaMa. 3a pas3nuKy off lbeHUX MYIIKUX KOJleTa, Mopasa je TeMaTCKu Jja
OrpaHMYU CBOj paj Ha mopTpete. Vnak, nosunyja y Apywrsy joj je omoryhmna fa
nocehyje Heke of Haj3sHaUajHMjUX rajlepyja U KOIeKIuja Tora fo6a, na yak u [Tanaty
JIykcem6ypr u Kpamescky manary. Cracajyhu y BelTy cnmkapKy jlenor nmka, seh
Ipe fBajieceTe rOiIMHE HheH JJOM II0CTAO je U aTe/be Y KOjI je IoNasna apuCcTOKpaT-
CKa KnmjeHTena. Taj peHoMe je myroBana oIy, KOju je UMao jaKe Be3e y CBEeTy apu-
CTOKpaTuje, alu U CBOjUM TO3HAHCTBUMa ca cniukapuma sKaH bartuctom I'pesom,
V6epom Pobepom n JKosedpom Bepreom. Mehytum, 3a pasnuky o mux, He3auHTe-
pecoBaHa 3a ujieje IpOCBETUTEHCTBA, IPUKIOHN/IA C€ KOH3EPBATMBHUM €CTETHY-
KJM, aJli U TIOTUTUYKUM CTaBoBMMa. IbeHo cimkapcko ymehe y Buny momansbu-
BOT M MJI€aN30BaHOr IIOPTPETA TOAMIIO jeé BUCOKMM JPYIUTBEHUM CTa/IeXMMa, alu
He ¥ YMeTHUYKUM KPYTOBMMa Koju je HuCy mpuxsaTanu. CBe HOK HMje, Y3 IYHO
mpernpeka, 1774. rogune noctana ynaH Axkafiemuje Cas JIyk, yMETHMUKe YCTaHOBE
6mucke KpameBckoj akamemuju. 3axsaspyjyhu 6pojuum
nopyibuHaMa ¥ KinjeHTenu uMaia je [oopy buHaHCcuj-
CKY IIOTIIOPY, KOja 0 3aKoHuMa CTrapor pe>XXumMa 3BaHuY-
HO HMje Ipumnagana moj, Beh meHOM ouyxy. Ymajom 3a
JKan Batucta Iljepa Jlebpena, MO3HATOr KONMEKIIMOHApa
yMeTHUHa, cMaTpana je fa he mmatu 6omy 6ymyhnoct.
Y6p30 ce MCIOCTaBU/IO fia je TO HOTpellHa IpPeTIOCTaB-
Ka jep, 6e3 003Mpa Ha HEroBY 30MPKY WTaIMjaHCKUX
MajcTopa KOjy je Byoke mmana Ha pacnonaramy fa mpoy-
4YaBa 1 KOIMPA, IheHOM BEIMKOM 3apajloM YIIPaB/bao je
cana Jlebpen. Y 6paxy ce 1780. rogyuHe pouia jesMHNALA
JKan JKynmu Jlyns, xoja je Ha HeKO BpeMe IOTIIYHO 3a0-
Kynypana MajunHa ocehamwa 1 IOCTana beH YMETHUYKY
cBeT. Binke JleOpeH jy je HelpecTaHO CNIMKana, caMy WK

y CBOM Hapy4jy HOIYT ayTOIOpTpeTa ca khepkom us 1786.

mnu 1789. roguue. YHocehn y ayromoprpere pagocT Maj-

Enusaber JIyus Bike Jle6pen, Magam
Buswce Jlebpen ca khepxom XKan-JIycu,
IIOTY. OBY TEeMY HaCTaBUIa je Aa CIMKa 1 KpOo3 IIOPTpeETE 3sanom JKynu, 1789.

YNMHCTBA, HI/Ije IIpeBnacaa HM fa VICTaKHE COIICTBEHY JI€-



IPYTUX XXeHa, Kpeupajyhu y BpeMe BepcKOr CKeNTUIIM3Ma UKOHOIPadCKY MOfICeT-
HUK Ha cnrke boroponuie ca Xprcrom. CBOjoM H06pOM peryTalnjoM CTBOpUIA je
YCTIOBe Jia je aHTa)XKyje U Kpa/beBcKa nmopoauua. IIpsu noprper Mapuje AHTOaHeTe
u3 1778. ropuiHe OTBOPMO jOj je BpaTa IPUjaTe/bCTBY ca KPA/bUIIOM U €IIUTETY 384-
Hu4He TopUipeliucilikurbe KOjU je ycKopo pobumma. 3axsibyjyhm kpamuinym Bioke
Jlebpen je 1783. ropuHe mpuM/beHa 3a wiaHa KpameBcke akapgemuje. TokoM ro-
AVHa Hac/lIMKaja je Be/MKU 6poj GpopManHux u HedpopMalHUX IopTpeTa Mapuje
AHTOaHETE KpO3 KOje jy je IpeAcTaBMIa Kao CEH3UTUBHY XEHY, TUXOT ajnu ca-
MOYBEpeHOI ayTopuTeTa M JocTojaHcTBA. MebyTtum, pagociti suemerwa yobp3o
je HapymmIa monuMTU4YKa Kpusa MoHapxuje koja je 1789. rommunHe eckanupana y
®pannycky pesonyuujy. Ha Bede 6. okTobpa 1789, oK je py/ba xpnunia ka Bepcajy,
Bixe JlebpeH, cBecHa CBOje Be3e ca Kpa/beBCKOM IIOPOAMLIOM, OAIYINIA je fla Y IIO-
IITAHCKOj KOUUjU Ca eBeTOTOAUIIBOM KhepkoM 1 leHOM I'yBEPHAHTOM HaIllyCTH
ITapus. Ilopen cTpaxa Koju je foxuBena 6exxehn HauBHa 1 HeclipeMHa Ha CYpOBM
cBeT ¢ Kpaja XVIII Beka, oTuina je u 6e3 HOBIja — caMo ca fiBajeceT (ppaHaxa jep

je BiIIIe Off MU/IMOH, KOJIMKO jé TOKOM T'OIMHA 3apajiuia, leH CYNPYT IPOKOI[KAO.

»Moj 6pat u cynpyr cy Me UCIIpaTU/IN A0 Kallyja Ipaja, He 0CcTaB/bajyhu Bpara Ko-
4je OTBOpEHa HY Ha MOMEHaT; au npexrpabe xoje me je ofyBek mmanuinmo, 6umo je
Tux0. CBU HEroBu CTAaHOBHMIN, paJHULON U OCTa/IN, 6unu Cy Yy mIOX0oAy Ka KpaJb€B-
ckoj mopopuuu y Bepcajy te ux je ymop 3afpxxao y kpesery.”

»He Mmory ma ommuiem ocehama Koja caM [OXXMBela IPEIACKOM IIPEKO MOCTa
Bosyasen. Tek Taga cam moria cnobopno fga guireM. Hanycruna cam @paHiycky,
DpaHIIycKy Koja je 6eaMaro 3eM/ba MOT poberba, 360r Koje caM ceby 3aMepuia MITO

caM je HammycTnaa ca TOJIMKO 3aJ0BO/bCTBA. Hornen Ka IJITaHMHaMa M€ je, MebyTI/IM,

OIBPATHO Off MOjUX TYXXHUX Mucnu. Hukaga paHuje HucaM Bupiena IaHuHe. !

Cy611MHO, a yje[fHO M POMaHTIYHO UCKYCTBO KOje je JOKMBeIa IPelackoM
IIpEKo Anr[a, IIOTKPEI/BEHO HaK}IOHOIlIhy IIpeéMa KIbIVJKEBHOM €1y pOMaHTM4apa
JKana JKaka Pycoa, Tprio jy je us fenpecuje M3rHaHCTBA ¥ MOBPATUJIO jOj IPUPOS-
Hu ontumusaM. Opnasak y Vranujy caja je Bupena Kao HapeJHU KOPaK y CTpyd-
HOM ycaBpLIaBamwy, Y Koje Cy ce YIycTuau OpojHu cnmkapu npe we. Ha myry po
Puma Hexonuko faHa je mposena y TopuHy, cTenumTy GpaHIyCKMX eMUTPaHATA 1

KOHTPapeBONyLMOHapa, a moToM 1 y Ilapmu, Mopenn, bonowu n Oupenin rae je

' V. Lebrun, Memories, pempuHT OpurnHaaHOT M3fama u3 1835, Dodo Press, Milton Keynes

UK 2010, 55.
W Hcino, 56.
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ca pagouhy nocehusana ranepuje monyt oxe y nanatu Ity wu Youun. Y Pum je

cTurIa HoBeM6pa 1789.

»3aTJ0BO/bCTBO XXIUBJbeha Y PUMY jefuHa je unmeHnIia Koja Me je Teluia of UCTU-
He Jla caM HaIlyCTH/Ia CBOjy 3€MJ/bY, IOPOAMILY ¥ MHOTE
npujaTe/be Koje caM Bonena. CIMKapcKy 1ocao Me Huje
JIMIINO JHEBHYUX LIETHY 110 TPy M IberoBOj OKOMMHN. 2

»PUM je 6110 mpenyH (QpaHIycKUX u3beramnua Koje cam
BehnHOM 1MO3HaBasa 1 ca KojuMa caM ce yop30 36/1Ku-
na. Cycpern ca TonuKuM GpojeM HOBOIIPUOLIINX JbY A
y Pum ca myHO HOBOCTH, CBAKOIHEBHO je y MeHU M3a3u-
Bajio emornuje.”™

Crame payxa u Tena Biuoke JleGpeH opcamkapa
Ayitiotiopiipeii y ity #HOM KOCHAUMY KOjU HAaTUPa U3 TIPBUX
Mecelll HeHOT M3rHaHCTBA. HecyMmmuso mpukasyjyhu
cebe kao mnaby, y jenHocTaBHO] ofehm myTHuIe, 3aBapa-
Ba IIOCMaTpadva Jia je y IUTarby CIMKA JbYIIKE METAHXONMje.

MebyTuMm, oBaj paj y macreny IOKasyje TPeHYTaK HeHe

TpaHchopMaluje — 60THO MCKYCTBO Iy M PafioCT aBaH-

Type. On je [AOKa3 1a YMETHOCT MOJKE [1a YXBaT XMPOBU-

Enusa6er JIyus Bike Jle6pen

Te Cy[i0MHe U 1a PeKOHCTPYMILe YBEK IACKaBY ,IIPeICTABy  Ay#ouopiipei y iyiinom Kocwmumy
1789-1790.
0 cebn”.
Buoxe JleOpeH je y ViTanmju mokyuiana fa HacTa-

BU CBOj >XMBOT, CIMYaH OHOMe y IpepeBonyuyoHapHoM Ilapusy. 3axsasmyjyhu
MIO3HAHCTBMMA U Be3aMa Jjobujana je OpojHe HapylOyHe, a y may3aMa CIMKapCKOr
pagma obunasuia je sSHaMeHUTOCTH PuMa, ranepuje, Myseje 1, HapaBHO, IUBIJIA Ce
OCTBapem}Ma peHecaHCHUX Majcropa Mukenanhena u Padaena. JKuponuchu se-
9uUTH Tpaji 3abefeXX1Ia je Ha CBOjUM CKMIJaMa y IacTely ¥ IPTexy, Bepyjyhn ma
HUjejlaH YMETHUK He Moxke 6uTu y Pumy a na He ocetu nmorpedy aa ysme 60je y
pyke. HakoH ocam Mecenu opnyduna je fa Hanyctu Pum u oge y Hamysp, npBen-
CTBEHO y IIOTPa3y 3a HOBOM K/MjeHTenoM. Y Hamysby je ynosHama tajammser 6pu-
TaHCKOT aMbacafjopa Bunujama XaMuiToHa, MICTAKHYTOT aHTUKBApa U apXeosIora,

KOjI/[ ]y je AaHTa’>X0Bao [1a HaC/IMKa HEKOJIMKO IIOPTPETA IbETrOBE II)Y63BHI/IL[6 a IIOTOM

12 Jcino, 58.
B3 Ucino, 62.



u cynpyre Emmunuje Xaprt, ogHocHo Jlejuu Xamunron." bopasak y Mranuju 3a
Binxe Jlebpen mocrao je grand tour, jep je TOKOM Tpu TofiMHe moceTuna TopuHo,
Pum, Hanyss, Cnonero, @upenny, Cujeny, Ilapmy, Benennujy, Bepony n Munaso.
Waxo je y Mitanuju 6mma Beoma IIONITOBAaHA U IiebeHa, ONIY4M/IA je MIIAK Jla ce Bpa-
T y Ilapus. Kapa je cturna go Topuna, pu ynacKy y Tpaj Hiuje BepoBajia Ipusopy

mpep, coooM:

,,O He6eca, mTa caM anena! Y}mue, Tprosu 6un Cy IpenyHn MylKapana 1 >K€Ha

CBMX y3pacTa, Koju Cy Hobernu u3 GppaHI[yCKMX IpajioBa M HacTaHuIu ce y Topuny

y moTpasu 3a foMoM. JIonas3no ux je Ha xupaje. Taj mpusop mu je cmomuo cpue.”™

IMTaBuure, 1792. roguHe KOH}UCKOBaHA je CBa MMOBMHA Hopopulie JlebpeH,
a OHA je Kao eMUTPAHT U3rybuIa Ap>kaBbaHCcTBO. KacHuje je cynpyr Jle6pen Mo-
pao fia ce pasBefie Off CIMKapKe KaKo 61 OBPAaTHUO jefiaH fieo cBoje MMoBuHe. OBI
morabaju ogpatunu cy Buke u weny xhepky ma ce Bpate y Ilapus, Te je muxo-
BO M3THAHCTBO HACTaB/bEHO Ka Xa630ypuikoj MoHapxuju. Kao moprperucrkuma
Mapuje AnToaHere, Buxe Jle6peH je y beuy cprayno fodexana. OpMax je mpyumibe-
Ha y HajeKCK/Iy3UBHIje CajloHe, Ka0 M KOJ, by Ha CBMM Ba>KHUM IIOJIOXKajMMa, a
’eH JKMBOT Kao Jla je HacTaB/beH 1o obpaciy >kmpoTa y [Tapusy. IlomTo je 6euxa
apyUCTOKpaTuja, buo fia je aycTpmjckor, Mahapckor, pycKor uim IosbCKOT IIOpeKa,
TeYHO roBopuiIa PppaHLycKy, Heryjyhu nBopcky eTnkenujy, JleopeH ce ocehana xao
xopt kyhe.'® [TosHaHCTBO ca pyckuM ambacaiopoM rpodom AHzipejeM PasymoBckuM
HOJCTAKJIO jy je [ia, HAKOH JiBe M II0 TOfiMHe IpoBefeHe y beuy, pasmorpy Mmoryh-

HOCT ofj/IacKa y lapcky Pycujy.

»-He Mucinehn fa HammycTum AycTpujy fOK He 6y[eM CUTYPHO MOITIa ja C€ BpPaTUM Y
DpaHIycKy, pycky ambacafop U meroBu cyHapopHuuy ybebusanu cy me na ogem
y Cankr Iletep6ypr, yBepaBajyhu Me fa he napuiia 6uty 3agoBo/bHA fja Me BUIN.
Cse 1ITO MM je IpUHIL enis UCTIPUYAO O H0j, HOACTAKIIO jé MOjy HeOHO/bUBY Kby
ma ymosHaM oBy MohHy jxeny. IllTaBuime, 3ak/pyumiaa caM fa 6M KpaTka IloceTa
Pycuju gonyHuma 60raTcTBO Koje caM OfIy4M/Ia ja CTEKHEM IIPe TPajHOT IIOBpaTKa
y ITapus, Tako fa cam opy4nna fa ogem.”’

" G. May, Elisabeth Vigée Le Brun : The odyssey of an artist in an age of revolution, Michigan
2005, 90.

'3 V. Lebrun, nas. geno, 76.

16

G. May, Has. geno, 114.

17

V. Lebrun, nas. geno, 80
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Y Canxr Iletepbypr cturna je Ha neto 1795. I'pag je jeman Bek paHuje Io-
CTa0 pycKa Ilapcka IpecToHMIa obnukoBaHa upejama Ilerpa Benukor o MogepHOj
MeTpOIIONH U ,lIpo3opy ka EBponu”. Takobe, napuia Karapuna Benuxa, Heryjyhn
CBOjy /by6aB IpeMa yMeTHOCTM, YUYMHIIIA je ja Tpaji IIOCTaHe KY/ITypHa MeKa, ITaH-
naH beuy u ITapusy. 3ato je Bike Jlebpen ocehana y oBoM rpagy mpujaTHOCT Hau-
3I7lef, IIO3HATe Tpajicke apXUTeKType u atMocdepe. Mehyrum, mpen moM je 6uo
HOBM 13a30B — ctehn [pyIuITBeHN yriIen n 0CBOjUTH HOBY KiujeHTeny. CBakako joj
je y ToMe IIOMOIJIO IEHO C/IMKAapCKO 3Hame, ali U CIOCOOHOCT Jia ce IIapMOM M
MaHMpPUMa MCTaKHe Y OFHOCY Ha beHe (paHIlycKe KoJere Koju Cy Kao M OHa Ounn
aswraHT. MHOrM Meby ByMa cy YMHMIIN CBe Ja je AUCKpenuTyjy. Ta HeTpre/puBa
aTMocepa y YMETHMYKUM KPYIOBMMA 3a >XEHY-C/IMKa-
pa y MYIIKOM CBeTY Huje 61Ia HOBOCT 1 Ca BOM Ce, Kao
u panpuje, usbopuna. CaMo rogMHy JjaHa NPOBEJECHUX Y
PYCKOj IPeCTOHMIIM U BE3€ Ca apUCTOKPATHjOM JIOBETIE Cy
je n no Karapune Benuke u nopyibuHe meHOr NOpTpeTa,
Koju je, Mebyrum, Beh y ckuum mpexmHyT cMphy pycke
Lapuie. YXmBana je apUCTOKPAaTCKO IMOKPOBUTEHCTBO I
nobujana 6pojHe HapyubuHe of 6oratux Pyca, koju cy joj
06e36en1y Benuky 3apapy. 1800. rogyHe mpornauieHa je
3a movacHor wiaHa IJapcke akapemuje ymernoctu.® Ha
CBEYaHOj LIEpEMOHNjM IIpMjeMa, BUIIIOMY joOj je ypyd4mo
rpod Anexcanpmap CrporaHos, IpefcefHUK AKazieMuje,
uyjy he cynpyry u cuHa mpefcTaBUTH YOP30 Ha MOPTpe-
Ty Iopinpein ipodpune CiHipoianos ca cunom Anekcangpom.

OBo fieno, Kao ¥ Apyra CIM4YHa, yKa3yje Ha HeIIPMKOCHO-

BEHY BEUITUHY [lJa KPO3 MOPTPeT U3Pa3MN JIETIOTY >KEHCKOT

Emnsa6er Jlyns Buoke JleGpew,
U Jiedjer JIMKa ¥ yHece MOTpeb6aH eMOTUBHM Ha00j. IToNyT  IMopmpem ipouue Ciipoianos ca curiom

Anexcangpom oxo 1800.

Ayitioniopitipeitia ca xhepxom, v 0Baj UKOHOTpadcky Mof-
ceha na xomnosurje boropogurie ca Xpucrom, ynyhyjyhn
Ha CBeBPEeMEHCKY OfipeJHUIY MajuiHCTBa U HeBMHOCTU. TokoM 6opaBka y Pycuju,
Ypcyna 3amojcka Mumnined, Hehaka kpama Ilomcke (CranncnaBa ITomaToBCKoOr)
CIIMKapKU e y BUIe HaBpaTa Halllla Kao moMoh u nocrana fobap npujatess. V3 Tor
IUIOJHOT TIpyjaTe/bCTBa HACTAO0 je 1797. ropmHe mopTper weHe khepke Ennzabere

MHuey ca ncom. Jbynku nopTpeT fieBojuiiie FOBOPY O CIMKapKuHoM yMehy koje

18

G. May, Has. geno, 114.



Emmzaber JIyus Buoke Jle6pen,
Enusabeinia Mzabena Muuweu, 1797.

MajCTOPCKM MpuKake He camMo ¢usm4km usrief, Beh
U KapaKTep MOpTpeTUCaHe. Y HEXHOM IIPUKa3y yoda-
Bajy ce 0/1a)XKeHOCT, CIIOKOJHOCT IIca Y fiedjeM 3arpsbajy
U TPEHYTAaK UIPe IEBOjYMLE Ca HhEHMM HajIpaskiM Jby-
6umuem. Kpos oBakse mopTpere penue, Buke Jlebpen
ce U3JBOjU/IA Off CBOjUX MYLIKMX KOJIera Kao yMeTHIIA
KOja Ha CYNTH/IaH Ha4MH yMe Jja IPeJiCTaBy NCUXOTIO-
rujy peue."”

Hok je Buxe Jlebpen y Pycuju rpapmna peHo-
Me, beH cynpyT je y Ilapusy nokymasao fia joj mospa-
TV AP>KaB/baHCTBO M M3OpMIle ca JIMCTe eMMUIPaHaTa.
3axBapyjyhu meTmumju ¥ moppuIny OpojHUX IIpyja-
Te/ba — YMETHMKA, NJCalla ¥ MHTENEKTyanaua, aam u
npujarespa [losedune bonanapre - 5. jyna 1800. Binke
JlebpeH je moHOBO 3BaHMYHO Ouma PpaHIYCKKbA.
Jow roguHy faHa nposena je y Cankr Iletepbypry n
Mocksy, fa 6u ce npexo IIpycke nmodetkom 1802. xo-

Ha4HO BpaTtwuia y poguu Ilapus.

,,Hehy HM MOKYyIIaBaTU [Oa OIINIIEM CBOja ocehama Kaga caM Kpoduja Ha TIO

®paHIycKe, ca Kojer caM O¥Ia OfiCyTHA /iBaHAECT TOAMHA. Y MEHMU Cy ce Mellaln

yXac, Tyra u pagocT. OniakuBana caM IpujaTe/be KOju Cy yMPIM Ha TyOMIMIITY,

ajIy KeJlesla caM fia BUAVIM OHe KOju Cy joiu yBeK >kxuBenu. Opa @paHiycka, y Kojy

CaM IIOHOBO y1a, 6una je MECTO CTpAallTHMX 3/7I0YNHA. Anu oBa CDpaHuycxa je 6una

Moja 3em/pal”?

Haxon moBparka u KpaTkor 6opaBka y Ilapusy, mpoBena je HeKO BpeMme y

Enrneckoj n IIBajuapckoj, ga 6u ce TpajHo Bparmiaa y mpectonuny dpanmycke

1808. rogune.

Y cBojuMm Memoapuma ob6jaBmernuM 1835. rogymue Binke JlebpeH je muca-

HOM pe€4dl pOMaHTM4YHO HaC/IMKajla BpeéMe I APYLITBO Y KOjeM je JKUBE/Ia, KaKo

y ®paHiyckoj, Tako u y marHaHcTBy. Ilpukasyjyhu cBoj KMBOT Kao ymemiaHy

CTBApHOCT, 6p3MHa " yCII€X Ib€HUX CIMKAPCKUX U OPYHMTBEHUX }_IOCTI/II‘Hyha ne-

nyjy HectBapHO. He Moxe ce mopehy meHO CIMKapCcKO MajcTOPCTBO U YITIEH KOju

1 J. Baillio, K. Baetjer, P. Lang, Vigée Le Brun, The Metropolitan Museum of Art, New York

2016, 26.

2 V. Lebrun, nas. geno, 163.
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je crexa 3a BpeMe ,,cTapor pexxuma’ y @panuyckoj. Mebyrum, ,,cnuke” umurpas-
Ta YBEK MY UCIIPEN BeTa U BeroBOT IMPBOT CycpeTa ca 3eM/bOM Y Kojy monmasn. Ty
»CIUKY~ Y OOJIMKY CTepeoTuIIa, pefpacysa, ofpehene xnacudpukanuje n obpasa-
I1a IpeIo3HaBaa, oceTuna je u Buoxe Jlebpen. 360r Tora cy je APyru yMeTHULIM U
APYLITBO 4YE€CTO IIPOTrambaay 3/I0HAMEPHUM U YBPEI/bUBUM KOMEHTapuMma. Pasnor
C jefHe CTpaHe JIeXU Y YMIBEHUIM Ja je Oyl )KeHa, a C pyre y HbeHOM IIOTTUTHU-
YKO-IPYLITBEHOM OIlpefie/beby U BesaMa ca OpaHuyckoM MoHapxujoM.” Moro 6u
ce pehu #a cy joj uTanMjaHCKO, ayCTPMjCKO U PYCKO [PYIITBO yKa3alu FOCTOIPYM-
CTBO T€K OHOJIMKO KOJIMKO Cy CMAaTpa/l /ia je JOBOJbHO Jia Ce He 3a[JpXKI Y HbUXO0BOj
3eMJbM 3ayBeK. MOXKza MM je Outa BaKHa CaMO Kao KpeaTop HhIX0Be 1fleann3oBaHe
CIIMKE, a/I)l He U KaO YOBEK BaH CBOj€ JOMOBMHE.

ITocmaTpaHO U3 yI/1a UCTOPMje YMETHOCTH, FeH CTU/I M HAUMH CIIMKakha Hifje
MIMao BENMKOT OfjjeKa y 3eM/baMa y KojuMa je fy>ke 60paBuiIa, ajiu je CBOjUM pafgoM
3aCUTYPHO yTULa/a Jja C€ BPEMEHOM KOHCTUTYUIY Y Apyraumju IOIJIef, peryTa-
Lyja ¥ IO3MIMja YMETHULA Y apUCTOKPATCKOM JpyIuTBY Mranuje, Xa636ypuike

MOHapxuje 1 mapcke Pycuje.

Cnyuaj LWaran

o Mapxk 3axaposuy laran pobeH je 7. jynma 1887. roguue y Butebceky, y map-
ckoj Pycujnm.

o Op 1907. fo 1910. ce mkonosao y Cankr IleTep6bypry.

o 13 Cankr IleTepbypra, HaKOH YeTHpHU JjJaHa IyTOBama, cTUrao je y Ilapus
TZie je OCTao IeT rofiMHa, o moyeTKa IIpBor cBeTckor para.

o Op 1914. no 1920. xuBeo je oner y Cankr Iletepbypry, ma 6u on 1920. fo
1922. 60paBno y MockBu.

o 1922. Tpajuo je HamycTno CCCP. ITapus je mocTao Heros HOBY JTOM.

o Tokom msbujama Jpyror cBerckor pata 1941. opmasu us ®Ppanuycke y
Cjenpumene Amepuuke JIp>xase.

o Y ®Opannycky ce Bpatno 1948. rogune. OcraTak )XMBOTa IIPOBEO je Y MECTY

Casn Ilon ge Banc, nagomak Huige.

Mapk Illaran ponuo ce Kao HajcTapuje JieTe y CMPOMAIIIHO]j jeBP€jCKOj IIOpO-

puuy y Burebeky. Kpajem XIX Beka Bute6ck je jour yBek 6110 Manu rpaj y apckoj

2! ]. Baillio, K. Baetjer, P. Lang, Has. geno, 55.



Pycuju xoju ce Hanasmo Ha yurhy e pexe, [IBuHe u But6e. Iberosa mpuspepa ce
YBEINKO MIMPUIA, &I YIPKOC carpabheHoj >ke/le3HNYKoj CTaHUIY, MaluM MHAY-
CTpUjaMa U pedHoOj TIyLy, Tpaj je U Jajbe 3aJip>Kao KapaKTepucTuKe cena. JJok cy My
6pojHe IIpKBe fjaBaje ypbanuju usries, sehnuna xyha je 6uma on gpsera, a ynuie
HeIIOIITIoYaHe, TaKo fia Cy 3uMu 6ue 3aneheHe a y mponehe nmyne Boge. Op mespece-
TaK XM/bajla CTAHOBHUKA, IIOJIOBUHY CY YMHWIN J€BPEju, a IIOJIOBUHY NIPaBOCIaBHU
Pycu, xoju cy )UBenIM OfBOjeHU jefHU OF APYTUX, HUKaJ He fonasehu HU y KOH-
TaKT HU Y CYKOO. AHTMCEMUTCKM HacTpojeHa Pycuja orpaHmyaBaa je jeBpejckoj
HOIy/IALMj! KpeTakbe 10 IPafloB1Ma, 0Opa3oBame 1 OpojHa [pyra Ipasa.

bes 063upa Ha 0BO OIIIITE PYLITBEHO CTambe, lllaran je HaroBopmo Majky ma
ra youile y IpuBaTHY IIKOMy LPTamba U CIMKama Kof yMeTHMKa IleHa y Bute6cky.
MeTone MYKOTpPIHOT KomMpamwa y IIeHOBoj KoM ybp3o cy mpecTane fa 3amo-
BojpaBajy miagor lllarama® u, moOYHMBIINM Ce IPOTKUB CBAKOT y4ewa, 1907. roguHe

opny4no je fa ofe y Cankr ITetep6ypr.

»Ca IBajieceT u cefjlaM pybajba, jeIMHUX KOje caM y KMBOTY 0010 Off oLja, mo6erox
jolll yBeK PyMeH I I7IaBe y YBojLMMa ca cBojuM apyrom y Ilerporpap. OniydeHo je.

Ay pa 6ux Morao fia ctanyjeM y Ilerporpany, Tpebaso je He caMo HOBalla, HEroO 1
nocebHa o3Bona. Ja cam Vspaennr. Jlakie 1ap je ofgpeano 30Hy 3a CTAHOBAIbE 13
Koje JeBpeju HeMajy npaBo Aa usaby.

Moj oTar je ;0610 Of jeHOT TProBLa IPUBPEMeHY MOTBPAY Kao Aa ja Tpeba Aa uaeM
Ia 3a mera HabaBUM HeKy pooy.

OTuirao caM y HOBM >KMBOT, Y HOBU Tpaj,.””

Cankr IleTepbypr je 6MO MHTeNEKTyaJTHM M YMETHUYKM LiEHTap IapcKe
Pycuje. I'pap 4mjy je ucTopmjy yBeK KapaKTepyucaaa OTBOPEHOCT IpeMa 3aIlafHoOj
Eppomnu. lllaranose Tpu rofyiHe TaMO IPOBeJleHe NIPECTaB/bale Cy HEKAKBY YYIHY

MeIIaB/HY CYPOMAIITBA, IOHVKeha, a/Ti ¥ OP30T YMEeTHMUYKOT HalpefjoBama.™

2 M. Guerman, S. Forestier, Marc Chagall, London/New York, 2004, 12.
# M. laran, Moj #usoiti, beorpap 1999, 67-68.

** M. Guerman, S. Forestier, nas. geno, 27
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»Moja cpeicTBa HICY MU [J03BO/baBasia Jja M3HajMUM co0y; MOpPao caM ce 3a0BO/ba-
BaTU KyToBMMa coba. Hucam yak ¥Mao HU COICTBeHM KpeBeT. Mopao caM fia ra fie-

JIUM Ca jeTHUM pafHUKOM. >

Ymucao ce y llIxkony nprama npu LlapckoM ApyImITBY 3a MOACTULIAbE YMET-
HOCTH, a/Ii I'a je ¥ OBO YMETHUYKO y4erbe, MaJIo ipyraduje Off OHOra Koje je IMOHY-
nuo IleH, pasodapaso 1 YMHMIO MY ce Kao Irybbeme BpeMeHa. MehyTum, ose fBe
TOIMHE IIIKO/IOBak-a OMOTYhIIe Cy MY Jia yIIO3HA CBOje MelieHe M 3alITUTHUKE — af-
Bokarta T'ongbepra u nocnanuka y JJ[ymu Makcuma Bunasepa. 3axsasbyjyhn muma
IIaran je molrao Jo MHTENEKTYalIHNUX jeBpejckux kpyrosa y CaHkt IleTepOypry u
0 IpMBaTHe IIKOJIe JenycaBeTe 3BaHI|eBe Y K0joj je mpefaBao (paHIycKu obpa-
3oBaH Jleon baxcr.? Illaran je KOHAYHO IIPOHAIIIA0 OHY PYTY CTBAPHOCT 32 KOjOM
je TeXMo, Kojy je HOCHO y cebu 1 KOjy je HpefcTaBuO KpO3 CBOje CIMKapCTBO. Y
cno6ony baKkcToBOT ydyema BpeMEeHOM je pa3pajyo CBOj MMKOBHM je3MK, HOCTUIA0
IIPOCTOPHO OB/IafiaBarbe 60jOM 1 M3HEAPUO CBOj CTU/I. Mtafgy clnuKap, ynpKoc cBe-
CTM O IIVPUHU U XaPKOj BUTATHOCTY PyCKe aBaHTapfe Koja je Tafia Ouia y 3a4eTKy,
JKeTIeo je ja cauyBa cBoj ocobeHu n3pas. Visriena aa je Behm yTuiaj Ha wera numana
¢dpaHIycka MOlepHa YMETHOCT, KOja je 1O Bera CTusana HOCpefHO, IIyTeM 4acolu-

ca 3naitino pyHo.

»IIpUjaTHO MM je ca cBMMa BaMa. A/MN... fa JIU CTe Yy/IU HEIITO O Tpajguiujama, o

EKCY, O CJIMKapy ca OICE€YCHNM YBOM, O KOIIKaMa, KBagpaTnMa, o Hapmsy?

ITpusHajeM, He 61X MOrao fa TBpAUM fa Me je [Tapus cunno npusnauno. Hucam gak
6110 ofy1IeB/beH HI Kafi caM Hamyitao Burebck u ogmasno y Ilerporpas. 3Hao cam
na tpe6a otuhn. Temko mu je 6umo fa yrBpamum mta xohy. Vcysuie caMm IpoBuH-
Lyjanan Kaj Tpeba To OTBOpeHO ja IpusHaM. Maza caM BoJieo cenupde, camao caM
UIIaK O TOMe fia Oy/ieM caM y HEKOM KaBesy.

3ap je Tpebano ocrartu y Pycuju? Tamo, jour kao iepaH, Ha CBAKOM KOPaKy caM oce-
THO — a TO Cy Ce CBU TPYAM/IM Jla OCETUM — Jia caM JeBpejuH. VI Mmucnmo cam: To je
CUT'YPHO 3aTO IITO caM JeBpejuH, u 1TO HemaM oratbune. [Tapus! Huje 6uno peun

KOja MU je Apaka of oBe.””

25

M. lllaran, #as. geno, 84.
% M. Guerman, S. Forestier, nas. geno, 15.

¥ M. lllaran, Has. geno, 106.



»1910, momurto je nsabpao ABa Moja maaTHa, Bunasep mMu je 06e3befno mMecedyHO U3-
Ip>kaBame Koje My je omoryhuso ma ce HacranuM y Ilapusy. Orumrao cam. ITocne
4eTupu flaHa cturao cam y Ilapus. Jenuno Me je Benuka paspasblHa, Koja pasjBaja
ITapus of Mora pofHOT ITpajia, 3afipXara jja ce He BpaTUM OfMaXx, 6ap mocye Hefie/by
uny Mecell faHa. YKemeo caM 4ak fja M3MMCIMM 6MI0 KaKaB PacIycT, caMo fa 6ux
Morao fia ce BpaTuM. CBa 0Ba OKJIeBama OKOHYAo je JIysp.™

Y Ilapusy ce Hlaram cMmecTuo y 4yBeHM yMeTHMYKM Kpaj Jla Pym rme
Cy Ce HaJa3M/IM aTe/beu U Tfe je yOp30 MpoHAIIao M MHOre cyHapopHuke: YKaka
JIumunua, Ocuna [agkuna, Anekcanapa Apunmenka u Xauma Cyruna. Tokom np-
BUX Mecely 6opaBKa y ppaHIYCKOj IPeCTOHNUIIY CXBATHO je fia je pycKa YMeTHOCT ¥

packopaky ca caBpeMeHOM yMeTHolhy.

»OBze, y Jlyspy, npen nnatiuma Manea, Musnea, IIncapoa n gpyrux, cxpaTuo cam
3aIlITO ce Moja Besa ca PycujoM u pyckoM ymeTHomrhy Huje yuBpcTuia. 3alTo UM je
U CaM MOj jesuK CTpaH. 3alliTO MU He IOK/amajy MoBepeme. 3allTO Meé YMEeTHIYKY
KPYTOBY He IIPU3Hajy. 3amTo caM y Pycuju nocnenma pyna Ha ceupanu. VI 36or gera
CBe LITO C/IMKaM U3I/iefia OM3apHO, a CBe LIITO OHM pajie MEH! ce YMHMU cyBuurHo. He
MOTy 0 TOMe fia roBopuM. Bonum Pycujy.”™

Huje xeneo fja ce ofipeKHe CBOT PyCKOT
Hacneha u xopeHa. Ilpen muM je 610 Texxak
3ajaTak — Ja apTUKY/INIIe CBOjy KYATYpPY jeB-
PejCKO-pYCKOT IOpeKIa ¥ MOlepHI3aM KaKas je
otkpuo y ITapusy.*® Kao cnuxap-mMurpasr Ha-
CTOjao je fa ce yTonu y GpaHIyCKO OKPYIKerbe,
anM U Ja ca Jpyre CTpaHe CTBOpPU cebu CBOj-
CTBEHY YMETHOCT M IIOKa)Xe OPMUTMHATHOCT.
CesaHy u KybyucTIIMa AYTOBAO je TeOMETPUjCKI
OKBMP CBOjUX CIMKa ¥ eJleMeHTe IIaCTUYKOT

U3pakaBarba, ali je HheroBa MHAUBULYaTHOCT

Offo7IeBala CBMM TEOPMjCKMM IpaHHUI}aMa, HITO

Mapk 3axaposuy llarar, Ipegipahe
Buinie6cka. Ckuya 3a cnuxy, 1914.

mmoxasyjy gmema mnomnyt Ilpegipahe Builie6cka

u Kuwa. Cpakako #a je kybmusam mao Illaramy

28 Ucino, 97.
2 HUcino, 102.
30

M. Viculin, J. Foray, Chagall - Prica nad pri¢ama, Galerija Klovicevi dvori, Zagreb
2007/2008, 25.
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OCHOBY Ha KOjOj je MOrao jja Kpo3 IPOCTOPHY
CTPYKTyPy U3pasy CBOje YHYTpalllie UCKYCTBO,
anu mweros credo 61O je Be3aH 3a BU3AHTUjCKY
TpajguILyjy Koja je IpegHOCT YBEK faBajia CUM-
60/1MMa ¥ 3HaYeIby y OfHOCY Ha IpefiCTaB/batbe
u moppaxasame. Illaran Huje >xeneo fa 6yne
HIJ PYCKU, HU jeBP€jCKM, HU IMAPUCKM YMETHUK.
JKerneo je jenHocTaBHO fa 6yne paBaH Hajsehu-
Ma, cTBapajyhn yMeTHOCT y K0joj Cy BeroBM KO-
peHu BpcTa ayTobuorpadckor enemeHTa. Pogan

Bute6ck u ITapus cy xpaHa 3a cIMKapeBe CHOBe

U B€TOBY CIIUKY, a1 HUCY TeMa. Tema je croxe-

Mapk 3axaposud Illaran, Kuwa. Cxuya 3a
HI KOMIUIEKC CIMKe Y KOjOj Ce YKPILITajy IMYHa  ucioumery cruky, 1911,

cehama, KyOUCTUYKe TEXHMKE, KOTIXKM CTMKA U

caM npoliec rpabemwa kommnosnnuje.!

»YMETHOCT MM C€ YMHM, IIpe CBEra, Kao CTame fAylue. A iyllla CBUjy HaC je CBeTa,
CBUX [IBOHOXAI|a Ca CBMX TauaKa CBETa. Je[[IHO je YUCTO Cplie CIOOOHO, OHO MMa

CBOjy COIICTBEHY JIOTMKY, CBOj pa3yM.™?

Yetupnu rogune nposesieHe y [lapusy u npyxeme ca yMeTHUIIMMA, IUCI[MA,
KpUTHYApMMa, MelleHaMa, a Meby muma n ['mjomom Anonmuepom, omoryhmmm cy
IIarany ga mpupeny NpBY CaMOCTaIHy U3T0XKOY, 1 TO y bepnuny. OBaj yMeTHNYKM
y3neT ybp3o je npexunyo IIpBu cBeTcku par koju ra je Bpatuo y Bure6ck. Tako
Ce IheroBa KpaTKOpOo4YHa II0CeTa IOMY NPETBOPK/IA Yy OCaM IOiHA IIPOBEIEHUX Y
Pycuju, rie je ymecto Ha PpPOHTY CBOjy BOjHY LY>KHOCT CIY>KMO Y KaHLeTIApUjU ¥
Canxr Iletep6ypry. Y Pycuju je 6una u merosa gyro nurdeknBaHa jby6as — bema

Posendenp ca kojoM ce BeHuao 1915.

~CBaky Heycmex apmuje 6mo je 3a meHor ueda, BenmMkor KHesa Hukomaja
Huxkonajesnya, nsrosop fa ontyxu Jespeje. ,IIporepajre ux cse 3a 24 4aca. Vnn
ux cTpesbajTe. Vinu u jemHo m mpyro uctospemeHo!” Bojcka ce mpubmmxasana, a
UCTOBPEMEHO Ce jeBPejCKO CTAaHOBHUINTBO yAa/baBajo, HamyurTajyhu rpagose u
npeprpaba. O6yseTn maHMKOM, BOJHMIM Cy JOMMIM OKHa BaroHa, Hamafja/lu Ha
YHUILITEeHe BO30Be 11 301jeH) Kao XapMuHTe HarpHY/IM Ka rpafoBuMa u Behum mectu-

ma. Cro6opia je prkana ca mBUX0BMX ycaHa. IIcoBke cy magane. Hu ja Hucam ocrao

U Ucino, 29.
M. lllaran, Has. geno, 115.



Ha MecTy. Hamymram kaHuenapujy, Mactuio u cse perucrpe. 36orom! 1 ja kao n
apyru, Hanymram ¢pont. Crobona, n kpaj pata. Croboma. Crobopa cera. A de-
Opyapcka peBoyLyja Hounme.

Pycka peBonynuja nmaia je Hecpasmepas 6poj JeBpeja mehy cBojum Bohama
— Jleon Tpouku je 610 HajUCTAKHYTUjH, LITO je KOHAYHO CTABM/IO TAYKY Ha felle-
Huje anTucemutusma y Pycuju. Illarany je Takobe moHena Hajy y HOBO HOCTOjaH-
CTBO ¥ MOTYNHOCT BeroBor OCTBapema Kao yMeTHUKA. AHaronuj JlyHuapcky, Ho-
BomsabpaHu MuHuCTap Kyarype u [laramos mosnanux us Ilapusa, mOHyAMO MY
je MecTo KoMecapa 3a YMETHOCT y Bure6cKy, IITO je YMETHUK Ca ORYILIEB/bEHEM
IPUXBATIO. YMETHOCT Kao IIPMHIUII Pa3Boja MOjeIMHIA ¥ Ka0 CPEICTBO JPYILITBE-
He npomouuje Hamia je kop Illaraja cBor HajakTMBHMjer IpeACTaBHMKA. Y
Bure6cky je ycriocTaByo IIpBe YMeTHMYKE YCTAaHOBE — MY3ej, akaleMIjy, aTebee — I
CTBOPNO IIPERYCIIOBe 33 ,,peBONYLNjY AylLIe~ KOjy je HacTojao [ia M3a30Be ¥ CBAKOM
CBOM CyHapopHuKy. Kao gupexTop YMeTHMUKe aKajieMMje Y IPOBMHIINjY KaKBa
je 6una Burtebck fmoseo je Beh Tapma cmaBHe ymerHuke En JIucunkor n Kasumupa
Maspesnya. Anu IlarasoBy DpMHIMON yderma M HPUPOJA HETOBE YMETHOCTHU
y6p3o he 3a Behnny npodecopa n haka Axagemuje mocratu sacrapenu. MapeBuy
je mpe3puso onrtyxuo Illarama 3a HarypanmusaMm LITO je 61O jefaH Of HOBOAA fAa

IMaran 1919. Hanycty Butebck u npecenu ce y MockBy.

»Hehy 6utu nsnenaben axko mocie gyror ofcycTBa Moj rpaj n3bpuiie Moje CTOIe U
He ceha ce BuIle OHOTa Koj je, Hamymtajyhu cBoje YeTKulle, IaTHO U TPYAMO Ce Aa
3acafiy KJIMIY YMETHOCTH, KOjI je Camao fa mpeTBopu obmuHe kyhe y Myseje, 06uy-

HOT CTAaHOBHMKA y CTBapaolia.
W cxBaTmo caM OHJA [la HUKO HIje IPOPOK Y CBOjOj 3€M/bM.

Otninao cam y MockBy.™

Y MockBu je OOHOBMO KOHTAKT Ca TPYIIOM jeBpejCKMX WMHTe/IeKTyama-
1Ja ¥ KpO3 II030pUIITe IIOHOBO OTKPUO jeBpejcKy KyaTypy. Cycper ca AjnekcejeM
I'panoBckum, prpextopoM Kamephnor rtearpa, omoryhuo my je pma ce ompoba y
cueHorpaduju 1 eKCIepMMEHTHIIe Y apXUTEKTOHCKOM IpocTopy. MehyTum, Beo-
Ma CKPOMHM NIPUXOAM ¥ CUPOMAIITBO Koje je 3a/leCUIO HberoBy MIafy IOpOANLLY,

IIpuMoOpano ra je Ha M3IrHaHCTBO.

3 HUcimo, 134-135.
3% Ucino, 147.
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»VIIaK cMO crlaBanu u camwanu. Moja )xeHa, mpobyauBIIY Ce, MONK Me: ,VIn fa Bu-
puuI Many. ViMa 1y MHOTO CHera 110 BeHOM KpeBety? Ilokpuj joj muue!” Hema mapa.
Hucy nHam Hu notpe6ue. Huder Hema fa ce Kynu.

Ocmecu mrapajy Moje juie, a LPHY COBjeTCKM X/1e6 KOju IOTMY/IO NMpPeXUBAM y
ycTuMa, 3abaja Mu ce y cpue.”®

IMoppuika Kojy je coBjeTcKa fip)KaBa JaBaja yMETHULMMA PaHIMPaHa je 1o
CBPCUCXOJJHOCTY IMXOBUX jiena, Te je Illaran ,mao” Ha HajHu>Ke MecTo mmajyhu
y BUAY fia je mucToM ynpaskao Masesnd. Op taza lllaran suine Huje mpusHaBao
cBojy Pycujy u 3aro je 1922. rogune ofnyuno fa sayBek ofie. Kao fja ce merosa cyp-
OMHa yMeTHVKaA HUje MOITIa OCTBAPUTU OCUM KPO3 FOPKO MICKYCTBO YOBEKa OTETOT
u3 concTBeHe 3emspe.*® OcTanma cy caMo BepHa cehama U3 JeTUICTBA KOja je Taja
3abenexxno y Kmwusu Moj #u60ili, IOIYT Ofie U JIaMeHTa Ha BpeMe IPOBEfIeHO Y
Pycujn.

Iaran ce xoHauno 1923. nacranmo y Ilapusy. T'ognne cy nponasune a oH
OKPY>XEH IpujaTe/biMa, YMETHUIMMA U KPUTUYAPMMA TIOCTAO je OHO LITO je Ofy-
BEK JKeJIeo — IIPM3HAT ¥ O3HAT YMETHMUK, a CAMMM TUM U MaTepujanHo obesbehen.
AnM 1Heropa yMeTHOCT U Jajbe Jleflyje aTUIMYHO, I1a YaK ¥ MaprUHAaIHO Y OHOCY
Ha (PpaHI[YCKY M eBPOIICKY YMETHNUKY cleHy. To mokasyje u geno Cemak u xpasa
n3 1926-1927. roguue. Illaran Kkao fa BpXOM YeTKUIE AOJUPYje Ky6M3aM, eKcIIpe-
cnoHusaM, QoBusam, any 3ampaBo CTBapa
CBOjy JIOTMKY C/IMKE U HbEeHOT 3HaYerba.

bnarocrame xuBota y ®paHIYCKO]
omoryhmio My je na ca mopopuuoMm myTyje
y llIBajuapcky, [Tanecruny, Cupujy, Ernmnar,
Xonangaujy, llnanujy, Wrannjy, camocrar-
Ho usnaxe y Ilapusy n Baseny u pobuja
nopyn6mHe 3a urycrpanuje I'oromesor po-
MaHa Mpiuse gywe, Jla ®ontenose bacne
u bubnujy. IlpuponHo, ca ycrexoMm u Ipu-

3HamweM, (paHIycKa [p>kaBa My je 1937

rogyHe pnana Op>KaB/baHCTBO. MCI)YTMM,

IlTaramos MMapUCKM >KUBOT IIPEKUMHYO je Mapk 3axaposnd Illaran, Cemwak u kpasa, 1926-1927.

% Ucino, 160-161.
% M. Guerman, S. Forestier, nas. geno, 24.



