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30xBASBYjEMO Ce Munary MunosaHosvnY, JacMmnnen Jakwwvh v Munowly Jypviwmhy HA
[onpurHOCY Y UCTPOXMNBAHKOM pagy. 30gxBArbYjeMo ce HA capanr, TEXHNUKO] MOAPLWILIA
1 yCTynbeHOM maTepuiany: ApxuBy Cpovie, ApxuBy Jyrocnoamje, puénuoTeun AHY,
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DRAGISA

BRASOVAN

Y apxuTekTypu Koja je Hactana Ha hawum  Architect Dragisa Brasovan holds a special
npocropuma 'y nepuofy npe nocne Apyror placein the architecture of our region from the
CBETCKOT paTa, apxXuTeKTa [iparviwa bpauiosan period before and after the World War 1. This

tba
3ay3nma noce6Ho mecto. 0B KpeaTuBHU creative architectural genius, pioneer of Serbi- 1€TKom ﬂBaEOr OPoanyykor
APXVNTEKTOHCKA reHnje, MMOHMP CPCKE mo-  anmodern architecture, left a rich architectur- gasm Y Beor CCeTUX rogyy, y PrioBary,
fepHe apXUTEKTYPE, ocTasno je 3a cobom al heritage behind him. Itis enough to mention EKymhen 5 A1 ca apxma' BPaLuoBaH ]
Horato apXNTEKTOHCKO nacnehe. [0BO/BHO Gendi¢’s House (today, Museum of Nikola Tes- I;)ﬂ 1925, roﬂMH“”’Ba Pu y :KTO I\/anaHﬂo'
je momeHyTH [enuvhesy kyhy (paHac Mysej  1a), Restaurant Ruski car, building of the State BO Drpmon, € noueo PXutexr, ng g’v'
Hukone Tecne), kaday Pycku uap, 3rpany Printing Office (today the BIGZ building) and 9H, npyy vk PXuTexrq Pagy Camocrgy;
[lpxaBHe wramnapuje (nanac 3rpapd Eurs-a)  Hotel Metropol in Belgrade, building of the g/ Clyre. y ia " uckn, enwa g, LUH(_) parmy
n xoten Merponon 'y beorpaay, 3rpasy Ko-  Air Force Command in Zemun, building of the )/me aHe TpenyTy POjekTanrcye (®orore bpauiogay o,
MaH[e BasgyxonnoBcTea y 3emyHy, 3rpagy Banovina (today, Government of AP Vojvodina) Mo 0BUTY Kagem o BUTU (3 (fagi§a Brasoy. . OTe Agf/ .
paHoBuHe (parac Bnaja Al BOjBO,D,VIHe) n and Main Post Office in Novi sad, as well as roBﬂepHM3Ma- n)’enHe CTuno epaaoBan e SASA Photograjjn’-drca 1936 ' ®473/9)
3rpagy fnasHe nowTe Yy HOB%M Capy, Kao “ pav(ijlions at the| World Fair in Barcelona and Cm/?;w pasg K3 MHy Z Aekoa as Archig, t IC Archives, F473/)
naBw/boHe ca CBETCKE n3nobe y bapcenonu Trade Fair in Milan. a ’ n T Htec x
u Cajma y Munany. Yo Dragiéa Brasovan was born in 1887 in Vrsac, Atekcay ngMTeKTyP ) 630 Viepy ﬂP»?/aBFb& ESIgm.ng rvll)crgglsa Brasovap,
[lparvia bpailosaH je pohen 1887. ronuHe  where he completed elementary and high NaBuboy y K Pahophe J€ nozyg or ¢ University " Atonep ) Offer g on|
. ‘ Pameg Mo o Buha Pa/bg urrent sty Nowledge nt, he Ja nly

y Bpuiy, y KOME je 3aBpwno OCHOBHY ” school. In 1906, he left his home town and ko] WH M CTuny o CMuC tUmmg Yles of Art pg 8¢ and acce aside
Cpefitby LWKOTY. lonnHe 1906. HanywTa pop-  went tO Budapest where he enrolled at the i 13106 NPeacTapyy, MM he co  lation POt in g de €0and er Pted the
HUW rpag, v 0anasny bymumnewTy Fie ynucyje Faculty of Architecture at the Technical Uni- TprOeCeme ro CeNoHN 19, H Ber- to des; Y the King Alek elop anlsm. Th
ApPXVNTEKTOHCK akynTer TexHUUKOT yHUBEP- versity. After completing his studies, he spent 34yx0 Mja: 3rpq CTaje 1per rooupe the King g modern-sty andar | rasd an inyj-
apnTeTa. Hako 3aBpLIeTKA cTyanja, nposeo Six years working at the famous architectural cre g MNoBcrgy 4, OBUHeg, KOOBa YyBey rOduCei’; Om of Serp, Y& pavilip, ,-thor devij¢
je wect rofnHa papehn y nosHatom Apxn- studio Tori és Pogdny in Budapest. After the T HTC’%”OF CBeTcyk BHE 1T, M”M Hie Ba- 1929 Ir;tselfa he loats d Slov, Which
TeKTOHCKOM atesbey Tepy Moearb (TOri €s world War 1, he accepted the position of the Pojex M 3aBopy yro Ta pag Jeap"’je. Mo- rilogy _ th the 1 ld Fair i, B enes in
pogdny) Y byaumnewTv. HakoH TpBOr CBET- city architect in Veliki Beckerek (Zrenjanin). wjan THO asogy ¢ 710BeH " Mpojex mand bqu.e Banate I ted hjs ffCe/ona
CKOT paTa npuxeara MECTO TPaficKOr apxiTeK: That is the reason why there are several of his pHg O/eKT 1 4 2on Je, npegys 1e3H After ¢ f;”g an ¢ lding, Forc dmous
Te y BennkoMm beukepeky (3perbarnt). OTY- buildings in this area — building of the Serbian ﬂy)KHocj lopu. o 19/;/ 4 jenn ehuma ¢ ugoslay g ' World finting Offjc. € Com-
na y OBMM Kpajesnma ! HEKONMKO HeroBux Bank, Sokol society building and the Serbian poa CT “pexTop n og Bpeme Stitute Ofsa”Ways esion I, he Workede build
objexara kao WTO ¢y 3rpapa Cpncke panke,  Orthodox Church of the presentation of the OOuHe 103 em Pagckor aB/bag Ugopfojekfrb’a’ co Paﬁ Instityte, Degat the
CoKONCKM AOM 1 Cpricka npasoc/aBHa Lpkea virgin in Orlovat. Bradovan came o Belgrade in Ynay K 9 eKTyp PojexTHor Onten gro) and for 4 Wh:eS rb’/O‘,Droje/l(gn In

the early 1920s and together with architect Mi- X"’TeKaTg /be d OYacky 4, f the Bejoy. Until 1954 h , he also Workz‘and

lan Sekuli¢, he established a company Arhitekt, 3a o (Roya/ Instit,, Tyta 6 TaHﬂOﬂMcHM h/te/(mra ade esign ét € was th 3 edin

while in 1925, he began working independently Mpo je HOr ynay f Brit hAr(;(-MX e becam udio Sqyre en”a er

Y beorpagy 196 Opan et Member of than norar ¢
oz Je 1967 tects jp 1953 eH val ’”St):/t
SASA el



Aparuwwa bpatiosaH (ceau) ca apxmMTekTom Mankosum,
oko 1926. (doToTeka bnubanoteke CAHY, ® 473 /r)
Dragisa Brasovan (sitting) with the architect

Papkoyv, circa 1926 (SASA Photographic Archives, F 473/r)



NPEAroBoP

MocTojano je pocta HejacHmx npeacTaBa v vH-
dbopmaumja 0 00jexTy Koju Ce cMaTpa jeaHum
0f, HajouTHUjUX AEnd apxuTeKType Ca Hawnx
npoctopa — NaswbOoHY KpasbeBnHe Cp0a,
XpBara " CnoseHaua Ha CBETCKOj N310KoM
y bapcenoH. 3axpasbyjyhu ayTopuma, apxi-
Text Japujy Yynmhy 1 ncropnyapy yMeTHo-
ctn Munany Nosnanosuhy, Bennkyn 6poj ourt-
WYX HeNo3HaHMLA je OATOHETHYT, na ce oty-
[a U HAMETHYO Ha3VB nanoxGe — Mucrepuja
bpaloBaHOBO2 nau/boHa 13 1929. 20g1He.

N3nox0a v Katanor npeacTas/bajy Npecex FoWI-
XOBOI [lyrorognuiber NCTPAXMBAYKOT Pafd,
jeaHor ucuprubyjyher npoueca ca jaCHUM un-
JbeMm fa aKkTyenusyjy oapeheHe Teme. Houx
nsojuua cy, 6apehn ce Temama mehypathe
apxuTekType Ha HalnM NpOCTOpvMa, Nony-
HWAW Heke Of, npasHuHay no3sxaBarby onyca
apxuTekTe [lparviue bpawioBaHa 1 baunnu
HOBO CBET/IO Ha Tymaderbe CTWNOBA, Kao W
Ha ofHOC MoAepHW3Ma W ap fekoa, 1 Ha Taj
HAUMH Cy Y4YnHUIN OMUM/bMUBUUM  NOPTPET
TOr BpemeHa. 3axpasbyjyhn yroroaniibem
NCTpaXMBArLY, Y moryhHocTn CMO fid npsu

There were several unclear ideas and informa-
tion regarding the facility that is considered
to be one of the most important works of ar-
chitecture in our region — the Pavilion of the
Kingdom of Serbs, Croats and Slovenes at the
World Fair in Barcelona. Thanks to the authors,
architect Dario Cupic and art historian Milan
Poznanovi¢, a lot of the doubts have been re-
solved, which is how the exhibition came tO
have its title — Mystery of the Brasovan’s pa-
vilion from 1929.

The exhibition and the catalogue represent an
overview of their multiyear work, an exhaust-
ing process, with a clear aim to actualise cer-
tain topics. Working on the topics of interbel-
lum architecture in our region, the two of them
filled some of the voids in the knowledge of
the Dragisa Brasovan's body of work and shed
a new light on the interpretation of styles, as
well as the relationship between modernism
and Art Deco, and in that way, made the por-
trait of that time more tangible. Thanks to the
years of research, for the first time, we are able
to see the reconstruction of the exterior and
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,[10CTOjas10 je goCTa HejacHMX nNpegcTasa u
MH@opmaumja o 0bjekTy Koju ce cMATpa jegHum
0g HajoOUTHMjNX gena apxmuTeKType Ca HaLwmx
npocTopa - naBn/boHy KpamesnHe Cpba, Xparta u
CnoBeHaua Ha CBeTckoj n3noxbu y bapcenoun.”




MaBn/boH y bapcenoxm 1929.
(Apxve Cp6uje, 36upka dotorpaduja,
KyTuja 28, 191)




NPONOT

foomHe 1929. y bapcenoHn ce Boauna Haj-
ApaMaTnyHuja butka y MehypaTHoM nepu-
04y Halle uctopuje apxutektype. Ha Tom
00jHOM NOJbY Cy Ce Ca HEKOIMKO PA3INUNTIX
KOHLienaTa caBpeMeHOCTH Cykobuan KoHuen-
TM TMpexusene npowsiocTn LWNaHcKe aka-
AEMCKe apXuTekType, Koju cy Ouan npeq
KanuTynaumjom. BpaTa 3a uHBasujy mopep-
HOCTM Ha eBponcky TBphaBy MpoOLIOCTM
LWMPOKO Cy ce oTBopuaa. HOBM KoHLEeNTu
Ounn cy pasnBojeHn Ha [Be CTpyje koje cy
ce MehycoOHO yTpkuMBane Yy npey3umary
npumara: jegHy cTpyjy, Ha yeny ca [iparuiiom
bpalioBaHom, npencras/bana je MOAEpPHOCT
KOja Cce €eBOJYTMBHO HacTaB/baia Ha Mpo-
WAoCT, a Yy JApyroj CTpyju Hanasuna ce
PeBONYLMOHAPHA  MOAEPHOCT  npeABoheHa
Jlyagurom Muc BaH fep Poeom (Ludwig Mies
van der Rohe).

Y npBu Max npesary je ofHeo [paruwa
bpaluoBaH. Hberosa cTparervja cactojana cey
TOMe [ia refjaoumma, nytem acouujaumje’ Ha
npeno3HaT/buee 0bjekTe MK MojaBe U3 fa/be
(bpom) nam Gamxke (kybusam) npolunocty,
MOHYAM MOAEpaH BU3yenHn obanK Koju he y
UCTO Bpeme npeactasuT mnagy KpabeBuHy
CXC* 1 opatM noyacT WUCTOpUju  3emMibe
nomahuHa.

