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Pey yHanpep,

Hp Tujana ITankosmesnh Byrapckn
Ynpasuuna l'anepuje MaTtune cprcke

IIpouec mucama nmpujabe 3a EBpoINCKy NnpecTOHUIy KYIType IOCTaBUO je
IpeJ; HOBOCAZICKY KY/ITYPHY ClieHy MTame Koje Cy TO aKTyelTHe JpYIITBEHe TeMe
U KaKo ce OHe MOT'Y IPeACTaBUTY KpO3 IporpaMe yCTaHOBa KY/IType a ga Oyny pe-
LileHTHe 1 3a eBPOICKY U 3a fomahy ny6nuky. I'anepuja MaTuiie cpricke kao My3ej
KOjU je CBOjOM KOJIEKIIjOoM ;yOOKO yTeMe/beH Y IPOIIIOCTH, a MfiejaMa, KOHLIEIITOM
leIoBalba M M3/IarauKMM HOMUTUKAMA CHaYKHO IIPUCYTaH Y CABPEMEHOM TPEHYTKY
M XMBOTY I'pajia, Halll/Ia je OffTOBOP YIIPAaBO y TOj CB0joj ocobeHocTn. Kao uyBapn
HAIMOHA/HOT MJIEHTUTETa U TPe30p YMETHMYKOT OJlara Tparaau CMO 3a aKTyel-
HOM TEMOM Y HIMPUM €BPOIICKMM OKBMPMMA Ha KOjy MOXXEMO YKasaTyu Kpo3 fiefia
13 CBOje KONEKILMje, IMKOBHA Jie/la U3 €BPOIICKMX MYy3eja M, KOHAYHO, CABPEMEHY
yMeTHNUKY Ipakcy. Kao Mysej y kome cBaka mpnya o KOJeKIMji 3aII09nibe ca IpH-
4yoM o0 Bennkoj ceo6m Cpba kao morabajy xoju je cTBopuo ycnoBe 3a Io4eTak pas-
BOja CPIICKe Hal[MOHa/IHe YMETHOCTH Y €IIOX) HOBOT BeKa, IIPOHALIIN CMO YIIPaBoO y
TOM Ba)KHOM MCTOPUjCKOM Jiorahajy cBojy Besy ca JaHaIIBUM [IPYLITBEHUM, HO/IN-
TUYKUM ¥ YMETHUYKVM NUTameM dntaBe EBporne. TemMa KpeTama cTAaHOBHUIITBA,
ceoba M MMIpallyja IIOKa3aga HaM Ce Kao CIIOHA Hallle YCTAHOBe, @ CAMUM TUM M
Hal[MIOHA/THE YMETHOCTY Ca aKTYETHOM €BPOIICKOM aTeH/IOM.

ITopatak pga lanepuja Matue cpiicke NpUKyI/ba, IPeACTaB/ba U YyBa Jea

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



koja cy Hacemuau Cpby HakoH Bemuke ceobe 1690. ropuHe, ykasyje Ha Ba>KHOCT
Tor McTopujckor gorabaja. OH mokasyje fa je Murpanmja CpICKOr CTAHOBHMINTBA
u3 OroMaHckor y Xa636ypIIKo IIapcTBO, Ko jefaH TeKaK MOMEHAT HallylITamba
CBOjUX OTHMILTA M CBETUIbA, KOHAYHO JOBENa JIO jefMHCTBEHNX ICTOPUjCKUX IIPU-
JIMKa, OJHOCHO €KOHOMCKOT M JPYILITBEHOT IIPENOPOfia U IPOLBaTa yMETHOCTH.
HoBo oxpyskemwe, HOBa TepUTOpUja M HpUIMKe OMIM CY TMOACTULIAJHU 3a Pas3Boj
APYLITBA &M U ,,peHECAHCY YMeTHUYKMX gocturHyha. O TOM jeZMHCTBEHOM HO-
rabajy cBefoun jefHa cIMKa, HalMOHAIHA MIKOHA U3BeJieHa y Bullle Bepauja. UyBeHa
cmuka Ceoba Cpba, pap Ilaje Joanosuha, 3a Hac je Oua onasuiTe 3a pasBujame
npude o Murpanujama. IJo3uTrBaH npuMep MCXOAMIITA Te ceobe IOACTAKa0 HAC
je Ha pasMMIIJbarba O MO3UTUBHUM edeKTuMa ceoba Kao GeHOMeHa, IPeHOCTIIMA
KOje Cy OHe JIOHeJIe U1 IPeoKpeTyMa Koje cy omoryhmure.

TaxBa pasMmnbama JjoBema Cy Hac /10 Apyre TeMe KOjOM ce OBa M3/I0XKba
6aBy, a TO je BeIMKM YTULAj KOjU CY MUTpaljyje ¥Majle Ha YMETHMKE U Ba>KHOCT
KOjy CY TM CTBAapaoLi, Kao ITOCIeANIY CBOjUX TNYHNUX MUTPaLiyja, MMalIl Ha pasBoj
yMeTHOCTH. To Hac je HOAICTAK/IO fa pa3MUII/baMO KOJIMKO Cy yMeTHMIM, Kpehyhn
Ce M3 PasNMYMUTUX PA3/Iora IO eBPOIICKOM KOHTMHEHTY, Ja/ly KBaAUTeTaH JOIpU-
HOC Pa3BOjy HAaIlMOHATHUX YMETHMYKUX IPAKCU ¥ MHTEPHALMOHAMTHNUX CTUIOBA.
AHanusupanu cMO pasnM4mUTe MOBOJle KpeTama yMETHMKA — NMOMUTUYKE, eflyKa-
TUBHe My XuBoTHe. Hexu of wux Tparanu cy 3a 6o/pum MoryhHocTima obpaso-
Bama, IPYIU 3a KBAJIMTETHUjUM >KMBOTOM, a Tpehu cy 6exxanu mpep oMU TUIKIM
peXUMuMa ca KojuMa ce HUCY Clarajn. Y HOBUM CpelMHaMa YMETHULM Cy OCTBa-
pMBaIM CBOje CHOBE, OOMjaly OHO YeMy CYy TeXKW/IN ¥ UCTOBPEMEHO Y KYITYPHOj
ucropuju EBporne octappany fy6oKe Tparose 1 aHAC BpefHE MaXKmbe.

Y OCHOBY, 3 CBY TeXMHY BJUXOBUX TMYHNUX CYy[0MHA HAOCIETKY Cy OCTa-
BUJIY BPE€flaH TPaT y UCTOPUjM YOBEYAHCTBA. 1M TparoBy Kao yMeTHMUKA flefla Koja
4yBajy BEIMKN €BPOIICKU U CPIICKY MYy3eju IpBM IYT ce usnaxy y Cpbuju ympa-
BO IIOBOJOM M37I0’kOe 0 Murpanyjama. VI ca TMM casHambMMa, 3aCHOBAaHUM Ha JO-
rabajuma n3 HanuonanHe ucropuje — Bennkoj ceobn Cpba us 1690. rogune u oxa-
OpaHMM IpUMepyMa eBPOIICKe MCTOpMje YMETHOCTH, 3allUTaIM CMO Ce KakKaB je
JaHAaC OfHOC YMeTHMKa IpeMa ceobaMa, MUTPAHTUMa U HUXOBUM CyHZOMHaMa y
BpeMe MUTPaHTCKe Kpuse fpyre fenenuje XXI Bexa.

360r yera je y aKTyeJIHOM TPEHYTKY OJHOC IIpeMa MUTpalujaMa TOIMKO
HeraTuBaH KaJi HaC IPOLUIOCT M YMETHOCT JleMaHTyjy? VIcToBpeMeHo, sanuTanm
CMO Ce KaKO CaBpeMeHM YMETHMIIM pearyjy Ha OBy TeMY, KakKBe IIOpyKe HaM Ipy-

JKajy CBOjUM [ie/IMMa, Koja MUTakba HaM II0CTaB/bajy U KOje OArOBOpe HYE CBOjUM



UHTepIperanjaMa oBe TeMe. IIpefcraB/bajyhn pasinunre yrioBe jefHOT UCTOT
¢denomeHa, 6aBehy ce MurpaiujamMa y yMeTHOCT! ¥ yMeTHOLIhY MUTpalnnja, HOHY-
AWV CMO KpO3 offabpaHe IpuMepe pas3lIidyuTe OfTOBOpe ¥ MCTOBPEMEHO YKa3ayn
Ha caMo jeflHy HeYOUTHY JaTocT — CBM CMO MM MUTPaHTH, jep KpeTaiba je OfyBeK
6uno n 6uhe. Ha HaMa Kao akTepuMa caBpeMeHOT TPeHYTKa je [ja MX IPUXBaTIMO,
0XpabpyMo, OAP>KUMO U U3 BUX U3BYyUEeMO Hajoo/be 3a APYLITBA ¥ KOjUMa SKVMBHU-
MO, TEPUTOpHje KOje Hace/baBaMO U TPEHYTaK y MCTOpUju Koju nenumo. Konadyno,
MO>KEMO I Jja ce 3aIlMTaMo Iita he akTyenHa yMeTHIYKa ITpaKca IpeHeTu Oypyhum
reHepalyjaMa 0 HaMa Kao CBefIoL[IMa BeIMKMX MUT'paliyja cBora foba.