Hpyru CBEeTCKM par. Joll Ha myTOBamy y Bapmasy 1935. roguse npBu IyT je 0CETHO
OIIACHOCT KOja je IpeTuna JespejumMa. [IBe rogyHe IOTOM merosa fie/la IpUKasa-
Ha Cy 3aje[{HO ca APYTMM MOJIePHUCTMMA Ha HALVICTUYKO] U3N0X6U Jeienepucana
ymettinocili 1 kKoH(puckoBana. OBor Iyra Murpanuja je 6uaa us6op usmeby sxupo-
Ta ¥ CMPTU. AHTUCEMUTCKM 3aKoHM Bummujese Bnazge 1941. ronuHe HaTepany Cy ra
NoHOBO Ha er3u 1 To y Cjenumene AMepuuke JIpxase. Y Ibyjopk je oTumrao 6po-
mom, 13 myke Mapcej, Hocehu ca coboM HajBa>kHUjU TIPT/bAT, cBOje cnuke. Fberosa
Busuja HoBor cBeTa JennMu4HO je 611a 3aMar/beHa HOCTA/ITUjOM 3a U3Ty6/beHIM
cBeToM.” AMepuKa je HAKPaTKO IIOCTajIa ler0B HOBY JIOM, 8 Ha>Ka/IOCT ¥ MECTO Ifie
he ckoH4aTV Berosa BobeHa cynpyra bera.

Hekonuko roguHa HakoH para TpajHo ce Bpatuo y ®panuycky u og 1950.
rofyiHe HaCTaHMo y MajioM MecTy HafoMak Hue — Can Ilon me Banc. Iberosy mos-
HY npodecroHanHy Kapujepy obenexxne Cy BelKe CaMOCTaTHe U3TI0K0e, OopyIi-
OMHe 3a Mo3alKe U MypaJle 3Ha4ajHUX MHCTUTYLMja Of Jepycanuma jo Ibyjopka n
orBapamwe HanuonanHor Myseja 6ubnujcke mopyke Mapka Illarana y Hunnm 1973.
roguHe. Vcre roguHe, caMo Mecell faHa paHuje, [Ilaran he nmpsu myT mocrne Buie
of mefeceT rofgyuHa nocetutu Pycujy Ha nosus Munucrapcrsa kynrype CCCP-a,
a TOBOZIOM WeroBe m3nox6e y Iamepuju TpetjakoB y MockBu Ha Ko0joj cy mpep-
CTaB/bEHA JIe/Ia U3 hIXOBE KOJIEeKIMje.

»Hu mapckoj Pycuju, Hu Pycuju cosjera HucaMm mnorpebaH. Ja caM UM

HeCXBaT/bUB, CTpaH,

usjaBno je 1922. ropune Illaran. 3ato je usnoxoba 1973. ro-
OVHe ¥ 3BaHMYaH II03UB, 6e3 Kojer HuKajla He 61 OTMIIA0 Hasajl, 3HA4YMO Jia Ia je
poniHa 3eM/ba KOHAYHO IIPUXBATHU/IA ¥ IPU3HATIA.

»Ycnpyxnhy ce nopep Bac. VI moxpa he me EBpomna 3aBoneTy, a ca oM Moja
Pycuja” - oBuM peunma 3aBpumo je kwury Moj #ueoii 1922. roguHe U IpopeKao

Ia ce U TaH-JaHAC YOBEYAHCTBO JIVIBY HETOBOM CTBApaIalITBY.”

IIIta Ham gaHac ommcy >KMBOTa M cTBapanamrtsa En Ipeka, Buke Jlebpen
n Mapka Hlarana sanpaso rosope? OBa Tpu Clydaja HUCY caMO IIpuYe O yMeT-
HOCTH, IIPOMEHM CTU/IA, O YTUIAjMMa Ha YMeTHUYKe IIpaBlie ¥ Ha TOK UCTOpuUje

YMETHOCTU. To Cy npude O HallMOHAa/IHMM, POAHUM, BEPCKUM UAEHTUTETUMA,

¥ M. Viculin, J. Foray, nas. geno, 65.
* M. llaran, nas. geno, 176.
¥ Ucino, 178.
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0 HauMHMMA IyTOBaka M KpeTama, 0 HaJjlamblMa, IpUXBaTalby U HEpUXBaTamy,
O APYUITBMMA U BUXOBOj (He)(IeKCHOMTHOCTH, ali U O YOBEKOBO] CIPEMHOCTU
fla Mema cebe 1 cBeT oKo cebe. CBaKM Off OBMX yMETHMKA, KA0 BEPOBATHO U MHO-
TU IPYTHU KPO3 VICTOPUjY, UMaIy Cy Ipefs, COOOM UCTH XMBOTHY 13a30B Kao 1 MU-
rpanT XXI Beka. bes 063mpa Ha IIMBUIN3aLMjCKM pa3BOj TPAHCIIOPTA U KOMYHMKa-
1uja, ocehaj je ncTu — cTpax, HeM3BeCHOCT, OIIacHOCT. Anu of 4era? IIpe cBera, of
Hpyror. Murpauuje y yMETHOCTM M YMETHOCT MUT'Pall}ja OTBAapajy HaM IIPOCTOP
fia Kpo3 IPOILIIOCT MUCIVIMO O CalallIlbOCTHU 1 fienyjeMo 3a 6yayhroct. [la, cBecHU
CaBpeMEHNUX MUTPallMja, KPO3 OBe TPU MpHUde, pasMUIIBAMO O IOjefUHIy Kao 40-
BEKY U 1eroBoj IO3MIMj! y APYIITBY U3 KOT J0/a3) 1 y Koje fonasu. Vl koHadHo, fa
OCBECTMMO Jla Cy YOBEKOBa MUTpalja, Kao 1ITO je MICTOpMja CBeTa IT0Kasasia, Halla

KOHCTAaHTHA IIOTpara 3a 60/bUM >KIMBOTOM.

Cnucak uaycTtpauumja

En I'pexo (Jomenukoc TeoToKomoyoc)

Boiopoguua yiewuitemnxa, npyra nonosnna XVI exa
Temnepa Ha flacuy, 103,8 x 106 cm

Cprnicka npaBocnaBHa ipksa CB. Jopana y Benkosiry
JlanmMaTMHCKaA enapxuja

¢doro © Kemko Mauauh

En I'peko (Jomennkoc TeoToKomoynoc)

Tajua seuepa, 1568.

y/b€ Ha T/IaTHY, 43 X 52 cm

Hannonanna nunakoreka bonome

¢doro ©The Yorck Project (2002) 10.000 Meisterwerke
der Malerei, distributed by Directmedia Publishing
GmbH

En I'peko (Jomennkoc TeoToKomoynoc)

Usion mpiosaya usz xpama, oxo 1570-1575.

y/be Ha TIIaTHy, 116,84 x 149,86 cm

VHcTuTyT 3a ymeTHOCT MuHeanonuc, ®onp Bumema
Xyna JauBynuja

¢dboro © jaBHO ZOCTYITHO

En I'pexo (Jomenukoc TeoToKomoymoc)
Myuenuwiniso Ce. Maspuxuja, 1580-1582.

y/be Ha IIJIaTHY, 445 cm X 294 cm

Mamnacrtup Can Jlopenno En Eckopujan, Magpup
¢doro © jaBHO JOCTYIIHO, HALMOHAIHO Haclehe
nannje

Enusaber Jlyns Bioke Jle6pex

Magam Buse Jle6pen ca khepxom XKan-/Iycu,
3sanom XKynu, 1789.

y/be Ha pBeTy, 130 X 94 m

Mysej Jlysp, [Tapus

photo © RMN-Grand Palais (musée du Louvre)
/ Tony Querrec

Enusa6er Jlyns Buxe Jle6pex

Ayiiotioptipeii y iytwiHom Kocitiumy, 1789-1790.
nmacTen Ha nmanupy, 50 x 40 cm

NpUBaTHA KOJTEKIINja

dororpaduja pydasHourhy Joseda banna

© cBa npaBa 3ajp>KaHa

Ennsa6er Jlyns Buke Jle6pen

Iopiwapeii ipoduye Citipoiarnos ca cunom Anexcangpom
oxo 1800.

y/be Ha I/IaTHY, 39 X 35 cm

JHp>xaBHuU Mysej nenux ymerHocTu Ilymkus, Mocksa
¢doro © JIp)xaBHY My3ej TeIMUX yMeTHOCTH IIyIKuH

Enusaber Jlyns Buxe Jle6per

Enusabeitia Msabena Muuwieu, 1797.

y/b€ Ha I/IATHY, 48,5 X 44,2 cm

Hapopna ranepuja Cnosenuje

¢doro © Hapopua ranepuja, Jby6rpana / bojan Canaj

Mapk 3axaposuy Illaran

IIpegipahe Buitiebcka. Ckuya 3a cnuxy, 1914.
akBapeJI, paduT U 0/I0BKA Ha IAINpy, 23 x 33,6 cm
JIp>xasHa ranepuja Tperjakos, MockBa

© ADAGP, ITapus, 2022.

Mapk 3axaposuy Illaran

Kuwa. Ckuya 3a uciioumeny cauxy, 1911.

rBal, rpaduT 1 0710BKa Ha manupy, 23,7 x 31 cm
JIp>xasHa ranepuja Tperjakos, MockBa

© ADAGP, ITapus, 2022.

Mapk 3axaposuy Illaran

Cemax u kpasa, 1926-1927.

TeMIepa U rBalll Ha manupy, 49 X 65 cm
Hapopuu mysej Cpbuje, Beorpap

© ADAGP, ITapus, 2022.
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Mwurpaumje - WwiTa YMETHOCT
MOXKe Aa YYUHU?

Jlyka Kynuh, kycroc-ymeTHUK
lanepuja MaTtuue cpicke

Cser ce Memwa. To Huje HOBOCT, a/lyM NOBPEeMEHO MMaMoO INOTpeby Ha ToO
JMCTAaKHEMO, Ka0 HOBOCTEYEHY CBECT O OKO/MHOCTMMA Hamle ctBapHocTu. XXI Bek
je, mopes BeNMKNUX APYLWITBEHMX U MOMUTUYIKUX IPOMEHA, JOHEO U BENUKY €KC-
MIAH3Ujy MHTEPHETA M HEMCUPIHUX MHTEPHET PECypca, YIMHMUBIIM IPAKTUIHO
neo cseT (MHQOpMauMja) JOCTYNHUM. YIPaBO je yIoTpeba MHTEpHET pecypca 1
nHpopManMja HajsacTyXKHuja 3a 00/IMKOBame VHAVBUyaTHe U APYLITBEHe CBe-
CTH JjaHac. AKTye/THa eBPOIICKa M CBETCKa MUTPAHTCKa Kpu3a IocefuIa je 6poj-
HIX PaTOBa, TypOYNIEHTHUX APYLUITBEHUX U eKOHOMCKUX IPOMEHa, YMju CY OOUM 1
OJIjeK 3Ha4ajHO I0jaYaHM [Ee/I0OBamkbeM MAaCOBHMX €IEKTPOHCKMX Menuja. Hukapa ce
paHuje HUCMO Cpey ca OBOM Konu4mHOM mHbopmanuja u gesnHpopmanmja Koje
yTU4y Ha Hallle carjeflaBarbe CTBAPHOCTM 4Mje Cy IMPUCYCTBO M yTHUIIAj CACTaBHMU
ieo yOp3ama ApYIITBeHe eBOIyLMje. YOp3ame MmofpasyMeBa CTalHe IIPOMeHe Koje
IOC/IEINYHO CTBapajy HECTAaTHOCT MMUIL/bEHA M CTaBOBA, KAKO II0jefMHAall, TaKO
u Behux gpymrsenux rpynanuja. HecTanmHocT u yecTe mpoMeHe nH@opManyja u
CTaBOBa Jjajie CY IPOCTOP 3a CBENPUCYTHOCT CyMibe. 3a MOjefiuHIa KOjI je CBaKo-
JIHEeBHO 60MOaphoBaH HOBUM, YeCTO KOHTPaUKTOPHUM MHpOpMaljaMa IIOCTaje
BPJIO TEIIKO [ja OfPeNN HBUXOBY BEPOLOCTOJHOCT M 3ay3Me YBPCT M apI'yMEHTOBAH
cTaB 0 ofpeheHoj nojaBu. Y pyIITBMMA Ifie Ce CYMBba Kao ajlaT MaHMITy/Ialuje Ko-

PYCTH CBAaKOJHEBHO U KOja Cy HeIIpeCTaHO olTepeheHa MofcTNIIalbeM CTPaxoBa Ha



PasHMM HUBOUMA, JOJIa3Y [0 IpUXBaTakba MHGOPMalVja Ha OCHOBY BepOBambha, a He
apryMeHTaluje U mposepe ayTeHTUYHOCTHU. [lapaHoja ce HOpManusyje, KpUTUUKO
MUIIJbEHE U BEPOJOCTOjHOCT MH(pOpMalMja II0CTajy cMeTHa. [lapajjokcanHo je aa
JaHac, KaJja je LIMPOKO ITO3HATO Jja Ce e/IEKTPOHCKM MeJVjU C/Iy>Ke MaHMUITy/Ialuja-
Ma, MaHMITy/IallMja MMa TOMMKo MohHo fiejcTBo. MOXK/Ia je yIpaBo mapajgoKcamTHOCT
HajTauHuje obenexje MUTpaHTCKe Kpuse. EBpoma 1 Kao yHUja 1 Kao TepuTopuja
Oesexxyt U C/IaBY APYIITBEHNU, KYITYPOTIOLUIKY M UICTOPUjCKM JUBEP3UTET KO CBOjY
TeMe/bHY BpeiHOCT. Vicropuja EBporre je o6enexxeHa 6pojHIM IpYLITBEHNM IIpOMe-
HaMa (MuUrpanujamMa) Koje cy foBejle 10 faHallme cTBapHOCTU. VcTopuja EBpore je
VICTOpMja CBETCKMX MMUTpanyja. IIpakTMYHO Ja HeMa KOHTMHEHTA MM Kpaja cBe-
Ta ca Kojer ce Ha mpocrop EBpone Hucy gocemunu wynu. Ilosogu cy 6pojun ann
y3pOK je MCTU — moTpara 3a 60/6MM >KMBOTOM. HeMaMo /11 CBY IIPaBO Aa XeIuMo
60rpe? Koju je pasnor 3a murpanuje onpaspan? Kana je npuxsatpus? Ko to moxe
Ia ogpenn?

ITpo6nemaTnyaH ogHoc (ApyuITBa) MpeMa (peHOMEHy MUTpaljija CTBapa HI3
3abny/a 1 cTaBOBa KOju ce IIACUPajy y APYLITBA ITO[/I0XKHA MaHUITy/IaljMjaMa Kao
nocneania nHGopManmjcke KakodoHmje. JelaH off OCHOBHUX Ipo6/IeMa je HejacHO
pasTpaHMYEbE KOjU Cy CBE Pa3/Io3N 32 EMUTPALMjy M KOje IpyIie Ha3MBaMO MUTPaH-
TUMa. MHOTY /bYiU Cy MUT'PAaHTM Ha ofpeheHu HauuH, Ha MMKPO MM MaKpo IIa-
Hy. MemaMo rpajioBe, ip>kaBe ¥ KOHTMHEHTE Y IIOTpasy 3a 60/bMM 00pa3oBameM,
HOCTIOM, K/IMMOM M OIIITHM YCJIOBYMMA 32 >KUBOT, CTBapajyhu mapTHepcke ofgHOCe
U MOPOAUIY, UCTPaXKyjyhyu HOBa IPOCTPAaHCTBA, KYATYpe M Hapofe, U3 pafo3Ha-
nocTy UM focape, 6exxehn ox omacHocty, nomer ApyimTsa, pata. CBu cy pasio-
31 3a Ipece/bere je[fHaKo ONpaBAaHy, 3a06yza je ga cy To camo Heku. CTpaxoBn
Cy pasyMJ/bMBY, a/Ii TO HE 3HAYM U Jja Cy onpaBfiaHu. Jbynu ce njanie HeIO3HATOT,
a7y IUTallle Ce U HajMarbe MpoMeHe. Jloce/baBamke HOBUX JbYAu IpyTadlje Bepe, Ha-
Iyje, KY/IType, HaBUKa 1 00MYaja, Xe/ba ¥ HOTpeba, MUII/beba U CTABOBA, U3BECHO
he moBectn mo mpymrBenyx npomeHa. [IpomeHe cy, MehyTrM, HeMuHOBHe, OHe ce
JellaBajy M y JPYLITBUMA IJle HEMa BEMMKMX JOCe/beba CTAHOBHMIITBA. OmumTn
CTpax off CBake IIpoMeHe je 6ecmucieH. Yak nako pasyMeMo U3BOpe CTPaXoBa, OHO
TO IOCeOHO 3abpumana je ofcycTBo eMmmaruje. He Mory ce 3axteBatu ofpebenn
YCTIOBU 3a eMIIaTHjy, OHa Mopa OMTM yHMBep3aHa U Be3aHa 3a 4oBeka Kao Ouhe,
a He 3a CUTyalujy WK 3a IpUIagHMuKa ofpeheHe npymTBeHe rpye, no 6uao KoM
OCHOBY. JI3jeHadaBameM CBUX IIOjefMHalla HAa3sUBOM MuUlpaHitiu, ITOjeJUHAYHe
CyZiOVHe ce lellepCOHANIN3Yjy M OpPUILY, YTAIIajy ce Y jefiHy 3ajefHUUYKY IpUYy, Haj-

yemhe y yHKIMjU CTBapamba HeTaTMBHE CIVKeE.
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IIITa (caBpeMeHa) YMETHOCT MOXKE Ia YYMHM 32 APYIITBO, HOCEOHO IIOBOLIOM
¢denomena murpanuja? Koja je y Tom cMmciy ynora ymerHoctu? Moxe 1 yMer-
HOCT OMTM CpPefiCTBO 3a IPEKO NOTPeOHO IpeCINTUBake Hallle CTBAPHOCTHU?
YMeTHMYKO CTBapasallTBoO, 300r CBOje MpMpOfie, MMa MOTYRHOCT fla Bp/IO CHa-
XKHO, TIOHEKaJ| ¥ eKCIUIMIIMTHO WIYCTpyje APYIITBEHe IIojaBe ¥ Ipobieme 4u-
Hehy ¥X Mame alCTpaKTHUM 3a pasyMeBaibe I Ha Taj HAYMH JOIPUHOCK PasBojy
APYLITBEHOT IXjaoTa, a IOHEKAaJ MHUIMpa IPOMEHE Y APy TBY. MHOTO je mpume-
pa Kaja Cy yMETHMYKA [e/la MMaJla CHaXKaH yTUIAj Ha IPYIITBO — Pa3BOj apXUTEK-
Type KOju je yTuLjao Ha TpaHchopMannjy IpocTopHuX ypebemwa Hace/beHUX MecTa,
6pojHM GUIMCKM CTBAapaoIy, KIBVDKEBHUIN, My3IYapy, BU3YeTHU ¥ MHOTH APYTH
YMeTHMIIH KOje je TEIIKO CBe HABECTH He CaMo fla Cy 061IMKOBaIU KyITyPY M yMeTHY-
YKO CTBapajalliTBO Hallle MCTOpuje, Beh cy M yTuanu Ha cTBapame ApyLITBa Ka-
KBUM Ia JJaHaC 3HaMO. Y TOM KOHTEKCTY 3aHMMJ/bUB je U IPOjeKaT KOju CIIPOBOAU
bpurancka ranepuja mofepHe ymetnoctu TejT MopiepH, a Koju peficTaB/ba MHTEP-
HeT I1aTdOpMY 3a UCTpaXKMBalbe yTHIaja yMeTHOCTM Ha ApyuTBo.! Hajsehy ymo-
ry y dopMupamy pyIITBeHe CBECTY JaHAC CBAKAKO MIMajy MACOBHM €/IeKTPOHCKM
Mepnuju — HoBuHCKe 1 TB kyhe, nndo nopranu, gpymrseHe Mpexxe U IOjefUHIIN
KOjY [ieTIyjy Y IPOCTOPY eNIeKTPOHCKMX Mefuja. Y nopehemy ca TM, yMeTHOCT MO-
JXKJJa MMa CKPOMAaH Y4YMHAK y CMUCIIY PaCHpOCTPAambeHOCTH, alu HE M MOTEHIIja-
na. Konuynupamwe mpobrneMcke M3nox0e WIN YMETHUYKOT IPOjeKTa je CIOXKeH
nponec. bas/beme oceT/bUBUM APYIITBEHNM TeMaMa je II0CeOHO 3aXTeBHO jep II0-
IpasyMeBa OiTOBOPaH ofHOC npeMa TeMu. LInsb mpojexta Muipayuje y ymeitinocitiu
- yMeWiHOCi Mulpayuja HMje Na NoHyAu ofipeheHe craBoBe MOBOfIOM (eHOMEHA
Murpanuja, Beh ja Kpo3 celek1ujy pelnpe3seHTaTUBHUX U 3aHUM/bUBUX IpUMepa
YMETHUYKOT CTBapalalliTBa Kpeupa MpoCTOp 3a APYILITBEHU UjaIor O GeHOMEHY,
y KojeM je Moryhe cyoumuTn ce ca IojMOBMMA IIOIYT CTpaxa, (OfCYCTBa) eMIIaTHje,
HepasyMeBamba, KOHTPATUKTOPHOCTM U JBYACKOCTM, KaKO OMCMO KpO3 HOKYLIaj
pasyMeBama (eHOMeHaA y MMpeM KOHTEKCTY MOI/IM Ja U3rPajiMoO OfTOBOpPaH Of-
HOC npeMa murpanujama. Ha ToM 1o/by YMETHOCT MOXK€ MMAaTyU M3y3€THO BEIMK
yrunaj. Cenekunja yMETHUUIKUX PafoBa 3a CETMEHT M37I0XKOe KOji ce Kpo3 caBpe-
MEHO YMETHJYKO CTBapalalliTBO 0aBU (EHOMEHOM MMIpaliyja Y KOHTEKCTY aKTy-
€JIHe, eBPOIICKE JAPYIITBEHO-TIOUTUYKE KpPU3€e Y IIMPEM CMUCTY KOHIUIMPAHA je
Kao 1300p pe/leBaHTHMX YMETHIYKIX IIPOjeKaTa 3 peroHa I MHOCTPaHCTBA KOju

CY Me[IMjCKV Pa3HOBPCHU, IPO6IeMCKY ce 6aBe TeMOM M3/I0X0e a HUCY JUPEKTHO

! https://www.tate.org.uk/art/tate-exchange/can-art-change-society



mebhycob6HO noBe3aHn, kako 61 ce cyrepucaa pa3nuInTOCT TadaKa IJIeAVIITA I 110-
HYZIMO IIPOCTOP 32 carylefiapame (PeHOMeHa U3 Pa3nMINTHX yrnosa. O6jeKTUBHOCT
Yy YMETHOCTH He IIOCTOjU, a/lu je Moryhe TeXWUTH joj Kpo3 NpeucnuTuBambe OKBMI-
pa ApPYWTBEHOI MULUbEHhA M IOACTULAIE APYLITBEHOr [AMjanora. YMETHUYKO
MULIbEbE Off OIIITET HUj€ Pa3IM4MUTO y II0/1a3H0j Ta4KW, OKBUPU CY UCTH, ali MO-
ryhHOCT yMeTHOCTM Jja KpO3 YMETHMYKY MefiMj KOMYHUIMpA Ufieje ca My6IuKoM
Ha BMIIIe HYBOA YMHU YMETHOCT MONHIM a/1aTOM 3a IMjasIor.

MacoBHM IIpOTOK MHpOpMaLMja O CBETY HaHAC, KA0 M eKCIIaH3uja morpebde
3a HOBMM HMHQOpMalMjaMa OfIMKe Cy Haller BpeMeHa. VIHTepHeT THeBHO Ipe-
Hece IIPeKO YeTpreceT 3eTabajra (jemaH 3eTabajT je Xupagy MUIMOHA Tepabajra)
nndopmanmja.? CIuyHo je u ca nHPOpManMjaMa O CBETCKOj MUTPAHTCKOj KPU3HL.
IIpouemyje ce ma TPEHYTHO IOCTOjU IPEKO 272 MUIMOHA MUTPaHAaTa Ha CBETCKOM
HUBOY, IITO je 0KO 3,5 % cBercke momynanuje.® Op 1970. rogyuse 6poj byau Koju
JKMBE y PYTOj 3eM/b) Of] OHE y K0jOj Cy Ce POfMIU ce yTpocTpy4uo. bpoj murpa-
HaTa Ha CBeTCKOM HMBOY CTa/THO IIPOI'PECUBHO pacTe, 63 0631pa Ha pasIn4uTOCT
APYLITBEHMX IIPOMEHA Koje CTBapajy OpojHe moBofie 3a emurpanujy. Hymepmukn
IOJAIM OTKPUBAjy MAaCOBHOCT U O6pyTamHocT dpeHOMeHa Murpanuja. PopeHsnyuka
apxutektypa (PA) je mcTpakmBauka areHLMja ca CefUIITEM Ha YHMBEP3UTETY
TonpcMutc y JIOHIOHY Koja MCTpakyje Kplllema JbYACKUX IpaBa, yKpyuyjyhu Ha-
Cube Koje Cy IO4YMHUIE Ap)KaBe, MOMMILMjCKe CHare, BOjcke u Kopnopanuje. PA
pafu y IapTHEPCTBY Ca MHCTUTYLMjaMa M OPraHM3alMjaMa LVMBWIHOT JPYyLITBa
IIMPOM CBeTa, KaKo OU ce CIIpoBesie MICTpare ca U y ¥IMe 3ajeJHMIA U TI0jefHa-
11a moroheHnx cykobmma, MOMNIMjCKOM 6pyTanHoINy, TpaHNYHIM PeXXMMUMA U
Hacu/beM Yy JIpYLUITBEHOj cpeuHu. Y okBupy PopeHsndyke apXuUTeKType fienyje U
ope/perme QopeHsnKa okeaHorpaduja! koje KpUTHYKY VICTPaXKyje MUNTUTApU30Ba-
HY pe>XXMM KOHTpoJIe rpaHuna y Cpe03eMHOM MOpY, aHa/IM3Upajyhn IpocTopHe 1
IIOJINTUYKE YCIIOBE KOjJ Cy IIPOY3pOKOBaIy Ipeko 16.500 perncTpoBaHUX CMPTHUX
c/ydajeBa Ha IIOMOpCKMM rpanunama Espone y nocnepmwux 20 ropuna. Ipojexar
Dopensnuke okeanorpaduje Teurno nacumwe (Liquid Violence) o6yxBaTa HeKOINKO
UCTpara peaan3oOBaHMX U NPENCTaB/bEHUX KPO3 YMETHMYKU BHUMEO, AaHMMALIN]Y,
rpaduuKy mpuKa3, IPOCTOPHY MHCTAJALNjY WINM MHTEPHET CTPaHy Ha KOjoj ce

KOMOMHYjY CBeflouera 0 KpLIey /bYACKNUX IIpaBa ca JUTUTAIHUM TEXHOJIOIMjaMa

2 UsBop: https://seedscientific.com/how-much-data-is-created-every-day/

* MsBop: https://www.weforum.org/agenda/2020/01/iom-global-migration-report-interna-

tional-migrants-2020/

* https://forensic-architecture.org/category/forensic-oceanography
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Kao IITO Cy CaTeMUTCKM CHUMIY, IIofauu o Ipahemy II0BM/IA, FeOMPOCTOPHO Ma-
nupame ¥ MOJie/IoBabe 3aHOIIeha, Kpenpajyhn madopmMannjcky ymeTHU4Ky dop-
My OpyTanHor caipxaja. Kpos feTa/bHy aHanmuay u HyMepuKke IOAaTKe, IpojeKaT
IpUKasyje TparmdHe pa3Mepe MUTPAHTCKUX >KpTaBa Ha Cpefjo3eMHOM MOpY U
IpeJCcTaB/ba jelaH Off 3Ha4yajHUX (YMETHMYKMX) IIpojeKaTa Koju ce 6aBe deHOMe-
HoM Murpanuja. Haxxanocr, Huje 6umo Moryhe yk/byduTH ra y oBy usnoxoy.
MaHnunynanuje M IOrpelIHe MHTepIpeTalMje MeAMjCKMUX cafipKaja Ipa-
Te aKTYe/IHY €BPOICKY M CBETCKY MUI'PAHTCKY KpU3y Of CaMOr IOYeTKa Te TeMe.
YMecTo #a ce cTaBOBM JpYyLITBa Ipajie HA OCHOBY BepuduKOBaHUX MHPOPMAIMja
y OKBUpUMa 06pa30oBaHOT ¥ OITOBOPHOT IPYIITBA, HeyTeMe/beHa penybebema ce
noTsphyjy 6upameM HermpoBepeHMX MHPOpPMalyja Koje Cy KOMIIATUOWIHE ca Ip-
BOOUTHO popMupaHoM (HeraTusHOM) uaejoM. OBa IojaBa Huje Be3aHa caMo 3a akK-
TYeJIHy MUTPAHTCKY KPM3Y, a/I/ je HELITO LITO Ha 1Y VIMa M3Y3eTHO BEIMK YTULA].
YmpaBo 360r nurama (IIOrpeliHe) MHTepIIpeTaltje u3abpaH je yMEeTHUYKU BULEO
Bauga pycke ymernune Tayc MakaueBe, Koju ce He 0aBU JUPEKTHO IUTambeM MMU-
rpanuja, alny Ha [yXOBUT Ha4MH IIpMKa3yje Mpoliec MHTepIIpeTaljije — y OBOM CITy-
Jajy MHTepIpeTHpabe jeTHOT YMETHIMYKOT Pajia, Hd OCHOBY OIILITET U YMETHUYKOT
obpasoBama mojeguHIa, npeaybdehema u yHanpey usrpaheHnx craBosa — Ha BpIo
101 CIMYaH HA4VH Kao MITO Cy /byAN CKJIOHM Jla MHTEPIIPETUPAjy Pasyiore VN ,,0lIpaB-
mame 3a emurpauujy. Bupmeo mpuxasyje pujanor mybnuxe 57. BeHerujaHckor
6ujeHana (2017. roguHa) Koja ofJlasy Ja IpUCYCTBYje epdopMaHCy Koju je Tpeba-
710 Jia ce Offp)KaBa CBAKOJHEBHO TOKOM Tpajama OMjeHana Ha OTBOPEHUM BofjaMa
JagpaHckor Mopa, I7ie je HeKONMKO n3Bohada Tpebao fa ce MojaBy U HeCTaHe HOf,
IpeBPHYTUM 4YaMIleM, IpeBeseHnM u3 Kacmujckor Mopa y JlarectaHy Ha oTBOpe-
HO Mope ucnpepn Benenmjancke
naryHe. Pap je HacTao u3 6pojHUX
pasroBopa Koje je YMETHMIIa BO-
mvaa ca pubapuma Koju KuBe y
ceny Crapu Tepex y [larectany u
pubapuma Ha Kacnmjckom mopy.
MoTuB Koju ce IIOHaB/bAO y M-
XOBMM IIpyYaMa je PM3MK fla ce
usrybe Ha MOpYy U [ja MX HUKafa

He npoHaby. Y ciyuajy ma ce ya-

is it the right boat? That could be any boat.

Mall IpeBpHe, pubapu ce Besyjy

3a Mpamal Kako 6u ®UXOBe  Tayc Makauesa, Bauga, 2017.



nopoziuIie Morye Aa npoHaly muxoBa Tema u caxpaHe mx. Bupmeo je pedmexcuja
KPXKOCTY JBY/ICKMX )KMBOTA KOjU ce 60pe 3a OIICTaHaK, IPOTUB eKOHOMCKUX Y TIPK-
pormHux cuma. Vako ce Bufieo He 0aBU AMPEKTHO (GEeHOMEHOM MUTpaluja ¥ Hpu-
JaMa MUTpaHaTa, 3aHMM/bUBE Cy Iapajesne Koje Moxxemo n3Byhnu. ITojmoBu vamia
(6poma), oIracHOCTY MOPCKOT IyTOBama 1M MPUMOPAHOCTY JIa Cé PU3UKYje KUBOT,
CTpaxa U IpeXVB/baBama 3aje[lHNYKY CY lareCTaHCKUM pubapyMa U MUTPaHTUMA
Koju npenase Cpeo3eMHO MOpe 1 ApyTe BeJMKe BOfieHe OBPIINHe. Y CIy4ajy OBOT
paja, aHa/lorHo (He)pasyMeBamwby MUTamba MUrpaliyja je (He)cXBaTame YMETHUYKOT
paza. Bpro decTo ce femasa fa my0nuKa HeTraTMBHO pearyje Ha YMETHUYKO JeI0
KOje He pasyMe, a fja He Xenu Aa yhe y aHamuTUuky fujanor Kako He 6y fomia
y CUTyalLiujy fa HpeUCHNUTYyje CBOje CTaBOBe U3 eMOTVBHE IIOBE3aHOCTH ca (Iorpe-
mHo) usrpahenum ybehewnma. ITorpemne nHTepIpeTanyje, cacTaBHM feo $eHo-
MeHa aKTye/llHe MUI'PaHTCKe KpH3e, TaKohe Cy IoBe3aHe U ca KapaKTepoM KOMYHU-
LMpama caBpeMeHe YMETHOCTM Ca IIMPOKOM ITyOIMKOM. YMeTHNYKM Buaeo bauga
pycke ymerHuie Tayc MakadeBe Ha 3aHMM/bUB HauUH MIYCTPYje YIPaBO OKBUP
IOTPeLIHNX NHTepIpeTalja.

ITaTa YoBeKa je HeLITO LITO Ia IPAaTH Off CAMOT IIOCTAHKA U OHa MOBe3yje
cBe mpype. Ilopen ucTopmjcke n CymOuMHCKe Bese, IPefiCTaB/ba jefHY Off YeCTUX
TeMa y UCTopuju ymetHoctu. EMIaTuja je 4oBekoBa CIIOCOOHOCT fla C€ eMOTVMBHO
IIOBEXXe Ca IPYTMMa, aly 1 CBOjeBPCHa obaBe3a fla ce APYTM pasyMme U IPUXBATIL.
EmmaTuja y 4oBeKy je OHO INTO ra YMHM PYIITBeHUM OuheM, Moce6HO y HMaTHM.
Y cBaKoj BeNMKOj PYLUITBEHOj KPU3M, YOBEUYAHCTBO Ce CTaB/ba Ha MCHNT JbY/CKO-
ctu. MoxxeMo i ce 3a TPeHYTaK MCKIbY-
YUTY U3 OKOJTHOCTM Hallle CTBAPHOCTHU 1
3aMUCIUTY Ce y CUTYalMju MUTpaHaTa?
IllTa ako 6MCMO Ce ¥ CaMy Y Hemocpef-
HOj 6yayhHOCTM HamIM y TakBOj CUTY-
aruju? Iomunrux Bpog Cadera 3eua
HpeJcTaB/ba CIMKy Opojia IpeHaTpnaHor
U3MYYeHUM MUTPAaHTMMAa Ha HeM3Be-
CHOM IyTY Ka 60/peM (v 6e36enHujem)
)KuBotry. OBa MOHYMEHTa/lHa C/IMKa
CBOjOM HATIPUPOZHOM BeINYMHOM I

JIMIIO3aHTHOM KOMHOSI/IHI/IjOM pymn

6apujepy usmehy mnocmarpaua/my6mm-

Cader 3ew, [lomunrtux bpog,
u3 uuKiayca ,Ersomgyct, 2017-2019. K€ " €NeKTPOHCKUX Me,I[I/IjCKI/IX CIIKa
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MUTpaHaTa U BUXOBUX NATHY, Kpeupajyhyu gpaMaTU4YHY U yBep/bMBY IIPefCTaBy
TEIIKMX CyZOMHA IIpefi KOjoOM je TEIIKO OCTaTy paBHOAYLIAH. Ta clleHa HaM je BU-
HIECTPYKO MO3HATa — He CaMO KpO3 MeJMjcKe MPMKase aKTyeTHe MUTPAHTCKe KpU-
3e, Beh 1 3aTO LITO je TO jolI jeAHA MHTepIIpeTalMja TeMe OPOOTIOMHMIITBA Koja je
KPO3 MCTOPUjy 4eCTO OM/Ia MOTUB YMETHUYKOT CTBapaalITBa. Bpojun cy npume-
pu oBe TeMe — TunToperos Ceetliu Mapxko ciiacaséa Capauera og 6pogonoma, ClKe
Ilpexusenu n Tanac Visana AusoBckor, bpogonom Bunujama TapHepa, Cinas me-
gy3a Teomopa Xepukoa, Ceeitiu Hukona ctiacasa 6pogonomuuxe Ypoma IIpennha
u MHoru apyru. O demy roBopu cnuka Ciinas megysa Teomopa JKepukoa, koja je,
nopen poTorpaduja MurpaHara kKoju mpenase Cpefjo3eMHO Mope, MOCTY>KMIa
Kao MHcIMpanuja 3a cnuky bpog Cadera 3ena? Vcropujcku je BaykHa Kako 360r
CBOje MOCEOHOCTM ¥ TeXHMYKe M3BPCHOCTH, Kao IIpUMep BPXYHCKOT (paHI[yCKOT,
€BPOIICKOT ¥ CBETCKOT C/IMKapCTBa POMAHTU3Ma, TaKO M 300I YHUBEP3a/JTHOCTH U
ybem/bMBOCTY HapaTiBa — IPUKa3a YOBEKOBOT CTPaflaikha, aTihe, JOBEKOBE CYyAou-
He KOja ce IIOHaB/ba U MaHU(ECTyje Y YBeK aKTye/THOM U JOOPO IIO3HATOM OOJIMKY.
Ha 10j je npeacTaB/beHa cuTyalnja y K0joj MOXKeMO Jja ce 3aMMUCIMMO U ca KOjoM
MokeMo f#a caocehamo. VcTo je n ca ymeTHnukum pagom Caderta 3era. BaxkHo je
HAIlOMEHYTHU ¥ YTULAjHOCT CIMKAPCTBA KAa0 BPCTE YMETHMYKOT CTBapanaiTsa. bes
00631pa Ha HOBHje yMeTHIYKe Mefiyje, TeXHOJIOIIKY 1 TEXHMYKY pa3Boj YMEeTHOCTH,
CIIMKAapCKY IPUCTYIL, Kafia je foOpo U3BefieH, U ja/be UMa jeAMHCTBEHO MOhaH yTu-
1jaj Ha nmyonuky/mocmarpada. Cadet 3ell, Kpo3 CBOj eKCIIPECUBHY, a/li U MMIIpe-
CHUOHUCTUYKM CIMKAPCKYU M3Pa3 KOMYHMIIMPA VICKPEH U IMYHU JOXUB/bAj TeMe Y
cBoM papy. Iberose Teme cy akTyenHe u 60/IHe, M3pa3 My je ayTeHTUYaH, a OpyKa
YHUBep3aTHa — IPOOYAUTH XyMaHOCT Y YOBEKY.

IInTame MOMUTUYHOCTU YMETHOCTH Y IIMPEM CMUCTY Ce€ TUYe MOMUTUYKE
nucMeHoCTy ApymTsa. CaBpeMEHOCT YMETHOCTH Ce OI7Iefia y aKTYe/THOCTU TeMaT-
CKMX OKBUpPa CaBpPEMEHOT JIPYLITBa KOje YMETHOCT aHa/IMU3Mpa U MPEeUCINTYje 1o-
KylIaBajyhu ja pasyMe Hauy cTBapHOCT. Kajia je HOMUTMYKA MMCMEHOCT IPYIITBA
HIICKA, TTOTpeba 3a yMETHMUKMM CTBApajaliTBOM Koje HpPeNCIuTYyje ApYIITBeHe
nonuTuke je Beha, a Kajja je MONMTUYKA MMCMEHOCT APYIITBA pasBuUjeHa, IIPOCTOP
3a Jle/IoBambe OBe BpCTe yMeTHOCTH je mupu. [ToTpeba 3a monnTuyHOM yMeTHohy
je koHcTaHTHA. bepTony bpexr, Benuku gpaMcku cTBapanall, Iucall 1 TeopeTuyap
XX Beka, cMaTpao je [ia je Hajropa BpCTa HEIIMCMEHOCTH ITO/IUTUYKA HENVCMEHOCT.
»IIOTMTHYKM HelmucMeHa ocoba He dyje, He TOBOPY, He YYeCTBYje Y IOMUTUYKUM
memaBamyMa. OHa He 3Ha Ja TPOLIKOBY >KMBOTA, lieHa Iacysba, pube, OpaliHa,

CTaHapuHe, IINIIe/Ia, JIEKOBa, 3aBUCE O INMOMUTUYKUX OJIJ'IYKa.” [onmutuyHOCT U



aNoOMUTUYHOCT JJPYLITBA, a IOCPENHO U YMETHOCTH, JAHAC C€ YECTO MOTPELIHO J0-
BOJM y Be3y ca CTpaHAauKMM IONUTMKAMa, Y/Me ce ofBpaha makma ca HOTeHIVja-
7a yTHUIAja YMETHMYKOT CTBApajlalliTBa Ha APYIITBO. Y AP>KaBHUM IOMUTUIKIM
ypebemnMa Koja ce KopyucTe MaCOBHUM MaHMITy/TallMjaMa U KOHTPOJIOM APYIITBA,
MHTENEKTyaNnHa, aHTa)>KoBaHa 1 IO/IMTIYHA YMETHOCT je Henoxke/bHa. OfuKa nonm-
TUYKI HeNVMCMEHOT APYLITBA U IIOjeINHIIA je IIpe CBera allaTUYHOCT, KOja yMamyje
noTpedy 3a nHpopMucanomhy, o6pasoBameM U IOCTEAUIHO BOAK JO AeCOLMjalIu-
3alyje IOjefiNHALla U yMamema Mohn ApymTBa fa yTude Ha npoMeHe. OITOBOPHO
APYLITBO je 00pa3oBaHO M IOMUTUYKYM ocBemrheHo ApywmTso. IlomMTuyHOCT MIN
aHTa)KOBAHOCT YMETHOCTM HUje OOMMK CTBapa/jalliTBa CBOjCTBEH CaMO MOJIEPHOM
no6y, yMeTHOCT je Ha ofpeheHe HauMHe ofyBeK OIa MOMUTUYHA. Y3MUMO 3a IpPU-
Mep Bunengopgcxy Benepy. OHa y cB0joj jefHOCTaBHOj GOpPMU Cafp>Kyt MHOTO TOTa
— PeIUTUjCKU OKBUP KpO3 Ufiejy 60KaHCTBA IUVIONHOCTY, YTYIMTAPHOCT YMETHIY-
KMX IIpefiMeTa IPEKO BIX0Be IPETIOCTaB/beHe 0OpeHe HaMeHe, eCTeTCKe HOpMe I
IPYLITBEHe y/IoTe KpOo3 IpeficTaBy aTpubyTa Tela, Kao U Apyra caBpeMeHa 3Hauema.
Huje m11 KOMIIIETHO MCTOPMjCKO PETUTMO3HO CTBAPA/IALITBO 3alIpaBO MUTakbe OJHO-
ca penuruje, Mopana u gpymrsa? Huje 11 pasBoj yMeTHMYKUX IpaBalla M CTUIOBA
KpO3 MICTOPMjy 3allpaBo IIUTakbe pa3Boja APYLITBA U IPYIITBeHUX ufeja? IIpakTudno
je CBaKM acIeKT YMeTHMYKOT CTBapajIalliTBa MOr'yhe mocMaTpaTyt Kpo3 BeroBy HOMNU-
TUYHOCT. [IoMMTNYHOCT YMETHOCTH Ce TIYe CaMOT CMIIC/Ia YMETHOCTH — Jja KOMYHH-
IUpa ca IPYIITBOM Ha BMIIE HNMBOA, /la OTBapa MNTaba, MHCIMPHIIE ¥ TPOBOLNPA,
oborahyje yoBexa Ha MHAMBY/YalTHOM ¥ JPYLITBEHOM IIIaHY, Aa IPEUCIUTYje Hally
CTBApHOCT y Iuiby yHanpebemwa yoBeuancta. Ilorpeba 3a cTBapameM je morpeba
3a koMyHMKanujoM. OHO WTO ledUHMIIE AKTYETHOCT YMETHOCTH jeCTe aKTYeTHOCT
IbeHe MOMUTUYHOCTY, OM/Ia Ta YMETHOCT ¥ CaMO eCTeTCKa ako Huje Beh aHanurtu-
4yKa 1 mpobnemMcKa. Y cBOM yMeTHUYKOM pany Pena Pene u Bnagau Jepemnh, kpos
TpaHCPOPMATUBHY YMETHUYKY IPAKCY’ MCTPAXKyjy yIpPaBO OFHOC YMETHOCTU I
HONMUTHKe, cyodyaBajyhm u aHanmsmpajyhu oceT/buBe [pyIITBEHE TeMe aKTyeTHOT
BpeMeHa — NHUTame IpaBa paJHNUKA, €KONOTHje, ION0XKaja YIPOXKEHUX JpPYIITBe-
HUX TPyIa ¥ MambJHA, NUTakbe IPYUITBEeHNX UAEHTUTETa, OfHOCA KallMTaIn3Ma I
HPYLITBA, KaKO y JIOKAJIHOM JpPYLITBEHOM KOHTEKCTY, TaKO M y IIMpeM reorpag-
CKOM OKpY)Kemy. Y IMOC/IefBbIX HeKOMMKO TOfiMHA OBaj YMETHMYKM Iap je pa3BMo

crienudUYaH WIYCTPATUBHYU HPUCTYII KPeUPaky KPUTUUKMUX IpadUuKMX HApaTUBa,

® Tlojam xoju Pena Pense u Bragau Jepemnh kopucte 3a onmc cBoje mpakce.
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HepMHUCAH MOHOXPOMHMM €KCIPECUBHUM,
TOTOBO CTPUIICKMM CNMKaMa® Koje Ha jefjHo-
CTaBaH, a/y JUPEKTaH HAYMH YCIIOCTAaBIbajy
Bese nsMehy nudopmanmja, cumbo1a u Hapa-
TMBHMX KOMIIO3UIIMja, CTBapajyhu cBojeBpcHY
caBpeMeHy WKOHOTpadujy. JeHOCTaBHOCT
rpauYKOr M BU3YENHOr M3pasa IojayaBa

edekaT eKCIVIMIUTHOT KPUTUYKOT CafpiKaja,

cBofiehy ra Ha HapaTUBHY IIOPYKY U KPUTUKY

APYWTBEHOT [NO€l0Bama KpO3 MHTEPIIPETA-

Pena Pepnse u Brapan Jepemuh, Pasipanuuere, 2022.

1ujy nHbopManuja o NpobreMaTuYHNM CH-

TyalyjaMa MUTPaHTCKe Kpuse. Y TeMe/by BJUXOBOT CTBapajallTBa CTOjU Ujeja fa ce
ymerHourhy Moxe (¥ MOpa) yTHIIATH Ha APYIITBO, A yIIOTPE6OM CHPOBMX M CYPOBUX
CNIMKa OTBapa Ce MPOCTOP 3a CyoyaBarbe Ca KPMU30M APYIUTBEHNUX BPEJHOCTY U IIN-
TamIMa Koja ce 1306erapajy y jaBHOM IMcKypcy. CMucao mUXOBOI YMETHUYKOTL pajia
je Y ykasuBamy Ha MOTYhHOCT IpeoO/IMKOBama CTBAPHOCTM YMETHUYKUM Cpef-
crBuma.” He MoxeMo ca fiucTaHIle IPUCTYTINTY OBOj APYLITBEHO] KPU3N jep ce Tude
U HaC — MM CMO H€H CacTaBHMU JI€0.

105 Kama MUCcIMMO 0 HOMMTUIHOCTY YMETHOCTY, jaB/ba Ce M IUTambe HheHe QyHK-
nuoHanHe BpefHoCTH. Koja je leHa cBpxa — fla 1M HaM OHa CIIY>KM Jja 060raTy Halre
ApywTBO 1 Haue XuBoTe?! Koja je cBpXa mpeucnuTuBara Hallle CTBAPHOCTH, aHa-
N13a ICUXOJIOTHje ¥ COLMOJIOrNje Y0BeKa KPO3 YMETHMYKO CTBapanamrso? Vmajy
M yMETHMLIM U YMETHOCT OATOBOPHOCT IpeMa apymTBy? CacTaBHU fleo QYHK-
IMije YMETHOCTH je MMATalbe IITa YMETHOCT KOHKPETHO MOJKE 1a YYMHM 33 [PYIITBO.
Bap/beme oceT/bMBUM IPYIITBEHUM TEMaMa y YMETHMYIKOM CTBapalallTBY je yBeK
K/IM3aB TePeH — KaKo ce 6aBUTV OBUM NUTABMMA Ha OATOBOPAH I a/leKBAaTaH HAUMH?
Kako n36ehn excrmoatauujy teme y 1mdHe MayM yMeTHUYKe CBpxe? JeaH Off ofro-
BOPa Ha NUTake ITa YMETHOCT KOHKPETHO MOJXKE Jla YYMHU Jaje YMETHUK Miagen
MupanoBuh cBOjOM YMETHMYKOM MHCTATALMjOM JJugakiiuuky 3ug, amyu ¥ CBOjUM
IIeIOKYTTHYM YMETHUYKVMM CTBapanamTBoM. MubaHoBKh je yMETHUK KOjU y CBOM
YMETHMYKOM pajiy IPEUCINTYje APYIITBeHe KOHBEHIIMje, MeHTa/THe ¥ pu3ndKe Irpa-
HIIle IPYLITBA KPO3 CyouaBame Ca TpayMaMa, monmasehy of Mu4HOr ApyHITBEHOT

KOHTEKCTa U IPYIITBEHUX I10jaBa HEIIOCPENHOT reorpadckor okpyxema. Ila umak,

¢ Cnmka Kao IIpyKas, IpefcTaBa, BU3yelTHa pellpe3eHTalja.

7

Maja Rupnh, M3spaga Tpanchopmainiopujyma, xaranor nsnoxébe ,,Tpanchopmaropujym’,
crp. 27, MCYB Hosu Cap, 2021.