1 lNoBe3uBarbe jefHe nojaBe ca ApPYyrom y CBECTW.
OBaj nojam MOXemo KOpPUCTWUTK 3a OWno Koje apyro
YOPYXVBae, Crajakbe, Be3nBame. ACOUMjATUBHUM [e-
JIOBatbeM Y apXWUTEKTYpU CIYXKMO Ce, Ha MNpUMED,
apxutekTa Epux MengencoH (Erich Mendelsohn), a'y
apX1TeKTypu ap Aekoa (Art Deco) To je onwuTe MecTo.

2 KpamesuHa Cpba, XpBata u CloBeHalla OCHOBaHa je
1918, a 1929. merba nme y KpasbesmHa Jyrocnasuja.

PROLOGUE

In 1929, the most dramatic battle in the inter-
bellum period of our history of architecture
took place in Barcelona. Concepts of the sur-
viving past of the Spanish academic architec-
ture, which were facing capitulation, clashed
with several modern concepts. The doors for
the invasion of modernism on the European
fortress of the past had been wide open. New
concepts were separated into two streams
which were competing against each other to
take over the primacy: one stream was the
modernism which evolved from the past, head-
ed by DragiSa Brasovan, while the second was
revolutionary modernism, headed by Ludwig
Mies van der Rohe.

At first, the advantage was taken by Dragisa
BraSovan. His strategy consisted of offering a
modern visual form to the visitors by using as-
sociation' to recognisable objects or phenome-
na from the distant (ship) and the more recent
(cubism) past, which would also simultane-
ously represent the young Kingdom of Serbs,
Croats and Slovenes? and honour the history
of the host country.

1 Connecting one phenomenon with another. This term
can be used for any other linking, connecting or relating
process. Associative action in architecture was used, for
example, by Erich Mendelsohn, while in the Art Deco ar-
chitecture, it is a common place.

2 Kingdom of Serbs, Croats and Slovenes was estab-
lished in 1918 and in 1929, it changed its name to the
Kingdom of Yugoslavia.

MaBnboH KpasbesnHe CXC y bapcenoHu 1929. rognHe
(boTorpaduja u3 konekumje Munowa Jypuiumnha)
Kingdom of SCS Pavilion in Barcelona in 1929
(Photography from the Collection of Milo$ Jurisic)
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Mo3unumja MaBn/boHa Ha manu CBeTckor
cajma y bapcenoHu 1929. rogmHe

The position of the Pavilion on the map
of the World’s Fair in Barcelona in 1929
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JleBo je npukas kamydnaxHo opapbaHor TproBaykor 6poaa, BUA/bUBOT KPO3 NEPUCKON NOAMOPHULE. [IECHO je NpuKa3
uctor 6pofa, HopManHoO 000jeHOT, Ha MAEHTUYHOM KYPCy KpeTarba.(npema HopmaHy BUAKMHCOHY)
On the left is an image of a ship in camouflage, as seen through the periscope of a submarine. On the right is the image
of the same ship, painted normally, on the identical travel course. (According to Norman Wilkinson)

NNOBERU Y
KYBU3MY

MpBK CBETCKYM par je CBOjOM Tpareanjom Kpaj-
Hb€ MHYCTPUjaIM30BaHOr Cykoba OKOHYAO0 Ha-
YMH Ha KOjU je GYHKLMOHMCaNa UmMBUIn3aumja
XIX Beka (koja ce npoTtesanan Hanpey AeLeHnjy
XX Beka). Beh kpajem 1914. ben Enok (Belle
Epoque)* ca cBojum joie de vivre fienoBao je
Kao [aNneKo HeCTBAapHO ceharbe. POBOBCKM paT
M paTHe MalIMHEe NPOMEHWIN CYy KONEKTUBHY
CBECT 1 0banHy eKOHOMMUjy, MOINTHKY U Tex-
Honorujy. MapagokcanHo, 6ecomyyHa partHa
Ke/ba 3a YHULITEHeM nocrnewnsana je Ho-
Be HayMHe KpeaTWBHOI pa3Mul/barba. Y Uu-
Jby PaTHUX Hanopa, Hayka je BPTOrNaBOM
Op3vHOM HanpegoBana, v T Hanopwu cy Guan
ApamMaTU4yHO BUA/bUBM HA 3eM/bW, Y BOAM M
y Ba3gyxy. Ha 3em/bu cy Tonosu Ouam 3a-
rnywyjyhu n MohHmuju, 6pogosm Ha Mopuma cy
Ounu Behu 1 CTpaLHKjW, A Y BA3AyXy, YOBeK Ce
BMHYO BULLUe 1 Opxe HO uKafd. M kapa partHu
pobowwn ceupajy, myse hyte. Aam He baw
cBe. lMporoBopwusie Cy Ha HajHeO4YeKMBaHMjeEM
MecTy.

Kao Hajseha konouujanHa Benecuna, Benu-
ka bputaHuja je cBojy Moh ogpxasana 3a-
XBa/byjyhv mroMopckoj GpnoTu Kojy je BekoBMma
rpafuna v Heroana, WTo je, Oyayhu pa je
OCTpBCKAa 3em/ba, M nornyHo. OHa je npe
cBera C/y)xuna 3a 04yBarbe MOMOPCKUX Tp-
roBaukmx pyta. Y foba mupa TprosuHa Mo-
prma buna je BeAMKa MpegHocT, aam y goba
paTta npefcraBmbana je cnaboct. Hemauka je
Ty NPOTMBHMKOBY CN1abOCT NOKYLLAna Aa UCKO-

4 Mepuopg 0b6MuHO cmellTeH m3mehy 1880. roguHe w
n3bujarba [pBor ceeTckor pata. KapakTepuuwy ra
ONTUMW3aM, pervoHanHu mup y EBponun, eKOHOMCKM
MpoCnepuTeT, KOJOHNja/IHA eKCMaH3Mja M UHOBATUBHOCT
Ha MoJby TEXHOJOU]e, HayKe, KyIType.

23

SAILING IN
CUBISM

The World War I, with its tragedy of an utter-
ly industrialised confrontation, ended the way
in which the civilisation functioned in the 19t
century (which also included the first decade
of the 20™ century). Already in late 1914, the
Belle Epoque* with its joie de vivre seemed like
a distant surreal memory. Trench war and war
machines had changed the collective aware-
ness, global economy, politics and technolo-
gy. Paradoxically, the relentless war desire for
destruction also encouraged creative thinking.
For the purpose of war efforts, the science
made very quick advancements and those ef-
forts were dramatically visible on land, at sea
and in the air. On the land, the cannons were
louder and more powerful than ever, the ships
at sea were larger and scarier, while in the air,
man surged higher and quicker than ever. And
when the war drums are speaking, the Mus-
es remain quiet. But not all of them. They had
spoken in the most unexpected place.

As the greatest colonial force, United Kingdom
maintained its power thanks to the naval force
that it had built and cultivated for centuries,
which is, given that this is an island country,
quite logical. That force was, first of all, used
for protection of the naval routes. In times of
peace, sea trade was a great advantage, but
during a war, it represented a weakness. Ger-
many tried to take advantage of that British
weakness. German U-boats decimated the Brit-
ish trade fleet, which is why the United King-

4 A period usually defined as spanning from 1880 to the
onset of the World War 1. It was characterised by op-
timism, regional peace in Europe, economic prosperity,
colonial expansion and innovations in the fields of tech-
nology, science and culture.



puct. Hemauke Y-nogMOpHMLE (HeEMAuKK
Unterseeboot - noasoaHn bpoa) aeceTkoBane
cy OputaHcky TproBauky ¢noty, ycnen uvera
je bputaHuju npetuna Hectawmua xpaHe u
NPOM3BOAHUX CMPOBMHA. HallaBLumM Ce Ha Me-
TV HEMaYKMX nepuckona, bputaHcku 6pogoBu
Cy noctajanu nake mete. buno je Hemoryhe
YYMHUTU HEBMO/bMBKMM Tako roneme objexTte
kao wWTo cy 6pogoBu Ha nyunHn mopa. C
Apyre CTpaHe, CAaKpUBEHW WCMOf, Tanaca,
NOAMOPHNYAPK CYy MOMIM CaMO Aa MpOBMpe
MMM MEepPUCKONOM M3HAA MOBPLIMHE W A
NaKO W3pauyHajy cmep KpeTarba U Op3uHy
OpopoBa, kako 6w ca KpaTkor o0AcTojarba
naHcmMpanu cBoja pasapajyha topnega. Kao
OLrOBOP Ha Ty MpeThy, bputaHuja ysoau
cucTem 3awTuhernx KoHBOjA. [la m ce joL
WTa MOMIO YYMHUTM? CAMKAp MNOMOPCKMX
mMoTvBa HopmaH BunkuHcoH (Norman Wilkin-
son, 1878-1971) MMC/IMO je fia MOXe. AKTUBHO
yyecTBYjyh1 y paTHMM Hanopuma kao fobpo-
BO/ball y BOjHOj MOpPHApWULM, BUIKMHCOH je
NOCTaBMO NPOLYKTUBHO MNWTare: MOLWTO je
Opop Hemoryhe cakpuTty, LWITA Ce OHAA MOXe
YYMHWUTU Ca UM [a OM Ce NOAMOpHMLAMA
oTeXano Huwawere? Oprosop je 6uo y
kamydnaxu, am He ca YYMHKOM [1a Ce CMatby
BMA/bMBOCT Opofa, Beh HanpoTus, ga ce
HeroBa BW/bMBOCT Mnojaya A0 Te Mepe Aa
30yHW NpoTMBHMKA. Taj edekar 30yHMBarHba
MOCTUTHYT je KamypraxXom Koja nHcnupaumjy
Hanaswn y kybusmy (Mukacosa (Pablo Picasso)
YMETHOCT je HemoCpefHO JonpuHena nobeau
CaBe3HMKa) M Taja MOJEPHOM BOPTULM3MY
(YMETHMYKM NOKpeT y BpuTaHmju C noyetka
XX Beka, koju y cBoM MaHuecty opbauyje
CMKare nej3axa W akToBa Y KOpUCT
reOMETPWM]CKOT CTU/IA KOjU TeXM anCTpakLmjm).
Kao n y kybnamy, nocmaTpanu objekar je kpo3
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dom was faced with a potential shortage of
food and raw materials. Founding themselves
at the aim of German periscopes, the ships be-
came easy targets. It was impossible to make
such huge objects, such as the ships at sea,
invisible. On the other hand, hidden bellow the
waves, the submariners only had to surface
their periscopes a little and easily calculate the
direction and the speed of the ships so that
they could launch their devastating torpedoes
from a short distance. As an answer to that
threat, the United Kingdom introduces the sys-
tem of protected convoys. But was there any-
thing more that could have been done? Naval
motive painter Norman Wilkinson (1878 - 1971)
thought that there was. Actively participating
in the war efforts as a volunteer in the Navy,
Wilkinson raised a productive question: Since
it was impossible to hide a ship, what else can
be done with it to make it difficult for the sub-
marines to target it? The answer lied in camou-
flage, but not with the purpose of reducing the
ship’s visibility, but on the contrary, with the
aim of increasing its visibility to such an extent
that it would confuse the opponent. That con-
fusion effect was achieved by camouflage that
drew its inspiration from Cubism (Picasso’s art
indirectly contributed to the Allies’ victory) and
at the time, popular Vorticism (art movement
in Britain in early 20" century, which in its
manifesto, rejects painting of landscapes and
acts in favour of geometrical style that strives
towards abstraction). The same as in Cubism,
the observed object is, through analysis, dis-
sembled, broken, and then reassembled, ne-
gating a singluar point from which the object
is observed, i.e. deconstructing the traditional
central perspective. Under the pressure of an
impossible task, for the purpose of survival,

,MowwTo je 6pog Hemozyhe cakpuTy, WTa
ce 0Hga MoXke YYNHUTY ca buM ga bu ce
MOGMOPHULIAMA OTeXA/I0 HULarere?”

