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CrBapu BUOpaHTHE —
[Neonunpg Lejka] CTBaPM CBeane

M3noxb&a Ha3BaHa npema jegHoM LUTaTy npoHaheHoM mehy Senelwikama JleoHupa
Lejke, Ctusapu sudpaHuwiHe — cuieapu ceevaHe, MpefCcTaB/ba CepuUjy Npuya o nokylua-
juMa ymeTHMKa fJa HauMHe NpOMeHe Yy ApyLUTBY, O hUXOBOM NpPOTECTY KOju &1 BOAMO Ka
CBEeTY KOHa4YHO NMOroAHOM 3a XXMBOT — Un monde enfin habitable (AHppe BpeToH). OBe
TeXHEe MOry ce Ha3BaTu U YTOMMUjCKUM U jaCHO ce MOry carnefartu y YyMeTHUYKUM pajo-
BMMa. Minak, rnaBHy y/iiory oBor nyTa npeysummajy npeamMeT U MaTepujanm Koju HUCy
0.eo My3ejckux 36upku, Beh ce uyBajy Kao AOKYMeHTauujcku matepujan. snoxeHu
CBaKOAHEBHU NpeaMeTH, ynoTpedrbaBaH UM HACTan TOKOM paja U YMEeTHUYKMX
eKkcnepyMeHaTa U UCTpaXKMBaykmMx npoLeca, CTaB/beHU Cy y jyKCTanosuuujy ca ymeTt-
HUYKUM JennMa, Kako Su ce MpoLuMpUo yrao cariefaBarba HUX0Be y/iore Y KOHTEKCTY
YMETHMYKOT CTBapaka v ApYyLUTBEHOr aHra)koBarba YMeTHUKa.

OBaj CBOjeBpCHM OMHUBYC CacToju ce U3 cepuje 3aceSHMX NpuYa Ynju ce jyHaum
noHekap cycpehy, nyTeBu UM ce yKpLUTajy, HEKaga umajy yTuLaja jeoHu Ha gpyre, anu
TO HUje yBeK HY>XHO. Heke op, npuya feluaBajy ce napasesnHo, y CMUC/y NpocTopa v Bpe-
MeHa, A,0K Apyre rpaje concTBeHU KOHTMHYYM. CBe nNpuye noeesyje jeaHa HUT — Npea.-
MeTHOCT, 04HOC NpeMa npeaMeTy, penauuja cydjekat—odjekat. To npuye YNHU joLl
3aHUM/bUBUjUM, UMajyhu y BUAY fa jeaHa of 50pdu Koja ce BOAM KpO3 YMETHOCT, a Kojy
BOJeE M jyHauu OBUX enn3opa, jecte Sopda npoTme nponasHocTu. MHTpurupa nommcao
3awTo cy 3a Ty S5opdy nsadpanu cTeapm, Koje Cy npema CB0ojoj MaTepujaniHOj NpUpoan
ocyheHe Ha nponasHocT? nu Moxaa v HUcy...

HajowTpuje npoMmeHe napaaurmMe y yMeTHOCTU AOHENN Cy aBaHTapAHU MOKPeTH,
Hajpe OHW KOju NpUNaaajy Kopnycy MCTOPUjCKMUX aBaHrapAu € noveTka AgBageceTor
Beka (pyTypusam, KOHCTPYKTUBU3AM, Aafansam, Hagpeannsam, 3eHMTu3am), a 3aTum
n HeoaBaHrapge 1960-ux n 1970-ux roguHa. OBe NnpoMeHe Merane Cy UCTUHE O CBETY,
0 ApYLITBY, CYNpoOTCTaB/bajyhu ce MOAEPHUCTUYKOM Mofeny carnefaBata YyMeTHOCTU
y OAHOCY nNpema peanHoOM XUBOTY, yBoAehu HoBe npucTyne y Kojuma ce yMeTHOCT 1
XXMBOT u3jeaHauvaBajy. Kako &1 To nocturne, aBaHrapge ce SyHe NpoTUB ay TOHOMMU-

je ymeTHoCTH, cMaTpajyhu Aa ymeTHOCT npunaga
1 Terep Buprep, Teopuja asaniapge, »Mpexu XnsoTHe npakce”.' MeTtep Buprep kaxe:
Hapopna kura, Beorpaz, 1998. ,AyTOHOMMja yMeTHOCTH je KaTeropuja dyp>koackor
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ApywTBa”, WTo 50pdy aBaHrapAHMX YyMeTHMKA CTaB/ba Y LWUMPU APYLUTBEHU U MOUTUYKN
KOHTEKCT, Y CyKOd ca camuM dyp>koackuM ApPYLUTBOM M HeroBOM KYNTypoM, a y uMe
XyMaHwujer okpyxxera. To Huje 510 HMMano nak noayxsaT U Mo je NoTpedHO BuULle
nokylaja ga &u ce yMETHOCT M XXMBOT UCLLeNU/MU, Odpucane rpaHuLe Koje Cy ux pasgBa-
jane n ctBopuio xymMaHuje noApyyje 3a yMeTHUKA, aKTUBHOT Y APYLUTBEHOM XXUBOTY.

Y Hanopuma 3a ocniodabharbe YMETHOCTU U HEHO NPUdINKaBaHe XXUBOTY, aBaHrapa.-

HW YMETHULM 3aroBapasiy Cy HanyLluTare eCTeTCKOr Mo/ba YMeTHOCTU Koje je rajuo
MOZ.epHU3aM U TEXUNN Cy Aa ra 3amMeHe ApYLITBEHMM penauunjama. 3anaranau cy ce 3a
CeMaHTUYKY NMPOMEHY NapaaurMme y CMUCNy ckpetarba $pokyca ca ecTeTcke AUMeH3uje
Ha ApPYLUTBEHU CaApXKaj U KOHTEKCT Y KOjeM YMeTHUYKO A.eno HacTaje. YMEeTHUK je aHra-
)KOBaH y COLMjaIHUM fellaBakbuMa, NoCcTaB/ba NUTaka M rMacHo NpoTecTyje, ondaLyjy-
hu aypy reHuja npencnutyjyhu cBojy nosuumjy y wimpemM ApYyLUTBEHOM KOHTEKCTY, Kao u
no3unumjy yMeTHOCTU. YMETHOCT BUAM Kao CPeACTBO Ae/i0Bakbha BaH No/ba yMeTHOCTH. Y

HacTojarbuMa A,a yHecy XXUBOT Y YMETHOCT, yMETHULM C MOYeTKa ABafeceTor Beka cy y
CBOja Aena yBoAuau npeamMeTte U3 CBaKoAHEBHE KynType, na cy Tako OMW/bEHU HAYUHU
uspaxkaBara dunum konaxm, acamdnaxwu, ¢oTo-MoHTaXe, ayTOMaTCKU TEKCTOBU HaApe-
anucTa, peauMeja, anum 1 akLmje noHallama, ca MAejoM CTBaparba jefiHe HoBe YMETHO-
CTu Koja &1 duna dnnxxa MogepHOM YOBEKY U HherOBOM CEH3UOUINTETY.

Y cnepehem aBaHrapgHoM Tanacy, S5opda npoTus ayToHOMMUje yMeTHOCTY BoheHa je
KpO3 rnaBHy pacrnpasy O NpeAMeTHOCTU Y YMETHOCTU U CaMOM NpeaMeTy YMeTHUYKOT
nena. Kao antepHaTtuBa 3a gectabunnsoBatre TpafuLUOHAIHUX IMKOBHUX MeAauja

2

Buiire o ygapaBamy of mpefMeTa
y HOBUM yMeTHI/I‘{KI/IM HpaKCaMa y
tekcroBuma [lexa Bupnama (Jack
Burnham, ,,Systems Esthetics”,
Artforum 7:1 (Sep 1968), str.

30-35) u JIycu JIumapp (Lucy R.
Lippard with John Chandler, ,,The
Dematerialization of Art”, Art
International 12:2, New York, Feb
1968, str. 31-36).

3a pasnmuky o Ileka buprama

u Jlycu JIumapp, Majkn @pup
UCTHUYE HY>KHOCT 00jeKTa 1 mpep-
METHOCTH Y HOBYM yMETHUYKUM
npakcama (Michael Fried, Art and
Objecthood: Essays and Reviews,
University of Chicago Press,

1998, Art and Objecthood (1967),
cTp.148-155).

(cnukapcTBa U CKYNNType) nojaBune cy ce uaeje o
Aemartepujanusaumju YyMeTHOCTM? U KOHLLeNTyasHoj
YMETHMUKOj MpaKcH, Kao 1 oppuLare o Tpaau-
LMOHANHMX MeAuja U oKpeTarbe npegMeTHoCcTI. >
YMeTHUYKe npakce NpencnuTyjy Tokoee n gocturiyha
LMBUIN3ALLMj€E, KAO U TO KOJIMKO CY OHU Y CNY>Xoun
ceeuia KOHA4YHO UioiogHoi 3a xxueow. Kao oarosopu Ha
KYNTypy KOH3yMepu3ma Kojy noppxxasajy MacoBHU
MeAuju, peHecaHcy A0XMB/baBajy peavMeja u ppyru
0&nuum moHTaxe (MeTtep buprep), anu ce y HOBUM
odnuuunma Bpahajy u yMeTHUUKe akLmje 1 npakce Koje
NOTNYHO Hernpajy npeAMeTHOCT U MaTepujasiHOCT.
M3mellTakeM CTBapy U3 HbMXOBOT MPBOSUTHON 3HaYe-
Ha U PyHKLMje, YHOLLIEHEM YTUIUTAPHUX NpeaMeTa
Yy HOBO CEMUOTMYKO MOsbe YMETHOCTHU, pa3dujajy ce
KO[,0BY yCTas/beHOr eCTeTCKOr MOA,EeNa, WTO A0HOCK
npomeHe y cucTeMy ApyLuTBeHe KOMyHUKaumje. ,Camo
YMETHOCT, MOTMNYHO OABOjeHa of, (JIoLle) XXMBOTHE
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npakce noctojeher ApyLwTBa, MOXe A,a NOCTaHe cpeAuLLTe OKO Kojer ce MOXe OpraHuso-
BaTW HOBA XXMBOTHa npakca.”*

HoBa XXMBOTHa npakca peKOHTeKCTyanunsyje npeaMeT, Merajyhu heroBo sHaueke,
anu Mekba M 3HaYeHe YMeTHUYKOT Aena. AyTOHOMMUja YMETHOCTU YKMAa Ce NPOMEHOM
dYyHKLMje — yMecTO fa ce OHa npeAcTaB/ba CBETY, Taj UCTU CBET Ce NoKasyje Kpo3
YMEeTHOCT.”

CtBapu u porahaju

Mopen yMeTHUYKMX Aena pa3BpcTaHUX No 3dupkama, y genonma Myseja caBpemeHe
YMeTHOCTM YyBajy ce U npeamMeTn, deneluke, usjase ymeTHuka, potorpaduje, Hajpa-
3/IMYUTUjU [0KaA3M U CBEA0YAHCTBA, peCypcu 3a pasyMeBare U YnTare YMEeTHOCTM Of,
BpeMeHa UCTOPUjCKMX aBaHrapau Ao AaHac. OB MaTepujany cTusanu cy Kpos nerate
1 Nok/oHe Koje cy Mysejy npefasanu yMeTHULM UK Y1aHOBU HUXOBUX Nopoauua. Y3
YMeTHMYKa [ena, apXMBCKU MaTepujanu u IMYHU NpeaMeTH A,paroLeHn Cy 3a UCTPaXu-
Bakbe U CTUL,aHbe HOBUX Ca3Hakba, 3a TyMayeke Nnopyka v HapaTumsa.

CBpxa fierata 1 NOKJ/IOHa je Aa ce gena yMeTHOCTU TPajHO cadyBajy U yunHe A0CTyn-
HUM jaBHOCTW, ca npejom onwter godpa. Apxuscka rpaha koja He ynasu y 36upke
Mys3eja Takohe ciy>u 0BOj CBpCYU, ann je NOCeSHO 3HavajHa 3501 Tora LITO Npyxka yBekK
HOBe yBUAe U Tymavera. Bpahajyhu ce apxueckoj rpahu n matepujanuma koju capp-
>Xe nHdopmauuje o npownum gorahajuma, MU UX NOHOBO TYMa4yMMO, Ca pasINUUTUX
nonasuwiTa, yHocehu pasnnumre cMcTeMe UCKYCTaBa y TyMayere, 0AHOCHO Kpenpamo
uckase u, kako Banepuj NMogopora Kaxke, NpoOU3BOANMO UCTOPUjCKE UCTUHE.® ADXMBCKM
npeaMeTn MOry ce mocMaTpaTy Kao TECTUMOHUjyMHU
jep oHu Hoce Tparose gorahaja, kogoBe 1 WwWKngpe Koje
Tpeda oAroHeTHYTU Kako SMCMO A0 A0 UCTUHE
unu jacHohe. [lorahaju us Heuuvje NM4He UctTopuje
0CTaBJ/bajy MaTepujann3oBaHe Tparoee y BUAy OO0KY-
MeHaTa, poTorpaduja, pasnnunTux memopadunuja,

n 3axBasbyjyhu HbUXOBOj MHTEpRpeTauuju, aewmndpo-
Bakby TparoBa M Uckasa, apXxMBCKMU NpeaMeTy HacTa-
B/bajy CBOj )XMBOT, YMECTO [ia OCTaHy MpTBe CTBapu
noxpareHe y KyTvjama 1 Ha nonvuama My3sejckor
penoa. Muwen Myko apxMBOM Ha3uBa CUCTEME KOju

4 TIlerep buprep, Teopuja asaniapge,
Hapophna kmwura, beorpap, 1998,
crp. 77.

5 Jlejan Cperenosuh, Yumeitinoci
iipucsajarwa, Opuon ApT, beorpan,
2013, cTp. 37.

6 Banepuj [Togopora, ,,O ¢punozodpu-
ju apxuBa (6enemrxe)”, Tpefiu tpo-
ipam, 6poj 147, neto 2010, Beorpas,
crp. 57.

7 Muen ®yko, Apxeonoiuja 3Harea,

ITAato, Beorpap, MagaBauka Kibli-
»xapHuiia 3opana Crojanosuha,
Cpemckn Kapnosuu, Hosu Cap,
1998, crp. 140.
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ycrnocTaB/bajy uckase kao gorahaje u cteapm, ,npe
cBera 3aKOH OHoOra LUTO MOXe SUTU peyeHo, cuctem
Koju ypehyje nojaBy nckasa kao CMHrynapHux goraba-
ja". Ctora, apxvMBCKY AOKYMeHTauujcKy rpahy Tpeda
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CXBaTMTM Kao ,AMHaMMUYaH cucteM TpaHcdopmauuje uckasa”® kojem ce spahamo npu
Aewmndposarby U NPpoAYyKLUjU UCTOPUJCKMUX UCTUHA.

N3noxbda Clueapu sudpaHuliHe — cligapu ceeyaHe NpeucnuTyje 3Havaj npegmeTta u
JIMYHMX NpUYa y KOHTEKCTY YMETHOCTH, ain U 3Hayaj neratopcTea M NOK/IOHA nojeau-
Haua My3ejuma. M3noxkeHn npepmeTy Hawm cy ce y Mysejy 3axBasbyjyhv NOK/IOHO-
AaBuumMa u npunapajy neratuma Munuue 3opuh 1 Popombyda Yonakosuha, AHe Yonak

AHTuR, BaHa XXusaguHosuha bopa, Munana JepuHua
ot apxusa (Genenrxe)”, Tpehu ipo- n Pagmune byHywesau, [leguHau, Patucnase
ipam, 6poj 147, nero 2010, Beorpax, TabakoBuh, Mupomyda Topoposuha, kKao 1 NOKNOHU-
crp. 57. Ma JeneHe JosaHoBuh u [pare MNaHuh.

8 Banepuj [Togopora, ,,O ¢punozodpu-
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Things Vibrant —
sz 1hings Dignified

The exhibition, named after a quote found among Leonid Sejka’s notes, Things

Vibrant — Things Digpnified, is a series of stories about artists’ attempts to provoke
changes in society, about their protest that would lead to a world finally suitable for

life — un monde enfin habitable (André Breton). These aspirations can also be called uto-
pian and can be read in works of art. However, this time, the central role is taken over
by objects and materials that are not part of the museum’s collections but are kept as
documentary material. The exhibited everyday objects, used or created in the course of
work on artistic experiments and in research processes, are juxtaposed with works of
art to broaden the angle of reviewing their role in the context of artistic creation and
social engagement of artists.

This omnibus of a kind consists of a series of separate stories whose heroes some-
times meet, their paths cross, sometimes they influence each other, but that'’s not al-
ways hecessary. Some stories are parallel in space and time, while others establish their
own continuums. All the stories are connected by one common thread — objecthood,
the relationship towards the object, the subject-object relation. This makes the stories
even more interesting, having in mind that one of the struggles being fought through
art, and the heroes of these episodes also fought, is the fight against transience. It's in-
triguing to think about why they chose things for this struggle, which, by their material
nature, are doomed to impermanence? Or maybe they’re not...

The avant-garde brought about the sharpest paradigm shifts in art, primarily the
corpus of historical avant-garde movements from the early twentieth century (futur-
ism, constructivism, Dadaism, Surrealism, Zenitism) then the neo-avantgarde in the
1960s and 1970s. These changes affected the truths about this world and society. They
opposed the modernist model of perceiving art in relation to real life while introducing
new approaches in which art and life were equated. To achieve this, the avant-garde
movements rebelled against the autonomy of art, convinced that art belongs to the
“network of life practice.”' According to Peter Blirger, “the autonomy of art is a cat-
egory of the bourgeois society,” which gives a broader social and political context to

the struggle of avant-garde artists, putting it in con-
1 Peter Birger, Teorija avangarde, flict with the bourgeois society and its culture in the
Narodna knjiga, Belgrade, 1998. name of a more humane environment. This was not
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an easy venture, and it took several attempts to heal art and life, erase the boundaries
that separated them and create a more humane area for the artist, actively involved in
social life. In their efforts to liberate art and bring it closer to life, avant-garde artists
advocated abandoning the modernist emphasis on aesthetics and sought to replace it
with social relations. They promoted a semantic paradigm shift in the sense of chang-
ing the focus from the aesthetic dimension to the social content and context in which
the work of art is created. The artist was engaged in social events, asked questions, and
protested loudly, rejecting the persona of a genius and reexamining both his position
in the broader social context and the position of art. Art was seen as a means of acting
outside the arts field. In the early twentieth century, in an effort to bring life to art, art-
ists introduced objects from everyday culture into their works. Thus, their favorite ways
of expression were collages, assemblages, photo-montages, Surrealist automatic texts,
readymade, and behavioral art, all with the idea of creating a new kind of art that would
be closer to modern man and his sensibility.

In the next avant-garde trend, the struggle against the autonomy of art was mainly led
through the debate on objecthood in art and the very object of the work of art. As an alter-
native for destabilizing traditional art media (painting and sculpture), ideas emerged about

the dematerialization of art? and the conceptual art
practice, forsaking traditional media and turning to ob-

2 More on abandoning objects ;! P . . K
i e e A e st i e jecthood.” The artistic practices reexamined the devel-
writings of Jack Burnham (Jack opments and achievements of civilization and measured
Burnham, "Systems Aesthetics", their contribution to a world finally suitable for life. As a
Artforum 7: 1 (Sep 1968), pp. 30— response to the consumerist culture supported by mass
35)and Lucy R. Lippard with John  pa g readymade and other forms of montage expe-
Chandler, "The Dematerialization . . . L.
of Art? At Intermationallo 2 rienced a renaissance (Peter Burger); however, artistic
New York, Feb 1968, pp. 31-36). actions and practices that completely negated object-

3 Unlike Jack Burnham and Lucy hood and materiality also returned in new forms. By re-
Lippard, Michael Fried emphasizes moving things from their original meaning and function,
the necessity of the object and by introducing utilitarian objects into the new semiotic
objecthood in new art practices field of art, the codes of the established aesthetic model
(Michael Fried, Art and Objecthood: —\yere broken, which caused changes in the system of
Essays and Reviews, University . .. & q

) social communication. “Only art that is completely re-
of Chicago Press, 1998, Art and i . L. .
Objecthood (1967), pp. 148-155 moved from the (bad) praxis of life in the existing soci-
i . ety can become a center of new praxis of life.”*

4 Peter Birger, Teorija avangarde, . . . ;
Weviodion btz B, 1996 The new life practice re-contextualized the object,
p.77. changing its meaning, but it also changed the meaning

5 Dejan Sretenovié, Umetnost prisva- of the work of art. The autonomy of art was abolished

101

janja, Orion Art, Belgrade, 2013,
p- 37.

by changing the function — instead of presenting it to
the world, that world itself was shown through art.®
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Objects and events

In addition to works of art categorized into collections, the depots of the Museum of
Contemporary Art also store objects, notes, artist statements, photographs, various
evidence and testimonies, resources for understanding and reading art from the time
of the historical avant-garde movements to the present day. These materials arrived as
part of legacies and gifts presented to the Museum by artists or members of their fami-
lies. Along with the works of art, archival materials and personal items are valuable for
research and acquisition of new knowledge, interpretation of messages and narratives.