TeMe Kojuma ce 6aBuU, KOMMKO TOJ
nMM4yHe Oule, 3ajeMHUYKE Cy CBMMA
HaMma. MHcranmanumja [Jugaxiiuuxu
3ug, TIpEMUjepHO U3JIOKEHa Yy
Buxahy 2019. roguHe, y TpeHyTKy
Kajia je y ToM rpagy 60paBUIO He-
KOJIMKO XM/bajla MUTPaHaTa Ha MyTy
Ka 3amalHOEBPOICKMM 3eM/baMa,
cacraB/beHa je Off HMUKTOIPaMCKOT
LpTeXXa Ha MepPMEpPHMM IIoYaMma

(marepujan xoju Mumpanosuh yecro

KOopuctTt y CBOM YMETHUYKOM pany

Mnanen Mumwanosuh, Jugakimiuuxu 3ug, 2019-2021.

360r KapaKkTepa MHEPTHOCTU U MO-
HYMEHTATHOCTH), e[[yKaTUBHOT je KapaKTepa U AMIAKTUIKe CTPYKTYpHe dopMe, a
CacTaBHU €O pajia je U LITaMIIaHa Iybnmmkanuja IIpupyuHuk, Koju Kpo3 aHTaXo-
BaHe MJIyCTpalMje NpeficTaB/ba CKYNl KOHKPETHUX U BP0 KOPUCHUX YIIyTCTaBa
KaKo ce OPMjeHTMCATH ¥ KpeTaTu y Ipupoay, npehu mpocropHe npemnpeke, nsdehn
win noBehatu BUA/BMBOCT, HPYKUTYU WIM OpUMUTK npBY nomoh. ITpupyunux je
HaMeHWeH CBMMa KOjUMa je cafip>Kaj KOPUCTaH, a MIycTpanuje kopuiheHe y mpu-
PYYHUKY IO3ajM/bEHE CY U3 BOjHMX NPUPYYHMKA 3a IPEXMB/baBakhe HEKa/lallibe
JyrocnoBeHcke HaponHe apMmuje, 4MMe ce BOjHa oOyka M efgykanuja (Kpo3 Kojy je
Mnagen MupanoBuh npoiao y mKoau 3a pesepBHe opuuupe) Tpanchopmule y
onurty rpabancky. OBaj cy6Bep3uBHM 1 BPJIO TMYHM YMETHUYKY Paji IpeBasya-
31 OKBMPE aHTa)KOBAHOT YMETHUYKOT Jiela U TI0CTaje MPaKTUIHO CPEfICTBO 3a II0-
MoOh MUTIpaHTMMa Ha IUXOBOM OIIACHOM IIYTY Ka OO/BUM >XMBOTHUM YCIOBMMA.
Cy6Bep3MBHOCT YMETHNYKOT KOHIlenTa Mnafgena Mupanosuha Manudecryje ce y
Y HbEHNUIY O pYUBama 1jeje TpaHnlie Kao cuMbosa fp>kaBoTBOpHe Mohu, Koja ce
JIaKO BeXKe 3a JJieje HalMOHa/lHe U TepuTopujanHe cyBepeHocTu.! Curyannja Mu-
TPaHTCKe Kpu3e U TypOy/IeHTHa paTHa IpouutocT bocHe u XeplieroBuHe MOTUBH-
caza je yMeTHMKa Jla pearyje u fielyje KOHKPETHO, a He la eKCIIJIoaTUIle OCeT/bUBY
OPYLITBEHY TeMy 3apaj yMeTHM4Ke mpoMmouuje. Ha orBapamy msnoxbe/nHcrana-
nuje y buxahy, mopen rpahancTsa 1 cTpyduHe jaBHOCTU OM/IM CY IIO3BaHY Y MUT'PAH-

TU KojuMa je nogebel Ipupyunux. YmeTnundku pap Jugaxkiiuuku 3ug je Benosao u

8 VIpdban Xomwuh, Ysog katamora 3a usnox6y ,Jdumgakruakn 3ug’, crp. 9, I'pagcka Tanepuja

Buxah, 2019.
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Ha IPYTUM IO/bMMA — IOPeNl MEAUjCKE BUI/BUBOCTY U Pa3INYNTUX 3BAHUYHUX pe-
akuuja, rpahaHy Koju cy moceTym U300y VI CY 9y/IN O B0j UMAI CY HPUINKY
Zla KpO3 pasroBOp €a CBOjUM OKPY>K€IeM IIPENCIINTAjY CBOj OFHOC IIpeMa II0JI0XKajy
U IMYHUM TIpMYaMa MUT'PaHaTa, Kao U Jja y4eCTBYjy y CTBAPHOM JIPYLIITBEHOM Jyja-
JIOTy O OCeT/bMBMM TeMaMa. EnykarusHa u ynorpe6Ha ¢popMa yMeTHIYKe MHCTaa-
nuje crenudyyIaH je M OfTOBOPaH HAuMH YMETHUYKOT (M APYLITBEHOT) Ae/IOBamba ¥
u notephyje Te3y ga yMeTHOCT ¥Ma Moh Jja Mema IPYIITBO.

Kapa pasmummamo o deHOMeHy Mmrpaljuja, He cMeMoO 3a00paBUTH [a je
KpeTame IIPUPOJIHA JbyACKa IOTpeba, a c1obofa KpeTamba OCHOBHO JBYLCKO IIPaBo.
Pasnora 3a Mmurpanuje je cBe BUIlE, OHE Cy CACTaBHU IO HAllle CTBAPHOCTH, KaO LITO
CMO U MM CacTaBHHU Jieo TIPOMeHa Koje ce 1 6e3 063upa Ha MUTpanyje, y ApyLUITBY
IelllaBajy, Te CTOra HeMa pasjiora fia ce TUX IIpoMeHa ImamumMo. OHO IITO MOXKeMO
jecTe ja IOKyLIaMoO Jia UX 060jbe caryiefiaMo, pa3yMeMo, HIOMOTHEMO OHMMa KOjiMa je
OMOR nmoTpe6Ha U Jja yTUYeMO Ha CTBapame 00/bUX YC/I0Ba 3a [PYLITBEHY MHTETpa-
nujy. OIrOBOPHOCT CBAKOT Off HAC je 1a KPO3 pasyMeBame pa3sBUjaMO eMIIaTHjy, jep
je OHa yHMBep3a/lHa Y0BEKOBa BPENHOCT, 6e3 0631pa Ha okonHocTu. Ha ToM myTy
HaM YMeTHOCT, Ka0 MOhHO CpeJicCTBO NpeHOIIeka IIOPyKa, MoKe IToMohn.

CBeT ce CTa/lHO Mema, TO ce He MOXKe 11 Hehe IIPOMeHNTH, a/lu TO HMje JIoLIe

caMo 110 cebu.

Cnucak unyctpaumja

Tayc Makauea

bauga, 2017.

BIJI€0-FOKyMeHTaIja mepdopmaHca, KOIop, 3ByK, 15 MuH. 31 cex.
Jby6asHouthy ymeTHuIe

Cader 3er

IMonuntux bpog, 2017-2019.

u3 LUKIyca ,,Ersogyc”

TemIlepa Ha manupy u miatHy, 340 x 1100 cm
Jby6asnourhy ymMmeTHuKa

boro © Ppanyecko Anerpero

Pena Pegyie u Bragan Jepemuh
Pasipanuuere, 2022.

AKPUINK Ha TEKCTUTY, Pa3IN4InTe ]:U/IMCHSI/Ije
Jby6asnourhy ymMmeTHuKa

Mnapgen Mupanosuh

JHugaximuuku 3ug, 2019-2021.

MHCTa/IaLyja, PaBIPAH LPTeX Ha MepMepy, 06jeKTH, IpUPYIHNUIN
Jby6asnourhy ymeTHMKa
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Ceobe, cTpaxoBMu...
..M YMETHOCT Kao 3ayCTaBJ/bEHU
TpEeHyTaK HalLUMX BEYHUX SyTarba

Hp Brnagumup I'Bo3feH, TeopeTnyap KibM>KeBHOCTI
®unosodceku paxynrer, Yuusepsurer y Hosom Capy

Cert je myH cybjekaTa Ha YeKamy Koju Cy yKiemrtenu nsmeby semaspa, xu-
BOTa 1 TpaHsuuuja. OnaBHO je mpourto foba ceoba Hapopa, Beh fyro cmMo cBenoLu
ceoba jpynu, MHAMBMUAYA. Kako ce 4nmHM, TakBe ceobe Ha CPIICKOM je3nKy pajuje
30BeMO MMEHMI[OM MUTpalyje, IIOTeK/IOM U3 JIATUHCKOT je3nKa. AKTepu MUIpa-
11ja Cy, IPOCTO PeYeHO, MUTPAHTH. Y3 U3BeCHE Orpajie MOI/IO 01 ce TBPAUTH Ja je
y4eCHMK ceobe MHOLITBO, a MUTpaniuja jefHuHa. Ped ceobe 3aTO Be3yjeMO TOTOBO
MICK/bY4MBO 3 IIPOIIOCT, CETUMO ce uyBeHe cauke [Taje Jopanosuha u ykeror jy-
puIna jefHOr Hapo#a Ha Tamy. Ta cIMKa y IpBY IUIAH M3ABaja UCTOpUjcKe purype —
ceobe nmajy Bohe! — anu MHOIITBO Bpeba 13 Mo3afuHe: Xubafie GUIypa jally Komwe
VUIY MY TIELIKe IIPe Hero LITO ce KOHAYHO CTOIIe Ca XOPU3OHTOM.

Hlanac ciaymiate BeCTM Ha Te/lIeBUSW)jH, YUTaTe HOBMHE, IPOBOJMUTE CaTe Ha
MHTEpPHEeTYy M [APYLITBEHUM MpexxaMa. JIoK OfjacBy/ HaAMpy pedy MUTPAHT U MU-
rpaljuje, 3arOHeTHy ped ceobe here uyTm momcra Beoma perko. CTude ce 3aTo
yTHCAK Jia ce MUTpalMje, 3a PasaMKy off ceoba Kao BaXKHMUX, 1A YaK M MPeCyIHUX
MCTOPUjCKUX 30MBatba, [ellaBajy cBakora gaHa. Vmm to, nak, Huje caMo yTHCAK.
IIpema pacronoXXMBUM MOAALMMA, jeflaH Off TPUAECET U HeT JbYAU Y CBETy AaHac je
MHTEePHAIVIOHA/IHI MUTPAHT. VIaKo je TO CBera Tpu OfICTO CBETCKOT CTAHOBHMUILTBA,
YMIbeHNIA je ja MUTpallyje YTUUYy, HAPOUUTO Of OCaM/eCeTUX FOfMHA IIPOIIIOT

croneha, Ha MHOrO BuIlle /byAM. YIPKOC MHOTOOPOjHMM HPaBOMMHMjCKMM U



»CBE3HA/IAYKMM~ CTaBOBMMa O MUTpalj/jaMa ¥ MUTPAHTUMA, MOpa Ce y3eTu y 00-
3Up fia je Y HUTamy CTI0KeH (eHOMEH, NpenyH pasHoMuMKocTy. KoMIiekcHoCT je, y3
ONILITY JeTUPUjyM MHTEpIIpeTalija, MOX/a jeflaH Of pasjiora 3alliTO JaHacC Biaja
»CTpax of MurpaHata’, npahen emmsomama Hacu/ba, I1a U TPATUIHUM TyOUIMMA
JKMBOTa y MopuMa 11 Ha rpaHunama. (IIpema HekuM rnoganmma, oko fiBe Xujbaje He-
peryIapHUX MUIpaHaTa cTpajia ropuiime y Cpeo3eMHOM MOPY, a OKO YETUPUCTO
y nokyuajy ga npeby rparuny CAJl/Mekcuko.)

He cme ce 3a6opaButy 4nmeHuIa fa cy ceobe CBOjCTBEHE YOBEKY, MUTpa-
LMje Cy Yy HeKy PyKy IIpaBUJIO, a He u3y3eTrak. OHe Cy U Y CaMOM jesrpy BpcTe —
YOBeK IoTude u3 fonuHe Pudr y Adppunu, ogakiie ce MpKO y IpaBly SaHAIIEbE
EBpore, a moTOM Ha ocTaje KOHTVHEHTe Y JyroM pasnobmy nsmeby 1.500.000 n
5.000 ropuna npe Hamle epe, y Bpeme Homo erectus-a u Homo sapiens-a. Ilosnaro
je m To pma cy nmpouecu Kononusauuje y Crapoj I'pukoj u excrnansmja Puma, xao u
IeroBa IIPOIIACT, 3aBUCHUIIE Off ce06a, CIMYHO ce MoXKe peh 3a USTHAHCTBO JeBpeja,
noBuade BUKMHIra win mupewe Hopmana min XyHa no Esponuy, ceoby Cpba us
1690. 1 HU3 APYrUX MO3HATUX MIM Mame I0o3HaTux porabhaja... EBporncka excraH-
3Mja je moBe3aHa ca JOOPOBOBHMM ceobama KonmoHusatopa u3 Espomne. Ho nocroju
Off TIOYeTKa U TaMHa CTpaHa — MUTpallMje MIIMOHA po6oBa Be3aHe 3a MPUCUIAH
pan. IToce Benmukux Murpanuja poboBa HacTYINIe CY U BeJIMKe MUTpaLje paj-
Huka u3 Espone, Kune, Vunuje, Janana y Cjenumene Amepuuke [Ip>xaBe Koje cy
nocrajane Bogeha mHAycTpujcka cuna y cery (o 1850. no Benmuke genpecuje Tpu-
JeceTuX OKO 12 MMIMOHAa MUI'paHaTa ce UCKpLaIo Ha ocTpBo Enuc y Ibyjopky), a
moToM je caMa EBpora, Kao 1 [gpyre pasBujeHe eKOHOMUje, IIOCTana OfpPeNIITe
MUTpaHaTa. buio je u MoMMTUYKMX Npece/bema Nocae MUPOBHUX CIIOpa3syMa M/In
ycrer patHux fejcrasa (I'puxa, Typcka, Ilamectuna, Vspaen, 6usiua Jyrocnasuja).

Murpanuje Ccy npaBulIo a He n3y3eTak. IbuxoBa cBENpUCYTHOCT Mema Of-
HOC IIpeMa MOPEKY, IPUIIAJHOCTH, IOMY U IOMOBMHU. AJIM BPaTUMO C€ Ha TPEHY-
TaK CMUCIIy CaMIX pedn, jep Cy ceobe, Kao ¥ MUTpaljije, CUCTEeMAaTCKM IIOBe3aHe C
je3MKOM U KY/ITYPOM TOJIMKO ja je Temko fohu mo yHuBepsanHor nojma. Kako Ha
jenmHOM MecTy Kake XaHa ApeHT: ,Ha pedn ce MO>KeMO OCTIOHUTHU jeIVIHO aKO CMO
CUT'YPHU fia je BUX0Ba QYHKIMja OTKpuBambe a He ckpuBame.” [lITa cy, y cTBapy,
ceobe u murparnuje? [TocToju TeHeHLIM]ja Ia Ce OUYeKyje MPEBMIIIE U IIPEMAIO Of Ce-
06a, OJHOCHO Jja Ce OHe IIOCMAaTpPajy 0110 Kao CBpXa 1o cebu 1 13pas ayTeHTUYIHO-
cTi, 6110 Kao KpeTame Koje HapylllaBa ycTa/beH) IOpefiak Ap>KaBa U APYLITBEHNX
U TOIUTUYKUX T03uIMja. 3a jefHe cy ceobe HeBeceo ce/bere NI YaK peMeTu-

naykyu GaKTop, OK APYTH BEPyjy Y YTONNUjy ceoba Kao BeTMYaHCTBEHUX IIPeBOJa
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KyITypa 6e3 Kojux 6u cer 6uo Hemoryh (Mmanyen KaHr je, Ha mpumep, 4BpcTo
BEpOBa0 Y TO la KY/ITypHE pas/MKe U )KMBO HaIMeTame Mehy Ky/nTypaMa fenyjy y
MHTepecy Iporpeca). Jol eKCTpeMHuje: AUBIUHI3aLMja ZPYror 3Ha4y 0OpOBO/BHO
HIOKOpaBame, 0 KojeM je mucao Opanl OaHoH y no3HaToj Kbusu Lpua nuya, bene
Mmacke; [yjabonusanyja Jpyror sSHaUM HeroBo UCK/byderbe I UCTpeb/bembe.

Mopa ce mpusHaTy fja ped MUTpanyje y cebu cagp Ky HELITO 3aiCTa OUTHO
1 GOpMaTUBHO 3a eBPOIICKY MOEPHOCT. Migrare (71at.) 3Ha4uu ,,AyTaTn’ WIN ,Kpe-
TaTu ce’, I1a ce MOXKe IMOCMaTpaT! U Kao KpeTame 0 ceOu, a He CaMo KpeTame ca
HeKVM jacHMM IybeM. [JpeBHa ¢urypa cKUTHUIIE ¥ TyTaauIe O1Ia je, a OHeKax
je u maHac, mobpa 3a Muibere. OBa pOMaHTHYHA GUTypa Halasy CBOje HOOOPHU-
ke y bajpony, JbepmonTosy, bopnepy, Banrepy benjamuny; Huue je osHaumo xoH-
TEMIUIATUBHIY KVMBOT Kao ,,LIeTHY ca MUCIMMA U IIpHjaTe/buMa . ,, I paHCLIeHAEHTHO
6eckyhHuITBO MAEja”, 0 KojeM je ToBopuo JIyKay, ONBOAY HAC Y TaBUPUHT CTPaH-
Ija M CTpaHOCTH. AMepudKy npoydasanan Xapu JleBuH y pagy ,,KmuxeBHocT 1
ersun’, IpUINCYje ayTopuMa y er3aujy HnosnairheHn 1mMonoxaj cBefjoka O JbyACKOM
uckycTBy. Eraun je, mo memy, eroxaaHo UCKYCTBO, IITO He Tpeba fja HaC IyAM ako
y3MeMO y 003Mp UMIbEHNILY [ia je TeKCT IMCAH IefleCeTUX IOAMHA IPOIIIOr CTO-
neha, HakoH JIpyror CBeTCKOT paTa KOji je Ofaciao IO CBETY Ha JileCeTUHe Xubasa
MurpaHara, moce6no n3 Eppone y Cjenumene [Ip>xase. To ma uce/beHNIIN OCTAjy
6urHe Qurype MoepHe KynType ocetuo je u ydenu [lanan [eopr Bpanpec kagn je
YBOJ, Y CBOjy KallUTaJHy KIbUTY [71a8HU TOKOBU Y KHUNEBHOCHIU geseitiHaeciiiol
éexa, objaBbeHy 1872. ronyHe, HacIOBUO ,,EMuUrpanrcka KmwykeBHOCT . CIMYHO
ToMe, Ilopy Crejuep je y Extrateritorial TBpAuo ma MMa CMMCIIa TOBOPUTHU O KIbU-
xeBHOCTM XX BeKa Kao 0 3ace6HOM eKCTPaTepUTOpMjaTHOM JKaHPy KOjy INIIY
necHuuu 6e3 goMma, nyranuue Mmehy jesunuma. JKau ITon Captp he Ha jenHOM Me-
CTy U3MEILITEHOCT MUTPAHTa Pa3yMeTH Kao jaMCTBO crobofe: ,VI3BaH cBeTa, U3BaH
HPOIIIOCTH, U3BaH cebe: cnoboa je M3rHAHCTBO, U ocyheH cam na 6yzmem cnobo-
man.” CetuMo ce Konuko cy OBupuje, [lante, ITacrepHax n IlpmaHcky 4esHynu 3a
[IOMOBMHOM ¥ Hajanmu ce noBpatky. Ilemc Ilojc je cynmporan npumep: Zo6poBosb-
HO M3THAHCTBO je CMaTpao MCTMHCKMM TeMe/bOM CBOje CTIO’KeHe M Be/TMYaHCTBeHe
YMETHOCTH.

Ha6pajamwy Hema kpaja: Anbep Kamu je 6uo pied noir, ber Oxpn n Canman
Py>xpy cy MUTpaHTCKM ayTOpH ITO3HATY IIMPOM CBETa, My3UYKY CTVU/IOBY Kao IITO
Cy €3 WM pere IOTUYY Off MUI'PaHAaTa, a CUTYPHO HUje NOTPeOHO Jja TOBOPUMO O
CaBpeMeHOM CIIOPTY — IOIJIefiajTe caMo cacTase ¢yadanckux tumosa! IIpema mo-

3UTUBHOM ITIEUIITY, MUTPaHTH oborahyjy ApymITBa 1 KyAType TaKo IITO CTBAPajy



HOBE BPEHOCTY U HOBe TPaHCHALMOHA/IHE UJIeHTUTeTe (0 4eMy, Ha IpuMep, BpJIo
Hobpo cBefoYM BaKHO MecTO l[MHIjapa y NMOIMTUYKO] M KYATYPHOj UCTOPUU
Cp6uje y ppyroj nomosunu XIX croneha). Ilocroju, mehytum, Ty unax jom He-
IITO, HelTo Buile. Y Pasmumimarouma o usinanciiey Ensapy Canp je ambusanes-
TaH y CBOjOj OLIEHN ersyja J IeroBMUX IIOCTIeANIA: , AKO je MICTMHCKO M3THAHCTBO
CTame KOHAuHOT I'yOMTKa, 3allITO Ce OHO TOMMKO JIaKO IpeoOpakaBano y Mohaw,
yak oborahyjyhu, Motus MonepHe kynType?” Kakpu ce TO yBUAYU CTUYY I'YOUTKOM
IoMa, Tpajuliyje, IOpoAule, jesanka? ¥ moTpasyu 3a OATOBOPOM, CETUMO Ce KaKo je
y AuppuheBoj TpaBHMYKOj XpOHUIIM ONNCAH ,,WIMPCKU BoKTOop 'HoBanm Mapuo

Konoma:

,HMKO He 3Ha IITa 3HAYM PONUTU Ce M >KMBETM Ha MBULIM u3Mehy nBa cBera,
[O3HABATY M pasyMeBaTy U jefjaH U APYTH, a He MONM YIMHUTYU HUINTA [ja Ce OHU
o6jacHe Mehy cobom u 36mmKe, Komeb6aTn ce M IIOBOAUTH LieJIOT BeKa, OMTHU KOJ iBa
3aBuUYaja Ge3 mjemHora, 6MTYU CBYAA KOX Kyhe 1 ocratu sayBek cTpaHal; YKpaTKo:
JKUBETH pasaleT, ajly >KPTBA UM MYYMUTeb y UCTO BpeMe (...) BEYUTM TyMadu U
HOCPESHNLY, a KOjJi § ce6M HOce TONMMKO HejacHOCTM 1 HegopedeHoctH (...) To je

Tpehy cBeT y Koju ce cierno cBe NPOKIETCTBO yC/Ie[, HOfe/beHOCTI 3eM/be Ha [Ba

>

csera. Toje...”

»VI3THAaHCTBO je UCTBOPEMEHO HeoOMYHO MpUB/IAaYHa TeMa 33 pasMUIIbambe
U y>KacaH NOXMB/baj Y /byACKOM UcKycTBY,” pehu he Cang. ITa unak, nako Mmopamo
OMTM ONpe3HN ca TBPJHOM JIa je M3THAHCTBO NIPUBUJIETHja, YNbEHNIIA je [ia je Tmep-
CIEKTMBA M3THAHMKA IIOMOIJIA []a Cé CTBOPM a/ITepHATUBHA BU3lja MOJEPHOT CBeTa.

MebyTtum, y naHauImeM CBeTY ped MUTPAHT je M3Tybuaa MHOTO O, pPOMaHTHU-
Ke U Y IIPBY IVIaH JOBOAM OYMITIEAHE CUTHAJIE HACU/ba, PaTa, KpUMMHAJIA, HEMUPA,
rpahaHcKuX paToBa 1 eKCTpeMusMa. MUI'PaHTM ce 4eCTO II0CMATPajy Kao /byau (3a
HeKe 1 HOZ/bYAM) KOju peMeTe yoOM4ajeHO cTarbe cTBapu. [IpuToM ce moruemwyje
WM YaK NPUKPUBA PAa3HOMMKOCT ¥ CIOYKEHOCT CAMUX MUTpallija Koje MOTy OuTn
IPYCHUIIHE VY JOOPOBOJbHE, perynapHe ¥ HeperyaapHe, MOMUTIYKE MU eKOHOM-
CKe, JIeTa/IHe WIU MJIerajiHe, IPUBPEMeHe MM CTaJHe, ,Hale U ,mbuxose ... Ce
OBe Kareropuje ynpouhasajy coxeHy CTBapHOCT Moryher MUTpaHTCKOT ICKYCTBa.
YTucax je ga ce ped MUTPaHT TOIMKO IIPOLIMPUJIA [Ja BUILE HEMA HUKAKBO 3HAYEHHE,
OJIHOCHO JIa Ce IeHO 3Hauee peyKyje IpeMa IoTpebaMa I IV/beBUMa TOBOPHUKA.
JJOMMHAaHTHY MM OHU HAjITIACHUjU HOXXUB/bajyl MUTPaHaTa caMo CY jOILI jeflaH Of
CUMIITOMA TaKO3BaHOT ,yXaca IOCTMOJEpHe y KojeM OM/IO LITa MOXe fla ce CIa-
pyje ca 6mo unm, mro Beh caga, KaKo ce YMHM, OCTaB/ba HecarieyBe MOCIeuIe.

Ycpen cUTHMX CyMBbM Yy OMHAapHe OLO3UIjNje ojaBuIa ce GUrypa MUIpaHTa, a Kpos3
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Ty PuUrypy nocrasuo je OUUIIeSHO ia CY ,3alafHN CKYIIOBMU OIO3UIIMja — KO LITO
CY BpYTOCT U UCTOCT, foMahe 1 cTpaHo, LpHO 1 6e710 — U lajbe fenoTBopHU. M fame
ce KOHCTUTYNIIEMO KPO3 CIIO/bAIlbOCT, a/I¥ Ta CIIO/BbAIIBOCT je QIyNaHa I1a je IIo-
TpeOHO Ja je KOMIIEH3yjeMO, a TO YMHMMO TaKO IITO HajlasyMMO HeKaKaB eKBMBa-
neHT crabunHor Jpyror y pasmuuutuM ¢urypama Koje cTBapaMo. Mp>kma mpema
ceobaMa He 3Hauu fia cy oHe 6ecMmucieHe. IlltaBuine, MoXXzia 6u y w1UMa Tpebdano
TparaTy 3a IOPEK/IOM 3Hauemba.

Cpaka ecreTM3allMja MUTpauyja ce ombaiyje Kajj Cy y IUTalby €KOHOM-
CKM MUTPAHTH KOjM — KaKO ce OfaBHO Hamanuo Imcras ®nobep y ompesHUIN
»VlcerbeHUIN™ KOjy Hanmasumo y Peunuxy oipyanux ugeja, Toj BelnnKoj u fy6bokoj
kputuiy rpahancke Muronormje - ,,3apabyjy sa XUBOT JaBameM YacoBa TUTape U
MelllambeM cajaTa’. Y 6oraTum uiay 6oratujuM seMbama Hajehu 6poj goce/beHNKa
pangu y obmacTvMa HO/BOIPUBpeNie, IyMapCTBa, TellKe UHAYCTpuje, rpabeBune u
kyhHux nocnosa. ¥V cyn6uHaMa MurpaHara BejyKe IIpu4e TEOPETCKe Y3POYHOCTH
3aMemeHe Cy MaIMM IIpyYaMa IPaKTUYHUX MOTYhHOCTY, jep jedTUHA MuIja MHO4n-
Ba Ha jepTMHOM pajy. YHUBep3aTHa UCTOpMja 6aBM ce BeIMKVMM IIOBECHNMM Kpu3a-
Ma, JIOK ce cdepa CBaKOJHEBHOT >KMBOTA IIOpe] TOBECHUX Kp13a HOCK U ca U3a30-
BUMa OBO3eMa/bCKOTL, 0OMYHOT XMBOTA ¥ oncTaHka. Kao ImTo je Ha jeTHOM MecTy
pexao Maxkc ®@puur: ,, Tpasknin cMo pafHuKe, OO MO jbyfe.”

Ho yxonmko MurpaHTi obeje)xaBajy UCTOPMjy U HOLITO VX ¥ MHade Ha Je-
Morpadcku fepuiurapHoM 3amapy, kao 1 y 6oratuM gpxasaMa Asuje M Ipyrie,
MIMa TOJIMKO MHOTO, KaKO TO Jla Ce jaB/ba CTpax o MUrpaHaTa? Moja Te3a je (pasy-
Me ce, He CaMO Moja) [ia je Mp>Kiba IIpeMa MUT'PAHTVMa 3HaK HedeT CaCBUM JPYTOT.
He kakeM f1a je cTpax yBeK HeONpaBjiaH, HUTY Jla MUTPaHTe Tpeba yBeK U CByZa
BOJIETHU, a/u OUX >Kelleo Jja IPeNCINTaM PefyKTUBHY QUIYPY MUIPAHTa KOjy CMO
CTBOpMIN 300T BAACTUTUX HpobieMa. IIpBu mpobieM je ca HpUAEBOM ,eKOHOM-
CKM~ KOjU Ce 4eCTO C IPe3NPOoM, I1a ¥ ca CTPAXOM [I0fiaje OBOj peun. Y CBaKOM CITy-
4ajy, IOCTOjU TeHJieHI|Mja a ce MUTPaHTH, 6e3 003upa fa U Cy peryaapHyu UIn
Hepery/IapHH, Mp3e yIIpaBo 3aTo MTo he mopeMeTUTV eKOHOMM]Y, OBY3eTH IIOC/I0Be
moMaheM CTaHOBHMINTBY, KJaCT€PU30BATH Ce IO I'PAICKMM YeTBPTMMA U KOHAU-
HO TIpeBTajaTy y MOTUTUIKOM U jaBHOM XuBoTy. He 6ux ymasuo y cBe acmekre
OBOT CTpaxa, aJiy YMHU Ce Jla Mp>Kiba IPOTUB €eKOHOMCKMX MUT'PaHaTa OTKPUBA He-
pasyMeBame jeflHOT off CTy0OBa I/je0/IOTMje KAaluTanin3Ma, a TO je BepoBambe fia je
€KOHOMMja ayTOHOMHA, OfIBOjeHa Of JPYIMX JbY[ICKMX aKTMBHOCTU U BPEJHOCTI.
YKpaTKo, EKOHOMCKM MUT'PAHTM HMKAJla HUCY CAaMO €KOHOMCKM, KaoO IITO HYU MU,

YIIPKOC CBEMY, HUCMO MCKJ/bYyINNBO €KOHOMCKM /bYAN.



ITpema moganyuma of Ipe HEKONMMKO TOIMHA, BUILE Off [1071a MUTIUjapfie /by AU
sapabyje Mame of jemHor fonapa Ha caT. Huje caMo myka caMOHMK/Ia Hepa3sBuje-
HOCT, TIpeHace/beHOCT Wau phasa BIacT y3pok Murpanuje, seh cy To u pasinmnke us-
meby nmenoBa ceera. Vs6ermuua je, y TOM cMMCTY, CMMOOIMYKO Ha/ludje IOMUTH-
Ke TEepUTOPMjaTHOT YCTPOjCTBA KOja HAM CBMMA BUCU HaJ, I7TaBOM Kao JlaMOK/oB
Mad. Ho u oBzie cy pasymeBame U yTUIIAj MUTPaHaTa BOjaKM M OJHOCE Ce KAaKO
Ha CIO/balllibe TaKO U Ha YHYTpalllle IPaHUIle KOje Cy Y3pOK Hallle aHKCUO3HOCTH.
CxpaheHa Ha oBaj HauuH, ¢puUrypa MurpaHTa rnoraha Halle IOIUTHYKO HECBECHO.
JJaHac ce y 0BOj TeMy OTKpMBAajy IpaHIIle CBEIPUCYTHOCTH JpKaBe, Koja HaMmehe
CBOjy KOHTPOJTY ¥ PeTyNaTUBY ¥ CBMM CETMEHTNMa )XMBOTA, a He CAMO Ha TPaHMY-
HUM Ipenasuma.

PeanHoCT MofiepHe ApykaBe-Halyje y IPOCTOPY 6ua je meHa TepuTopuja.
YpIKoc ToMe IITO CY 3U[IOBM U HONMUTUKe orpabuBama HausIlel JOMMHAHTHN,
yIIpaBO BUXOBO MOCTOjalbe yKasyje Ha YMIbEHNIY Ja Hac u3bermuia Ha TpaHnIu
IIapajOKCajHO OIIOMMIbE Jla je CaM II0jaM I'paHMIle TOKOM IIPOTEKNIUX JelleHuja
TOXXNBeO BEeMNKM Ipeobpaskaj. [lognsameM 31oBa 1 orpaja mpeMa croba caBpe-
MeHe Ip>KaBe U KallMTaJuCTH4Ka Moh IPUKpUBajy MHOTO OIACHM]jy NPETHY: MO-
XKJla CMO YKMHY/IU IpaHuIie IIpeMa CIIo/ba, OMOryhiin HaBOZHO HeCMETaH IPOTOK
poba, /byau M KaluTasa, alay CMO Te TPaHMIle HalOMeCTUNIN OeCKpajHIM YMHOXa-
BaleéM YHYTpPAIlbUX IPAHNIIA M OTPaHMYEba. brononuTidka cTpaTernja TakBUx
rpaHMIja MOOMINIIE CTPaX U IMpousBoay y Hama ocehaj kpusue. Vzbernuua Hac
nopceha ma cy rpaHuie cByfa, y 6aHKaMa, CyliepMapKeTHMa, Ha ayTOIyTeBUMa Tfie
HaIlJIaTHe paMIle, Kako Kaxxe Ilon Bupunuo y maecrpannom Kpuitiuukom @pocitiopy,
»noacehajy Ha ayTeHTHYHe Kanuje rpaaa’. [loxyiie, y rpaji ce He y/lasy BUIIe KPO3
Kalnuje, ajau je, KAKO ce YMHMU, T0CTA0 HEMUHOBAH PUTYaN ,eIeKTPOHCKOT Cacmy-
mama’ y KojeM IOITIel M MOOWIIHY TefeOH BOoAe MPTBY TPKY Ko he mocrarty Ham
Haj6ospy MHCHeKTOp. [Ipenas Bullle Huje ITpeMa CII0/ba, pUTYa Ipeasa MoCTao je,
Kako 3aK/byuyje Ilon Bupunno, umaHeHTaH.

CxopnHo ToMe, ¢purypa usbernuiie Hac Ha OrojbeH HauuH nogceha ga mpocrop
»Halle” TepuTOpuje HUje KOHTMHYa/NaH, Beh Ja ce OH cacToju off pa3MelITama, Of
cepuja mpekupaa (3aTBapama (abpuka, He3aIOCTEHOCTH, IIOBPEeMEHNX U IIpUBpe-
MEHUX II0C/IOBA), CYKIIeCHBHUX WM MCTOBPEMEHUX ,4MHOBA NIIYe3aBama . Kako
Haga/pe npuMehyje Bupuimo, y mpocTopy caBpeMeHe ONTMYKe WMIIy3Wje, ,JbyAN
3ay3MMajy TPaHCIOPTHO U TPAHCMUCUOHO BpeMe YMeCTO fIa HaCTamwyjy IpoCTop .

Jbyncko 6uhe He cToju Ha TMHMjM, OHO CaMo je JIMHUja, 30HA HacTajalba Moryher
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KOja ce He MO>XKe IIPeCKOYNUTY, jep Y faHallllbeM CBeTy ce KpeheMo u kaj Mupyjemo.
Jbynu npenase rpaHmIle, aIy M IpaHuUIIe IpoIase Kpo3 bye.

Opannycku ¢punosod JKak [Jepupa TBpay ia Cy HOBe TEXHOJNOTHje — Telle-
BU3Uja, BUJIE0, 6110CKOII, daKC, U-MejI, MHTepHeT — [yOOKO M3MeHNMIe eKOHOMUjY
COIICTBA, [OMA, PAJIHOT MeCTa ¥ IOIUTUKY Ap>KaBe-Hanuje. Hose TexHonoruje Ha-
PYLIMIe Cy eKOHOMUjy Koja Ce TeMe/blIa Ha IYBPCTOj AUXOTOMUjU YHYTpalIber I
cnio/paer — unheimlich ,,pyru” cTynmo je y IpuBaTHOCT foMa. Y CTBapw, CBe
TO je MOpPEeMETUIO TPAaAMIMOHAIHO padyMeBame KynType. COICTBO HMje BuILe
BE3aHO 3a MECTO KOje je YKOPEHmhEHO y KyJITYPU, OHO He YUeCTBYje y jegHoj KyNITy-
pu, 3amthenoj ox gpyiocitiu. Jlepuna moce6HO ocropasa MIOKOTBOPHOCT TaKBOT
obeckopemuBama COICTBA, jep CMaTpa jia je IIaBHA IIOC/IeIUIIa OBOT Ipolieca Io-
UTUYKe TIPUPOJe — IPolLiec napanusyje Moryhy momuTuIKy ak1jujy jep je nuirasa
Tornorpadcke JOKalyje yHyTap HalMje-fp>KaBe ca YBPCTUM €THUYKUM WIN KYII-
TYPHUM jeIVHCTBOM (Taj CKYII IIPETIIOCTaBKY OH HasuBa ontopolitologique). Ilpema
Hepnnyu, jemHa of peaKluja Ha OBaKBO AMCIOLMpambe, 00eCKOpemBame I 3aMa-
I/bMBalbe TPAHMIA je MOBPAaTaK eKCTPEeMHUX HallMOHA/IN3aMa, Ufieje eTHUYKY Y-
CTUX Hanyja, GaHATMYHUX MUINTAHTHUX PeIUTHuja.

MurpaHT MOX/ja IIOKasyje ¥ OHO MeCTO Koje AUCLUIIMHAPHO JPYLITBO Hilje
yCIIeTIo y IOTIIYHOCTH Jia KOMIOHU3Yje. Y TOM CIy4ajy, OH ce MOXKe IIOCMaTpaTy Kao
cuM6071 HepMdepeHIMPaHor ieMoca Koju 611 MOrao ia HaXpynu y HOMUTUKY U IIO-
pemeru ogHoce Mohu. MUTpaHTH ce U3 yI7Ia YBPCTOT KOHIIEINTA 3ajefHILIe — je[THOT
Off IpeBHUX MUTOBA 3amaja — IOCMATPajy Kao XeTeporeHu 67IeCKOBY OTPTHYTH U3
»XOMOT€HOI” IIOpeTKa APYWITBA. MM je YBeK Be3aHO 3a CTpaTeTuje MCK/byUMBamba:
MM CMO MW, jep HUCMO [pyTH, u Apyru Hucy mu. GaHTas3nja o 3ajelHUIN ¥ CBETY
CeOMYHMX KAaIUTaMUCTUIKUX MHTepeca 4eCTO CIY)KM CaMo Kao anuby fenoBamwa
HajKpyIHMjer KalllTala U beroBOT HACTOjama Jla CBe 00yXBaTU ¥ IOApenyu ceou.
Anu y IOKy1Iajy ja HULITa He 6y/ie M30CTaB/beHO Ha/lasM ce, KaKo je OLaBHO IIpU-
Metro Mopuc braniuo, ,,3f1paB KopeH Haj6oecHUjer TOTaTUTapusMa . 3aTo 3ajef-
HUIJA TYKaBO YCIIOCTaB/ba OICYCTBO 3ajefiHNUIle, YBEK HEIITO OCTaje ,,u3BaH , a pu-
rypa MUTPaHTa je, KaKo ce YIMHM, OTIOMeHa Ha To ofcycTBo. HacynmpoT danTasujama
0 XOMOT€HOj 3ajefHNIM, Kako muire Mumren Axxuje y kwusu Hose ceobe napoga,
HOBU Kocmotionutusam, Gurypa usbermmie cumMbonusyje ,,0fiCycTBO Bese usmehy
JBYIU M TUMe IIPefCTaB/bajy CaXkeTy CIMKY CBeTa laHac y KOjeM JbyAu IIpo/ase
Texxe Hero poba Iof, KOjy IMOKYLIaBajy fia ce Cakpujy. AXuje TO 30Be ,IIOIUTUKA
PaBHOAYLIHOCTH , ,KOja C/IaBV MHAMBUAYaIN3aM U yCMepeHa je Ha OfbpaHy Terna,

TepI/ITOPI/Ije " IIpuBaTHE CBOjI/IHe Ol CBE€Ta cxBaheHor kao 66]13 U HAMET/BUBOCT .



Ilpema Peney JKupapy, XKpTBa CIy>XM Jja 3alITUTY 3ajeSHULY Off HEHOT
COIICTBEHOT Hacu/ba, OHA IOACTUYE IleNy 3ajefHULy ha opabepe >XpTBe M3BaH
cebe. Any 3ajemHMIIa cadyBaHa >XpTBOM IpenonpeheHa je 3a cMpT, jep je xpTBa
Kao TakBa fienno cMpTi. PaHTasaM ,,0 MOTIYHOj HEIPOIYCHOCTU O KOjeM TOBOpYU
Asxnje, xao ¥ mpaTehy MUT 0 M3onaLMju M YNCTOTH 3aBpiunhe gu3ameM MHLU-
BUJIya/lHUX (a He KOJIEKTMBHUX, KAKO MHOTY Bepyjy) 3MA0Ba OKO cebe, Kao LITO ce
TO Beh JellaBa y MHOTUM Jie/IOBMMa CBeTa. Y HallleM CBeTY 3aBU4aj, IpeMa pedn-
Ma Hemaukor ¢uinosoda Bepuappa Banpendenca, cBe Buiie ,,II0CTaje Mpojexiu-
OHa paBaH perpecUBHMX HArOHCKMX Npaxkmema. (..) Y MOMUTUYKOM CMUCIY TO
3Hauy Bpahame Ha IpeTHONMNTUYKO CcTamwe oikosa (...), nomahmHCcTBa KOje ce cBe-
710 Ha [OM HeBenuKe mopopuiie. lomahu MUKPOKOCMOC je ITOCTao 3aMeHa 3a U3-
ry6/peHy KocMoc y BenukoM.” Kao 1ITO yrmosopaBa IIOMEHYTH ayTop, ,3aBUYajHN
cBeT u3 Kojer 6u cBa TyhocT 6una yknomeHa He 61 Buiile 610 XMBOTHM CBET HETO
Mmaysoiej”. IIpeTmocTaBKa 0 3aTBOPEHOj MHAMBU/YATHOCTU CYIPOTHA je ApPeBHO]
APpUCTOTENI0BOj IPETIOCTAaBLM O Y0BEKOBOj IPUPOAHOj ApylITBeHOCTH. Durypa
MUTpaHTa TaKO HOCTaje CUMOOJ MONUTHKeE CTpaxa y May3o0Jiejy caBpeMeHOCTH, Off-
HOCHO 3HaMeH ,cBenpoxumajyher ocehaja ucuprbeHOCTM U JUCTaHLMpaba KOju
YTUUY Ha jaBHM XUBOT . A KaKO Ka)ke jeflaH Off Be/IMKUX UCTPa>KMBada OBe TeMe,
®penk Dypeny, ,IOKYIIAj IpeTBapamba CTpaxa y HeKy IO3UTUBHY BPELHOCT 3a II0-
C/IEAMILY MMa HeroBy HOpManusarujy™.

IIpo6nem o kojeM TOBOPMMO je jacHO U pasroeTHoO uspasuo Kamnpg Kocep y
kwusu Mehynapogre muipayuje (2007): ,JIMurpauuje u MMUTPaHTY IPY>Kajy BU-
I/BVIBO, OIUIT/BMBO ¥ YOe/bNBO Objalibere cnadbocTi MogepHor gpyursa.” Crpax
Off MUTpaHaTa Kao TakaB He Ou Tpebano MOTLEHUBATH, jep je HeroB JOIPUHOC
HOpMasnusalyji cCTpaxa OrpoMaH. JoIl jeffHOM MOpaM Jia OBy YeM Jja OBJi¢ YOIIIITe
HYje IpefMeT JUCKYCUje ONPaBJaHOCT MINM HEOIPaBAAHOCT IOjefUHNX acleKara
cTpaxa of MurpaHara (€KOHOMCKM, PelMUIujcKy, femorpadckun...), Beh oHaj Bra-
Hajyhu cTpax Koju Cly>ku fia IIOCTUTHE JTaKHM KOHCEH3yC IIOBOJIOM INTamba Koje
je y cBaKoM CIy4ajy CeKYH/IapHO y OHOCY Ha Iopekiio npobnema. CaBpeMeHa I0-
UTHUKA CTpaxa ce poKycupa, Kako TBpau JKuxex, ,Ha ofOpaHy Off MOTEeHIujaHe
BUKTMMM3allKje V1 IPOTOHa”, OFHOCHO Off CTpaxa MHAUBN/Ye Aa He Oy/ie UCK/bydyeHa
u3 cepe paga ¥ XOPM30HTA €KOHOMCKM IIPUXBAT/BUBOL U CUTYUPAHOT CybjeKTa.
MMurpaHT Ha TpaHUIY WIM OHaj Kpaj ayTOIyTa je HEeIaTOJHU CUMOOT IIpeTHhe — U
TO TpeTHe ynyheHe cBuMa! — UCK/by I BabeM 13 €eKOHOMCKOT ITIOpeTKa. Y TOM KJbY-
9y, pekJio 6u ce ga Kpo3 ¢purypy nsbernuie ofaasuMo Aajbe Of OCHOBAHOT CTpa-

Xa, Kao IITO je Po6epto Ecnosuro Hamucao nmoBogoM HeusbexxHor Xobca: ,Mu ce
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60juMo cTpaxa, MOr'yhHOCTY fia je CTpax Hall, a CMO TU 3aliCTa MU KOjU CTpaxyje-
Mo.” A cBe TO BOJM KOpaK Jiajbe, Ka CTPaxXy Of eKCLeCUBHOT CTama ¥ IMOCIefUIHO]
MaHMIIyJalMjy IapaHOMYHUM MHOILITBOM, TUM ,CTPAIIHNUM OKYI/bakeM yIIJIalle-
HUX JbyAM KOjU He IIOfJHOCE KaJi X HEeLITO Y3HeMMpaBa.

ITa umax, He 3a60paBMMO [ja IIOCTOjI ¥ IIYT KOjUM ce pehe upe, a Koju je mpe-
nouno Oypenu y aparouenoj Kuusu Honutmiuka ciipaxa (2006): ,YMecTo ga UTpaMo
yiory ny6Onuke Koja je Ipucu/beHa I7IefjaTH jOLI jef{HY IpefCcTaBy MOJIUTUKE CTpaxa,
MO>KeMO ITOKYIIAaTy IIPOMEHNUTH YC/IOBe KOjI Cy IOBEJIN JI0 IbeHOT HacTanka.” Kap je
0 ¢urypu MurpaHTa ped, BepyjMo 3ajefiHO ca AraMOeHOM fia CMO Ha TepeHy MOX/ja
Haj3HavYajHMjer ¥ HajHeTaTOfHMjer CBelOYaHCTBA O MOJEPHOM CBETY, OHOTI Y KOjeM
ce cabupajy cBa apyra cBegouaHcTBa. [IoTpe6HO je 3aTO, YKOIUKO jOLI YBEK MMa-
MO CHare, pasMMIII/baTy O CTPYKTYPaTHOCTY HacU/ba, HACYIPOT Bragajyhoj canum
0 ErOBOj MPALMOHATHOCTHY, apbuTpapHocT 1 ¢uryparusrocrtu. Kao mro mu-

TPaHT jypMila Ha TaMy, TAKO I Hallla TaMa 3a7o0ja MMe MUTPAHT U jypuIla Ha Hac.

CaBpeMeHa Kpu3a €THMYKNMX M €CTETCKUX pedepeHIy M3pakeHa je, KaKo
Kaxxe Bupunmo, y ,HecriocobHOCTH Jla ce YCKIaauMo ca jorabajuma y okommum
y KOjuMa cy mojaBe IpoTus Hac . Ko je Taj amconyTHu, CyBUIIHM ¥ IPeKOOPOjHU
CTpaHall, MUTPAHT, Cy0jeKT ceoba? Jako Huje 1aKO jeTHO3HAYHO OfITOBOPUTY Ha
OBO INTake, yTUCAK je JIa je OH y HaIlloj CBECTH, aly U Y IMOIUTUYKOM HECBECHOM
MHOTO BHllIe GUTypa HEro CTBapHO JbyACKo 6uhe ox KpBu u Meca. A Kaf je o pury-
pama ped, He O4eKyjeMo /I [ja YMETHOCT IpoHabhe HaYMH /la M3pasy BUXOBY Hey-
XBaT/BMBY CJI0jeBUTOCT 1 MapafoKcaaHocT? Pasyme ce ma cBu My ocehamo na cet
Ha HEKM YyZJaH HadMH MCTOBPEMEHO IIOBE3yje U pa3fiBaja byfe. VIcTo Tako, peKio
6u ce fa cy ceobe fieo yobuUajeHOT TOKa CTBAapy, a UIAK JOXXMB/bABAMO MX ¥ Ka0
IpeKUf TOT MCTOT TOKa. Y YMETHOCTH ce ceobe 3aTO MOTY BMIETV Ha BeoMa pa-
3MMYNTEe HaYMHe: JeCTPYKTUBHO, aTOHUCTUYKY, IPUBJIaYHO, O0OTHO, IPOAYKTUBHO,
dacuyHaHTHO... AKO IOCTOjM, Ka0 IITO CMO Beh pek/nu, OImacHOCT fla mpeTepaHo
€CTeTU3yjeMO MUTPAHTCKO MCKYCTBO, CUTYPHO HMje Ba/baH IIyT ia OFOAL[IMO CBAaKy
eCTEeTUKY Y3 IopHIialbe OMIO KaKBe yI0ore MUTpaHaTa y IIpoLiecy KY/ITypHe pasMe-
He. AKO YMETHOCT TOBOPM O HauMHMMA Ha KOje JOXKMB/baBaMO CBAKOJHEBUITY, OHJIA

CBAaKaKO Ty CBaKOJHEBUIY HUje Ho6po HU ofbanuTy HKM pomaHTmsosaru. Illto je



HOIJIe]l OXOJIMjU Malbe Ce BUJie pas/iKe: KaKo cMO Moryhu Mu, ako mopudyeMo Mo-
ryhHOCT MHOIITBA M Pa3HOMMKOCTY KaJ Ce Y CTBAPHOCTY CYOUMMO Ca IbJMa?