Msnox6a o Mmurpanmjama 6uia je of caMoT IIOYeTKa CacTaBHU [ie0 aIlIMKa-
nuje rpaja Hosor Capa 3a TUTy/Ty eBpOIICKe IIPECTOHMIIE KYATYpe. JoIll TOKOM OT-
BopeHor nosusa 2016. rogune crpyunn Tum [anepmje MaTune cprcke onpepmenmo
ce 32 OBy TeMy, cMaTpajyhu je 3Ha4ajHOM KaKo y HaIlMOHATHIM, TaKO U €BPOICKIM
OKBMpMMa. VIjea/lHO 3aMUII/beH KOHILENT M3/I0K6e IMpeTpIieo je OpojHe U3MeHe Y
IpoLeCy pafa. Y KOPUCT HbEHOT MMOTIYHOT OCTBapeha HMje MILJIO HY JBOTOAVIIE
BaHpeIHO CTame M3a3BaHo naHgemujom Covid-a 19, Hu HemoryhHocCT gupekTHOr
KOHTAKTa ca KoJieraMa 3 €BPOIICKMX MY3€jCKMX YCTaHOBA pajii peanusaluje 1o-
3ajMuia. VIcToBpeMeHO, HeM3BECHOCT CYyTpalllibulie ¥ HECIIPEMHOCT Ha 0baBe3n-
Bame CaBpeMeHNX yMeTHMKa Jja Peannsyjy U JOCTaBe CBOje HOBE pafloBe OTeXXana
je CBaKoO ITaHMpabe.

3aMuIbeHN KOHLENT IpeTpreo je 6pojHe M3MeHe U HOXKUBEO OCTBapuU-
Be 3ameHe. IlojeuHM eBpOIICKM My3eju HUCY IOKasaldy CIIPEMHOCT fla YCTyIle
3a u3narame gena En I'pexa, Bioke Jlebpen u Mapka Illarana u tTume omoryhe ja
TpU ofjabpaHe IpydYe CIMKapa-MUTPAaHATa IPEACTaBMMO KAKO CMO 3aMMCIMIIN.
ITomornu cy HaM Heku fpyry, Beh motBphenu napTHepy, mpe cera HaponHu Mmy3ej
y Beorpagy ca pgenuma us cBoje 36Mpke cTpaHux yMmMerHuka u HapopHa ranepuje
Cnosennje us Jby6maHe. VicTroBpeMeHo, 6e3 Termkoha IpBY IIyT CMO YCIIOCTAaBUIN
capajiiy ca My3ejcKuM ycraHoBama us Pycuje, [Jp>xaBHOM ranepujom ,, I'perjakos”
u JIp>xaBHMM My3ejoM JIeUX YMETHOCTH ,,IIyImKMH" KOju Cy CIIPEeMHO YCTYIMIN
Jie7ia U3 CBOjUX KoJeKIja. TeXHMUKy IpenpeKy n3aspaHy BeTnunHoM cnnke Ceoba
Cpba xoja ce uysa y ITarpujapumuju y Beorpany npepasuuuim cMo ynoTpebom ca-
BpeMEHIUX TEXHO/IOTHja, OHOCHO BUPTYENM3al1joM CIIUKE.

Jlerna caBpeMeHUX C/IMKapa Koja 300r cBeTCKe IIaHAeMMjCKe Kpu3e HUCY Outa
y moryhHocTH fa ce ,ymycre” y pusuk murpupama y mpocrop lanepuje Marnie
CpIICKe, 3aMEHVIM CMO pafioBuMa foMahMX yMeTHMKa M MHTepBeHIMjaMa yMeT-

HI/IKa/aYTOpa paclipaBHIX TEKCTOBA y 360pHI/IKy KOjI/I CY 3a0KyII/Jb€H OBOM TEMOM



U caMU CTBOPMIM YMeTHMYKa fiella/MHCTaIalje y IpPOCTOpy Koje Cy IOocTae Jeo
u3noxoe.

Benuky 3aXBa/IHOCT MCKa3yjeMO yCTaHOBaMa Koje Cy HaM YCTyIM/Ie CIMKe
3a nanarame. [Ipe ceera Mysejy CpIicke IpaBOCTaBHe IIPKBe Ha YCTYII/beHOj HAL[U-
oHamHOj KoHU Ceoba Cpba Kojy cMO MOIEPHMM TeXHOJIOIMjaMa UIIaK BUPTYETHO
nonenu y Hosu Cap. HapogHoM My3sejy y ITaHdeBy ca KojuM cMo, 6air kao u npe 40
ropyHa pasmennnu cnvke Ilaje Joanosnha u moxkasany TpajHOCT U BPEZHOCT map-
tTHepckux ofHoca. Y Hosu Cap je u3 ITanueBa cTuria jefHa op Bepsuja Ceobe Cpoa,
a y IlanueBy je usnoxena cnuxa Kpynucawe [ywanoso us xonekuuje I'anepuje
Matune cpncke. Ilopen ycTaHOBa CBoje BapMjaHTe OBe IIO3HATe CIMKE Y TeXHHU-
1y rpadyKe U IpTexa YCTYNUIN Cy HaM U npuBaTHY BracHuim us Hosor Caza
u Beorpagna. 3axBajbyjeMO ce HaI[MOHATHMM U €BPOICKUM MYy3ejuMa KOjU Cy HaM
yKasaiu moBepere 1 OMOryhyiu fa fiena CBeTCKUX CIMKapa Oyay ileo HOBOCAfICKe
usnox6e: Hapogrom mysejy Cpbuje, Haponnoj ranepuju CnoseHnuje, [Ip>xaBHOj ra-
nepuju ,,IpetjakoB” u [Ip>xaBHOM My3ejy menux yMeTHOCTH ,[Tymkun” n3 Mockse.
KonauHO 3axBajbyjeMO ce M caBpeMeHMM yMeTHMI[MMa Ha PafioBUMa YCTyI/be-
HYIM WV CTBOpeHuM 6air 3a oBy usnoxo6y: ®onpaunju Cadera 3ena (Beneruja),
Tayc MaxkadeBa (Pycmja), Mnageny Mwupanosuhy (Penmy6nmka Cpricka), ymer-
HuukoM mapy Pene Pepne u Brapman Jepemuh (Cp6buja), JIyku Kynuhy n Januny
Byxcanosuhy. CBu 3ajegno omoryhmnm cy Ham ma y Tanepmju Marune cprcke
IpeIUIeTeMO HaIVIOHATHO M MHTEePHALIOHATHO, ICTOPMjCKO ¥ CABPEMEHO U Y CHU-
Hepruju ogabpaHux fiefia mpef myoauKy foHeceMo U3IoXOy Koja ce 6aBu dpeHOMe-
HUMa MUrpanuja y okBupy nporpamckor nyka Ceobe npojexra ,,Hosu Cap 2022
- EBporicka npecToHuna Kyatype”.

Y HaMepu fja MM Tabe MUTPaLyja Opef, TMKOBHE YMETHOCTY IIPEICTaBUMO
U Y [pPYTUM OONIMIMMa CTBapalalliTBa IoBe3aan cMo ce ca HapogxoMm 6ubmmoTe-
koM Cpbuje, Koja je y CBOM IPOCTOPY IIpUpennia u3nox0y Kmura Koje ce 6aBe Mu-
rpanyjama, 1 JyrocJToBeHCKOM KMHOTEKOM Koja je Kpo3 aKTyenHa (puaMcKa OcTBa-
pemba IpefcTaBiIa OBy AKTYe/THY TEMY Y YMETHOCTY IIOKPETHMX CIIMKA.