The purpose of legacies and gifts is to preserve works of art permanently and make
them available to the public, with the idea of the common good. Archival material that
is not included in the Museum'’s collections serves the same purpose, but it is particu-
larly significant because it continuously enables new insights and interpretations. By
revisiting archives and materials containing information about past events, we interpret
them again, from various viewpoints, introducing different systems of experiences into
our interpretations, or in other words, we create statements and, according to Valery
Podoroga, produce historical truths.® Archival objects can be regarded as testimonies
as they carry traces of events, codes, and passkeys that need to be deciphered so that
we can achieve truth or clarity. Events from someone’s personal history leave material-
ized traces in the form of documents, photographs, various memorabilia, and owing to
their interpretation, decoding traces and statements, archival objects continue to live,
instead of staying dead things stored in boxes on the shelves of museum depots. Michel
Foucault said archives were systems that establish statements as events and things,
“The archive is first the law of what can be said, the system that governs the appear-
ance of statements as unique events.”” Therefore, archival documentation should be
understood as a “dynamic system of statement transformation”® to which we return
when deciphering and producing historical truths.

The exhibition Things Vibrant — Things Dignified reexamines the significance of ob-
jects and personal stories in the context of art and the importance of legacies and indi-

vidual gifts to museums. The exhibits were obtained

6 Ibid.p.57. by the Museum thanks to donations, and they belong
7 Michel Foucault, Arheologija to the legacies of Milica Zori¢ and Rodoljub Colakovi¢,

znanja, Plato, Belgrade, Izdavacka Ana Colak Anti¢, Vane Zivadinovi¢ Bor, Milan Dedinac

PRSI O PR, and Radmila Bunu$evac Dedinac, Ratislava Tabakovi¢,

Sremski Karlovci, Novi Sad, 1998, L ., .

Miroljub Todorovi¢, as well as gifts from Jelena

p- 140. .. o
5 B - Jovanovi¢ and Draga Panic.
8 Valerij Podoroga, “O filozofiji

arhiva (beleske)”, Treci program,
no. 147, summer of 2010, Belgrade,
p.-57.
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Enusopa: Nopoauua

Y omHndycy Cueapu sudpaHiuuHe — cuieapu ceeqaHe Jleonup, LLlejka ce nojaeryje y
HeKonuko enusopa. 3axsasbyjyhu Bennkom Spojy nopoaundHux ¢portorpaduja, y ennsonm
JMopopunua” pekoHCcTpyuLle ce HeKONMKO npuya u3 LejknHor peTnrCcTBa.

NeoHunpos oTtauy, Tpopum Bacumwesuu Llejka duno je opuump Pycke Lapcke Bojcke, a
HakoH cnoMa Llapcke Pycuje emurpupao je y Jyrocnasujy, rae ra je pyru ceeTcku paT
3aTekao kao odpuuupa, Tonorpacda reHepanwtada y Bojcum KpamesuHe Jyrocnaeuje.
Mocne Anpunckor para je 3apob/beH 1 Ha NyTy A0 noropa y Hemaukoj, npexuseo je
Spoponowm ,Ceete JeneHe”, 6poaa Koju je npeBo3no paTHe 3apodrbeHuke ns Mpuke.

HakoH Hecpehe ce Hawao y 3apo&/beHuluTsy, y noropy Odnar VI-L, OcHabpuk, y
Hemaukoj. Mocne S5om&appoBata Tor 1oropa oA, CTpaHe SpUTAHCKUX CHara, CBe A0

Kpaja pata &uo je 3apodrbeH y Odnar XXI-u, y Ckokn, y Mosbckoj. O Spoponomy 27. maja
1941. 1 KaTacTpodu y Kojoj je MOTUHYNO 214 a NPeXuBesno 289 jyroc/IOBEHCKUX BOjHU-

ka, TpodpuM je Hanncao NOTpPECHO CBeA0UEHE, KOje Ce YyBa Yy AOKYMEHTauuju neraTa.
Hberos dopaBak y 3apob/beHULITBY OCTAO je 3adenexxeH Ha SpojHuM poTorpadpujama ns
noropa, odenexxeHnm nevyatom soropa Ha nonehuHu, koje je cnao cynpysm KatapuHu.
CauyBao je u poTorpaduje cynpyre u cuHa JleoHuga Koje je odujao op, Hux.

LLejka je Mmao cBera geBeT roanHa Kaga je noveo part v Kaj My je otau, dSuo 3apo-
&meH. Moxahao je Pycky ocHOBHY wkony y beorpany, opakne cy cayyBaHe [iBe ofe/beH-
cke poTorpaduje, n3 1941. n 1942. LLIKONCKY 1944/45. roonHy nposeo je y byrapckoj,

y rpaay byprac, opakne je cauyBao ¢poTorpadcke ycnomeHe.

Majka KatapuHa 3ucuh (3ucujaguc), rpukor LMHLapckor nopekna, duna je hepka

JleoHnpa 3ucuha, npe MpBor CBeTCKOr paTa OKPY>XXHOT MHXehepa y BasbeBy, no3Ha-

TOr Mo npojekToBakwy MocToBa. 3ucuh je ca Yepomupom larnhem uspaguo npojekar

M npeppadyH 3a nopmsare 3rpage Basbescke WTeANOHULLE, YCe/beHE 1905. FOAUHE.
KaTapuHa, koja je npe dpaka Suna onepcka nesauuua, gpxxana je Ao odpasoBara U Kyn-
Type. Y neraTy ce Hanase dpojHe teHe poTorpaduje, a nocedHo je 3aHUM/bUBA jefHA Ha
Ko0joj je mnapa KatapuHa ca ceBojom MajkoM. NomeHyTa ¢poTorpaduja nocnyxmuna

je Wejku (notnucaHom kao Per TandoT) na 1958. roguHe Hacnuka EHepujep 3ucuha,
jenHy op, cfivKa ca HheroBor Cnucka Aesna Koja HaropeluTaBajy noctojare 3amka.
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Episode: Family

In the omnibus Things Vibrant — Things Dignified, Leonid Sejka appears in several epi-
sodes. Based on many family photos, some stories from Sejka’s childhood have been
reconstructed in the episode “Family.”

Leonid’s father was Trofim Vasiljevi¢ Sejka, an officer of the Russian Imperial Army
who emigrated to Yugoslavia after the collapse of the Russian Empire, where the Second
World War found him as an officer-topographer in the General Headquarters of the
Army of the Kingdom of Yugoslavia. He was captured following the April War and, on the
way to a concentration camp in Germany, he survived the shipwreck of “Saint Jelena”,

a ship transporting prisoners of war from Greece. After the accident, he found himself

in captivity at the Oflag VI-C Osnabriick camp in Germany. After British forces bombed
the camp, he remained imprisoned at Oflag XXI-C, in Skoki, Poland, until the war’s end.
Trofim wrote a disturbing testimony about the shipwreck on May 27, 1941, and the disas-
ter that took the lives of 214 Yugoslav soldiers and left 289 survivors, which is kept in the
legacy’s documentation. His stay in captivity was recorded in numerous photographs
from the prison camp, marked with the camp’s seal on the back, which he had sent

to his wife, Katarina. He had also kept the photographs of his wife and son Leonid that
he received from them.

Sejka was only nine years old when the war began and his father was taken away.

He attended the Russian elementary school in Belgrade, where two class photographs
were preserved, from 1941 and 1942. He spent the school year 1944/45. in Bulgaria,
in Burgas, which is also recorded in his photographs.

His mother, Katarina Zisi¢ (Zisijadis), of Greek Cincar origin, was the daughter
of Leonid Zisi¢, a district engineer in Valjevo before the First World War, known for
designing bridges. Zisi¢ and Cedomir Gagi¢ were together responsible for the design and
calculations behind the construction of the Valjevo Savings Bank building, open to use
in 1905. Katarina, who was an opera singer before her marriage, paid great attention
to education and culture. There are many photos of her in the legacy, however, there
is one of young Katarina with her mother, which is particularly interesting. The men-
tioned photograph inspired Sejka (signed as Reg Talbot) to paint the Interior of the Zisi¢ in
1958, one of his paintings from the list of works that suggest the existence of the Castle.
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Enunsopa: MakeTta

Enunsopa ,MakeTa” roBopu o nepuopy HakoH pata u LlejknHomMm obSpasoBaky, anu
u NpBMM BehuM yMETHUUYKMM NoKyLlajuMa. 3aBpLUmMO je apXUTEKTOHCKMU OA,CEK
CpenHOTEeXHUYKE LUKO/e, 3aTUM je 1960. roAnHe JUNIoMUpao Ha ApXUTEKTOHCKOM
¢akynTteTy y beorpaay. O oBoM Aeny Heroeor XX1BoTa roBope cBef,04aHCTBA U AUNJIO-
Ma o 3aBpLUeHMM cTyanjama. lMpe ynuca Ha ¢pakynTeT, roAUHY AaHa je paauo Kao wed
rpapunuwTa xotena ,Mopagsa” y Yauky. TeLlKo je nogHOCUO pagHUUKy aTmMmocdepy u
YecTo je y 0camMu LpTao 1 cankao.’? YYeCcTBOBAO je Ha CBera HeKOJIMKO apXMTEKTOHCKUX
KOHKYpcCa. JefaH of, tbUX, 3a BpeMe CTyaunja, dS1o je KOHKYpPCHU 3aAaTak 3a COMeHUK
Mapkcy un EHrency koju je uspaauo y capagtu ca Orbom MBarbnLKK, CTYAEHTKUHOM
BajapcTBa. Ha KoHKypcy je n3adpaHo peluere XpaHucnasa CtojaHoBuha u capapHuka,
Koje HMKapa Huje y LLeniocTn n3BeaeHo, a capapka Ome MBarumukn u Llejke ce HacTaBu-
na v npepacna y npujatesbCTBO U Aarba YMeTHUYKa UcTpaXkmsarba. Orba je Lejku duna
yecT NnapTHep y akuuvjama Ha hySpuwiTy, a 3ajeaHo cy opopmunm [Opyliteo npujatesba
banTasapa, Koje je UHULMpano ocHuBarwe Megunane.

Neonup, Wejka dno je npejHn soha rpyne Meauana, umnju je 3ajeAHUYKM Lub dSuno
WHTerpanHo cnukapcTeo. Lllejka je 610 yBepeH Aa je AoLuno BpeMe Beninke CMHTe3e,
Aa ce caBpeMeHa YMeTHOCT Halu/ia npej, u3a3oBoM Aa MHTerpuLle cBe A0 Tafa cTe4yeHo
YMeTHUYKO UCKYCTBO. 3a bera cy JleoHapao Aa BuHum n JoxaHc Bepmep dunu ysopu
Te Benuke nHTerpauumje. Llejka je oBe npeje paseujao 1 npe ocHuBarwa Mepgunane.
MouyeTKOM 1950-UX Ce OKPEHYO CIMKApCTBY, a 0, 1955. roAMHe NoYeo je Aa pa3suja
jepaH nocedaH NMYHM YHUBEP3YM, KOjeM je 0CcTao BepaH cBe go cMpTu. CBoj cBeT Lejka
je Hajnpe onucao y TekcTy pag — bydpuwitie — 3amak. OpurmHasHa cBecka ca TeKCTOM
KyLLaHMM Ha nucahoj MalnHM U NMcaHMM pykoMm YyBa ce y JleraTy AHe Yonak AHTUA.
Taj nuuHKM yHUBep3yM pasbe he onucueaTu 1 NojalHaBaTh y TEKCTOBMMA Koje je 06ja-
B/bMBAO Y yaconucuma Buguyu, lMosva, Pasnoi, Aanac, CuiygeHuw, YMewHocwu v ap.,
Kao 1 y kiusu Tpakwat o caukapclusy, odjaB/beHoj 1964. roanHe, 3a Kojy je 1965. nodno
HonutoBy Harpapy.

9 Vpuna Cy6oruh, ,,Jleonny lejka:
Topary o TM4HOCTY U feny’,
y /leonug Illejka, peitipociiekitiueHa
usnoncba 1952-1970, Mysej caBpemere
ymetHocTn, beorpan, 1972, cTp. 22.
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Episode: Model

The episode “Model” speaks about the post-war period and Sejka’s education, as well
as his first significant attempts at creating art. He graduated from the architectural
department of the Technical High School, and in 1960, he obtained a degree from the
Faculty of Architecture in Belgrade. Certificates and the university diploma testify
about this portion of his life. Before enrolling at the university, he worked for a year

as the head of the construction site of the “Morava” hotel in Ca¢ak. He had a hard time
enduring the workers’ lifestyle and often retired to draw and paint in solitude.® He only
participated in a handful of architectural competitions. At the time of his studies, one
of those was a competition assignment for a monument to Marx and Engels, which

he made in collaboration with Olja Ivanjicki, a sculpture student. The solution of
Hranislav Stojanovi¢ and associates was chosen in the competition, which was never
fully implemented. Still, cooperation between Olja Ivanjicki and Sejka continued and
grew into a friendship and joint artistic research. Olja was Sejka’s frequent partner

in his actions at the garbage dump, and together they formed the Society of Friends
of Balthazar, which initiated the creation of Mediala.

Leonid Sejka was the ideological leader of the group Mediala, whose common goal
was integral painting. Sejka believed that the time of a grand synthesis had come, that
contemporary art was facing the challenge of integrating all the artistic experience
acquired until then. Leonardo da Vinci and Johannes Vermeer were role models for this
great integration. Sejka nurtured these ideas even before Mediala was founded. In the
early 1950s, he devoted himself to painting, and from 1955, he began to develop a specif-
ic personal universe, to which he remained faithful until his death. Sejka first described
his world in the text City — Junk Yard — Castle. The original notebook with the text
written on a typewriter and by hand is kept in the Legacy of Ana Colak Anti¢. He further
described and explained this personal universe in his articles published in the journals
Vidici, Polja, Razlog, Danas, Student, Umetnosti, etc., as well as in his book A Treatise
on Painting, published in 1964, for which he received The Nolit Award in 1965.

9 Irina Subotié, ,Leonid Sejka:
Podaci o li¢nosti i delu”, in Leonid
Sejka, retrospektivna izlozba 1952
1970, Muzej savremene umetnosti,
Beograd, 1972, p.22.
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Enuzopa: hySpuwTe urpanuuwre

Ceecka pag — bydpuwitie — 3amak cappXxu TEKCT Koju je HacTao nsmehy ¢pedpyapa

M anpuna 1957. roguHe a o5jaB/beH je 1982. y usgamy KruxegHuUx HO8UHA, nocre
LLlejkuHe cMpTU. TeKkCT je HaNUcaH HakoH LLiejKMHNX eKkcnepuMeHTaHUX U UCTPaXXuBaY-
KMX n3neTa, koje MOXeMo NpaTuTu 1 y Apyroj ceecum ns nerata — Krouia-odjexkatu op. 3.
0p, 1955. Wejka je 5o nocseheH nctpaxkparbma aMopPHUX CTPYKTypa, NepcrnekTusa
anconyTHOTr Uy3UOHM3Ma M HYNTe NOBPLUMHE, MOHTaXe, C/IMKe Y CAULM, uutaTta, poTto-
-KoJlaxka u upaeje oncecMoHnsMa.

Y nepuopfy WwWupera MHTepecoBak-a 3a pasHe JIMKOBHe NOCTynKe 1 naeje, Lejka
je bopmmMpao yeTMpu pasnnunTe TMYHOCTU ayTOpa, KOjuMa je A,a0 pasiMunTa UMeHa,
3aHUMama 1 ocoduHe.”° Y Krousu-odjektlly dp. 3, y HoBemdpy 1958, Senexu pa ce werosa
LLleHTpasiHa IMYHOCT pac/iojaBa Ha YeTMpU CeKYHAapHe JIMYHOCTU Koje capahyjy
Ha nssohery onyca hydpuwrTa. Te nnyHocTu cy Lllejka — knacudukatop ctaTuctTmyap,
3a/ly>KeH 3a NuTara KocMoroHuje n ¢pusmke; Per Tandot — doTtorpad 3aayxeH 3a perun-
cTpauuje; JleoH Jlewn — reonor v cavkap 3agy>xeH 3a reonorujy; u JleoH BaH Kuc — cnu-
Kap M NecHUK, HeKO KO TpaXku 3amak.

EkcnepumeHTMCare U CMCTEMATCKO U3yvaBare aMoppHUX CTpykTypa Lejka 3ano-
Ynkbe 1955. rofiMHe, LITO je 3aHMM/bUBO aKo Ce Ma y BUAY Aa je Tafa y Jyrocnasujm
eHdopmen duo Tek y noBojy." Te roanHe, yMeTHUK y cBOjoj Kru3u-odjektlly dp. 3 HaBo-
Oy amopdHe CTpYKType Koje 3a0KYyMn/bajy herosa nctTpaxuvpama: dusbke, gpanepuje,
3ry)xBaHa xapTuja, nayumHacTe matepuje, odnaum, pasnnBeHa TeYHOCT, KpucTtanacte
CTPYKTYpe, MUKPOOPraHusmu, XXMBoTume, yseno nuwhe, otnaum otnanor Mantepa,
odnuum Tpy/bera, Batpa. CBe oBe denellke, KOMMNO3ULLMje U LpTeXe HacTasle TOKOM
eKcrnepuMeHTUCara, noTnucyje ca JleoH Jleww.

Lejka ce y BULIe HaBpaTa Bpahao aMop$pHUM CTpyKTypama U enemMeHTUMa eHpop-
mMena, ysoaehu nx y cBoje caivke Kao AeTasbe, a y cepuju cnvka coda ns 1960. oHe
Cy roToBO HeusocTaBaH aeo. Ha komnosuuujama CADIS yoursuBa je y npBOM MiaHy
pasopeHa chepa, cumbon cBeTa, koja kao Aa he ceakor TpeHyTKa fa ce pacnagHe
Ha xubafe komaauha.

hydpuwuTe je WejknHo nrpanuwite. Hactano je 1956. roaunHe, kapa je cam, ca Ormwom
MBarbunLKK, UM NaK C HEKUM APYrMM npujate/beM-CcBef0KoM, 0dmnasmo deorpaacke
nenoHunje. Urpe Ha hySpuwtuma cy dune paame — wWweTke, akuuje cakyn/baka u npo-
rnawasara npeamMeta hydpuwita, uHuumjaumje. Ceoje hydpuwiTe je LOBOAMUO Y Be3y
C [aAancTUYKOM HerauujoM YyMeTHOCTH.

MoMeHyTM TEKCT NoUnHe peunma: ,JeaHor gaHa poduo cam nopyky. Mopyky, Hape-
herbe, Mmondy, npeanor? Hu po paHac Hucam casHao. YKpaTko, MOpao cam ga oTnyTyjem.
Anu kypa? UN3rnepa pa je 1o Suno ceejegHo. Morao cam fa ngem y Ma KoM npasLy
M foa He norpewum, Aa 1o yeek dyae npasu.” MNpuya o lpagy, hydpuwty 1 3amky
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3anpaso je npuya o LllejknHoM Buhery nyToBara YoBeka Kpo3 XKMBOT, KA CUMSOINYKOM
3amKy. Y HacTaBKy TekcTa, odjalirbaBa Kako cy npeamMeTu ca hySpuwTta, y cTBapu, oTu-
cak [papa, opdauveHun 0djekTn Koju cy nsrydunm cesojy dyHkumjy, ocnodoheHu cepxe
M 3HauYera U3 NpeTXo[Hor XMBoTa. TakBu 05jekTu ce knacudukyjy n game odpahyjy,
npu Yemy UM ce fofesbyje HOBO 3HaYere — MnporniallaBakbeM Kpo3 AeCTPYKLUUjy unm
MYNTUMMKaLWjy MeHa Ce HhbUX0oBa CeMaHTMUKa AuMeH3unja. Cuctem koju je Lllejka ocmu-
C/IMO Cnajao je NnpeAMeT U pafmby, a 03Haka cucTema duna je keapuiypa, Ksagpat
ca aujaroHanama. KBsapTypowm je obenexasao ,0cBojeHe npeamMeTe hySpuwra”
1 TakBe akuuje je HasmBao [poinawasarse. Mpornawasarbe Cy NnpaTuie U MHore gpyre
aAMUHUCTpaTUBHE pajaHe — ,caKyrn/bare, knacubukaumja, peructposare, Hadpa-
jarbe, cpehuBatrbe y KonekLuje, UCNMTUBaHE HeroBor 061nKka, nopekna, pacnopepa,
O[lHOCA, [,ejCTBA, 3aTUM pacTyparbe Unu pasdujarbe, KOHTpona uxoee cyaduHe, nta,.”
MapanenHo ca akumjama npornawiaeama, Lllejka je cnposoauno n gecuipykyuje. Ha cnm-
Kama du LpHOM 50joM, LpHMM MacTU/IOM UM KONaXkoM npekpusao ogpeheHe ocnvka-
He penose.”” Y Krousu-odjekiy op. 3, nop, aatymom 30. 9. 1957, 3adenexwuo je jow jegaH
LepeMoHujan: ,M3BplieHa je fecTpykumnja — Lenake uprexa manor ¢popmara, oko 50
KOM. Ha oCcHOBY OBe akLMje HanpaB/beH je 0djekaT-Cc/IMKa ca MOHTUPAHUM KOMaauma
jenHor nouenaHor LpTexa 13 ose rpyne. NouenaHn KOMaaun ocTanmx LpTexa yBujeHn
CYy Y HOBUHY 1 daveHn Ha nsadpaHo MecTo. LipTexu cy LenaHu y3 yBOAHM U 3aBPLUHU
LepeMoHujan gectpykuuje.”