ITa unax, YMHM ce Ja CTBAPHOM MUTPAHTy NPUIIafa €NM30[Ha Y/Iora ,Cy-
BUIIHOT 40BeKa . Be>XXMBOTHO TeJI0 TPOroAuIIbeT fledaka Anana Kypauja mponabe-
HO je 2. cenrteM6pa 2015. Ha naxku y Typckoj y 6nusunu bopgpyma, mossaror seto-
Banuita. [Tpusop je noTpecao cBeTcky jaBHocT. PoTorpaduja mpeMUHYIOT fledaka
KOjy IOTPOYLIKe JIeXXM Ha 06ay M3asBasa je Koj MHOTYX BPTOITIaBMILY, HeJTaTOflaH
ocehaj HeyKOpemeHOCTH, HeyTeMe/beHOCTH, HOTOHYIOCTI... OMep Capujaku, ayTop
¢unma o oBoMm prorabhajy, pexao je HeaBHO Jia je OHO LITO Ce JOrOAuIo Oua cpamo-

Ta IIE€JIOT YOBE€YaHCTBA, U IIOTOM JOJa0:

»OJf Tajja ce HUje HMUIITA IIPOMEHNIO. 3a MeHe je OBO CpaMOTa YjeiubeHNX Halluja.
Xwupage (...) 6eb6a HaXKAZIOCT je M3ryOM/IO KMBOTE y OBMM MOpMMA Of TOT [jaHa.
Hapamo ce fa cet Buiie Hehe 3aTBapary o4y Ipef OBUM TparefujaMa i ia ce Tako

HEIITO BUIIIE€ HUKaga nehe monosuTn.”

Anu HacnoBu O7efie, IpeKpMBa UX TaMa 3abopasa. Bapa ce 6aBUTU CBOjUM
HOCTIOM, 3apaINTH IJIATy, BPATUTHU C€ ,,HOPMAJTHOM  XKUBOTY.

Ho raj moBparak nmaxk He 3Ha4M ga purypa Mmurpanra Hehe neOmeTy Hap Ha-
IIVM IJIaBaMa, jep OHa je HeJlarofjHa oIloMeHa ynyheHa HaBOJHO MealTHOM IIOCT-
UJICONIOIIKOM CBETy Y KOjeM Cy IpOo6/leMu IpeficTaB/beHM Kao CMeTHe, a He Kao
KOHCTUTYTVBHU JIeO €r3VCTeHIIMje KOji TPaky 030M/baH IIOTUTUYKU OJTOBOP.
CTBapHM XXVMBOT He TOBOPU caM 3a cebe, Ka3yje HEIITO TeK Kaj je IPeTBOPEH Y
npude u samiere. CTynameM Ha T/Ie yMeTHOCTU yBehaBaMo ImaHce ja OCTaBMMO
II0 CTPaHM Hallla CBAKOJJHEBHA BepoBama I IIPUXBaTaMoO MOTYhHOCT fla HeKa Apy-
ra OB/lafiajy HaMa. 3aTO MM Ce YMHU Jia je BayKHUjU TyOMHCKY, HellpeACTaB/bauKy
paj Murpanmja y yMeTHOCTH, a He CaMO BhIXOBa HelloCpeflHa TeMaTusanuja. Kako
npumehyje Banpendenc y cBojum pedrekcujama o CTpaHOM: ,,3aBUYaj HIje HUKaA-
KBa MVJIA, OH YBEK JIMa HELITO Off OHOTa IITO je u36erHyTo.” YMEeTHOCT Kao MaTe-
pMjajiHa mpakca Mopa 6MTHU BesaHa 3a cHenuduyHo Mecto. butu xon xyhe 3Haun
O6uTH HOpMajaH, MEHTaIHO 3apaB. butu xop kyhe sHaunm u oceharn ce curypao n
samtrheno, 3HauM Takohe fo6po mo3HaBaTy Hewto. Anu Ta ogoMaheHocT He Mopa
HY)KHO OUTV IIpujaTHa. YBeK IIOCTOjM Pe3npyyM ceoba, HeMa 00yXBaTa, yYBeK II0-
CToOje OCTaly, a Tfie Cy OCTalju Ty ce OTBapa IpOCTOp 3a paj yMeTHocTH. Taj He-
3aK/byYMBY OCTaTaK Hapeo je Mumoura IpmaHCKor fla BeIM4aHCTBeRY Jpyiy Krou-
Iy Ceoba okoHYa TemerpadCKUM pedeHMI[aMa, je3SUUKMM CeduBHUMa: ,,JIMa ceoba.

Cmpru Hema!”

118



119

JbyJicKo cTame y MOREPHOCTH je terra infirma, 3eMjba Ce HEIPECTaHO Tpe-
ce IO HaIIMM Horama. [la mu Murpaije MoXXeMo Jja padymeMo 607be Kpo3 eCTeT-
cke npakce?! Huje nu, xako ce mura caBpemenn ¢unoszod Pobepro Ecnosuto,
»IIPEIYCIIOB cyhema MOXK/ja ycBajame INIeANIITa IPYTUX, IpeBajjaBambe MapTUKY-
JIAPHOCTM COIICTBEHe MepcreKkTuBe”. Muiren AXije je HOBO TyMaderme KOCMOIIO-
IUTHU3Ma N10BEe3a0 ca MOTPAHNYHMM CUTyallMjaMa, ca MCKYIIaBambeM CTBAPHOCTH U
rpyboctu cera. ®pannyckn neciuk Expmynp JKabec je cMaTpao fa je ersucreH-
I¥ja HakoH XO0JIoKaycTa 6e3 MecTa, a TO HeMalbe MeCTa je YIpaBo YC/IoB fia ce Oyzie
YMeTHIK, Jja Ce MMa MeCTO U3 Kojer ce nuiue: ,,To norsphyje fa je kmwura moje jemu-
HO CTaHMIITE, IIPBO /M U HNOCNebe. MecTo Mmuper He-MecTa y KojeM >XMBUM.” Y
CBeTy HeMa M3BECHOCTM, OCUM M3BECHOCTH Jia je CBe HeM3BeCHO. ,,CBaKO MUTambe
OfiroBapa APYIMM INTameM U ,Hema MecTa 3a muTama Koje Takobe Huje MuTame
Mmecta’, pehn he JKabec. ITocToju ymMeTHOCT Koja OCIIOpaBa OHO LITO ,,3HAMO , y3-
HeMMPYje Hac, yAabaBa of CUTYyPHOCTH JJOMa Kao €r3sUCTEeHIMjaTHe CTBAPHOCTY U
Kao upaeosolke Metadope. Moxxe /M YMETHUYKO [e/I0 KpPO3 Pas3M4nTe JeTepu-
TOpMjanusaLyje M peTepuToprjanusanyje ga obe3begy MecTo Koje je Hall IpaBu
pom? OHja kaja ofgbanyMoO TaMHM IUIAINT CaBpeMeHNX IIOJIUTHUKA CTpaxa, jaB/ba
ce CIlacOHOCHa MOTyhHOCT Jja CTBOPMMO MM MCKYCUMO YMETHUYKO JIe/I0 Kao 3ay-

CTaB/b€HM TPEHYTAK HAlIMX BEYHUX /IyTalba.
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YMecTo noroBopa
N3Boam n3 peueH3unja

Kao jenHa ofi HajaKTMBHMjUX YCTaHOBA KY/IType CPICKOT KYyJATYPHOT HpO-
cTopa, ['anepuja MaTuie cpucke je y oksupy nporpama Hosu Cag 2022 — Espornicka
IpeCTOHMIA KYAType OCMMCINIIA M peanusoBaja Ipojekar ,Murpanuje y ymer-
HOCTU — yMeTHOCT Murpanuja’. CaMum n3bopoM TeMme, Te HAUMHVIMA BbeHe MYII-
TUIIEPCIIEKTUBHE ¥ TpaHCMefMjanHe obpazne (3noxobda u nybnukaunuja), lanepuja
je IOKa3ajga Kako MOXKe fa ce MepU ca BPXYHCKUM eBPOIICKMM MY3€jCKUM WH-
CTUTyLIMjaMa U Ja OCTBapyje IpojeKTe KOji Cy JyOOKO aKTyeTHM, Te HeONXONHN
3a KpUTHUKY pedrrekcujy o ¢peHOMeHMMa caBpeMeHe CBeTCKe LMBMIM3ALMje KOju
U3a3UBajy Hajiyb/be KOHTpOBep3e He CaMO Ha NHEBHOIONMUTUYKOM IIaHy Beh u
y HayYHUM IPUCTYIMMA U caljlefaBambliMa BIUXOBUX PasIMUUTUX HOCTIefUIa Ha
IPYIITBEHO TKUBO.

QeHoMeH MMrpalija je yIpaBo jefaH of TUX Kora fgaHac deirhe Besyjemo
3a I0jaM Kpu3e HO 3a TI0jaM HPOKUMAted KyNilypd, NaKo je 6all CPIICKa yMETHOCT
yMesia Jia MHOTO CIOXeHMje U fy6/be IPUCTYIN NOjMY Muipayuja - ceoba, a a ce
YMETHOCT caMa yIIpaBO MUTpaliijaMa pasByjajia — Of IIPBMX Ofjjla3aKa yMETHUKA
Ha IIIKOJIOBakbe Y CBET, IIPeKO NpeBolera Jlea cBeTCKe KY/IType Ha Halll je3uK (M-
rpauyje Ky/ITypHIUX fobapa), 1o ZoBohema CBETCKMX yMETHUKA Y Hallle KpajeBe 1
y Hallle MHCTUTYLIMje, LITO je U3y3eTHO oborahympaso 1 yMeTHUYKe IIpaKce U XOpH-

30HTe OYeKVBama nyonuke. [...]



[...] Y uenuun, nybnukanuja (I)oinegu ka muipayujama. Eceju o gpeHome-
Hy JJOHOCU HaM MYJITUIIEPCIIEKTUBUCTUYKM HIOIJIEf, HA CaBpeMeHa, ajlu U MpOLIIa,
KpeTama JbyJy M3a3BaHa pa3IMuMTUM Hecpehama, of KIMMATCKUX IpOMeHa U
IPUPOFHNUX KaTacTpoda, O paToBa U M36ErNUUITBA IPOY3POKOBAHNX HMOMUTIY-
KyM mporonuma. Hicy sabopaB/beHe HI OHe MUTpalLjyje Koje Cy 61/ie n3a3BaHe aM-
OUINIjOM U JBYICKUM TeXIbaMa Ka CTBapamy 60/per U pasnmnunutor ceera. HapaBHO
Ia je yMETHMYKa IepCIeKTVBa OUIa KJbYd 3a pasyMeBame OBe IOTpebe 3a Ipera-
JKeleM IPaHuIa, a BelMKM Opoj paZioBa IIOCBETHO je MaXKiby U HAYMHY KaKo je yMeT-
HOCT KOHCTpyMcana u KogupukoBaaa KOMeKTUBHO cehame Hapopa Ha Te (peHOMeHe
Ipeacka, MUTpaltja, Ofijlacka y USTHAHCTBO U ceoba. Y XXI Beky 1 jefjlaH Hal ay-
top nopexnom u3 Hosor Capa, lparan Knauh, Hanmcao je kiwury Bexbare eizuna
KOja, Ha)KaJI0CT, HAKOH 00jaB/pJiBalba Ha EHITIECKOM HMMje HoOMIa CBOje CpIICKO Beh
caMo XpBaTcKo uagamwe. Hagam ce ga he Moxza u oBaj mpojexkar OUTU IOACTULIA]
3a 1EHO CPIICKO M3ame Ha 4MjuM 6y Kopuijama Tpebdasno ga croju ¢ororpaduja
gyyBeHor papa Emmnuje u Vmwe KabakoBa Beunu emuipaniti (Eternal Immigrant,
1995/2004) xoja mpencTaB/ba CKYINTYPY Tela MpebadeHor IPeKo 3MAa KOju HUTH
ra Moxke npehu Hutu ce Mmoxe BpaTuTi. OBaj BEYHM eMUTPAHT 3ayBeK OCTaje y JIu-
MJHATHOM IIPOCTOPY CBOT IIyToBama. Hacympor memy croju ¢urypa rpahanuHa
KOjyI HeMO I/lefia U1 He pearyje. TOKOM CBOjUX >KMBOTa BUJITIM CMO MHOTO TaKBMX
BEYHUX eMUTPaHaTa, CTELIHEHNX Ha KJIyllaMa aepogpOMCKUX IIpeasa, y UMUIpa-
LVIOHUM NPUXBATMIULITIMA, 110 I'PAACKMM IAPKOBMMA 1 XKeTIe3HNYKMM CTaHULa-
ma. Hagawm ce, crora, na he u oBaj mpojexar 1 oBa Kibura JOIIPUHETH Jja Ce CTPAX Off
MUTpal{ija ¥ MUTPaHATa CMamyje, He 3/I0YIOTpeb/baBa y [JHEBHOIIOMUTIYKE CBpXe
U IOLIpUHece Ja ce OHaj yKoueHM rpabanun us mncranannje KabakoBux mokpene
Ha [lelloBalbe, a BayKHa KIbUTa CBeJOYaHCTBO ersua [Iparana Kinanha o6jasu u xox
Hac, Ha HallleM je3VKy Ha KOMe jOLI YBeK YeKaMO MHTepIIpeTalyje ,MuUrpamnmja’

Koje Cy foBofuiie u ofBoaue byfe u3 Cpouje feBefeceTux.

IIpogp. emep. Munena [paiuhesuh Illewuh

Ynusepsuinein ymeitinocitiu y beoipagy
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[Tybnukauuja mpeyn HaMa [pefCTaB/ba, Y U3BAHPELHMUM M IPOBOKATUBHUM
OKOTHOCTUMA, CBe0OYXBaTaH Iperyef, My/ITUIICPCIIeKTYBHY IIOITIe] Ha YBEK aKTy-
enHy TeMy. Ho oHO 1ITO mMy6MMKanyjy 4MHN IIOCEOHOM je TO IITO, Y OTPaHNYEHOM
IPOCTOPY Of KOpulie o KOpulle, carjefiaBa IuTame ceoba, MUrpanmja, 1yTama,
cejberba U Ipece/berba, MHANBIUIYaTHUX M IPYIHUX U3MENITakba U IpeMellTamba I
TO He caMO Kpo3 IIyTalbe U pasjiore KpeTamwa, Beh 1 MHTepIperalyje Koje UX mpa-
Te. A y MOCTMOJEPHOM IACTUINY Ce, KaKO CacBMM IPELM3HO TyMmadyu Bmagumup
I'BO37I€EH, CBE MOXE CIIOjUTH Ca CBAauMM, a MHTEPIpeTalMja MUTPaLIMja eTUKEeTHpa
y 3aBUCHOCTHU Of TOTpeba 3ajefHNULA ,IPBUX , T€ Cy OHU ,APYru’, MUrpupajyhu,
yBeK IIpefIMeT pacIpase, 6e3 CTBAPHOT IIpaBa Ha ped. A/, CBeT HMje 6MIHApPHO KOH-
IUIIMPAH CaMo Kpo3 ,IIpBe“ I ,ipyre* a MHTepIpeTalyja, MM IIPaBo Ha HheHy Ba-
JMIHOCT, je Tek urpa Mohu. Tako HU MuTawme MUrpanyja Huje caMo OMHAPHO — U3
jemHOr ,MecTa“ y Apyro‘, HUTH je IIyKa IeMOHCTpalLuja IpaBa Ha roBop. Hujance
HoCTIeiulja MUTPMpamba Bu)aMo CBaKOJIHEBHO, HaTa/IOXKeHe Y apXUTeKTYpH, yMeT-
HOCTH, IPYIITBEHUM OfIHOCUMA, KYATypaMa, ajli M CTPaXOBMMa U CTPENbaMa, I10-
JMUTUKAMa, pe3onylnjaMa, CTpaTerujama.

CylWTHHCKO NNUTalbe CBUX IOMepamba, MHAMBUAYATHUX M KONEKTUBHMUX,
IpefiCTaB/bajy IpaHulle — (UKTUBHe, CTBapHe, peajHe, AUTUTATHe, LMBUIM3A-
LUjcKe, BpeMeHCKe. Y CBeTY Y KojeM je moTpeba U3jeHaYeHa ca Ke/bOM He 6MCMO
HI pasroBapaay 0 MUTPUpamy KOje JaHac MMa TaKO HEraTMBHY KOHOTalujy. A TO
je 3aTo IITO CMO pajy 3alITUTE APYIITBEHMX BPEJHOCT OHOTa IITO HAa3MBaMO Ca-
BPEMEHOM LMBU/IN3ALMjOM, KOjy CMO TaKO CYITU/IHO YBE3alIM y MOMUTUIKE Of/Ty-
Ke, afIMMHICTPATVBHe 3aBp3/IaMe V1 eKOHOMCKe 11 puHAaHCHjCKe TpaHCaKIvje, OfIy-
YMIM JlJa MUTpPAIje MOTy OMTM CaMO M je;JUHO KOHTPO/IMCAHe [0 HMBOA CBAKOT
HOjefiMHIIa, HETOBUX IIOTpeda, CTaryca, IajKoBa KOjii Ofpa)kaBajy HeroB IOTEH-
LUjaJTHA JOIPUHOC APYLITBY y Koje he ce y 6yayhHoCTH eBeHTyamHO MHTerpuca-
. JlaHaikba KOHOTalyja MUTPALMja MMa U3PA3UTY LPTyY KOEKTUBHOT K/IaCU3Ma,
Heje[IHaKOCTU Koje pasjefia CTPYKTYpy cBeTa. To je MpMINYHO jefHOCTpaH IOITIe],
yCMepeH 13 0ouMjy HeeMIIaTM4HOT Oe/lor 1 60/be CUTYMPAHOT I7lacadya y YMjUM ce
OuYyMa YMTa CTPax KOju HAarOHM Ha 3AIUTUTY CONCTBEHMX MHTEpeca IOJ, M3roBO-
POM 3alITKTe KOTEKTUBHOT ,,CONCTBA" pa3BMjeHOr cBeTa. Ilyb6nukanmja npex Hama
IeMUCTUQVKYje OBaj CTaB U pasjiake HeroBy HEJIOTMYHOCT Ha ICUXO/MOLIKOM, aH-
TPOIIOJIOIIKOM, apX€O0JIOIIKOM, T€HETCKOM, COLMONIOUIKOM, UCTOPUjCKOM, YMETHUY-
KOM, KyITypHOM HuBOY. Huje 1 He Moxe ce mpo6iieM mocMaTpaTy Kpo3 IpU3MY
jeZlHOCTAaBHOCTY I7Iacauke KyTuje M OMHapHOr (fja — He) Kofa. AyTOpu KOju IIOT-

nucyjy 6e30poj HMjaHCK CMBUX TOHOBA MUTpalyja Koje Cy MHOTH, I1a ¥ OHY CaMu,



HpenosHanyu y nmybmukanuju cy: Anekcej Kmmjyxac, bpanko beunrmnn, Hanumo
Byxcanosuh, Jenena Ormanosuh, Jlyka Kynuh, Bragumup I'Bosgen.

Huje y 3ajenHmukoM TekcTy objemmipyjyha cTBap jacaH CTaB, HaIIPOTUB.
Kaxo je pedeHo, muTama, ¥ ayTopa U MHOTMX IIPETXOTHMKA U CaBPEMEHNKa, ce
HIDKY jefHa 3a npyruM. Hehemo, HapaBHO, 6MTH HM 6/1>Ke OATOBOPUMA, HU Jajbe
Off pelema. Vzeja je, max, pasyMeTy CBy KOMIIIEKCHOCT ceoba usMeby yrameHnx
HOJIOBA — OJf OHMX POMAaHTM30BAHMX M (PPMBONMHUX IONYT ZUTUTATHUX HOMaja
WINM TYPUCTUYKUX MH(IyeHCepa (aKO CYy 3aMcTa CTBapHM) O OHMX TPArMUHUX
(xoju cy BMIIIe HETO CTBAPHM) HOIYT TPOTOAMLIEET Aedaka dije je Te/o UCIIMBAIIO
Ha o6anmama Typcke, alu ¥ peaTHOCTY BPEJHOCHOT CHCTeMa hIXOBe MHTepIIpeTa-
nuje. Ho, y MHAMBUyaTHUM CTy4ajeBUMa M KOTEKTMBHUM (eHOMEeHMMa KOju ce
HIDKY Ha CTpaHMIlaMa IyOnuKanuje, y CyAOMHaMa /by Ay, yMETHUYKIX fiefia, CTakba
IyXa ¥ CBeCTHU, y MoTpebaMa U >Ke/baMa IojefjuHaLa U 3ajefHILIA, YUTAMO CBY CIIO-
XKEHOCT BeYlTe JbyJCKe HoTpebe f1a ce IToMepa, Jja Tpara 3a 60/bMM, 3a APYrauujuM.
Kako Bupumo y tekcry Anekceja Kumjyxaca xoju umrtupa bpyca Cnpunrcruna
(Born tu Run) v upeje MUTPUPAjy — M TO je CACBUM IIPUPOJHO CTambe U ,,CyAOMHA" He
CaMo 4OBeKa, Beh 11 BeroByux MIUCIN U fiefa.

Haj6ome mpumepe BURMMO y TeKCTOBMMa bpanka BernnHa, koju ucropuj-
CKU IIpeluM3HO aHanusupa (Hajsehe) Hal[MOHATHO M3MellTarbe, Ka0 U CUMOOINY-
Ky IIpeACTaBy Koja ra je yHela y MUTCKM KOpIyc jefHOr Hapopa. OBaj TOK MUCIU
maspe paspabyje Janmno Bykcanosuh kojem Huje y ¢pokycy camMo reorpadcku ,He-
CTJTHU X YMETHMKA KOjI je IIpOM3Be0 U KOra je IIPOU3BeIo BepOBATHO HErOBO
Hajeehe mermo, Beh ¥ caMy MUIDaTOpHM ITyTeBY PasIMYUTUX Bep3Mja YMETHIYKOT
mena Ilaje Jopanosmha. ,,Cenupmba“ sHauemwa ¥ BPEHOCTHU KOje Ce 3acTyIajy MIn
he 6urn sacTymmpene u 3anmamhene Mox/a npencTas/bajy Behu MurpatopHm Tamac
koju he (moHOBO) mpeobnMKOBaTH jenaH Hapox (,mteme*) y Harujy. JIndne myre-
Be TPOje CBETCKNUX YMeTHUKA Koje IIOBe3yje CTaIHN IIyT roope o Beh noMumaHuM
TpaHMIjaMa — YMETHOCT UX JajleKO Mame (IIpe)Io3Haje, aKO TO YOIIIITe ¥ YMHM, a
Cyn0uHe Tpoje JbyIM CBefjoue O )KMBOTHIM OKOTHOCTHMMA Koje Cy MX HaTepae (uam
IpUBOJIeNie) 1a UM YMETHOCT ITOCTaHe ,,BJ3a 3a y/Ia3ak  y pyre U Apyraduje ,,IpBe
CBeTOBe" OHJA Kajla IUXOBU KOMabupajy (Makap TO 6MJIO ¥ eCTeTCKOM U eTUYKOM
cucreMy BpefHocTy). Ca OBUM IIyTellleCTBUjaMa, CBOjeBO/BHUM MM U3HYDeHMM,
»CyouaBa“ Hac TekcT JeneHe Orwanobuh, nok rekct JIyke Kymuha npony6ssyje oy
noneMuKy Beh caMuMm mmrTameM M3 HacloBa. 3aK/bydaK Ja YMETHOCT MOXKe, 4l-
HUIa je M yuHMhe cBeT MPOXOXHMjUM MecToM NOTBphyje Te3y U3 Tekcra Anekceja

Kumjyxaca ga ce Murpanuje pednexTyjy y HalluM TeluMa ¥ TeHOMMMa, MUCTVIMA,
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acrupanujama u ocehamnma, Te ja Cy JbyAM OfyBeK OM/IN Y IOKpeTy. AKO Cy HaM
TOMe CBOjeBpeMeHo nomaranu fobpu kanyu (Ppannycka [lonmuHesnja — Yekpuime
OCTPBO), MM HeBepoBaTaH ocehaj 3a HaBuranujy (,orkpuhe Amepuke®), pasBujarme
TexHonoruja (myT Ha Mecel), KpeaTMBHOCT M YMETHOCT Cy OM/IM KOHCTaHTe Koje
Cy Hajmakile IpoHalasuie MyKOTMHE Yy Mamkbe VMM BUIIe pasBUjeHNM CUCTeMVMa
3allTUTE Of ,APYruX . Pasjior je 3aTo WITO Cy CTBapajallTBO ¥ YMETHOCT CTalHO
U OMIN OHM ,APYrU“ y OMIO KOM CajallllbeM TPEHYTKY — IPUMAT CY YBeK MMaju
par 1 exkoHoMuja (Koju cy, oIeT, U3a3MBaIM Apyre u Apyraduje murpanuje). Ho,
II0CMaTPaHO Y OTPOMHOM MCTOPMjCKOM PacCIIOHY yJIOTe C€ MEmajy jep LMBUIN3A-
IUjcKe BPETHOCTY BPeJHYjeMO KYJATYPHIUM JJOMETHMA — 3a0CTaBLUITMHOM KOja Hac
o6nuKyje n feduHMIIE MEHTATHO, MHTENIEKTYalHO, eMOTVBHO, Kao MOjefMHIle I
Kao WIAHOBE 3ajefHNIIA. Ay, IIONIACT CaBpeMEHOCTH (CafalllibeT TPEHYTKa yMeT-
HOCTM U CTBApajIalliTBa) yBeK je Ty — 4aK M KaJa Cy Ky/ITypa i YMeTHOCT, I1a CXOJHO
TOME U MY3€j1, Kao IITO TO BeoMa ycremno 4yunu lanepuja Marune cprcke, usHa-
1/ MoryhHOCT 1 crioco6HOCT fia ce 6aBe CBaKMM CETMEHTOM JpyIluTBa Kopucrehn
namheme kao MohHO opyxje fia akTuBUpajy cehamwe 3apajy usberaBama aa (1mo)uu-
HMMO JCTe TPelIKe. 3aT0 OBy MyO/nMKauujy He 4nHe camo Iloinequ ka MUTrpanmja-
Ma, HUTY Cy TEKCTOBU TeK eceju o enomeny. To cy npe cBera Oinegu u3 mabopa-
Topuje MpousBofme cehama 0 ToMe Kako MoXeMo jeaH PeHomeH pasyMeTy Kao

BUILECIIOjHY PeaTHOCT, Ka0 YHUBEP3aIHY JBYACKY OTPeOy U Ke/by ja TeKU 60/beM.

IIpogp. gp Huxona Kpcitiosuh, myseonoi

Qunosodcku paxynitiedis, Ynusep3uiiei y beoipagy

IIpojexat ,Murpaumnje y yMeTHOCTY — YMETHOCT MUTpaluja’ KOju ce pea-
nusyje y okpupy nporpama Hosu Cap 2022 — EBporicka IpecTOoHMIA KyAType, a
Koju mparu my6nukanumja nogp HasusoM (II)oinegu xa muipayujama. Eceju o ge-
HOMeHY, Ha BeoMa CIel@NIaH HauMH roBopu O GeHOMEHY APYIITBEHNX MUIPa-
nuja. Ilpencnuryjyhu ucropujckmu u cajalumyl KOHTEKCT, pasiore u epekre Mu-
rpauja Ha ApyIITBa ¥ HOjefiUHIIe, ayTOpy TeKcToBa npod. np Anekcej Kumjyxac,
npod. np Bpanko Bemnus, npod. np Bragumup I'Bo3feH, eMUHEHTHM CTPYUba-
0¥ 13 061acTV XYMaHUCTUIKUX HayKa, ¥ cTpy4many u3 [anepuje Marune cprcke

Mp [auwmno Bykxcanosuh, Jenena OrmwenoBuh u Jlyka Kymuh, cy ca cBojux



PasIMYUTUX NMO3MULMjA MOCMaTpama MPOMUIIbaNIU O PEeHOMEHY BpeMeHa Y KoMe
TaHac XMBIMO, a Koje je 3aXBaTW/Ia Be/lVKa CBeTCKa MUT'PaLijcKa Kpusa. |[...]

Murpanuje Kao ¥ CBaKu IpyTU COLMja/IHU IIPOLieC MMajy CBOjy eHe3y ca y3-
poIVMa U MoC/AeANIlaMa Te CBOje CIenMPUIHOCTY IpeMa IIPOCTOPY U BpeMeHY Y
KoMe cy ce fiecuine. Jlucnponopunuja Kojy je ¢ jejHe CTpaHe 13asBaja Harla MHLIY-
CTpUjanu3alyja, KOHIEHTpalyja KaluTana ¥ TEXHOMOWKY pacT, IpaTuo je ¢ Apy-
re cTpaHe paclaj TPafIMOHaTHNX eKOHOMHja. 360T Jera HaM ce JaHaC MOHOBO
axTyenusyje Mapkcosa mycao nspedena y Kafiuiiany fa je cBaku moce6aH HauuH
IpOM3BOLbE IIMAO CBOje IocebHe MCTOpUjckM Bakehe 3akoHe KpeTama CTaHOB-
HUIITBA, HA OCHOBY Yera Mo>keMo pehn ia je cBako BpeMe MMajio CBOje MUTpanje.

Iy6nuxauuja (IT)oinegu ka muipayujama. Eceju o penomeny poxycupa ce Ha
JCTpaXkMBama Koja Cy yCMepeHa Ka IPEeUCIUTHBAKY CIIOHA KOje IIOBE3Yjy UCTOPH]-
CKU Pa3Boj ieMOrpa)CKUX, [PYIITBEHUX U €KOHOMCKUX I10jaBa CIIpaM MacOBHUX 1
MHAVBUYaTHUX MATPALIMjCKUX KpeTama. V3mox6a u nybnmkamuja oTBapajy camo
jeliaH MajIy MUKPOKOCMOC Be/lMKe 00/1acTy TeMe MUTpanyja, jep FOTOBO CBAKO II0-
I7IaB/be VIMa MOTeHILMjasl [ja IOCTaHe e 3aCeOHOT U [jaJieKo LIMper U ONCEeXKHMUjer
UCTPaXXMBaba.

OtBapajyhu oBy Temy T'amepuja MaTnije cpricke akTyenusyje fPYLITBEHO ro-
pyhy Temy EBporme 1 eBponcKux IpocTopa, Ha Ha4MH KOjU TOBOPU O MUTpaljujaMa
Ka0 IPOLleCy MHTErPUCaha Y PA3IMINTE €KOHOMCKE, IIONUTUYKE, COLMjalHe, IN-
IUIOMATCKe U KyIATypHe mpouece. [lanac ce EBpomna cycpehe ca orpoManM nsaso-
BOM y KOMe Ce MOpa ITOKa3aTy CIIPEMHOCT 3a M3HaJIa)Kehe HOBYUX M IParMaTUYHMX
pemema. [TomTyjyhn Teme/bHa Hadesla Ha KOjUM je 3aCHOBaHa Kao ILITO je IIOLITO-
Bame KyITypHe PasHONMKOCTHU, CONMAAPHOCTH, clobofe KpeTama /byu U Wjeja,
MopaMo 6uTH GOKyCHpaHy Ha HO3UTYBHE IIPOMEHe 1 pa3Boj Koje MUrpalje JOHO-
ce, /M ¥ Ha AeMUCTU(UKALMjy MUTpaLja, Kao poLieca Koju je [yOOKo yKOpermeH
Y CBaKOM JIpYLITBY.

p Capuitia Byjxosuh

gupexiiopxa Myseja caspemene ymjeitinocitiu Peitybnuxe Cpiicke
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Foreword

Tijana Palkovljevi¢ Bugarski, PhD
The Director of the Gallery of Matica Srpska

In the process of putting together the application for the European Capital
of Culture, the cultural scene of Novi Sad was faced with the question of what
the current social topics were and how to best present them through programs of
cultural institutions, while ensuring that both European and domestic audiences
found them up-to-date. The Gallery of Matica Srpska, as a museum with profound
connections to the past through its collection, and a powerful presence in the
current moment and the city life through its ideas, concept of action and exhibition
and display policies, found the answer in this very distinctiveness. As custodians
of national identity and a vault of artistic treasure, we searched for a current topic
in a wider European context, which we could highlight through works from our
collection, artworks from European museums and, lastly, through current artistic
practice. Being a museum where every story about the collection begins with the
story of the Great Migration of Serbs, as an event which paved the way for the initial
steps in the development of Serbian national art in modern times, this important
historical event was where we found our connection with today’s social, political and
artistic issue of Europe as a whole. The topic of relocation of population, exoduses
and migrations proved to be a link between our institution, and thereby, national

art, and the current European agenda.



The fact that the Gallery of Matica Srpska collects, presents and preserves
works of Serbian art created on the territories north of the Danube inhabited by
Serbs after the Great Migration of 1690, indicates the importance of this historical
event. It tells us that the migration of the Serbian people from the Ottoman Empire
to the Habsburg Monarchy, as a harrowing experience in which they abandoned
their homes and sacred places, eventually led to a unique historical situation
characterized by economic and social revival and flourishing of art. A new
environment, new territory and new opportunities stimulated the development of
society, but also the renaissance of artistic expressions in literature and art.

One painting, one could say a national icon painted in several versions,
stands as testimony to this extraordinary event. The famous painting Migration
of the Serbs, by Paja Jovanovi¢, was our starting point for developing the story
of migrations. The positive example of the outcome of that particular migration
prompted us to contemplate the positive outcomes of migrations as a phenomenon
and the benefits they brought and the turning points they made possible. All of this
led us to conclude that movements of the population do not have an a priori adverse
effect, but on the contrary, that they can be widely positive and contribute to the
development of society and art.

Such thoughts led us to the second topic covered by this exhibition, and that
is the great influence that migrations have had on artists, as well as the important
role these artists played in the development of art, as a consequence of their own
personal migrations. This motivated us to ponder on the extent to which artists,
moving across the European continent for various reasons, have contributed to
the development of national artistic practices and styles. We analyzed the different
reasons for the movement of artists - political, educational or life circumstances.
Some of them set off on a quest for better opportunities for education, others for a
better quality of life, while a number of them fled from political regimes which they
opposed. In new environments, their dreams came true, they achieved what they
had been aspiring to, but they also left their mark on history, which is worthy of
attention to this very day. Essentially, as troubled as their personal destinies might
have been, in the end they left a valuable trace on the history of mankind. Such
traces, in the form of artworks preserved by great European museums, are being
displayed in Serbia for the first time on the occasion of the exhibition on migrations.

And, with these ideas based on a segment of national history - the Great
Migration of the Serbs of 1690, and selected examples of European art history, we

contemplated the attitude towards migrations, migrants and their destinies today,
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during the migrant crisis of the second decade of the 21* century. Why is the current
attitude towards migrations so negative when the past and art prove us wrong? At
the same time, we wondered how contemporary artists react to this topic, what kind
of messages they are trying to convey with their works and what kind of questions
they raise with their interpretations of the said topic.

By presenting different perspectives of one and the same phenomenon, by
contemplating migrations in art and the art of migration, we have offered various
answers and examples, but only one indisputable truth - We are all migrants
because there has always been and there will always be movements. It is up to us
as protagonists of the current moment to accept, encourage, support and take
from them what is best for the societies we live in, the territories we inhabit and
the moment in history we all share. Lastly, we can ask ourselves what the current
artistic practice will pass on to future generations about us as witnesses of the great
migrations of our time.

Throughout the entire process of re-examining the topic of migrations, we
were curious as to the point of view of other professions. On the basis of our close
cooperation with the Faculty of Philosophy in Novi Sad, we invited three professors
- historian Branko Beslin, sociologist Aleksej KiSjuhas and expert in literary theory
Vladimir Gvozden, to be part of this project and to contribute to articulating a more
comprehensive view of this current topic. Each of them provided interpretations
from the standpoint of their professions, their interests and their personal perception
of the migration phenomenon. Sandro Debono, art historian from Malta, who was
at the same time the expert advisor on the project, has contributed by providing his
perspective on the topic.

Along with their texts, the publication also includes texts written by three
curators/conservators of the Gallery of Matica Srpska, Danilo Vuksanovi¢, MSc,
Luka Kuli¢ and Jelena Ognjanovi¢. In his text, Danilo Vuksanovi¢ discusses the
origin, social role and emblematic symbolism of the painting Migration of the Serbs
by Paja Jovanovi¢, as a unique national icon. Jelena Ognjanovi¢ covers three selected
cases of artists - migrants who lived in three different epochs, through the analysis
of their unique destinies and contributions to the history of European art. El Greco,
Vigée Le Brun and Marc Chagall represent three examples of different reasons for
migrating and different accomplishments resulting from migrations. Luka Kuli¢
focuses on contemporary art, topics, questions and answers given by the current art

scene and artists from various parts of Europe in diverse forms of expression.
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We, the migrants?
Patterns and causes of human
migrations as a great leap forward

Aleksej Kisjuhas, PhD, sociologist
Faculty of Philosophy, University of Novi Sad

Because tramps like us,
Baby, we were born to run

- Bruce Springsteen, 1975

We are all migrants. As humans, i.e., Homo Sapiens, our migrations distin-
guish us from other primates, as unmistakably and as characteristically as do our
opposable thumb, developed cerebral cortex, or even language or art. Even our dis-
tinctive upright walk on two legs most likely evolved only in order to facilitate the
crossing of greater distances in search for food and prosperity' - in order to migrate.
Today, our closest living relatives are the three surviving types of hominids or apes:
the gorilla, the chimpanzee and the bonobo. These living species, however, have re-
mained restricted to life in African ecosystems. On the other hand, humans have
gradually migrated to every corner of the planet Earth, including research stations
in Antarctica, and have even made several visits to the Moon. The migrations of our
ancestors are reflected in our bodies and genomes, but also in our thoughts, aspira-
tions and emotions. Simply put, humans have always been on the move.

The origins of human history date back to approximately 7 million years ago
in Africa. Fossils indicate that the abovementioned upright posture and two-legged
gait, also known as bipedalism, first appeared around 4 million years ago, while a
more significant relative enlargement of the human body and brain occurred around

2.5 million years ago. Hence, first we began covering greater distances by walking

! L. A. Isbell and T. P. Young, The evolution of bipedalism in hominids and reduced group size
in chimpanzees; in: Journal of Human Evolution 30 (5), 1996, 389-397.



upright, and only later did we begin covering greater distances intellectually, by
reaching conclusions, thinking and creating technology and art. It was during this
period that our ancestor, the Homo Habilis, started making and using simple tools.
However, during the first five or six million years of their history, (early) humans
and their habitats were restricted exclusively to life on the African continent. This is
precisely why human migrations represent a certain cognitive, as well as historical

and cultural great leap forward.

We, the migrants?

The first human ancestor to migrate outside of Africa approximately 1.8 mil-
lion years ago was most likely the Homo erectus, as evidenced by fossils found on the
island of Java in Southeast Asia. As for Europe, the earliest known evidence of hu-
mans on the supposedly “Old” continent dates back to approximately half a million
years ago (although humans are believed to have lived in Europe even prior to that).
What stands out is the fact that the first migrations of these early hominids coincide
with the development and enlargement of their brains.

However, these were not the Sapiens, but some other human species, which
is (unfortunately) extinct today.”> At least nine different human species walked the
Earth, some even up until 300 thousand years ago, while Europe abounded in Homo
Neanderthalensis, as recently as merely 40 thousand years ago.” What is interesting
to note is that, contrary to popular belief, these humans, the famous Neanderthals,
definitely possessed the cognitive capacity for symbolical thinking, as well as differ-
ent aesthetic practices, that is to say they most probably created art.*

As is probably already known, our own human species, the Homo Sapiens,
also originated in (Eastern) Africa, approximately 200 to 300 thousand years ago.
These first modern humans, in terms of their anatomy, then left the African conti-
nent around 70 to 100 thousand years ago. It was the most extensive migration in
human history and possibly the most remarkable experience humankind had ever
had, because, over the course of merely several tens of thousands of years, human

beings managed to inhabit almost every inhabitable corner of the planet, adapting

2 Y. N. Harari, Sapiens: Kratka povijest Covjeanstva, Fokus, Zagreb 2015.

* E. Seghers, A Tale of Two Species: The Origins of Art and the Neanderthal Challenge; in:
Evolutionary Studies in Imaginative Culture 2 (2), 2018, 83-102.

* T.Higham etal., The timing and spatiotemporal patterning of Neanderthal disappearance; in:
Nature 512 (7514), 306-309.
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themselves and modifying their new habitats, creating immense ecological and his-
torical impact along the way. It is also interesting to note that the majority of today’s
so-called indigenous peoples have very clear and consistent explanations for inhab-
iting a certain area, that is to say their new homelands.

Today, archaeologists, anthropologists, biologists, geneticists, linguists, (art)
historians and other scientists are diligently and meticulously trying to reconstruct
this magnificent endeavor and global process, that is, to provide answers to the
questions how, when and why people migrated in the first place.” Incidentally, the
Homo Sapiens of Africa encountered other human species along the way, such as
the aforementioned Neanderthals of Europe, and made love and waged war with
them. In other words, there is unequivocal evidence of their interbreeding and mat-
ing (which is why modern humans carry 3-7% of Neanderthal genes in their genome
today)®, but also of displacement, extermination or even wars between hominids.”

The chronology of early human migrations, determined upon a detailed
analysis of distribution of the so-called mitochondrial haplogroups, points to the
fact that “our” Homo Sapiens spread or migrated all across Africa almost immedi-
ately. For example, some of the oldest human remains were discovered in 2007 in
present-day Morocco, quite far from the original Garden of Eden of Tanzania and
Ethiopia.® Although scientists are still debating the exact dates, (there are two hy-
potheses titled Out of Africa and Out of Africa II), modern humans most likely left
Africa approximately 125,000 years ago and first arrived in the Middle East (pres-
ent-day Yemen and Palestine) and the Arabian Peninsula.’

On the other hand, as recently as in July 2019, archaeologists and anthropol-
ogists seem to have discovered fossils of Homo Sapiens, dating back to 210,000 years

ago, in a cave in southern Greece (Apidima).”’ All of this leads to the conclusion that

> E. Seghers, A Tale of Two Species: The Origins of Art and the Neanderthal Challenge; in:
Evolutionary Studies in Imaginative Culture 2 (2), 2018, 83-102.

¢ K. S. Coates, Peopling the Earth: The Greatest Migration. in: K. S. Coates (ed.), A Global
History of Indigenous Peoples, London 2004, 25-41.

7 K. Lohse, L. A. F. Frantz, Neandertal Admixture in Eurasia Confirmed by Maximum-
Likelihood Analysis of Three Genomes; in: Genetics 196 (4), 2014, 1241-1251.

8 T. M. Smith etal., Earliest evidence of modern human life history in North African early Homo
sapiens; in: Proceedings of the National Academy of Sciences of the United States of America 104 (15),
2007, 6128-6133.
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human migrants from Africa might have appeared in Europe about 150 millennia
before it was initially assumed (which is approximately 45,000 BC). The epic journey
of mankind does not cease to surprise us and is as fascinating as it is exciting.

After Africa, the Middle East and southern Europe, the Homo Sapiens con-
tinued slowly and cautiously along the coasts of present-day India and Southeast
Asia (Indonesia), and even reached Australia about 50,000 years ago. The other divi-
sion or wave of Homo Sapiens migrants courageously trod the much colder Europe
and Russia, arriving all the way to Siberia about 40,000 years ago." These were the
legendary Cro-Magnons, incidental inventors of the original fur coats and refrigera-
tors - by sewing clothes from animal fur and storing food on ice.

Lastly, the two Americas, which were undoubtedly the last to be inhabited
for obvious reasons in the form of geographical obstacles. Despite all that, humans
and migrants of the Ice Age gradually crossed the then-frozen Bering Strait be-
tween Kamchatka and Alaska and inhabited, or truly “discovered America” some
14,000 years ago. Only several thousand years later, did they reach the very south of
the continent, that is, the Land of Fire (Tierra del Fuego) - the southern tip of Chile
and Argentina, about 11,000 years ago (Spread of the Homo Sapiens, see image on
p- 14).

Finally, around 1200 AD, using skillfully built canoes and impressive naviga-
tion skills, the brave people of Polynesia migrated all the way to the Easter Islands,
also known as the Navel of the World. Thus, the “great migrations” era was symboli-
cally over, given that all the larger accessible geographical areas on planet Earth had
been peopled by that time'?, that is to say, the Homo Sapiens inhabited almost every
inhabitable corner of the world. Should we really be surprised then, that these mi-
grants had erected their magnificent anthropoid stone sculptures, known as moai,
in the Easter Islands?

Soon after the Polynesians had settled the Easter Islands, the Europeans em-
barked on their own enormous new wave of migrations during the so-called Age of
discovery, towards the end of the 15" century. Approximately 2.6 million Europeans

are believed to have migrated to America in three waves or stages between 1492

" P. Pavlov, J. I. Svendsen, S. Indrelid, Human presence in the European Arctic nearly 40,000
years ago; in: Nature 413 (6851), 2001, 64-67.

2 W. H. McNeill, Human migration in historical perspective; in: Population and Development
Review 10 (1), 1984, 1-18.
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and 1820." The next wave of migration took place in the 19' century, an “American
fever” of sorts, which resulted in around 55 million Europeans migrating across
the Atlantic between 1846 and 1940, primarily to the United States and to South
America. There are testimonies of entire villages being left completely deserted
at the time. Over the period between 1880 and 1940, about 5 million people from
the Austro-Hungarian Empire alone (which makes up for 7-8% of the total popu-
lation) left for America in search of a better life, mostly from poorer areas of this
dual monarchy, such as Galicia and southern Hungary and/or Vojvodina." Hence,
it was Europeans who migrated world-wide during the last large wave of modern
migrations.

Certainly, numerous other migrations took place before this age of global mi-
grations and the process of the so-called Columbian Exchange of populations, tech-
nologies and (agri) cultures'. For example, the so-called Migration period between
the 4" and the 8" century was known by medieval Europeans as the time of mass
migrations which ensued after the fall of the Western Roman Empire, which had
far-reaching consequences for both European and global history. Moreover, start-
ing from the 7 century, Arab tribes led by Muhammad and his successors began
spreading Islam and their culture through military conquests and trade, which took
them all the way to Spain in the west and Persia and India in the middle east of
Eurasia. From the 2™ century BC until the 18" century AD, migrations of people
from Eurasia along the so-called Silk Road were characterized by significant com-
mercial, technological and cultural exchanges.'® Lastly, as is probably known, in the
7" and 8" century, Slavic tribes from Central Europe migrated en masse towards the
east and the south, even towards the Balkan Peninsula, that is, to these regions. We

too, are in many ways descendants of these migrants.

Y 1. Altman, J. Horn (eds.), To make America: European emigration in the early modern period,
Berkeley/Los Angeles, 1991.

4 T.Zahra, The Great Departure: Mass Migration from Eastern Europe and the Making of the
Free World, New York, 2016.

> A. W. Crosby, The Columbian Exchange: Biological and Cultural Consequences of 1492, 30th
Anniversary Edition. Westport 2003.
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Why do humans migrate?

The Homo Sapiens were the biggest migrants among the species, while the
biggest migrants among the Homo Sapiens were most probably the Europeans,
which begs the question why the migratory processes of the human animal occur
at all, or to put it more precisely - why do humans migrate? Generally speaking,
the rise of the human history began about 50-70,000 years ago with a phenome-
non which biologist, geographer and anthropologist Jared Diamond calls the Great
leap forward, while popular historian and author Yuval Noah Harari uses the term
Cognitive revolution.” This is the reason why a multitude of artefacts from this peri-
od, such as standardized stone tools, the first preserved jewelry, but genuine works
of art as well, were found in East Africa, the Middle East and in Southeast Europe
or - right here.

At that time, a more complex language developed, most likely due to a ran-
dom genetic mutation. This meant that people became able to make plans and solve
problems in a more advanced manner, as well as to create a more complex social
organization, i.e., groups of about 150 members."® These evolutionary and cognitive
changes enabled the creation of fiction and myths, as well as gossip.'” We will never
know for sure why exactly the Homo Sapiens left Africa (it was probably due to scar-
city of and/or increased competition for resources such as food). However, once hu-
mans were able to communicate these issues and plan how to address them, many of
them estimated that abandoning existing habitats, despite the accompanying risks
and an ever-rising uncertainty, could result in significant evolutionary, social, and
personal benefits.