“Since it was impossible to hide a ship,
what else can be done with it to make it
difficult for the submarines to target it?*

-

-

Tprosauku 6popn YCC Bect Maxomer, 1918.
(NaumonanHa apxmsa CA[l: 19-N-1733)
Trade ship USS West Mahomet in 1918

(US National Archives: 19-N-1733)




aHaM3y pacTaB/beH, CIOM/bEH U MOHOBO Cac-
TaB/beH, Hernpajyhu jeoHy Tauky u3 Koje ce
objekar nocmaTpa, 04HOCHO AeKOHCTpymLLyhu
TPAAMLMOHANHY LIEHTPAHY NepcnekTuBy. Mog,
NPUTUCKOM pellaBara Hemoryher 3agarka
Y UWby OMNCTaHKA, WUCTPXMBAYKA WHTYWLM-
ja ce Kpo3 CMKApCTBO NOUTPana KOHTEKCTOM
BpemMeHa 1 obnuka. Tako je 1917. rognHe po-
heHa ,pa3n-pasn‘ kamydnaxa (Razzle-dazzle,
eHr. dazzle - 3acnenutun, 3aceHUTU; 3amMasu-
Batbe 0uMjy). Ca unbem Ja CTBOPU CTpPATeLLKY
npegHocT, oBa kamybnaxa je Tpebano na
YYMHM OpOfOBE HEUYMM LITO OHM HUCY, OTe-
KaBajyhu Tume NOAMOPHMYApUMA M3pady-
HaBatbe YAA/bEHOCTH, Op3nHe U1 cmepa Kpe-
Tarba HUXOBMX MeTa.

bponoBu odapbaHn ancTpakTHUM reomMeTpuj-
CKMM LIapamMa KOHTPACTHMX 00ja® uarnepanu
Cy Kao fia ce kpehy y CMepy 1 Ha MeCTy Ha KojeMm
OHW Yy peanHoctu Hucy 6uan, nosehasajyhu
TaKO LLIAHCE 32 HUXOBO NPEXMB/baBatbe. To je
MMaNo 3a NocieauLyy ia NOAMOPHNYAPU KPUBO
W3pauyHajy yrao u notpebHy Op3uHy KpeTa-
ta Topneda. Hajgeha mkaa BuheHa nnoseha
n310%0a ancTpakTHe YMETHOCTM CnallaBana
je xuBoTe. [lo kpaja pata npeko 3000 6posoBa
je 0OCIMKAHO 0BOM BPCTOM Kamydnaxe. Yak u
HajnO3HATWjW NPEKOOKEAHCKN MYTHWUYKK Opo-
AoBu, nonyt Onumnuka (Olympic), AKBUTAHN-
je (Aquitania) n Maypetanuje (Mauretania),
MMan Cy CBOjy ,ancTpakTHY” dasy. BusyenHu
edeKTW IMKOBHe CLieHe Koju cy dacuyHmpany
nyonmky, npeysehe GyHKLMjy 3aBapaBarba He-
npujatesba y CBPXy OncTaHKa.

5 bpuUTaHCKM agMmMpannTer je noctasuo Hopmana Bus-
KMHCOHA Ha YeNo MCTPAXMBAYKOT CTyaMja 3a NpUMeHy
,Pa3n-pasn‘ kamydnaxe 6pooBa, a roTOBO L0 Heros
TWUM, KOjM je PafiMo Ha M3paam MakeTa bpofoBa, paspaam
wabnoHa 6Goja M HUXOBOj NpUMEHN Ha OpOAOBMMA,
CacTojao ce 0f, )XeHa YMeTHULA.
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the research intuition played with the context
of time and shape through visual art. That is
how in 1917, Razzle-dazzle camouflage was
born. Serving the purpose of gaining strategic
advantage, the aim of this camouflage was to
make the ships something that they are not,
thus making it difficult for the submariners to
calculate the distance, speed and direction of
their targets.

Ships painted with abstract geometrical pat-
terns of contrasting colours looked like they
were moving in a direction or in a place were
in reality, they were not, thus increasing their
chances of survival. That resulted in the sub-
mariners making the wrong calculations of the
angle and the necessary speed of the torpe-
does. The largest sailing exhibition of abstract
art ever to be seen saved lives. Until the end
of the war, 3,000 ships were painted with this
kind of camouflage. Even the most famous pas-
senger ships, such as Olympic, Aquitania and
Mauretania, had their own “abstract” phase.
Visual effects of the art scene that fascinated
the audience, took over the function of deceiv-
ing the enemy in order to survive.

5 British Admiralty appointed Norman Wilkinson head
of the research studio for the application of Razzle-daz-
zle ship camouflage and almost the entire team that
worked on the production of ship models, development
of colour patterns and their application on the ships,
was made of women artists.

Mpumepw ,pasn-gasn‘ kamydnaxe namehy aa Cectcka pata v 3a Bpeme [lpyror CBeTCKOr pata
Examples of Razzle-dazzle camouflage between the two World Wars and during the Second World War

lope: TanujaHcka kpctapuua ,bysene fapubanaun’ (Giuseppe Garibaldi) 1936., Unyctpaumja A. Tej
(n3 konekumje M. Mo3HaHoBMAA)
Above: Italian Cruiser Giuseppe Garibaldi 1936, lllustration A. Gay (From the Collection of M. Poznanovic)

[lone: NTanunjaHcka kpctapuua ,Atnano Perono” (Attilio Regolo) 1940., Unyctpauumja A. Tej
(n3 konekumje M. Mo3HaHoBMAA)
Below: Italian Cruiser Attilio Regolo 1940., Illustration A. Gay (From the Collection of M. Poznanovic)
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JEOHA NMPUYA
NTYYKOT TPALA

PeTke cy Gune 3emsbe Koje Cy OCTane HeyTpan-
He, 1 YaK HW OHe HUCy Morie aa u3berHy
yTuuaje HeraTUBHMUX NAVMHKUX Tanaca Koje je
rnobanHn paT M3a3Bao CBOjUM pasapajyhum
JenosarbeM. 3a pa3nunky o Benvke bputanuje,
HeyTpasiHa LLnaHuja, oaBHO 3aMopeHa Mop-
CKMM NPOCTPaHCTBMMA, Mpecennna je CBojy
boraTy NOMOPCKY UCTOpW]jy Ca My4YnHa y Npuye
W NlereHfie 0 CNaBHOj NPOWIOCTU. JedHa of
TMX npuya 3anouena je jow 1905, kaja je
apxuTtekTa Jocen Mywr Kagadank (Josep Puig
i Cadafalch) nokpeHyo naejy na ce opraHumsyje
CBETCKA M310K0a y YyBEHOM Jy4KOM rpagy
bapcenonn. Mpeja ce nonako passujana u
1913. nnaHepu cy oaabpanv 6pao MOHXYMK
(Montjuic) koje w3Hap, rpaga Hearnega nyky.
Nako je npBOOMTHO NAAHMPAHO Aa ce n310x0a
onpxu 1917, 360r BUXOpa CBETCKOT paTa 0TBa-
pabe je nomepeHo 3a 1923, anun Jowno je fo
Aaber oaraharba n cee je OUO CNpemMHO Tek
1929. U3noxOby je 19. mMaja 1929. 3BaHWYHO
oTBOpUO Kpab AndoHco Xl (Alfonso Xill),
a pomahuH je 6uo agmupan MapwjaHo pae
®opoHraa (Mariano de Foronda). M3naratbe je
0110 NOAE/bEHO HA TPU acneKTa: NHAYCTpUjy,
CMOPT M YMETHOCT. [lBafgeceT eBponcKuX Ha-
umja y3eno je ydewha Ha u3noxobu, a mehy
FUMa cy bune n Hemauka (Koja je, NpeTxofHo
K)XHEHa, HamoKoH gobuna npuauky fAa ce
NPBM MYT HAKOH paTa NpefcTaByM HA HEeKOM

A STORY OF A
PORT TOWN

There were only a few countries that remained
neutral, but not even they could avoid the ef-
fects of the negative tidal waves sent by the
global war with its destructive actions. Unlike
United Kingdom, neutral Spain, long tired of
the vastness of the sea, moved its rich naval
history from the sea to the stories and legends
of its glorious past. One of those stories began
in 1905, when architect Josep Puig i Cadafalch
introduced the idea to organise a World Fair at
the famous port town of Barcelona. The idea
slowly developed and in 1913, the designers
chose the Montjuic Hill above the city, which
overlooks the port. Even though it was origi-
nally planned for 1917, due to the whirlwind
of the world war, the opening was moved to
1923, but there was another delay and final-
ly, everything was ready in 1929. The Fair was
officially opened by King Alfonso XIII on May
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mehyHapoLHOM cajmy), kao v bputanuja, ben-
rmja, JaHcka, dpaHLycKa, MahapCKa, DUHCKQ,
WTtanuja, Hopselka, PymyHuja, LLBajuapcka un
npvBaTHe opraHu3auuje n3 Amepuke v Jana-
Ha. YuecTBOBana je n KpabesnmHa Cpba, Xp-
BaTa 1 CnoBeHaua. Ycnepn oyror BpeMeHCKor
ofrahama, Kao 1 BULIEHALMOHANHE LLAPON-
KOCTW, Leo [orahaj ce Kpo3 apxuTekTypy, Y
YMETHUYKOM CMWUCNY, O[/IMKOBAO BEJIMKUM
CTUIMCTUYKUM OVBEP3UTETOM. MaKo Cy rnas-
Ha Tema 3BaHWYHOr nporpama Owune MOHY-
MEHTa/IHOCT M TPaHAMO3HOCT eK/eKTMULM3mMa
VHCNMPUCAHOT OOraToM WCTOPWjOM LLMAHCKE
apXuTeKType, NPBEHCTBEHO Oapoka, MehyHa-
pogHM [eo ca HauMOHaNHWM NaBW/bOHMMA
Mo je BULIe acrnekara CaBpPeMeHOCTH, rae
je cBaka Hauuja nokywana ga ce npeacrasu
0C0OEHOM CTpaTernjom. Y 0BOM ly4KOM rpagy
CBaKM NaBW/BOH je O1o nonyT 6poaa Koju je Ha
OpPUrMHANHM HAYMH NOKYLLABAO Ad NpeacTaBu
rnpasaL, CBOr 3aLpTaHOr CTpATELLKOr KpeTarba
(6110 OHO peanHo MK camo WMNy30pHO).

19, 1929, while the host of the Fair was admi-
ral Mariano de Foronda. The exhibition was
divided into three aspects: industry, sports
and art. Twenty European countries participat-
ed, including Germany (which was, previously
punished, finally been given an opportunity
to present itself at an international fair for
the first time since the war), United Kingdom,
Belgium, Denmark, France, Hungary, Finland,
Italy, Norway, Romania, Switzerland, as well
as private organisations from USA and Japan.
Kingdom of Serbs, Croats and Slovenes also
participated. As a consequence of the long
delay, as well as multinational diversity, the
whole event was, through architecture, in the
artistic sense, characterised by stylistic diver-
sity. Although the main themes of the official
programme were monumentality and grandeur
of the eclecticism inspired by the rich history
of Spanish architecture, international section
with national pavilions had several aspects of
modernity, where each nation tried to present
itself using a particular strategy. In this port
town, each pavilion was like a ship, which tried
to present the direction of its strategic move-
ment (no matter if it was real or just illusory) in
an original manner.
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NOJAYABAME
BUAJbUBOCTMU
U 3AMA3UBAIBE
o4ynJy

Ha 3BaHunyaH nosus LUnaHuje pga yyecTsyje
Ha 1310x0K, KpasbeBnHa CXC je ogrosopuna
noTBpAHO. MpBOOMTHA Maeja fa ce CMecTUMO
Y HEKM o[ TemaTCKMX NaBW/boHa JomahuHa je
ybp30 yHanpeheHa, 1 Haww KoH3yn y Magpuay,
rocnognH MBo Angpuh, nocnao je y beorpag,
npegior o Tpu Moryhe nokaumje Ha Kojuma
Ou morao ga ce HanpaBu HALW MABW/LOH.
Ha kpajy je n3abpaHO MeCcTO HenocpeaHo

INCREASING
VISIBILITY
AND
DECEPTION

Upon the official invitation of Spain to par-
ticipate in the Fair, the Kingdom of SCS gave
a positive answer. The original idea that we
should settle in one of the thematic pavilions
of the host was quickly upgraded and our con-
sul in Madrid, Mr Ivo Andri¢, sent to Belgrade
three proposals for the location of our pavil-
ion. At the end, we have chosen a place right
next to the Palau Nacional, the main exhibi-

y3 HauwoHanHy nanaty (Palau Nacional),
MaBHY M3narauky nanaty, uyume ce Hall
NaBW/bOH 3HAYAjHO MCTakao. M3abpaHa noka-
UMja 3a noavsarbe NaBWbBOHA CBEYAHO je

tion palace, which gave our pavilion a signifi-
cant prominence. The chosen location for the
pavilion was officially handed to Mr Jasa Gr-
gasevic, our secretary of the Ministry of Trade
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npegara rocnoguHy Jaww [prawesuhy, Ha-
lem cekpetapy MMHWUCTApCTBA TProBuHE Wt
VHOYCTPUWje, a Kao YiaH aenerauuvje Tom npu-
JIMKOM je NpMCyCTBOBAO M [lparuniua bpalloBaH.
Nlokaumja je omoryhuna pa ce naBW/bOH
carnega y nyHom Kpyry on 360 cTeneHm,
U3 BULLIE Pa3NNYUTMX Tavaka. OpnydeHo je
[2 NaBuboH Oyae m3paheH of ApBeTa, Ha-
MpaB/beH 0 MOHTAXHWUX efnemeHata M ca-
CTaB/beH NpBO Yy beorpagy, 3aTum pasmoH-
TUPAH, TPAHCMNOPTOBAH N MOHOBO CacTaB/beH
y bapcenoHu. lpuctynuno ce cTBapamy CTpa-
Ternje npefctaB/barba Maage KpabeBuHe U
FEHOT MOIMTUYKOT YCTPOjCTBA.® Kako yaoBo-