Tema cknaguwta v MynTUNAMKaumja cy cactaBHu geo hydpuwta. Kaga npegmet
n3rydu PpyHKuUMjy n 3Hauvere, Hahe ce Ha hydpuLuTy, rae ce npegMeT rOMUNajy, Kao
U bUXOBe CTPYKType, MeToAe, CTUI0BM, MHPopMaLmje. Tako HacTaje MynTUNANKaLm-
ja, 30Ha npekoMepHOr HaromMunaBaka U MHOXeHa npegmMeTa. CakynsbeHe npeamMeTe
Lejka je yrpahusao y cBoje odjekTe-KyTunje — 3iugiu myntuuiinekc.

30Ha MakcMMarHe rycTMHe U BepTUKanHor npocTupaka npeamMeTta y hydpuwty
jecte — cknaguwrTe. MNojMoBe MmynTunanMkaumje n cknapuwTa Lllejka je noBesmeao
C MOTPOLUAYKMM APYLUTBOM M Hagonasehom KynTypomM KOH3ymMepusmMa v roMmunarba
cmeha n oTnapa. YecTo je rosopmo o oTnaumma Koju HacTajy NpuinkoM KOCMUYKMX
netoBa, Hasoaehu aa n Ha MeceLy nocToju jeaHO NpUANYHoO Benuko hydpuwite.

hySpuwitem Lllejka ncTMYe NpoONasHOCT KOjOM je CBET 3aryLlueH, Kao 1 6ecMnciom
n naxuma. loBopuo je pa oHo Hyau 5e35poj MoryhHOCTU 1 NyTeBa KOju He BoAe HUKyAa.
Y hydpuLuTy ce Hanasu NycTuHa Koja Kpuje NaBUPUHT, a Ha U3nasy 13 aBMpuHTa je 3ua.,.
MNpona3sak Kpo3 naBMpPUHT 1 Npeko 3naa jecte Hajkpahu nyT A0 umba — 3amka.

10 Ibid., crp. 32.
11 Ibid., cTp. 28.
12 Ibid., cTp. 32.
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Episode: Playground Junk Yard

The notebook City — Junk Yard — Castle contains a text written between February and
April 1957 and published in a 1982 edition of the literary magazine Knjizevne novine after
Sejka’s death. The text was created after Sejka’s experimental and research excursions,
which we can also trace in the second notebook from the legacy — Book-Object No. 3.
Since 1955, Sejka dedicated himself to researching amorphous structures, perspectives
of absolute illusionism and the zero surface, montage, picture-in-picture, quotations,
photo-collages, and obsessionist ideas.

While expanding his interest in various artistic procedures and concepts, Sejka
formed four different personalities of the author, to whom he attributed different
names, occupations, and characteristics.”® In his Book-Object No. 3, in November 1958,
he noted that his central personality was divided into four secondary characters who
collaborated on the performance of the Junk Yard opus. Those people were Sejka —
the classifier statistician in charge of cosmogony and physics; Reg Talbot — photogra-
pher in charge of registration; Leon LeS — geologist and painter in charge of geology;
and Leon van Kis — a painter and poet, someone searching for the Castle.

Sejka’s experiments in and systematic study of amorphous structures started
in 1955, which is interesting if we keep in mind that at the time Art Informel was still in
its beginning in Yugoslavia." That year, in his Book-Object No. 3, the artist lists the amor-
phous structures that occupy his research: plants, draperies, crumpled paper, cobwebs,
clouds, spilt liquid, crystalline structures, microorganisms, animals, fallen leaves, scraps
of mortar, forms of decay, fire. He signed all these notes, compositions, and drawings
created during the experiments as Leon Les.

Sejka repeatedly returned to amorphous structures and elements of Art Informel,
introducing them into his paintings as details. In a series of pictures of rooms from 1960,
they are almost indispensable. In the CADIS compositions, a broken sphere is visible
in the foreground, a symbol of the world, which seems about to disintegrate into thou-
sands of pieces at any moment.

The Junk Yard is Sejka’s playground. It originated in 1956, when he visited the
Belgrade junk yards alone, with Olja Ivanjicki or some other friend-witness. The games
on the landfills were actions — walks, actions of collecting and proclaiming the objects
of the Junk Yard, initiations. He connected his Junk Yard to the Dadaist negation of art.

The mentioned text begins with: “One day, | received a message. A message,
an order, a request, a proposal? To this day, | have not found out. In short, | had
to travel. But where? It looks like it didn’t matter. | could have gone in any direction and
not be wrong, but always be right.” The story of the City, the Junk Yard, and the Castle
is actually the story of Sejka’s vision of man’s journey through life towards the symbolic
Castle. Later in the text, he explains how the objects from the Junk Yard are, in fact,
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an imprint of the City, discarded objects that have lost their function, freed from the
purposes and meanings from the previous life. Such things are classified and fur-

ther processed, whereby they are assigned a new meaning — proclamation through
destruction or multiplication changes their semantic dimension. The system that Sejka
designed connected an object with action, and the mark of the system was a square
with diagonals - Kvartura. He used the mark to label the “conquered objects of the
Junk Yard” and dubbed such actions Proclamation. Many other administrative activi-
ties accompanied a proclamation — “collecting, classifying, registering, enumerating,
arranging in collections, examining the shape, origin, distribution, relationship, action,
then dismantling or breaking, controlling their fate, etc.” In parallel with the acts

of proclamation, Sejka carried out destructions. He would cover certain painted parts
with black paint, black ink, or collages in his paintings.”> In Book-Object No. 3, dated

30 September 1957, he noted another ceremony: “A destruction was performed —

the tearing of small-format drawings, about 50 pieces. Based on this action, an object-
painting was made by mounting the pieces of a torn drawing from this group.

The torn pieces of the remaining drawings were wrapped in newspaper and thrown

in the chosen place. The drawings were torn with an introductory and closing ceremony
of destruction.”

The topics of warehouses and multiplication are an integral part of the Junk Yard.
When an object loses its function and meaning, it goes to the Junk Yard, where things
accumulate, as well as their structures, methods, styles, information. This creates mul-
tiplication, a zone of excessive proliferation and accumulation of objects. Sejka installed
the collected items in his objects—boxes — Zgift multiplex.

The zone of maximum density and vertical spread of objects in the Junk Yard is —
the warehouse. Sejka associated the concepts of multiplication and warehouse with
the consumer society and the upcoming culture of consumerism and proliferation
of garbage and waste. He often talked about the waste generated during space flights,
stating that there was a rather large garbage dump on the Moon.

Sejka'’s Junk Yard highlights the transience that overwhelms the world, in addition
to nonsense and lies. He used to say it offers countless possibilities and paths that lead
nowhere. In the Junk Yard, a desert hides a labyrinth, and at the labyrinth’s exit, there
is the Wall. Passing through the labyrinth and over the Wall is the shortest way to reach
the goal — the Castle.

10 Ibid., p. 32.
11 Ibid., p. 28.
12 Ibid., p. 32.
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Enunszopa: daramopraHa 3amka

Y TekcTy ,3amak”,’? Lejka kaxe: ,3amMak je MoXAa ocTpBoO ciodope, 30Ha UsMupera
cynpoTHocTu (Meauana), Tepaca 3emMasbCkor paja.” Takohe, roBopuo je Aa Huje curypaH
ba 3amak noctoju, noMmuryhu MmoryhHocT fa je oH camo patamopraHa 3amka v aa je
Aeo Hekor haBosber nnaHa kako du jow BuLLe 3aMpcuro Ny T no hydpuwty. Gukcmparse
¢aTamopraHe, o[HOCHO c/ainKare 3aMKa, joll jeaHa je urpa kojy Lejka nssoaun Ha
hySpuwTy. U cama cnuka 3amka, kaxe Llejka, jecte unysuja. Herge Ha 3upy hydpuwita
NMoCTOju Tepaca Koja cyrepuile nocTojake jefHOr cBeTa CUMETPUYHOT, KOHAYHOT, rae

Cy CBe CYNpOTCTaB/bEHOCTH, CBE pa3/INKe U caB xaoc, uammpeHu. Oko 3amka, LLiejka
npaBu nocebHy atmocdepy y3BULLEHOCTU Ca peMrnjckumM npussykom, Sasehu ce puno-
30pCcKUM U MeTapU3nUKUM TeMaMa, ciyxxehun ce Ha ayTeHTUYaH Ha4YMH CONCTBEHOM
cumbdonukoMm. MolwTo je 3amMak Tek NPUBKUA, OH ra HUKaAa Huje Hacnmkao, Beh cnuka
npepcTaBe Koje HaroBelUTaBajy noctojake 3amka. MHoOro Ba)kHuje o, camor 3amka
jecTe nyToBare A0 Hhera v uaeja o heroBoM noctojamy. To nyToBake je Tpararwe

3a LLEeHTPOM, 3a yCrnocTaB/baktbeM LLe/TOBUTOCTU U XapMOHMUje, OTKpUBare nyHohe XX1Bo-
Ta. Mpuye o nyToBamy Ka 3aMKy, KOMe Ce TeXU Kao KpajkbeM npeany, jecy camke coda,
eHTepujepa, ofaja u Tepaca.

CacTtaBHM geo ¢paTamopraHe 3amka je CADIS — Kpyr ynucaH y KBajpar ca gujaro-
Hanama. CADIS npepacTaB/ba cpeguluTe CBeTa, CBET Kao LLleHTpMUYaH U CMMeTpUYaH, Kao
cynpoTHocT hySpuwty n CknagmwTy, rae Hema LieHTpa 1 Hema nepcnekTtuse. CADIS je
cnmbon ceeTa, HEeros HajcaBpLueHnju 06nmk. Kpo3s kpyr kao cumbon Heda v kBagpat
Kao cMmdon 3emsbe, OH NpeAcTaB/ba BepTUKany Koja YMHU je ANHCTBO ABa efleMeHTa.
Y 3HaKy dpoja yeTupw, jaB/ba ce Kao caMocCTaslaH MOTUB UMK je YNHUAAL, CIINKe.

hySpuLuTte n 3amak cy aHTMNOAM — XaoC M pef,; XaoC y KOM XUBMMO U pef, KOM Halua
bduha Texe, pok je pap meTadopa pacTpojcTBa U NponacTu Koju cTBapajy hydpuiute.
Oea gBa nona ycnossbaBajy jeaaH ppyru. Op hydpuwTa go 3amka, Lejka Hac Boan
npeko Coda, Opaja, Tepaca, MpTBux npupoga. Y 3amMKy, YoBeKka yeka anconyTHo duhe,
XapMOHMja, ucuesbeme, LeoBUTOCT.

13 Jleonup Illejka, ,,3amax”, Jerno,
oKT06ap 1972, 6p0j 10/XV1II,
Beorpap, ctp. 1098-1099.
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Episode: A Mirage of the Castle

In his text called “Castle,”’> Sejka writes: “The castle is perhaps an island of freedom,

a zone of reconciliation of opposites (median, mediala), a terrace of earthly paradise.”
He also spoke of how he was doubtful if the Castle existed, mentioning the possibility
that it was just a mirage of a Castle and part of some Devil’s plan to further compli-
cate the road through the Junk Yard. Fixating the mirage, that is, painting the Castle,

is another game Sejka performed at the Junk Yard. The very image of the Castle, Sejka
says, is an illusion. Somewhere on the wall of the Junk Yard, there is a terrace that
suggests the existence of a symmetrical world, a final one, where all oppositions,

all differences, and all chaos are reconciled. Around the Castle, Sejka creates a unique
atmosphere of sublimity with a religious overtone, dealing with philosophical and meta-
physical themes, using his own symbolism in an authentic way. Since the Castle is only
an illusion, he could never paint it, but he painted images that hinted at the Castle’s
existence. Much more important than the Castle is the journey getting there and the
idea of its existence. This journey is a search for the core, establishing wholeness and
harmony, discovering the fullness of life. Stories about the journey to the Castle, which
is strived for as the ultimate ideal, are paintings of rooms, interiors, chambers, and
terraces.

An integral part of the mirage of the Castle is CADIS — a circle inscribed in a square
with diagonals. CADIS represents the center of the world, the world as centric and sym-
metrical, as opposed to the Junk Yard and the Warehouse, where there is no center and
no perspective. CADIS is a symbol of the world, its most perfect form. Through the circle
as a symbol of heaven and the square as a symbol of earth, it represents the vertical line
that makes up the unity of the two elements. With the sign of the number four,
it appears as an independent motif or is a factor in the painting.

The Junk Yard and the Castle are antipodes — chaos and order; the chaos we live in,
and the order to which our beings gravitate, while the City is a metaphor for the disor-
der and ruin that cause the Junk Yard. These two poles are mutually conditioned. From
the Junk Yard to the Castle, §ejka leads us through Rooms, Chambers, Terraces, Still Life.
An absolute being, harmony, healing, and wholeness await man in the Castle.

13 Leonid Sejka, “Zamak,” Delo,
Oct. 1972, No. 10/XVIII, Belgrade,
Pp-1098-1099.
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Enusopa: 3ry>xsaHu nanup / Papier froissé

YmeTHuuKa npakca BaHa bopa npepcraeba purypatmBHmu, HaTypanncTMyky Happe-
anusam. NocseheH yMETHUYKUM UCTPaXKMBakbMMa 1 NoTpasu 3a peBoslyLLMOHApHUM
pellerbuMa, y CBOjUM Konaxkmuma, poTtorpamMmnma, LpTexuma, cnvkama, bop npegmer
TpeTupa Kao cumdon, duno ga ce paau o YoBeKY, XXeHU, NTULU unu npeaeny. Y KOMMo-
3uumjy yrpahyje Kako peasiHe Tako U MpeasnHe npeameTe, KOju NOCTajy 3HaK, U3MalluTaHu
npepenu u ogHocu, anysnje Ha moryhy peanHoct. Enusopa , 3ry>xsaHu nanup / Papier
froissé” nojawraBa cnnMkapcke ekcneprMMeHTe OBOr yMeTHUKA. bop je 1990. ocTaBmo
Mysejy nerar ca yeTpaeceT WeCT YMEeTHUUYKUX Aena Koja Cy goaarta heroBum paHujum
noksoHMMa u genvma us Jlerata Mapka, Llese n Mape PucTtuh, kao n aennmma us nokno-
Ha JeneHe JoBaHoBwWh, WITO 3ajeHO YMHM 3Ha4YajaH Aeo bopoBor onyca n omoryhaea

Da ce HeroB paj, cariefa y LLesocTH, y CBOj KOMMIEKCHOCTU 1 0SuMy.

CreBaH XXuBagunHosuh — BaHe bop poheH je y Bopy 1908. roauHe. OTau, My je duo
nekap, na ce nopoauLLa, 3ajeAHo C BOjCKOM U OCTa/IUM LIUBUNMA, MOB/IAYM NPEKo
AndaHuje, a of, 1914. po 1918. neua XueaguHoeuha (Hajctapuju cuH Byk, hepka Jenvua
1 HajMnahu BaHe) ognase Ha WKonoBake y @paHuycky.'* Y Napusy je peposHo nocehu-
BAO MecTa rAe Cy ce OKyMn/balu HagpeannucTu, Yecto yaumajyhu yyewhe y auckycmnjama.
BpeToHy je bop 6uo 3aHumMmmbKBa purypa u odpahao My ce ca: ,Toujour étrange, toujour
paradoxal” (yBek YypaH, yBek napagokcanaH). 3aBpLuvo je ctyauje npasa Ha CopdoHu,

a KacHuje je npepasao Ha NpaesHom dakynTeTy y CydoTtnum. Tokom ctyaumja (1927-1931)
>XXUBeO je Ha penaumnju NMapus — Bprwauka bama, roe cy herosm poauTesbn BOLUIN
NyKCy3aH 1 nonynapaH caHaTopujym. Y TOM Nepuoay HacTajy Hherose c/iuke y TeXHUUu
papier froissé nnu 3ryxsaHu nanup, Kao u touse geppouccée, 0OAHOCHO HadopaHe cnmke.

Y3 bopoB nerat, 1990. FOANHe, CTUrao je TeKCT KOMeHTapa 0 OBUM C/IMKaMma, rae
OH MojalHbaBa caMy TEXHUKY U3paje U Tymauu je u noeesyje ca Apyrum HagpeanucTmy-
KMM npuctynuma. Of HappeasicTUYKUX C/IMKA OCTano je jeABa HEKONMKO, a Kako Cy CBe
cnuke nomeHyTe y bopoBoM KOMeHTapy nsrydrbeHe, cadyyBaHe cy ¢otorpaduje — ase
¢oTorpaduje nsrydmeHux cnuka y Jleraty Bana XXusaguHosuha bopa ns 1990, Les
tentations de Saint-Antoine (1929) u lyx kyna (1930) — a y3 NOKJIOH JeneHe JoeaHoBuh,
2003. roguHe Mysej je poduo n potorpadujy cnvke Eguil y tipoctiopy (1930).

JenvHa cauyBaHa n3 oBor nepuopa je Anie y setupy (1928), kojy je BaHe bop noknoHuno
Mysejy caBpemeHe ymeTHOCTM 1983. roanHe. Cnuky je us Okcdoppa y beorpap poHeo
BpaHko Anekcuh, kiunxxeBHUK 13 MNapusa.
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14 Bemuku 6poj nmpumagHmuka 6e0rpancKor Kpyra Hagpeanin-

cTa 6unu cy dpaniycku hary, koju cy HaKOH IOB/IaYeha
cpricke Bojcke y IIpBom cBeTCKOM party, mpeko Anbauuje,
n3 I'puke 6unm mocnaTyt 6poOBMUMA Y IPHUjATEIbCKY
DpaHIyCcKY, Aa HacTaBe LIKonoBamwe. [lo kpaja paray
jy»Hoj ®paHIIYCKOj Ce IKOIOBAIO OKO 6.000 CPIICKMUX
Haka, a HajBUIIIe BUX Y CPIICKUM I'MMHasujaMa y Huim

n bonujey. Op Hagpeanucra, y ®paHI[ycKoj ¢y yuunn:
Pactko Ilerposuh, Anekcangap n Huxona Bydo, Jynnjana
Jlyna Bydo, Mapko Puctuh, Jenuua Illesa Puctuh, Bane
Bop, lyuran Matuh, Jumurpuje u Munan [leguuan,.
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Episode: Papier froissé

Vane Bor's artistic practice represents figurative, naturalistic Surrealism. Dedicated

to artistic research and the search for revolutionary solutions, in his collages, photo-
graphs, drawings, paintings, Bor treated the object as a symbol, whether it was

a man, woman, bird, or landscape. He incorporated both real and unreal objects into
the composition, which became signs, imaginary landscapes and relationships, allusions
to a possible reality. The episode “Papier froissé” explains this artist’s painting experi-
ments. In 1990, Bor left a legacy to the Museum with 46 works of art that were added
to his earlier gifts and pieces from the Legacy of Marko, Seva, and Mara Risti¢, and
works donated by Jelena Jovanovié¢, which together make up a significant portion

of Bor's oeuvre and allow to review his oeuvre in its entirety, complexity, and scope.

Stevan Zivadinovi¢ — Vane Bor was born in Bor in 1908. His father was a doctor,
so the family, together with the army and other civilians, retreated through Albania,
and from 1914 to 1918, the Zivadinovi¢ children (eldest son Vuk, daughter Jelica and
youngest Vane) were schooled in France.'# In Paris, Bor regularly visited places frequent-
ed by surrealists, often taking part in the discussions. Breton thought Bor was
an interesting figure and addressed him with “Toujour étrange, toujour paradoxal”
(always strange, always paradoxical). He completed his law studies at the Sorbonne and
later taught at the Faculty of Law in Subotica. During his studies (1927-1931), he shared
his life between Paris and Vrnjacka Banja, where his parents ran a luxurious and famous
sanatorium. Paintings date from this period are done using the technique of papier frois-
sé or crumpled paper, as well as toile defroissée, i.e. wrinkled paintings.