It is also interesting that the said Great Leap Forward coincided with the first
evidenced expansion of the geographical area which humans occupied upon migrat-
ing to Eurasia. It was a migratory arrival to Australia and New Guinea, which in-
volved the earliest known use of vessels or ships in human history. The first reliable
evidence of vessels in other parts of the world, in the Mediterranean to be precise,

can be found only 30,000 years later. Historian Harari found this precarious journey

7 ]. Diamond, The World Until Yesterday: What Can We Learn From Traditional Societies?
London 2004, 34; also see: Y. N. Harari, Ibid.
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Human Evolution 22 (6), 1992, 469-493.
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of the first humans to Australia to be one of the most significant events in global his-
tory, equal to man’s landing on the Moon, as it was the first time that humans had
left the Afro-Asian ecosystem.?” In other words, modern-looking skeletons, superior
weapons, advanced vessels, developed social networks, as well as magnificent cave
paintings, such as the one in Lascaux cave, can all be attributed to humans of the
cognitive revolution. Life-sized bulls and horses painted on the cave walls undeni-
ably imply that their creators were modern, or similar to us, in terms of their way of
thinking, as well as the shape and size of their bodies.

At the same time, it is human bodies that reveal our migratory past, but also
the universal human tendency to migrate.” The molecular revolution of the 1980s
and the mapping of the human genome (in 2003) provided reliable data required
for the analysis of Homo Sapiens migrations. With regard to the said data, genetic
variations are being cited as one of the causes of human migrations, particularly
variations of a certain D4 dopamine receptor.?> According to these scientific stud-
ies, individuals who migrate display different genetic characteristics on this (DRD4)
receptor, at least compared to individuals who are predominantly sedentary. The
causes of human migration might be hidden in our genetics then, if not even in
the so-called “migration gene”?. Incidentally, we never embarked on these journeys
alone. Today, scientists reach conclusions regarding the patterns of early human mi-
grations even on the basis of a detailed analysis of the bacteria which cause chronic
gastritis and stomach ulcer (Helicobacter pylori) in humans, and which have appar-
ently always accompanied humans inside their intestines.*

In this regard, migrations are detected in both our primal and modern diet
as omnivores (surprisingly inclined towards animal proteins), which is indicated by
the shape of our teeth and the human digestive system, as well as by certain cultural
symbols and norms.” Simply put, during their evolutionary history, humans were

forced to search for food in their surroundings. Since their prey was mostly mobile,

20 Y. N. Harari, Ibid, 81.
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it drove humans-migrants to spread and occupy larger spaces, change their habitat
and search for new ecosystems.

When talking about the migratory behavior of individuals, psychologists of-
ten focus on certain points of view, values and perceptions, but also on certain per-
sonality types or features as alleged causes of migration.* They particularly focus on
certain personality traits, such as the need for achievement, search for new, risk-tak-
ing, extraversion, openness to experience, and the like.?”” Psychologists with different
theoretical and ideological perspectives also conduct detailed studies of the psycho-
logical experiences of migrants, their (dis) satisfaction with life, mental health, reac-
tions to various cultural stressors in the new environment etc.® However, whether
there really is (or could be) such a thing as a “migrant personality” (just like the
“migration gene”) or whether this is oversimplification and a banalization of sorts,
remains the subject of dispute.

Lastly, sociologists are scientists who do not view migrations as an individual
activity, but as a social act or phenomenon. Instead of focusing, for example, on mi-
grants’ personal decision to stay or to leave, sociology studies migration flows and
entire populations, as well as ritual interactions between the migrant and non-mi-
grant population which can lead to social conflicts, but also to fresh and creative
ideas.” Even classical sociological theorists, such as Georg Simmel, in the context of
sociology of space, wrote about the sociological category of ,,Stranger®, as a person
who ,,comes today and stays tomorrow*.** In other words, a stranger (or a migrant)
is an element of the group itself, although not a part of it entirely. Precisely for this
reason, the stranger has been assigned a role in society which could not be played by
anyone else in the group. He or she possesses objectivity regarding social matters, is

perceived as a trustworthy person with a much wider individual autonomy. * In that
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sense, migrants are often individuals characterized by both a mental and a social

leap forward.

Migrations, society and humans

Populist and anti-immigrant sentiments are on the rise in modern and de-
veloped societies in Europe and America, as a form of specific cultural retaliation
for ongoing globalization.** Racism towards immigrants was a decisive factor in the
2016 US presidential elections, even when other variables are excluded or controlled.
» Immigration was the key issue for as many as 87% of Donald Trump’s voters in the
2020 presidential elections.** Trump’s explicit calls for racial and ethnic discontent
were the reason why many white American workers, as well as owners of small and
medium enterprises, were attracted to his politics and personality.*® Trump’s victo-
ry in 2016 was not only the result of people’s loss of trust in politics or democracy,
but precisely of the racist and anti-immigrant sentiments.*® In this regard, the most
significant element of his communication (on Twitter) was the ethnic nationalism
and the narrative of a white majority threatened by groups of immoral outsiders,
migrants or foreigners.”

This matter was also the central socio-political issue in almost all of the re-
cently held elections in Europe, such as the presidential elections in France (in 2017)
or the parliamentary elections in Germany (in 2017) and Italy (in 2018). Extremist
right-wing political parties, whose main socio-political topic is immigration, are
also on the rise: AfD in Germany, Lega Nord in Italy, The National Rally (former
National Front) in France, Freedom Party of Austria and The Party for Freedom

in the Netherlands, the ruling Fidesz in Hungary, etc. People’s grossly distorted
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perceptions of migrations and the exact share of the migrant population in their
countries are a contributing factor.’ For example, United States citizens claimed that
immigrants account for 33% of their population, while the actual share amounts to
approximately 14%. French and German citizens believed this share to be 26% (the
actual percentage is 12%), while citizens of Serbia stated 22% (the actual share is
only 6%).”

Therefore, we find the natural and historical fact that humans originated
from Africa, as well as that they migrated from Africa to Europe, Asia, Australia
and America, to be somewhat ironic in socio-political terms. It is also ironic that
they were met in Eurasia, as newcomers or outsiders, by other human species, with
whom they both made love and waged wars. Moreover, it was the Europeans who,
using violence, but science and culture as well, very frequently migrated all over the
Mediterranean in ancient times, reaching Persia and India, as well as the British
Isles and areas inhabited by Germanic “barbarians” across the Danube and Rhine.
Hence, it is saddening to witness the Mediterranean, once the highway of ancient
civilization, becoming a sort of anti-civilization cemetery for migrants on their lat-
est journey to Europe.*’

As previously mentioned, the Middle Ages were also known for the so-called
Migration period, while the Modern Period or Modern Era commenced with the
so-called Age of discoveries or migrations which expanded overseas. These were all
major steps forward for humans and their societies, as it drove them to creatively
adapt to new environments, as well as to come up with fresh and creative ideas upon
encountering other cultures, behaviors and diets. After all, shall we try to imagine
Eurasian cuisines without these transatlantic migrations and encounters? Italian
cuisine without tomatoes, German cuisine without potatoes or Indian without chili
peppers — all of which arrived from the Americas?

Even today, migrations are viewed as a big step or leap forward for human
societies. In fact, they can be observed as a sort of natural experiment in the field of
artificial selection.*! Let us imagine that we could divide a country’s population into

two groups. The first group would mostly consist of the youngest, healthiest, most
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courageous, audacious, diligent, ambitious, innovative and creative individuals -
while the other group would include everyone else. The next step would be to move
or transplant the first group, comprised of the most talented individuals, to another
country, while the second group stays put in their homeland. Wouldn’t the society
into which we transplanted this group of ambitious, courageous and creative indi-
viduals prosper, while the society they left comparatively lags behind? Migrations
are in fact the selective transplant in real history and the reason why migrants have
always been an exceptional advantage for a certain country and society.

Therefore, it is not (and should not) be surprising that, for example, one third
of all American Nobel Prize winners were not born in America, that is, more than
half of American Nobel laureates are either migrants or children of migrants.*
Nobel prize-winning scientific research requires qualities equal to those possessed
by most migrants - courage, the propensity to take risks, exceptional diligence and
willingness to work hard, ambition, innovation and creativity. Similarly, in the 118
year-long history of the New York Philharmonic (1891-2009), migrants have been
principal conductors for as many as 106 years.* Furthermore, the creator of the
Google search engine and the founder of the Google Company (Sergey Brin) and its
current CEO (Sundar Pichai) are both migrants and so are the creators and found-
ers of YouTube, Yahoo, PayPal and WhatsApp. Other renowned migrants include
Albert Einstein, Nikola Tesla, Irving Berlin, Joseph Pulitzer, Levi Strauss, to name
just a few.

The story of the human race is the story of remarkable success. Migrations
are precisely the key to this success or big leap forward, because all humans living
on planet Earth, from New York to Ulaanbaatar, from Paris to the Andes, or from
Novi Sad to New Guinea, are in fact descendants of one common ancestor, that is,
of a small group of bold adventurers or migrants who at one point in the past left
Africa. As previously mentioned, they most likely first arrived to the Middle East,
some of them then headed northwest to Europe, while a few continued to the north-
east, towards India. They managed to reach Australia remarkably quickly and suc-

cessfully and one group, from the real land of fire and ice, crossed over Siberia to

42 ]. Diamond, Upheaval: How Nations Cope With Crisis and Change?, New York 2019, 340.
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America. Both our fossils** and our DNA®* bear testimony to this common origin
and spectacular journey. Details and chronologies may be confusing*® at times, but
the basic story is as true as it is magnificent.

It is safe to say that humans were migratory even before they left Africa, that
is to say, from the very moment they became fully human. This claim is attested to
by the speed with which hunter-gatherer groups occupied all the continents, in just
about 50,000 years. No other dominant living species, except microorganisms (such
as the currently present pathogens SARS-CoV-2), had ever spread so fast and so far
around the world. Our migratory ancestors broke through geographical and climat-
ic barriers thanks to the invention of warm clothing and housing which enabled
them to create a tropical or ancestral microclimate for their almost hairless skins,
regardless of the conditions which prevailed in the environment they inhabited.*”

Over 95% of their actual history as living beings, humans had lived as hunt-
er-gatherers. The life of hunter-gatherers was practically based on spatial mobility,
that is, on migrations. The first traces of agriculture date back to about 11,000 years
ago, in confined areas such as Mesopotamia. Until that time, humans had actually
been moving from one habitat to another. They had been doing this for the 200,000
years of their existence as a biological species, while early agricultural societies, as
well as (of course) pastoral ones or those which practiced animal husbandry, were
also characterized by the great spatial mobility of their members. Global history has
been shaped and essentially made up of military and economic (trade) migrations -
since the discovery of agriculture all the way to modern times.

‘We, the humans, as a biological and social species have only very recently
settled in one place, almost as it if were only yesterday,*® while even today we again
travel extensively and migrate in search of a better life and prosperity. We still carry
those wandering brains from the Pleistocene or Stone Age in our skulls, as well as
in our genomes, accompanying bacteria, our diets, tourism, cultures and symbols.

However, unlike our closest relatives, such as the chimpanzees with which we share
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98% of the genome, our upright-walking, nude or hairless primate whom we call the
wise human, peopled the planet in an incredible adventure. In the words of famous
American singer, songwriter and philosopher Bruce Springsteen - Because tramps
like us, baby, we were born to run.* To migrate means to be human and to be human

means to migrate.

4 B. Sprinsteen, Born to Run, New York 2016.
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Migrations as a permanent feature

Branko Beslin, PhD , historian
Faculty of Philosophy, University of Novi Sad

Humans have been on the move since the dawn of time. Individuals, small-
er or larger communities, even entire nations change their dwelling place. Such
movements can happen swiftly and abruptly or at a slower pace, spanning centu-
ries. Migrations are a permanent feature of human behavior and, therefore, of his-
tory. The initial migrations took place several millions of years ago - when the first
hominins gradually inhabited various parts of the planet - and have continued to
this day. Europe is currently in the midst of a large wave of migrations as hundreds
of thousands of people from the Middle East and North Africa simultaneously flock
to its borders. However, over a period of approximately one hundred years, between
1820 and 1940, about 60 million people left the Old Continent and moved overseas.
Means of transportation have been developed and perfected throughout history, en-
abling the crossing of larger distances faster and making it easier to overcome na-
ture’s obstacles. One thing remains unchanged: all those who leave their homeland
do so in hope of a better life for themselves, or at least for their offspring. What does
“better” mean? Refugees forced out of their homeland by invaders, wars and famine
hope for nothing more than to save their own lives. Those who willingly leave their
homes expect to find safety and prosperity at their new destination. Scientists, art-
ists and other individuals gifted with exceptional talents, knowledge and skills have
always been on the move, in search of better conditions in which they could thrive

or a new environment where they would be more respected and rewarded.



Apart from being a highly agricultural region, Vojvodina has been and re-
mains exposed to immigrations. During the past two millennia, the structure of
its population has undergone several radical changes. This fact in itself is not atten-
tion-worthy if we take into account that similar processes have taken place in other
parts of Europe and the world, as previously mentioned. However, the population of
this part of Pannonia underwent several dramatic changes in terms of its ethnicity,
religion, linguistics and culture within a relatively short period of time, from the
16th century until today.

Traces of human presence in southeastern Pannonia date back to the Middle
Paleolithic, 70-50,000 BC; however, permanent settlement began only around
6,000 BC. People who took up agriculture, domesticating and raising animals
during the Neolithic period, moved to areas where conditions were suited to such

activities. Migrations continued during the Copper, Bronze and Iron Ages.

“The power of attraction which these horizons of Vojvodina have can only be com-
pared to the magnetism of the open sea. Just as the sea lures a man into sailing away
from confined shores, so did Vojvodina, since the earliest of times and with an irre-
sistible force, attract the population living in hilly, often passive areas of Central and
Southeastern Europe to flock to its fertile plains. The peaceful landscape of Vojvodina
must have seemed like the promised land to prehistoric man, a place where one could
live a content and tranquil life with minimum effort.”

If these words of famous Serbian archaeologist Dragoslav Srejovi¢ were to be
published in any of today’s electronic media, they would undoubtedly draw atten-
tion and inspire all sorts of comments on social networks. People have been moving
and continue to move from mountainous regions to lowlands, with a varying fre-
quency, consequently fanning the flames of long-standing and never-ending debates
between natives and newcomers. According to the former, the coarse and brutish
mountain people overpower the civilized and hard-working people from the plains,
while according to the latter, those who are stronger and more capable infuse “fresh
blood” into the softer and slower ones.

Just like their modern counterparts, prehistoric migrations should not be in-
terpreted as invasions, and reduced to a simplified narration of “conquerors who
overthrew each other”, subjugated or even exterminated and exiled the existing
population. Admittedly, there have been such invasions, but the newcomers often
settled gradually, in smaller groups, and only after a long time did they outnumber
the natives - in any case, they mixed with them. Archaeological findings from the

Bronze and Iron Ages can more or less reliably be linked (however, not completely
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attributed) to the Dacian, Illyrian and Celtic tribes of whom we learned from the
works of ancient writers.

The Roman conquest of these areas commenced at the turn of the ancient era,
which contributed to the positioning of these regions among developed ancient civi-
lizations. The Romans lingered in Srem for the longest period - half a millennium -
and that is where they left the most traces. Among others, colonists from Italy were
sent to settle here, as well as numerous legionaries from remote parts of the Empire
whose service had ended. Banat remained under the Romans’ rule for a significantly
shorter period of time — one and a half centuries. They did not manage to conquer
Backa as, around the year 20 AD, the plain between the Danube and the Tisa was
settled by a Sarmatian tribe of Iazyges, equestrians whose homeland can be traced
back to the steppes around the Black and the Caspian Sea.

The migrations which took place between the last decades of the 4th and
the end of the 10th century caused such intense disruptions on the Old Continent
that they entered history textbooks under the term Migration Period. During those
centuries, numerous peoples passed through and temporarily stayed in the south-
ern part of Pannonia, with the end goal of reaching wealthy urbanized areas on
the shores of the Mediterranean. The Slavs settled permanently, followed by the
Hungarians, whose migration (in 896) is considered the end of this great migration
process. The Hungarians established a powerful state in which they were initially a
minority which ruled over the existing, predominantly Slavic, population. The pop-
ulation blended over time and it served as an important ethnic foundation for the
birth of the Hungarian nation. Over several of the following centuries, people con-
tinued to inhabit Hungary slowly and spontaneously: arriving from both Western
Europe and the Balkans, as well as from the steppes beyond the Carpathians.

From the beginning of the 16th until the end of the 17th century, the
Ottoman conquest and rule caused a drastic reduction of the Hungarian popula-
tion. The demographic catastrophe was only partially mitigated by newcomers
from the Balkans, among whom the number of Christians, mostly Serbs, was high-
er than that of Muslims. During the 18th century, once the rule of the Habsburgs
had been established, Serbs, Germans, Hungarians, Slovaks, Rusyns, Romanians
and other peoples settled in these war-torn areas, both spontaneously and through
systematic colonization carried out by the state. The region became highly multi-
ethnic and would remain so for the next 200 years. Minor changes regarding eth-
nicity occurred after the First World War when the region became a part of Serbia,

and then Yugoslavia, while much larger changes took place post-1945. At that time,



the country permitted people from mountainous areas of Croatia, Bosnia and
Herzegovina, Montenegro, as well as a smaller number from Serbia and Macedonia,
to settle in towns previously inhabited by Germans, who had either fled or had been
driven out and who had accounted for approximately one third of the population of
Vojvodina. The same type of migrations continued at a much slower pace up until
the 1990s when, once again, their intensity heightened, becoming dramatic. During
armed conflicts which followed the breakup of Yugoslavia, the largest number of
Serbian refugees from war-ravaged areas settled in Vojvodina.

The province remained multiethnic, however with a predominant Serb ma-
jority. In any case, a significant portion of today’s local population of Vojvodina can
trace their roots back to the first, second or third generation of immigrants. Among
the Serbs themselves, the “natives” became the minority in relation to the newcom-
ers (“outsiders”). It is indicative that even those who care deeply about their roots in
Vojvodina will not call themselves autochthonous, being aware that “we all arrived
from somewhere else at one point or another”. However, what matters to them is
- “when”.

A “native” of average education often stresses that his ancestors “arrived
way back with Carnojevi¢”, that is, during the “Great Migration of Serbs”, led by
Patriarch Arsenije III Crnojevi¢ in 1690. Many “Serbs of Carnojevi¢” reference the
“family tradition” and claim to have originated from Kosovo. It would be an actual
miracle for those stories to have been passed on from one person to another, family
after family, and preserved for three centuries, particularly if we bear in mind that
the majority of “natives” are not actually the descendants of those who arrived in
1690. Serbs had lived in these areas during the Middle Ages, and their numbers in-
creased owing to large-scale immigration in the 15th and 16th century, whereas the
movements of the population from the Ottoman to the Habsburg Empire intensified
throughout the 18th century. However, these facts were and remain known only to
historians and those with a keen interest in history. In today’s public discourse, the
story of “arriving with Carnojevi¢” sounds completely plausible to many. This can
be explained by the fact that the “Great Migration” was indeed one of the turning
points in Serbian history and, by the mid-19th century, it became “official” as such,
through various historical narratives and the educational system. Many people cre-
ated a notion about their own origins based on what they had learned in school,
read or heard from more educated contemporaries, and passed it on to their chil-
dren and grandchildren. Amateur native researchers took such “family stories” for

granted and wrote them down without any prior analysis, fueling their popularity
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and making them sound even more convincing, because their accuracy could be
verified in books. The monumental composition painted in 1896 by Paja Jovanovi¢
- “Migration of the Serbs” - the most well-known history-themed work of Serbian
painting, whose reproductions of different quality and value have adorned not only
numerous homes of Precani (Serbs who lived outside the borders of the Kingdom
of Serbia), but public spaces as well: from schools to taverns - significantly, if not
crucially contributed to the perception of the “Great Migration” as a drama not only
related to national history, but also to numerous family histories, being deeply en-
trenched in the collective memory. The scene depicted in the painting, as well as the
story of its origin, are very indicative of the manner in which this event is perceived.
What actually happened?

The Great Migration is the most dramatic and most significant in a series
of migrations in Pannonia and the Balkans, triggered by wars fought between the
Ottomans and the Habsburgs during the last decades of the 17th and the first de-
cades of the 18th century. The Turks were ousted from most of the Pannonian Basin,
which they had ruled for more than one hundred and fifty years, and their power
was steadily declining. The border between the two empires would be established on
the banks of the Sava and the Danube and would be considered the line which sepa-
rated two different civilizations. The migration led by Carnojevi¢ took place during
the first of three armed conflicts, the Great Turkish war, which started in 1683 with
the siege of the Habsburg capital, and ended in 1699 with a treaty signed in Sremski
Karlovci. Emperor Leopold I, assisted by the Polish king John III Sobieski, won the
battle near Vienna, and his army, driving the Turks out of Pannonia, fought its way
into Serbia in 1688, where it was joined by a large number of insurgents. The troops
continued to fight during the following year - across Ni$ to Vidin on one side and
across Kosovo and Metohija to Skopje on the other. However, the French king Louis
XIV, an enemy of the Habsburgs, waged a war against them in Western Europe.
Forced to fight on two battlefields simultaneously, the Habsburgs reduced the num-
ber of soldiers in the southeast, where the Ottomans launched a counterattack at
the end of 1689, forcing them to withdraw. Fearing retaliation, a significant frac-
tion of the Serbian population started moving towards the Danube and the Sava.
The largest group gathered in the vicinity of Belgrade, with Patriarch Arsenije III,
church dignitaries and elders arriving as well. Serbian chronicles had not contained
as many lamentations in the previous two centuries, as they did at the time. They
were brief, because the tormented and troubled monks did not have time to compile

a detailed narration of all the horrors. However, the pain in their words resonates to



this very day. They depicted images similar to those of the most horrific barbarian
invasions ever documented in history: corpses of slain people or those who had died
of the plague strewn everywhere, villages torched to the ground, churches where the

hootbeats and neighing of the conquerors’ horses echoed among sacred objects.

“Terrible fear and misery everywhere; a mother separated from her child, a father
from his son; the young enslaved, the elderly stabbed and strangled. People invoking
death, rather than living under the damned Turks and Tatars. Alas, the cruel mis-
ery!”. “What all did the Lord unleash upon the Serbian land: death, and then again
sword and death together, and plunder and terrible famine, such famine that Serbs
ate dog flesh and flesh of dead people who had starved to death... and the streets of
glorious Belgrade paved with the corpses of dead Serbs, covering all its soil, and on
all its roads lay the dead. And none were buried. And those who walked, no human
traits or beauty on them, faces dark with famine, resembling Ethiopian faces.”

A movement of large masses of people across the Danube and Sava be-
gan during the month of September of 1690. The Patriarch and his entourage left
Belgrade. Some refugees sailed upstream on hundreds of vessels: ships, large or very
small boats. Others traveled by wagon, on horseback or on foot, with or without
personal belongings, often herding cattle along the way. Monks carried with them
church relics, books and relics of Serbian saints. Refugees crossed two, three, four
hundred kilometers, driven by fear, while struggling to find food and shelter in the
war-ravaged, uncultivated and sparsely populated plain. They settled way up north:
in the vicinity of Buda, Komarno, while some of them managed to reach even more
remote parts of northern Hungary. How many left Serbia? A figure often mentioned
was 70,000 families, which is why some historians and authors spoke of 200 to 300
thousand individuals, taking into account the patriarchal community. Those num-
bers are exaggerated however, since there were approximately that many people in
the total population of Serbia. A more plausible figure is that of 70-80,000 men,
women and children who crossed onto Hungarian territory over the entire duration
of the war and not in one single wave. All things considered, the country suffered
a demographic catastrophe. Contemporary sources, both Christian and Ottoman,
say that many of its parts became completely deserted - apart from the exiled, many
people had died as a consequence of violence, famine and plague.

Contemporaries were also aware that this migration differed from many pre-
vious ones. Back in 1721, Cyril, prohegumen of the Hopovo monastery in Fruska

Gora, comparing it to the biblical Exodus, wrote the following:
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“His holiness Patriarch Arsenije led the crowd, like Moses had led the Israelites
across the Red Sea: Moses had carried the bones of Joseph, while his holiness the
Patriarch led Christians across the glorious Danube River carrying chests containing
saints’ relics.”

Historians agree that the importance of the “Great Migration” lies not so
much in the number of exiled citizens, as in the fact that almost all those who rep-
resented the social elite - church dignitaries, elders of patriarchal communities,
wealthy merchants — were among them. The center of Serbian religious and political
life shifted from the south, where it had stood for centuries, to the north, to the
Habsburg Monarchy. The geographical distance could be viewed as insignificant,
since many Europeans moved all the way across the ocean during this period, while
the rivers Danube and Sava were all that physically separated many Serbs from
their old homeland. However, as previously mentioned, these two rivers separated
not only the two empires, but the two civilizations as well, which is why the Great
Migration would have far-reaching consequences for Serbs who found themselves
in a new political, legal, social and cultural environment to which they gradually

adapted.

“The entire spiritual life of the Serbian people, from the moment they appeared
on the historical stage of Europe, until the 18th century, remained in the sphere of
Byzantine culture.” ' However, during the period following the Great Migration, in a
“whirlpool caused by a vast array of events, Serbs adapted to Western European cul-
ture in the Danube region (...) In a broader sense, in recent Serbian history, our once
exclusively Byzantine and medieval spiritual orientation irreversibly vanished from
this area (...) In short, it was on the roads along the Danube that the modern Serbian
culture was born.”

However, a lot was and still is disputable. How many people were actually
displaced? Apart from Serbs, how many other nationalities from the Balkans were
there? The question of all questions which directly impacted politics in the 18th and
19th century was whether this was a spontaneous mass escape or an organized exo-
dus initiated by the Viennese Court. During the Great Turkish War, mass migrations
of Serbs began in 1686 - after the fall of Buda, a large number of them moved from

Banat to the territory occupied by the Austrian army. During the siege of Belgrade

! R. Samardzi¢, Baroque and Serbs (1683-1739), in: Western European Baroque and the
Byzantine World, Proceedings of the science conference held from 10th to 13th of October 1989,
Belgrade 1991, p. 14-15.



in 1688, and further progress of the imperial army towards the south, many Serbs
decided to join in. However, their religious and political leader, Patriarch Arsenije
IIT was not inclined towards Austria. His attitude only changed at the end of 1689,
when he was forced to leave Montenegro where he had taken refuge, due to open
threats he had received from the imperial military leader Aeneas Piccolomini, and
arrived in Pe¢. Merely several weeks later, once the Ottoman army began to push
back the Austrians, the Patriarch left Kosovo and headed north, along with the
fleeing masses. In April 1690, Emperor Leopold I issued a proclamation calling on
Christians from the Balkans (not only Serbs) to accept his protection, that is, to side
with him. The Patriarch received the proclamation while in Belgrade, which was
already crowded with refugees. It was uncertain whether the Austrian army would
be able to hold back the Ottomans and he was planning on crossing the Danube
and Sava along with other people struck by misery. Prior to the possible exodus, he
and the church hierarchy wanted to ensure autonomy for the Orthodox Church, not
unlike the autonomy it had enjoyed under the Ottoman Empire, where the Serbian
people had de facto been represented by the Patriarchate of Pe¢, and to that end,
bishop Isaija Dakovi¢ was dispatched to Vienna. Burdened with problems, Emperor
Leopold agreed in principle to the Serbian demands and issued a decree on August
21* 1690, as a guarantee. It was only in November of the same year, in Komarno,
that Isaija delivered it to the Patriarch, once the “Great migration” had already end-
ed. The Invitatoria is the first in a series of documents to which Serbs in Hungary
later referred when defending their religious and educational autonomy and other
general demands related to their national identity. Even though it explicitly appealed
to the people not to abandon their homeland, for the next two centuries, Serbian pol-
iticians, attorneys and historians claimed that this segment of the document needed
to be interpreted in interdependence with the promised protection and subsequently
granted privileges. There were also those who simply ignored the “not” part. This
means that the Serbs had not arrived as refugees, as the Hungarian nobility claimed
from the beginning, as well as historiography at a later stage, but as war allies - an
organized group of people headed by their patriarch and leaders. Emperor Leopold
had invited them to relocate because he needed them as soldiers who would defend
the borders of the Western world from the danger imposed by the Ottomans, and
that is why he guaranteed them a special status.

The story of the creation and immediate reception of the famous painting by
Paja Jovanovi¢ provides another testimony to all of the above. The Great Exhibition

was to be held in Budapest in 1896, marking a thousand years since the immigration
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of Hungarians to Pannonia, which is when the question of who arrived to Pannonia
and when, gained relevance. The Hungarian government considered it necessary for
ethnic minorities to participate as well. However, in August of 1895, the Congress
of Nationalities met in Budapest and condemned the “Millennium” exhibition as “a
deception of Europe” highlighting that it protested “against such celebration and a
ceremony which would depict us as defeated and subjugated peoples.”

However, in 1895, at the initiative of Patriarch Georgije Brankovi¢, members
of the Serbian Church and National Council in Sremski Karlovci decided that Serbs
would be represented at the Millennium exhibition by a painting which would clear-
ly reflect their views of history and politics. The job was entrusted to Paja Jovanovic,
a young but already widely acclaimed painter. Jovanovi¢ set to work, which required
prior preparations, including a more thorough familiarization with the particular
historical event and its participants. Archimandrite Ilarion Ruvarac was assigned as
his advisor. Ruvarac, a prominent historian, had been entrenched in a long-stand-
ing debate with those who romanticized the nation’s past. In this debate, he was
both uncompromising and ruthless. He did not hesitate to hurt the deepest national
feelings of the majority of Serbs for the sake of what he considered to be the truth,
or to ridicule other historians by calling them ignorant. He extensively argued that
the “Great Migration” had simply been flight in fear of retaliation and, among oth-
er things, highlighted the following: “From 1691 until 1699, Serbs were nothing but
visitors in Hungary, and given that no one had invited them to Hungary, unwelcome
visitors at that.”

The scene painted by Jovanovi¢ is quite dramatic: the Patriarch, church dig-
nitaries, soldiers, children, a flock of sheep - an entire population on the move, an
Exodus. However, Patriarch Georgije Brankovi¢ seemed to mind the flock of sheep
and those who were not soldiers, as this could lead an observer to interpret the situ-
ation as nothing more than an escape. He banned the “Great Migration” from being
displayed in Budapest and Jovanovi¢’s fee was paid after a series of difficulties, with
the government of the Kingdom of Serbia having to mediate eventually. The artist
altered the painting: Arsenije Carnojevi¢ was still depicted in the image of Patriarch
Brankovi¢, but his troubled facial expression had been replaced by a determined one.
He placed a charter in bishop Isaija Dakovi¢’s right hand, which he was showing
to the Patriarch by pointing with his right index finger. That is how the Invitatoria
ended up in the very center of the painting. A rifle was added onto the shoulder of
a young man leading the horses. Instead of a woman carrying a child, he painted a

striking young leader with a mace in his hand. The flock of sheep and the covered



wagon were replaced by soldiers who walked with resolute looks on their faces. This
“politically correct” version of the painting was not submitted for exhibition either.

The altered version of the “Great Migration” practically remained out of the
public eye and never became as widely known as the original version - many are
not even aware of its existence. The painting was hung in the dining room of the
Patriarchate Court in Sremski Karlovci; during World War II, the authorities of the
Independent State of Croatia took it to Zagreb; in 1946 it was brought to Belgrade
and displayed in the National Museum; it was finally moved to the Patriarchate
building, to the hall where the Synod meets, and has remained there to this day.
However, back in 1895, Jovanovi¢ sold the right to reproduce the “Great Migration”
to Petar Nikoli¢ from Zagreb, hence oleographs quickly entered into circulation. To
this day, it has not been determined whether this is the original version or a smaller,
completely identical replica painted by the artist in 1896, which is kept in the mu-
seum in Pancevo. If the Patriarch was not fond of it, the liberal citizenry certainly
was, the very same citizenry who, for more than three decades, had been leading the
fight against the conservative clergy and the army, for predominance in the cultural
and political life of Serbs in the Monarchy. Being fervent supporters of nationalism
themselves, the liberals concurred that the arrival of Serbs had been organized and
had taken place upon invitation from the Emperor. However, according to them,
archbishops and military commanders were not the only ones who had fought for
the rights of Serbs in Hungary, but the people as well, with all they had sacrificed.
This is why liberal journalists who had the opportunity to see both versions favored
the first one, which has remained the preferred one to this day.

Thanks to historical narratives, but also to Jovanovi¢’s painting, The Great
Migration of 1690 became etched in the historical memory of Serbs. Perhaps we
could say that it overshadowed all preceding and subsequent migrations in the
Balkans and Pannonia, and perhaps even - that it became the paradigm of all these

numerous migrations.
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Migration as a case study in art.
Migration of the Serbs by Paja Jovanovic

Danilo Vuksanovié, MSc, curator - artist
The Gallery of Matica Srpska

...Fleeing day and night...
Movement on a chess board

In an age dominated by the media and all sorts of intentions which it is im-
possible to approach objectively, at a time when we skeptically analyze the things we
hear and see several times a day, overwhelmed by the amount of grim news, front-
page news stand out amount countless pieces of topical information, leading the
phalanx of the world of information manipulation. Over recent decades, we have
witnessed a new wave of refugees and have often been instructed on the meaning of
terms such as political immigrant, migrant, refugee, asylum seeker, what exile is and
what the crucial differences in their meanings are. In a century in which the world
and humanity have undergone technological transformations, the surface of our
own palm holds scores of videos and images of the exiled, oppressed and murdered,
in some seemingly distant corner of the world. By pinpointing the geographical lo-
cation of the difficulties which befell these people, we attempt to shed some light on
the reasons for the misfortunate event at the center of the spoken and written word.
Initially stunned by the indescribable injustice inflicted on the less fortunate part of
the human race, we begin to wonder how far from us those war-torn regions actu-
ally are, in order to determine our own safety, thinking only of ourselves, suddenly

fearful for the comfort we bask in.



Are we really who we think we are? In the multitude of crime columns, in
an epidemic-scale organization of universal danger, where medical and political
regimes are rigorously applied, migrant crisis sounds like a cleverly coined phrase
which stands for a temporary and soon-to-be neutralized issue. It seems as if this
image of crisis has been bestowed with the right to a happy, or at least a definitive
ending, a priori, following the precise agenda of democratic social functionalities of
the modern world. The manifestation of problems in modern society actually rep-
resents a clear-cut methodology of forming public opinion and the point of view on
a given issue. Everything about that methodology of hinted resolution is transpar-
ent. And each new piece of information about it drives us further from the essence
of the problem. The transfer of information regarding the reasons for expelling peo-
ple from their hometowns targets a certain audience and has a slightly hypocritical
ring to it when it implies and emphasizes how the unfortunate are to be accepted
and embraced, without delving deeper into the reasons for and consequences of the
resulting issue. This, too, is proof of firm politics, skillfully positioned on all levels,
creating a powerful system of persuasion, in the alternation of good and evil.

Throughout history, the Serbian people have experienced numerous exoduses
bearing a stormy omen and there is hardly a period in the turbulent Serbian history
unmarked by long lines of refugees and constant migrations all over the Balkans,
and much further as well, to almost every corner of the globe. The withdrawal of the
Serbian nobility after the Battle of Kosovo, the Great Migration of the Serbs, both
the first and the second, as well as the welcoming of compatriots exiled during the
war conflicts of the 1990s, colonization of parts of the population after the First and
Second World War, economic and political exiles, all of this has played an important
part in shaping our society as a product of the impact of migrations caused by com-
plex political circumstances. In such difficult conditions, lacking the continuity of
statehood, under the influence of great empires, the Serbian people managed to sur-
vive by creating a code which, to this day, contains unwritten rules of the nomadic
tradition, based on an incessant aspiration to preserve national unity and basic traits
of its identity. Entire generations vanished in the conflicts, and the circumstances
in which life went on were not merciful to the weak. Evil often overpowered good.
The alternation of waves of good and evil remains inevitable in order to maintain
balance. The alternation rhythm is best shown by society’s inability to grasp the big
picture, its cyclical nature and mathematical laws. Laws make us free, such as the
commitment to studying the rhythm of good and evil, meant for rare privileged

individuals.
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Moving on a chess board thus becomes a general social reality and not a well-
kept secret, the meaning of human life on earth, a clash between opposing worlds.
We are aware that conflicts are intrinsically linked to the evil forces of change. We
witness the unstoppable nature of these forces every day. Their character has not
changed significantly throughout history. Only the nuances of advocating for de-
structive, blackmailing and inhumane behavior become more prominent. The con-
sequences of the momentum these forces have gained are reflected in an abundance
of new opportunities, coupled with the inevitable consent of their protagonists to
amnesia. To forget one’s homeland, childhood alley, first love - to annihilate the con-
text of a familiar identity. The positive aspect of migrating is forced abandonment of
the present for a better future. Paradoxical, isn’t it?

To what extent are migrants permitted to forget; or rather, how often will they
think back to their old home while living in a new one? Will the constant thought of
the home they lost and reluctantly abandoned actually become the meaning of their
life? Coming generations might learn the answers while traumas transform people
over time into shadows of an unfinished past.

However, the absence of freedom of choice, the amputation of personal histo-
ries unique solely to that particular region - the homeland, the void of the lost com-
munity outside the devastated motherland, political and civilian anonymity which
will seamlessly blend into the newly formed electoral body, are merely some of the
features of the future life of new people without a land, exiled by senseless clashes
between opposing forces. A friend told me how he and his immediate circle living in
a small town devised and introduced a tax on being appalled. Is there any sense in
being appalled by anything today? A lack of empathy and solidarity is present even
among the closest of kin. Interest is the only driver in the ruthless race for profit for
the sake of protected space - an island of solitude and mutual alienation, whose vol-
untary hostages we have been for decades. Should previous politics be held account-
able for such consequences or are we all responsible for the absence of reaction while
another act of annihilation of humanity takes place before our very eyes?

I am not sure whether we know the answers. However, society does have

mechanisms geared solely towards ultimate amortization and unification.



Museum response

However, we do know (believe) that museums are able to provide quality re-
sponses. The museum activity technology serves the very purpose of determining
certain images of identity with the aim of better understanding history, as well as
offering a new perspective on important visual, philosophical and social phenome-
na. It is possible to recognize numerous endeavors in various museum policies, ones
which have long since surpassed matters of aesthetics and implicit support to the
ruling elites. The museum is becoming a place of encounters and lively exchange of
experiences, a platform for democratized opinions, a point where outdated perspec-
tives are resuscitated and an influential center of activities capable of moving the
society.

Surrounded by such means of support, in necessary unison with the contem-
porary moment, the museum is outgrowing its original purpose. It no longer rep-
resents a series of collections housed in dark and dusty depots from which artworks
are occasionally taken to exhibition halls or for restoration. A hub of creative forces,
the museum affects the individual within a society, steering clear of direct impacts
of piles of daily political news, through artistic practices freed from the residue of
new academicism and other social suitability, digitally enabled and empowered by
the influx of young people, like a potential treasure trove of first-rate cultural val-
ues, in spite of the changes it has successfully withstood in previous, tumultuous
decades. A spiritual area of imaginative nature in which reflections of time are syn-
ergistically arranged, unchangeable categories in a trilateral pact between past, pres-
ent and future — the museum is one possible form of history of a temporal image
which continuously inspires the thinking human.

“The history of humanity is also the history of migrations®, Zelimir Zilnik
once remarked while shooting a movie on the same topic.! The media interdisciplin-
arity platform works in favor of such an approach. Using the said platform, it is pos-
sible to guide and lead a person to contemplate the problem of migrations from nu-
merous aspects, with the aim of opening other, crucial corridors, unique within the
multitude of individual and group fates - narratives. By roaming these newly created
corridors/cases, which can be torn from oblivion perhaps only by artistic endeavor,
one is able to lay the foundations of an everlasting treasury of a certain cultural pa-

triotism, a heritage that could very well be put to good use by one’s descendants.

! See https//youtu.be/-UxYk9otezA.
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Therefore, by combining and multiplying, the exhibition “Migrations in Art -
the Art of Migrations” strives to establish multiple connections between various ar-
tistic phenomena and ideas. Taking historical strongholds, symbolic images typical
of our region as its starting point, it makes perfect sense that the famous historical
composition by Paja Jovanovié, “Migration of the Serbs under Patriarch Arsenije 111
Carnojevi¢ in 1690“ occupies its well-deserved place on the migration screen. More
precisely, there are several versions of one (similar) visual representation, devised
with the aim of creating the much-needed visual identity of the Serbian national
entity within the Habsburg Monarchy.

The role of the highlighted presence of artworks with the Migration of the
Serbs motif in this case is multifaceted and is clarified by being placed in a historical
context, through the creation of the painting itself, followed by the presentation of
circumstances which led to the Great Migration of Serbs in 1690. Migration of the
Serbs, a major work of art in an exhibition dedicated to the theme of migration,
is located on the panel of patriotic icons of the Serbian people, as a key image for
understanding the motives behind intertwining tradition with the national senti-
ment, nearly two whole centuries after the Great Migration of Serbs took place (Paja
Jovanovi¢, Migration of the Serbs, 1896, see image on p. 41).

The manner in which this artwork was commissioned represents a serious
project and self-perception of the Serbian nation within the dual monarchy, with
the necessary reference to one of the original cases of privileged people. In a web
of unclear interpretations of both necessary historical documents and narrations,
influenced by the crossfires exchanged by great powers, the Serbian people, in search
of a new identity, managed to position themselves on the cultural, political and ar-
tistic map of Europe in completely different, inconveniently imposed constellations.
There were very few allies along that rocky road. The directions in which the peo-
ple without a country and land would develop were dictated by circumstances. The
only thing they had left was vigilance, both spiritual and political, contained in the
common goal of establishing a new cultural pattern based on traditional values and
legacies. In the preface to the narrative of national and migration features, it is im-
portant to mention several historical facts necessary for understanding the context.

It has been established that until the end of the 14th century, there were only
individual cases of migrations and that after the fall of Dusan’s empire, following the
Battle of Marica (1371) and the Battle of Kosovo (1389), migrations began to occur
more and more frequently. However, the largest number of Serbs left their homeland

of Kosovo and Metohija during the famous Great Migration of Serbs in 1690, led by



Patriarch Arsenije III Carnojevi¢. During the war between Austria and Turkey from
1683 to 1690, Patriarch Arsenije III Carnojevi¢, a church dignitary who fearlessly
fought for the rights of the Serbian people, was the head of the Patriarchate of Pe¢.
When General Enea Silvio Piccolomini reached as far as Pe¢, the Serbs, greatly en-
couraged by the success of the Austrians, joined the Christian army with the inten-
tion of expelling the Turks from Balkan territory. However, the determined vizier
Mustafa Cuprili¢ defeated the Austrians near Kacanik, and the exhausted Austrians
began retreating towards the north. The Serbs joined them, fearing Ottoman repri-
sals, moving across Novi Pazar, Studenica through Pomoravlje, fleeing from Turkish
retaliation. “..And that winter, the Serbian throne was left empty...”.

In the spring of 1690, the Serbs found themselves in the vicinity of Belgrade.
They knew that if the Turks reached Belgrade, they would have to seek protection
from the Austrian Emperor Leopold, who, in order to repel the Turkish invasion,
issued a proclamation on April 6", 1690, calling on the Serbs to continue the fight
against the Turks. The proclamation did not have the desired outcome, as the Serbs
decided to cross over to Hungary. To that end, they drafted a petition and the emis-
sary Isaija Dakovi¢, Bishop of Jenopolje, took it to Vienna.

The second and third item of the petition contained the following request
made by the Serbs:

“... our Serbian tribe, to elect its own archbishop, one of our own and he who speaks
the Serbian language, under the Greek law, elected by the church and secular council
... in the only possible way as it has always been in our laws and customs, to live and
be free...”

In 1690, 1691 and 1695, Emperor Leopold I met the Serbian demands and
granted them privileges, thus establishing a new legal status of the Serbian Orthodox
people within the Austrian state. Serbs had existed in the area of southern Hungary
long before this migration and had been included in the life of the Hungarian state
where they were labeled as Rasciani scismatici.* As much as the relocation of the re-
ligious organization of the Serbian people - the Patriarchate of Pe¢, to the Austrian

state represented a first-class political event for the Serbs, one which transformed

2 Dusan N. Petrovi¢, Karlovacka mitropolija (1713-2013), Serbian Orthodox Eparchy of Srem,
Sremski Karlovci 2013, 11-13.

* Ibid, 11-13

* D. Medakovi¢, D. Davidov, Sentandreja, publishing house “Jugoslovenska revija”, Belgrade
1982, 34.
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them socially, the permanent stay of new refugee masses in the Danube region, re-
lying on privileges granted by the emperor, would not be sustainable without their
natural blending with the life of the Serbian indigenous population. This process
is illustrated by all of the persistent efforts to ensure that the privileges granted to
Patriarch Arsenije IIT Carnojevi¢ would not apply to the Serbian indigenous pop-
ulation, but only to the new settlers who arrived with the patriarch. The patriarch
expressed all the harshness of the new circumstances in which the Serbian people
found themselves in a poignant lament. It resonated with the tragedy of leaving their
homeland. Like an Old Testament prophet, the exiled patriarch wrote about the evil
fate of his people:

“...Fleeing day and night, with my people stricken by poverty, from place to place like
a ship on the great wide ocean, we flee waiting for the sun to set and the day to take
its bow and the dark night and winter misery hovering over us to pass... ”*

Image of a patriotic icon

Fleeing or crossing over, exile or temporary abandonment of the heart of the
Serbian statehood, a decision as tragic as it is reasonable, needed to be visually mate-
rialized on multiple levels of meaning. The painting medium, the flat surface of the
canvas in the sense of a traditional painting, became a field where historical figures
and events came to life. The iconic nature of the conceived idea, layers of selected
assumptions generated through archeological and research efforts, the narrative of
the past established in the present moment, constitute just a portion of the numer-
ous features of the painting Migration of the Serbs. The largest realized format of
historical composition in Serbian painting summarized the nature of the Serbian
people’s fate with an allegorical ring to it, and successfully came to life in the over-
all consciousness of visual culture as one of the most impressive representations of
monumental power.

The technology used to create this significant painting does not differ sub-
stantially from others, painted from similar urges on the territory of neighboring
countries. Bringing up the subject of immigration of the Serbs to the area which was
then known as southern Hungary, is deeply rooted in the issue regarding the rea-

sons which contributed to the Great Migration originally taking place. The heroes

> Ibid, 35



of this subsequently conceived artistic account are in fact living characters of the
models which helped the painter Paja Jovanovi¢ to achieve a realistic impression of
a dramatic moment in Serbian history. Thus, the two periods, past and present, were
united in a synergistic creation whose main goal was national representation, as well
as the fight against oblivion. In the spring of 1895, after Paja Jovanovi¢ had painted
his first artwork depicting a historical event, the Takovo Uprising, Patriarch Georgije
Brankovi¢ (Georgije Brankovi¢, lithography by Wilhelm Grund, ca. 1900, see image
on p. 44), through the Council Committee, commissioned Migration of the Serbs,
“whose fame and prominence among Serbs has never been surpassed by any other
painting®.

Believing that the authenticity - independence (in its closely related meaning)
of Jovanovic’s effort as a painter and a patriot was provided by his talent and a lucky
turn of life events, as much as by the great effort of Patriarch Georgije Brankovi¢ who
commissioned this painting for the Millennium Exhibition in Budapest planned for
1896 (where it was intended to represent the Serbian people within the dual monar-
chy), painter Paja Jovanovié, a student of Christian Griepenkerl, who was fanatically
obsessed by ancient history, shaped the given idea together with prominent histori-
ans and official representatives of the church and the state, such as Ilarion Ruvarac
and Stojan Novakovié. Similarly, the painting Migration of the Serbs is a direct result
of the general circumstances in which the Hungarian government wanted to mark
the 1000™ anniversary of the christianization and arrival of Hungarians into the
Pannonian basin at the Millennium Exhibition. It was the first official commission-
ing of a monumental historical composition for Jovanovi¢. The theme was selected
based on the existing composition “Conquest”, painted by Mihaly Munkacsy for the
newly-erected building of the Hungarian Parliament in 1893. The organizers had
announced that Munkacsy’s work would be exhibited at this event, hence Patriarch
Georgije Brankovi¢ wished for the Patriarchate of Karlovci to participate with a sim-
ilar program project.”

In an onslaught of “mass fabrication of tradition™, the exhibition was meant
to popularize the idea of Hungarian national identity, as well as their claim to terri-
tories within the Dual Monarchy, in the name of historical rights. It was the reason

why one part of the exhibition included the presentation of other peoples who lived

¢ N. Kusovac, Paja Jovanovié, Belgrade City Museum, Belgrade 2010, 133

7 See more in: M. Timotijevi¢, Paja Jovanovi¢, exhibition catalogue, SASA Gallery, Belgrade
2009; P. Petrovi¢, Paja Jovanovié, Sistemski katalog dela, Belgrade 2012, 123-124.

8 M. Timotijevi¢, Paja Jovanovié, exhibition catalogue, SASA Gallery, Belgrade 2009, 124.
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in the “area which constituted the state”. Croatia, Slavonia, Bosnia and Herzegovina
were represented in separate pavilions. Serbs in Hungary were not considered peo-
ple with their own territory, and any reminder of the existence of Serbian Vojvodina
was politically inappropriate. The symbiosis of science and art, analytical and artis-
tic skills, together with the spirits of bygone times, was a landmark for completing
this and other commissioned works which symbolized the official policy of the cul-
ture of representation (other paintings by Paja Jovanovi¢ - The Takovo Uprising and
Coronation of Emperor Dusan).