IIpencraBrpajyhm HalMoHa/mHe ¥ MHTEPHAIVOHATHE NIPYMepe YMETHIUYKOT
CTBapajalliTBa HACTAINX Y PACIOHY Of IIeT BeKOBa, U37TI0XK0a IIPEUCIINTYje UCTO-
PMjCKU U caBpeMeHM KOHTEKCT, pasjiore 1 edekTe MUrpaliyja Ha [PYIITBA U IOje-
IVHIe U nokpehe MHOra eTmyka ¥ KyJITYpOJIOIIKa MuTama. CBUM HOCETHONMMA
Ipy>Ka ce MOT'YhHOCT fla IPeNCINTAajy COICTBEHE U [PYIITBEHe CTABOBE, MM YaK

LVBAIN3ALMjCKe 13a30B€ KPO3 je3NK YMETHOCTH.
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JIMMUHanHocCT MUTPATOPHE €CTETUKE
13BOA, 13 eceja

Ip Canpgpo [deboHo, ncTopudap yMeTHOCTH
YuusepsureT Ha ManTtu

Peu mMurpanmja ce reHepanHO OHOCH Ha pace/baBaibe MIM KpeTame Jby[u
ca jemHe TauKe Ha APYTY yclef y3poKa Koju Hehe OuTy mpemmMer oBor eceja. Y na-
TUHCKOM je3UKY, OflaKjie IIOTMYE €TUMOJIONIKM KOPEH pedy MUTpaluja, migrare ce
MOYKe TIPEBECTU JMPEKTHO Ka0 MUTpalyja, ay ce MOXXe OTHOCUTM U Ha UJejy my-
Tama WIn TyMapama.' Vsmel)y oBa #Ba 3Hauema ucTe peun CTpydmalM Cy UJeH-
T(UKOBaNIM MHOMITBO TUIIOJIOTHja MUTPaTOPHOT KpeTawa. Kinacudukanuja kaksy
je mpeIoxuo aHrno-Hemauky reorpa¢ Epucr T'eopr PaBenuraju y cBojum Laws of
Migrations (1885) mpencTaBba M3BOp BpefjaH IoMeHa.”? PaBeHnITajHOBa Kimacudu-
Kaljyja OfHOCK ce Ha IIeT TUIIOBa MurpaHata. Ty cIajajy MUTPaHTHU Koju ce kpehy
YHYTap TepUTOpMje CBOje ApXaBe, OHMU 4lje je MyToBame Kpahe mim nyxe, OHI KOju
MUT'PUPAjy y eTanama, Kao U IpuBpeMeHy Murpantu. Kpos oBakBy knacuduxanujy
MOYKe Ceé KOHTEKCTyalM30BaTy IOHAllathe YMEeTHIUKA-MUTPAHTA. Y3 Ipyre KOHTEK-
CTe, CTpy4maly Cy UAeHTU(PNKOBAIM HI3 TPEHA0Ba U ofpasalia Koji ce OfHOCe Ha
KOHTEKCT paHe caBpemeHe EBpome.’ CBe 10 IONOBUHE [leBeTHAECTOr BeKa, Behn-

Ha YMETHIMKa C€ Ha MUTI'PUpame Oofly4nBaia I[O6POBOH)HO U, YOIIIITEHO I/1€AaHO,

1

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

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

* K. Wagner et al., nas. geno, 17-18.



Y>KUBaJIU CY YIJIe[ Y MECTY y Koje Cy OMpau fa ofy, IOHOCHO UCTUYyhy cBoje MecTo
MOpeK/Ia IPUANKOM HMOTNNCUBaa. Y CBOM fAeny JKugoiiu cnasHux caukapa, éaja-
pa u apxuitiexaitia (1550), ymeTHuk u xpoundap u3 ®upenre Hopho Basapu naBogu
Ja je claBa peHeCaHCHOT yMeTHMKa DHoTa mu bonponea y Benukoj Mepu moumBana
Ha HEeroBOj CIOCOOHOCTY JIa MyTOBAabeM U KPeTaleM CTeKHe [PYLITBEHM CTaTyc.!
Hajeehu 6poj TakBuX yMeTHUKa OO je HOCTAKHYT XKe/boM 3a 60/poM Oynyhuoihy
WIN ycaBpllaBambeM CIMKapckux BemrtuHa. Hajuemrhe cy 6mnn npusydenu moryh-
Holhy cTMIjama HOBOT HOKPOBUTE/bA VM CBETIMMa KOCMOIIOJIMTCKUX IleHTapa
kynrype. Cnukap nosse perecance @enepuxo Llykapu y cBom peny Il Passaggio per
I'Ttalia (1608) y okBUpPY KOT Cy IOOpOjaHa MHOTA MeCTa Koja je CIMKap BUAeO ¥ Hoce-
THO TOKOM CBOjUX ITyTOBama, HAPOYUTO y ceBepHOj VTanuju, 3abenexuo je ,pasHe
CTBapy Koje je MCKYCUO, BUAEO U YPaauo TOKOM CIOOOTHOr BpeMeHa IIPOBEfeHOT ¥
Benenyju, ManTtoBu, Munany, [TaBuju, Topuny u gpyrum Mectuma...”> IpTexn xoju
ce OfIHOCe Ha MecTa KOjJMa je IIPojIas3yo CTora Oy ce MOITIM TYMauMTH Kao aMajraM
IyTOBama, yuema U pafosHanocty. Takobe, Tpeba IOMEHYTHU 1a yMeTHMLIU-MUTPAH-
TH, K40 ¥ OHO 32 IIITa Cy Ce 3ajIara/ly Ha M0Jby CTU/ICKMX VHOBAIIVja, HUCY YBeK Oumn
TOYeKaHU C ofylleB/bemeM. JIOKaTHM YMETHUIIM HBUXOB JOIPUHOC Y€CTO HIUCY CMa-
Tpanyu no3uTuBHUM. PpaHLycKM KpuTtudap u gumomara Poxe ge IIni je y cBom
meny Abrégé de la vie des peintres (1699) n3Heo CcTaB [ja IpOMeHa CTU/IA TOKATHUX
CTIMKapa, Kao OTOBOP Ha yTHIlaje CTPAHMX YMETHNUKA, HUje YBeK HY>KHO ITO3UTUBHA
jep je uecTo pesy/nToBana CTUICKM JBOCMUCIEHVM YMETHUYKIM fe/MMa 4ije ayTope
Takohe Hyje mako yTBpAUTI.® CTUICKY YTULAjU MOTY OMTY CMAaTpaHU U JOWUM. Y
cBoM jeny Treatise on Architecture (1464) AnToHNO DUapeTe 3a TOTCKYM CTUIT KajKe
fia Cy ,CaMO KaKBJ BapBapy MOI/IM TAKO HelTo foHeTu y Vtanujy”.”

3aHuM/BMBO je ucrahm fa cTpyumany Takohe cyrepmmy gma cy mpucuiHe
MUTpaliMje YMeTHMKa 61jie Bp/Io peTkKa IojaBa y paHoj caBpeMeHoj EBponn. OBo je
HOTPeOHO KOHTEKCTYaIM30BaTU C 003MPOM Ha OKOJTHOCTM y KOjIMa Ce y HEIlTO Ka-
CHMjeM IlepUOAly HajTa3|Ia jeBpejcka aujacropa kojoj je lllaran npunapao. MehyTnm,
y HOBMje BpeMe IPUTUCLY CBETCKOT YMETHUYKOT TPXKUIITAa MOITIM OU JOBECTM [0
Heke BpCTe 06aBe3He MOOVIIHOCTY 3aCHOBaHe Ha pas/io3yMa KOji ce HU II0 4eMy He
PasIMKYjy Of OHMX KOjU CY YTULIQIU Ha 0Opaclie MUTpaliyja yMeTHIKA paHOT caBpe-

MeHor f06a. 3a caBpeMeHOT YMeTHMKa IIPUTUCLIM fia ce IIpuKaxe Ha MehyHaponHOj

4
2014, 72.
5 Hcino, 219.
¢ MHcino, 238.
7 MUcimo, 46.