Along with Bor’s legacy in 1990, the text of a commentary on these paintings came, in
which he explains the technique of production and interprets it by establishing a connection
with other surrealist approaches. Of his surrealist paintings, only a few remain, but though all
the paintings mentioned in Bor's commentary have been lost, photographs have been pre-
served — two pictures of lost paintings in the Legacy of Vane Zivadinovi¢ Bor from 1990, Les
tentations de Saint-Antoine (1929) and Snail Tower (1930) — and in 2003, with the gift of Jelena
Jovanovi¢, the Museum also obtained a photograph of the painting Oedipus in Space (1930).

The only painting preserved from this period is Algae in the Wind (1928), which Vane
Bor donated to the Museum of Contemporary Art in 1983. The painting was brought
to Belgrade from Oxford by Branko Aleksi¢, an author from Paris.

14 Many members of the Belgrade circle of surrealists were French students, who after the withdrawal of the
Serbian army through Albania in the First World War were sent from Greece by ships to friendly France,
to continue their education. By the end of the war, about 6,000 Serbian students were educated in southern
France, most of them in Serbian high schools in Nice and Beaulieu. The surrealists who studied in France were:
Rastko Petrovi¢, Aleksandar and Nikola Vuéo, Julijana Lula Vuéo, Marko Risti¢, Jelica Seva Risti¢, Vane Bor,
Dusan Mati¢, Dimitrije and Milan Dedinac.
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Enunsopa: MoHTaXka peaslHOCTU

Y Okcdopay ce bop Hawao nocne [lpyror ceetckor parta. XXusaguHosuhy ce Huje
ponanawupeja pa ce HagpeanucTUYKM YMETHUYKU NOKPET U peBoyLuja Kojy je

OH BM/,e0 Kao Harnope Aa ce geyje Kpo3 yMeTHOCT, MPUK/byUMN MONUTUYKO], NapTUjCcKOj
peBonyuuju. HakoH nputncaka, yueHa u npetu rbotuhesala, 0A4HOCHO NpUnagHuKa
Cpnckor aodpoBosbaykor kopnyca y HoBuHama Hoea dopda,'® bop je 1944. emurpupao
y EHrnecky, roe je Bogmo noBy4veH XXMBOT 6e3 koHTakaTa ca beorpagom. Opmax

no ponacky y JIOHA0H, 3anoYyeo je pag, Ha Cepuju HaapeanncTUUKMUX Konaxa y Kusm
Italian Pictures, kao 1 Ha cepuju LpTexa Koje je cam Hasusao ,,ctpunosu”. Konaxu BaHa
bopa cy Tema enusope ,MoHTa)ka peanHocTn”.

KrbyuHa ¢purypa Hagpeanmctmukor konaxa duo je Makc EpHcT. bop je 1927. roamHe
cturao y Mapus Ha cTyauje npaBa Ha YHuBep3uTeTy CopdoHa. Y MNapusy cy Ha ceapde-
HOM nyToBaky Taga dunu u Mapko Puctuh n boposa cectpa LLleBa Puctuh. 3ajegHo

cy oduwnu nsnoxdy Makca EpHcTta y lanepuju BaH Jlep. bopa je oBa n3noxba nHcnu-
pucana pa noyHe n cam pa cTeapa HajpeanncTuyka MKoBHa pgena. Y Krbusun AHU-3ug
U3 1932. roauHe,'® Mapko Puctuh n BaHe Bop HaBofe aa je Makc EpHCT of, konaxa
CTBOPMO ,jef.aH HafpeanuCTUYKN aKTUBUTET KOju ce OAJIMKYje NO TOME LUTO HECBECHU
1 NOTUCHYTN €MOTUBHMN OAHOCK Ca MaTepujaIHUM CBETOM HUCY U3PaXKeHU AUPEKTHUM
LpTakbeM NojeAUHUX enemMeHaTa Tux ogHoca, Hero aoBoherweM y HeoveknBaHy Besy Beh
noctojehux enemeHaTa U3gBojeHUX U3 UXOBE NpBOSUTHe cpepuHe (le dépaysement),
TaKo [,a OHU TeK Y TOj CIMKapckoj MeTadpopu OTKPMBAjy OHO LUTO je Y HbuMa CTBApHO
S1no cappxxaHo UM CKPUBEHO paLMOHAIM3MOM NMPBOSUTHE cnke”.

15
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Topan Munenkosuh, ,,IItnna,
KIbUTA, IPXTaj: KPUTUKA UIe-
0JI0TMj€ Ka0 CAMOKOHCTUTY-
Hucamwe 6ubIMoTeYKe CBECTI ,
BEJIEXKHUIIA, Yacoiuc 3a 6ubnu-
0leKapCiii8o, KUMesHOCHL U
kyninypy, Tonuna 13, 2011, 6poj 23,
Hapogna 6u6nmnoreka bop, crp.
12-17.

Cresan JKusaguuosuh Bop,
Mapxko Pucrnh, Anitiu-3ug: apunot
3a ipasuntuje cxeaitiaroe Hagpea-
nusma, Hajpeanuctuika nsgama,
beorpag, 1932.

Mpema cBepoYery ayTopa Koje ce Hanasu Ha
no4yeTHOj cTpaHuuu Krure Italian Pictures drawn with
pen and pencil, Tpaxxuo je eHrnecke rpaBsype Koje &1
My MOCny>W/e 3a Konaxe, asiv Huje 510 3a40BO/baH
OHMM LUTO je Hawao. Hauwao je Ha Kkbury nytonuca
Kpo3 UTtanujy y cnukama, y Kojoj cy dune rpaeype
apxuTeKType 1 npepena, de3 /byackux purypa. Y
CaMoj K131 HanpaBsmo je 66 NHTepBeHLMja-Koaxa
y nocTynky le dépaysement, op, Kojux je Heke nocee-
TWO CBOjUM NpujaTesbuma 1 cadopumma Hagpeanu-
ctuma — bpeToHy, Ennjapy, Makcy EpHcTy, Aanujy
n Tpuctany Llapu. MocTynak je 3Hauno goaaBare
/byACKUX ¢urypa y BeayTe UTannjaHCKMx rpaposa ca
rpasypa — Puma, Hanyma, Muse n ®uperue. Ha cTtpa-
HULLaMa FAe Cy HeroBu KoMaXKm ocTaB/bao je KOMeHTa-
pe Ha ¢ppaHLyCcKOM je3uky. Konaku Ham foHoce npuye
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0 MOAEepHOM YOBEKY KOju Haces/baBa yHUBep3yM cTtape EBpone, rosope o ogHOCy UCTO-
puje, MuTa, Nporpeca v nojeanHua. Y eramny, bop ncnutyje sese nsmehy cHa n xusora,
NpoLUIOCTU M CafallHbOoCTH, NojeANHLA U CBeTa, YoBeka 1 cyaduHe. Yecto npaheHa
HeMMpUMa, Ta Be3a HMKaAa Huje HenocpenHa, Beh je yBek NpucyTHa Kpo3 cumdorne,
MUTOBE, 3HaKe.
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Episode: A Montage of a Reality

After the Second World War, Bor found himself in Oxford. Zivadinovi¢ didn't like the idea of
the surrealist movement in art and the revolution, which he saw as efforts to act through
art, joining with the political party-led revolution. After pressure, blackmail, and threats
from the people of Dimitrije Ljoti¢, i.e., members of the Serbian Volunteer Corps, published
in the newspaper Nova borba,’> Bor emigrated to England in 1944 where he led a secluded
life without contact with Belgrade. Immediately after arriving in London, he began work
on a series of surrealist collages in the book Italian Pictures and a series of drawings that he
called “comics.” Vane Bor’s collages are the topic of the episode “A Montage of a Reality.”

The key figure in the surrealist collage was Max Ernst. Bor arrived in Paris in 1927
to study law at Sorbonne University. Marko Risti¢ and Bor’s sister Seva Risti¢ were
on a honeymoon in Paris at the time. Together, they visited Max Ernst’s exhibition
at the Galerie Van Leer. This exhibit inspired Bor to start creating surrealist works of art.
In the 1932 book Anti-Wall (Anti-zid),'® Marko Risti¢ and Vane Bor claimed that Max Ernst
made from collage “a surrealist activity characteristic in that unconscious and repressed
emotional relationships with the material world aren’t expressed by directly drawing
individual elements of those relationships, but by establishing an unexpected connec-
tion between already existing elements separated from their original environment (le
dépaysement) so that only in this painterly metaphor they can reveal what was really
contained in them or hidden by the rationalism of the original image.”

According to the author’s testimony written on the first page of the book Italian Pictures
drawn with pen and pencil, he looked for English engravings that could serve for collages,
but he wasn't satisfied with what he found. He came across a travelogue through Italy in
pictures, which contained engravings of the architecture and landscapes, without human
figures. In the book, he made 66 interventions-collages using the technique of le dépayse-
ment, some of which he dedicated to his friends and fellow surrealists — Breton, Eluard,
Max Ernst, Dali, and Tristan Tzara. The technique meant
adding human figures to the vedutas of Italian cities in

15 Goran Milenkovi¢, ,,Ptica, knji- . .
the engravings — Rome, Naples, Pisa, and Florence. He

ga, drhtaj: kritika ideologije kao

samokonstituisanje bibliotecke left comments in French on the pages with his collages.
svesti”, BELEZNICA, Casopis These collages bring us stories about the modern man
za bibliotekarstvo, knjiZevnost i inhabiting the universe of old Europe and speak about

kulturu, Godina 13, 2011, broj 23, the relationship between history, myth, progress, and

the individual. In exile, Bor examined the connections
between dream and life, past and present, the individual

3 . . and the world, man and destiny. Often accompanied by
nije shvatanje nadrealizma, . . . . . .
Nadrealisticka izdanja, Belgrade, turmoil, this connection, though never immediate, is
1932. always present through symbols, myths, signs.

Narodna biblioteka Bor, pp. 12-17.

16 Stevan Zivadinovi¢ Bor, Marko
Risti¢, Anti-zid: prilog za pravil-
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Enusopa: Myt nTuua

ABaHrappHa Mucao u genoarba dalwTuHe ce n mehy ctBapuma u yMeTHUYKUM Aenmma
u3 nerata dpayHor napa MunaHa JeauHua u Pagmune byHywesau JeanHad,. Jlerat Koju
Spoju veTppeceT Aena IMKOBHE U NPpUMeHeHe YMEeTHOCTH, Kao U jef,aH NpUPOAHAaUKu
Kypuo3suTteT, My3ejy je 2001. roauHe noknoHuna Pagmuna byHywesau, JeanHau, gyro-
rogvilikba HoBMHapKa 1 ypegHuua y nucty lMoauwuka. Hbed cynpyr Munax OeauHad,
610 je HOBUHAp M ypeaHUK y nncTy lMoaultiuka, 3aTMM CaBeTHUK jyroc/ioBeHcKe amdaca-
ney MNapunsy, AnpekTop JyrocnoBeHCKOr ApaMcKor No3opuLiTa, anu fnpe cBera, jefaH op,
TpUHaecTopuLe NOTNUCHUKA MaHMdecTa HagpeanmsmMa. O HheMy ce roBopu Kao

0 HajuspasuTujem nMpuky mehy Hapgpeanuctuma. lNMpujatesms Mapka Puctuha jow

of, LUKO/ICKUX AaHa, [leamHal, ce ysaxxaBao u apyxmuo ca Pactkom MNetposuhem. Jepan
je op, nokpeTtaya yaconuca lywesu n CeegoyaHcwiea. Enusopa nog Hasneom ,MyT NTu-
ua” roeopu o leanHYEeBMM Ooncecnjama nTML,amMma u OHUM LITO CUMSONU3yjy — nyToBa-
HMMa, NyTakrmMa, C10604HUM KpeTakuma.

CBojy npBy aHTUNOEMY JasHa Utliuya 06jaBuno je y Aeuemdpy 1926, a Ha HOj je paano
0/,1922. roguHe. Y JagHoj lwuyu npenaunhy ce ekctasa u SYHT NpOTUB OrpaHMYyaBara
1 cnyTaBarba YoBeka. [leanHal, AOHOCU Noe3unjy JbyACKUX AnNemMa u pacnumamba, oce-
harba concTBeHe 1 ApyLUTBEHE HEA,0BO/LHOCTMW.

LitamnaHa Ha cBera 13 CTpaHa y OKO 200 NpuMepaka, noemMa je UnycTpoBaHa ca Tpu Haj.-
peanucTuyka Konaxa koja je nspagmo cam epgmHau,. Ogmax no odjassmeamsy, leanHay,
je Hekonuko npumepaka nocnao y NMapus — bpeToHy, Enujapy n AparoHy, kao n Mapky
Puctuhy, koju je Tapa &uo y Mapusy Ha SpauHom nyToBamy. KrbudkeBHa KpUTUKa JagHY
Utuyy ncTuye Kao jeHO of, Haj3aHauajHUjUX HaJpeanucTUIKnx aena, a Puctuh je nojasy
JennHuyeBe NoemMe NCKOPUCTMO 3a HEKY BPCTY Npornaca Hagpeanusma. Y JagHoj Utiuyu je
BMA/bMBA U HEOA,BOjMBA Be3a u3Mehy TekcTa u cnmke. Mpoxxumarse TMKOBHOT U IUTepapHoOr
je BaXKHO 3a Hagpeanusam, ¥ roTOBO CBa HaApeasncTMUKa u3gara cy duna unycrposaHa.

MNTuua je jepaH oA HajBaXXHUUX N HAJIPUCYTHUjUX MOTUBA Y [leaMHYEeBOM CTBapana-
WTBY. Y JaeHoj Gtiuyu OHa je 1 rNaBHU JIMK Y NpUYun.

Pa3Hu npegmeTun u3 Jlerata Munana eanHua n Pagmune byHywesau, leanHay,
uMajy TeMy ntuue — MNukacos Tamwup Jluk ca 1onydom, Tarbup XaHa Jlupca, lMewiao,
KOMajau HapoHe KepaMuke ca npeacraBama Xjapana, netna, Kao n nocedaH Kypmo-
3uTeT, BUTpUHa lMuye us wpoticke AmMepuke. Pagpmuna bByHylwiesal, je ceegoumnna
Aa je BUTPUHY Kynuna opf, ctape UtanuvjaHke y PoBumy, rae cy oHa n leanHad, Xusenu
TOKOM nocnefrux roguHa herosor xusoTa.”’ leamHal, je rajyuo nocedaH ogHoc npema
LNTnLama ns AMasoHuje”, kako cy ux 3ganu. Ntuua kao pa je duna nocedaH cumdon
3a Munana JeanHua. Cumdon cnobopHor neta, /bydbasu, Bese ca CHOBUMA, HaapeasnHuM
CBETOBMMA, MOTMNYHO CySjeKTUBHA M OfcecuBHa Be3a. AyTop je y UcTpajaBatby Aa npoHa-
he Ty nTuuy, kako &u caBnapao o5, HECNOKOjCTBO N YCAM/bEHOCT, U [,O0CTUTa0 MUP.
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17 JKana I'Bosgenosuh, ,,CBegouancrsa Pagmue
Bynymesan [lennnar’, y: Jlexaiti Munana Jlequnya
u Pagmune Bynywesay-Jlequnay, Mysej capemMeHe
YMETHOCTHU, 2004, beorpan, crp. 14.
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17 Zana Gvozdenovié, “Svedo¢anstva Radmile Bunusevac
Dedinac”, The Legacy of Milan Dedinac and Radmila
Bunusevac-Dedinac, Museum of Contemporary Art,
2004, Belgrade, p.14.
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Episode: Birds’ Path

Avant-garde ideas and actions are also preserved among the objects and works of art

in the Legacy of Milan Dedinac and Radmila BunuSevac Dedinac. The legacy of this mar-
ried couple, which includes forty works of fine and applied art and one natural wonder,
was donated to the Museum in 2001 by Radmila BunuSevac Dedinac, a longtime journalist
and editor of the Politika newspaper. Her husband, Milan Dedinac, was also a journalist
and editor of Politika, then an adviser to the Yugoslav Embassy in Paris, director of the
Yugoslav Drama Theater, and above all, one of the thirteen authors of the Manifesto

of Surrealism. He is often described as the greatest lyricist among the surrealists. Dedinac
was a friend of Marko Risti¢ since school days and liked spending time with Rastko
Petrovi¢, whom he respected deeply. He was one of the founders of the magazines Putevi
and Svedocanstva. The episode entitled “Birds’ Road” speaks about Dedinac’s obsessions
with birds and what they symbolize — travels, wanderings, unrestricted movement.

He published his first antipoem, The Public Bird, in December 1926, which he had been
working on since 1922. In The Public Bird, ecstasy and rebellion against restraints and the
repression of man are intertwined. Dedinac wrote the poetry of human dilemmas and
pains, feelings of both own and social inadequacy.

Printed on only 13 pages in about 200 copies, the poem was illustrated with three
surrealist collages made by Dedinac himself. Immediately after the publication, Dedinac
sent several copies to Paris — to Breton, Eluard, and Aragon and Marko Risti¢, who was
there on honeymoon at the time. Literary critics acknowledged The Public Bird as one
of the crucial surrealist works, and Risti¢ used the appearance of Dedinac’s poem to pro-
claim a kind of a surrealist manifesto. In The Public Bird, we observe the inseparable link
between text and pictures. The interweaving of art and literature had a significant role
in Surrealism, and almost all surrealist editions have been illustrated.

The bird is one of the most essential and widely present motifs in Dedinac’s work.

In The Public Bird, it is also the main character in the story.

Various items from the Legacy of Milan Dedinac and Radmila BunuSevac Dedinac
have a bird theme — Picasso’s plate Figure with a Dove, Jean Lurcat’s plate Rooster,
pieces of folk ceramic art with representations of cranes, roosters, as well as a special
exhibit, the glass case Birds from Tropical America. Radmila BunuSevac testified that she
bought the display case from an old Italian woman in Rovinj, where she and Dedinac
spent the final years of his life.'” Dedinac had a special relationship with the “birds from
the Amazon”, as they were called. The bird as a symbol seemed to have a particular
meaning for Milan Dedinac. It is an emblem of free flight, love, connection with dreams,
surreal worlds, a wholly personal and obsessive relationship. In his persistent attempts
at finding the bird to overcome pain, anxiety, and loneliness, the author achieved peace
at the end.

Epsiodes | a1l



Enusopa: JepaH yoBek Ha npo3opy

JenuvHau, je uMao Beoma akTUBaH APYLUTBEHWN XXUBOT M aHraXKMaH, Hacnpam npuinyHo
CKpPOMHOT necHu4kor onyca. Mismehy objae/bmBarba Heroee npee gee noeme duno

je notpedHo pa npohe peceT roguHa. JegaH Yoeek Ha lipo3opy o&jaB/beHa je 1937. roau-
He, Hajnpe y cenTem&apckoM dpojy yaconuca Hawa cuusapHoctu, noceeheHom oadpaHu
KynType y LUnaHunjn, a 3aTMM nctor Mmeceu,a 1 Kao caMoCTasIHO usparbe. TOokoM BpemeHa
nsmehy aBe odjae/mbeHe noeme, MunaH [leaunHal, ce NoByKao U3 jaBHOT XXMBOTA, Orna-
CUBLUMU Ce jeiUHO TEKCTOM Y anmaHaxy Hemoiyhe-L'impossible 1930. roauHe.

JegaH voeek Ha Uipo3opy je noema o gorahajy Koju ce A,ecno y peasHOCTU — Pa3opHOM
yAapy kowase y beorpaay. lepmHal, ce okpehe opyLuTBeHOj CTBAPHOCTH, OHOME LUTO je
3ajeAHNYKO, HACYNpOT IMPCKUM ONUCUMA MHTUMHUX J,OXUBIbaja U YHYTpaLlkbux Sopdu y
JasHoj ttuuyu. Happeanuctmukum metadpopama, acoumjaumjama, nopehernma m napanena-
Ma, OH y NoemMu NpuAapyyje 1 nourpasa ce ca pakTMMa U3 HOBUHCKUX penopTaxa. Ha kpajy
noeme, oH NPEHOCU YnaHaK U3 AHEeBHUX HOBMHA lMoauttiuka. AKo je y JagHoj Utiuyu U3HOCKO
yHyTpawe ocehaje, y JegHom YoeeKy Ha lipo3opy crosbalubu aorahaju u vbma nsassaH
HeMup HacesrbaBajy YHYTpaLllHOCT jeaHor dSuha, WTo BOAM A0 AecTadunvsaumje nojeanHua.