6 Kpab AnekcaHpap | Kapahopfesuh je 6. jaHyapa
1929. pacnyctro HapoaHy cKynwTuHy, 3abpaHuo pag
CBMX MOJIMTUYKMX CTPaHaKa U CMHAMKATA, NOJAUTUYKMX

and Industry. Dragisa BraSovan was also pres-
ent on that occasion, as a member of the del-
egation. The location enabled the pavilion to
be seen in 360 degrees, from several different
points. It was decided that the pavilion was
to be made of wood, constructed from sever-
al prefabricated elements and assembled first
in Belgrade, and then dissembled, transported
and re-assembled in Barcelona. After that they
set out to create a strategy for representing
the young kingdom and its state constitution.®
How to fulfil the host’s request to honour the
outdated architecture of historical styles while
simultaneously presenting our outdated polit-

6 On January 6, 1929, King Aleksandar | Karadordevi¢
disolved the Parliament, prohibited the work of all polit-
ical parties and syndicates, banned political rallies and

TR e o LR T introduced censorship - start of the dictatorship period.

CKYyMoBa 1 YBEO LieH3ypy — NOY€ETaK Nepnofa oUKTaType.

N T EER e i MaBusboH y bapcenon 1929. (Apxus Cpbuje, 3bupka dotorpaduja, kyTnja 28, 192)
R s i Pavillion in Barcelona 1929 (Archives of Serbia, Collection of Photographs, box 28, 192) 31



JbUTK 3axTeBy AomahuHa Aa ce ucnowTyje
3acTapena apxuTeKkTypa WUCTOPMjCKUX CTU/IO-
Ba, a Aa Ce ca Apyre CTpaHe Hall 3actapenu
NOMMTUYKM PEXUM MPUKAKE KAO OKPEeHyT
caBpemeHocTH?

Kao wTo je HopmaH BwikumHCOH OMO cam-
kap Koju je op OpogoBa y3 momoh cau-
KapcTBa CTBApao jefHy BPCTY Uy3uje, TpaHC-
dopmaumje 1 onceHe, TaKo je M HAW TUM
Ha 4Yeny ca [lparvwom bpatloBaHoMm ca
naBuboHOM CXC y bapcenoHn Takofe cTBa-
pao unysujy, onceHy. CnocobHowhy numnpo-
BM3aumje n gobpe npoueHe bpalioBaH je
CBE OKOJIHOCTM TMOBO/bHO WCKOPUCTHO. W3
KOHTEKCTa je MakCMManHo upneo u gobujao
noeHe, Kako JIMKOBHO, TakKO W WMEONOLLKMN.
ipeonornja HTerpaaHor jyrocioBeHCTBa Kpa-
/ba ANekcaHfpa vcnosbaBana ce Kpo3 To Aa
je CTpy4HM Tm 13 beorpasa 6mo 3afyxeH 3a
ekcTepujep, a TM 13 3arpeba 3a eHTepujep.
bpalloBaH je 3aMMCIMO MaBW/bOH Kao an-
CTPaKTHW Opof, KOju CBOjOM KaMy(haaKHOM
NOCTAaBKOM LIpHO-Oennx Tpaka nojayasa CBOjy
BM//bUBOCT Y JATOM KOHTEKCTY.

OBa 3ajefHMYKa cTpartervja ornceHe ,pasn-
Aasn” bpogoBa v bpalloBaHOBOr NaBW/bOHA
MHOro je OWTHWja Of MyKOr BM3YeNHOr Tpa-
Xera GopmanHe Gpuanuke caMYHOCTM (Koja
AOWCTa W MNOCTOjW). BWUIKMHCOHOBM Kamy-
GnaxHn OpogosBn Mory OuTM npemuca,
nonasHa Tayka, OKHO KpO3 Koje ce Yynasu
y OybuHe pyaHMKA 3Hara M pasymeBarba
cTBapanawtea [paruwe bpaloBaHa. Hawl
NaBW/bOH Ce, MOMyT BWAKMHCOHOBUX Opoao-
Ba, CNYXWMO TEOPUjOM KyOM3Ma, YMETHWUYKOT
CTWNA KOju je y TO Bpeme Beh yBEAWKO yLwIao
y CBe rope ApyLTBa. YNpaBo KpPo3 NaBU/bOH
y ¢opmu kybuctnukor 6pona,” bpaliosaH

ical regime as oriented towards the modern?
The same as Norman Wilkinson, a painter who
used art to make a kind of illusion, transfor-
mation and deception out of ships, our team
headed by Dragisa Brasovan also made an il-
lusion, a deception with the pavilion of the
Kingdom of SCS in Barcelona. Brasovan used
all the circumstances favourably and from the
context, by using his ability to improvise and
his good judgement, he gained points, both in
artistic and ideological sense. Ideology of the
integral Yugoslav idea of the king Aleksandar
showed itself in the fact that the team from
Belgrade was in charge of the exterior, while a
team from Zagreb was in charge of the interior
of the pavilion. BraSovan envisioned the pavil-
ion as an abstract ship, which increases its vis-
ibility in the given context with its camouflage
setting of black and white stripes.

This common strategy of deception of the
Razzle-dazzle ships and Brasovan’s pavilion
is much more important that the mere visual
search for the formal physical likeness (which
indeed does exist). Wilkinson’s camouflage
ships might be a premise, a starting point, an
entrance to the depths of the mines of knowl-
edge and understanding of the work of Dragisa
BraSovan. The same as Wilkinson’s ships, our
pavilion used the theory of Cubism, an art style
which at the time, already entered all spheres
of the society. It is precisely through the form
of a cubist ship that BraSovan honoured the
host country in two-fold manner — through
Cubism, whose father was famous Spanish
painter Pablo Picasso, and through association
of the pavilion with a ship, thus honouring the
rich naval history of Spain and Barcelona itself
as a port city.

OcHoBa MNaBu/boHa 13 bapcenoHe kojy je apxutekTa [apvo Yynuh pekoHCTpyMcao Ha 0CHOBY Benmkor 6poja
doTorpadumja Brcoke pesonyuuje

The base of the Pavilion from Barcelona, which was reconstructed by the architect Dario Cupic on the basis
of a large number of high-resolution photographs



je Ha ABOCTPYKM HAUYMH 0[A0 MOYACT 3eM/bM
poMahuHy - Kpo3 Kybusam, unju je otay 1o
CNABHW LUNAHCKM camkap Mabno MMukaco, u
KpO3 acoumjaumjy naBuboHa Ha bpog, oaajyhn
Tako noyact 0Ooratoj MOMOPCKOj WCTOPUjK
WinaHje n camoj bapcenoHn Kao ny4ykom
rpagy.

MowTo CMO NABWBOH Beh Ha3BaMM KyomcTmy-
Kum O6pogom, MOKyLWajMO TO Ad Pa3yMemo Y
TafalWrUM BPEMEHCKMM OKBMPUMA. KyOu-
3am cBoje pofjerse 1907. roguHe ayryje Mabny
Mnkacy, Kome ce 0fMax Ha NOYETKY MPUK/bY4MO
n Xopx bpak (Georges Braque), n of Taga
NOYMHE He3ayCTaB/buB NOX0J Kybu3ma Ha
CBETCKOj CLEHWN. Y apXMTEKTYpy ra Hana3MmMo
1912. y peny Kybuctmuka kyha (La Maison
Cubiste) PejmoHa [uwax-BunoHa (Raymond
Duchamp-Villon). NMopep Mapw3a, kao Hajjayer
LEeHTpa, ApYrv BaXaH LeHTap Kybusma npe
MpBor ceeTckor pata buo je u Mpar, roe ce o4
1912. po 1914. pa3Buja kybo-ekcnpecroHn3am,
a HakoH 1918. y apxuTekTypu ce passuja fe-
KOpPATMBHMjW POHAOKYOM3aM, Ha Koju je yTu-
Lana HapOAHA OPHAMEHTAHA YMETHOCT Kao
BMJ, MCMO/baBatba HOBOHACTA/IE YeLlKe HaLM-
OHa/IHe He3aBMCHOCTU. POHAOKYOM3aMm je npe-
No3HaT/bMB MO GOPMMU OWITPUX YIOBA, Mpe-
ceLarbMMa paBHK, KPUCTAIHUM 00aMuLMMa,
W ucno/baBa ce kao ¢ysuja BpegHOBAHA
NOKanHe Tpaguumje, pparmeHtapHe ¢opme
Kybuama v emouuje eKCnpecroHmsma - TO

7 Ha npenasy ca ABajeceTux Ha TpupaeceTe rognHe XX
BeKa, MOLEPHU3aM Y MHTEPNpPeTaLmnju ap feKO YMETHHU-
ka 61O je WHCMMpWCAH ATKUM JIMHKMjaMa MaLUMHa,
JIOKOMOTMBA, aBMOHA W MPEKOOKEAHCKMX MYTHUYKNX
OpogoBa. Ap [eKkOo YMETHULM Cy pa3ymenn npumar
aepoaMHAMUYKMX U XUAPOAMHAMUYKMX CBOjCTaBA MpH-
JMKOM 0bnnkoBara 6poaa, ann cy ocum dyHKumje, y
CBOje apXMTEKTOHCKO CTBAPaNAWITBO YK/byuMBaIn K
notpeby fyxa nyTHKKA Nanybe npBe knace — NoTpedy 3a
NenuM, yienLiaHnm.
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Since we have called the pavilion a cubist ship,
we should try and understand that in those
time frames. Cubism owes its birth in 1907 to
Pablo Picasso who was immediately joined by
Georges Braque, and from then onwards, be-
gins the unstoppable march of the Cubism on
the world’s stage. In architecture, we find it
in 1912 in the work The Cubist House by Ray-
mond Duchamp-Villon. Apart from Paris, as
the strongest centre, another important cen-
tre of Cubism was Prague, where from 1912 to
1914, Cubo-Expressionism developed, and af-
ter 1918, a more decorative Rondo-Cubism de-
veloped in architecture, which was influenced
by folk ornamental art as a manner of express-
ing the newly found Czech national indepen-
dence. Rondo-Cubism is recognisable for its
sharp angular forms, plane intersections, crys-
tal forms, and it manifests as a fusion of vali-
dation of local tradition, fragmentary forms of
Cubism and emotions of expressionism — it is
a joint thought which found its form in order
to express the need of the times. In the newly
created political® and national circumstances,
cultural exchange, apart from economic and
military cooperation, becomes the key. Many
students from the Kingdom of SCS went to
study in Paris and Prague. Already in early 1925,
there was the First exhibition of the Czech art
and architecture in Belgrade, and even more
important was the Second exhibition of Czech

7 On the turn of 1920s to 1930s, modernism in the in-
terpretation of Art Deco artists was insipred by smooth
lines of machines, locomotives, airplanes and trans-
ocean passenger ships. Art Deco artists understood the
primacy of aerodynamic and hydrodynamic properties
in the design of ships, but besides the functionality, they
also included the spiritual needs of the first-class pas-
sengers, the need for beuatiful, embelished, into their
design.

je 30MpHa Mucao Koja je MpoHalna CBoj
00/MK Kako 6u ce m3paswna notpeba Bpe-
MeHa. Y HOBOHACTA/IOM MOJIMTUYKOM® 1 HaLW-
OHA/IHOM OKpYXerby, KyNTypHa pa3meHa, no-
pel eKOHOMCKe W BOjHe capafibe, nocraje
K/bydHa. MHOrM cTygeHTn K3 KpasbeBuHe
CXC opnase Ha cryaunje y Mapw3 n Mpar. Beh
noyetkoM 1925. gonasn o otBaparba l1pse
n3n0X0be uYelike yMETHOCTM W apXUTEKType
y beorpaay, a jow 3Hayajuuja je buna [pyra

YnuuHa namna, Emun Kpanuuek (Emil Krdlicek),
Mpar, 1912-1913. (dotorpadwja: M. Mo3HaHoBuMh)
Street lamp, Emil Kralicek, Prague, 1912-1913,
(Photograph by M. Poznanovic)

8 ToomHe 1922. Yexocnosayka, PymyHuja n KpasbeBuHa
CXC cknanajy pervioHanHm BojHu cases, Masy AHTaHTY,
a jenaH of, raBHMX NOKPOBUTE/bA CaBe3a je buna dpa-
HLLyCKa, Koja je cknonuna 3acebHe cnopasyme o BOjHO]
nomohu ca cBakoMm of, Tpu ApxaBe-unaHuue. Maeja
OBOr CaBe3a Ouna je oA ApxaBe-unaHuLe HacTyne Kao
jeavMHCTBEHA NOUTUYKA 3ajefHMLA.
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architecture, held in 1928 in Belgrade and Za-
greb. Avant-garde Czech magazine Stavba
dedicated one issue to Belgrade in 1929, while
a group of our modernist architects held an
exhibition in Prague in 1930 (the architects
that participated in the exhibition were Dusan
Babic, Dragisa BraSovan, Bura Borosi¢, Jan Du-
bovi, Branislav Koji¢, Petar i Branko Krsti¢, Mi-
hajlo Radovanovi¢, Milan Sekuli¢, Aleksandar
Simic¢ and Milan Zlokovic)®. Shall we, therefore,

YajHuk, Maeen Janak (Pavel Janak), MeTpononuTeH
My3ej YMETHOCTH, Hbyjopk, 1912.