Just like a historian, the painter needed to reacquaint himself with the au-
thenticity of the historical event he was to depict.” Preparations for creating the
composition took a lot more time than the act of painting itself, which was com-
pleted by Jovanovi¢ in an incredibly short period of just under ten months, from the
fall of 1895 until the summer of 1896. The monasteries of Fruska Gora, with their
frescoes, iconostasis and treasuries, were for Jovanovi¢ and Ruvarac what librar-
ies, archives and museums are for us today (The Young Ilarion Ruvarac, drawing of
Novak Radoni¢, 1855, see image on p. 45). While visiting the monasteries of Fruska
Gora, Jovanovi¢ took notes, made sketches and listened, thus collecting material for
the challenging commissioned composition. Large amounts of historical fragments
accumulated on the painter’s work desk required immense concentration, but also
a great deal of contemplation and interpretation of the imagined event. Numerous
sketches and drawings have been preserved as part of our great artist’s legacy, and
bear witness to the immense effort and dedication typical of a scientist in the end-
less expansion of motifs and other possible templates which could provide the paint-
er with encouraging material for a new painting, a sufficiently convincing and cred-
ible representation.

One of such drawings is displayed at the exhibition “Migrations in Art — The
Art of Migrations™. It is a drawing of Jovan Monasterlija on horseback, a draft sketch
of the horseman painted in the first version of the oil painting Migration of the Serbs
from 1896. This set of drawings and sketches holds precious information on the pre-
paratory works. We can only guess at the details of the long conversations between
Jovanovi¢ and Ruvarac, which preceded the creation of these drawings. The basics of

the artistic idea realized in this way were the product of multiple authorship, whereas

° See more in: N. Makuljevi¢, Umetnost i nacionalna ideja, Zavod za udzbenike i nastavna
sredstva, Belgrade 2006,169. N. Simi¢, Kako je postala slika Seoba Srba od Paje Jovanovica, Glasnik
Srpske pravoslavne crkve, Belgrade 1956, 109-113.



the essentially initial part, persuasion and verbal and literary input remained in the
background, neglected.

The central portion of the composition was the first to be created, as evi-
denced by the preserved drawing in which we see a distinct ideological framework
in which Migration is depicted as a military act with Patriarch Carnojevi¢ leading
the masses. The side portions of the painting, subsequently elaborated, were meant
to tone down the militant air, by depicting people on the run on the right-hand side
of the composition, and Paja Jovanovi¢ did just that, as advised by Ilarion Ruvarac
during their conversations.

That was when a dramatic turn of events, which would greatly affect the fate
of the painting, took place. Patriarch Georgije Brankovi¢ was displeased with the
final version of the painting. He argued in their correspondence that he had not
commissioned the painting to have Serbs depicted as shepherds or refugees, ,,...we
arrived armed and holding a contract in our hands. Carnojevi¢ must hold this privi-
lege in his hand (...).”°

He requested the right-hand side portion of the composition to be redone and
did not permit ordinary men and women to be depicted - instead he ordered for the
ordinary people to be replaced by soldiers. The symbolic figure of a woman holding
her child on a loaded horse, assuming the position of maternal protection repre-
sentative of the Virgin Mary with her head bowed, was also replaced by a horseman
whose image has been preserved as a separate oil painting. The patriarch requested
for a charter, a document issued by the Habsburg Emperor Leopold I officially sum-
moning Patriarch Carnojevi¢ to cross over to the Habsburg monarchy, to be placed
in the foreground, in the hands of Bishop Isaija Dakovi¢. The recognizable image
of a Serbian villager wearing a fur hat and a bugar woolen coat is probably the most
prominent protagonist of the composition Migration of the Serbs. “Paja Jovanovi¢
painted the villager in the image of Nikola J. Igi¢ from Cerevi¢.”"! What is inter-
esting is that, if we look closely at the painting, whose surface area is over twenty
square meters (380 x 585 cm), we can still see traces of sheep’s hooves and an occa-
sional ram’s horn among the weeds and grass.

Jovanovi¢ used the image of Patriarch Georgije Brankovi¢ himself as the cen-
tral figure of the entire composition. It is safe to say that this was how Patriarch

Brankovi¢ wanted to highlight his current political course and his own significance

10 P. Petrovi¢, Paja Jovanovic, Sistemski katalog dela, Belgrade 2012, 67.
1 Tbid, 66-69.
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among the Serbian people, intentionally comparing himself to the prominent mi-
gration leader, his predecessor. Initially depicted as a caring shepherd of the nation,
he turned into a courageous leader and commander in the retouched version, simul-
taneously the one who came up with the idea for the painting Migration of the Serbs
and the one who criticized it. In the moments that followed, the firm stand taken by
Patriarch Brankovi¢ resulted in the fact that Jovanovi¢, although having accepted
the suggestions, did not manage to complete the painting in time for the audience to
see it at the Millennium Exhibition. Thus, in the end, the Metropolitanate of Karlovci
was the only official religious institution in the Hungarian part of the monarchy
which was not represented at the exhibition. At the same time, Jovanovi¢ accepted
the work commissioned by the municipality of Vr$ac and, along with Migration of
the Serbs, completed the painting Vr$ac Triptych. It is an important artwork of his
that remained in the shadow of the politically disputed, but artistically unreservedly
praised Migration. The painting VrSac Triptych was seen as more favorable to state
interests as a politically neutral painting depicting scenes of Hungarians, Germans
and Serbs."”

It is well-known that Ilarion Ruvarac “was famed for being a fanatical lover
of historical objectivity, and before that he had published a study on the migration
under Carnojevi¢, which caused great discontent in the circles of the church and the
populists.” According to his disputable point of view, which might be considered
objective to a certain extent, but politically utterly unreasonable, the migration of
the Serbs took place due to pressure from the Turks, in justified fear of their repri-
sals and retaliation against the Serb population. Such point of view was contrary to
the pragmatic political presentation, which Patriarch Brankovi¢ favored, and which
was meant to prove that the migration of Serbs under Arsenije I11 Carnojevi¢ took
place at the invitation of the Austrian Emperor Leopold I. Paja Jovanovi¢’s canvas
was the arena in which conflicting opinions fiercely clashed. The public opinion at
the time was not willing to forgive the patriarch for having conservatively replaced
people with soldiers, given that Herder’s philosophy of history had already empha-
sized people as the main category of a nation. Everything that was done was done
for the people and in the name of the people.”” Thus, from that moment onwards,
the amended version of Migration of the Serbs, with its monumental size and carry-

ing equally monumental desires, remained enclosed by the walls of the Patriarchate

12 See more in: N. Kusovac, Paja Jovanovié, Belgrade City Museum, Belgrade, 2010,140
3 M. Timotijevi¢, Paja Jovanovié, exhibition catalogue, SASA Gallery, Belgrade 2009, 126



Court in Sremski Karlovci until 1941, when the Croatian fascist movement Ustase
took it to Zagreb (The painting Migration of the Serbs exhibited in the Residency of
the patriarch in Sremski Karlovci, see image on p. 48)."

As well-organized and efficient as he was, Jovanovi¢ quickly sold the rights
to reproduction and multiplication of Migration of the Serbs to Petar Nikoli¢, a mer-
chant and patriot from Zagreb, when Nikoli¢ visited Jovanovi¢’s atelier in Vienna
in 1895, and soon after, in 1896, released an oleograph/chromolithograph® (mul-
ticolored print) of the composition for sale. It just so happened that “the murder-
ous version of Migrations adorned the walls of the Patriarchal Court, constructed
by the descendants of the cattlemen who had arrived with Carnojevi¢, whereas the
one depicting poverty-stricken masses hung in the homes of people who had nev-
er stopped dreaming of the old Serbian empire and its opulence” In addition to
Migrations, the owner of the printing house in Zagreb, Petar Nikoli¢, also printed
works of Serbian and Croatian artists, whose content was predominantly bursting
with national sentiment, with the aim of spreading certain political ideas, especially
among the Serbs living in the Dual Monarchy.

The reproduction of Migration of the Serbs thus became one of the most pop-
ular patriotic icons, whose phenomenon can also be interpreted as the domination
of capital over political ideas. Thanks to this oleograph, the original version of the
painting, which was later retouched, remained preserved in the minds of the Serbian
people and, while living a life of its own, proved that each painting has its own des-
tiny, regardless of an identical origin. Oleographs were printed on paper and then
stretched on stretcher bars and framed in decorative frames. Thus, they became ade-
quate substitutes for oil paintings which those of lower social status could not afford.
Their technical virtuosity in producing faithful copies of the original artwork actu-
ally spoke volumes of the momentum of industrial graphics, a reproduction which
adorned the walls of countless Serbian homes. The oleograph technique provided
absolute availability and distribution of oil paintings using an entirely different me-
dium in the graphic process of reproduction, which is how art became popular and

popularized, as it had never been before.

' P. Petrovi¢, Paja Jovanovic, Sistemski katalog dela, Belgrade 2012, 66

* See more in: K. Kamenov, Oleografija u Hrvatskoj 1864-1918, exhibition catalogue, The
Gallery of Fine Arts Osijek, Osijek 1988, 3-6

18 M. Kolari¢, Ovce i carske privilegije u slikarstvu, Borba magazine, Belgrade, September 14"
1957
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Jovanovi¢ painted the second version of Migration of the Serbs, which was in
fact the artist’s original solution for the large format, soon after he had completed
the first one, although it remained undated. Data say that as early as in 1896, the
merchant Petar Nikoli¢ bought the reproduction rights from Paja Jovanovi¢ for this
version, which depicts a woman with a child on a horse and a wagon with a flock of
sheep on the right-hand side. The differences between the larger and this smaller
version were not only in the right-hand side which was retouched, but also in the
way certain characters were depicted - the facial expression of the wounded shep-
herd in the foreground, the appearance of Patriarch Carnojevi¢ and Isaija Dakovi¢,
the young guide leading the Patriarch’s horse, Monasterlija on horseback, as well as

several background details.

Whereabouts of the artwork

Art historian Nikola Kusovac is not fully convinced that the smaller replica of
Migration of the Serbs, kept in the National Museum of Pancevo, is the one that was
reproduced by Nikoli¢; however, he adds that it undeniably resembles the said paint-
ing down to the last detail. On the other hand, this version of Migration of the Serbs
has an intriguing, recent history, dating back to the early 1970s. The archive of the
Gallery of Matica Srpska contains documentation which reveals the details regard-
ing the fate of Migration of the Serbs owned by the National Museum of Pancevo,
which is displayed at the exhibition “The Art of Migrations. Migrations in art

Namely, several letters and other documents sent to the competent judicial
authorities in the period between the end of 1971 and the beginning of 1972, are
kept in the archive. A certain attorney, in this particular case a mediator, Bogoljub
Stankovi¢ from Pancevo, contacted the Gallery of Matica Srpska and offered to sell
them a version of Migration of the Serbs (dimensions 200 x 100 cm), owned by his
school friend (some documents also say relative) who gave him the power of attor-
ney. He asked for the amount of 2,000,000 Serbian dinars for the painting Migration
of the Serbs. The correspondence shows that the two parties agreed for the attor-
ney Stankovic to sell the painting to the Gallery of Matica Srpska by December 31st
1971, as specified in the contract. However, the attorney Stankovi¢ did not sell the
painting to the Gallery because he sold it to the Municipal Assembly of Pancevo
on December 30th 1971, which came into possession of the painting based on pri-

ority of purchase right in accordance with the basic Law on Protection of Cultural



Monuments. Although there was no decision adopted by the competent institute for
the protection of cultural monuments, declaring the painting Migration of the Serbs
a cultural monument, the Gallery of Matica Srpska considered itself the injured
party in this particular case. The Gallery subsequently initiated court proceedings
which, however, did not continue and the painting Migration of the Serbs was placed
in the safe of the Pan¢evo municipality as there were no adequate conditions for its
storage."”

On November 5™ 1971', Vukadin Kobas wrote an article about this event
in the Belgrade daily newspaper Politika, titled How the Migration of the Serbs was
preserved (Kako je ¢cuvana Seoba Srba, newspaper Politika 1971, see image on p. 50).
The painting was allegedly located in Switzerland and the attorney Bogoljub
Stankovi¢ had been aware of its whereabouts since February 6™ 1941, when the
owners from Pancevo purchased it from one of the descendants of Petar Nikoli¢ in
Zagreb for 100,000 dinars. The article goes on to mention that the painting had been
offered by a certain foreigner to a Belgrade antique store back in 1932. What remains
certain, however, is that the painting had been taken from Pancevo to Switzerland,
to the relatives of its owners from Pancevo, just before the Second World War. Once
the war had ended, it was brought back to Pancevo, where it was wrapped and placed
in a metal container. Attorney Bogoljub Stankovi¢ described the unprecedented ex-
citement he felt while removing the painting from its container and unwrapping
it. The article adds that Stankovi¢ tried to persuade the owners to relinquish the
painting to one of the museums, but they were persistent in keeping it; therefore,
Migration of the Serbs remained anonymous until that moment.

The life of one of the most significant paintings in Serbian history was once
again made more complicated by a set of historical circumstances, this time its sec-
ond version (retouched and multiplied like the first one), which spent the entire
20™ century “migrating” from Vienna, Panéevo to Switzerland and back, through
Belgrade and Zagreb, where its copies were made at the end of 19" century. Having
read the chronicle of the unusual journey of Migration of the Serbs, one can confirm
that this painting, apart from depicting an important event in Serbian history, is
also characterized by a rather complicated past during the second half of the 20™

century, resembling a well-made thriller.

7 The Archive of the Gallery of Matica Srpska, Subject: Bogoljub Stankovi¢, attorney from
Pancevo, offer for purchase of the painting: Paja Jovanovi¢ “Seoba Srba”, archive code 0202, 10.01.1972

18 V. Kobas, The way in which Migration of the Serbs was stored, Politika, November 5" 1971
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One of the oleographs found its origin in the collection of the Eparchy of the
Buda Museum in Szentendre, one of the important points on the route of Serbian
migrations. During the setting up of the permanent exhibition in the new muse-
um building, this artwork was assigned an honorable place at the entrance and was
made part of the presentation of the development of Serbian religious art post-1690.

The Gallery of Matica Srpska has always regretted the fact that it missed the
opportunity to purchase the painting Migration of the Serbs by Paja Jovanovi¢; hence,
in 1981, an exchange with the National Museum of Pancevo took place for a period
of one year. The Gallery took over the painting Migration of the Serbs and displayed
it as part of its permanent exhibition and in return, lent the painting Proclamation
of Dusan’s Code to the Museum in Pancevo (Paja Jovanovi¢, Migration of the Serbs,
second version, 1896, see image on p. 51). This was a nice gesture among colleagues
which demonstrated good relations between the museums and trust in achieving a
common goal — presenting the national cultural heritage to the audience.” At the
exhibition “Migrations in Art — the Art of Migrations”, this version of Migration of
the Serbs (re)generates in the best possible way the temporary character of artworks
in the exposition of polyphonic melodies, in the intertwining of art, history and
much-needed new museum perceptions.

The third and last version of Migration of the Serbs, located in New York up
until the mid-1990s, owned by descendants of the prominent Manduki¢ family
from Vrsac, who had received it from Milenko Cavié, a patron and art lover, cre-
ated during the artist’s late years, sheds light on his perspective on the fateful event
of Serbian history. Cavi¢ commissioned the painting upon hearing the, fortunate-
ly false, news that Migration of the Serbs had been destroyed by the occupiers and
aides of Ustase in Sremski Karlovci. In this painting, one can observe the absence
of drawing virtuosity and precision, an unconvincing materialization and an ex-
aggerated ease of artistic expression. Although Jovanovi¢ stood by the initial solu-
tion, which showed fleeing people and not an organized military campaign, he still
decided to assign the role of the determined leader to the patriarch. The scroll held
by Isaija Pakovi¢ was spread and placed in the foreground of the composition. This
version holds particular significance because of the painter’s note in which he ex-
plained the identity of real-life persons who had inspired him to paint the imaginary

protagonists of Migrations.

1 T. Palkovljevi¢ Bugarski, Galerija Matice srpske. Slika kulturnog identiteta posredstvom
prezentacije umetnickih dela (excerpt from doctoral thesis).



Paja Jovanovi¢ - a painter who lived and worked in numerous large cities all
over the world, a traveler whose art migrated and managed to successfully position
itself in many countries, so that his work became known internationally - instead of
becoming the founder of Serbian modernism, opted for the safe peaks of European
and domestic academicism.?® Due to their initial enthusiasm, contemporaries failed
to notice the light in Migration of the Serbs which lacked nuances, within the sim-
plified outline of the first row of the exiled Serbian people, in the materialization of
clothing details and authentic objects in an atmosphere of the overall artistic pre-
sentation, which was gloomy yet filled with pride.

The overall personification of the image of national symbols in a multitude of
historical facts, appreciated only by scholars, indicates the painting’s lack of indepen-
dence, as it requires that an observer possess appropriate knowledge whose meaning
can truly be grasped only once the relationship of reflection has been established.”
Such a relationship of reflection can be deepened in correlation with other, related
phenomena in Serbian art and culture, especially when it comes to the imbalance
between the literary, scientific or ethnic and visual basis. Within the ranges of these
differences, one is able to identify how immeasurable national and visual elements
are, embodied in the broad perspective of the emblematic image of Paja Jovanovi¢’s
Migration of the Serbs.

As we reflect on this phenomenon contained in the processes of creating the
historical composition, we shall mention the example of another, earlier, first his-
torical painting in Serbian art, titled The May Assembly in 1848 in Sremski Karlovci,
painted by Pavle Simi¢, an artist from Novi Sad.? Just like Jovanovi¢, Simi¢, prompt-
ed by Nikanor Gruji¢, painted a composition of the Serbian Assembly of exception-
al political importance, where he included a large number of protagonists. Both
paintings placed the imperial privileges almost in the very center. In the painting
The May Assembly, Patriarch Josif Rajacic¢ raises the charter at the moment of being
pronounced patriarch by the people, whereas in the first version of the oil paint-
ing Migration of the Serbs, Isaija Dakovi¢ holds the scroll with the privileges grant-
ed to the Serbs in 1690 by Emperor Leopold I, written on it. In the last version of

2 See more in: D. Medakovi¢, Srpski slikari XVIII-XX veka. Likovi i dela, Prometej, The
Provincial Institute for the Protection of Cultural Monuments, Novi Sad 2012, 382

2! R. Barthes, Retorika slike in Plasticki znak. Zbornik tekstova iz teorije vizuelnih umjetnosti,
edited by N. Mi§¢evi¢, M. Zinai¢, Izdavacki centar Rijeka, Rijeka 1981, 87

2 S. Misi¢, Srpska narodna skupstina 1. maja 1848 - 170 godina posle, The Gallery of Matica
Srpska, Novi Sad 2018
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Migrations from 1945, the scroll is fully unrolled. The same privileges mark a com-
mon benefit - a detail which, forty-eight years apart, conveys an identical message
— the pedestal of Serbian legitimacy, both military and political, in the Habsburg
monarchy.

The revolutionary icon of The May Assembly, which includes the real-life pro-
tagonists of the event, along with the painter Simi¢ himself, makes reference to the
identical ideological origin of Jovanovi¢’s Migration of the Serbs. What sets them
apart significantly is the time passed - The May Assembly was created as a visual
document immediately after the proclamation of the Serbian Vojvodina, whereas
Migration of the Serbs had waited for almost two hundred years for its realization.
The temporal distance enables us to discern two different paces at which the Serbian
identity was proclaimed, with both images later being reproduced as lithographs,
thus partaking in the right to a separate life of mercantile nature.

Paja Jovanovi¢ knew how to listen to his companions who assisted him
during preparations for this important and difficult task. He had most certainly en-
countered many difficulties at that time due to the lack of archival and ethnographic
information, aware of his inability to fully comprehend the past to which he would
have gladly (by some unrealistic turn of events!) been transposed in order to better
portray the scene of refugee masses. The imaginative concept had to prevail during
the preparation process, until the moment he commenced the final stage of focused
work on the canvas, which involved a nuanced balancing of proportions and rela-
tions between objects. The manner in which the painter depicted the large mass of
refugees, the horizontal scheme of the composition headed by the leaders chosen by
God to lead the Serbian people, is manifested in the supernatural dimensions present

in a historical framework in the domain of painterly virtuosity.

Between the cult and the virtual

The physical presence of the monumental version of Migration of the Serbs,
which is currently located in the Synod in the Patriarchate in Belgrade, at the exhi-
bition “The Art of Migrations. Migrations in Art” had to be postponed due to dif-
ficulties involved in the risky transportation to the great hall of “Sava Tekelija” of
the Gallery of Matica Srpska. Therefore, a media support system has been provided
as an adequate substitution, and it represents much more than just means of trans-

mission. Animation and other new media phenomena in the age of fast computer



processing have expanded the visibility of the well-known national icon. The doc-
umentary follows the process of filming the painting and reflectively records the
real aspects of the work on the preparation of the material whose aim is to be fully
linked to the media on a digital basis.”® The need for the famous painting (work of
art in general) to be determined as an artwork whose new life begins in the digital
era of images, in the overall dominance of technology, has found its place in the
modern production of the Gallery of Matica Srpska over the last ten years.

The allegory of the heroic art epic about the Migration of Serbs extends much
further towards other foundation points contained in the symbolism of the histor-
ical event — toward the relics of holy Prince Lazar (cult) and his image carved in a
woodcut (Cephalophore), created at the time of the Great Migration of Serbs in 1690.

“Serbs arrived from those Serbian lands where the entire Serbian people once
made up the state. When they moved, they brought with them the idea of the state.
This is especially true of Carnojevié’s relocation”, Jakov Ignjatovi¢ wrote in his
Memoires.** Migrations of symbols, allegories and metaphors are most intensely em-
bedded in the fates of the people, those who had initiated the movement of life and
spiritual strength. Patriarch Arsenije III Carnojevi¢ himself had constantly been
on the move. He stayed in Szentendre, Buda and Komarno the longest, but he also
spent time in Vienna, the monastery of Grabovac, Baja, Syrmia and Slavonia. He
was accompanied by ideas and people who believed. The newly founded monastery
in Szentendre, named after the monasteries Ravanica and Raca, with a small temple
dedicated to the holy apostle Luke the Evangelist, helped develop such feelings.

However, the souls of the monks who had built the church remained filled
with profound sorrow, as they were the ones who, fleeing from the Turks, had taken
the relics of the Holy Prince from his glorious foundation and laid them in a church
“made of wood”. They are shown in the painting of Paja Jovanovi¢ Migration of the
Serbs, in the second row, behind Monasterlija on horseback, walking fearfully, aware
of the uncertainty of the refugees’ walk. It seems as if, during that walk from the
magnificent monastery of Ravanica to the log cabin in Szentendre, they left their

mark on a part of the historical fate of their people, from the Battle of Kosovo to the

2 W.J. T. Mitchell, Sta slike Zele? Zivot ljubavi i slika, Faculty of Media and Communications,
Singidunum University, Belgrade 2016, 265.

2 According to: D. Davidov, Sentandreja srpske povesnice, Serbian Academy of Sciences and
Arts, Prometej, The Provincial Institute for the Protection of Cultural Monuments, Novi Sad 2011, 38.
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Great Migration. The relics of the Holy Prince symbolized to Serbian settlers what
the Ark of the Covenant had symbolized to the Israelites.?

Enclosure?¢

In the immediate vicinity of the exhibited painting Migration of the Serbs by
Paja Jovanovi¢, on a slightly elevated pedestal covered in red brocade, stands the
replica of the coffin containing relics (the golden coffin, made of wood and gilded.
Two wooden bars, used for transferring the coffin, have been installed on its sides.
At the top, removed from the middle, on a circular pedestal stands a blue ball sym-
bolizing the Endless Blue Circle. The rim is decorated with eight-pointed stars carved
out of mirror glass. Inside the replica of the coffin lie the passports for the Kingdom
of Heaven (33 numbered copies). Covers of the imaginary document show the wood-
cut depicting the figure of Prince Lazar, created during the Great Migration of 1690.
It is embossed in gold color on a light blue cover. The inner pages are pages of im-
perial privileges, barely visible. An abbreviated version of the biblical story Towards
the Promised Land is printed on the last page of the passport for the Kingdom of
Heaven. (A sketch for artistic object Kvazi kivot by the author Danilo Vuksanovic,
see image on p. 55).

To have a dialogue with the past means to constantly refine history, to make
references to remnants of a world which no longer exists. The constant movement of
paintings, as well as the act of setting them in motion, represents the migratory dy-
namics in the traces we see at the present moment. What the exhibition “Migrations
in Art - The Art of Migrations” is trying to achieve using the painting Migration
of the Serbs by Paja Jovanovig, is to shift the focus, in a creative manner, toward the
search for light within the marginalized corridors of contemporary museum ten-
dencies. Until the final turn of fluid time.

Knowing that life’s form is temporary.

# According to the Old Testament, the Ark of the Covenant was built by the people of Israel
on Mount Sinai, after fleeing Egypt.

% Enclosure to the painting Migration of the Serbs as artistic intervention (quotations,
paraphrase).



Migration of the Serbs

Narration for the movie “Migrations in Art - the Art of Migrations"

How do you go about painting Doom? The conflagrations, the vanishing is-
lands, the lightning, the walls and towers and pinnacles crumbling ever so slowly:
nice points of technique, problems of composition.

Hans Magnus Enzensberger published his first collection of poems in the
year of the death of the great Serbian painter and this poem was not included in it.
However, it was as if he was looking at him as he later wrote:

The women have left, the servants, the disciples. In the forlorn town, only
the Master remains. He looks tired. Who would have thought that he, of all people,
would look dead tired? Ochre — everything seems ochre now, shadowless, standing
still, transfixed in a kind of evil eternity, except the picture. It grows and darkens
slowly, absorbing shadows, steel-blue; livid, dull violet, caput mortuum, absorbing
demons and horsemen and massacres, until Doom is happily consummated and the
artist, for a brief moment, is, like a child, unmindfully merry...

That moment of happiness in which Paja Jovanovi¢ completed the commis-
sioned painting Migration of the Serbs would not last long; instead, his work would
be contested and he would have to mix colors again, erase and retouch. And the
deadline was agreed upon - added Enzensberger - no later than by “zadus$nice”...
(the holiday which celebrates the souls of the departed, prim. prev.).

However, until that day, the painter would sit in his atelier in Vienna, on
Maria Hilfer Strafle number 3, in the middle of the Austro-Hungarian monarchy,
with no interest whatsoever in the celebration whose fast-paced preparations were
taking place in Budapest; the construction of the magnificent Hungarian Parliament
building and the organization of the large Millennium Exhibition on the occasion
of marking one thousand years of the arrival of the Hungarians to the Carpathian
Basin. Perhaps he would admire, even envy the great canvas of the famous and al-
ready ailing Mihaly Munkacsy, “Arpad foundation of Hungarian country”, gazing
at its historical details, which he himself had often brought to life. That extraordi-
nary painting would adorn the ceremonial hall of the House of the Nation on the
banks of the river Danube and echoes of its significance would soon reach Sremski
Karlovci.

Georgije Brankovi¢, archbishop of Karlovci, metropolitan bishop and Serbian

patriarch was the leading figure of the Serbian Orthodox Church, doing everything
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in his power to protect the Serbian national and church autonomy from the aggres-
sive attempts of the Hungarian government to strip it of any meaning.

The Patriarch saw an ideal opportunity in the great exhibition in Budapest to
send a symbolic message that the southern parts of the monarchy, north of the rivers
Sava and Danube, had been inhabited by Serbs for centuries and that the historical
right to those territories did not belong solely to Hungarians.

Georgije Brankovi¢ already had in his mind the future bright image of glory
and pride when he uttered the name of Paja Jovanovi¢ before the Council Committee
in Sremski Karlovci, and shortly afterwards, a letter sealed with the Patriarchate’s
stamp was on its way to Vienna.

Paja remained loyal to his academic realism, the embellished world of bour-
geoisie, but at the same time, did not hesitate to delve into the Balkan exotics. His
teachers at the Academy of Fine Arts in Vienna had instilled in him the timeless val-
ues of classical Hellenic and Roman art, while he cherished the national mythology,
history and legends of the peoples, primarily his own, under Turkish occupation. He
was a sought-after painter among the European aristocracy, an artist of the metrop-
olis, well-educated and renowned.

The artist made the first sketches following numerous trips to the monaster-
ies of Fruska Gora and long conversations with Archimandrite and historian Ilarion
Ruvarac. It was as if the priest’s hand was placing brush strokes on the white can-
vas, creating history wrapped in his critical standpoints. Ten months later, once the
painting had finally been completed, all of its grandeur and beauty vanished in just
a few moments as the words of Patriarch Georgije Brankovi¢ started pouring out: “I
did not commission the painting to have Serbs depicted as shepherds and refugees,
we arrived armed and holding a contract in our hands. Carnojevi¢ must hold this
privilege in his hand...”.

In the painting, Patriarch Georgije Brankovi¢, painted as the leader of the
migration instead of Arsenije Carnojevi¢, looked into the distance meant to bring
salvation, while the boy leading his horse suddenly received a rifle, and the wom-
an resembling Virgin Mary with a child in her arms had her contours blended and
turned into a soldier. People and sheep gave way to scowling warriors, and a scroll
was placed in the hands of Bishop Isaija Dakovi¢ - the document issued by Emperor
Leopold I as an official invitation to Patriarch Carnojevi¢ to come to the Habsburg
monarchy with his people. The migration was no longer a coerced salvation, but the
march of welcome visitors toward brand new lives. The painter also altered the sky

above the procession, depriving it of the life it had previously had.



Without its original force and due to the lack of time, the painting never
found its place at the large exhibition in Budapest and failed to accomplish the de-
sired political goal. Beneath the remnants of dried-up colors on the painter’s palette,
heated discussions were stirred up on the Serbian political scene, in which the patri-
arch was reproached for depriving his nation of its own people.

In the meantime, the painter stood once again in front of the white canvas. He
repeated everything while listening to his own habitus, using modest brush strokes,
making faces smaller. He created a new artwork which would, in the future, survive
the commissioned resolute migration. When he sent it to Zagreb to his friend Petar
Nikoli¢, who would spend years reproducing it, he would unknowingly occupy ev-
ery corner of his people’s being, the people who would perceive this new painting as
the only true one, the only monument and cross above our heads!

That is how Migration of the Serbs went on to live its two lives: one in the cer-
emonial hall where the Synod of the Serbian Orthodox Church sits, and the other in
the National Museum of Pancevo, but also in the homes and hearts of descendants
of the exiled people.

Something will, however, bring those irreconcilable differences closer: in
both versions of the painting, behind vice-voivod Jovan Monasterlija watching the
sides of the procession on a white horse, Paja Jovanovi¢ painted the idea, the mean-
ing and the origin of the Serbian state; humble monks carrying the coffin with the
relics of holy Prince Lazar on their shoulders, a star in the middle of the endless blue
circle of Serbian migrations, our Israeli Ark of the Covenant.

There are and there always will be migrations, wrote Milos Crnjanski, as well

as births which will go on. There is no death, only migrations.

Blazo Popovié, journalist
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The Liminality of migration aesthetics.
Thoughts and reflections

Sandro Debono, art-historian
University of Malta

He paints...

With all the dirty passions of a little Jewish town

With all the exacerbated sexuality of provincial Russia
For France...

Blaise Cendrars, Portrait - Marc Chagall 1913

This excerpt from a poem dedicated to Marc Chagall written by a close friend,
the Swiss born writer and novelist Blaise Cendrars, is but a description of the quint-
essential migrant artist and his multiplicity of identities. Chagall’s Jewish town is
but the city of Vitebsk in modern day Belarus, which Cendards describes within the
remit of what was then artistically provincial Russia. This aesthetic luggage of iden-
tity, carried by the artist to Paris, is what Cendrars claims to inform Chagall’s art.

Chagall can be described as the quintessential wandering Jew, celebrated in
Anglo-Saxon literature particularly in Charles Dickens’ novels and Percy Bysshe
Shelley’s poems. The French artist Gustav Dore provides the visualisation of what
can be described as a homeless identity nurtured by the idea of homeland that was
once the promised land of Israel. Indeed, the artist himself claims to be Jewish claim-
ing that “I think that perhaps I created a few pictures that might give me the right to
call myself a Jewish painter”! This self-declaration was not always acknowledged by
all and sundry. Others describe him otherwise. Chagall is described as Russian in
the 1923 edition of the art and literary magazine Der Sturm German and French in
a 1937 postcard of the Art Institute of Chicago.? Such statements might come across

as contradictory on first impression but certainly raise questions around the artistic

1 B.Harshav (ed.), Marc Chagall - On Art and Culture, Stanford University Press 2003, 24.
2 Ibid, 22-25.



identity of migrant artists. In the case of Chagall the question beckons. Is the artist
Jewish as he rightly claims or would his artistic identity be much more informed by
his choice of home as against his homeland or place of provenance?

The work of art by Chagall that may provide the answer to this complex ques-
tion is his Self-portrait with Seven Fingers (Marc Chagall, Self-portrait with Seven
Fingers, 1912-1913, see image on p. 62) painted in Paris during his first sojourn out-
side Russian territory, away from his homeland. Chagall paints himself in a pseu-
do-cubist stylistic idiom which he had probably just come in touch within Paris.
He sports two right hands one of which has seven fingers possibly referring to the
Yiddish idiom ‘m ite alle zibn ringer’ translated as ‘with all seven fingers’ and hence
doing things well. On the easel in front of him stands his own painting To Russia,
Asses and Others (1911) which would have come across as a highly unusual painting
for French contemporary taste. By contrast, the background refers to a Russian land-
scape encapsulated within a dream cloud with a Parisian night scene visible through
the window on the left. Both Paris and Russia are inscribed in Yiddish letters above
the artist’s head which is yet again one other reference to his Jewish identity, this
time linguistic.

Chagall’s self-portrait was painted at a crucial time in his career. This was
the first encounter with Paris, then the major international centre of artistic pro-
duction or cultural metropolis. Indeed, it stands for a good example of what I shall
describe as migration aesthetics generally associated with a broad range of migra-
tion patterns from the temporary itinerant to permanent relocation. The aesthetics
of migration refers to “the various processes of becoming that are triggered by the
movement of people and peoples: experiences of transition as well as the transition
of experience itself into new modalities, new artwork, new ways of being.”> Rather
than focus on mobility and movement, migration aesthetics would instead focus on
transition and the ways and means citizenship is questioned beyond the ideals of the
nation-state.

In this essay I shall explore the dialectic between the migrant artist and place
of origin, also understood to mean home, and how this can be interpreted through
the lens of liminal theory. I choose to focus on Chagall’s Self-Portrait with Seven
Fingers as a visual case study to complement the arguments explored and the ideas

presented. Rather than focusing on a proper study of this portrait, I shall use it as

3 W. Gui, The Migrant Longing for Form: Articulating Aesthetics with Migration, Immigration,
and Movement, in: Pacific Coast Philology - Special Issue: Migration, Immigration, and Movement in
Literature and Culture, Vol. 49, No. 2, 2014, 156/160.
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visual evidence to underpin the ways and means how the aesthetic identity of mi-
grant artists is shaped and formed. A clear distinction to underpin the arguments
explored is the one between homeland, understood as place of origin, and home,
understood as the outcome of a choice of place where to transition. The ideas ex-
plored and the visual evidence which Chagall’s self-portrait can provide may serve
the purpose of a wireframe approach to explore migration aesthetics, identity and
the dialectic between the two, with migration understood within the broadest possi-

ble meaning of the word akin to displacement, be it voluntary or otherwise.

Between home and homeland

Migration is generally understood to refer to the displacement or movement
of persons from one point to another other in response to reasons that go beyond the
scope and purpose of this essay. In the Latin language, from where the etymological
roots of the word migration originates, migrare can be strictly translated to migra-
tion but could also refer to the idea of wander or to roam.* In between these two
meanings of the same word, scholarship has identified a multiplicity of typologies
of migratory movement. The classification proposed by the Anglo-German geogra-
pher Ernst Georg Ravenstein in his Laws of Migration (1885) is perhaps the source
to cite here.” Ravenstein’s classification refers to five categories of migrants. These
would include the local, the short-journey and the long journey migrants, those
migrating in stages and the temporary migrants. Within the broader remit of this
seminal classification, one can also contextualise the behaviour of the migrant art-
ist. Scholarship has identified a series of trends and patterns with reference to early
modern Europe, amongst other contexts.® Up to the middle years of the nineteenth
century, most of the artists that chose to migrate would do so voluntarily and were
generally held in high esteem in the place they chose to go to, taking pride in signing
with reference to their place of origin. In his The Lives of the Most Excellent Painters,
Sculptors, and Architects (1550), the Florentine artist and chronicler Giorgio Vasari

claims that the fame of Renaissance artist Giotto da Bondone rested very much on

4 K. Wagner, J. David & M. Klemencic, Artists and Migration: Britain, Europe and Beyond
1400-1850, Cambridge Scholar Publishing 2017, 2.

5 E.G. Ravenstein, The Laws of Migration, in: Journal of the Statistical Society of London, Vol.
48, No. 2, 1885, 167-235.

6 Wagner et. Al, supra, note 4, 17-18.



his ability to acquire social status through travel and movement.” Most were moti-
vated by a desire for a better future or to improve their artistic skills, attracted by a
new patron or the lure of a cosmopolitan cultural centre. The Late Renaissance artist
Federico Zuccari would note “the various things experienced, seen and done in his
leisure in Venice, Mantua, Milan, Pavia, Turin, and other parts...” in the title of his I
Passaggio per I'Italia (1608) which includes the many things the artist saw and visit-
ed during his travels, particularly in Northern Italy.® The drawings pertaining to his
itinerary would be thus construed as an amalgam of travel, learning and curiosity.
It is also the case that migrant artists and what they stood for in terms of stylistic
innovation were not always welcomed and celebrated. Local artists too oftentimes
did not see their input as a positive contribution. The French critic and diplomat
Roger de Piles notes, in his Abrégé de la vie des peintres (1699) considers this change
in style by local artists in response to foreign artistic influences as not always being a
happy one and oftentimes leading to ambiguous stylistic works of art whose author-
ship is also difficult to pin down.” Stylistic influences might also be acknowledged
as corruptive. Antonio Filarete’s Treatise on Architecture (1464) does state that with
regards to the Gothic style “only barbaric people could have brought it into Italy.”*
Interestingly enough, scholarship also suggests that forced migration of art-
ists was rarely the case in Early Modern Europe, even though this needs to be con-
textualised appropriately in such circumstances as the Jewish diaspora to which
Chagall belongs, albeit much later in time. In more recent times, however, global
art market pressures might be inducing a compulsory form of mobility informed
by reasons that are no less different from the ones that informed the migration pat-
terns of early modern artists. In the case of the contemporary artist, the pressure
to perform internationally and to aspire to position oneself on the global market
have become valid reasons for mobility and migration." Indeed, the reasons why
contemporary artists are becoming more mobile today, and emigration taking on
much more the role and vestiges of constant and continuous relocation, has much to

do with the geoeconomics of the global art market as movement needs to be much

7 D.Y. Kim, The Travelling Artist in the Italian Renaissance Geography, Mobility and Style
2014, 72.

8 1Ibid, 219.
9 Ibid, 238.
10 Ibid, 46.

11 E. Duester, The Politics of Migration and Mobility in the Art World - Transnational Baltic
Artistic Practices across Europe, Intellect: Bristol - Chicago 2021, 76.
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more ‘in tune’” with the circuit of international art fairs, biennales and other interna-
tional shows happening from time to time."

A pertinent question within regards to the migrant artist persona is the rela-
tionship between identity and the notion home, which could also refer to more than
one place.” Seen through the lens of the duality of home, the modern artist inhabits
two different worlds at the same time and, by consequence, becoming a transna-
tional individual. In the case of Chagall, the artist may be recognised as of Jewish,
French and Russian identity all at the same time. As Chagall moved from country
to country, following his first four-year stint in Paris to which his Self Portrait with
Seven Fingers belongs, each successive stay would have been shaped and informed by
the context which he would choose from time to time as home, alien to it at first but
closer and more in synchrony with the passing of time. Chagall’s identity would still
remain Jewish at core but increasingly morphing over time into a Jewish, French,
Russian and later American amalgam of identity." This amalgam too can be un-
packed further. Irrespective of the reasons why Chagall decided to move from one
place to another over time, his identity is negotiated with that of place and context
with every move and displacement. Who would the artist then be? Would he still
be the one leaving his place of origin or would the influences, connections and ex-
changes happening over time as he moves and connects with new places transform
or shape his identity?

Such complex evolutions of identity can also be read and understood within
the broader remit of identity constructs that define the migrant’s persona such as
language. Thanks to what is generally referred to as translingualism, the migrant
slowly but surely comes to inhabit two lingua-cultural realms, which could at first
lead to mental chaos but which would enrich the migrant’s persona over time as
he draws from both linguistic traditions to shape his thoughts and ideas.”” Much
as migrants, of which the artist is but one category out of many more, would be
pressured to define the extent and intensity of his translingualism, so too would
the idea of home have to be negotiated from the standpoint of homeland and how

the two would reconcile and inform a renewed artistic persona. Indeed, rather than

12 1bid, 2.

13 S. Debono, Futuring MUZA ... and a manifesto for European public art museums in
Interartive #93, Malta - A Culture in Transformation, 2017; available at: http://interartive.org/2017/06/
futuring-muza-sandro-debono/ [Accessed on 15.01.2022].

14 R.Doroth, The Overt and Covert Chagall, in: Studia Europea Gnesnensia, 14, 2016, 229-239.

15 N. Lvovich, Translingual Identity and Art: Marc Chagall’s Stride Through the Gate of Janus,
Critical Multilingualism Studies, Vol 3, No. 1, 2015, 117/118.



acknowledging second homelands, the artist might grow multiple roots thanks to
movement and migration that would complement those of his original homeland
and hence, the dialectic between homeland and home. This however is rather sub-
jective and my vary from case to case. Indeed, the artist’s birthplace or place of ori-
gin might still be the one with which he connects most through the lens of identity
and that would also include language. The greater the mobility however, the greater
the possibility for the artist to recognise more places as home. With regards to artis-
tic output, the migrant artist might certainly consider his practice as a way to nego-
tiate the meaning of home and where that would, could or might be.”” Chagall’s Self-
portrait with Seven Fingers illustrates this argument rather succinctly. It stands for a
good example of applied translingualism as Yiddish is used to script the two homes
to which core Jewish identity now connects, these being Russia and Paris, and which
can also be understood as standing for the two poles of his personal and artistic life
at that point in time."” It can also be read in terms of a visual form of iconographic
translingualism given the signifiers that inhabit the painting deliberately chosen by

the artist for his self-portrait.

Liminality and the migrant artist

Chagall’s portrait also stands for a good example of a transitory state of being
best described as liminality. Described also as an in-between state of being, limin-
ality is mostly grounded within cultural anthropology studies and best discussed in
the work of Arnold van Gennep (1873-1957) and Victor Turner (1920-1983). Gennep
defines liminality as a rite of passage happening in three successive stages.”” The first
concerns separation, followed by a state of in-betweeness also described as liminal,
leading to a final and third stage of aggregation. During the initial stage of sepa-
ration, the subject experiences transition away from a fixed or previous position,

going through the process of separation. The second and successive stage concerns

16 E. Duester, supra, note 11, 124.

17 E. Duester, supra, note 11, 117.

18 R. Doroth, supra, note 14, 21.

19 A.Van Gennep, The Rites of Passage - A classic study of cultural celebrations, University of
Chicago Press, 1961 edition; R. F. Spencer, Review of The Rites of Passage by Arnold van Gennep, 1961,
in: American Anthropologist, 63, 599; F. Starr, Review of Les rites de passage by Arnold Van Gennep,
in: American Journal of Sociology, Vol. 15, No. 5, 2010, 708; M. Gluckman, Les Rites de Passage, in:
Gluckman (ed.), Essays on the Ritual of Social Relations. Manchester University Press, 1962, 2.
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transition rites, also described by Van Gennep as liminal rites, as the subject moves
further away but has not yet reached the other end of the ritual journey. This middle
stage, or state of in-betweeness, implies an actual passing through the threshold in
between two phases. The third or final stage of aggregation concerns the subject’s
integration into the new position or status. In later years Victor Turner explores fur-
ther the second stage of the liminal ritual and its in-between character of the transi-
tory state which he also describes as a ‘betwixed and between’ condition.?® Turner’s
theoretical model, built on Van Gennep’s, is particularly concerned, amongst other
things, with the liminal phase as a temporary disunion from fixed social structures.
Turner describes this phase as one of separation from a previous status, marked by
seclusion happening within a time space wedged between ‘what is’ and ‘what can
or will be’. Turner also comments further about the fact that rites of passage tend
to reach their boldest expression in small, relatively stable and cyclical societies.?!
What’s more important to underpin is the fact that liminality can be a permanent
state experienced in varying grades and stages of intensity over time.*

Liminality can provide a most appropriate theoretical framework for the
study of migration and migratory transitions, including those experienced by artists
and the migration aesthetics that liminality informs. As the artist departs from the
homeland to transition to a home of choice, he is oftentimes caught betwixt and
between in a permanent state of liminality as the transition is kept in check by a
strong attachment to his homeland. By time, as the artist comes to inhabit the two
lingua-cultural realms of translingualism in its visual state, hybridity exponentially
breeds a heightened sense of creativity as the artist opens up to, absorbs from and
connects with choice of home. In doing so, however, the artist also injects new aes-

thetic perspectives into his choice of home.”? Indeed, when seen through the lens

20 V.Turne, Liminality and Communitas, in: The Ritual Process: Structure and Anti-Structure,
Chicago: Aldine Publishing 1969, 96; V. Turner, Liminal to Liminoid, in Play, Flow, and Ritual: An essay
in comparative symbology, Rice Institute Pamphlet - Rice University Studies 1974, Vol. 60, No. 3; V.
Turner, The Anthropology of Performance, PA] Publications 1987, 29; V. Turner, Liminal to Liminoid,
Play, Flow, and Ritual: An essay in comparative symbology, Rice Institute Pamphlet: Rice University
Press 1974; V. Turner, Betwixt and between: The Liminal Period in Rites of Passage, in: The Proceedings of
the American Ethnological Society: Symposium on New Approaches to the Study of Religion, Washington
Press 1964, 4-20 ; B. Thomassen, The Uses and Meanings of Liminality, in: International Political
Anthropology, Vol. 2, No. 1, 2009, 7.

21 V. Turner, The Forest of Symbols: Aspects of Ndembu Ritual. Cornell University Press 1967, 97.

22 B. Thomassen, supra, note 20, 7.

23 S.Brownlie, The Roles of Literature and the Arts in Representing the Migrant and Migration,
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of liminality, the diaspora production of the migrant artist might be richer, more
articulate and elaborate as it draws from the home towards which the artist would
have chosen to gravitate.* The language of migration aesthetics would be thus cy-
clical and exponential as the artist yields back into his chosen home the aesthetic
amalgam that is shaped and formed by his very subjective engagement with migra-
tion aesthetics. As Chagall moves from home to home, oftentimes iterating back
and forth, layers of permanent liminality continuously inform his artistic produc-
tion ranging from the iconographical to the stylistic. The self-portrait suggests the
strong impact of the Parisian aesthetic milieu and the artist’s willingness to connect
with the stylistic trends and developments happening at that point in time, includ-
ing cubism, even if his work remains aloof from the stylistic ideology behind it and
instead react to it with a very personal assemblage informed by a deep vision and an
introspective perception of the self.

The measure and extent of liminality experienced by the migrant artist also
heightens exponentially in the case of multiple transitions or rites of passage that
can connect the artist’s homeland to a multiplicity of homes as the artist transitions
from one to the other be it in a cyclical, linear or a combination of both manners. In
the case of Chagall’s portrait, the liminal qualities are even much more extraordi-
narily layered, informing an identity that is, to all intents and purposes, much more
complex that just being a Jewish, French, Russian and later American amalgam of
identity with a Jewish core. There is much to compare between the visual iconogra-
phy in Chagall’s self-portrait and the artist’s transition from a backwater to a cul-
tural metropolis. Chagall’s Jewish identity is, in itself, liminal too given that there is
practically no homeland that to connect with or at that point in time of his artistic
career. By acknowledging his identity status as being akin to that of a wandering
Jew, Chagall’s artistic persona can also be understood as being a case of betwixt and
between negotiating his Jewish homelessness with Russian space of identity. Indeed,
Chagall’s Jewish identity can also be read and understood in terms of a permanent

state of liminality.

24 N. Lvovich, supra note 15, 119.
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Interpreting the aesthetics of migration

Chagall’s Self-Portrait with Seven Fingers is an extreme case of a complex and
compounded identity narrative that is certainly not representative of mainstream
migration aesthetics. When read through the lens of mainstream museum collec-
tions development practices informed by identity and homeland, Chagall’s work
comes across as a complex amalgam of migration aesthetics not only in iconography
but also in style. There is no question that Chagall’s paintings are the desired ambi-
tion of many museums all over the world. It is their interpretation as the product of
liminal migration aesthetics that can underpin the fact that we are all migrants and,
by consequence, the aesthetic language that we increasingly relate to is much more
hybrid, cosmopolitan and certainly richer.

There are indeed conclusions to draw when examining portfolios of migrant
art through the lens of the liminal. As the artist becomes increasingly mobile, not
only physically but also virtually, liminality and the form of aesthetics that it can
breed hold potential to become norm and mainstream, contributing to art historical
frameworks that can be much more universal. There is certainly the need to align
with the aesthetic principles of the broad range of cultures that contribute to works
of art informed by migration. Most of this is happening because of greater mobility
but also because of new technologies.?