Kao 1 npBa noema, oBo nspare je MynTumeaujanHu pag. Lptex 3a HacnoBHy
cTpaHy je ypaguo Metap Jodposuh u Taj upTex ce uyea y Jleraty MunaHa JeauHua v
Pagmune byHywesau JeauvHal y My3sejy caBpeMeHe YMeTHOCTH, a TEKCT Noeme npa-

Te aBa poTO-penopTepcka CHUMKA. 3ajeHO ca HABOAMMA U3 LITAMIE, OBU CHUMLM
AonpuHoOce ABOCTPYKOM AUCKYPCY Koju [leanHau, npumMerbyje y noeMm — noeTckom

n fokymeHTapHoM. [loSposuhes LpTex YoBeka yxBaheHor y naykoBy Mpexy kao Aa
nopaTtHo odjalkbaBa npeBoherbe BeTpa M HbMe HOLLEeHOT HeMupa Ha jesnk oceharba 1
YHyTpalltbe CTpentbe Y HOBeKY.

Episode: A Man in the Window

Dedinac led a very active and socially engaged life, in contrast to his relatively mod-
est poetic oeuvre. Ten years passed between the publications of his first two books of
poetry. A Man in the Window was published in 1937, first in the September volume of the
magazine Nasa stvarnost, dedicated to the defense of culture in Spain, and then in the
same month as an independent publication. During the time between the two published
poems, Milan Dedinac withdrew from public life, only once appearing as the author
of a text in the almanac Impossible-L'impossible in 1930.

A Man in the Window is a poem about an event that happened in reality — a devastat-
ing windstorm in Belgrade. Dedinac turned to social reality, to what is common,
as opposed to the lyrical descriptions of intimate experiences and internal struggles in The
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Public Bird. He linked surrealist metaphors, asso-
ciations, comparisons, and parallels in the poem
with the facts from newspaper reports and toyed
with them. At the end of the poem, he quoted an
article from the daily newspaper Politika. If in The
Public Bird he expressed his inner feelings, in A
Man in the Window, the inside world of a person is
inhabited by external events and the unrest they
cause, which leads to the destabilization of the
individual.

Like his first poem, this one is also a mul-
timedia work. The drawing for the title page,
which is kept in the Legacy of Milan Dedinac
and Radmila BunuSevac Dedinac in the Museum
of Contemporary Art, was done by Petar Dobrovic¢
and two journalist photographs accompany the
text of the poem. Together with citations from
the press, these photos contribute to the double
discourse that Dedinac used in the poem — poet-
ic and documentary. Dobrovié’s drawing of a man
caught in a spider’s web seems to explain further
the translation of the wind and the restlessness
it carries into the language of feelings and inner
anxiety in man.
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Enunsopa: durype panekmx nytoeara

CBojy cTpacT un pacumHauunjy nyToBawkbnumMma u ganekum npegenvma, SUno ga ce roeopu
o reorpadpckum nnm metadpusmykum nojMosnuma, MunaH leguHal, je genvo ca npmja-
TesbeM PacTkom MeTposuhem. MNpuya koja Hocu Hasue ,Durype panekux nytosama”
nneTe ce OKO NOKJIOHA Koje je PacTko goHeo nnu cnao Munany n Pagmunu e avHadl,.
MeTpoBuh je n3s Appurke foHeo puTyanHy GUrypy xeHe ca kpyarom mspaheHy y SpoH-
31, nopeknom us beHnHa, kao n xepmappoanTcky purypy oA ApeeTa, Koja npunaga
KYNTy NNOAHOCTU U KYNTy nHuumjaumje, us Odane CnoHoadve. Metposuh ce 1923.
ropgvHe 3anocnno y MMHUCTapCTBY MHOCTPaHUX Aena U Kao AUNIOMATCKU CNy>XSeHMK
je yecto SopaBuno y nHocTpaHcTBy. O, 1926. 1,0 1930. FOAMHE je XXUBeo 1 paauno y Pumy,
a 0p,1935. roauHe y Yukary u BawnHrtony. Of aeuemdpa 1928. o0 Kpaja jaHyapa 1929.
nyToBao je no 3anagHoj Adpuum, ynosHajyhu ce ca kyntypama, oduyajuma m >KUBOTOM
nnemeHa Obdane CnoHoBaue, BypkuHe ®aco, Manwuja, lBuHeje, indepuje, Cnjepa JleoHea
n CeHerana. TOKOM OBOF NyTOBaHa NaCMOHUPAHO je NPUKYN/bao KoMaae NPUMUTUBHOT
opy>ja, BOTUBHE 1 yNnoTpedHe npegMeTe, Tako Aa je HanpaBuo KonekLujy Koja ce gaHac
yrnasHom 4vyBa y CnomeH-My3ejy Hapexae n Pactka MNeTposuha. YMeo je fa npenosHa
BpeaHOCTU U ymehe AOMOpOAAYKOr CTaHOBHULITBA Koje onucyje Knoa-Jlesu Ctpoc:
,TaKo3BaHM MPUMUTUBHU HAPOAU CY YMeNnn Aa uspape npuknagHe Metope 3a ykianame
NpaLMoHaNHOT — y HeroBOM [,BOjaKOM 08/IMKY NOTrMYKe C/Ty4ajHOCTU U adpeKTUBHE Heo-
SyspaHocTn — y paumoHanHo.”®

PacTko je y>xuBao y Tome Aa gapyje cBojuM npujatesbuma. lNopep oee ase purype
n3 Adppuike, oH je us AMepuke Pagmunm ByHylesal, nocnao Many MHAWjaHCKY peTULL-
-NyTKy € noyeTka gBajeceTor Beka. o gonacky y Yukaro, Metposuh je HactaBno
cBoje noxope 1 oduao je Mekcuko, Kydy n KaHapy. Mo nigmjaHckum pesepsatnma
je cakyns/bao npegMeTe, Kao [eo SallTUHe jeAHe LMBUIMU3aLmje y HecTajary. Pagmuna
ByHylweBay, je cBepouyMna ga je MHAMjaHCcKa NyTKMua CTUrna HeynakoeaHa, camMo
ca ueny/bmMuoM 0 NpMMaolly, y peaakumjy nucta lMoauliuka.

MwunaH [epuHal, je BuLLe NyTa CBeA0YMNO Aa je jefaH Of, HheroBuUx KrbUXXKeBHUX y30-
pa &uo PacTko MeTpoBuh, c KojuM je S1o npujatess, a capahusanu cy n y yaconucuma
Mytesu n CeegoyvaHciuga. Y ueTBptoM dpojy CeegovaHcLuasa, us peuemdpa 1924.
roguHe, Netpoeuh nuwe: ,JepaH of NecHUKa Koje ja HajBuLLe BOJIUM U KOje UnTam yBeK,
ca cBe BehnM y>XuBareM U ca CBe BuLLe padyMeBama, jecte MunaH JepuHal,. M3BecHe
CTBapM Koje je OH Hanucao yuuie cy NoTMNyHO Y MOj XXMBOT Kao Heke o, HapoAoHUX neca-
Ma Koje MM cauMHbaBajy jeaH BeIMKM [e0 AeTUHCcTBa."?

18 Kirop Jlesu-Crpoc, JJusma mucao, Honur, 1978, beorpap, crp. 310.
19 Pactko Ilerposuh, Munau lepunan, Ceéegouancitiea, KrousxesHu

wacoiiuc, 6poj 4, 21. feriembap 1924, beorpag, cTp. 12-16.
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Episode: Figures of Distant Journeys

Milan Dedinac shared his passion and fascination with travels and distant landscapes,
whether geographical or metaphysical concepts, with his friend Rastko Petrovié.

The story entitled “Figures of Distant Journeys” revolves around the gifts that Rastko
brought or sent to Milan and Radmila Dedinac. Petrovi¢ brought from Africa a ritual fig-
ure of a woman with a jug made of bronze, originally from Benin, and a hermaphrodite
figure made of wood, which belongs to the cult of fertility and the cult of initiation,
from the Ivory Coast. In 1923, Petrovi¢ got a job at the Ministry of Foreign Affairs, and
as a diplomatic official, he often stayed abroad. From 1926 to 1930, he lived and worked
in Rome, and from 1935 in Chicago and Washington. From December 1928 to the end

of January 1929, he traveled through West Africa, learning about the cultures, customs,
and life of the tribes in Ivory Coast, Burkina Faso, Mali, Guinea, Liberia, Sierra Leone,
and Senegal. During this trip, he passionately collected primitive weapons, votive and
utility objects, so he made a collection that is today primarily kept in the Memorial
Museum of NadeZda and Rastko Petrovi¢. He was able to recognize the values and skills
of the indigenous population described by Claude-Levi Strauss: “The so-called primitive
peoples managed to devise appropriate methods for fitting the irrational — in its dual
form of logical accident and affective recklessness — into the rational.”'

Rastko enjoyed giving presents to his friends. In addition to these two figures from
Africa, he sent a small Indian fetish baby doll from the early 2o0th century from America
to Radmila Bunusevac. After arriving in Chicago, Petrovi¢ continued his trips and toured
Mexico, Cuba, and Canada. In Indian reserves, he collected objects that he believed were
part of the heritage of a vanishing civilization. Radmila Bunusevac stated that the Indian
baby doll arrived unpacked, with only a note about the recipient, to the editorial office
of Politika.

Milan Dedinac confirmed multiple times that Rastko Petrovi¢ was one of his literary
role models and that they were friends who also collaborated in the magazines Putevi
and Svedocanstva. In the fourth volume of Svedocanstva, from December 1924, Petrovi¢
writes: “One of the poets | love the most and who | always read, with increasing enjoy-
ment and with ever more understanding, is Milan Dedinac. Certain things he wrote
have entered my life completely, like some of the folk songs that make up a large part
of my childhood.”™

18 Claude Levi-Strauss, Divlja misao (Wild Thought), Nolit, 1978,
Belgrade, p. 310.

19 Rastko Petrovi¢, Milan Dedinac, Svedocanstva, Knjizevni casopis,
No. 4, 21 December 1924, Belgrade, pp. 12-16.
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Enunsopa: CpeSpHa Megarba y OCBUT paTta

CeeTtcka nsnoxda y MNapusy 1937. roanHe duna je nocedaH rnodanHum cnekTak.

MNop TepeToM CBETCKE EKOHOMCKE Kpu3e, Yy jeky S5opdu LLinaHckor rpahaHckor paTa

W npep, BpaTMa HOBOT CBETCKOT Cykoda, ca Haf,oM Y coLmjanucTuyke ctpyje y Esponu,
DdpaHuycka opraHmsyje MmehyHapoAHy CeH3aLujy Ha MPeKo CTO XeKTapa NoBpLUMHE OKO
Ajpenosor Topra, M3amehy Mapcosux nosba n loma niBanupa, u y HoponsrpaheHoj
nanatu LLajo. 3a noTpe&e Exposition Internationale des Arts et Techniques dans la Vie
Moderne (MehyHapopaHa U3nox&a yMeTHOCTU U TEXHUKe Y CaBpeMeHOM CBeTy) usrpahe-
HO je Y NpeKo 200 NaBU/bOHA Y KOjUMa Cy NOCTaB/beHE HaLMOHAsTHE

n TemaTcke nsnoxsée. LleHTpanHa mecta ucnpep Ajdbenose kyne duna cy pesepsucaHa
3a naBu/boHe ABe Hajeehe cune y ToM TpeHyTKy — CP Hemauky n CoBjeTcku CaBes.
Mnak, peanHa felwaBarba M 0ONacHOCTHU Koje hie yckopo npepacTu y Tparenjy CBeTCKUX
pa3mMepa Mackupana je packollHa npeacTaBa yMeTHOCTU U TeXHUYKUX AocTUrHyha
nonyT Teneeusuje.

U KparbeBuHa Jyrocnasuja je poduna 3Ha4yajHoO MeCTo, TUK y3 ynas Ha Tpr Tpokazaepo.
HauuMoHanHu HacTyn je opraHM30BaH 3a BEOMa KpaTKo BpeMe U LOHEO je SpojHe
Hecyrnacuue, anu U Harpage 3a yMeTHUKe Koju cy npuxsatunu nosus Oadopa 3a opra-
HusoBame n3noxde. Mpunpema Hactyna KpasbeBuHe Jyrocnaenje duna je nosepeHa
MuHUCcTapCcTBY TProBMHE U UHAYCTPUje, a HacTyn je NnpupeheH y BuLle ceKuuja: ymeT-
HUYKOj, TYPUCTUYKOj U MHOYCTPUjCKOj. Ha KOHKYpPCY 32 apXUTEKTOHCKO pelueHe naBu-
JbOoHa n3adpaH je npojekar Jocuna Cajcna. Y ¢pedpyapy 1937. roamHe, kapa cy pajosu
Ha usrpapHu nasm/boHa Beh yeenvko tpajanu, Oadop je nocnao nosmeHa nMcma
Ha appece 66 ymeTHuKa us beorpapa, 3arpeda u JbydrbaHe. OgMax cy pearoeana yapy-
Xera yMeTHMKa U3 CBa TpU rpaja, He3a[4,0B0O/bHA KYATYPHOM MOIMTUKOM U M350poMm
unaHoBa Opdopa 3a opraHM3oBake U3NoXde y unjem cactasy cy dSunm Munan KawaHuH,
Mwuno MunyHosuh n Toma PocaHguh, kKao n HQUMHOM Ha KOjUu CYy YMETHULLM NO3BaHU
ha npepcrassbajy gpxasy. XpeaTcku ymetHuum (CtojaH Apanuua, Bnagumup beuuh,
Jbydo baduh, Jeponum Muwe, AHTYH MoTuka, EpHect Tomalwuesuh, Kpcto Xerepywimh,
Bunko leuan, leo JyHek, hypo Tumak, Jypaj MnaHuuh, Bjekocnas Mapah, ®paHo
LWnmyHoBuh, BpyHo bynuh, AHTYH Ayryctununh, ®paHo KpwinHuh, XuHko JyH, ®paHo
Kenpwh, Mpra AHTyHau, ®paHo Llota n Barba Papayiu) oadunu cy ga yyecTsyjy y cMoTpu
n nspasunu cymre ga he opako opraHmsoBaHa usnoxsda 6utn Ha 3apgoBosbaBajyhem
YMEeTHUYKOM HuBOY. Mo3uB je onduno n MBaH MewTposuh, Koju je S0 No3BaH Kao LLeH-
TpanHa ¢urypa penpeseHTauuje, Hak je NpojeKToBake NaBU/bOHa SU/0 YC/I0B/bEHO
AVMeH3MjamMa herosux ckynntypa.  ymeTHuum us Jby&rbaHe cy nocnanm npoTecTHO
nucmo, cmatpajyhu aa je nsdop ymetHuka ns CrnoBeHuje now u ga unaHosun Opdopa
MOpajy CHOCUTMK NocneauLe 3a Takse noctynke. Minak, aeo ymetHuka us JbydaHe
ce ogasBao nosusy, a ondunu cy ra Makcum Cepej, ®parue MNasnosew, u AHTOH
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lojmup Koc. M ymeTHULM n3 Beorpapa cy ce noSyHunu: ogpxxaHe cy aBe pacnpase
y YMeTHUYKOM naBu/boHy Ha KanemerpaHy. OHM cy nogpyxanu ctaBoBe Konera us
3arpeda u JbydmaHe n onTyxunu ynaHoese Oadopa pa page MMMO YMETHUYKMX opra-
HU3aumja y 3eM/bU U He rapaHTyjy NMyH ycnex u BepoAoCTOjHy npe3seHTauujy y Mapusy.>°
Op no3BaHux us beorpapa, yyewhe cy ogdunu Metap Jodposuh, Muxauno C. MNeTpos,
BpaHko MNonosuh, Muxanno Tomuh, Munow BykoTtuh, lywaH JosaHoBuh n BuHko ppaH.

Op>xaBHa cenekuuja je caumrbeHa of, pagosa aytopa ns Cpduje u CnoeeHumje Koju
Cy ce oA,asBalv No3uByY, Yr1laBHOM OHU Koju cy Beh xxueenu y Mapusy. M3naranm cy
Jloj3e JonuHap, TuHe Koc, ®paHue n ToHe Kparb, MeTtap ManasuunHu, Pucto Ctnjosuh,
CpeTteH CrojaHoBuh, Toma PocaHauh, Munusoj Y3enau, MesaH Tadakosuh, JoBaH Bujenuh,
Mapko YeneboHosuh, Hepemko MBo3peHoBuh, Kocta XakmaH, MunaH Korwosuh, Metap
Nydappaa, Muno MunyHoeuh, Npeppar NMeha Munocaemesuh, 3opa MNetpoeuh, MBaH
Paposuh, Puxapp Jakonuy, Matuja Jama, MaTej CtepHeH 1 ®eppo Becen. Ha nsnoxém
Huje nsnoxkeHa ckynntypa MNeTpa Jlodopne, koja je NnoloM/beHA NPUIIMKOM TpaHcnopTa.

Y MNaBu/bOHY je duna npeacTtaB/beHa U TypucTUUKa NoHyAa Jyrocnaeuje. NpuepeaHu,
WHAYCTPUjCKM N TEXHOJIOLWKN HanpeAak 3eM/be Ao4apaHu cy Ha LUTaHAOBMMA Y OKBUPY
pasnnYnUTMX TEMATCKUX U30XKON.

JyrocnoBeHckn ymeTHULM cy Ha CBETCKOj M3N10)K&U A,0OUNM yKYMHO 137 Meparba.
lpaH-npu cy podunu: Cajcn (3a pewere NaBU/bOHA Yuje NpoYesbe ca YeTUpu cTyda
5e3 dase n kanuTena je 3apaguno u noxeane Kopdusjea), Jlydbapaa, Munocasmwesuh,
MwunyHoBuh, TadakoBuh, YenedoHoBuh, ManaBnunHu, PocaHguh v Ysenau. 3natHe
Meparbe cy podunu XakmaH n Ctujosuh, a cpedpHe MNetpoeuh, Paposuh, CtepHeH 1 Koc.
BpoH3saHy Mepasby ocBojuo je ®paHue Kparmb. MehyTum, kputnke kaxy aa KparmesuHa
Jyrocnaeumja Huje apekBaTHO NpeAcTaBuia caBpeMeHy yMeTHOCT. Op, cBera LUTO ce TUX
roavHa gelaBasio Ha jyroc/ioBeHCKOj YMETHUYKO]j CLLeHU, NpeaCcTaB/beHN Cy CaMO KOMO-
pu3sam 1 MHTUMM3aM, KOjU CY Y jyroC/IOBEHCKY YMETHOCT YLUN Npeko napuckux haka.

20 Tagammy Meayju U3BeIITaBa/IM Cy Ca CKYIIOBa 6€0rpajiCKuX yMeT-
HUKa KOje je OpraHu30Bajo YpysKeme TMKOBHUX yMeTHMKa. (Bupgn:
»beorpamcku ymeTHuIu cy ocypunu pag On6opa 3a opraHnsoBambe
YMEeTHUYKOT fle/la HallleT MaBu/boHa Ha Ilapuckoj usnoxé6nu”, IIpasga,
Beorpap, 25. 2. 1937.)
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Episode: Silver medal at the Dawn of War

The International Exhibition in Paris in 1937 was a global spectacle. Burdened by the
world economic crisis, amid the Spanish Civil War and at the threshold of a new world
conflict, with faith in European socialists, France organized an international sensa-
tion on more than 100 hectares around the Eiffel Tower, between the Champ de Mars
and Hotel des Invalides, and at the newly built Palais de Chaillot. For the Exposition
Internationale des Arts et Techniques dans la Vie Moderne (International Exhibition
of Arts and Techniques in the Contemporary World), over 200 pavilions were built
in which national and thematic exhibitions were set up. The central positions in front
of the Eiffel Tower were reserved for the pavilions of the two greatest powers at the
time — FR Germany and the Soviet Union. However, the actual events and dangers that
would soon turn into a tragedy of world proportions were masked by a lavish perfor-
mance of art and technical achievements such as television.