D. Y. Kim, The Travelling Artist in the Italian Renaissance Geography, Mobility and Style
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CLIeHM M HacTojame [a 3ay3Me CBOje MeCTO Ha CBETCKOM TP)KMIUTY IOCTA/IN Cy Ba-
TURHU pasnosy 3a KpeTare u Murpanujy.® M saucra, pasnosu 13 Kojux caBpeMeHH
YMETHUIIM ZaHAC IOCTajy CBe MOOMIHMjH, @ eMUTPALVja CBe BULIE IIONPUMa OOMIK
CTAJIHOT IIpece/betba, YMHOTOMe MIMajy Be3e ca Fe0eKOHOMIjOM CBETCKOT YMETHIUIKOT
TPXKMUIITA jep KpeTame Mopa y MHoro Behoj Mepu fia ,,ofp>KaBa Kopak™ ca MOBpeMe-
HUM Ofip)kKaBameM Mel)yHapoJZHMX YMeTHMYKNX CajMOBa, OujeHana u gpyrux meby-
HapOgHUX U3Nox6M.” |...]

JIMMWHATHOCT MOXKe [ja IIPY>KU IPUK/IAJaH TEOPETCKM OKBUP 3a M3ydaBaibe
MUTpaLyja ¥ MUTPATOPHUX TPAH3UIIMja, YK/BYydyjyhn oHe Koje Cy HOXKXMBENM yMeT-
HUIIM, Ka0 ¥ MUI'PAaTOPHY eCTEeTMKY'’ Ha KOjy TMMUHATHOCT MMa yTuuaja. Jok Ha-
HYIITa ZOMOBUHY 3apaj TPAaH3NUIMje Y JOM IO COIICTBEHOM M300pPY, YMETHIK Ce de-
CTO 3aTEeKHE ,HM TaMO HIU OBJie” y CTQ/IHOM CTalby NMMUHATHOCTY, JOK TPaH3ULIU)Y
cryTaBa cHa)kaH ocehaj Be3aHOCTM 3a COIICTBEHY HOMOBHMHY. BpeMeHOM, [JOK yMmeT-
HUK y CBOjUM BM3YeTHMM JCKasMMa IIPUXBATa PasMunTe je38NUKO-KYITypHe IIpo-
crope, noBehasa ce n ocehaj KpeaTVBHOCTU Cpa3MePHO OTBaPAIsY U IIPUXBATAGY Me-
CTa Koje je ogabpao 3a cBoj noM. Ha oBaj HaumH My ce M3/1aXke 1 ca BbJM yCIIOCTB/ba
Be3dy. ToM IPUIMKOM YMETHMK YHOCU HOBE eCTETCKe IIOI/Iefie Y MECTO Koje je ofabpao
3a gom.! 3amcra, MOCMAaTPaHO KPO3 IPU3MY ITMMIHATHOCTY, CTBAPA/IALITBO YMeET-
HIKa-MUIPaHTa y A¥jacliopu MOIIo 6u 6utyu 6oratuje, jacHuje 1 feTabHIUje, jep UH-
CIMpanujy Lpnu 13 foMa IpemMa KojeM ce YMeTHUK okpehe concTBeHuM 1360pom."
Jesuk MUTpaTOpHe ecTeTuKe 611 cTOra 610 IVK/INYAH U eKCIOHEHIMjaIaH, JOK yMeT-
HUK y MeCTO Koje je omabpao 3a fom Bpaha ectercku amanram ¢opmupan u o61u-

KOBaH HbeTOBOM HajjacBe Cy6jeKTMBHOM MHTEPAKIIMjOM Ca MUTPATOPHOM €CTETVIKOM.

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

°  MUcino, 2.

1 TepMMH MUTDAaTOpHa eCTeTMKAa HACTAO je M PAasBMO Ce Y Be3U Ca TPAHCHAIIMOHATHIM
CapaJlHNYKMM VICTPaKMBAYKMM IIPOjeKTOM Ha Ty TeMy, Koju cy npensoaune Muxe Ban un I'pusenpa
ITonox. Op xapa je TepmMuH yBemeH oko 2005. ropguHe, CBOjé MeCTO je IPOHAIIA0 y CTPYYHUM
AUCKypCMMa Ha TeMy KyaType u ymerHocTu. CapajHMIM Ha MPOjeKTy yHANpefuau Cy Ty o6macT
pasBujajyhm MHOBaTMBHe OKBMpE 3a pasyMeBame KaKO eNMCTEMONONMIKMX ¥ eCTeTCKUX, TaKO U
CEeMMOTMYKUX U MOMUTUYKMX AMMEH3Nja YMETHOCTM M KYNAType Koje Cy KpeMpany IOjefuMHIM ca
MUT'PaHTCKMM OPEKIOM, MU IIOjeiVTHIIY KOjy MICTPasKyjy TeMy MUTpalija 6e3 ja Cy ¥ caMy MUTPAHTH,
y: A. Ring Petersen (ed.), Migration into art. Transcultural identities and art-making in a globalised world,
Manchester 2017, 56.

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

2 N. Lvovich, Translingual Identity and Art. Marc Chagall’s Stride Through the Gate of Janus,
Critical Multilingualism Studies, Vol 3, no. 1,2015, 119.
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Mwurpaumje y yMETHOCTHU
- YMETHOCT MUrpauuja

CrnojeButocT (eHOMEHa MUTpalMja y MCTOPMjM €BPOICKe LIVMBUIM3aLMje
je Tpel KYCTOCKYM TUM IIOCTaBM/Ia KOMIUIEKCAH 3afjaTak Kako fa ofabpaHuUM Jie-
7MMa JTMKOBHE YMETHOCTM TPE/ICTaBU OBy TEMY Y HAllOHaJIHMUM U €BPOICKUM
OKBMPUMA.

M3nox6y cMo cMMOONMMYKM 3allode/yt MOHYMEHTATHMM JEJIOM U3 KO-
nexuuje T'anepuje MaTuue cprcke 4yBeHOr cCpICKor ciaukapa Ypoura IIpepmha
Ceemiu Huxona ciiacasa 6pogonomHuxe Koja Ha BeoMa CyreCTMBaH HaYMH TOBOPH O
CTIOXXEHOCTY TeMe KOja HaM je 6ua y cpenmiuty naxme. Kao ny cnyuajy Hekux npy-
TUX KOMIIO3MIIMja U Ha 0Boj je Yporuu IIpenuh yHeo nanexko ny6/pu cMucao sHauewa
Ha BIIle [TapajeIHNX HUBOA. Y OPOAY KOjU 3aIl/byCKYjy BUCOKM Banu y30ypKaHOT
MoOpa Hajase ce IIYTHMULM YeTUPU ITTaBHe Bepoucnosectu y EBponu Koje cracasa
Csetn Hukona, Bemukogyuso, He ynHehn pasnuke mebhy muma. Tex HakoH yBuza
Yy OBY KOMIIO3MIIMjy OTBapa ce C/ief IPYIUX YI70Ba IOCMaTpaba Kojyu IPOIINpYjy

KOMIIJIEKCHY TEMY Mmrpaumja, AN ¥ MHOTUX OPYTUX OIPYIITBEHNX Cl)eHOMeHa.



Kycrockuma n3nox6e Jenena OrmwanoBuh, y npBoj canm nsnox6eHux mpo-
cropuja Munuseoj Huxonajesuh, cmecTnia je pafoe TpM CBETCKM IIO3HATa MMeHa
MCTOPUje YMETHOCTY KOja CBeflode O CTa/JIHOj MUTPALIUjy JbYAU U YMILEHNILIN A je
oBaj peHOMeH 06muKoBao EBpomy 1 eBponcky KynaTypy. Mako peTko carinepasa-
HJI U3 OBOT yITa, yMeTHOCT ¥ xuBoT En I'pexa, Buxe Jlebpen u Mapka Illarana
Ipy>Kajy HaM MOTryhHOCT fa pasMMIUBaMO O IPeIUINTalby KYITYpa, O UeHTUTe-
TUMa, ocehamwy (He)IpUIafHOCTY, @/ ¥ O IOIUTUYKUM U JPYLUITBEHUM OKBUPU-
Ma y KojuMa cy oBe IM4HOCTH cTBapane. OHe Hac mopcehajy fa cy ocobeHe ymer-
HIYKe II0jaBe HacTajle yIIpaBoO 3aXBa/byjyhy yKplITalbeM KyITypa M MUTpalijamMma
IojeMHala.