Teapot, Pavel Janak, The Metropolitan Museum of Art,
New York, 1912

8 In 1922, Czechoslovakia, Romania and the Kingdom
of SCS concluded a regional military alliance, the Little
Antante, and one of the main patrons of the Allience
was France, which concluded separate agreements on
military assistance with all three member-states. The
idea of this Alliance was for the member-states to act as
a unified political community.



,bpaLloBaH je 3ammcano NaBu/bOH KAO ancTpaxoBaHu 6pog Koju
CBOjOM KaMY(IaKHOM MOCTABKOM LipHO-06e/mx Tpaka rnojayasa
CBOjYy BUG/bUBOCT Y gATOM KOHTeKCTY.”

“Brasovan envisioned the pavilion as an abstract ship, which
increases its visibility in the given context with its camouflage
setting of black and white stripes.”
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n3nox0ba Yellke apxuTeKType, ogpxaHa 1928.
rognHe y beorpagy u 3arpe6y. ABaHrapaHu
Yelwkn vaconuc Craba (Stavba) nocsehyje
1929. roguHe jegaH Opoj beorpagy, a pyna
apxuTtekara mogepHor npasua 1930. rognHe
n3naxe y lMpary (Ha U3n0x0m cy yyecTBoBam
[ywan babuh, [parmwa bpawosaH, hypa
bopowwh, Jan [y6oBu, bpaHucnas Kojuh,
Metap n bpaHko Kpctuh, Muxajno PagoBa-
HoBwh, Munan Cekynuh, Anekcangap Cumuh
v MunaH 3nokoBuh).® Xohemo v ctora norpe-
WKUTW KO NPeTnocTaBMMoO A3 AMjaMAHTCKM
W 3Be3gactv 0bauum, owTpu yrioBu Gopme
KpucTanHux aceta, npenom/beHe LMK-LAK
JINHWje N KOHTPACT CBET/I0-TAMHO, Kao 1 yno-
Tpeba HaM3MEeHUYHUX LpHO-0ennx anHuja u
wpadypa - CBe OHO LITO KPAcu YeLuKu POH-
[0KyOM3am — Hanase CBOj 04pa3 U Ha NaBW/bO-
Hy KpasbesnHe CXC 1929. y bapcenonu?

KOHauHo, NocToje un3BecHe napanene usmehy
bpalwioBaHoBor naBuboHa M3 1929. n nasu-
JbOHA YexocnoBayke M3BefEHOr MO MPOjekTy
Joseda louapa (Josef Gocar) Ha m3noxom y
Mapu3y n3 1925; npaBoyraoHn npo3opu 0e3
nperpaaa, Xopu3oHTaaHe NMHWje HA pacagHNM
NNATHMMA, LEHTPA/THA BepTHKaNa Ha ,npamLy”
00jeKTa, 3aKOLeHN 3KO0BM Y OCHOBM, BOYHA
Kpuna. Aav 3a pasnnky of YewwKor NaBu/boHa
13 1925, bpaloBaH 1929. 1o MakcMMmyma no-
jayaBa ekcnpecujy 00jeKTa Kako ONTUYKOM
WNy3unjoM, Tako W HaAMEpHOM acoLmjaLmjom
objekTa Ha popmy bpopaa.’ Ime rog aa cmo ce
0KO 006jeKTa Hanaswnu, BelTa MaHWnynaumja
KOMMOHOBAaHa (acaje Hernpana je LeHTpaIHy

9 Ljiljana Blagojevi¢, Moderna kuca u Beogradu (1920-
1941) (Belgrade: ZaduZzbina Andrejevi¢, 2000), 28.

10 BpalloBaH je y HEeKONMKO HaBpaTa, Ha CBOjUM Haj-
MO3HATUUM NPOjEKTMMA, KOPUCTUO acoumjauunjy, HNp.
[lyHaBcka 6aHoBMHA y HoBom Camy = Gena naha, Ko-
MaH[a Ba3yxon/0BCTBa y 3eMyHY = aBUOH.
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be wrong in assuming that the diamond and
star shapes, sharp angles of the crystal facets,
broken zig-zag lines and light-dark contrast, as
well as the use of alternating black and white
lines and hatching — everything that charac-
terises Czech Rondo-Cubism — find their re-
flection in the pavilion of the Kingdom of SCS
in 1929 in Barcelona?

Finally, certain parallels can be drawn between
the BraSovan’s pavilion from 1929 and the
Czech pavilion made according the design by
Josef Gocar at the Fair in Paris in 1925; hor-
izontal lines on the facade canvases, central
vertical at the prow of the ship, slanting walls
at the base, side wings. But, unlike the Czech
pavilion from 1925, in 1929, Brasovan amplified
the expression of the object to the maximum
using both optical illusion and an intentional
association of the building to the shape of a
ship.™® Wherever you stood around the build-
ing, a clever manipulation of the facade com-
position negated the central point from which
the building is observed, i.e. the traditional
central perspective was deconstructed. No
matter where from we looked at the building,
the image in the eye did not match the visu-
al experience that we were supposed to have
in reality. Using the optical illusion, certain
elements of the facade were not in the place
where they actually were — Brasovan created
for the eye and not for the metre. These cubist
illusions were achieved using several elements,
first of all, on the central vertical above the en-
trance to the pavilion by a false angle of break-

9 Ljiljana Blagojevi¢, Moderna kuca u Beogradu (1920-
1941) (Belgrade: Zaduzbina Andrejevi¢, 2000), 28.

10 BraSovan used association on several occasions, on
his most famous projects, e.g. Danube Banate in Novi
Sad = white sailing boat, Air Force Command in Zemun
=airplane.



TayKy M3 Koje ce 0bjekat nocmarpa, OAHOCHO
TPAAMLMOHANHA LIEHTPaIHA nepcnekTuea ou-
Na je [eKoHCTpymcaHa. Hu w3 jegHe Tauke
nocmarparba CAMKA Y OKY Ce Huje noknanana
Ca OHVM BU3Ye/THM UCKYCTBOM KOje je peasiHo
Tpebano aa LOKMBMMO. 3axBasbyjyhv ONTUYKO]
WNy3nju Hekn enemeHTu dacapa Hucy bum
Ha OHOM MeCTy Ha KOjeM Cy Ce 3aucra u
Hana3nam — bpaloBaH je CTBapao 3a 0KO, a He
3a MeTap. OBe KyOUCTUYKe 1y3unje OCTBApeHe
Cy NOMORY HEKONMKO efleMeHaTta, a npe csera
Ha LEHTPa/IHOj BEpPTMKAAM M3HAA ynasa y
NaBWbOH MyTEM JAKHOM YA npenamamba
XOPU3OHTANHMX TpaKa (WWTO je 3a nocnemmuy
MMano fa ce BepTukana momohy onTuyke
BapKe BU3YE/IHO Y3[MXKEe MHOMO BULLE HEro Y
peanHoCTK, a npamaL, NaBU/bOHA W3IEAA0 je
MHOTO OLITPUje), KA0 M TpaHcnapeHTHowwhy
N pednekcnjama Ha BEMKMM MOBPLUMHAMA
CTaKJeHUX NPO30PCKMX OTBOpA (WTO je 3a
nocneguuy umano 30ywyjyhe pednekcuje
HacTane ycned nocTaB/barba 3K40BA  NOA
yrI0M 0f, 60 cTeneHm).

Kaga cmo ce Beh poTakan rpaherba uenmHe
NOMORY IMKOBHUX efleMeHata, Mopamo y3eTu
y 0031p 1 Aa NaBW/bOH Y bapcenoxu Huje npso
bpalioBaHoBO Aeno unje cy dacage NMKOBHO
pelleHe HaU3MEHUYHUM CBETIUM U TAMHUM
XOPU3OHTANHMM Tpakama - ped je 0 LipkBu
BaBenerba boropoamue y Opnosary, rpaF)eHoj
namely 1924. n 1927. roguHe. Takohe, no
nuTary ekcnpecunje popme, morn bucmo ga
nosexemo bpalloBaHOB NaBW/bOH M3 1929.
ca npojektom Hebeckn 2pag (Haus des Him-
mels) BpyHa Tayta (Bruno Taut), u3 1920,
00jaB/beHOM y yaconucy LUTaTtbaykyHCT an-
Tep yHg Hojep uajT (Stadtbaukunst alter und
neuer Zeit (bepnvn; LWUTYTrapT; Jlajnuur, cTp.
109-112)). A WITO Ce TUYE KOHTEKCT], Huje N

ing of horizontal stripes (which resulted in the
vertical visually rising much higher that it was
the case in reality, while the prow of the pavil-
ion seemed much sharper), as well as transpar-
ency and reflections on the large areas of glass
window opening (which resulted in confusing
reflections created by the walls being placed at
the angle of 60 degrees).

Speaking of the construction of the whole us-
ing visual artistic elements, we are obliged to
consider that the pavilion in Barcelona was
not the first BraSovan’s work where facade
was made in alternating light and dark stripes
— we are talking about the Orthodox Church
of the Presentation of the Virgin in Orlovat,
built between 1924 and 1927. Also, regarding
the expression of the form, we might connect
Brasovan’s pavilion from 1929 with the project
Haus des Himmels by Bruno Taut, from 1920,
published in journal Stadtbaukunst alter und
neuer Zeit (Berlin; Stuttgart; Leipzig, p. 109-
112). And as far as the context is concerned,
isn’t it possible that Brasovan, skilled at com-
position, found an inspiration for the star-like
layout of the pavilion through validation of
the local tradition and historical heritage? The
Montjuic Fortress, fortification from the 17t
and the 18" century, is located near the loca-
tion where our pavilion was constructed. In the
layout of the base of this fortifacation, we see
a star-like layout of the walls, whose dominant
triangular arms, with inserted smaller inter-
arms of the walls (with sides placed at a 60
degree angle) are expanding radially. A similar
radial star-like design can be seen in the medi-
eval citadel of Barcelona.

MOXAa bpalloBaH, BewT Yy KOMMOHOBAbY,
HalAo WMHCNMpauujy 3a pellerbe 3Be3gacre
OCHOBE NaBW/bOHA KPO3 BpefHOBatbe JI0Kal-
He Tpaamumje n uctopmjcke bawTnHe? Tepha-
Ba Morxyunk (Castell de Montjuic), ¢op-
Tudukaumja n3 17. n 18. Beka, Hanas3n ce y
HenocpefHoj 6M3NHK MecTa Ha KojeM je HaLw
NaBW/bOH MOAMUTHYT. Y OCHOBY N/1aHa oBe Gpop-

3[1 mogen lapuo Yynuh
3D model Dario Cupic¢

TUdUKaLMje BUAMMO 3Be3[ACTO pellerbe Oe-
AeMa, Ynjn ce AOMMHAHTHU TPOYTraoHW Kpauw,
ca YMETHYTUM MarbuM Mehy3pauyma 3uanHa
(ca cTpaHMuama MOCTaB/bEHUM MOA YIIOM
of 60 crenenn) pagujanHo wwpe. CAnMYHO
3Be3[aCTO pamjasiHO pellerbe BUOMMO U Y
Camoj CpefHeBeKOBHOj uuTatenn bapcenoxe.
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,113 6110 Koje Tayke ga cMo NABW/bOH 2/1eganu, CIMKa
y OKY Huje Ce MOKAANAna ca OHUM BU3YesHUM UCKYCTBOM KOju
CMO Tpebanm peanHo ga goxmsumo.”