At the other end of the spectrum stand modern cultural ecologies that in-
creasingly hold a plurality of cultures and identities that collectively constitute lim-
inal ecologies in their own right. This is particularly the case of marginal zones seen
as having the potential to mediate between centres and, in doing so, foster and em-
power a richer cultural ecology.*® The Balkans do stand out as a good example of a
marginal zone, a place betwixt and between two civilisations that has all the rich-
ness of hybridity that underpins its potential to be an artistic centre in its own right.
We can take Bhabha’s notion of the third space as complementary to the concept of
marginal zones and a place where cultural borders open up to each other leading to
the creation of a new hybrid culture which blends in features and differences.?”” This

may well refer to Balkan space as one of the inherent characteristics of its liminality.

25 W. Gui,The Migrant Longing for Form: Articulating Aesthetics with Migration, Immigration,
and Movement, in: Pacific Coast Philology - Special Issue: Migration, Immigration, and Movement in
Literature and Culture, Vol. 49, No. 2, 2014, 156.

26 A. Sazkolczai, Reflexive Historical Sociology, London: Routledge 2000, 215-227.

27 N. Bhandari, Negotiating Cultural Identities in Diaspora: A Conceptual Review of Third
Space, in: Curriculum Development Journal, No. 42, 2020, 78-89.



Indeed, the Balkans are also understood and recognised as a bridge connecting
two civilisations, but the bridge can also be in itself a point of arrival, choosing the
bridge as an in-between space.?® This is concept has been, indeed, also explored in
Balkan culture studies. Milorad Pavi¢’s literary novel “Dictionary of the Khazars”
understands the Balkans as a historical, cultural and (meta)geographical area which
is to all intents and purposes a liminal frontier space.”

One can certainly conclude that there cannot be one single history of artis-
tic mobility that can decisively synthesise the complexities and nuances of so much
cross referencing, continuous overlapping and plurality of references that can be
even read from just one painting, albeit a splendidly complex and sophisticated one
for that matter.*® Chagall’s Self-Portrait with Seven Fingers is indeed a complex visual
piece of evidence of migration aesthetics. It may well be an extreme case of liminali-
ty as far as migrant art is concerned. It is but the visual clarity of this portrait which
makes a case for a better understanding of what the aesthetics of migration stand for
and what liminality can contribute towards their understanding, recognition and

interpretation.
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Three artists. Three migrants.
Three case studies.
El Greco, Le Brun, Chagall

Jelena Ognjanovi¢, curator
The Gallery of Matica Srpska

Migrations - a phenomenon as old as mankind, are still the cause of various
social crises in the 21% century. Why this is the case, the answer probably lies in the
dual nature of humans themselves, who on the one hand feel the need for improve-
ment and the urge to discover new things, and on the other, fear the unknown and
different. The migrations which have taken place over the last decade have prompted
many experts in the field of human and social sciences to further study this phe-
nomenon, while culture and art comprise an indispensable part of these studies. The
need to explain profound and often violent transformations of society lies at the very
heart of this research, but also the desire to emphasize the importance of migrations
which contribute to an overall pluralism and cultural wealth.

The names of world-renowned artists who shaped the history of art, bear wit-
ness to the constant migration of people and the fact that this phenomenon helped
form Europe and European culture. Although seldom considered from this angle,
the art and life of El Greco, Vigée Le Brun and Marc Chagall offer us an opportunity
to contemplate the intertwining of cultures, identities, the feeling of (not) belonging,
but also the political and social circumstances in which they created art. They re-
mind us that unique artistic phenomena were precisely the results of cultures cross-

ing paths and individuals migrating.



Art history provides us with numerous examples of artists who were mi-
grants, but why did we decide to assign a special place to these three? El Greco was
an artist of the Renaissance and Mannerism of the second half of the 16" and the
beginning of the 17 century. Vigée Le Brun created art under the French Monarchy
at the end of the 18" and the first half of the 19" century, whereas Marc Chagall was
a 20™ century artist of Russian-Jewish origin. The span of five centuries emphasizes
the fact that the movement of artists is a constant of every epoch, one which is some-
what inevitable. On the other hand, the reasons for their migrations were different
and thus contribute to a more diverse view of political and social circumstances on
the territory stretching from the Ottoman Empire, across Europe and all the way to
Russia. How much energy and desire for improvement and success on the European
art scene must have El Greco had, to traverse more than 5,000 kilometers of sea
and land in the 16" century? What kind of strength and courage must have driven
Vigée Le Brun to leave Paris alone with her daughter and escape the clutches of the
Revolution, thus spending 11 years in exile? And lastly, how much spirit and joy
must have Chagall had when he managed to leave extreme poverty behind and ar-
rive at the art capital of the modern world, and then cross the Atlantic Ocean fleeing
from the horrors of World War II? Their stories of life and art - their cases — are a
reflection of our aspiration to show that migrations and movements bring progress

to culture and society as a whole.

El Greco case

o Domenikos Theotokopoulos was born between 1537 and 1542 in Candia
(present-day Heraklion), Crete.

o Hesailed to Venice on a galley in the spring or summer of 1567.

o Inthe spring of 1570, he arrived in Rome and stayed there for seven years.

«  With his companion Francesco Prevoste, he sailed from Rome on a ship,
and then riding two mules, reached Toledo in 1576 or 1577, where he re-
mained for the rest of his life, until 1614.

Domenikos Theotokopoulos, who later became known as El Greco, spent
the first two decades of his life on Crete, an island which had been ruled by Venice
for three and a half centuries before he was even born. The largest island in the

Aegean Sea served as the link between the Byzantine Orthodox tradition of the
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majority population and the influences of Western European culture, which arrived
through abundant trade relations with the country to which the island belonged -
the Venetian Republic. In the land of merchants, wine, olive oil and salt, at the age
of only 22, Domenikos was already a formed art master.! Together with other icon
painters, he painted Orthodox icons of the post-Byzantine tradition, influenced by
the Italian Renaissance, which found its way through numerous graphic templates.
This synergy of cultures gave rise to the so-called Italo-Cretan art style. At the age
of twenty-five, following in the footsteps of his peers Michael Damaskinos and
Georgios Klontzas, Domenikos decided to set off for Venice. That was when the icon
depicting the Virgin Mary with Christ and scenes from their lives was created, most
likely as part of his “early work” (El Greco, The Virgin of Tenderness, second half of
the 16th ¢, see image on p. 75). At first glance, one might find the iconographic type
of the Virgin of Tenderness with Christ the Savior, who occupy the foreground, to
be a clear example of a post-Byzantine icon. However, smaller scenes surrounding
the Virgin with Christ and the Crucifixion, reveal the particularly skillful and me-
ticulous work of the artist. Through the movement of figures and drapery, as well as
the backgrounds of the scenes themselves, the icon painter brings a sense of form,
space and perspective typical of Italian Renaissance painting. The blend of East and
West is particularly visible in the scene of the Annunciation, where the artist paint-
ed St Mark’s Square and the Doge’s Palace within the space of just a few centimeters,
giving the impression that he had seen the view of Venice in person. The ease of
drawing, the way the light was treated in the painting, as well as the scientific re-
search which reveals the origin of the artwork, all support the assumption that this
might be the work of master Domenikos.? Irrespective of the authorship, the icon is
an example of the symbiosis of the two worlds - the Byzantine and the Renaissance
world, and it reflects the spirit of the time in which Domenikos Theotokopoulos de-
veloped his painting skills.

He set off for Venice in 1567, never looking back on his native island. The
galley journey, which took him past the islands of Zakynthos, Cephalonia, Corfu,
the city of Durres and along the Adriatic Sea, took more than a month, with various
adversities lurking in the background. The constant threat from the Ottomans, but

also from groups of Uskoks in the Gulf of Venice and around Istria, did not prevent

' 'W. Scipel (yp.), El Greco, Kunsthistorisches museum, Vienna 2001, 33.

2 A. Skorvan, Dve ikone dva slavna Kri¢anina, in: Zbornik Narodnog muzeja, volume XVI-2,
Belgrade 1997, 168.

3 Ibid, 163.



Domenikos from reaching the city residing on wooden pillars, where famous artists
such as Titian, Tintoretto and Veronese created art.* Even though he was not able
to watch in person these masters of the Renaissance and Mannerism as they paint-
ed, he had the opportunity to study their works in public spaces - such as churches
and palaces. Admiring Titian’s use of colors and skillfully painted scenes of nature,
Domenikos emulated his work during the early stage of his new artistic education.
The Cretan painter found himself before a difficult artistic path — he was to abandon
maniera greca, fully master maniera latina and shift from using tempera on wood
to the oil on canvas technique. It is his Venetian works that speak of Domenikos’s
identity transformation from an icon painter to a Renaissance one.” He learned how
to construct an image using volume, to create space and to capture the anatomy
of the human body, which can be seen in one of his paintings, The Last Supper (El
Greco, Last Supper, 1568, see image on p. 76). By creating a three-dimensional space,
the image still reveals the Byzantine technique of its construction through sever-
al points of view. Self-taught improvement of the linear perspective became one of
Domenikos’s principal tasks. In addition, he soon mastered a new artistic theme -
the portrait, which would provide him with a stable source of income.

Although his personal and professional motive for traveling to Venice was
relatively clear - the discovery of the Renaissance, we can only guess at the reason
for Domenikos’s departure for Rome. On the one hand, it was undoubtedly import-
ant for him to continue his education in the spirit of the Renaissance, but also to
perhaps find potential patrons, whom he had been unable to find in Venice. On the
other hand, in 1570 an uprising broke out in Crete among the people living in the
mountainous area of Sfakia, along with the impending war between the Venetian
Republic and the Ottoman Empire, which began on the island the following year.

Hence, Domenikos was yet another one to confirm the notion that all roads
lead to Rome, arriving to the Eternal city from Venice, visiting Padua, Vicenza,
Verona, Mantua, Bologna, Florence, Arezzo and Perugia on his way. We are able to
learn about his visits to Italian cities directly from Domenikos’s notes in the book
Lives of the Most Excellent Painters, Sculptors and Architects, published at that time
by Giorgio Vasari. In the said book, Domenikos boldly and insightfully described
certain artworks and their authors, which he had had the chance to see in person,

and thus left proof of his travels. The atmosphere which Domenikos came across

* F. Marias, El Greco, Life and Work — A New History, Thames and Hudson, London/New York
2013, 51.

® W. Scipel (ed.), supra, note 1, 54-55.
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in Rome at the time of his arrival was described by the French Renaissance philos-
opher and writer Michel de Montaigne: “I have always said that one of the biggest
advantages of Rome, among others, is that it is the most universal city in the world,
a place where strangeness and differences are considered least; for by its nature it is
a city pieced together out of foreigners; everyone is as if at home”.® In the autumn of
1570, when he entered Rome, Domenikos, like all other travelers, had to hand over
his luggage for examination by the Inquisition authorities, and then to stay in one
of the guest houses in a certain part of the city. Not wishing to join other displaced
communities, he found friendship and support in miniaturist Giulio Clovio. Thanks
to the letter that Clovio sent to his patron, Cardinal Alessandro Farnese, pointing
out that a young man from Candia, a disciple of Titian, and, in his opinion, a skilled
painter, had arrived to Rome, Domenikos gained access to the world of Renaissance
scholars and authors. Cardinal Farnese was the greatest patron of the arts at the
time, and his home, the Farnese Palace, was a meeting place for artists of humanism
and the Renaissance. Settling in the attic of the palace, Domenikos immersed him-
self into the direct study of the most significant works of the Renaissance housed in
the Farnese collection, as well as all other collections made available to him thanks
to the cardinal. In addition to artworks, the Palace library was another place where
his transformation into a Renaissance artist took place, aided by his knowledge of
Greek as his mother tongue. Over time, Domenikos grew into a Neoplatonic artist
- a genius, a melancholic introvert, a child of Saturn who seemed peculiar, eccentric
and lonely to the rest of the world. His behavior and some of his outbursts thus led
to his expulsion from the Farnese Palace.” Although we do not know the real rea-
sons behind his failed attempt to become the cardinal’s court painter, at that time,
after having spent two years in Rome, he decided to pursue a career as a freelance
master. He set up a workshop in the city which was already home to a large number
of freelance masters competing for clientele with sophisticated taste in art. With the
help of his companion Francesco Prevoste, who continued working with Domenikos
later in Spain, Domenikos received private commissions - portraits and smaller re-
ligious compositions intended for private devotion. He demonstrated his complete
artistic transformation from a Byzantine icon painter to a Renaissance master with
the painting Christ Driving the Money Changers from the Temple, which displayed

well-executed perspective, space, movement, bodies and drapery (El Greco, Christ

¢ F. Marias, supra note 4, 79.
7 Ibid, 92.



Driving the Money Changers from the Temple, ca. 1570-1575, see image on p. 78).
Knowing that he did not belong to the circle of Roman peers who were fond of
drawing, or to the Venetians who, on the contrary, emphasized color as the primary
element of painting, Domenikos freed his eye and hand of any constraints and fol-
lowed his own feeling when combining artistic elements. This artwork was the first
time he used gray color, which would remain the dominant color of his palette for
the rest of his life. As a sort of homage to his Italian tutors, he painted portraits of
Titian and Michelangelo, but also of his loyal friend Giulio Clovio, in the bottom
right-hand side corner.

After ten years spent on the Apennine Peninsula, Domenikos did not gain the
recognition of an Italian painter he believed he deserved, nor did he ever manage to
fit into the circle of Renaissance artists and intellectuals, even while he was in close
proximity to important figures of the Papal Court, such as Cardinal Farnese. What
exactly influenced his decision to pack his suitcases, brushes and paints, books, let-
ters of recommendation and several pieces he hoped to sell along the way or upon
arrival at his new destination - Spain, we cannot say with certainty. The fact was that
he had failed to conquer Rome, but he was ready to continue his “fight”, this time on
new territory. Setting out from Rome, he arrived by boat to the Iberian Peninsula, to
Cartagena, from where, together with Francesco Prevoste, he reached Toledo riding
a mule. He received his first official painting commission in the summer of 1577
under the name Domenico Greco, and since then he would be known by that name.
Unlike their status in Italy, painters in Spain were still considered craftsmen, so El
Greco had to prove his painting skills all over again. During the early years of his
stay, the greatest patron - the church - commissioned several works from him. From
the perspective of the Counter-Reformation, a painting was supposed to have a spe-
cific purpose in order to justify its existence, which often led to disputes between
El Greco and his clients. His position in society was precarious - perceived as a for-
eigner, with no roots, he did not belong to a particular community. His signature
in the Greek language set him apart from others and introduced him as such to the
Spanish public. Two years after moving to Spain, El Greco received a large com-
mission from then king, Philip II of Spain, to decorate the El Escorial Palace. It was
the painting The Martyrdom of Saint Maurice intended for the altar in the chapel
dedicated to this saint (El Greco, The Martyrdom of Saint Maurice, 1580-1582, see
image on p. 79). El Greco permitted himself some narrative freedom and, instead of
depicting the scene of the massacre of Maurice and his soldiers, he painted the scene
of martyrdom in the background, while placing the figures of soldiers in modern

uniforms in the foreground. Creating a painting of remarkable artistic qualities, of
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particular spirit, hitherto unseen in Spain and beyond, El Greco poured all his artis-
tic energy into this work. He presented the idea to the observer indirectly, through
a signature on a board held by a snake, a symbol of wisdom, in its mouth. However,
the church hierarchy found the painting unsuitable for the intended purpose, as it
lacked a specific narrative and decorum. Philip IT himself was impressed by artistic
prowess, which was confirmed by the large amount of money paid to the painter,
yet he was forced to concur with the Church representatives. After that, El Greco
never received another commission from the court.® Although he never succeeded
in becoming a court painter, El Greco eventually found his place as a freelance art-
ist among the wealthy clientele of Madrid and Toledo. After several years of finan-
cial struggles, he set up his own workshop, followed by an altar-making workshop,
thanks to which he was finally able to create his greatest accomplishments, such as
the famous painting The Burial of the Count Orgaz. He acquired the status of “citi-
zen” only in 1589.

El Greco represents an interesting “case” of a post-Byzantine icon painter,
who, thanks to his travels around Europe, created a specific artistic expression, with-
out compromising his Greek identity. He initially mastered the perspective, only to
neglect the construction of space altogether in his late works.” He studied color by
observing the works of the greatest Venetian masters, and later interpreted it in rela-
tion between light and shadow, thus creating expressive emotionally-charged com-
positions. He believed that his task as an artist was not to depict the material world,
but to build a bridge between what our eyes could and could not see. It was also one
of the basic principles of Byzantine icon painting. Today, we can say that El Greco
was the forerunner of the artists who would admire his work several centuries later,

such as Van Gogh, Gauguin and Matisse.

Le Brun case

« Elisabeth Louise Vigée Le Brun was born on April 16 1755 in Paris, under
the rule of Louis XV.

o At the height of the French Revolution, in the autumn of 1789, she fled Paris
in a coach with her daughter Jeanne-Julie-Louise, while her husband Jean-

Baptiste Pierre Le Brun remained in the French capital.

8 Ibid, 148.
® W. Scipel (yp.), supra note 1, 19.



o  She spent nearly three years in Italy - in Rome, Naples, Florence, Turin...

e Unable to return to Paris, she went to Vienna in 1792.

o In July 1795, she arrived to Russia which, in her own words, became her
second home.

o  She returned to Paris in 1802, and soon after went to spend another two
years in England and Switzerland.

o She died in 1842 in Paris, at the age of 86. At the time, France was ruled by
the second to last king, Louis Philippe.

Elisabeth Louise Vigée was born into a family of artists. Her father, Louis
Vigée, was a renowned portraitist of high society, who noticed his daughter’s tal-
ent and introduced her to artistic creation. After her father’s death, Vigée continued
her artistic education in private drawing and painting schools, since women were
not permitted to attend courses at the Royal Academy of Painting and Sculpture.
Unlike her male counterparts, she had to limit the theme of her work to portraits.
Nevertheless, her position in society enabled her to visit and see some of the most
important galleries and collections of the time, including the Luxembourg Palace
and the Royal Palace. Growing up into a skilled painter with a beautiful face, be-
fore her twentieth birthday, her home had already become an atelier frequented by
aristocracy. She owed such reputation to her father, who had strong connections in
the world of aristocracy, but also to her acquaintances with painters Jean-Baptiste
Greuze, Hubert Robert and Joseph Vernet. However, unlike them, uninterested in
the ideas of the Enlightenment, she opted for conservative aesthetic and political
views. Her painting skills in the form of an appealing and idealized portrait pleased
high society, but not the artistic circles which were unaccepting of her, until 1774
when, having encountered numerous obstacles along the way, she became a member
of the Academy of Saint-Luc, an art institution close to the Royal Academy. Thanks
to numerous commissions and clients, she earned substantial amounts of money
which, according to the laws of the Old Regime, did not technically belong to her,
but to her stepfather. She believed that marrying Jean-Baptiste Pierre Le Brun, a re-
nowned art dealer, would bring her prospects of a brighter future. That assumption
soon turned out to be wrong because, despite the collection of Italian masters that
Vigée had at her disposal to study and copy, Le Brun was the one managing her
large earnings. In 1780, her only daughter Jeanne-Julie-Louise was born and for a
period of time, became the center of all her feelings and her artistic world. She was

depicted in all of Vigée Le Brun’s paintings, alone or in her mother’s arms, such
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as self-portrait with her daughter from 1786 or 1789 (Elisabeth L. Vigée Le Brun,
Madame Vigée-Le Brun with her Daughter, Jeanne-Lucie, called Julie, 1789, see image
on p. 81). Bringing the joy of motherhood into self-portraits, she did not miss the
opportunity to highlight her own beauty. She continued to paint this motif through
portraits of other women, creating an iconographic reminder of images of the Virgin
Mary with Christ, in a time of religious skepticism. Her good reputation led the roy-
al family to hire her. Her first portrait of Marie Antoinette from 1778 paved the way
for friendship with the queen and earned her the title of official portraitist. Thanks
to the queen, in 1783 Vigée Le Brun became a member of the Royal Academy. Over
the years, she painted a large number of formal and informal portraits of Marie
Antoinette, through which she depicted her as a sensitive woman of quiet but con-
fident authority and dignity. However, the joie de vivre was soon disrupted by polit-
ical crisis in the monarchy, which escalated into the French Revolution in 1789. On
the evening of October 6", 1789, while the mob was charging at Versailles, Vigée Le
Brun, aware of her affiliations with the royal family, decided to leave Paris in a mail
coach with her nine-year-old daughter and her governess. In addition to the fear she
felt as she fled, naive and unprepared for the harsh world of the late 18" century, she
left with no money - all she had was twenty francs because her husband had squan-

dered more than a million francs she had earned over the years, on gambling.

“My brother and my husband escorted me as far as this gate without leaving the door
of the coach for a moment; but the suburb that I was so frightened of was perfectly
quiet. All its inhabitants, the workmen and the rest, had been to Versailles after the
royal family, and fatigue kept them all in bed.”

I cannot describe the emotions I felt in passing over the Beauvoisin Bridge. Then only
did I breathe freely. I had left France behind, that France which nevertheless was the
land of my birth, and which I reproached myself for quitting with so much satisfac-
tion. The sight of the mountains, however, distracted me from all my sad thoughts. I
had never seen high mountains before.”"!

The sublime and romantic feeling she experienced crossing the Alps, bol-
stered by her affection for the literary work of the romantic Jean-Jacques Rousseau,
helped her recover from the depression of exile and regain her natural optimism.

She regarded the departure to Italy as the next step in her professional development,

12 V. Le Brun, Memoirs (reprint of the original edition from 1835), Dodo Press, Milton Keynes
2010, 55.
U Tbid, 56.



undertaken by many painters before her. On her way to Rome, she spent a few days
in Turin, a hub for French emigrants and counter-revolutionaries, and then in
Parma, Modena, Bologna and Florence, where she joyfully visited galleries like the

one in Palazzo Pitti or Uffizi. She reached Rome in November 1789.

“The pleasure of living in Rome was the only thing that consoled me for having left
my country, my family, and so many friends I loved. My work did not deprive me of
the daily diversion of going about the city and its surroundings.'?

Rome was full of French refugees, whom I knew for the greater part, and with whom
I soon made friends. The arrival to Rome of so many people bringing so much news
made me undergo different emotions every day.”?

Vigée Le Brun’s state of mind and body is best reflected in Self-Portrait in
Traveling Costume which dates back to the first few months of her exile (Elisabeth
L. Vigée Le Brun, Self-Portrait in Traveling Costume, 1789-1790, see image on p. 83).
Undoubtedly portraying herself as younger than she actually was, wearing the sim-
ple attire of a traveler, she deceived the observer into thinking that it was an image
of sweet melancholy. However, this pastel work shows the moment of her transfor-
mation - a painful experience, but the joy of adventure as well. It serves as proof that
art can capture unpredictable fates and reconstruct the ever-flattering “perception
of oneself”.

Vigée Le Brun attempted to resume in Italy a life similar to the one she had
led in pre-revolutionary Paris. Thanks to her contacts and connections, she kept on
receiving numerous commissions, and in her spare time she visited the sights of
Rome, galleries, museums and, of course, admired the works of the Renaissance
masters, Michelangelo and Raphael. She drew the picturesque eternal city in her
pastel sketches and drawings, believing that no artist could spend time in Rome
without feeling the urge to pick up his paints and brushes. After eight months, she
decided to leave Rome and go to Naples, primarily in search of new clients. That is
where she met the then British Ambassador William Hamilton, a prominent anti-
quarian and archaeologist, who hired her to paint several portraits of his mistress
and later his wife, Emily Hart, or Lady Hamilton." For Vigée Le Brun, her sojourn

in Italy turned into a grand tour because over the course of three years she visited

2 Ibid, 58.
3 Ibid, 62.

' G. May, Elisabeth Vigée Le Brun : the Odyssey of an Artist in an Age of Revolution, Michigan
2005, 90.

204



205

Turin, Rome, Naples, Spoleto, Florence, Siena, Parma, Venice, Verona and Milan.
Although she was respected and held in high esteem in Italy, she decided to return
to Paris, nevertheless. When she reached Turin, she could not believe the scene she

saw on entering the city:

“Great heavens! What did I behold! Streets, squares, were all filled with men and
women of all ages who had fled from French towns and come to Turin in search of a
home. They were coming in by thousands, and the sight broke my heart.”

Moreover, in 1792, the entire property of the Le Brun family was confiscated,
and as an emigrant, she lost her citizenship. Her husband Le Brun had to divorce
her later in order to have a portion of his property returned to him. These events de-
terred Vigée and her daughter from returning to Paris, and their exile continued in
the direction of the Habsburg Monarchy. As a portraitist of Marie Antoinette, Vigée
Le Brun received a warm welcome in Vienna. She was immediately accepted into
the most exclusive salons, as well as by people in high places, and her life seemed
to continue, reminiscent of her life in Paris. The fact that the Viennese aristocra-
cy, whether of Austrian, Hungarian, Russian or Polish origin, spoke fluent French,
thereby cultivating court etiquette, made Le Brun feel at home.'® The acquaintance
with the Russian ambassador, Count Andrey Razumovsky, prompted her to consid-
er the possibility of moving to the Russian Empire after two and a half years spent

in Vienna.

“Not thinking of leaving Austria before I could safely return to France, the Russian
Ambassador and some of his compatriots urged me strongly to go to St. Petersburg,
where, they assured me, the Empress would be pleased to see me. Everything that
Prince de Ligne had told me about Catherine II inspired me with an irrepressible de-
sire to get a glance at that potentate. Moreover, I reasoned correctly that even a short
stay in Russia would complete the fortune I had decided to make before resuming

residence in Paris. So, I made up my mind to go.””

She reached St. Petersburg in the summer of 1795. A century earlier, the city
had become the Russian imperial capital, shaped by the ideas of Peter the Great about
a modern metropolis and a “window to Europe”. Moreover, Empress Catherine the

Great championed arts and turned the city into a mecca of culture, a counterpart

5 V. Lebrun, supra, note 10, 76.
' G. May, supra, note 14, 114.
17 V. Lebrun, supra, note 10, 80.



to Vienna and Paris. That is why Vigée Le Brun felt the charms of the seemingly
familiar city architecture and atmosphere in St. Petersburg. However, she was faced
with a new challenge - the one of earning a social reputation and attracting new
clientele. Her artistic prowess certainly came in handy, as did her ability to use her
charm and manners in order to stand out among her French peers who, like her,
were asylum seekers. Many among them did everything in their power to discredit
her. Such a hostile atmosphere in artistic circles towards a female painter in a male
world was something she was familiar and found ways to cope with. Only a year
spent in the Russian capital and her ties with the aristocracy led her to Catherine the
Great and the commission of her portrait, which, however, never became more than
a sketch as the Russian Empress passed away. She enjoyed patronage by aristocrats
and received numerous commissions from rich Russians, which provided her with
a large income. In 1800, she was awarded honorary membership in the Imperial
Academy of Arts.'® At the reception ceremony, the diploma was presented to her
by Count Alexander Stroganov, chairman of the Academy, whose wife and son she
would soon after depict in the portrait Portrait of the Countess Stroganov with her
Son Alexander (Elisabeth L. Vigée Le Brun, Portrait of the Countess Stroganov with
her Son Alexander, ca. 1800, see image on p. 85). This piece, like other similar ones,
demonstrates her superior skill of using the portrait as a means of expressing the
female and child’s beauty and adding the necessary emotional charge. Like Madame
Vigée-Le Brun with her Daughter, Jeanne-Lucie, called Julie, this painting is also rem-
iniscent of compositions of the Virgin Mary with Christ, in terms of iconography,
invoking the timeless premises of motherhood and innocence. Urszula Zamoyska
Mniszech, niece of the Polish King (Stanislaw Poniatowski), came to the painter’s
aid on several occasions and the two forged a close bond during Le Brun’s stay in
Russia. Their friendship led to the creation of a portrait of her daughter Elisabetha
Isabella Mniszech, with a dog, painted in 1797. The adorable portrait of the girl bears
witness to the painter’s ability to masterfully depict not only the face, but also the
character of the portrayed. This gentle scene captures bliss, the dog’s serenity in the
child’s arms and the girl’s play with her favorite pet. Such portraits of children dis-
tinguished Vigée Le Brun from her male counterparts as an artist capable of subtly
depicting children’s psychology® (Elisabeth L. Vigée Le Brun, Elisabetha Isabella
Mniszech, 1797, see image on p. 86).

'8 G. May, supra, note 14, 140.

1 J. Baillio, K. Baetjer, P. Lang, Vigée Le Brun, The Metropolitan Museum of Art, New York,
2016, 26.
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While Vigée Le Brun was building her reputation in Russia, her husband was
trying to get her citizenship back in Paris and have her name erased from the list
of emigrants. Thanks to a petition and the support of numerous friends - artists,
writers and intellectuals, but also friends of Joséphine Bonaparte - on June 5% 1800,
Vigée Le Brun officially became a French citizen again. She spent another year in St.
Petersburg and Moscow, before returning to her native city of Paris via Prussia in
early 1802.

“I will not attempt to describe my feelings at setting foot on the soil of France, from
which I'had been absent for twelve years. I was stirred by terror, grief and joy in turn.
I mourned the friends who had died on the scaffold; but I was to see those again who
still lived. This France, that I was entering once more, had been the scene of horrible
crimes. But this France was my country!”

After her return and short stay in Paris, she spent some time in England and
Switzerland, only to permanently settle in the French capital in 1808.

In her Memoirs published in 1835, Vigée Le Brun used words to paint a ro-
mantic image of the time and society in which she had lived, both in France and in
exile. Depicting her life as an embellished reality made the speed and the success
of her artistic and social accomplishments seem unreal. One cannot deny her mas-
tery of painting and the reputation she had had under the “old regime” in France.
However, the “images” of a migrant always precede the migrant and the migrant’s
initial encounter with the country to which he or she has arrived. Vigée Le Brun
was not spared of such an “image” in the form of stereotypes, prejudice, a particular
classification and pattern of recognition . That is why other artists and society in
general often inflicted malicious and offensive remarks on her. On the one hand,
the reason lies in the fact that she was a woman, and on the other, in her political
and social orientation and affiliations with the French monarchy.? One might be-
lieve that the Italian, Austrian and Russian societies extended their hospitality only
insofar as they considered it enough for her not to overstay her welcome. Perhaps
they cared about her only as a person who created their idealized image, but not as a
person who had found herself in a foreign country.

From the perspective of art history, her style and method of painting did not

gain serious momentum in those countries where she had spent longer periods of

20 V. Lebrun, supra, note 10, 163.
21 J. Baillio, K. Baetjer, P. Lang, supra, note 19, 55.



time, but her work certainly did influence the formation of a different perception,
reputation and position of female artists in the aristocratic societies of Italy, the

Habsburg Monarchy and the Russian Empire.

Chagall case

o Marc Zakharovich Chagall was born on July 7" 1887 in Vitebsk, Tsarist
Russia.

o From 1907 to 1910, he was educated in St. Petersburg.

o  After leaving St. Petersburg and traveling for four days, he arrived to Paris
where he stayed for five years, until World War I broke out.

«  From 1914 to 1920, he lived in St. Petersburg again, followed by two years in
Moscow, between 1920 and 1922.

o In 1922, he left the Soviet Union for good. Paris became his new home.

« Prodded by World War II, in 1941, he left France for the United States.

o Hereturned to France in 1948. He spent the rest of his life in Saint-Paul-de-

Vence, a small town near Nice.

Marc Chagall was the eldest child in a poor Jewish family from Vitebsk. In
the late 19™ century, Vitebsk was still a small town in the Russian Empire, located
at the confluence of two rivers, the Western Dvina and the Vitba. Its economy was
already booming, but despite the construction of a railway station, small industries
and a river port, the town’s features still resembled those of a village. While its many
churches gave it a more urban appearance, most of the houses were made of wood
and the streets were unpaved, thus becoming frozen in winter and flooded in spring.
Jews, as one half of its sixty thousand inhabitants, and Orthodox Russians, as the
other, lived separate lives, without any contact or conflict. The Jewish population
had their movement in cities restricted by anti-Semitic Russia, as well as their edu-
cation and many other rights.

Despite the overall social circumstances, Chagall managed to persuade his
mother to enroll him in a private school of drawing and painting with the artist Pen
in Vitebsk. Soon, the young Chagall was no longer content with the laborious copy-

122

ing methods employed at Pen’s school??, and in 1907, rebelling against any kind of

tuition, he decided to go to St. Petersburg.

2 M. Guerman, S. Forestier, Marc Chagall, London/New York 2004, 12.
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“Armed with my twenty-seven rubles, the only ones I received from my father in my
life, I disappear, still rosy-cheeked and curly-haired, to St. Petersburg, accompanied
by my friends. The die is cast.

But in order to live in Petersburg, one needs not only money, but also a special per-
mit. I am an Israelite. And the Czar had set aside a certain residential zone in which
Jews were obliged to stay.

From a tradesman, my father obtained a provisional certificate as though I had been
commissioned to go and fetch certain merchandise for him.

»23

I left for a new life in that city.

St. Petersburg was the intellectual and artistic hub of Tsarist Russia, a city
which, throughout its history, had always been open toward Western Europe. Those
three years which Chagall spent there were an odd mixture of poverty, humiliation,

but also rapid artistic progress.**

“My means did not permit me to rent a room; I was forced to content myself with

nooks and alcoves. I didn’t even have a bed to myself. I had to share it with a

workingman.”?

He was admitted to the Drawing School at the Imperial Society for the
Encouragement of the Arts, but this kind of artistic teaching, only slightly different
from the one provided by Pen, disappointed him and seemed like a waste of time.
However, those two years spent in school brought him encounters with his patrons
and benefactors - attorney Goldberg and a member of the Duma, Maxim Vinaver.
Thanks to them, Chagall was able to find his way into the circles of Jewish intellec-
tuals of St. Petersburg and to the private art school of Elizaveta Zvantseva, where
French-educated Léon Bakst was one of the teachers.?® Chagall had at last found the
other reality he was aspiring to, the one he carried inside him and which he present-
ed in his painting. The freedom provided by Bakst’s teaching allowed him to develop
his artistic expression over time, to grasp the concept of color in space and to create
his own style. Although aware of the broadness and fervent vigor of the Russian

avant-garde which was at its initial stage at the time, the young painter still wanted

2 M. Chagall, Moj zivot, Belgrade 1999, 67-68.

2 M. Guerman, S. Forestier, supra, note 22, 27.

# M. Chagall, supra, note 23, 84.

% M. Guerman, S. Forestier, supra, note 22, 15.



to preserve his distinctive expression. French modern art, which he read about in

the magazine Golden Fleece, seemed to have had more influence on him

“I am very happy with all of you. But... have you heard of traditions, of Aix, of the
painter with severed ear, of cubes, of squares, of Paris?

To tell the truth, I cannot say for sure that I was swept up by a spontaneous urge to
go to Paris. I didn’t have that feeling when I went from Vitebsk to Petersburg either. I
just knew I had to go. I could hardly determine what I really wanted. It would sound
too “provincial” if I had confessed it openly. Enamored of wandering, I still dreamed
of being satisfied with a much smaller cage.

Was I to stay in Russia? Back there, still a boy, at every step I felt — or rather, people
made me feel - that I was a Jew. And I thought to myself: it must be because I'm
Jewish and I have no homeland. Paris! No word sounded sweeter to me.?”

In 1910, after he had selected two pictures, Vinaver guaranteed me a monthly subsidy
that would permit me to live in Paris. I set out. Four days later, I arrived in Paris.
Only the great distance that separates Paris from my native town prevented me from
returning to it immediately or at least after a week or a month. I even wanted to in-
vent some sort of holiday as an excuse to go home. The Louvre put an end to all those
hesitations.”*

In Paris, Chagall settled into the famous artistic community of La Ruch,
which hosted a great many ateliers and where he soon encountered many of his
compatriots: Jacques Lipchitz, Ossip Zadkine, Alexander Archipenko and Chaim
Soutine. During his first months in the French capital, he came to the realization

that Russian art was at odds with contemporary art.

“Here, in the Louvre, before the canvases of Manet, Millet, Pissarro and others, I
understood why I could not ally myself with Russia and Russian art. Why my very
speech is foreign to them. Why they do not trust me. Why artists circles ignored me.
Why, in Russia, I am only the fifth wheel. And why everything I do seems eccentric
to them and everything they do seems superfluous to me. I cannot speak about that.
I'love Russia.”

He had no desire whatsoever to renounce his Russian heritage and roots. A

difficult task stood before him - to articulate his Jewish-Russian culture and the

¥ M. Chagall, supra, note 23, 106.
2 Ibid, 97.
2 Ibid, 102.
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modernism he came across in Paris.*® As a migrant painter, he attempted to blend
into the French environment, but also to create his own art and demonstrate origi-
nality. He owed the geometric frame of his paintings and elements of plastic expres-
sion to Cézanne and the Cubists, but his individuality resisted all theoretical bound-
aries, as shown by pieces such as Outskirts of Vitebsk and Rain (Marc Zakharovich
Chagall, Outskirts of Vitebsk. A sketch for the painting, 1914, see image on p. 90;
Marc Zakharovich Chagall, Rain. A sketch for the eponymous painting, 1911, see im-
age on p. 91). It goes without saying that Cubism provided Chagall with a founda-
tion on which he was able to base and express his inner experience through spatial
structure, but his credo remained linked to the Byzantine tradition, which had al-
ways favored symbols and meaning over representation and imitation. Chagall nev-
er wished to be labeled as a Russian, Jewish or Parisian artist. He simply wanted
to be on par with the greatest, creating art in which his roots represented an auto-
biographical element of sorts. His native Vitebsk and Paris inspired the painter’s
dreams and paintings, but were never the theme. The theme was a complex painting
composite in which intimate memories, cubist techniques, collages of images and

the composition construction process are intertwined.*

“Art seems to me to be above all a state of soul. All souls are sacred, the soul of all the
bipeds in every quarter of the globe. Only the upright heart that has its own logic and
its own reason is free.”*

After four years spent in Paris socializing with artists, writers, critics, pa-
trons, among them Guillaume Apollinaire, he was able to organize his first solo ex-
hibition in Berlin. This artistic ascent was soon interrupted by World War I, which
took him back to Vitebsk. Thus, the short visit to his home country turned into eight
years spent in Russia, where instead of on the battle front, he completed his military
service in an office in St. Petersburg. Bella Rosenfeld - the object of his affection

whom he missed greatly - was in Russia as well, and they got married in 1915.

“Each setback to the Army was an excuse for its chief, the Grand Duke Nicholas
Nicolaevitch, to blame the Jews. ,,Get them all out in twenty-four hours. Or have
them shot. Or both at once!” The army advanced, and as they advanced, the Jewish
population retreated, abandoning towns and villages. Seized with panic, soldiers

3 M. Viculin, J. Foray, Chagall - Pria nad pri¢ama, Galerija Klovicevi dvori, Zagreb

2007/2008, 25.
3 Ibid, 29.
2 M. Chagall, supra, note 23, 115.



break car windows, take the demolished trains by assault and, piling in like herrings,
rush towards the cities, towards the capital. Freedom roared in their mouths. Oaths
hissed. I don’t stay either. I desert my office, inkwell and all the records. Good-bye! 1,
too, along with the others, quit the front. Freedom and the end of the war. Freedom.
Freedom for all. The February Revolution breaks out.”*

The Russian Revolution had a large number of Jews among its leaders - Leon
Trotsky as the most prominent, which finally put an end to decades of anti-Sem-
itism in Russia. It also brought hopes of a restored dignity to Chagall, as well as
the possibility of realizing his full potential as an artist. Anatoly Lunacharsky, the
newly-elected minister of education and an acquaintance of Chagall’s from Paris,
offered him the position of commissioner for art in Vitebsk, which the artist glad-
ly accepted. Art as a principle of individual development and means of social pro-
motion found its most determined representative in Chagall. He set up the first art
institutions in Vitebsk - museums, academies, ateliers - and paved the way for the
“revolution of the soul” which he sought to provoke in each of his compatriots. As
the chairman of the Academy of Arts, he managed to bring already well-known art-
ists such as El Lissitzky and Kazimir Malevich to the small town that Vitebsk was at
the time. However, Chagall’s educational principles and the nature of his art would
soon become outdated for the majority of professors and students of the Academy.
Malevich contemptuously accused him of naturalism, which was one of the reasons
why Chagall left Vitebsk in 1919 and moved to Moscow.

“I won’t be surprised if, after I have been absent a long time, my town obliterates all
traces of me and forgets the man who, laying aside his own paint brushes, worried,
suffered and took the trouble to implant art there, who dreamed of making ordinary
houses into museums and the average citizen into a creator.

And I understood then that no man is a prophet in his own country.
I went to Moscow.”**
In Moscow, he got back in touch with a group of Jewish intellectuals and re-

discovered Jewish culture through theater. The encounter with Alexis Granowsky,
the director of the Chamber Theater, gave him an opportunity to try his hand at set

3 Ibid, 134 -135.
3 Ibid, 147.
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designing and to experiment in architectural space. However, the meagre income

and poverty which struck his young family forced him into exile.

“Nevertheless, we slept and dreamed. On awakening my wife urged me: “Go and
look at the baby. Is there much snow in her bed? Cover her mouth!” No money. We
didn’t need any - there was nothing to buy.

Smiles crease my face and the black Soviet bread I put in my mouth seems to burden
»35

my heart.

The means of support provided to artists by the Soviet state were allocat-
ed according to how purposeful their work was, hence Chagall ended up the very
last ranked, since the list was managed by Malevich. From that moment onwards,
Chagall never again acknowledged Russia as his own and decided to leave for good
in 1922. It was as if the bitter experience of a man torn from his own country was
the only way for his fate as an artist to be realized.** All that remained were faithful
childhood memories, which he put on paper in his autobiography My Life, like an
ode or a lament for the time spent in Russia.

Chagall ultimately settled in Paris in 1923. The years went on and, surrounded
by friends, artists and critics, he became what he had always wanted - a recognized
and renowned artist, thus financially secure. His art, however, still seemed atypical,
even marginal in relation to the French and European art scene, as evidenced by his
piece A Peasant and a Cow from 1926-1927 (Marc Zakharovich Chagall, A Peasant
and a Cow, 1926-1927, see image on p. 93). It was as if Chagall was dipping the tip
of his brush into cubism, expressionism, fauvism, but was, in fact, creating his own
logic of the painting and its meaning.

The prosperous life he led in France provided him with an opportunity to
travel with his family to Switzerland, Palestine, Syria, Egypt, the Netherlands,
Spain, Italy, to have solo exhibitions in Paris and Basel, and to receive commissions
to illustrate works such as Gogol’s Dead Souls, La Fontaine’s Fables and the Bible.
Naturally, with success and recognition, came French citizenship, granted by the
state in 1937. However, Chagall’s Parisian life was interrupted by World War II. His
trip to Warsaw in 1935 was the first time he felt the threat the Jewish people were
exposed to. Two years later, his works were displayed together with other modern-

ists at an exhibition organized by the Nazi party, called Degenerate Art, and then

% Ibid, 160-161.

* M. Guerman, S. Forestier, supra, note 22, 24.



confiscated. This time, migration was a choice between life and death. The anti-Se-
mitic laws of Vichy France in 1941 forced him once more into exile, this time to
the United States. He departed for New York by boat, from the port of Marseille,
carrying with him the most precious luggage, his paintings. His vision of the New
World was somewhat blurred by nostalgia for the lost world.*” America would brief-
ly become his new home, but unfortunately also the place where his beloved wife
Bella would breathe her last.

Several years after the war had ended, he permanently returned to France
and in 1950 settled in a small town near Nice - Saint-Paul-de-Vence. The late years
of his professional career were marked by major solo exhibitions, commissions for
mosaics and murals of relevant institutions spanning from Jerusalem to New York,
and the opening of the Marc Chagall National Museum of the Biblical Message in
Nice in 1973. In the same year, just one month earlier, Chagall would visit Russia
for the first time in more than fifty years, at the invitation of the Soviet Ministry
of Culture, on the occasion of his exhibition at the Tretyakov Gallery in Moscow,
which displayed works from its collection.

»Neither Imperial Russia, nor the Russia of the Soviets needs me. They don’t
understand me. I am a stranger to them.”®, said Chagall in 1922. That was why the
exhibition in 1973 and the official invitation, without which he would have never
gone back, meant that his native country had finally embraced and recognized him.

,»1 shall lie down near you. And perhaps Europe will love me and, with her,
my Russia” — were the final lines of his book My Life from 1922 and a prophecy that,

even today, mankind would admire his work.*

What do the descriptions of the lives and opus of El Greco, Vigée Le Brun and
Marc Chagall actually tell us today? These three cases are not just tales of art, chang-
ing style, influences on art movements and the course of art history. They are tales
about national, gender and religious identities, the ways of traveling and moving,
about hopes, acceptance and the lack thereof, about societies and their (in)flexibility,

but also about one’s willingness to change oneself and the world around oneself.

¥ M. Viculin, ]. Foray, supra, note 30, 65.
*# M. Chagall, supra, note 23, 176.
% Ibid, 178.
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Each of these artists, like many others throughout history, were faced with the same
challenges of life as the 21 century migrant. Regardless of the fact that the progress
of civilization brought the development of transport and communications, the feel-
ing remains the same - fear, uncertainty, danger. But of what? Of Other, more than
anything else. Migrations in art and the art of migrations provide us with a space
where we are able to look back at the past as we contemplate the present and act
for the sake of the future. Indeed, aware of modern-time migrations, through these
three stories, we ponder on the individual as a human being and his position in the
society from which and to which he comes. And lastly, we come to the realization

that human migration, as shown by the history of the world, represents our constant

search of a better life.
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Migrations - What can art do?

Luka Kuli¢, curator - artist
The Gallery of Matica Srpska

The world is changing. This is nothing new, although we occasionally feel the
need to highlight the fact as a sort of newly acquired awareness of the circumstances
of our reality. In addition to massive social and political shifts, the 21 century has
been marked by the considerable expansion of the Internet and countless Internet
resources, thus making the entire world (of information) available. It is the use of
Internet resources and information that takes the credit for shaping individual and
social awareness today. The current European and global migrant crisis is a con-
sequence of numerous wars, turbulent social and economic changes, whose scope
and impact have been significantly increased by the influence of mass electronic
media. We have never before been faced with such an immense amount of informa-
tion and misinformation which affect our perception of reality and whose presence
and influence have become an integral part of the acceleration of social evolution.
Acceleration implies constant changes which consequently create a volatility of
opinions and standpoints, both of individuals and of larger social groups. Volatility
and frequent changes of information and perspectives have paved the way for the
ubiquity of doubt. It is becoming increasingly difficult for an individual, bombarded
with new, often contradictory information on a daily basis, to determine its credi-
bility and to take a firm and reasoned stand on a certain issue. In societies where
doubt is used every day as a manipulation tool, and which are constantly burdened

with fear induced on multiple levels, information is accepted on the basis of trust



rather than arguments and verification of authenticity. Paranoia becomes normal-
ized, whereas critical thinking and credibility of information become a hindrance.
It is rather paradoxical that in this day and age, when it is widely known that elec-
tronic media resort to manipulation, it can have such a powerful effect. Paradoxical
might just be the word which most accurately describes the migrant crisis. Europe,
both as a Union and as a territory, recognizes and celebrates social, cultural and his-
torical diversity as its fundamental value. The history of Europe has been marked by
a great many social changes (migrations) which have led to present-day reality. The
history of Europe is the history of global migrations. There is virtually no continent
or corner of the world from which people have not migrated to Europe. The reasons
are numerous, but the cause remains the same - the search for a better life. Aren’t we
all entitled to wish for something better? What are justified reasons for migration?
When does it become acceptable? Who can determine that?

The problematic attitude (of society) towards the phenomenon of migrations
creates a wide array of misconceptions and points of view, served to societies sus-
ceptible to manipulation as a consequence of the cacophony of information. One
of the main issues is the ambiguous delineation of what constitutes reasons for mi-
gration, as well as which groups we can call migrants. Many people are considered
migrants in one way or another, on a micro or macro level. We swap cities, countries
and continents, searching for better education, jobs, climate and general living con-
ditions, forming partnerships and families along the way, exploring new territories,
cultures and nations, out of curiosity or boredom, fleeing from danger, corrupt so-
ciety or war. All of the reasons for relocation are equally justified, not just certain
among them. Fears are understandable; however, this does not make them justified.
People fear the unknown, but they also fear the slightest of changes. The settlement
of new people of different faiths, nations, cultures, habits and customs, needs and
desires, opinions and attitudes, will necessarily lead to changes in society. Changes,
however, are inevitable, and even societies unhampered by mass immigration are
subject to them. The general fear of any kind of change is pointless. Despite our
understanding of the origins of such fear, the lack of empathy is alarming. Empathy
must not hinge upon specific circumstances, it must be universal and related to hu-
mans as beings, and not to a situation or a member of a particular social group, on
any grounds. The labeling of all individuals as “migrants”, depersonalizes and eras-
es individual destinies and blends them into a common storyline, typically used for

the purpose of creating a negative image.
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What can (contemporary) art do for society, particularly with regard to the
phenomenon of migrations? What is the role of art in that sense? Can art be used
as tool for the much-needed re-examination of our reality? Due to its nature, ar-
tistic creation has the ability to provide a powerful, at times even explicit illustra-
tion of social phenomena and problems, making them less abstract and easier to
understand, and thus contributes to the development of social dialogue, while every
so often changes in society are initiated by art itself. There are plenty of examples
where artworks have had a strong impact on society - the development of archi-
tecture which, in turn, influenced the transformation of spatial planning of inhab-
ited areas, numerous film-makers, writers, musicians, visual artists and countless
others, have not only helped shape culture and artistic creation in our history, but
have also influenced the creation of society as we know it today. In this context, a
particularly interesting project is the one being carried out by the British Gallery
of Modern Art Tate Modern, which represents an internet platform for research of
the impact of art on society.! Mass electronic media - newspapers and TV stations,
news portals, social networks, as well as individuals who operate within the space
of electronic media — definitely play the most significant role in the formation of so-
cial awareness today. In comparison, art may not be as influential or as widespread,
but it is certainly not lacking in potential. Conceiving a thematic exhibition or an
art project is a complex process. Addressing sensitive social topics is particularly
challenging, as it requires a responsible approach to the topic. The aim of the proj-
ect Migrations in Art - the Art of Migrations is not to provide viewpoints on the
phenomenon of migrations, but to create a space for social dialogue regarding the
phenomenon, through the selection of representative and interesting examples of
artistic creation. Such a space would enable us to take on notions such as fear, (lack
of) empathy, misunderstanding, contradiction and compassion, and thus adopt a
responsible approach toward migrations as we attempt to comprehend the phenom-
enon in a broader context. Art can have a tremendous influence in that field. In a
broader sense, the selection of artworks for the exhibition segment which, through
modern artistic creation, addresses the migration phenomenon in the context of the
current European socio-political crisis, has been conceived as a selection of relevant
art projects coming from the region and abroad, diverse in terms of media, which
explore the topic of the exhibition without being directly interlinked, with the aim

of demonstrating the diversity of perspectives and providing space for analyzing

1 https://www.tate.org.uk/art/tate-exchange/can-art-change-society



the phenomenon from different angles. Although objectivity does not exist in art,
one could still strive for it by re-examining the framework of social thinking and
encouraging social dialogue. The starting point of the artistic thought and general
thought is the same, and so is the framework; however, the ability of art to commu-
nicate ideas with the audience through its medium on multiple levels, makes it a
powerful tool for establishing dialogue.