The Kingdom of Yugoslavia also had an important place, right next to the entrance
to Trocadero Square. The national performance was organized in a very short time
and brought numerous disagreements, but also awards for artists who'd accepted
the invitation of the Exhibition Organization Committee. The Ministry of Trade and
Industry was given charge of the preparations for the presentation of the Kingdom
of Yugoslavia, which was organized in several sections: art, tourism, and industry.
The project of Josip Sajsl was selected at the competition for the architectural design
of the pavilion. In February 1937, when the works on the pavilion construction were
already in full swing, the Committee sent out invitations to 66 artists from Belgrade,
Zagreb, and Ljubljana. Associations of artists from all three cities reacted immedi-
ately, dissatisfied with the cultural policy and the selection of the members of the
Exhibition Organization Committee, which included Milan Kasanin, Milo Milunovi¢,
and Toma Rosandi¢, as well as how artists were invited to represent the state. Croatian
artists (Stojan Aralica, Vladimir Beci¢, Ljubo Babi¢, Jerolim Mise, Antun Motika, Ernest
Tomasevié, Krsto Hegedusi¢, Vilko Gecan, Leo Junek, Buro Tiljak, Juraj Planci¢, Vjekoslav
Paraé, Frano Simunovié, Bruno Buli¢, Antun Augustinci¢, Frano Krsini¢, Hinko Jun, Frano
Kedri¢, Grga Antunac, Frano Cota, and Vanja Radaus) refused to participate in the event
and expressed doubts that the exhibition organized in that way would achieve a satis-
factory artistic level. lvan Mestrovic¢ also rejected the invitation, though he had been
called as the central figure of the national team and the dimensions of his sculptures
conditioned even the design of the pavilion. Artists from Ljubljana sent a letter of pro-
test as well, believing that the selection of artists from Slovenia was terrible and that
the members of the Committee should be held responsible for their actions. However,
some artists from Ljubljana responded to the invitation, and among those who reject-
ed it were Maksim Sedej, France Pavlovec, and Anton Gojmir Kos. Artists from Belgrade
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also rebelled: two debates were held in the Art Pavilion in Kalemegdan. They supported
the views of colleagues from Zagreb and Ljubljana and accused the members of the
Committee of working outside the arts organizations in the country and not guaran-
teeing complete success and a credible presentation in Paris.?® Among those invited
from Belgrade, Petar Dobrovi¢, Mihailo S. Petrov, Branko Popovié, Mihailo Tomi¢, Milos
Vukotié, Dusan Jovanovi¢, and Vinko Grdan refused to participate.

The national selection included authors from Serbia and Slovenia who responded
to the invitation, primarily those who already lived in Paris. Lojze Dolinar, Tine Kos,
France and Tone Kralj, Petar Palavicini, Risto Stijovi¢, Sreten Stojanovi¢, Toma Rosandic,
Milivoj Uzelac, lvan Tabakovi¢, Jovan Bijeli¢, Marko Celebonovi¢, Nedeljko Gvozdenovié,
Kosta Hakman, Milan Konjovi¢, Petar Lubarda, Milo Milunovi¢, Predrag Peda
Milosavljevi¢, Zora Petrovi¢, Ivan Radovié, Rihard Jakopi¢, Matija Jama, Matej Sternen,
and Ferdo Vesel exhibited at the event. A sculpture by Petar Loboda, which was broken
during transport, wasn't featured in the show.

The tourist offer of Yugoslavia was also presented in the Pavilion. The country’s eco-
nomic, industrial, and technological progress was illustrated at the stands within vari-
ous thematic exhibitions.

Yugoslav artists won a total of 137 medals at the World’s Fair. The Grand Prix was
won by: Sajsl (for the design of the pavilion whose facade with four pillars without
base and capital earned the praise of Le Corbusier), Lubarda, Milosavljevi¢, Milunovic,
Tabakovi¢, Celebonovi¢, Palavi¢ini, Rosandié¢, and Uzelac. Hakman and Stijovi¢ won gold
medals, and Petrovié¢, Radovié, Sternen, and Kos won silver medals. The bronze medal
was awarded to France Kralj. However, critics say that the Kingdom of Yugoslavia did
not adequately present contemporary art. Of everything that was happening on the
Yugoslav art scene in those years, only Colorism and Intimism were displayed, which
entered Yugoslav art through its Parisian students.

20 At the time, media brought reports from the meetings of Belgrade
artists organized by the Association of Fine Artists. (See: “Beogradski
umetnici su osudili rad Odbora za organizovanje umetnickog dela
naseg paviljona na Pariskoj izlozbi,” Pravda, Belgrade, February 25,
1937.)
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Enusopa: Cteapanayka cuna

Y penoy My3eja uyBa ce cTapa KapTOHcKa dpacLmKna y Kojoj ce Hanasm xpra TaHKuX,
no)KyTesnx nanupa ca TeKCToMm (Tesama 1 U3sjaBama) MMCaHUM PYKOM U KyLLaHUM

Ha nucahoj MaluMHK. HekonmKko npyMmMepaka je Ha cpnckom jesuky, anu sehnHa Hocu
WCTU TEKCT KOjU je MpeBEeAEH HA UTANMjaHCKM je3uK. CTu TeKCT ucnmcaH Ha 38 nanu-

pa pasnMunMTuX AUMeH3uja, y noxadaHoj KoBepTH, 3ajeHO Ca 47 MUHUjaTypPHUX

LpTexa — ckuua Mmaketa — npatehux nnyctpauumja 3a Tese. Y nutamy je pag MeaHa
TabakoBuha 13 1955. roauHe, noa HasneoMm JlukogHa Mop¢onoiuja clieapanayke cune;
Sap Tako nuLe Ha NpBOj, HAC/IOBHOj KapTULLM U3 KOoBepTe. MicTe roauHe, paa je duo
M3N0XEH HA caMoCTanHoj n3noxdu y fanepuju YNYC-a lMopekso u 0dauyu AUKO8HOT
uctipaxKuearea, Koja je odenexxuna apacTuyaH NnpeokpeT y UAejn, jesuky u ecteTuum
MBaHa Tabakoeuha.”' Paj, je npeacTaB/bao M HapeAHUX FOAUHA, Hajnpe y [paackoj rane-
puju cyBpemMeHe yMjeTHOCTHU y 3arpedy 1959. roguHe, a 3aTUM Y Jakonn4yeBoM NaBU/bOHY
y Jby&baHun 1961. Y katanory usnoxée y Jbyb/waHum Hasume osor papa je ,lMopeknoun
N3BOPWU JINKOBHOT M3parkaBarba (CTyAuje TMKOBHe aHanuse u JokymMmeHTauuja)”. Y Jleraty
ce uyBajy MakeTe Koje je TabakoBuh KOpUCTMO 3a Npunpeme nocTtaeke y JbydrbaHu.

Te3e okynsbeHe y aeny JlukoeHa mop¢osoiuja cligapanavke cusne jecy Tabakosuhesa
Teopwuja Kojy je pa3Bujao cpeAMHOM 1950-UX, oamax no ¢popmuparsy rpyne Lllectopuua,

y Kojoj cy dunu jow n Hepersko MBospeHosuh, MuneHko LLiepdaH, Mpeppar Meha
Mwunocaemesuh, CtojaH Apanuua u MiBaH Paposuh. Kao nspasutu nigmeungyanady, y KOH-
CTaHTHOj TEXHMW Ka eKCNepUMEHTY, UCTPaXKyje NojMOBe C/IMKe, CIMKApCTBA U YMETHOCTH,
okpehe ce MHCMMpaLMju Koja A0n1a3un U3 HayYHUX U NpupoaHux peHomeHa, nokyuasajyhu
03 U3MUPU UHTUMHO U YHUBEP3A/HO, Er3UCTEHLLUja/THO U ancTPaKTHO, YOBEKa M KOCMOC.
A cBe cy TO, Npema pe4ynMa camor ayTopa, ,,... HOBM U3BOPU jefHe LW1pe, YHuBep3anHuje
1 caBpeMeHuje NMKOBHe KoHuenuuje”. CMaTpao je Aa je YMeTHOCT MHCTPYMEHT ca3Hakba.
YMEeTHOCT 1 HayKa, Kao MoKpeTayun, KopucTe MaLTy U UHTYULMjy, a MPEKO Te FpaHuLe
MaluTe U peasIHOCTU Hanasu ce casHakbe. OH TEXU CUHTE3UN HayKe U YMETHOCTH, lyXOBHe
C/INKe M ecTeTCKe NpeacTase,?? npownpyjyhu nosbe cBor ucTpaxkmearba U YmHehu aman-
ram ymeTHOCTU, punosoduje, eTuke, Hayke, OKYNITHOT, anxemuje u esotepuje.>> OBaj paj,
CBOjUM KOHLLeNTOM 1 NocTynkom usppaja Tadakoeuha 13 MmogepHUCTUUKE KIMME Koja je
Suna [OMMHAHTHA Ha 3BaHUYHOj YMETHUUKOj CLLeHU Y Jyrocnasuju.

Pap, je n3noxuo 1968. y jyrocloBeHCKOM NaBU/bOHY Ha 34. bujeHany y BeHeuuju,
nop, HasneoM ®eHoMeHos10iuja Uau U380puU AUKOBHOI UCIPAXUBAHA U clieaparsa,>*
3ajeiHO ca KONaXKnMma, LpTexuma u G¢oTo-MOoHTaXKaMa Koje UycTpyjy HeroBy Teopujy.
Crora ce MOXe 3aK/by4UnUTH A.a je OBa MakeTa Smuna pagHa Bep3uja, npeamMeT Koju
je HacTao y npouecy cTBaparba, Kao 1 fa je yMeTHUK OBaj paj, Methao BPEMEHOM,

KaKo je A0N1a3no A0 HOBUX ca3Haka.
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Pykonuc, makeTa, kao u npatehu konaxwu, LpTexu n ¢oTo-MOoHTaXe 13 cepuje vyBa-
jy ce y okBupy Jlerata Patucnase TabakoBuh, yMeTHUKOBE Cynpyre, Koju je oHa, npemMa
xermpu MBaHa TadakoBuha, 1983. roguHe yctynuna CkynwtuHu rpapa beorpapa, ca oba-
BE30M [,a ce CBa yMeTHUYKA Aena npepajy Mysejy caBpeMeHe yMeTHOCTHU ,Ha YyBakbe,
cTaparbe, CTpyUHy odpaay u usnarare”.

M3 nctor nepropa cy u cainke ca MOTUBOM CeHKe, Kao uaeje o npennutary YoBeka
W YHUBEP3YyMa, UCMUTMBAHA acoLMjaTUBHMX, KOCMUYKUX NPOCTOPA, Koje NMoKyLlaBa

0a U3MUpU ca CySjeKTUBHUM U er3aucTeHunjaIHMM NpMsopumMa us cBakoAHEBHOTr, pean-
HOT >XXMBOTA.

21 JIupnja Mepenuk, ,buorpaduja lsana Tabakosnha”, Mean
Tabakosuh, Tanepuja Maruue cprcke, Hosu Can, 2004, cTp. 99.

22 Jlupnja Mepenux, ,/lanexkn nmpesn Vsana Tabakosnha”, Mean
Tabaxosuhi, l'anepuja Marure cprcke, Hosu Cag, 2004, cTp. 52.

23 Ibid.

24 Awna Epen, Jylocnasuja na Beneyujarckom 6ujernany (1938-1990).

Kyniniypre tionuitiuke u donuiiuxe usnoxbe, lamepuja MaTuie cprcke,
Hosu Cap, 2020, cTp. 183.
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Episode: Creative Force

An old cardboard folder is kept in the Museum'’s depot, containing a pile of thin, yel-
lowed papers with handwritten and typed text (theses and statements). Several copies
are in Serbian, but most have the same text translated into Italian. The text is written
on 38 paper cards of different dimensions, stored in a worn envelope, together with 47
small drawings — sketches of models — the accompanying illustrations for the theses.
This is the work of lvan Tabakovi¢ from 1955, entitled “Art Morphology of the Creative
Force”; at least, that's what it says on the first cover card from the envelope. That year,
the work was presented in a solo exhibition at the ULUS Gallery called Origins and Forms
of Art Research, which marked a drastic change in the idea, language, and aesthetics

of lvan Tabakovi¢.?" In the following years, he displayed the work in the City Gallery

of Contemporary Art in Zagreb in 1959 and then in the Jakopi¢ Pavilion in Ljubljana

in 1961. The work was titled “Origin and Sources of Artistic Expression (Studies of the art
analysis and documentation) in the catalog for the exhibition in Ljubljana.” The Legacy
includes the models Tabakovi¢ used when he prepared the exhibition in Ljubljana.

The theses proposed in the work, “Art Morphology of the Creative Force”, are part
of Tabakovié¢’s theory that he developed in the mid-1950s, immediately after the Group
Six was formed, which also included Nedeljko Gvozdenovi¢, Milenko Serban, Predrag
Peda Milosavljevi¢, Stojan Aralica, and Ivan Radovic. As a distinct individual, in constant
pursuit of experimentation, he explored the concepts of painting, fine art, and art
in general, turning to inspiration coming from scientific and natural phenomena, trying
to reconcile the intimate and universal, the existential and the abstract, man and the
cosmos. And all these, according to the author, are “...new sources of a broader, more
universal and more modern artistic conception.” He believed art to be an instrument
of knowledge. Art and science, as drivers, use imagination and intuition, and beyond
this border between imagination and reality is knowledge. He aimed for a synthesis of
science and art, spiritual representation and aesthetic performance,?? expanding his
research field and making an amalgam of art, philosophy, ethics, science, occult, alche-
my, and esotericism.?3 With its concept and procedure, this work sets Tabakovi¢ apart
from the modernist climate that dominated the official art scene in Yugoslavia.

In 1968, he exhibited the work entitled “Phenomenology or Sources of Artistic
Research and Creation,”** together with collages, drawings and photo-montages illus-
trating his theory, in the Yugoslav Pavilion at the 34th Venice Biennale. We can, there-
fore, conclude that the model was a working version, an object that was developed
in the process of creation, and that the artist changed this work over time as he arrived
at new insights.

The manuscript, model, and the accompanying collages, drawings and photo-mon-
tages from the series are kept in the Legacy of Ratislava Tabakovi¢, the artist’s wife,

561 Enusoge |



which she, at the request of lvan Tabakovi¢, donated to the Belgrade City Assembly
in 1983, with the obligation to hand the works over to the Museum of Contemporary Art
“for safekeeping, preservation, professional treatment and display.”

Paintings with the motif of the shadow, as an idea of how man and the universe
intertwine, of examining associative, cosmic spaces, which he tried to reconcile with
subjective and existential scenes from real everyday life, date from the same period.

21 Lidija Merenik, “Biografija Ivana Tabakovic¢a,” Ivan Tabakovic,
Gallery Matica srpska, Novi Sad, 2004, p. 99.

22 Lidija Merenik, “Daleki ciljevi Ivana Tabakovica,” Ivan Tabakovic,
Gallery Matica srpska, Novi Sad, 2004, p. 52.

23 Ibid.

24 Ana Eres, Jugoslavija na Venecijanskom bijenalu (1938-1990). Kulturne
politike i pollitike izlozbe, Gallery Matica srpska, Novi Sad, 2020, p.183.
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Enusopa: CBecka Bu3suja

Deo Sorate n pasHoBpcHe 36upke ymeTHUYKMX Aena us Jlerata Munuue 3opuh un
Poposbyda YonakoBmha YnHu 1 19 MMAnNUMHUX Tanucepuja HacTanux y nepuoay opg, 1958.
0,0 1971. roaunHe.

YmeTHuua Munuua 3opuh ogpacna je y beorpapny y3 oua Ceeto3apa, oCHMBava
MaLUMHCKOT oAceka n npogpecopa Ha TexHuukom ¢pakynteTy y beorpaay, noceehe-
Hor KonekuuoHapa. Y ceegouersuma Munuue 3opuh, konekuuja veHor oua, Koja
je ymMHorome ctpapanay SomdapaoBary beorpapa 1915. roguHe, Spojana je npeko 200
YMEeTHUUKMX [ena, yrnaBHOM ayTopa 13 Apyre nosoBMHe [eBEeTHAeCTOr U NpBe nosno-
BMHE ABajeceTor Beka, Kao U jeaaH upTex Kamuja Kopoa.?> Tokom [pyror cBeTcKor
paTa, Behem geny 36upke ce rydu Tpar, anu je jegaH manu 8poj fena cavyysaH U noctao
je ocHoBa Ha kojoj he ce kacHuje popMupaTn yMeTHUUKA KoneKLuumja SpayHor napa
Yonakosuh. loauHe MpBor cBeTckor pata Munuua je yecto npoeBoguia y NopoAnYHoj
kyhun oueBe cectpe Munese MNetposuh, majke Hapexpe Metposuh. Mehy npeametma
Koju ce 4yBajy y3 Jlerat Munuue 3opuh u Pogombyba Yonakosuha y My3ejy caBpemeHe
YMeTHOCTU, Hanasu ce u jeaHa LpHo-6ena ¢poTtorpaduja Munese MNMetposuh ca feL,om,
HacTana npe MpBor ceBeTcKor pata. AMSUMjeHT ca 3ryCHyTUM MKOHama U Aiefiuma ciiaBHe
cnukapke u pohake octaBuno je Ha Mnaay Munuuy cHaxkaH yTucak. TokoMm TpuaeceTux,
Munuua ponasm y KOHTaKT ca HOBMM, peBOyLMOHAPHMM UAejaMa U NpUcTyna pagHuy-
koM nokpety. Kao ocody op, nosepera, napTuja je aHraxkyje Ha odaBrbarby naerasiHnx
3apartaka, usmehy octanor ny Napwmsy, 3ajegHo ca Pogobydom Yonakosuhewm, dyayhum
cynpyrom.

MoueTkoMm [lpyror cBeTcKOr paTa yxaniieHa je y buje/bMHu u aenoptoBaHa Hajnpe
y norope JaceHoBal, u Jloboprpag, a notom y norop Ha baruumy, y kojem octaje
A0 Kpaja paTa, Kaja ce MOHOBO cacTaje ca cynpyrom Poposby&oMm. Jloropcke cTpaxoTe
onucueana je y npunoBeTkama Koje je noyesna ga nuiue Kpajem 1947. roavHe a TO TELLKO
nckycTBo he SUTK YyTUCHYTO Y IMYHU JOXNB/bAj U NPOMULLIbAaHA CBETA U CYAOUHE
yoBeka Koju he TeXXnTu aa npeHece u 'y CBOjUM IMKOBHUM ocTBaperumMa. HakoH parta,
Mwunuua ce nocseTuna Nnucaky TeKCTOBa 0 yMETHOCTU, 0djaBsbyjyhu nx y yaconucmuma
KreuxxeeHocuu, eno, Jletwotiuc Matuuye cpuicke, uTa,., anu ce seh y npeoj NonosuHM
nepeceTnx onpodana v NPakTUYHO Y BU3yeTHUM YMETHOCTUMA, Hajnpe c/iMKarbemM
Ha CBUAM M cTakny. Bennky nHcnupaumjy 3a papg gana joj je noceTta Usnioxéu Mekcuy-
Ke KyNnType oApaHoj NoYeTKOM LecTe AeueHuje y MNapusy, koja he je ycmeputu n
Ka HeHOj BeNMKOj yMEeTHUYKOj nacuju — tanucepuju. Ceecka y kojoj je Munuua denexu-
na cBoje uaeje, cakyrnsbana u konaxuvpana ¢potorpaduje ns yaconmca, HoOBUHCKe YnaHKe
KOju cy S1Unmn NoACTMLAjHU 3a HeH paj, U NpoLec yMeTHUYKUX UCTpaXKmBarba, Hanasu
ce Takohe y apxuBu Jlerata Koju je 3ajegHo ca cynpyrom Popomybdom npepana Mysejy.
Beh ca npBoM camocTaniHOM U3N0X60M, 1959. roauHe, y Mysejy npyumereHe yMeTHOCTH
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y beorpaay n kacHmje yuewhnma Ha jyrocnoBeHCKMM nsnoxdama y AHTMSY u Mapuay,
Mwunuua je npuBykna naxkwy U IOKasHe U MHOCTPaHEe CTPYYHE jaBHOCTU, NoceSHO ¢ppaH-
LLyCKe JIMKOBHE KPUTKKE KOja Bp/10 MOXBAJIHO MULLE O HeHOM TaJIEHTY U @y TEHTUYHOM
nspasy. HoBUHCKe YnaHke Koju cy NpaTuan eHe MHTepHaLMoHanHe ycnexe Munuua

je cakynsbana un yysanay andymy.

Mpomuwbajyhu Tanucepujy npe cBera ciMkapcku, npumersyjyhu TexHuky Tpaguum-
oHasnHor Besa, anponpupajyhu, annuuupajyhu n konaxupajyhu ¢pparmeHTe caHapopn-
HWUX HOLLHM, YMETHMLA je yBoauna cneumduyaH TEXHUUKM NOCTYNaK y Kpenpamy
cajpikaja HecBakupalke nkoHorpadpuje. Ha MunnumHum Tanucepumjama cy ce Tako
npoxumanu 3ooMmopdHU 0dnuuu, byacka duha ca BeptMkanHo ycaheHnm ounma,
MOTUBM U BM3yesnHe pedepeHLe U3 MUTOBa, PpoNkAopa, HApOACKe U CpefHOBEKOBHE
YMETHOCTHU, aKTye/THUX UCTOPUjCKUX AellaBarba, YjeAUHeHN HheHOM CHaXXHOM noeT-
CKOM BM3MjoM MofepHor ceTa. [lok y npeomM geny MuanuymHor onyca AOMUHUPajy
¢urypaumja u HapaTUBHOCT, Y KacHUjUM dasama teHor paga y ¢oKycy cy ucTpakmsa-
Ha 1 eKcnepuMMeHTHCcama ca caMoM GpopmMoM, NpoaydrbrBakbe NOBpPLUNHE Tanucepuje
M ynasak y cdpepy acouujaTMBHe ancTpakuuje, 1 fasbe Ha NyTy NoBe3nBakba UCKYCTaBa
TpagMUMOHANHOT U MoAepHOr cTBapanawTsa. Bpeme koje je Munuua 3opuh npoeena
Y pa3Bujarby cONcTBEHEe YMETHUUKE NpaKkce 1o je u BpemMe heHUX akTUBHUX HacTojarba
[a NpoMOBMLLE TaNnUCepUjy Kao ayTOXTOHY JIMKOBHY ANCLMIIIMHY U MOAEpaH BU3YyeNHU
cTBapanayku uspas.