“No matter where from we looked at the building, the
image in the eye did not match the visual experience that we
were supposed to have in reality.”

30, mogen lapuo Yynuh [ |
3D model Dario Cupi¢




[leTasb ca pasrnesnHuLe Koju
npuKasyje nyneHy nomohy kojer
je npeHTndrKoBaHa ckynnTypa
Tome PocaHaunha AHkeo 0buba n3
1928. (pa3rnenHnLa 13 Konexkumje
Muowwa Jypuwmha)

Detail from a postcard showing
figurehead with which the
sculpture of Tomo Rosandi¢ Angel
of Abundance from 1928 was
identified (Postcard from the
Collection of Milos Jurisic)

TAJHOBUTA
NMYJEHA HA
NMPAMLY

Cumbonmnka Opopa Ha ekctepujepy objekta
HarnaleHa je 1 CKyanTypom Koja ce Hanasmna
ncnped NaBW/bOHA. YKYMHO KOMMO3MLMOHO
pellerbe LenvHe Koja je cagpykaBana CKyn-
TYPYy Huje OUNO jeAHOCTABHO, HO M3BEAEHO
je BeoMa YycnewHo Kao jeAMHCTBO uAaejHor
3Hayera 1 Gopme. Ha nocTo/mbe 061mka npam-
ua 6poma noctaB/beHa je durypa aeBojke,
nyneHe," M3HAL KOje Ce Y3AM3a0 UMMO3aHTaH
japbon. Aytop oBe ckynnType 6uo je Bajap
Toma PocaHanh. Kao wTo je 6uo cnyyaj u
Ca MaBWbOHOM, ¥ OBa CKYNNTypa Ce YNOpHO
onupana naeHTuduKaumju. Huje ce 3Hano wra
ce lecno ca HhOoM HaKoH u3noxbe v ayro ce
cMatpano fa je usryb/beHa. JegHa op mpet-
noctaskun 6una je Ta fa je 1o 6uno geno Tome
Pocananha Ecce homo,” wTo je AeAMMUYHO
TayHo.

11 NMyneHa je ykpacHa ¢wurypa Ha npamuy 6poaa,
HApOYMTO KapaKTepuUCTMYHA 3a jefperbake. Hbuxosa
ynotpeba MMana je peNnrmo3HO 3Hayetbe, y CMUCIY
Tpaxera HoXKaHCKe 3aLTuTe.

12 [leno Tome Pocangmha Ecce homo npukasyje cuery
“3 Hosor 3aseta kapa [loHTMje Munat npencras/ba
Hapody Xpucta HenocpegHo npef pasanurbarbe Ha
KpCT. To Tymayerbe Ham je OMI0 CymhbWBO U3 BULle
pasnora: npBo, Ha GoTorpadujama, yak n cnabuje pe-
30Nyuuje, BUAM Ce [la ce paau O CKyInTypu [eBojke,
APYro Koja je cBpxa cMb0o/nKe XpUCTOBOT MyYeHULLTBA
ucnpep, nasuboHa CXC, a 3aTUM U Ty je MUTakbe CaMmux
AMMeH3unja ckynnType. [leno Ecce homo, ¢urypa Xpu-
CTa KOju MMa CBe3aHe pyke Ha snefjuma, HacTalo je
y ABe Bep3uje AeleHunjy npe nsnoxbe y bapcenouy;
npea sep3unja 13 1915, Bucuue 110 cm, 3aBplnnia je y
konekuumjn Yectep butu (Chester Beatty) y JIoHAOHY, a
Apyra sep3uja je n3 1918, u sucuHe je 220 cm. OBa apyra
Bep3nja 6una je y bapcenonn 1929, ann He ucnpeq
naBwboHa, Beh je Ouna nsnoxeHa y Manatm mopepHe
YMETHOCTM.
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MISTERIOUS
FIGUREHEAD AT
THE PROW

Ship symbolism on the exterior of the building
was also emphasized by a sculpture that was
located in front of the pavilion. The total com-
position of the whole which included the sculp-
ture was not simple, but it has been realised
quite successfully as a unity of the idea and
the form. A figure of a girl, figurehead," was
placed on a stand in the shape of a prow and
rising above it, was an impressive mast. Author
of this sculpture was sculptor Toma Rosandic.
As was the case with the pavilion, this sculp-
ture also defied identification. Nobody knew
what happened to it after the Fair and it was
considered to be lost. One of the assumptions
was that this was Toma Rosandi¢’s work Ecce
homo,” which is only partially true.

11 Figurehead is a decorative figure at the prow of a ship,
especially characteristic for sailing ships. Their use had
religious meaning, in the sense of asking for divine pro-
tection.

12 Toma Rosandi¢’s work Ecce homo represents a scene
from the New Testament in which Pontius Pilatus pres-
ents Chist to the people right before he was crucified.
We developed some doubts regarding this interpretation
for several reasons: first, in the photographs, even those
of smaller resolution, it can clearly be seen that this is
a sculpture of a girl; second, what is the purpose of the
symbolism of Christ’s martyrdom in front of the pavilion
of the Kingdom of SCS and third, there is the question
of the dimensions of the sculpture. The work Ecce homo,
the figure of Christ with hands tied behind his back, was
created in two versions a decade befor the Fair in Bar-
celona; the first version from 1915, 110 cm high, ended
up in the Chester Beatty Collection in London, while the
second version from 1918 is 220 cm high. This second
version was in Barcelona in 1929, but not in front of the
pavilion, but as part of the exhibition at the Palace of
Modern Art.



MaBn/bOH y bapcenoHn 1929.

(ApxuB Cpbuje, 3bmpka dotorpaduja, kytmnja 28, 191)
Pavillion in Barcelona 1929

(Archives of Serbia, Collection of Photographs, box 28, 191)

Ha yBehaHom petasmy ¢oTtorpaduje Bucoke
pesonyumnje u3 1929. nocraje BUA/LUBO [a
Ta [eBOjKa Y CBOM Hapyyjy ApXW 3aBex/ba]
npenyH pasHWX NA0AOBA — jacHM aTpubyTw
nepcoHundukaumnje rnogHoctn wan Axhena
0bu/ba (CKynNTypa MMa M3BedeHa M Kpuna).
[leno je op PocaHamha Hapy4eHo cneumjanHo
32 OBY MPUAKKY, A Y jedHOM Tenerpamy Jawa
Ipraweswh, cekpetap MuHMCTapCTBa TProBu-
He 1 MHAYCTpuje, Tpaxun of Tomucnasa Kpu-
3MaHa fAa Ce CKynnTypa Of ApseTta 000ju
nctum 6ajuom KojuM je 00ajuoBaH W ,KibyH
nahe. HakoH 1929. u3naraxa je Bule nyta u
HEBEPOBATHMM CTULIAjeM OKONHOCTK, 3ab0pa-
BMJIO Ce Ha tbeHy 3HauajHy npsy ynory. CKyan-
Typa ce gaHac 4yyBa y HapogHom mysejy y
beorpagy (MHB. Opoj 111) nop HacnoBom
AHheo obuba, rae ce HaBOAM Ja je n3paheHa
of aboHoca.” C 0b3mMpoM Aa caga 3Hamo Aa
je Tprawesuh Tpaxuo fa ce ckyantypa oboju
0ajuom, TO Ham [asbe OTKpMBA [Be CTBApM:
3HaMO Koju je 610 ToH boje TaMHMX Tpaka Ha
dacann, anv ca gpyre CTpaHe He 3HAMO 0f Koje
je BpcTe apeeta u3paheHa ckyantypa (oHa je
camo o06ojeHa 6ajuom boje aboHoca).
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13 Pagmuna AuTuh, Toma Pocanguh (Beorpan: My3ej
rpaga beorpaga, 1963).
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At the enlarged detail of the high-resolu-
tion photograph from 1929, it becomes clear
that in her arms, this girl holds a bundle full
of various fruits — clear attributes of the per-
sonification of Fertility or Angel of Abundance
(the sculpture also had wings). The work was
commissioned from Rosandic specially for this
occasion, and in a telegram by Jasa Grgasevic,
Secretary of the Ministry of trade and indus-
try, Tomislav Krizman is requested to colour
the wooden sculpture with the same varnish
that was used for the “prow” of the ship. After
1929, it was exhibited several times and by an
extraordinary confluence of circumstances, its
important original role had been forgotten. The
sculpture is now kept at the National Museum
in Belgrade (Inv. no. 111), with the title Angel of
Abundance, where it is stated that it was made
out of ebony.”

Given that GrgaSevi¢ asked for the sculpture
to be painted by water-based wood stain, it
further reveals two things to us: first, we know
what the colour tone of dark strips on the
facade was but, on the other hand, we don't
know what kind of wood was used to make the
sculpture (it was only painted with the ebo-
ny-coloured wood stain).

[lonwc koju wase Jawa lprawesuh, cekpeTap
MMHMCTApCTBA TPrOBUHE U UHAYCTpUje, ToMUCIaBy
Kp13maHy, MaBHOM apaHepy 1 NpojeKkTaHTy
eHTepujepa: ,Posaljite mi mustru bajcovanog drveta
za kljun ladje da bi prema toj boji moglo bajcovati
Rosandicevu figuru”.

(ApxvB Jyrocnasmje, 65-284-868)

A memorandum sent by JaSa Grgasevi¢, Secretary
of the Ministry of Trade and Industry, to Tomislav
Krizman, head arranger and the interior designer:
“Send me the example of the varnished wood for the
prow of the ship, so that Rosandi¢’s sculpture can be
varnished according to that colour”.

(The Archive of Yugoslavia, 65-284-868)

13 Radmila Anti¢, Toma Rosandic¢ (Belgrade: Belgrade
City Museum, 1963).



YHYTPAWKBOCT
BPOLA

3axBasbyjyhu aHraxoBajy Halwe Bnage u
Capafh¥ C€a MO3HATUM  WINAHCKUM  HOTO-
rpapuma, Kao WTo cy, Ha npumep, Jocen
Mapuja Carapa u [MnaHa (Josep Maria
Sagarra i Plana), Jocen racnap (Josep Gas-
par) u Mabno Jiync TopeHy, (Pablo Luis Tor-
rents) — yyBeHa ,Tpu Kpasba’, OCT/IE Cy HaM
Kao CBefo4aHCTBO OpojHe doTorpaduje ex-
cTepujepa M eHTepujepa Ha OCHOBY KOjUX
AAHAC MOXKEMO Aa Pa3peLnmMo HefoyMuLe 1
A2 04roBOPUMO Ha OpojHa nuTarba Koja cy 'y
npowwnocTn octajana 6e3 ogroeopa.

[loK je peluere ekcTepujepa buno noeepeHo
TMMy ¥3 beorpaga Ha ueny ca [parviiom
bpawosaHom," Tum wu3 3arpeba koju je
npeggogno  Tomucnas  Kpusman® Ouo je
3a[yXeH 3a BU3YeJIHO pellerbe YHYTpallHer
npoctopa. Pelerbe eHTepujepa Yycko je
NOBE3aHO Ca pellerbeM OCHoBe. bpaluoBaH
[aje BeOMa WHTEpeCaHTHy reometpujy npo-
CTOpa: Y OCHOBMW, KOja Ce y3amke Ha [ABa
cnpara, Hanase ce ABa KBagpara CrnojeHa
y MPaBOYraoOHWK, a Ha CTpaHuue KBajpara
Ha[04ATU CY jeAHAKOCTPAHWYHW TPOYI/IOBK.
Han ¢opmupaHum npaBoyraoHuMm [enom
Hanasu ce rasepuja. Y eHtepujepy je cama
NIOTVIKA rpafikbe KOHCTPYKLMje Orna oTKprBeHa
W rpege cy bune Bug/bMBe. Y npusemiby, y
Aeny 0bjeKkTa Ha CynpOTHOM Kpajy Y OAHOCY Ha

14 bpalloBaHoBa reHWjaIHOCT y carnefaBatby KOHTEKCTa
MCnosbaBa ce 1y TOMe WTO je Hall NaBU/bOH CBOjUM
ynasom, obnuka npamua 6poaa, 61Mo okpeHyT mpema
MOpYy 1 nyun bapcesnoHe (MOTMyHO CYNpPOTHO Of, IN1aBHOT
ynasa Ha cajam, npema kome cy Guan okpeHyTu ocTanm
NaBWU/bOHM).