En I'peko je yMeTHUK peHecaHce M MaHMPU3Ma Apyre nonosuHe XVI u mo-
gyerka XVII Beka, Buke JleOpeH je yMmeTHuIja MoHapxuctuuke OpaHiycke Kpaja
XVIII n npse nonosuHe XIX, nok je Mapk Illaram yMeTHUK PYCKO-jeBP€jCKOT I10-
pexna XX Beka. PacmioH of meT BeKoBa MCTUYE YMILEHUITY [ je KpeTarbe YMETHUKA
KOHCTaHTa cBake enoxe. [loBogy 3a muxoBe MuUrpanuje cy pasiuduTy U JOIPU-
HOCE jaCHMjeM carjleflaBarby NONUTUYKO-APYLITBEHUX IPUINKA Ha TEPUTOPUjU OF,
OcMmaHckor 1apcTBa, npeko Espone fo Pycuje. Konuky je morao En I'pexo umatn
€HepTUjy 1 >Ke/by 3a ycaBplllaBalkheM U YCIIeXOM Ha eBPOIICKOj YMETHMUKO]j CIIEHH,
Kaja je mpemrao npeko 5.000 kmnomerapa Mopa u konHa y XVI Beky? KakBsy je cHa-
ry u xpabpoct nmaina Buxe Jlebpen ma cama ca khepkom Hanyctu ITapus u usber-
He cTpaxoBe PeBonmynuje, mposonehu Tako jemaHaecT rogyHa y MsrHaHcTBY? V Ha
KPpajy, KOIMKO je fyxa 1 pagocTu nocefiosao Illaran xaga je ycmeo fja U3 eKCTpeM-
HOT CHPOMAIITBA CTUTHE Y YMETHUYKY IIPECTOHUI[Yy MOJIEpHOT CBeTa, fa 61 mpern
y>kacuma JIpyror cBeTCKOT paTa Ipelao u ATIaHTCKM okeaH? Ibuxose >XMBOTHE U
yMeTHMUKe IIpuue — CIy4ajeBt, ofjpas Cy Hallle TeXbe /1a IIOKa)KeMO Jja MUTpaLyje
U KpeTama JJOHOCe HallpeJjaK Ky/IType U IIeTTOKYITHOT IpyLITBa.

En T'pexo mpepcTaB/ba 3aHMMIBUB ,,CNy4aj” MOCTBU3AHTVjCKOT MKOHOMNMCIIA
Koju je, 3axBasbyjyhm cBojum cenmupbama no EBponnu, kpenpao ocobeH yMmeTHNUY-
KM M3pas, 3agpxasajyhu cBoj rpuku upeHTuTet. [IpBoOUTHO je OB/Iafja0 mepcIex-
TUBOM fla OM Y CBOjUM Haj3penujuM ocTBapemuMa 3aHeMapyo rpahemwe mpocTopa.
BepoBao je ma meroB CIMKAapCKM 3ajaTaK HMje fa MPEACTaBU MaTepUjaiHU CBET,
Beh fa yermocraBu Moct nsmel)y Bup/buBOr M HeBUA/BMBOL. [laHac ce Moxe cnobof-
Ho pehu pa je En I'pexo 61o mpereda yMmeTHUKa Koju he ce HeKONMMKO BeKOBa Ka-
CHUje TUBUTU IeroBoM pany — Ban I'ora, orena u Matuca.

Y cBojuMm Memoapuma ob6jaBmernum 1835. rogmue Binke JlebpeH je mumca-

HOM pe€dlM pOMaHTM4YHO HaC/IMKajia BpeME U APYUITBO Yy KOjeM je JK1BEIa, KaKo y
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®paHIycKoj, TaKo M y U3rHaHCTBY. IIpukasyjyhu cBoj >KMBOT Kao y/IeIIIany cTBap-
HOCT, Op3uHa 1 yCIleX BeHUX CIIMKapCKUX U IPYIITBEHUX HOCTUTHYha menyjy He-
crBapHO. He Moxe ce nopehu weHO CIIMKapCcKO MajcTOPCTBO U YITIET, KOji je CTeKIIa
3a BpeMe ,,cTapor pexxuma’ y Ppannyckoj. Mehyrum, ,,cnmke” uMurpanra yBex upy
VICTIIPe]] ’hera ¥ HberoBOr MPBOT CycpeTa ca 3eM/bOM Y Kojy fonmasu. Ty ,cimky” y
00Ky CcTepeoTnIIa, Ipefpacyna, ofpehene knacudukamyje u obpasala mpero-
3HaBama, oceTuna je u Bioke Jlebpen. ITocMaTpaHO U3 yITIa MCTOpUje YMETHOCTH,
IbeH CTWI M HAa4MH C/IMKaiba HUje MIMAo BEVKOT OfjjeKa Y 3eM/baMa y KOjuMa je
Iy>ke 60paBIIIa, ajIM je CBOjUM PajIoM 3aCUI'YPHO YTUIA/Ia [la Ce BpPeMEHOM KOHCTH-
Tyulle ApyTauujyu HOIJIefl, penyTallja ¥ MO3MULMja YMETHUIA Y apUCTOKPATCKOM
npywtBy Mranuje, Xa636ypiuke MoHapxmje 1 Lapcke Pycuje.

Mapk llaran, c gpyre cTpaHe, Kao M/aj, CIMKap, YIPKOC CBECTU O LIMPUHU
U XapKOj BUTAJTHOCTY PyCKe aBaHTapfie Koja je Taja OM/Ia y 3adeTKy, XKe/leo je ja
cadyBa cBOj ocobeHu uspas. Vsriena fja je Behu yrunaj Ha mwera nmana gpaHiycka
MOJIepHa YMETHOCT, KOja je [0 Iera CTM3aja IOCPefHO, IIyTeM Jacommca 31aiiHo
pyHo.

»Mayia caM Boreo cenupbe, carbao caM UIIAK O TOMe Ja OyfieM caM y HeKOM
KaBe3y~ mucao je. Huje xxereo ma ce ofpekHe cBor pyckor Hacneha u kopeHa. Ilpen
BIM je 610 TeXaK 3ajaTaK — ja apTUKy/INIIE CBOjY KYITYPY jeBPejcKO-PYCKOT II0-
pexa u MofiepHM3aM Kakas je oTkpuo y Ilapusy. Kao cnmkap-MurpasT HacTojao je
fla ce YTOIM Y PPaHIYCKO OKPY>Kere, aIl I [ja CTBOPU cebU CBOjCTBEHY YMETHOCT
¥ TTOKa>Ke OPUTMHATHOCT.

IlITa HaM gaHac omucHu XUBOTa U cTBapanaiuTsa En Ipeka, Bike Jlebpen u
Mapka Illarana sanpaso rosope? OBa Tpy caydaja HUCY caMO IIpyUye O YMETHOCTH,
IMPOMEHM CTU/A, O YTUIAjIMa Ha YMETHMYKE IPaBlie ¥ Ha TOK UCTOPUje YMETHO-
ctu. To cy mpude 0 HallMOHA/THUM, POJHUM, BEPCKMM UIEHTUTETUMA, O HAYMHIMA
IyTOBama U KpeTarba, O HalalbMIMa, IIPMXBaTaby U HEPUXBATaly, O APYIITBIMA
U B1XO0BO] (He)(IeKCUOMITHOCTY, aIi ¥ O YOBEKOBOj CIIPEMHOCTH Jja Mema cebe u
CBeT OKo cebe.

CBaku ofi OBMX yMeTHIKa, Ka0 BEPOBATHO U MHOTU APYTU KPO3 UCTOPH]Y,
UMaJIM Cy Ipef cOOOM MCTM KMBOTHM 13a30B Kao u murpant XXI Beka. O ToMe Ha
U3/10)K0M TOBOpe BIXO0BA Jie/Ia ali U UCKa3y Y IPBOM JINIY IIPEy3eTU U3 BUXOBUX

OHEBHMYKUX OeIelKn.



Opyru xycroc-ymernux JIlyka Kynuh na remy Mmurpaumja u caBpeMeHe yMeT-
HOCTHU IIOCTaB/ba HU3 nurama. llrta (caBpeMeHa) YMETHOCT MOXe Ja Y4VMHU 3a
APYLITBO, HOoceOHO MoBofioM (eHOMeHa Murpanmja? Moxke 11 YMETHOCT #a Oyze
CPeJCTBO 3a NPeKO MOTpeOHO IperCINTHBakbe Hallle cTBapHOCTH? Vfieja mpojekTa
»>Murpaiuje y yMeTHOCTM — YMETHOCT MUTpaluja’ HuUje Ja MoHyAu onpehene cra-
BOBe IIOBOROM (eHOMeHa Murpaumja, seh fja Kpo3 cenekunjy pernpe3eHTaTUBHUX U
3aHMM/BbMBMX IIPUMEPA YMETHUYKOT CTBapajalliTBa Kpeupa IIpOCTOp 3a pyLITBe-
HU fujanor o peHOMeHY, cyodaBajyhn ce ca mojMoBMMa MOIYT cTpaxa, (OACYCTBa)
eMIIaTiije, HepasyMeBama, KOHTPAZUKTOPHOCTH 1 JbYACKOCTH.