Modern age is characterized by the mass flow of data regarding the world to-
day, as well as by the ever-increasing need for new information. The Internet gener-
ates over forty zettabytes of data per day (one zettabyte equals one billion terabytes).?
The news regarding the global migrant crisis follow a similar pattern. According to
estimates, there are currently more than 272 million migrants in the world, which
is approximately 3.5% of the global population.’ Since 1970, the number of people
living in a country other than the one they were born in has tripled. The number
of migrants on the global level keeps growing progressively, regardless of how di-
verse the social changes causing migrations are. Numbers show just how widespread
and brutal the migration phenomenon is. Forensic Architecture (FA) is a research
agency based at Goldsmiths, University of London, which investigates instances of
violation of human rights, including violence committed by states, police and mil-
itary forces and corporations. FA works in partnership with institutions and orga-
nizations of civil society groups across the globe, with the aim of investigating with
and on behalf of communities and individuals affected by conflicts, police brutality,
border regimes and violence in the social environment. The Forensic Oceanography
Department, among others, operates within Forensic Architecture?, and critically
investigates the militarized border regime imposed across the Mediterranean Sea,
analyzing the spatial and political conditions which have caused over 16,500 reg-
istered deaths at Europe’s sea-borders over the last 20 years. Liquid Violence, one
of the projects of Forensic Architecture, includes several investigations conducted
and presented through art video works, animation, graphics, spatial installation or
a web page where testimonies of human rights violations are combined with digital
technologies such as satellite imagery, vessel tracking data, geospatial mapping and
wind and sea-current data, thus creating an information art form whose content

is brutal. By means of detailed analysis and numerical data, the project shows just

2 Source: https://seedscientific.com/how-much-data-is-created-every-day/

3 Source: https://www.weforum.org/agenda/2020/01/iom-global-migration-report-interna-
tional-migrants-2020/

4 https://forensic-architecture.org/category/forensic-oceanography
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how tragic the situation regarding migrant victims in the Mediterranean Sea is, and
finds its place among relevant (artistic) projects which address the phenomenon of
migration. Unfortunately, it could not be included in this exhibition.

Manipulations and misinterpretations by the media have gone hand in hand
with the current European and global migrant crisis since the very beginning.
Instead of social standpoints adopted on the basis of information verified within an
educated and responsible society, unfounded preconceptions are validated instead,
by choosing unverified information compatible with the preconceived (negative)
idea. This occurrence is not linked only to the current migrant crisis, but the im-
pact it has had on the crisis is undoubtedly immense. The matter of (mis)interpre-
tation is the very reason why the artistic video work Baida by Russian artist Taus
Makhacheva has been selected, a video which, although it does not directly tackle
the issue of migrations, takes a humorous approach to the interpretation process
- in this particular case, the interpretation of an artwork, based on an individual’s
general education and knowledge of art, prejudices and preconceived notions - very
similar to the manner in which people tend to interpret reasons for or to “justify”
migrations (Taus Makhacheva, Baida, 2017, see image on p. 101). The video shows
the dialogue between the members of the audience of the 57" Venice Biennale (2017)
attending the performance that was to take place daily during the Venice Biennale
in the open waters of the Adriatic Sea, where several performers were supposed
to appear and disappear on a capsized boat transported from the Caspian Sea of
Dagestan to the open sea in front of the Venice Lagoon. The work evolved from mul-
tiple conversations that the artist had had with fishermen living in the village of
Starii Terek in Dagestan and working on the Caspian Sea. A recurrent motif in their
stories is the risk of being lost at sea and never being found. In the event that a boat
capsizes, the fishermen tie themselves to the prow so as to enable their families to
find their bodies and bury them. The video is a reflection of the fragility of human
lives fighting for survival against economic and natural forces. Although the video
does not directly address the phenomenon of migrations and the stories of migrants,
we are able to draw some interesting parallels. What Dagestani fishermen and mi-
grants crossing the Mediterranean and other large water bodies have in common
are the notions of boat (ship), dangers of traveling by sea and the compulsion to risk
one’s life, as well as fear and survival. In case of this particular work, (mis)under-
standing the work itself is analogous to (mis)understanding the issue of migrations.
The audience often have a negative reaction to a work of art they do not understand,

without any desire whatsoever to engage in analytical dialogue, as it may put them



in a situation where they would have to re-examine their points of view arising from
emotional attachment to (mis)conceived convictions. Misinterpretations, as an inte-
gral part of the phenomenon of the current migrant crisis, are also related to the way
in which contemporary art communicates with the wider audience. Precisely this
framework of misinterpretations is illustrated by the art video Baida by the Russian
artist Taus Makhacheva.

Suffering has been a permanent feature of human lives since the very begin-
ning, as well as a universal link between all people. In addition to being a common
thread of human history and destinies, it has been one of the recurring themes in
the history of art. Empathy is the human ability to establish an emotional connec-
tion with others, as well as an obligation of sorts to understand and accept them.
Human empathy is what makes us social beings, especially in times of suffering.
During every great social crisis, humanity’s compassion is put to the test. Are we
able to leave the circumstances of our reality aside for a moment and put ourselves
in migrants’ shoes? What would happen if we found ourselves in the same situation
in the near future? The polyptych Boat by Safet Zec is a painting of a ship over-
crowded with tormented migrants who have embarked on a treacherous journey to
a better (or a safer) life (Safet Zec, Boat polyptych, from “Exodus” cycle of paintings,
2017-2019, see image on p. 102). Due to its colossal size and fascinating composi-
tion, this monumental painting breaks down the barrier between observers/the au-
dience and electronic media images of migrants and their suffering, while creating
a dramatic and convincing depiction of human misery which does not leave anyone
indifferent. We have already had a chance to see that scene from multiple sources -
not only through media coverage of the current migrant crisis, but also because it
represents yet another interpretation of the shipwreck theme, which has often been
the motif of artistic creation throughout history. The examples are numerous - St
Mark Saving a Saracen from Shipwreck by Tintoretto, paintings Survivors and Wave
by Ivan Aivazovsky, The Shipwreck by William Turner, The Raft of the Medusa by
Théodore Géricault, St Nicholas Rescuing the Shipwrecked by Uros Predi¢, and many
more. What is Théodore Géricault’s The Raft of the Medusa about, the painting
which, along with photographs of migrants crossing the Mediterranean Sea, served
as an inspiration for Exodus by Safet Zec? Its historical relevance is reflected both
in its uniqueness and technical excellence, as a superior example of Romantic art in
France, Europe and the entire world, and in its universal and compelling narrative
— the depiction of human agony, suffering, the human destiny which reoccurs in an

ever-current and well-known form. It shows a situation in which we could picture
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ourselves and which could provoke sympathy. The artwork of Safet Zec does the
same thing. The influence of painting as a type of artistic creation needs to be men-
tioned as well. Regardless of the more recent art media, technological and technical
development of art, when executed well, painting still has a uniquely powerful im-
pact on the audience/observer. Through his artistic expression, influenced by both
Expressionism and Impressionism, Safet Zec conveys an honest and intimate per-
ception of the theme in his work. His themes are current yet painful, his expression
authentic and his message universal — the need to arouse compassion in humans.
The political nature of art in its broader sense is a matter of the political
literacy of any given society. The contemporary nature of art is reflected in the rele-
vance of the thematic frameworks of modern society, which are analyzed and re-ex-
amined by art as it attempts to fathom our reality. When the political literacy of
a society is low, the need for artistic creation which re-examines social politics is
greater, whereas when the political literacy of a society is developed, the area for this
type of art to operate in becomes wider. The need for art with a political nature is
constant. Bertolt Brecht, a great playwright, author and theorist of the 20" century,
considered political illiteracy to be the worst kind of illiteracy. “The worst illiter-
ate is the political illiterate, he doesn’t hear, doesn’t speak, nor participates in the
political events. He doesn’t know the cost of life, the price of the bean, of the fish,
of the flour, of the rent, of the shoes and of the medicine, all depends on political
decisions.” Today, the political or apolitical stance of society and, indirectly, of art is
often mistakenly associated with the politics of political parties, thereby deflecting
attention from the potential impact which artistic creation might have on society. In
state political systems which are prone to mass manipulation and control of society,
intellectual, socially engaged and political art is unwelcome. One of the features of a
politically illiterate society and individuals is, above all, apathy, which mitigates the
need for information and education, and consequently leads to the desocialization
of individuals and the reduction of the power society has to bring about changes.
In order to become responsible, society needs to be educated and to demonstrate
political awareness. Political or socially engaged art is not a form of creation typical
solely of the modern age; in one way or another, art has always been political. Let’s
look at Venus of Willendorf for example. As simple as its form may be, many layers
are hidden underneath - the religious framework seen in the idea of the goddess of
fertility, the utilitarian nature of art objects through their presumed ritual purpose,
aesthetic norms and social roles through the representation of body features, as well

as other modern meanings. Isn’t the entire historical religious creation actually a



reflection of the relations between religion, morality and society? Isn’t the develop-
ment of artistic movements and styles throughout history actually the issue of the
development of society and social ideas? Virtually every aspect of artistic creation
can be observed through its political nature. The political nature of art stems from
the very purpose of art - to communicate with society on multiple levels, to raise
questions, to inspire and provoke, to ennoble humans on an individual and social
level, to re-examine our reality with the aim of making the world a better place.
The need to create is the need to communicate. Art is current only insofar as it is
political, even if such art is solely aesthetic and not analytical or thematic. In their
artistic work, Rena Réidle and Vladan Jeremi¢ explore the very relation between art
and politics thorough transformative artistic practice®, tackling and analyzing sen-
sitive social issues of the present time — the issue of workers’ rights, ecology, the
position of vulnerable social groups and minorities, the issue of social identities, the
relationship between capitalism and society, both in the local social context and in
the broader geographical environment. Over the course of the last several years, this
artistic couple has developed a specific illustrative approach to the creation of crit-
ical graphic narratives, defined by monochrome expressive images® reminiscent of
comic books, which in a simple yet direct manner establish connections between
information, symbols and narrative compositions, thus creating a contemporary
iconography of sorts (Rena Réddle and Vladan Jeremi¢, Delimitation, 2022, see image
on p. 105). The simplicity of graphic and visual expression intensifies the effect of
explicit critical content, reducing it to a narrative message and criticism of social ac-
tions through the interpretation of information about difficult situations regarding
the migrant crisis. At the very core of their work, we find the idea that art can (and
must) be used to influence society, while the use of raw and graphic images opens
a field in which the crisis of social values and questions avoided in public discourse
can be addressed. The purpose of their artistic work is to point out the possibility of
reshaping reality with the help of art.” We cannot view this social crisis from afar
because it concerns us as well - we are an integral part of it.

When we ponder on the political nature of art, we encounter the question
of its functional value as well. What is the purpose of art - is it to enrich our so-

ciety and our lives? What is the purpose of re-examining our reality, analyzing

5 Term used by Rena Raedle and Vladan Jeremi¢ to describe their practice.
6 Image as a scene, portrayal, visual representation

7 Maja Ciri¢, The Making of Transformatorijum, “Transformatorijum” exhibition catalogue,
Museum of Contemporary Art of Vojvodina, Novi Sad, 2021, 27.
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the psychology and sociology of humans through artistic creation? Should artists
and art feel responsible toward society? The question of what art can do for society
makes an integral part of the function of art. Dealing with sensitive social issues
through artistic creation has always been a slippery slope - how does one responsi-
bly and appropriately address these issues? How does one avoid exploiting the topic
for personal or artistic purposes? With his art installation Didactic Wall, but with
his entire artistic creation as well, the artist Mladen Miljanovi¢ offers one possi-
ble answer to the question of what art can do (Mladen Miljanovi¢, Didactic Wall,
2019-2021, see image on p. 106). In his artistic work, Miljanovi¢ re-examines social
conventions, the mental and physical boundaries of society through acknowledg-
ment of traumas, starting from the personal social context and social phenomena of
the immediate geographical surroundings. Nevertheless, the topics that he covers,
no matter how personal, are something we all have in common. The installation
Didactic Wall, originally exhibited in Biha¢ in 2019, at a time when several thousand
migrants were staying in that city on their way to Western European countries, is
composed of a pictogram on marble slabs (a material often used by Miljanovi¢ in his
artistic work due to its inert and monumental nature), with an educational character
and didactic structural form, and the printed publication Handbook as an integral
part of the artwork, whose socially engaged illustrations provide a set of precise and
rather useful instructions on how to navigate and move in nature, overcome spatial
obstacles, reduce or increase visibility, administer or receive first aid. The Handbook
is intended for anyone who might find the content useful, and the illustrations used
in the handbook were taken from military survival manuals of the former Yugoslav
People’s Army, thereby transforming military service and education (undergone by
Mladen Miljanovi¢ during his time at the reserve officers training) into a general
civilian one. This subversive and very personal work of art goes beyond the scope of
a socially engaged work of art and becomes a practical tool for helping migrants on
their dangerous journey to better living conditions. The subversiveness of Mladen
Miljanovi¢’s artistic concept is seen in the fact of his undermining the idea of bor-
ders as a symbol of state-building power, which is so easily linked to modern ideas
of national and territorial sovereignty.® The migrant crisis and the turbulent past
of Bosnia and Herzegovina have motivated the artist to react and to take specif-

ic action, and not to exploit a sensitive social topic for the sake of his own artistic

8 Irfan Hosi¢, Introduction to the catalogue of the exhibition “Didactic Wall®, City Gallery
Biha¢, 2019, 9.



promotion. Along with citizens and experts in the field, migrants were also invited
to the opening of the exhibition/installation in Biha¢, where they all received the
Handbook. The impact of the artwork Didactic Wall spread across several fields - in
addition to being present in the media and the topic of various official reactions,
citizens who visited the exhibition or heard about it were given the opportunity, in
conversations with each other, to re-examine their standpoint on the position and
personal stories of migrants, as well as to participate in actual social dialogue on
sensitive topics. The educational and practical form of the artistic installation is a
particular and responsible manner of artistic (and social) action which confirms the
argument that art has the power to change society.

As we contemplate the phenomenon of migrations, we must not forget that
movement is a natural human need, while freedom of movement is a basic human
right. The reasons for migrations are becoming more numerous, they have become
part of our reality, just like we have become part of the changes happening in soci-
ety, irrespective of migrations, and therefore we should not be afraid of those chang-
es. What we can do is try to better analyze and understand them, help those in need
of help and influence the creation of better conditions for social integration. Each
of us is responsible for developing empathy through understanding, because it is a
universal human value, regardless of the circumstances. Art, as a powerful channel
for conveying messages, can help us along the way.

The world is constantly changing, it always has and it always will, but that in

itself is not a bad thing.
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Migrations, fears...
... and art as a moment of our endless
wanderings frozen in time

Vladimir Gvozden, literary theorist
Faculty of Philosophy, University of Novi Sad

The world is full of subjects on hold, caught between countries, lives and
transitions. Long gone is the age when entire nations migrated, and for a long time,
we have been witnessing exoduses of people, individuals. It seems that, in Serbian,
we prefer to call such exoduses - migrations, a noun derived from Latin. Simply put,
those who migrate are called migrants. One could claim, with certain reservations,
that a participant in an exodus is a multitude, whereas a migration, on the other
hand, is singular. Hence, we associate the word exodus almost exclusively with the
past, it calls to mind the famous painting of Paja Jovanovi¢ and the cursed charge
of one people at the darkness. That painting places historical figures in the center -
exoduses had leaders! - with a multitude lurking in the background: thousands of
figures riding horses or walking before they ultimately become one with the horizon.

Today you listen to the news on the television, read the newspapers, spend
hours on the Internet and social networks. While you hear the words migrant and
migrations from every direction, the mysterious word exodus is hardly ever heard.
Therefore, it seems that migrations, unlike exoduses, which are viewed as important,
if not crucial historical events, take place every day. Or perhaps this is more than
just an impression. According to available data, one in every thirty-five people in
the world today is an international migrant. Although this number accounts for

only three percent of the global population, the fact is that many more people have



been affected by migrations, particularly since the 1980s. Despite numerous linear
and “omniscient” views on migrations and migrants, we must bear in mind that
it is a complex phenomenon full of diversities. Complexity, along with the general
delirium of interpretations, might be one of the reasons why the “fear of migrants”
prevails today, accompanied by episodes of violence and even tragic losses of lives
at seas and on borders. (According to certain data, approximately two thousand
irregular migrants drown in the Mediterranean each year and around four hundred
more die while attempting to cross the US/Mexico border.)

We must not forget the fact that exoduses are a trait of human beings, and
migrations are, in a sense, a rule and not an exception. They are also in the very
essence of the species - humans originated in Africa’s Great Rift Valley, from
where they spread toward present-day Europe, and then to other continents over
the lengthy period between 1,500,000 and 5,000 BC, during the Homo Erectus
and Homo Sapiens era. We also know that the colonization processes in Ancient
Greece and the expansion of Rome, just like its downfall, depended on migrations.
The same could be said about the exodus of Jewish people, the sailing of Vikings
or the spread of Normans or Huns across Europe, the migration of Serbs in 1690
and many other better or lesser-known events... European expansion is linked to
the voluntary migrations of European colonizers. However, from the beginning,
there has been a dark side as well - the migrations of millions of slaves related to
forced labor. Following the great migrations of slaves, mass migrations of workers
from Europe, China, India and Japan to the United States took place as well, as
the country slowly became the leading global industrial power (between 1850 and
the Great Depression of the 1930s, about 12 million migrants disembarked onto
Ellis Island in New York City), and then Europe itself, as well as other developed
economies, became a destination for migrants. There have been political relocations
as well, following peace treaties or caused by war conflicts (Greece, Turkey, Palestine,
Israel and former Yugoslavia).

Migrations are a rule and not an exception. Their ubiquity is changing our
attitude towards origin, inclusion, home and homeland. However, let us go back
for a moment to the meaning of the words themselves, because exoduses, just like
migrations, have systematic ties with language and culture, so much so that it is
difficult to come up with a universal term. As Hannah Arendt once said: “Words can
be relied on only if one is sure that their function is to reveal and not to conceal”.
What are, in fact, exoduses and migrations? There is a tendency to expect too much

and too little from migrations, that is, to view them either as a purpose in itself and
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an expression of authenticity, or as a movement which undermines the established
order between countries and social and political positions. For some, migrations
represent an unwilling change of place of residence or even a disruption, whereas
others believe in the utopia of migrations as magnificent conveyances of cultures
without which the world would not exist (Immanuel Kant, for example, firmly
believed that cultural differences and lively competition between cultures acted
in the interest of progress). To put it in even more extreme terms: divinization of
the other signifies voluntary submission, as described by Frantz Fanon in his well-
known book Black Skin, White Masks; the demonization of the other signifies its
exclusion and extermination.

We must admit that the word migrations contains something truly
meaningful and formative for European modernity. Migrare (lat.) means “to
wander” or “to move”, therefore it could be interpreted as movement itself and not
just movement with a clear goal. The ancient figure of vagabond and wanderer was,
and sometimes still is, useful for the thinking process. This romantic figure found its
supporters in Byron, Lermontov, Baudelaire, Walter Benjamin - Nietzsche described
the contemplative life as a “stroll with thoughts and friends”. “The transcendental
homelessness of ideas”, a term coined by Lukacs, transports us into a labyrinth of
foreigner and foreignness. In his essay “Literature and Exile”, American scholar
Harry Levin attributes the privileged position of witnesses to human experience
to exiled authors. In his opinion, exile is an epic experience, which should not be
surprising if we take into account the fact that the said essay was written in the
1950s, in the aftermath of World War II which resulted in the relocation of tens of
thousands of migrants across the world, in particular from Europe to the United
States. Danish literary scholar Georg Brandes also sensed that immigrants had
become relevant figures in modern culture when he titled the first volume of his
magnum opus Main Currents in 19" Century Literature, published in 1872, “The
Emigrant Literature”. Similarly, George Steiner argued in Extraterritorial that one
could speak of 20th century literature as a separate extraterritorial genre written by
poets with no home, vagabonds among languages. Jean-Paul Sartre on one occasion
characterized the displacement of a migrant as the promise of freedom: “Outside
the world, outside the past, outside myself: freedom is exile and I am condemned to
freedom”. Let us recall how much Ovid, Dante, Pasternak and Crnjanski yearned
for their motherland and hoped to one day return. James Joyce was the opposite
example: he considered voluntary exile to be the true essence of his complex and

magnificent art.



The list goes on: Albert Camus was pied noir, Ben Okri and Salman Rushdie
are globally acclaimed migrant authors, musical genres such as jazz or reggae
arrived with migrants, and it goes without saying that this applies to modern sports
as well - just look at the line-ups of today’s football teams! From a positive point
of view, migrants enrich societies and cultures by creating new values and new
transnational identities (as evidenced, for example, by the important position which
Aromanians held in the political and cultural history of Serbia in the second half of
the 19" century). There is, however, something else there, something more elevated.
In his Reflections on Exile, Edward Said takes an ambivalent stand when analyzing
exile and its consequences: “But if true exile is a condition of terminal loss, why
has it been transformed so easily into a potent, even enriching motif of modern
culture?” What kind of insights does one gain by losing their home, tradition,
family, language? In our search for an answer, let us reflect on how Andri¢ described

the “Illyrian doctor” Giovanni Mario Cologna in his Bosnian Chronicle:

“No one knows what it means to be born and to live on the borderline between two
worlds. What it means to know and understand the one and the other and yet be
unable to do anything that might help them explain themselves to each other or
bring them closer together, to waver between the two and imitate now one now the
other. To have two homes and yet none, to be at home everywhere and yet remain
a stranger forever. In short, to live crucified, but as victim and torturer at one and
the same time (...) eternal interpreters and go-betweens, who carry within them so
much that is unclear and inarticulate (...) They are the third world, a repository of
the curse and damnation which the cleaving of the earth into two worlds has left in
its wake. They are...”

“Exile is strangely compelling to think about but terrible to experience”,
argued Said. However, we must tread with caution when claiming that exile is
a privilege, the fact is that an alternative vision of the modern world was created
through the perspective of the exiled.

However, in today’s world, the word migrant has lost much of its romantic
ring and shifted the focus to the obvious signals of violence, war, crime, unrest, civil
wars and extremism. Migrants are often seen as humans (even as less than humans
for some) who disrupt the normal order of things. At the same time, the diversity
and complexity of migrations themselves are underestimated or even disguised,
migrations which can be forced or voluntary, regular and irregular, political or
economic, legal or illegal, temporary or permanent, “ours” and “theirs”... All these

categories tend to simplify the complex reality of a possible migratory experience.
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We are under the impression that the sense of the word migrant has become so vast
that it no longer has any meaning, that its meaning is being reduced to meet the
needs and serve the intentions of the speaker. The predominant, or at least the most
vocal perceptions of migrants are just another symptom of the so-called “horror” of
the postmodern era in which all sorts of pairings are possible, which is, as it seems,
already leaving profound consequences. Amid numerous doubts about binary
oppositions, the migrant figure has emerged and made it evident that “western”
sets of oppositions, such as otherness and likeness, domestic and foreign, black
and white, still apply. We still determine ourselves based on the exterior, but such
exterior is fluid, therefore we feel the urge to compensate for that, and we do so by
identifying some sort of equivalent to a stable Other in various figures we create.
Hatred toward migrations does not make them devoid of meaning. What’s more,
perhaps we should seek the origin of their meaning precisely therein.

Any aestheticization of migrations is rejected when it comes to economic
migrants who - as Gustave Flaubert long ago jokingly noted while explaining the term
“Emigrants” in his Dictionary of Accepted Ideas, that great and profound critique of
civic mythology - “earn their livelihood by giving guitar lessons and mixing salads”.
In affluent or somewhat wealthy countries, the majority of immigrants work in the
sectors of agriculture, forestry, heavy industry, construction and household chores.
When it comes to the fate of migrants, great stories of theoretical causality have been
replaced by modest stories of practical possibilities, because low-cost pizza depends
on low-cost labor. Universal history studies large-scale historical crises, while the
sphere of everyday life, in addition to historical crises, takes on the challenges of
earthly, ordinary life, as well as survival. As Max Frisch once said: “We asked for
workers, we got people instead”.

However, if migrants do leave their mark in history and if they are already so
numerous in the West, characterized by demographic deficit, as well as in wealthy
Asian countries and elsewhere, why do people fear migrants? My thesis (clearly, not
just mine) is that hatred towards migrants signifies something entirely different.
I am not trying to say that fear is always unjustified or that everyone everywhere
should express nothing but affection towards migrants, but I would like to reassess
the reductive figure of the migrant we have created based on our own issues. The
initial issue lies in the adjective “economic”, which is often contemptuously, even
fearfully, attached to this word. In any case, there is a tendency to despise migrants,
be they regular or irregular, precisely because they are the ones who will disrupt

the economy, take away jobs from the local population, form clusters across cities



and ultimately become the predominant power in political and public life. I have
no intention of analyzing every aspect of this fear, but it seems that hatred toward
economic migrants has exposed our inability to grasp one of the pillars of the
capitalist ideology - the belief that the economy is autonomous, separate from other
human activities and values. To put it briefly, economic migrants are never solely
economic, just as we, despite everything, are not solely economic people.

According to data from several years ago, more than half a billion people
earn less than one dollar per hour. Migrations are not caused only by mere self-
created underdevelopment, overpopulation or corrupt governments, but also by
differences between various regions of the world. In that sense, a refugee represents
the symbolic underbelly of the territorial structure policy which hangs over our
heads like the sword of Damocles. However, once again the perception and impact
of migrants is dual here, and pertains both to external and internal frontiers which
provoke our anxiety. Perceived in this manner, the migrant figure affects our
political unconscious. Today, this topic exposes the limits of the omnipresence of
the state, which imposes its control and regulation in all segments of life, not only at
border crossings.

The spatial reality of the modern nation state used to be its territory. Despite
the fact that walls and fence-building political agendas seem to prevail, their
existence is precisely what points to the fact that the refugee at the border is a
paradoxical warning that the very notion of border has undergone a tremendous
transformation over the past decades. By erecting walls and fences towards the
outside world, modern states and capitalist power conceal a much more dangerous
threat: we might have erased borders towards the outside, permitted the supposedly
unobstructed flow of goods, people and capital, but we have replaced those borders
with endlessly multiplying internal frontiers and restrictions. The biopolitical
strategy of such frontiers mobilizes fear and awakens a sense of guilt in us. The
refugee reminds us that borders are everywhere, in banks, supermarkets, on
highways where tollbooths, as noted by Paul Virilio in his masterpiece titled Critical
Space, “resemble ancient city gates”. Admittedly, one no longer enters a city through
gates; however, the ritual of “electronic interrogation”, where our eye and our cell
phone battle for the title of main inspector, seems to have become inevitable. We
no longer cross towards the outside; the ritual of crossing has become immanent, as
concluded by Paul Virilio.

Therefore, the refugee figure offers a stripped-down reminder that the

space of “our” territory is not continuous, but instead consists of displacements,
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series of interruptions (factory lock-outs, unemployment, sporadic and temporary
jobs), successive or simultaneous “disappearing acts “. As Virilio goes on to add,
within the place of modern optical illusion, “people occupy transportation and
transmission time instead of inhabiting space.” A human being does not stand on
the line, the human being is the line, the zone in which the possible begins, and one
which cannot be overlooked, because in today’s world we move even when we are
motionless. People cross borders, but borders permeate them as well.

French philosopher Jacques Derrida argues that new technologies - television,
video, cinema, fax, e-mail, the Internet - have profoundly altered the economy of
selfness, home, workplace and politics of the nation state. New technologies have
disrupted the economy based on a solid dichotomy of the internal and the external
- “unheimlich, ‘other’ has invaded the privacy of home”. In fact, all of this has
disrupted the traditional understanding of culture. Selfness is no longer linked to
a place rooted in culture, it does not participate in single culture, protected from
otherness. Derrida particularly disputes the fruitfulness of such rooting out of
selfness, because he finds the main consequence of this process to be of political
nature - the process paralyzes any potential political action because it deprives it of
its topographical location within a nation state, firmly unified both ethnically and
culturally (he refers to this set of assumptions as ontopolitologique). According to
Derrida, one of the reactions to such dislocation, rooting out and blurring of borders
is the reappearance of extreme nationalisms, the idea of ethnically pure nations and
fanatic militant religions.

The migrant may also be indicative of the place which the disciplinary
society failed to colonize entirely. In that case, the migrant may be considered
a symbol of an undifferentiated demos which could barge into politics and upset
power relations. The solid concept of community - one of the ancient myths of the
West - views migrants as heterogeneous flashes torn from “homogeneous” social
order. The ‘we’ is always linked to exclusion strategies: we are we, because we are
not others, and others are not we. The fantasy of a community within a world of
selfish capitalist interests often serves as nothing but an alibi for actions taken by
the largest capital and its tendencies to encompass and subject everything to itself.
However, as Maurice Blanchot observed long ago, “the seemingly healthy origin of
the sickest totalitarianism” lies in that very attempt not to leave anything out. That
is why the community deviously establishes the absence of community, something
is always left “out”, and the migrant figure seems to represent a warning of such

absence. Contrary to fantasies of a homogeneous community, as described by



Michel Agier in his book Borderlands: Towards an Anthropology of the Cosmopolitan
Condition, the refugee figure symbolizes “the absence of connection between
humans and therefore represents a summary of the world today” in which people
have a harder time going unobserved than the merchandise among which they try
to hide. Agier calls it the “politics of indifference”, “which praises individualism and
is oriented towards defense of bodies, territories and private properties from the
world perceived as miserable and intrusive”.

According to René Girard, a victim serves to protect the community from
its own violence, it incites the entire community to choose victims from the
outside. However, a community kept together through victimization is destined
to die, because the victim as such is an act of death. The phantasm of “complete
impermeability”, mentioned by Agier, as well as the accompanying myth of isolation
and purity will end in erection of individual (rather than collective, as many believe)
walls around oneself, which is already taking place in many parts of the world.
According to German philosopher Bernhard Waldenfels, in our world, the homeland
is increasingly “becoming a projection surface of regressive instinctual discharges.
(...) In the political sense, it means restoring the pre-political state of oikos (...),
a household reduced to the home of a small family. The domestic microcosm has
become a replacement for the lost macrocosm”. As the aforementioned author
warns, “the native world devoid of all foreignness would no longer be a world of life,
but would become a mausoleum instead”. The assumption of closed individualism
is contrary to Aristotle’s ancient assumption of natural sociability of mankind. The
migrant figure thus becomes a symbol of the politics of fear in the mausoleum of
modernity, that is, a sign of “an all-pervading sense of exhaustion and distancing
which affects public life”. As one of the great researchers of this topic, Frank Furedi,
puts it, “if we attempt to turn fear into something positive, we end up normalizing
it”.

Khalid Koser clearly and unambiguously expressed the issue being
discussed here in his book International Migration: A Very Short Introduction
(2007): “Immigration and immigrants provide a tangible, visible and convenient
explanation for the malaises of modern society”. The fear of migrants as such should
not be underestimated, because its contribution to the normalization of fear is
immense. I must once again emphasize that the subject of our discussion here is not
whether certain aspects of fear of migrants are justified or not (economic, religious,
demographic...), but that prevailing fear whose purpose is to help reach a false

consensus on an issue which is in any case secondary in relation to the origin of
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the problem. Zizek argues that the modern politics of fear focus “on defense against
potential victimization and persecution”, that is, against an individual’s fear of being
excluded from the sphere of work and the horizon of an economically acceptable
and financially secure subject. A migrant at the border or one on the side of the
highway represents an unsettling symbol of threat - a threat to everyone at that! - of
being excluded from the economic order. According to this pattern, one could say
that we use the refugee figure to move away from justified fear, as Roberto Esposito
once wrote when discussing the inevitable Hobbes: “We are afraid of our fear, of
the possibility that fear is ours, that it is really we ourselves who have fear”. All this
takes us one step further, towards the fear of an excessive state and the consequent
manipulation of paranoid crowds, that “horrifying gathering of frightened people”
who cannot tolerate anything disturbing.

Nevertheless, let us not forget that there is also a road less traveled, set out
by Furedi in his invaluable book Politics of Fear (2006): “Instead of playing the role
of spectators forced to watch yet another show of the politics of fear, we can try to
change the conditions which led to its creation”. When it comes to the migrant figure,
let us join Agamben in his belief that we are currently witnessing what is probably
the most significant and most disconcerting testimony to the modern world, the
one in which all other testimonies are brought together. It is therefore necessary, if
we still have the strength, to contemplate the structurality of violence, as opposed
to the prevailing perception of it being irrational, arbitrary and figurative. Just as
a migrant charges at darkness, so does our darkness take the name migrant and

charge at us.

As Virilio puts it, there is a crisis of ethical and aesthetic references today,
which is reflected in “the inability to come to terms with events in an environment
where the appearances are against us”. Who is that absolute, superfluous and
redundant foreigner, migrant, subject of migrations? Although it is not easy
to answer this question unambiguously, the general impression is that our
consciousness, but the political unconscious as well, perceives it much more as a
figure than as an actual flesh-and-blood human being. And when it comes to figures,
aren’t we expecting art to find a way of expressing their elusive paradoxicality and

their many layers? Clearly, we all feel that, in some bizarre way, the world brings



people together and keeps them apart at the same time. Similarly, one could say
that migrations are part of the usual flow of things, and yet we perceive them as an
interruption of that same flow. Therefore, in art, migrations are depicted in many
different ways: as destructive, agonistic, attractive, painful, productive, fascinating...
If there is, as previously mentioned, a risk of an excessive aestheticization of the
migratory experience, shunning all aesthetics while denying any role of migrants
in the process of cultural exchange is surely not the road we should be taking either.
If art speaks of the ways in which we perceive everyday life, then such everyday life
should certainly not be rejected or romanticized. The vainer the perspective, the
more difficult it becomes to spot the differences: how can we exist if we deny the
existence of multitude and diversity when faced with them in reality?

Nevertheless, it seems that the real migrant is destined to play the supporting
role of “superfluous man”. The lifeless body of a three-year-old boy named Alan
Kurdi was found on September 2" 2015, washed up on a beach near Bodrum, a
well-known Turkish holiday destination. This image shook people all over the
world. The photograph of the dead boy, lying face down on the shore, made many
people nauseous, triggered an uneasy sense of having no roots, no foundation, of
drowning... Omer Sarikaya, who wrote and directed the movie about this event,
recently said that what happened was a disgrace to all of humanity, and then added:
“Nothing has changed since then. In my opinion, this is a disgrace to the United
Nations. Sadly, thousands (...) of children have lost their lives in these seas since that
day. We remain hopeful that the world will no longer keep on closing its eyes to
these tragedies and that no such thing will ever happen again”. But headlines fade,
covered by darkness of oblivion. There are jobs to be done, salaries to be earned,
“normal” life to go back to.

However, going back to “normal” does not mean that the migrant figure
will no longer hover over our heads, because it sends out an unsettling warning
to the supposedly ideal post-ideological society in which problems are presented
as obstacles and not as a constitutive element of existence which requires serious
political reaction. Real life does not speak on its own, it can be heard only once
translated into stories and plots. By stepping into the realm of art, we increase
the chances of setting aside our everyday beliefs and accepting the possibility of
embracing some other beliefs. Hence, I find the in-depth, non-representative work
of migrations in art to be more important than their mere immediate thematization.
As observed by Waldenfels in his reflections on the alien: “Homeland is no idyll, it

always holds something that has been avoided”. Art as a material practice must be
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linked to a specific place. To be at home means to be normal and sane. To be at home
also means to feel safe and protected, as well as to know something well. However,
such a sense of familiarity does not necessarily have to be pleasant. A residue of
migrations always exists, as does an absence of inclusion, remnants never disappear,
and where there are remnants, a space for art to do its thing, opens up. Such an
inconclusive remnant inspired Milo§ Crnjanski to conclude his magnificent Second
Book of Migrations using jarring telegraphic sentences: “There is no death. There are
only migrations!”

The human condition in modernity is terra infirma, the earth is constantly
shaking beneath our feet. Would we be able to better comprehend migrations
through aesthetic practices? To quote the question posed by the contemporary
philosopher Roberto Esposito, don’t we “perhaps have to accept opinions of others,
to overcome the particularity of our own perspective in order to judge”. Michel
Agier linked the new interpretation of cosmopolitanism to the situation at the
borders, to the way reality is tempted and the harshness of humanity. French poet
Edmond Jabés considered the post-Holocaust existence to be without place, and
such absence of place is indeed a precondition for becoming an artist, for having
a place to write from: “It confirms that the book is my only habitat, the first and
also the final. Place of a vaster non-place where I live”. There is no certainty in this
world, except the certainty that everything is uncertain. “Every question is answered
with another question” and “There is no place for the question which is not also a
question of place”, Jabés would say. There is an art which challenges what we “know”,
agitates us, removes us from the safety of our home as an existential reality and
an ideological metaphor. Can a work of art, through various deterritorializations
and reterritorializations, provide us with a place that is our true home? The
moment we shed the dark cape of modern politics of fear, we may find salvation
in an opportunity to create or experience a work of art as a moment of our endless

wanderings frozen in time.
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In place of afterword
Extracts from reviews

As part of the program of the European Capital of Culture — Novi Sad 2022,
the Gallery of Matica Srpska, being one of the most active cultural institutions of
the Serbian cultural space, has devised and delivered the project “Migrations in
Art - the Art of Migrations”. By selecting this specific topic, as well as through the
transmedia storytelling and the multi-perspective manner in which the topic is
covered (exhibition and publication), the Gallery has demonstrated its ability to rival
top-tier European museums and realize projects in keeping with current trends,
necessary for critical reflection on the phenomena of modern global civilization
which give rise to profound controversies, not only on the daily political level, but
also in scientific approaches and considerations of various consequences they have
for society.

Nowadays, the phenomenon of migrations is one of those more commonly
associated with the term crisis than the term intertwining of cultures, even though
Serbian art itself had a much more complex and profound approach to the terms
migrations - exoduses, while art itself developed precisely through migrations - from
the first departures of artists to schools abroad, through the translation of literary
works from all over the world into our language (migration of cultural goods), to
bringing artists from around the world to our region and our institutions, which

greatly enriched both artistic practices and the expectations of various audiences.

[...]



[...] As a whole, the publication (Re)views of Migrations. Essays on the
Phenomenon offers us a multi-perspective view of people’s movements, both
present and past, caused by various misfortunes, from climate changes and natural
disasters to wars and political persecutions. Migrations prompted by ambition
and the aspiration to create a better and different world have also been addressed.
Certainly, the artistic perspective is crucial for comprehending this urge to cross
borders, while a large number of works also focuses on the manner in which art has
constructed and codified people’s collective memory of these phenomena of border
crossing, migrations, exile and exodus. In the 21* century, Dragan Klai¢, one of our
own authors, originally from Novi Sad, wrote a book titled Exercises in Exile, which,
after being published in English, unfortunately never received its Serbian edition,
only the Croatian one. My hope is that this project might result in the publication
of the Serbian edition, whose covers ought to be illustrated by a photo of the famous
work of Emilia and Ilya Kabakov, Eternal Emigrant (1995/2004), which represents
a sculpture of a figure trying to climb over a wall, unable to cross it or to go back.
This eternal emigrant remains forever trapped in the liminal space of his journey.
Opposite him, we see the figure of a citizen, watching unresponsively and silently.
In the course of our lives, we have seen a great many eternal emigrants similar to
the one above, crammed on benches at airport checkpoints, in immigration shelters,
in parks and at train stations. Therefore, I remain hopeful that this project and the
said book will help mitigate the fear of migrations and migrants, prevent it from
being abused for daily political purposes, and spur that paralyzed citizen from
the Kabakov installation into action. I also hope that such an important book, the
testimony of Dragan Klai’s exile, will be published in our country, in our language
in which we have yet to receive interpretations of the “migrations” which took people

to and from Serbia during the 1990s.

Prof. emer. Milena Dragicevic Sesi¢

University of Arts in Belgrade
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The publication standing before us presents, in rather extraordinary and
thought-provoking circumstances, a comprehensive overview, a multi-perspective
view of the ever-current topic. However, what singles this publication out is that,
within the space limited by the front and the back cover, it manages to analyze
the issue of exodus, migrations, wanderings, moving and resettling, of individual
and collective displacements and relocations, not only through the routes of and
reasons for movement, but also through the accompanying interpretations. And
in the postmodern pastiche, as pinpointed by Vladimir Gvozden, any two things
can be coupled, while migrations are interpreted and labeled depending on the
needs of the “original” communities, leaving the “others”, the migrants, the eternal
subject of debate, without the right to be heard. However, the concept of the world
is not binary, consisting only of the “original ones” and the “others”, whereas
interpretation, or the right to its validity, is nothing but power play. Thus, the
question of migrations is not purely binary either - from “one” place to the “other”,
nor is it a mere demonstration of the right to speak. We are able to see the nuances
of the consequences of migrations on a daily basis, accumulated in architecture,
art, social relations, cultures, but also in fears and anxieties, politics, resolutions,
strategies.

Borders - fictitious, actual, real, digital, related to civilization or time - are the
essential issue of all movements, both individual and collective. In a world where
need equals desire, we would not even be discussing migrations, which have such a
negative connotation nowadays. That is because, in order to protect the social values
of what we refer to as modern civilization, which we have ever so subtly incorporated
into political decisions, administrative conundrums and economic and financial
transactions, we have decided that migrations can only be controlled on the level of
each individual, their needs, status, likes which reflect their potential contribution
to society into which they might one day become integrated. Today’s connotation of
migrations has a distinct note of collective classism, an inequality that erodes the
structure of the world. It is a rather one-sided point of view coming from a non-
empathetic white and financially stable voter whose eyes give away the fear pushing
him to protect his own interests under the pretext of protecting the collective
“selfness” of the developed world. This publication demystifies such an approach
and dissects its illogicality on a psychological, anthropological, archeological,
genetic, sociological, historical, art and cultural level. The problem does not lie in
and cannot be viewed through the prism of the simplicity of the ballot box and the

binary (yes — no) code. The authors of those countless shades of the gray color of



migrations, which many, including themselves, have identified in the publication,
are: Aleksej Kisjuhas, Branko Beslin, Danilo Vuksanovi¢, Sandro Debono, Jelena
Ognjanovi¢, Luka Kuli¢, Vladimir Gvozden.

An unambiguous point of view is not what these texts have in common - on
the contrary. As previously mentioned, the questions asked by the authors, as well
as by many other predecessors and contemporaries, are numerous. Clearly, they will
not bring us any closer to the answers or further away from the solutions. The main
idea, however, is to fully grasp the complexity of migrations between polar opposites
- from romanticized and frivolous ones, such as digital nomads or travel influencers
(if they are, in fact, real) to tragic ones (which are very much real), such as the three-
year-old boy whose body was found washed up on the shores of Turkey, but also
the complex reality of the value system used in their interpretation. Nevertheless, in
individual cases and collective phenomena portrayed on the pages of the publication,
in the destinies of people, artworks, the state of spirit and mind, in the needs and
desires of individuals and communities, we are given the opportunity to fathom the
complexity of the everlasting human need to move, to search for something better
and different. As we are able to see in the text written by Aleksej Kisjuhas, where he
quotes Bruce Springsteen (Born to Run), ideas also migrate - and that is an entirely
natural state and “destiny”, not only of humans, but of their thoughts and actions as
well.

We find the best examples in the texts written by Branko Beglin, who provides
us with a historically accurate analysis of the (greatest) national displacement, as
well as the symbolic representation which introduced it into the mythical corpus
of a nation. Such train of thought is further elaborated by Danilo Vuksanovi¢, who
focuses not only on the geographically “elusive” spirit of the artist who created
and who was created by his greatest work, but also on the migratory routes of the
different versions of Paja Jovanovi¢’s artwork. The “migration” of meanings and
values which have been or will be represented and remembered, perhaps signifies a
larger migratory wave that will (again) transform one people (“tribe”) into a nation.
The personal journeys of three artists, connected by perpetual travel, speak of the
abovementioned borders - they have been recognized by art far less (if at all), and
the destinies of these three people bear witness to the life circumstances which
forced (or prompted) them to use art as their “entry visa” into other and different
“original worlds” when theirs collapsed (even as part of the aesthetic and ethical
system of values). We are “confronted” with these travels, voluntary or forced, in the

text written by Jelena Ognjanovi¢, whereas Luka Kuli¢’s text takes this discussion
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one step further with the very question posed in the title. The conclusion that art
can make, has made and will continue to make the world a more tolerable place
backs up the argument of Aleksej Ki$juhas, who says that migrations are reflected
in our bodies and genomes, thoughts, aspirations and feelings, and that people have
always been on the move. If at one time we were assisted by solid canoes (French
Polynesia - Easter Islands), or a remarkable sense of navigation (“the discovery of
America”), the development of technology (the trip to the Moon), creativity and art
have always been constant values able to discover cracks in more or less developed
systems of protection from “others”. The reason lies in the fact that creativity and art
themselves have always been the “others” at any given moment - priority has always
been given to war and economy (which, in turn, have caused other and different
types of migrations). However, on a vast historical scale, roles have changed because
we measure civilization values by cultural achievements - a legacy that shapes
and defines us spiritually, intellectually, emotionally, both as individuals and as
members of communities. Nevertheless, the menace of modernity (the present
moment in art and creativity) is always present - even when culture and art, and
accordingly museums, have found the way and ability, just like the Gallery of Matica
Srpska, to cover every segment of society using the powerful weapon of memory in
an attempt to activate recollection as a way of preventing us from making the same
mistakes again. That is why this publication does not only consist of (Re)views of
migrations, nor are the texts merely essays on the phenomenon. These are, primarily,
experiments from the memory lab which guide us in our understanding of a single
Phenomenon as a multi-layered reality, as the universal human need and desire to
strive for something better.
Nikola Krstovié, PhD
Faculty of Philosophy, University of Belgrade

The project “Migrations in Art — the Art of Migrations”, realized within the
program of the European Capital of Culture — Novi Sad 2022, and accompanied by
the publication titled (Re)views of Migrations. Essays on the Phenomenon provides
a distinctive overview of the phenomenon of social migrations. By examining the
historical and present context, as well as the reasons for migrations and the effects

they have had on society and individuals, text authors Prof. Aleksej Kigjuhas, Prof.



Branko Beslin, Prof. Vladimir Gvozden, Prof. Sandro Debono, eminent experts
in the field of human sciences, together with experts from the Gallery of Matica
Srpska, Danilo Vuksanovi¢, MSc, Jelena Ognjanovi¢, and Luka Kuli¢, have adopted
various perspectives and pondered on the phenomenon of the age in which we live,
affected by a great global migration crisis. [...]

Migrations, like any other social process, have their genesis, causes and
consequences, as well as their particularities depending on the region and the period
during which they took place. The disproportion caused by rapid industrialization,
concentration of capital and technological growth on the one hand, led to the
collapse of traditional economies on the other. That is the reason why Marx’s
argument from Capital that every production method had its particular laws of
population movement, applicable to that particular moment in history, is once again
becoming relevant today. Based on what has been said, it is safe to conclude that
every period has had its migrations.

The publication (Re)views of Migrations. Essays on the Phenomenon focuses
on research whose aim is to examine the links between the historical development of
demographic, social and economic phenomena on one side, and mass and individual
migratory movements on the other side. The exhibition and the publication provide
a glimpse of a small microcosm of the very broad topic of migrations, since almost
every chapter has the potential to become part of a separate and far wider and more
extensive study.

By bringing up this topic, the Gallery of Matica Srpska puts the burning
social issue of Europe and its territories into the spotlight, describing migrations
as a process of integration into various economic, political, social, diplomatic and
cultural processes. Today, Europe is faced with a colossal challenge in which it must
demonstrate readiness to arrive at new and pragmatic solutions. While adhering to
its fundamental principles, such as respect for cultural diversity, solidarity, freedom
of movement of people and ideas, we must remain focused on the positive changes
and development brought by migrations, but also on demystifying migrations and

showing them as they really are - a process deeply rooted in every society.

Sarita Vujkovié, PhD
director of the Museum of Contemporary Art of Republika Srpska
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