15 Tomucnas KpuamaH je y 3arpeby Boaumo LLkony 3a
YMjeTHOCT 1 00pT, a 610 je 1 IM4HU npujaTesb Bajapa
MNBaHa MewTpoBsuha.
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INTERIOR
OF THE SHIP

Thanks to the involvement of our Government
and cooperation with famous Spanish pho-
tographers such as, for example, Josep Maria
Sagarra i Plana, Josep Gaspar and Pablo Luis
Torrents — the famous “Three kings”, we have,
as a testimony, numerous photographs of the
interior and the exterior based on which we
can now resolve numerous doubts and answer
the questions that had remained unanswered
in the past.

While the design of the exterior was entrust-
ed to the Belgrade team, headed by Dragisa
Brasovan," the team from Zagreb, headed by
Tomislav Krizman®™ was in charge of the visual
solution for the interior space. The design of
the interior is closely tied to the layout of the
base. Brasovan gave a very interesting geome-
try of space: at the base, which is two-storey
high, there are two squares connected into a
rectangular shape, while equilateral triangles
are added onto the sides of the squares. Above
the formed rectangular section is the gallery.
At the interior, the very logic of the construc-
tion was revealed and the beams were visible.
At the ground floor, in the part of the build-
ing opposite the entrance, was the staircase
which followed the triangular form of that side
of the building, while the landing between the
two arms of the staircase was in the shape of

14 BraSovan’s genius in the perception of the context is
expressed in the fact that the entrance into our pavilion,
which was in the shape of a ship’s prow, was directed to-
wards the sea and the Barcelona port (completely in the
opposite direction of the main entrance to the Fair, to-
wards which all other pavilion entrances were directed).
15 Tomislav Krizman was Head of the School of Design
and Craft in Zagreb, and he was also a personal friend of
sculptor lvan Mestrovic.

ynas, buno je NoCTaB/beHO CTEMeHULLTe Koje
npatu TpoyraoHy ¢opmy Tor aena 00jekTa, a
nogect n3mehy fiBa Kpaka creneHumwTa 6vo je
y 001Ky pomba. CTeneHuLUTe je y TOM/bEHO]
GOopMM ULLNO OKO CKYNNTYpe KOjy je 13paamo
Bajap ®paH KpwuHuh.'® 3naoBn Ha Koje ce
HacNarbalo CTeneHuluTe OUAN Cy OCAMKAHM,
a TemMa je 6una kapta KpabeBnHe CXC Ha
K0joj Cy Gunu npuKasn Hapofa y TUMNUYHKUM
HOWHaMa. Y uenomM objekTy npo3opu cy 1y
npu3em/by M Ha crnpaty OMaM MocTaB/beHu
BEOMA BWCOKO M OuAn cy y QyHKUMju naTte-
PaJIHOT OCBET/bEHbA, YNME je MOCTUTHYTO TO A
je n3narauku npocTop, MUCTUYHO OCBET/bEH,
M0 KOHTMHYMpaHa 3MAHA MaaTHa 3a M3fa-
ratbe excrnoHara. ospluvHe 31goBa Cy Haj-
Behum genom Gune obnoxeHe QGypHUpaHUM
obnorama reomeTpujckor obpacua of y3opa-
Ka pa3mmunTux Bpcta ¢pypHupa. Mopen apse-
He rpafe (kao rnaBHOr nNpou3Bofa Koju ce
HYOMO), W3NaraHW Cy W MpefMeTU €eTHO-
rpadckor (nonyt hwuauma) U yMETHWUYKOr
(cnuke, rpaduke, pebedun) cappxaja, Kao u
Aena npumerbeHe ymeTtHocTu.” boratcrBy
NOMXPOMMje  BOMPUHOCUIN CY U BUTPAXU
n3BedeHn y 6ojeHOM CTakny Kpo3 koje ce Y
NPOCTOp eHTepujepa pacnpLlimsana CyH4eBa
CBET/IOCT.

16 To je Guna jegHa on ABe ckyanType koje cy Beh
Oune n3narare y naBuwboHy KpabeBnHe CXC Ha Me-
RyHapoaHoj 13n10x6un feKkopaTMBHUX yMeTHOCTM Y [Ma-
pu3y 1925. Kao nap namnu-kapujatmpa - jefHa je
Ouna Hara [eBojka, a gpyra Har maagmh. 3a NaBu/bOH
y bapcenoHu ynotpeb/beHa je Bepauja Haror mnaanha
(uyBa ce y HapogHom my3ejy y beorpagy, MHB. 6p. 600).
17 MonyT JKeHe c Bohem, Jena y Kepamuum Kojy je
n3paamo X1HKo JyxH oko 1926.

47

a rhombus. The staircase in its broken form,
went around the sculpture made by sculptur-
er Fran Krsini¢."® The walls that the staircase
leaned on were painted, and the theme was
the map of the Kingdom of SCS, which showed
its peoples in typical national costumes. In the
entire building, both at the ground floor and in
the first floor, the windows were set quite high
and they had the function of lateral lighting,
which resulted in exhibition space, mystically
lit, having continuous wall canvases for display
of the exhibits. The wall surfaces were mostly
covered with veneer panels with geometrical
patterns made of different veneer sample. Be-
sides the wooden material (as the main offered
product), the exhibited items also included
ethnographic (like kilims) and artistic (paint-
ings, graphic art works and reliefs) objects,
as well as works of applied arts.” The wealth
of polychromy was contributed by the vitrag-
es made in coloured glass, through which the
light scattered into the interior space.

16 It was one of the two sculptures that were previously
exhibited at the pavilion of the Kingdom of SCS at the
International Exhibition of Decorative Arts in Paris in
1925 as a pair of caryatid-lamps — one was a naked girl,
while the other was a naked boy. For the purpose of the
pavilion in Barcelona, they used the version of the naked
boy (it is being kept a the National Museum in Belgrade,
Inv. no. 600).

17 Like the Woman with Fruit, made by Hinko Juhn
around 1926.
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HAKOH 1929. U4
AHEFQoOTA CA
XO3EPUHOM
BEJKEP

YyBeHa MKOHAa MehypaTHor nepuopa, cjajHa
3Be3[a Ha Heby napucke ymeTHMuKe cLeHe,"
XKo3zedpuHa bejkep (Josephine Baker), buna je
HerocpefaH akTep y jelHoj Npu1ym Koja ce gyro
Be3MBasa 3a HAW MaBW/bOH. XKo3eduHa je,
HapaBsHo, Te 1929. roguHe buna y bapcenouu,
a aHerfoTa Be3aHa 3a kby 3anpaso 3anoyntbe
HeWTOo paHuje. Hamme, jeqHO OpYyro BeAvKO
ume, apxutekta Agond Jloc (Adolf Loos)
yNo3Hao je YKozeduHy y 3umy 1927. roamnHe
y Mapwu3y.” Mako y 3pennmm rogmHama, Jloc je
rajuo CTpacT npema kabapeTckum [eBojkama
(MypuTaHCKa CBEAEHOCT HEroBE apXUTEKType

AFTER 1929

AND THE
ANEGDOTE WITH
JOSEPHINE BAKER

The famous icon of the interbellum period, a
bright star on the sky of the Paris art scene,®
Josephine Baker, was a direct actor in a story
that had been connected to our pavilion for a
long time. In 1929, Josephine was, of course,
present in Barcelona, but the anecdote involv-
ing her, actually begins a little earlier. Another
great name, architect Adolf Loos, met Jose-
phine in the winter of 1927, in Paris. Although
at a ripe age, Loos had a passion for cabaret
girls (puritan reduction of his architecture was
in a stark contrast with his private life — he had
two previous marriages with women from the

18 U3mehy ocTasnor, 3anamheHa He camo Kao nesaynua
M wrpaumua, Beh v kao 6Gopal 3a UMBMAHA MpaBa,
Yf1aHMLA NOKPEeTa OTMNOPA, Ko W NPBa XeHa TaMHe NyTu
y uctopujn Gruamcke yMeTHOCTH koja je y unmy buna
Hocunal, rasHe ynore (1927).

Maketa Bune bejkep, Agond Jloc, 1928.
Model of Vllla Baker, Adolf Loos, 1928

18 Among other things, she is remembered not just as
a singer and a dancer, but also as a civil rights activist,
member of the Resistance, and as the first woman of
colour who had the main role in the history of the film
(1927).

Ouna je y owWTpoOj CynpPOTHOCTW CA HErOBUM
NPMBATHAM XMBOTOM - MMA0 je u3a cebe
[Ba Opaka ca jxeHama wn3 cBeTa 3abase),
n opf bejkepoBe je Taga ysumao w4acose
nneca.”® Mocne u3BecHor BpemeHa Jloc ce
n3 Mapusa Bpaha y beu n Tek roguHy faHa
KacHuje, y 3umy 1928, nok je bejkeposa buna
Ha TypHejW (HbeH CoMo HacTyn 3Bao ce LipHo
Ha 0enom), wUX ABOje Ce CNY4ajHO MOHOBO
cpehy. Tom npuanMkom uyyBeHa 3a0aB/baunLad
ce y pasrosopy noxanuna Jlocy ga je Hesa-
[0BO/bHA MPOjeKTOM 3a HeHy Kyhy, Koju je
“3paamno jenaH Apyrv apxutekta, u Jloc joj
je NoHyamMo Aa joj OH M3paau HOBM Mpojekar.
bejkepoBa je buna noTnyHo mM3HeHaheHa Tom
NHPOpPMALMjOM M MOHYAOM, jep HUje Mmana
npeacrasy na je Jloc apxutekrta. [lakne, Jloc
ce Tek 1928. natvo An3ajHa 3a kyhy bejkepose,
cBera nap meceuu rnpe oTBaparba Hatler
naBWmboHa. To je 3aHMM/bMB Nopatak jep ce
Hall NaBW/bOH YecTO ynopehuBao ca Tum
JlocoBMM NpojekToM. Y Teopwuju, BpeMeHCKK
OKBMP MOCTOjM, /M [ia /N je y npakcy buno
moryhe fia je bpalloBaH Braeo J10COB npojekart
W Ja je OH yTMLAO Ha hera? Kaja je jeqHom

19 Te 1927. ropuHe Jloc je Buaeo ¢uam Tporcka cupeHa
(La Siréne des Tropiques) ca YXo3epuHom bejkep. Y
GuAMy raymuua MOKpa npBo ynaaa y yrab, a 3aTUm U
y OpawHo (MHcnupaumja 3a upHo-bene npyre). Mysej
AnbepTHa y beuy uyBa roTOBO LENOKYMHY Apond
Jloc koneuujy, a npojekar 3a Buny bejkep gatupaH je
y 1927. rogvHy Ha OCHOBY Tora wWTo je Jloc Te roguHe
yno3Hao bejkepoBy. MeRyTum, noctaemba ce nutarbe
napameTapa 3a AaToBarbe: [ja /M Ce OHW 3aCHMBAjy
Ha TpeHyTKy pahara ugeje, Ha ToMe kafa je mpojekar
HaUpTaH WK Kaja je npeicraB/beH (M yorwTe Kaga
je Hekn npojekar w3BemeH)? fogmHa 1928. y3uma ce
Kao [aToBarbe Ha OCHOBY MOAATKA Aa je Te roamnHe Jloc
noHyauo bejkepoBoj Aa joj 3paan npojekar.

20 O opgHocy Xo3eduHe bejkep 1 Agonda Jloca no-
repatu Buwe y: Fares el-Dahdah, Stephen Atkinson,
“The Josephine Baker House: For Loos’s Pleasure”, As-
semblage No. 26 (Massachusetts: The MIT Press, 1995),
72-817.
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world of entertainment), and at the time, he
was taking dancing lessons from Baker.*® Af-
ter a while, Loos returned from Paris to Vienna
and a year later, in the winter of 1928, while
Baker was on tour (her solo act was called
Black on White), the two of them accidently
met again. On that occasion, the famous en-
tertainer complained to Loos that she is un-
happy with the design for her house, made by
another architect, so Loos offered to make a
new design for her. Baker was completely sur-
prised with this offer, because she had no idea
that Loos was an architect. So, in 1928, Loos
took it upon himself to make the design for
Baker's house, just a few months before our
pavilion was opened. It is an interesting infor-
mation, because our pavilion was often com-
pared to that design made by Loos. In theory,
the timeframe is correct, but was it possible, in
practice, for BraSovan to see Loos’ design and
be influenced by it? As Josephine once said to
Loos, after seeing the design: “It is a shame
you are an architect, sir, you would have been
a much better dance partner”.?’ The design
consisted of two sheets with a drawing made

19 That 1927, Loos saw the movie La Siréne des
Tropiques starring Josephine Baker. In the film, the wet
actress first falls into a heap of coal and then in flour
(inspiration for black-and-white stripes). Albertina Mu-
seum in Vienna keeps almost the entire Adolf Loos Col-
lection, and the design for the Baker Villa was dated to
1927 because that was the year when Loos met Baker.
However, the dating parameters are questionable: are
they based on the rise of the idea, on when the design
was made or when it was presented (or if the design
was ever realized). This design is dated to 1928, because
that was the year when Loos offered Baker to make the
design for her.