MaHnunynanuje M IOrpelIHe MHTepIpeTalMje MeAMjCKUX cafip)Kaja Ipa-
Te aKTyelHy MUTPaHTCKY KpPU3y Off CaMor IIOYeTKa M YTU4Yy Ha (opMupame
MUIUbea MOjeAMHALIA U JPYIITBEHUX IPyNa O MUTPAHTCKOj KpU3H. YIpaBo 360r
nuTama (MmorpeliHe) MHTEpIpeTalyje n3abpaH je yMeTHUYKY Bupieo Bauga pycke
ymeTHuIe Tayc MakadeBe, KOji ce He 6aBU IMPEKTHO MUTakbeM MUTPalLyja, ajy Ha
OYXOBUT HAa4MH IIPMKa3dyje Mpolec MHTEepIpeTanyje jefHOT YMETHUYKOL pajia, Ha
OCHOBY OIIIITET ¥ YMETHUYKOr 00pa3oBama IojefuHIa, npenybehemwa u yHanpen
usrpaheHux cTaBoBa — Ha BPJIO C/IMYaH HAYMH Kao IITO CY /bY/U CKIOHNU Ja MHTep-
IpeTHpajy pasior UIN ,oIpaBiame” 3a eMUIpaLiyjy. Bugeo npukasyje gujasnor my-
6nuke 57. BenenujaHckor 6ujeHana (2017. roguHa) Koja ofjIasu fa MIpUCYCTBYje mep-
¢dbopmaHcy Koju je Tpebao ma ce ofp>kaBa CBAKOZHEBHO TOKOM Tpajama bujenana
Ha OTBOPEHNUM BOJaMa JaJpaHCKOT MOpa, I7ie je HeKOMUKo nu3Bohaua Tpedaso ma ce
1I0jaBy M HeCTaHe MOJ IPEeBPHYTUM YaMlieM, IIpeBeseHoM 13 Kacmmjckor mopa y
Jarectrany Ha OTBOpeHO Mope McHpef, BeHelujaHcke naryHe. YMeTHMYKM BUTEO
bauga pycke ymernune Tayc MakaueBe Ha 3aHMM/bMB Ha4MH MIYCTPYje yIpaBoO
OKBIpe MOTPEeUIHNX MHTepIpeTanuja.

IMonuntux bpog Cadera 3ewa mpefcrapba CIUKY Opofja MPEHATPIIAHOT W3-
My4eHVM MUTPAaHTHMa Ha HEM3BECHOM IIyTY Ka O6obeM (Mm 6e36emHUjeM) SKMBO-
Ty. OBa MOHYMEHTA/THa C/IMKa CBOjOM HATIPVPOZHOM BeTMYMHOM ¥ VIMIIO3aHTHOM
KOMIIO3UIVjoM pyiu 6apujepy usmely nocmarpada/my6nmke 1 eTeKTPOHCKUX Me-
AMjCKUX CTMKa MUTPaHATa U BVXOBVX IATHI, KpeMpPajyhn ApaMaTUIHy IpefiCTaBy
TEIKNX CyfR6uHa. Ta clieHa HaM je BULIECTPYKO II0O3HATAa — HE CAMO KPO3 MefujcKe
IpMKa3e aKTyeJTHe MUTPAHTCKe KpHU3e Koje Cy ce TOMMKO IyTa IIOHaB/bajie y Ma-
COBHUM MefiMjuMa, Beh 1 3aTo 1ITO je TO jouI jegHa MHTepHpeTauja TeMe Opofo-
JIOMHUIITBA KOja je KpO3 MCTOPUjY 4ecTo O¥Ia MOTUB YMETHIUYKOT CTBAapajIallITBa.
bpojuu cy npumepu ose Teme — TuHTOpeTOB Céettiu Mapxo ciiacasa Capauena og

6pogonoma, cnuke Ipemusenu u Tanac ViBana Amsosckor, bpogonom Bunmjama
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Tapnepa, Ciinas megysa Teopopa JKepuxoa, Ceeitiu Huxona ciiacasa 6pogonomnuxe
Ypoura ITpegunha n mHorM fpyru. O yemy roBopu cnuka Ciinas megysa Teomopa
JKepukoa, xoja je mopen ¢pororpaduja Mmurpanara koju npenasze CpefjozeMHO MOpe
HOCTY>XWIa Kao MHCIpanuja 3a cnuky bpog Cadera 3ema? [la m je Ta cimka camo
IpyMep BPXYHCKOT (PaHIIYCKOT, eBPOIICKOT M CBETCKOT CIMKapCTBa POMAHTH-
3Ma? VICTOpMjcKM je Ba>kKHa Kako 300r CBOje IOCEOHOCTM M TeXHUYKEe M3BPCHO-
CTH, TaKO ¥ 360T YHUBEP3aJTHOCTY ¥ YOe[/bBOCTY HapaTMBa — IPUKa3a YOBEKO-
BOT CTpajiama U MaTkbe, a/li ¥ eMIIaTyje mocMarpada Koju, riefajyhu je, caoceha ca
CTpajalTHUIMMA.

Y cBoM yMeTHUYKOM pany Pena Penne n Bragan Jepemuh, kpos Tpancdop-
MaTUBHY YMETHMYKY IIPAKCY, MCTPAXKYjy YIPaBO OJHOC YMETHOCTY U IONUTUKE.
JemHOCTaBHOCT rpadpuuKOr ¥ BMU3YETHOT M3pasa HojauyaBa edeKaT eKCIUIMIIMTHOT
KPUTUYKOT cajpxaja, cBofiehn ra Ha HapaTUBHY MOPYKY U KPUTUKY APYILITBEHOT
IleTIoBama Kpo3 MHTepIpeTalnjy nHGopMaluja o IpodIeMaTUYHNM CUTyaljaMa
MUTPAHTCKe Kpu3e. Y TeMe/by HbJMXOBOI CTBapa/jalliTBa CTOjU UJ€ja ja Cé YMETHO-
mhy Moxxe (1 MOpa) yTULIaTV Ha APYLITBO, @ YHOTPeOOM CUPOBUX U CYPOBUX C/IMKA
OTBapa ce IIPOCTOP 3a CyOo4YaBaibe Ca KPU3OM [PYILITBEHNX BPEJHOCTY U NIATAKY-
Ma Koja ce nsberapajy y jaBHOM UCKypcy. CMICao HBUXOBOT YMETHIYKOT paja je y
yKasuBamwy Ha MOTyhHOCT IIpeo6/IKOBaba CTBAPHOCTY YMETHUYKMM CPefiCTBIMA.

He moxxeMo ca gucTanie NpuCTyIUTH OBOj APYWITBEHOj KPU3M jEP Ce TUYe U
Hac — MM CMO F>€H CacTaBHMU JI€0.