25 Csernana Murtuh, M3 Jleiatiia Munuue 3opuli u Pogorwyba
Yonakosuha, Mysej caBpeMeHe YMEeTHOCTH, 2015, beorpaz.
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Episode: A Notebook of Visions

Nineteen tapestries created by Milica Zori¢ in the period from 1958 to 1971 are part
of the rich and diverse collection of works of art from the Legacy of Milica Zori¢ and
Rodoljub Colakovi¢.

The artist Milica Zori¢ grew up in Belgrade with her father Svetozar, a professor and
founder of the mechanical engineering department at the Technical Faculty in Belgrade,
an avid collector. According to Milica Zori¢, her father’s collection, largely destroyed
in the 1915 bombing of Belgrade, included over 200 works of art, primarily by authors
from the second half of the nineteenth and first half of the twentieth century as well
as a drawing by Camille Corot.?> During the Second World War, most of the collection
was lost, but a small number of works were preserved and became the basis of the art
collection formed later by the Colakovié¢ couple. Milica spent most of the First World
War in the family home of her father’s sister Mileva Petrovi¢, the mother of Nadezda
Petrovi¢. Among the items kept in the Legacy of Milica Zori¢ and Rodoljub Colakovi¢
in the Museum of Contemporary Art is a black-and-white photograph of Mileva Petrovic¢
with her children, taken before the First World War. Young Milica was deeply impressed
by the atmosphere cluttered with icons and works by her famous painter cousin. During
the 1930s, Milica came into contact with new, revolutionary ideas and joined the labor
movement. As a person of trust, the party engaged her to perform illegal tasks, among
other things in Paris, together with Rodoljub Colakovi¢, her future husband.

At the beginning of the Second World War, she was arrested in Bijeljina and deported
first to Jasenovac and Loborgrad concentration camps and then to the camp in Banjica,
where she remained until the end of the war when she was reunited with her husband,
Rodoljub. She described the horrors of the concentration camps in the short stories
that she began writing at the end of 1947, and this problematic experience would leave
a strong imprint on her personal experience and reflections about the world and human
destiny, which she would attempt to convey in her artworks. After the war, Milica devot-
ed herself to writing articles on art, which she published in magazines Knjizevnost, Delo,
Letopis Matice srpske, etc., but already in the early 1950s, she tried her hand at visual
arts, first painting on silk and glass. She was greatly inspired in her work by a visit to the
exhibition of Mexican culture held at the beginning of the sixth decade in Paris, which
would direct her to her great artistic passion — tapestry. The notebook in which Milica
recorded her ideas, collected and collaged magazine photographs and newspaper arti-
cles that were stimulating for her work and the process of artistic research is also kept
in the Legacy’s archives, which she and her husband Rodoljub together donated to the
Museum. Already with her first solo exhibition, in 1959, at the Museum of Applied Arts
in Belgrade and later participation in Yugoslav exhibitions in Antibes and Paris, Milica
attracted the attention of the local and foreign professional public, especially French art
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critics, who complimented her talent and authentic way of expression. Milica collected
newspaper articles that followed her international career and kept them in an album.
By thinking out the tapestry primarily as a painter, applying the technique of
traditional embroidery, appropriating, applying and collaging fragments of folk cos-
tumes, the artist introduced a specific technical procedure in creating the contents
of an unusual iconography. Milica’s tapestries are permeated with zoomorphic forms,
human beings with vertically set eyes, motifs and visual references from myths, folk-
lore, folk and medieval art, current historical events, united by her strong poetic vision
of the modern world. While the first part of Milica’s oeuvre is dominated by figuration
and the narrative, in the later phases of her work, the focus is on research and experi-
mentation with form, deepening the surface of tapestries and entering the sphere
of associative abstraction, still on the path of connecting experiences of traditional and
modern art. The time that Milica Zori¢ spent developing her own artistic practice was
also the time of her active efforts to promote tapestry as an autochthonous art disci-
pline and modern form of creative visual expression.

25 Svetlana Miti¢, “From Milica Zori¢ and Rodoljub Colakovi¢ Legacy”,
From Milica Zorié and Rodoljub Colakovi¢ Legacy, Museum of
Contemporary Art, 2015, Belgrade
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Enusopa: Think about Signalism

JepaH of, HajodbuMHUjux y My3ejy caBpemeHe ymeTHOCTH je Jlerat Mupormbyda
Topoposuha, necHuKa, pogoHayYenHuKa n Teopetudapa curHanmsma. Togoposuh je 2015.
roauHe Mysejy caBpeMeHe YMETHOCTU NMOKJ/IOHMO YMeTHUYKe pajoBe (LpTexe, Konaxe,
rpaduke, mejn apT), npatehy AOKyMeHTaLWjy U SpojHe cMrHanucTuuke nydnukaumje.
PaHa mnapanadyka MHTepecoBarba Koja je ayTop TOKOM nefeceTux Nokasmpao 3a Hay-
Ky, Hay4HY U Hay4yHOMoNynapHy nuTepaTypy, NoBe3ao je ca KkuxeBHowhy, ogHOCHO
noesunjom, rMaBHOM OKOCHULLOM HeroBor LLe/IOKYMHOTr KpeaTuBHOr paja. MHcnvpucaH
KHbUrom SpurtaHckor HayyHuka Xaponga CneHcepa LloHca XKueow Ha gpyium ceewio-
suma, Topoposuh 1960. 3ano4Yntbe pag, Ha eKkcnepuMeHTasHoj noeMu MaaHewa, Kojy
HaKOH neT ropguHa odjaBsbyje y Huwy. MHoBaTUBaH HauMH MULLIbEHA, KopUllhere
AocTurHyha Hayke y necHUYKOj Urpu, aomaha KpUTHKa je Ao4yekana noxesasHo, oLe-
HMBLUM NOEMY Kao ,,HOBU 3BYK y noe3suju”.° Mo peurMa nosbLCKor necHWKa u ecteTmuapa
Jynujana KopHxay3epa, oBa noema npeacrtas/ba U NpBu MaHU$ecCT cumjeHTU3IMa,>” Kako
je TopopoBuh nHauve geduHmcao npunpemMHy ¢pasy CUrHaIMCTUUKOr NOKpeTa.

CunjeHTU3aM, Kao YBOJA, Y CUTHAZICTUYKA UCTpaXKMBara, d1O je 3a yMeTHUKa
HenpecyluaH U3Bop ,....nAeja n BehnHe kpeaTUBHUX MeTOA,A KOje Cy Y 3pesloM J,00y
curHanusma camo ycaspaeaHe”.?® Beh npeu ekcnepumMeHTH y BU3yenusauujy jesu-

Ka y necMama, rae cy ,,...peyu, AefIoBU peyeHunL,a u cTuxosa, popmyse n rpapukoHn,
ULWYynaHu U3 CBOT KOHTEKCTa U SaueHn Ha bennHy nanupa...”, penosanu cy My Kao ga
3paye HOBY €Heprujy: ,,... Jeamk necMe u jesvk ucCTpaxxvsara ce npownpuo, UcTerao,
N3BYKao U3 CBOT TECHOT Ofefia peyn, CMUC/A, peAa, HereHTponuje, U 3aKopaymo y joLl
HeucnuMTaHo LapCcTBO 3HaKa U cemuonoruje...”° CurHanmsam, kako GuHanHO UMeHyje
CBOjy YMeTHUUKY noeTuky, Topoposuh yBoau kpajem esgecetTux roauHa, sesyjyhuray
camMoM Ha3uBY 3a NATMHCKY pey signum U joll BULLE 32 HOBONATUHCKY ped signal, koja he
oapeheHuje koHoTupaTn n ynyhmeaTtu Ha npasue 1 odnactu opakne je nodujao Hajsehe
KpeaTUBHe NOACTULAje, a TO Cy KudepHeTuKa, ceMmmonoruja, Teopuja uHpopmauuje

1 KoMyHuKauuje. Mokpet he Sp3o npuByhu n Heke of, NpoTaroHMCTa HOBE YMETHUYKe
npakce, nonyt MapuHe Aépamosuh, 3opaHa lNonoeuha, Hewe Mapunosuha, kao u apyre
n pasnuuunTe cTBapaoue, wto he Togoposuh, nsmehy octanor, TyMavymTi HUXOBUM npe-
no3HaBaHeM LUMPOKUX U3paxajHuX MoryhHoOCTH Koje je cemuonoruja otsapasna y rotoBo
CBMM rpaHamMa yMeTHOCTH.

KpajeM Lue3peceTux n No4eTKOM cepfamMaeceTmx roaunHa, ayTop HacTaB/ba ca CUrHa-
NUCTUYKUM UCTpaXKMBanMa, NpuapYyXyjyhv ce yMeTHUUYKMM NnojaBama Koje cy UHU-
uuMpane pagukanHe npoMeHe n pegeduHncarba CTpyKType cTBapara U nocMmartpara
ymeTHocTU. Y ToM nepuoay Toaopoeuh MHTEH3UBHO paau Ha BU3YesTHOj, KOMMjyTepCKoj,
nepMyTaLUOHOj, 06jeKT 1 recTyanHoj noesuju, pebnHuwyhu nocnepmy Kao ,HoBM,
OTBOPEHM KOMYHUKATUBHU CUCTEM, rAe YMETHUK (NecHUK, npon3Bohay aena), a 4ecTto
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M akuMja caMmor KopucHuKa (KOH3yMeHTa) Tor [,ena, jow yBeK Y NpoLuecy NpoOu3BOAHE,
NnocTajy cacTaBHU [,e0 KOHAYHe yMeTHU4YKe TBopeBuHe”.3° CUTHANINCTUYKUM MaHude-
cTauumjama npunapajy fropgujes ueop v lecluyanHa uoema, ode 13 1971. roamnHe, cBoje-
BPCHe TeNleCHo-recTyanHe usseade y3 kopuwhere Komnjytepckor MaTepujana (Tpake
M KapTULLE) M pavyHapa Kao cTBapalsiadykor MHCTpyMeHTa koju je Togoposuh Beh paHuje
yBEO Yy CBOj MeCHUYKM paj,. Y ayTOpOBOM LUIMPOKOM UCTPaXKMBaAUKO-CTBapanaykom
onycy U3 noMeHyTor nepuopa Hanasm ce n npumep Topoposuhese odjekat noesuje noa,
Ha3MBOM Bpeme je Hosau, roe, Kako UCTUYE jeAaH of, BpPCHUX NO3HaBasaua CUrHanm3ma,
nucauy, u nydnuuncta Munusoje Naenoeuh: ,3ana>kamo Heke o, OCHOBHUX 3Ha4ajKu
noeTmMKe CUrHann3Ma — BU3YeJIHe, je3nyKe 1 napajesnyke CTPyKTYpHE LLe/INHe, Yynja
Hac pparmeHTapHa nkoHorpaduja ynyhyje Ha nnaHeTapHOCT U KOCMUYHOCT (Meceve-
Ba NOYNONTa, IMK KOCMOHayTa ApMCTpPOHra, Mane 3emasbCKor wapa)”.3' Paj, y koM
OOMUHUPA]Y ,,...008a4eHn eNneMeHTU TEXHOJOLKE LMBUIN3aLuje, peKiiaMHU COTOBMY,
peuu 1 peveHuLLe U3BYUYEHE M3 Pa3/IMUMTUX KOHTEKCTYaIHUX LLeNIMHa u pacnopeheHe

Nno 0djekTy y HOBOM CEMaHTUYKOM nopeTky..”>*> Hahu he ce n y TopopoBuheBoj rectyan-
Hoj noemu Meceyes 3Hak, Takohe NnpefCcTaB/beHOj HA OBOj U3NTOXKSEMW.

26 Pasrosop ca Munusojem ITaBnosuhem, cerrrembap 1996,
http://www.miroljubtodorovic.com/pages/Stolece.pdf,
MPUCTYII/bEHO 17. 1. 2022.

27 Ibid.
28 Ibid.
29 Ibid.

30 Muposmy6 Togoposuh, Bpeme neoasaniapge, Ilpojexar Pactko 2014,
http://www.rastko.rs/cms/files/books/539f826b82da1.pdf, npucrynme-
HO 18. 1. 2022.

31 Iurar npeyser ca www.miroljubtodorovic.com. O geny http://www.
miroljubtodorovic.com/pages/odelu_2.htm, npucrynpeHo 18. 1. 2022.

32 Ibid.
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Episode: Think about Signalism

One of the most extensive legacies in the Museum of Contemporary Art is the Legacy
of Miroljub Todorovi¢ (Skopje, 1940), poet, founder, and theoretician of Signalism.

In 2015, Todorovi¢ donated various works of art (drawings, collages, graphics, email art),
accompanying documentation, and a substantial number of Signalist publications to the
Museum of Contemporary Art. The author connected his youthful interests in science,
scientific literature, and popular science from the fifties with literature, i.e., poetry,

the core of his entire creative oeuvre. Inspired by the book by British scientist Harold
Spencer Jones Life on Other Worlds, in 1960, Todorovi¢ began working on the experi-
mental poem Planet, which he published in Nis five years later. Local critics praised his
innovative way of thinking and use of scientific breakthroughs in poetic play, describing
the poem as “a new sound in poetry.”® In the words of the Polish poet and literary critic
Julian Kornhauser, the poem represents the first manifesto of Scientism,?” as Todorovi¢
defined the preparatory phase of the Signalist movement.

As an introduction to research on Signalism, Scientism for the artist was an inex-
haustible source of “ideas and most creative methods that were only perfected in the
mature stage of Signalism.”?® Already the first experiments in language visualization
in poems, where “words, parts of sentences and verses, formulas and graphs, [were]
torn out of context and thrown on the whiteness of the paper,” seemed to him to radi-
ate new energy: “The language of the poem and the language of research has expanded,
stretched, released itself from its tight suit of words, meaning, order, negentropy, and
stepped into the still unexplored realm of sign and semiology.”*° Todorovi¢ introduced
Signalism, as he finally named his artistic poetics, in the late 1960s, tying the concept
with its name to the Latin word signum and even more for the neo-Latin word signal,
which would connote and indicate the directions and areas from which he received the
greatest creative stimuli, namely cybernetics, semiology, information, and communica-
tion theory. The movement would soon attract some of the protagonists of the New
Art, such as Marina Abramovi¢, Zoran Popovi¢, NeSa Paripovi¢, as well as various other
authors, which Todorovi¢ would interpret, among other things, as their recognition of the
wide range of expressive possibilities offered by semiology in nearly all branches of art.

In the late 1960s and early 1970s, the author continued his research in Signalism,
joining artistic phenomena that initiated radical changes and redefined the structure
of creating and observing art. During this period, Todorovi¢ worked intensively on visual,
computer, permutation, object, and gestural poetry, defining the latter as a “new, open
communication system, where the artist (poet, producer of the work), and often the
action of the user (consumer) of the work, still in the process of production, become
anintegral part of the final work of art.”3° Signalist manifestations include Gordian
Knot and Gestural Poem, both from 1971, a kind of body-gestural performances with
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26 Conversation with Milivoje Pavlovi¢

27

28

29

30

31

32

(in Serbian), Septembar 1996, http://
www.miroljubtodorovic.com/pages/
Stolece.pdf, accessed 17/1/2022.

Ibid.
Ibid.
Ibid.

Miroljub Todorovi¢, Vreme neo-
avangarde, Projekat Rastko 2014,
http://www.rastko.rs/cms/files/
books/539f826b82da1.pdf, accessed
18/1/ 2022.

Quote in Serbian taken from www.
miroljubtodorovic.com. About the
work: http://www.miroljubtodor-
ovic.com/pages/odelu_2.htm,
accessed 18/1/2022.

Ibid.

the use of computer material (tape and card) and
computer as a creative instrument, which he had
previously introduced in his poetry. In the author’s
extensive research and creative opus from the men-
tioned period, there is an example of Todorovi¢'s
object poetry called Time is Money, where, as one of
the best experts on Signalism, writer and publicist
Milivoje Pavlovi¢ points out: “We notice some of the
basic features of the poetics of Signalism — visual,
linguistic and paralinguistic structural units, whose
fragmentary iconography suggests planetarity and
cosmicity (half-moon, the figure of the cosmonaut
Armstrong, maps of the globe).”3' A work dominated
by “rejected elements of technological civilization,
commercial videos, words, and sentences extracted
from different contextual units and arranged in an
object according to a new semantic order”3* would
also be recognized in Todorovi¢’s gestural poem
Moon Sign, included as well in this exhibition.
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Cnucak U3zioXXeHux cTBapu
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 Mucmo hopha Koctuha Mapky Puctuhy,
BUCKOHCWUH, 4.7.1977, ca KaTanoromM usnoxse Ha
YHuBep3uteTy BUCKOHCUH 1 UceyLMMa U3 HOBUHA,
MOKJIOH JeneHe JoBaHoBuh

e Mucmo Muoppara b. Npotuha Mapky Puctuhy
y Be3u ca nsnoxdom ,Tpeha geueHnja —
KoHcTpykTuBHO cnunkapcteo” y MCY, 1967,
MOKJIOH JeneHe JoBaHoBuh

« LlpTexxn rnyBe fele, 06jaB/beHn y yaconucy
CeegoyaHcuusga, 6p. 7, pedpyap 1925. rogumHe,
MOK/OH JeneHe JoaHoBUh

« LipTexxn Heno3HaTor aytopa (MHuumjanm 3.11.)

1 cBecka ca pykonucom Mapka Puctuha,
MOKJIOH JeneHe JoBaHoBuh

« JleTak 3a HagpeanucTuyke nydnukaumje,
MOKJIOH JeneHe JoaHoBuh

« Junnoma cpedpHe Mmeparbe 3opu MNeTtposuh ca
CeeTcke nsnoxode y Mapusy 1937. nop, HasMBoM
,MebhyHapoaHa nsnoxoa yMeTHOCTU 1 TeXHUKe Y
caBpemMeHoM cBeTy” (Exposition Internationale des
Arts et Techniques)

« Cnukapcku npudop 3ope Metposuh

« Karanor JyrocnoeeHckor naBusboHa ca CeeTcke
nsnoxbde y Mapuasy 1937.