20 On the relationship between Josephine Baker and
Adolf Loos, see more in: Fares el-Dahdah, Stephen At-
kinson, “The Josephine Baker House: For Loos’s Plea-
sure”, Assemblage No. 26 (Massachusetts: The MIT
Press, 1995), 72-87.



NpUIMKOM BWAena npojekat, YKoseduHa je
Jlocy pekna: ,LUTeTa wWTO CTe apxuTekTa,
rocnoauHe, 6unm Oucte MHOro 00/bM Kao
napTHep y nnecy”.?' fpojekar ce cacTtojao of,
ABa INCTA Ca LpTeXoMm Y rpaduty (y Mysejy
AnbepTnHa y beuy 4yBajy ce ABa ceTa LpTexa
ypahenux y Tywy, koje je 1931. BepoBaTHO
ypagno Kypt Yurep (Kurt Unger)). XajHpux
Kynka (Heinrich Kulka), /locoB capagHuk,
Keneo je fa kpajem 1930, 3a JTocoB Lue3fecetu
poheHzaH, npunpemMn MoHorpadujy o Hemy
(y Bpeme kaga ce CseTcka u3noxba vy
bapcenonu Beh 04aBHO 3aBpLIMAA). Y Ty CBpXY
je aHraxoBaH ¢otorpad MapTtvH lepnax JyH
(Martin Gerlach Jun) kako 6u ¢oTorpaducao
mMakete* JlocoBux [fena.”® M3mehy octanor,
Tafa je M Hactana u vyBeHa Qotorpadmija
makete Jlocose Bune bejkep. LipTexxn Taga
Hucy OuaM nNpunpem/beHn 3a  LWTaMnahe,
Beh Cy npBu nyT 00jaB/beHN Y jelHOM MAIOM
katanory 3a wu3nox0y y 6eukoj ranepwmju
Byptn (Wiirthle) Tek 1961. rogmHe. [akne, Ha
OCHOBY M3HETWX UYMHEeHMLA Cafd 3HaMO Ad
bpalloBaH HWje MOrao Aa BWUAM HU MAKETy
(boTorpadmcany Tek 1930. roguHe) H1 HaupTe
(jaBHOCTM MpuKasaHe Tek 1961. rognHe) Bune
bejkep rnpe HO LUTO je Np0ojeKToBaO0 CBOj C/IABHM
NaBW/bOH!

21 XozedwHa je UCTUM peunma roamHy flaHa kKacHuje
onbwna yaeapare Jle Kopbusijea (Le Corbusier), koju joj
je Takofje NoHyaMO Npojekar Bune.

22 Npema peunma Encu Antman Jloc (Elsie Altman Loos),
Jlocose fpyre xeHe, ofi Koje ce pa3Beo 1926, makeTa
Bune bejkep je 6una n3noxeHa Ha Jecerwem canoHy (Sa-
lon d’Automne) y Mapu3y 1928. (13nox6a je Tpajana of
4. HoBembOpa 10 16. aelembpa). OCMM HeHWX peun, 3a
OBY TBPAHbY HEMA NOTBPAE Y apXMBCKOM MaTtepujany, 1
Ta TeMa je LIMPOKO OTBOPEeHa 32 Ja/be UCTPAXMBatbE, Te
KOHauaH 3aK/byyak Tek Tpeba fa ce AoHece.

23 Mopaum npoHahenu y TekcTy: Ines Weizman, “Archite-
cture and Copyright: Loos, Law, and the Culture of the
Copy”, 101st ACSA Annual Meeting Proceedings (Lon-
don Metropolitan University, 2014).
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with graphite (Albertina Museum in Vienna
keeps two sets of drawings made with Indian
ink, which were most likely done by Kurt Ung-
er in 1931). Heinrich Kulka, Loos’ collaborator,
wanted to prepare a monograph about him in
late 1930, on the occasion of his 60™ birthday
(at the time when World Fair in Barcelona was
long finished). For that purpose, he hired pho-
tographer Martin Gerlach Jun to photograph
models? of Loos” works,? and that is also the
time when the famous photograph of the Loos’
Baker villa was made. At the time, the drawings
were not ready for print, and they were pub-
lished for the first time in a small catalogue for
an exhibition at the Viennese Wiirthle Gallery
in 1961. Therefore, based on the stated facts,
we now know that BraSovan could not have
seen the model (which was not photographed
until 1930) nor the layouts (published for the
first time in 1961) of the Baker Villa before he
designed his famous pavilion!

21 Josephine used these same words one year later, to
reject the advances of Le Corbusier, who also offered
her to design her villa.

22 According to Elsie Altman Loos, Loos” second wife,
whom he divorced in 1926, the Baker villa was presented
at the Salon d’Automne in Paris in 1928 (the exhibition
took place from November 4 to December 16). Apart
from her account, we have no confirmation of this claim
in the archival material, and that subject is wide open
for further research and the final conclusion is yet to
be made.

23 The information found in: Ines Weizman, Architecture
and Copyright: Loos, Law, and the Culture of the Copy,
(London Metropolitan University, 2014).

U3PAHBAILE
U3 AYBUHA
3ABOPABA

MoTpeba pga ce naeHTUUKYjy aeTamu, n3o-
WTpU CMKa M Aa ce fohe A0 MpeLmn3HMX
nHdopmauyja, 3axTeBa YNOpHO NpeTPaxu-
Batbe AMIMTAIN30BAHMX ApXMBA YMPEXEHUX
nyTeM WHTEpHeTa M fdasby obpagy npuKy-
M/beHUX Mnopataka y Gpopmn apXMBCKMX J0-
KymeHaTta u ctapux potorpaduija y3 ynotpeby
cneumjanm3oBaHnx coPTBEpPCKMX anata. Yse-
haBarweMm [feTasba, MPOMEHOM YA rnefara,
PEKOHCTpyMCabeM MepcrneKkTUBa, Kommnapa-
TUBHMM aHaNM3amMa ¥ CTaB/bakbeM NogaTaka
Y LIMPW KOHTEKCT YMETHOCTM W [ApYLITBA,
npubnnxaeamo ce 00jeKTUBHWMjOj M KOH3W-
CTEHTHWjOj CINLM LIeNINHE.

N HajnocBeheHMju aHaIMTUYap HaopyxaH
apceHanoM [AMAAKTMYKMX anata Ou  6uo
n3ryb/beH 6e3 Hasuraumje pobpo ynyheor
ncTopmyapa yMeTHOCTU. VICTO Tako uctopuja
YMETHOCTM Yy OBOM BpEMEHY, aKo Texwu jAa
n3ahe u3 oksupa cybjekTMBHOr Haraharba,
Tpeba ga ce obpatv CTpyyraumMma W3 pa-
3/MUNTUX 00N1aCTU Kako 61 epukacHo morna
[ia ynoTpebw HenperneHe KOAMYMHe Cagpxaja
koje Cy nocnedmux rogMHa npou3BeaeHe
nyTem gurutannsaumje.

OOPHYTU MHXEHEPUHT, NOCTYNaK OTKPUBaHba
TEXHONMOWKMX NpuHUMNa ypehaja, npegmeta
WAKM cUCTeMa NyTeM Teme/bHe aHanu3e Hoe-
roBe KOHCTpyKUMje, GyHKUMje U HaumMHa pa-
03, NpUMEeHeH Ha WCTOPUjy YMETHOCTU U
ApXMTEKTOHCKY PEKOHCTPYKLM]jy, M30WWTpaBa
Ham MOries Ha XMBOT M CTBapanayku onyc
KpeaTMBHOr reHunja [lparvile bpalioBaHa, umju
j€ paf NpoLLao Kpo3 Tpu ernoxe.
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EMERGING FROM
THE DEPTHS OF
OBLIVION

The need to identify the details, sharpen the
image and get a hold of precise information,
requires zealous research of the digitalised
archives connected via internet and further
processing of the acquired data in the shape
of archival documents and old photographs
using specialised software tools. By enlarging
the details, changing the point of view, recon-
structing the vistas, comparative analysis and
placing the data into the wider contexts of the
art and the society, we are getting closer to the
objective and consistent picture of the whole.
Even to most dedicated analyst armed with an
arsenal of didactic tools would be lost without
the navigation by a well-versed art historian.
The same goes for modern-day art history,
which, if it wants to step out of the framework
of subjective speculations, should address ex-
perts from various fields of knowledge, in order
to efficiently use the vast amounts of contents
produced in the last several years by digital-
isation.

Reversed engineering, a procedure for uncover-
ing the technical operating principles of devic-
es, objects or systems through analysis of their
construction, function and operating method,
applied on the history of art and architectural
reconstruction, sharpens our view of life and
work of the creative genius Dragisa BraSovan,
whose work went through three epochs.
Dealing with the subjects of our interbellum
architecture, we are filling the voids in the
knowledge of the body of work of the famous
architect, question the valorisation up until



baeehn ce Temama Hawe mehypatHe apxu-
TeKType MnonywaBaMo MnpasHMHe Yy Mo3Ha-
Bakby OMnyca jefiHOr 4yBEHOI apxuTekTe, npe-
UCNUTyjemo Jocajallitbe BpegHoBarbe M [a-
jemo cBexe Buhere, 6aLamo HOBO CBETNO
Ha Tymaderbe CTWIOBA, Ka0 M Ha OfHoce
MoJepHM3Ma M ap [gekoa. [lok nocreneHo
NPOLMPYjeMO OKYM/beHW TUM (Mehy Kojuma
Cy CTpydtbaliM pasMuMTUX reHepaluja, Kako
OHM U3 UHCTUTYLM]A TaKO M CNobOAHM MCTPA-
KMBAUW, apXUTEKTW, [OM33ajHEpH, YMETHWULUM,
UCTOPUYAPYU, apXMBUCTU N UCTOPUYAPU YMET-
HOCTM), KOMOMHOBAHE PasNNUNTUX NPUCTY-
nay jefHoOM 3ajefHNYKOM MOoAyxXBaTy Nnomaxe
HaM [a NOCTUTHeMO NyH O0jeHun CnekTap Cnke
TOr MeRyparHor nepnoga.

XKesba ayTopa oBe n3n0x0e je Aa ce NpefcTasy
npecek Kpo3 jefaH HeJoBpLUEH NCTPaXKMBAYUKM
npoLec, aa ce akTyanusyjy ogpeheHe Teme u
Aa ce npoLmpu TUM capagHuka.

Bpahare Ha n3BopuwTe JOBOAM HAC [0 pe-
BM3Mje MPOLLIOCTM U jeHOT MOMEHTA Yy HbOj,
npekpeTHuLE y apupmMaumjn MOAEpHOr CTua
y apxutekTypu KpasbeBnHe CXC. Hagamo ce fa
CMO BaM OBUM NyTeM YHUHWUIN OMUM/bUBNjUM
NOPTPET TOr BpemeHa.

now, offer fresh view and shed new light on the
interpretation of styles, as well as the relation-
ships between modernism and Art Deco. By
gradually expanding the gathered team (which
includes several generations of experts, both
from institutions and freelance researchers,
architects, designers, artists, historian, archi-
vists and art historians), combining different
approaches in one joint endeavour helps us
achieve a full-coloured spectrum of the picture
of that interbellum period.

The authors of this exhibition wished to give
an overview through an unfinished research
process, to actualise certain topics and expand
the team of collaborators.

Going back to the source leads us to the re-
vision of the past and one moment in it, one
turning point in the affirmation of the modern
style in the architecture of the Kingdom of
Serbs, Croats and Slovenes. We hope that in
this manner we have made the portrait of that
time more tangible for you.

3[, mogen MNaBuboHa U3 bapcenoHe koju je apxuTekTa [lapvo Yynuh pekoHCTpyncao

Ha 0CHOBY Bennkor 6poja dpoTorpaduija Brcoke pesonyumje
3D mogel of the Pavilion from Barcelona, which was reconstructed by the architect
Dario Cupic on the basis of a large number of high-resolution photographs
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