Kako m3behn excroaranmjy teme y MM4He WIM YMeTHUUYKe CBpXe? JemaH
OJl OATOBOpa Ha NNUTalbe IITa YMETHOCT KOHKPETHO MOXXE Jja YYMHMU Jaje yMeT-
HUK Mnagen MupaHoBuh CBOjUM IIeTOKYIHMM YMETHMYKMM CTBApajaliTBOM.
MwpaHoBuh je YMETHUK KOj)I Y CBOM YMETHUYKOM pajy IPEUCIINTYje APYIITBEHE
KOHBeHIIMje, MEHTa/IHe ¥ (U3MUKe TpaHuUlle JPYLUITBa KPO3 CyoyaBame ca TpayMa-
Ma, nosnasehn off IMYHOr [PYLITBEHOT KOHTEKCTA 1 JPYLITBEHNX I0jaBa HeloCpes-
HOT reorpadckor okpyxema. VIHcrananuja Jugaxifiuuku 3ug, IpeMyjepHO U3TIO-
keHa y buxahy 2019. ronuHe y TpeHYTKY Kafia je y TOM I'pajy 60paBIIO HEKOMMKO
XWbaJla MUTPAHATa Ha IIYTy Ka 3alaJiHOEBPOIICKMM 3€M/baMa, CACTaB/beHa je Of
MUKTOTPAMCKOT I[pTe)Ka Ha MepPMEpPHNUM IIJI0YaMa, elyKaTMBHOT je KapaKTepa U
IUFAKTUYKe CTPYKTYpHe (opMe, a cacTaBHU IO pajia je ¥ IITaMIlaHa IyOnuKa-
uuja Ipupyunux, Koju KpOo3 aHTa)KOBaHe WIYCTpalMje MpefcTaB/ba CET KOHKPET-
HUX ymyTcTaBa. CuTyanMja MUTPAHTCKe Kpu3e ¥ TypOy/IeHTHa paTHa IMpPOLIIOCT
bocne u Xepuerosune MoTuBUCaa je yMETHUKA Jia pearyje U Jie/lyje KOHKPEeTHO, a

He J1a €KCIVIOATUIIE OCET/bUBY NPYIITBEHY TEMY 3apaj YMETHIYIKE np0Moque. Ha



oTBapamy m3noxbe/uncranauuje y buxahy, nopen rpabancrsa u crpy4se jaBHO-
CTH, OWIN Cy MO3BaHU ¥ MMUI'PaHTM KOjuMa je momebeH IIpupyunux. EnykarusHa
u ynorpe6bHa ¢popMa yMeTHUYKe MHCTananuje crenudyuyaH je ¥ OATOBOPaH Ha4MH
YMETHMYKOT (M ZPYIITBEHOT) Jie/loBaba KOjJi TOBOPU O IMYHOM MOTHUBY YMETHU-
Ka M jaCHOj HaMepy fla ce KPO3 YMETHOCT Kao CPEeJiCTBO Jie/lyje APYLITBEHO, MO-
TBphyjyhu Te3y na ymeTHOCT MMa Moh fja Meba APYIITBO.

Mucranauyja JIyke Kynuha mom nHasuBom Ogpasu INpencTaB/ba IHErOBO
YMETHUYKO ydelrhe y M3710>k6M U cacToju ce of IUIMTKOT 6a3eHa ca CTBapHOM BO-
moMm. Bopa mpepcraBba IPUPORHY €eMEHT M U3BOP >KMBOTA, /i je 4eCTO U y3-
POK YOBEKOBOT CTpajjaiba — IIOTOTOBO Y KOHTEKCTY ONACHMX ITyTeBa KOji MUTPaHTI
nponase. Bopa u cTpajjame MUrpaHaTa Koju Ipesase BojieHe IIOBpPIINHE IIPOB/Iade
ce Kpo3 O6pojHe yMeTHUYKe pajjoBe Koju ce 6aBe TeMOM MUTpaljyja, IIa je CTora Ipe-
IO3HaTa Kao HUT Koja IOBe3yje OMACHOCTY ITyTa MUTPAHATA VI YHUBEP3aIHe UCTO-
pujcke (YMeTHUYKe) CIMKe CTpajialba YoBeKa. baseH je 0CBeT/beH TaKo Jja BOJIeHA
HOBpLINMHA pedIeKTyje CBET/IOCT Ha OKOTHE 3U/I0Be, CTBapajyhu Many AMHAMUYHY
UTPY CBET/IOCTY Koja cumbonuine pedekcuje TeMe usnoxobe ,Murpanuje y ymer-
HOCTY — YMETHOCT MUrpanuja’.

Ha supoBuMa cy y pparmMeHTIMa MCIMCaHe MUCTM Yy CTUXOBUMA U PEYCHHU-
IjaMa Koje Ha yMeTHUYKO-(G1I030pCKY HauMH IIPeHOCe HeoyMMuLie Koje mpobie-

MAaTu3yjy OBHOC IPYIITBA IpeMa MUTPAHTUMa, KPO3 Cy0jeKTUBHY MO3ULjY.

YmpaBo 3aTo, KOMOMHOBambeM U yiBajameM, U3nox6a ,Murpanuje y ymer-
HOCTU — YMETHOCT MUTpalyja’ HaCTOj) la MHOTOCTPYKNUM Be3aMa IOBeXe pasin-
4uTe yMeTHMYKe mojaBe u upeje. [lomasehn of mcropujckmx ynopuiura, cum6o-
JIMYHKUX IpefcTaBa KapaKTepUCTUYHNX 32 Hallle NMOJHe6/be, CACBUM je JIOTMYHO
Jia CBOje 3aC/Iy>KEHO MECTO y MUT'PALIOHM30BAaHOM €KPaHy 3ay3JiMa 4yBeHa MCTO-
pujcka kommosunuja Iaje JoBanosuha Ceo6a Cpba iiog uaitipujapxom Apcenujem 111
Yaprojesuhem 1690. iogune. IlperiusHuje, pafu ce 0 HEKONMUKO NNLA jefHe (CTUIHE)
BU3Ye/He IIpeficTaBe OCMUII/beHe Y LM/bY CTBapaiba IOTPeOHOT BU3YeTHOT JJeH-
TUTeTa CPIICKOT HallyoHanHor 61uha y okBupuma Xa636yplike MOHapxuje.

®usuyKo NpUCycTBO MOHYMEHTaIHe Bep3uje ciuke Ceoba Cpba Ha U3I0KOM
»Murpaiyje y yMETHOCTY — YMETHOCT MUTpanuja’, Koja ce faHaC Halasy y Mpo-

cropujama CuHopa y nmarpujapumuju y beorpany, ofnoxxeHo je 360r noterkoha oxo
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PU3NYHOT IIpece/beba y Benuky cany Case Texenuje y I'anepuju Matune cprcke.
360r Tora je, y LM/by aieKBaTHe CYICTUTYLMje, obe3beheH cructeM Mepujcke mopp-
IIKe KOj¥ je MHOTO BUIe Off IIpeHOCKOolla. AHMMaIVja npoTaronucra ciuuke Ceoba
Cpba n gpyre mojaBe HOBUX Mefiuja y foba 6p3e padyyHapcke obpasie mpopy6ma je
BU3MOM/IHY II0jaBHOCT OIILITENIO3HATE HAIlMOHAa/MHe MKOHe. JlokyMeHTapHU (uim
IpaTy CHUMame CIMUKe U pedIeKCUBHO Oe/leXXu peasiHe aclieKTe pajia Ha IpUIIpe-
MI MaTepujaja Koju CTPEMM TOTAJTHOM MEIMjCKOM JIMHKY Ha JUTMTATHOj OCHOBM.
ITorpeba fa ce yyBeHa cnmka (YMETHMYKO [1e/I0 YOIIIITE) I HA Taj HAYMH JleTepPMU-
HMUIIIE KAO [IeJI0 YMjy HOBM >XMBOT IIOYNIbE y AUTUTAIHO] €py CIIMKA Y CBEOIIIITO]j
TeXHOJIOIIKOj JOMMHALIMjI, ¥IMa CBOjé MeCTO Y CaBpeMeHO] npofykuuju Ianepuje
Matn1ie cpricke IOCTefHBUX feceTak rofuHa (aHuManuja je pag braxa ITomosnha
1 EbeTOBOT TUMA).