« BenexHunua Munuue 3opuh Yonakosuh,

Nerat Munuue 3opuh n Popomyda Yonakosuha

« Andym ca uceyumma uns wramne Munuue 3opuh
Yonakosuh, Nlerat Munuue 3opuh n Pogomsyda
Yonakosuha

« Bnok ca uptexuma n ckuuama Munuue 3opuh
Yonakosuh, Jlerat Munuue 3opuh n Poporyda
Yonakosuha
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®doTorpaduje ca nytosara Munuue 3opuh
Yonakosuh, Nlerat Munuue 3opuh 1 Poporbyda
Yonakosuha

Krbure n3 dudnuoteke dpayHor napa Yonakosuh,
Nerat Munuue 3opuh 1 Popomysa Yonakosnha
Hoe )KueaHosuh, u-6. poTorpaduja, potorpaducao
Mapko Puctuh, noknoH Jpare Manuh
(poTorpadujy je podmna op Mapka Puctuha)

WeaH Tadakosuh, u-6. poTorpaduja, NOKIOH

Opare Nanuh (poTtorpadujy je poduna op Xepme
BorpaHosuh, yaosuue bopucnaea borpaHosuha)
MBaH Tadakosuh, ,JlInkoBHa Mmopdonoruja
cTBapanayke cuse’, TeKCT U CKuLe 3a pag,
®eHoMeHo/10iUja unu U3eopu AUKOBHOT
ucwipaxkuearea u cuisaparsa, 1955,

Nerat Patucnase Tadakosuh

Ma&no Mukaco, /luk ca fonydom, kepamuka (Tarwup),
23 uM (R), Nerat Munaxa depuHua u Pagmune
ByHywesau, JeamnHau,

XaH Nlupca, Mewwiao, nopuenat (Tawup), 24 um (R),
Nerat Munana deavHua n Pagmune byHywesau,
HepnHay,

Mettiao, kepamuka (Tarbup), 26 um (R), Slerat
Mwunana JepuHua n Pagpmune byHywesau, leauHad,
JKgpan, kepamuka (Tarbup), 24 um (R), Nlerat
Mwunana JeauHua n Pagmune byHywesau, leanHad,
PutiyanHa ¢uiypa xeHe, novetak 20. Beka, 3anagHa
Adpuka, MecuHr/&poH3a, 12x6x5 um, Jlerat
Mwunana JeauHua n Pagpmune byHywesau, [leanHad,
Kynwina xepmagpogutticka ¢puiypa, nodetak 20.
Beka, 3anapgHa Adpwka, Meko ApBo / SurbHU
nurmeHTy, 31,7x8,5 um, Nlerat Munana JeguHuya

v Papmune byHywesau, leanHau,

WHgujaHcka deda-nywikuya, novetak 20. Beka,
TekcTun, ApBo u Ap, 9x4,5x2 um, lerat Munana
JenvHua n Pagmune byHywesau, leanHal,

Mwiuye u3 wipoucke AMepuke, 3acTak/beHa

[pBeHa BUTPUHA ca AeceT npenapupaHux nTuua,
59,5x42,5x21 um, Nlerat MunaHa JepuHua n
Papmune byHywesau, leanHau,

Y kyhu tiopoguue Hagexge lMettiposuh,

u-5. potorpaduja, noknon [pare Manunh
(poTtorpadujy je poduna op Jbyduue Jlykosuh,
cecTpe Hapexpe n PacTka MeTposuha)



Munesa lMewiposuh ca geuyom, L-5. poTorpaduja,
n3 denexxHuue Munuue 3opuh Yonakosuh,
Nerat Munuue 3opuh n Poporyda Yonakoesuha
Anekcanpap Oepoko, Mauia Appuke, LuTamMnaHo
y NpBOM usgatby nytonuca ,Adppuka” Pactka
MeTtpoeuha, nspare leue Kona ns 1930. roguHe
(rbydasHowhy HapopaHe dudnuoteke Cpduje)
Bnapo Kpuctn, Yiiotiuja (Die Utopien), 1964,

10 MWH, ekcnepumeHTanHu ¢punm y doju, punmcka
Tpaka 16 MM, npukasueaH y Mysejy caBpemeHe
ymeTHocTu 1980. roguHe

Bnapo Kpuctn, Magnex — MagneH, 1967, 10 MuH,
aHMMUpaHK GUnm, punmcka Tpaka 16 Mm,
npukasueaH y My3ejy caBpeMeHe YMeTHOCTU
1980. roauHe

hosaHu Anhena, [laga u Heogaga (DADA E NEO-
DADA), 1963, 10 MUH, A,OKYMeHTapHU Gpunm,
¢$unmcka Tpaka 16 MM, NnpukasusaH y Mysejy
caBpeMeHe ymeTHocTu 1973. roanHe

Jleonump, Wejka

Mage, BasunoH senuku, 1967, yree/ppBo, 27x20 um,
MHB. &p. 2099, Nlerat AHe Yonak AHTUR

Coba, 1968, yrbe, akpunuk / apBo, 31x34,5 um,

nHB. 8p. 2100, Nlerat AHe Yonak AHTuh

Jesipo antiuiena (LieHtipuuHa mpiuea tpupoga II),
1967, yee/papBo, 22,5x13,5 um, uHB. &p. 2105,
Ilerat AHe Yonak AHTuh

CADIS 12,1968, yrbe, akpunuk / ppBo, 47x31 um,
uHB. &p. 2113, lerat AHe Yonak AHTUR

CADIS 13,1968, yrbe, akpuavk / nnatHo, 50,5x33 um,
MHB. &p. 2114, Nlerat AHe Yonak AHTuh

Ye je xxue, 1968, xeMujcka 0N1I0OBKa, akKpUuK,
netpacet/ kapToH, 195x190 mm, uHB. &p. 818,
Ilerat AHe Yonak AHTuh

Hosu umiiync (MoioH), 1956, onoska, konax,
Temnepa / nanup, 358x250 MM, UHB. &p. 827,

Ilerat AHe Yonak AHTuh

Pacuiehe, 1968, yrbe/npBo, 37x34,5 um,

vHB. &p. 2101, Nlerat AHe Yonak AHTuh

TajHa seuepa, 1968, yrbe, akpunuk / ppBso,

39,5x41 uM, uHB. &p. 2121, Jlerat AHe Yonak AHTUh
Mpuuea tipupoga c kaptiom, 1957, yrbe/nnatHo,
14x22 um, uHB. dp. 2148, Jlerat AHe Yonak AHTUhA
XKytua Huwa, 1968, yrbe, akpunuk / apeo, 28x16 UM,
VHB. &p. 2139, Nlerat AHe Yonak AHTuh
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Ocuwpeo Matuam, 1967, yree/nnatHo, 44,5x34,5 um,
nHB. &p. 2116, Jlerat AHe Yonak AHTuh

Mpuwiea tipupoga ca yudewikom, 1969, yrve,
akpunuk / ppBo, 14x16,5 um, nHs. &p. 2106,

Nerat AHe Yonak AHTUA

Mpuuea tipupoga ca toptupewiom, 1969, yrne,
akpunuk / apeo, 47,5x32 um, uHe. &p. 2111,

Jlerat AHe Yonak AHTURA

Mpuwiea tipupoga ca ticom, 1970, yrbe/nnatHo,
19,2x15 um, uHB. &p. 2110, Nlerat AHe Yonak AHTUA
MonoeHe cuieapu VI, 1967, yrwe/pp.o, 21,5%34,5 um,
MHB. &p. 2145, Jlerat AHe Yonak AHTUh

Cwieapu daueHe Ha Uonuyy MogepHoI caukapcuea,
1968, yrbe/nnatHo, 31x17,3 um, uHs. 6p. 2118,
JNerat AHe Yonak AHTURA

Jesipo aHwiutena I, 1966, ymwe/ppBo, 19x13,5 um,
MHB. &p. 2103, NleraT AHe Yonak AHTUR

Cwipaxapa, 1956, yrbe/nnatHo, 46x35 um,

nHB. 8p. 2120, Nlerat AHe Yonak AHTWh
[Jecuipykyuja - kydyc, 1956, yrbe/KapToH,

32x22,5 uMm, nHB. dp. 2165, lerat AHe Yonak AHTUh
Cknaguwiie, 1969, yrbe, akpunuk / nnatHo,
61,5x62 UM, UHB. Sp. 2133, Jlerat AHe Yonak AHTUh
Cknaguwitue, 1969, yrbe, akpunuk / nnatHo,
100x70 uMm, nHB. dp. 2134, Nlerat AHe Yonak AHTUR
Bydpuwiue, 1970, yrbe, akpunuk / nnaTHo,

61x50 um, uHB. &p. 2131, Nlerat AHe Yonak AHTUh
EHwepujep 3ucuha, 1958, yrbe/nnatHo, 48x70 um,
MHB. &p. 2125, NleraT AHe Yonak AHTUR

Bepmepoe kpyai (Mneko uckoHa), 1970,

y/be, aKpUAuK / nnaTtHo, 63x42 LM, uHB. &p. 2124,
Jlerat AHe Yonak AHTURA

Coba c wkaHganewiom, 1964, yroe/naxen,
50x34x6 uMm, uHB. dp. 1147, Nlerat AHe Yonak AHTUh
UHkydyc anxemudapa ®aycuia, 1964,

yrbe/ppBo, 33,5x13,5x7,5 uM, uHB. &p. 1148,

Jlerat AHe Yonak AHTUR

Kosuesxuh (Kytiuja), 1966-68,

y/be, akpunuk/ppeo, 27,5x16x14,5 um,

MHB. &p. 2150, Jlerat AHe Yonak AHTUA

Zgift multiplex, 1957, kapToHCKa KyTuja,
acambdnax, 31,5x16,5x 6 uMm, uHB. 5p. 2152,

Jlerat AHe Yonak AHTUR

LuauHgpuuna tiosuyuja, 1957, xuua,

KapToH, ApBo, 29,5x18,5x 4 um, uHB. &p. 2153,
Nerat AHe Yonak AHTUh

Ctapu BU6paHTHe — |



Jecuipykyuja ¢paawe, 1956, yrbe / ctakneHa ¢pnawa,
h=27 um, unB. &p. 2160, Jlerat AHe Yonak AHTUR
®nawa - gepyHKYUOHANU308aHU odjektu, 1956,

ymbe / ctakneHa ¢nawa, h=24 um, nus. &p. 2161,
Jlerat AHe Yonak AHTuh

®nawa - Upoinawasaree odjektua, 1956,

yrbe / ctakneHa ¢nata, h=21,5 um, uHe. &p. 2162,
Ilerat AHe Yonak AHTuh

Kouka (3ogujak), 1967, yree, Temnepa / ApBo,
9,5x8x5 1M, uHB. &p. 2097, Jlerat AHe Yonak AHTUR
Kaii, 1967, yrbe/nnatHo (kawmpaHo Ha ApBo),
6x5,5 M, UHB. &p. 2149, Nlerat AHe Yonak AHTUR
Mynatiuiin - kytiujuya, 1969, Konax y nAacTUYHoj
KyTUjuum, 7x7x2,5 uMm, uHs. dp. 2179 (1,11),

Ilerat AHe Yonak AHTuh

Komiiosuyuja, 1950, kKoM&MHOBaHa TEXHMKA,
16,5x13 uMm, uHB. 5p. 2878, Jlerat Mapuje Kopah
Buk, 1954, onoska y oju / nanup, 26x31 um,

vHB. &p. 2881, Jlerat Mapuje Kopah

Katyw, 1956, Tyw, onoska / nanup, 300x 210 mm,
VHB. &p. 799, Jlerat AHe Yonak AHTUR

Mapwpytua nokanHe weturse dp. 2, 1957,

Tyw y Soju / nanup, 425x300 MM, UHB. &p. 836,
Jlerat AHe Yonak AHTuh

CaH pasyma u3asuea wipyreerbe, 1965, Tyl /nanup,
330x233 MM, nHB. &p. 785, Jlerat AHe Yonak AHTuh
Jecuipykyuja ypHum, 1956, onoska, Tyl / nanump,
355x 315 MM, uHB. &p. 826, Jlerat AHe Yonak AHTuh
JlasupuHu, 1969, Tyw, neTpaceT/nanup,

570x385 MM, uHB. 5p. 761, leraT AHe Yonak AHTUR
Cknaguwtte (MpasHo), 1969, Tyw, neTpaceT/nanup,
570x 385 MM, uHB. 6p. 763, JleraT AHe Yonak AHTuh
CakpanHu wputiux, 1970, yree/pp.o, 17,5x16,5 um,
VHB. &p. 2096, Jlerat AHe Yonak AHTUR

Bnapax PapoBaHoBuh

Ja u He, 1958, poTorpaduja, 42x29,7 um,

MHB. &p. 291

JlaxxHo Uersarbe, 1958, poTorpaduja, 42x 29,7 um,
VHB. &p. 291

hophe Koctuh

Liptuesx, oko 1930, Tyw/nanup, 168x175 mwm,
VHB. &p. 1336, NOKNOH JeneHe JoBaHoBUA
XumeH, oko 1930, Tyw/nanup, 300x 250 MM,
VHB. &p. 1341, NnoknoH JeneHe JoBaHoBMhA
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Liptuesx, oko 1930, Tyw/nanup, 243x188 mm,
MHB. &p. 1329, noknoH JeneHe JoaHoBKA
Liptex, oko 1930, Tyw/nanup, 241x184 mm,
MHB. &p. 1333, nok/oH JeneHe JosaHosuh

Pactko MeTpoeuh

Appuka - 3eiene, 1928, akBapenucaHu LpTex /
nanup, 175x 210 MM, uHB. Sp. 258

A¢puka — Komo-Ty Ceettia wyma, 1929, onoska,
nacten / nanup, 175x 210 MM, nHB. &p. 252

A¢puka - MagoHa 5° Hag Ekeattiopom, 1928, onoeka,
onoeke y 6oju, aksapen / nanup, 175x 210 mwm,

WHB. &p. 247

Ad¢puka - Kyaukapo - Huiep, 1928, akBapenuncaHu
upTex, nacten/ nanup, 175x 210 Mm, uHB. dp. 251
Agpuka - bodo Bynaco, 1929, onoske y doju,
nacrten, aksapen / nanup, 175x 210 Mm, uHB. p. 265
Tam-Tam y basanu, 1929, akBapenuncaHu LpTex,
nacten / nanup, 175x 210 MM, UHB. &p. 266

A¢puka - To u3 baHzaHe paca bambdapa,
onoska/nanup, 175x 210 mm, UHB. &p. 260

CresaH )XusapuHosuh BaHe bop

Ogmop y maHacuiupy, 1930, konaxk/nanup,
147x108 MM, MHB. &p. 1311, nokoH JeneHe JoBaHoBuh
Saint Tropez, 1932, u-6. poTorpadumja, 8,2x5,7 um,
MHB. &p. 204, NOK/OH JeneHe JoBaHOBUhA

Saint Tropez, 1932, u-5. poTorpaduja, 8,2x 5,9 um,
MHB. &p. 205, NoKNoH JeneHe JoBaHoBUA

Saint Tropez, 1932, u-5.¢poTorpaduja, 5,9x 8,2 um,
MHB. &p. 206, NOK/OH JeneHe JoBaHoBUA

Anie y sewupy, 1928, yme/nnatHo, 33,5x 41 um,
MHB. &p. 2397, nokNoH ayTopa

MaHudgectu, Tyw, akBapen / nanup, 324x210 Mm,
uHB. &p. 1148, NleraT Mapka, LLleBe u Mape Puctuh
Mopuupett (Mptusayka inaea), 1927,

Konax/nanup (KawmpaHo Ha KapToH),

185x130 (kapToH 250x225) MM, uHB. &p. 1153,
Jlerat Mapka, LLlee u Mape Puctuh

WUnycupayuja 3a eactutuaree geye, 1931-32,
konax/nanup, 84x175 (107x 195) Mmm, uHB. &p. 1162,
JNerat Mapka, LLlese n Mape Puctuh
Apxutuektuypa upse gecuupyKiueHOCWU,
konax/nanup, 90x 134 (160x 220) MM,

MHB. &p. 1165, Jlerat Mapka, LLleBe u Mape Puctuh



Portrait d’Oedipe Jeune, 1929, upseHn Tyw / nanup,

270%210 MM, uHB. &p. 1151, Jlerat Mapka, Lllese

v Mape Puctuh

« Une aventure de I'espace, 1929, upBeHu Tyw / nanup,
270 210 MM, uHB. &p. 1155, Jlerat Mapka, Lese
n Mape Puctuh

« Meére et fils, 1929, upseHu Tyw / nanup, 270x 210 MM,
uHB. &p. 1156, Jlerat Mapka, LlleBe n Mape Puctuh

o CuomeHuyu, 1927, akBapenucaHu upTex / nanvp,

211x 324 MM, uHB. 6p. 898, Nlerat Mapka, LLiee

v Mape Puctuh

UBaH TadakoBuh
« Kapujatiuga (Ckuya), naBupanu Tyw / nanup,
130x 210 MM, uHB. &p. 861,
Nerat Pactucnase Tadakosuh
e CawaHu3am, oko 1930, KonopucaHu LpTex,
Tyw / nanup, 285x230 MM, uHB. &p. 860, NleraT
Pactucnase Tadakosuh
« [acosutua u mainosutua ctuarsa (1V), ns
umknyca ®eHomMeHos101uja unu u3eopu MUKOBHOT
ucwipaxuearea u clueaparba, GoToMoHTaxa,
50,1x35,5uM, uHB. &p. 278, Nlerat Patucnase Tadakosuh
« CylipoltiHOCW U CyKod ceelling u wiame...,
13 uuknyca ®eHoMeHo0Iuja unu u3eopu AUKOBHOI
UCWUpaXXUusarea U Clusapara, poToMoHTaxa,
35,5x50,4 uM, uHB. &p. 274, Nerart Patucnase Tabakosuh
« CeellinocHU 3payu-doje, iosop u maiuja caukapctuea,
13 uuknyca ®eHoMeHo0iuja unu u3eopu AUKOBHOI
UCtIpaxusarea u clueaparea, GoioMOHWIAXA,
50x35,6 LM, UHB. &p. 266, JleraT Patucnase Tadakosuh
» Ceewno u wama. OIBOpEeHO U 3aLLIBOPEHO OKO inega...,
13 uuknyca ®eHoMeHos10iuja uau u3eopu AUKOBHOT
uctipaxuearea u clueapared, poToMoHTaxa,
50x35,4uM, uHB. p. 267, Jlerat Patucnase Tadakosuh
« CBETJ/1O - ¢owiocpepa, xemocpepa u KuHetiuyke
UpotuydepaHue, ns unknyca deHomeHosnoiuja uau
U380pU /IUKOBHOT UCLIPAXXUBAKA U CLLISAPAKLA,
konax, 35,5x50 um, uHB. &p. 264, Jlerat Patucnase
Tabakosuh
« Matuepuja - nukosHe aipeiayuje cligapanauke cusne:
3payerbe-KoHgeH3ayuja-kpucanusayuja, 1955,
13 uuknyca ®eHoMeHo0Iuja unu u3eopu AUKOBHOI
uctipaxxuearba U cliigaparba, Temnepa, Konax,
35,5x50,4 uMm, nHB. &p. 262, NleraT PaTtucnaee
Tabakosuh
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« W3eopu ceakoi 30usarsa, 1955, TeMnepa Ha cMBOM
nanvpy, us umknyca ®eHomeHosoiuja uau ussopu
/IUKOBHOI UCWIpAXKU8area U cuueaparea, 43,7x32 um,
MHB. &p. 348, lerat Patucnaee Tadakosuh

Mwupomnyd Toaopoeuh

» Bpewme je Hosau, O6jekT-noema, 1969,
Konax / KapToHcKa KyTuja, 335x255x125 mm,
MHB. &p. 1508, Nlerat Muposyda Topopoeuha

« ,lectyanHa necma”, 1971, U3 krbure Asion,
nacepcka ¢otorpaduja / kapToH, 42x30 um (x4),
MHB. &p. 298, Nlerat Mupomnyda Topoposuha

« ,Meceues 3Hak (CurHan ApT)”, 1971, U3 krbure Anion,
dotorpaduja/Ppotonanup, 40x30 um (x4),
MHB. &p. 297, llerat Muposbyda Togoposuha

« lopgujes yeop, 1971, dpoTorpaduja/poTtonanup,
40x30 uMm (x6), MHB. &p. 296,
JNerat Muposyda Topoposuha

» BusyesnHa tiecma, 1970, konax/kapToH, 710x500 MM

« 3opa MeTtpoeuh, LjuiaHke, 1936, y/be/nnaTHo,
MHB. &p. 32,150x130 um

- Hapexpa Metposuh, Maaguh c upHum wewupom,
1899, yrbe/kapToH, 50,5x35,5 um, uHB. &p. 2269,
Nerat Munuue 3opuh n Popomybda Yonakosuha

» AndepTo hakomeTw, lTewak, cysa urna/ nanup,
300x145 MM, uHB. &p. 318, Jlerat Munana JeaunHua
v Pagmune byHywesau, leanHau,

« Metap Dodposuh, JegaH Yosek Ha lipo3opy, 1937,
Tyw/nanup, 340x210 MM, UHB. 5p. 1299,
Jlerat Munana leguHua n Pagmune byHylwiesal,
OenuvHay

« MMadno MNMukaco, NMnakat noceeheH ceeTcKkOM
KOHrpecy omnagvHe 3a mup 1953, wramna/nanup,
530x430 MM, uHB. &p. 319, JleraT MunaHa JeaunHua
v Pagmune byHywesau, leanHau,

« Mwunuua 3opuh, M3gaja Ha T030u, 1963, Tanucepuja,
140x200 um, uHB. p. 2303, lerat Munuue 3opuh
n Popombyba Yonakosuha

Ctapu BU6paHTHe — |
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Cteapu BudpaHtHe — CTBapu cBeyaHe : fanepuja-nerat
Mwunuue 3opuh n Popomyba Yonakoeuha, beorpapg,/
[ayTopu TekcToBa M ypeaHuLM kaTanora CeHka
PucTtusojesuh, Mupocnae Kapuh]; [npeBop, Maja Bojsoauh
JoBaHoswuh]; [poTorpaduje BojaHa Jarbuh] = Things
vibrant — Things dignified : Milica Zori¢ and Rodoljub
Colakovi¢ Gallery-Legacy, Belgrade, 11/02 - 06/06/2022
[writers and catalogue editors Senka Ristivojevi¢, Miroslav
Kari¢] ; [translation Maja Vojvodi¢ Jovanovi¢] ; [photographs
Bojana Janji¢]. - beorpap,: My3ej caBpeMeHe yMeTHOCTU =
Belgrade : Museum of Contemporary Art, 2022 (beorpag,:
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