Kycroc-ymernuk JJanmno BykcanoBuh npecrap/ba clIoXKeHY UCTOPU]Y CIIU-
ke Ceoba Cpba Ilaje JoBanoBuha. OBO KamuTayHO YMETHUYKO J€/I0 HA M3TIOXKOM
nocseheHoj TeMy MUT'palija Ha/las3!) ce Ha IaHOY NaTPUOTCKUX MKOHA CPIICKOT Ha-
pofia Kao K/by4YHa C/IMKa 33 pasyMeBame MOTVBA I'pabherma HallMOHATHOT IyHKTHU-
pama Tpaguuuje. KoHcTpykunja mopyéuHe oBOr yMETHMYKOT fieIa IpefiCTaB/ba
0301/paH NpOjeKaT U caMocarjefjaBatbe CPICKOT HaIMOHa YHyTap J|BojHe MOHap-
XMje ca HeONXOJHMM OCBPTOM Ha jeflaH Off U3BOPHUX CIy4ajeBa NPUBUIETOBAHOT
Hapofia. Y MpeXXJ HePasrOBETHUX TyMaderba HEOIIXOHUX MCTOPMYECKUX JJOKYMe-
HaTa M KasuBama IOfjjeJHaKO, Ha TParoBMMa yTuIlaja u3Mehy BaTpy BeIMKNX CUIIa,
CPIICKM Hapof je, y IOTpasy 32 HOBUM UJIEHTUTETOM, YCIIEO Jla Ce MO3NLMOHNPA Ha
KYJITYPHOj, HOTUTUYKOj M yMETHNYKOj Many EBporie, y cacBUM APyK4YMjuM KOHCTe-
narujama. CIleT MCTOPUjCKIX OKOMHOCTY 00eIeXNo je CYyAOMHY jeqHe of HajsHa-
YajHMjUX C/IMKA CPIICKe MICTOpUje Koja je, mponasehu kpos untaB XX BeK, ,MUTPHU-
pana” ox beua, ITanuesa no IlIBajuapcke u Hasaf, npeko beorpana u 3arpeba, rye
je ymMHOXeHa kpajeM XIX Beka. MurunraBajyhu XpoHUKY UCIIMCaHY O HEOOUIHOM
nyroBamy cnuke Ceoba Cpba oTBphyje ce unMmeHNIIA ja ce OBa C/IMKA, OCUM LITO
HpecTaB/ba BaXXaH forahaj us cpicke ucropuje, ofIMKyje 1 BeoMa 3aMpIIeHOM
VICTOPMjOM TOKOM ApyTe nojaoBuHe XX BeKa Ha/lMK IPBOpaspeJHOM TPUJIEDY.

Y HemocpenHoj OnusMHM WU3NOXKeHUX mpencraBa/ciuka Ceoba Cpba
[Taje JoBanoBmha, Ha 67aro y3gUIHYTOM IOCTO/BY CMELITEH je 37TaTHU KOBYeT
Keasukusom ca mwiodom M 6u apecition iyciti u macouem 3a LJapciieo Hebecko y
YHYTpalmocTy, ayropa Janmna Bykcanosuha. CaunmeH je of agpBeTa, 00jeH y
LIpBeHy 1 IIaBy 00jy u nosnahen, a Ha MOKJ/IONIY je IJIaBa KyI/la Koja cuMOonusyje

Beckpajuu, mmasy Kpyr. Y mocpebpeHnM u nasypupaHuM OBaTHUM Mefa/bOHUMA



ca CTpaHa Hajla3y ce MMHeapHM IpuKa3 KHesa JIasapa — Kedanodopa. Oum pago-
BUMa ce MeTadOPUIHMM ITyTeM Cyrepulle Kako je 3a foce/beHe Cpbe kuBoT CeTor
Knesa 610 ucro mro u KoBYeT 3aBeTa 3a Vspawple. Y beMy Cy MOHEIN OHO LITO
UM je 6uyo Hajgparouenuje. Ha suny usa Keasuxusoiiia BUCOKO je MO3UIMIOHNPaH
aIIMLMpPaH LPTeX ca ApBOpe3a ca IpeficTaBoM ¢purype KHesa JIasapa Hacrasor 3a
BpeMe Benuke ceobe 1690. ronuse.

»VICTOpMja YOBEYaHCTBA yje[HO IpefiCTaB/ba VICTOPUjy MMUIpanyja’, Ipu-
MeTHO je cBOjeBpeMeHO, cHuMajyhm ¢unm Ha oBy Temy, JKemmmup JKwmnHuk.
[TnardpopMa Memmjcke MHTEPAMCUMIUIMHAPHOCTY IIOTOAYje OBAaKBOM IIPUCTYIY.
ITomohy me je moryhe ymyTuTy 1 HaBecTM 4OBeKa Jja O Ipo6IeMy MUrpanmja Mu-
C/IM BUIIE3HAYHO, KaKo OJ ce OTBOPW/IN U JPYTHU, BeOMa BayKHM KOPUIOPY, jefiiH-
CTBEHM y OOVIbY IOjeAMHAYHMUX M IPYIHUX CyAOMHa — HapaTuBa. IlyTyjyhu oBuM
HOBOHACTA/IMM KOPUIOpMMa/C/TydajeBUMa Ha M3IOXKOM ,Murparnuje y yMeTHOCTH
— yMeTHOCT Murpanuja’ yeuhamMo Kako yMeTHUYKM HOJLYXBAaTH MOTY IIOCTaBUTH
TOBOJ/PHO jaK TeME/b 32 TPajHM TPe3Op CBOjEBPCHOI KYITYPHOT IaTPUMOTU3Ma, Ha-

cneba koje MTeKako MoXKe MOCTYXXUTH TOTOMIMIMA.
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buorpaduje ymeTHuMKa

Ypour IIpenuh je poben y Opnosary 1857. roguse. CTyampao je CIMKapcTBO Ha
AxapieMMju TMKOBHYX yMeTHOCTH Y beuy oz 1876. no 1880. roguHe, y K1acu mpodecopa
Kpuctnjana ['punenkeprna, ncrakHyTor 6e4kor cnukapa. buo je ctumengucra Marturge
cprcke o 1877. mo 1883. ropuHe, a 1879. je mobuo Harpany 6apona I'yHaa 3a Hajoorpu
CTYIEHTCKU paji y yby 3a cnmuky Hagypena gesojuuya xoja ce manac 4yyBa y lanepujn
Marnuue cprcke. Y pogau Oprosar ce Bpatuo 1885, a of 1909. ropuse ce TpajHO Ha-
crauno y Beorpany. IIpBu cBeTcKku par mpoBeo je y usbermuutsy y Kpyuresuy. Yecro
je monasuo y Hosu Cap jep cy ra cnmkapcku IOCIOBM Be3uBaau 3a MaTuiy cprcky. Ha
6e4Koj AKageMyjy TMKOBHUX YMETHOCTH je YCBOjUO HEITPUKOCHOBEHM 6eUKM aKaeMu-
3aM. YIpaBo 3axBa/byjyhm cTuny ,aKafieMcKoOr peanusMa’ CTeKao je BPXYHCKY apup-
Mallyjy U IpU3Hambe y CPICKOj UCTOPUjU YMETHOCTHU. Y HeroBOM M3Y3eTHO 60rarom
C/IMKAPCKOM OITyCy Hajase ce IOPTPEeTH, KaHpP-ClieHe, MCTOPUjCKe KOMIIO3ULIMjE, pe-
MurnosHe komnosuuuje. Pagno je mxonocrace 3a upksy y Hosom beuejy, npaBocnaBry
npkBy y Opnosary, [Ipeo6paxxencky npkBy y IlanueBy u MHore apyre. TokoM cBor #y-
TOT CTBapa/IauKor )KMBOTA OCTA0 je BEPAaH aKaJeMCKMM IIpaBUIMMA U MICTULIAIbY L[pTe-

Xan jaCHOhe KOMHOSI/ILU/Ije, ononeBajth TeXIbaMa CaBpEMEHOT CIMKapCTBa.

En I'pexo (Jomenukoc Teorokomoyrnoc) je poben nsmehy 1537. n 1542. rogune
y Kanpuju, va Kpury, kojoM je Taga Bragana Mierauka peny6nuka. Y nBajeceT gpy-
rOj TOAVHY IOCTAO0 je MAjCcillop yMeiHOCHiu CIuKajyhn mpaBociaBHe MKOHe IIOCTBMU-

3aHTHUjCKe TpajulMje ca YINIMBOM UTanujaHCKe peHecaHce. logune 1567. JJoMmeHMKOC



je 3sayBeK HaIlyCTHO OCTPBO M OTUIIA0 y BeHnenujy, rae je Tpu rofgyuHe Ipoy4aBao BeHe-
LIMjaHCKO PeHEeCAaHCHO C/IMKAPCTBO, HAPOUMTO CTBapanamTso Tunumjana. Ilpen xpurt-
CKVIM C/IMKAapoM 610 je TeXKaK YMETHWYKM IIyT — HAIyIITae MKOHOIINCA 1 CaBIaja-
Balbe IepcreKTuBe, koju he HactaBuTu of 1570. rogune y Pumy. Kao roct (wnu cnyra)
Jomenukoc je 6opaBuo y puMckoj manatu PapHese, MeCTy OKyIUbama CTBapaniara
XyMaHNU3Ma M peHecaHce, Ha KojeM he ce pasBUTM Yy IpaBOr PeHECAHCHOT MajcTopa.
HayxanocT, 1 HaKOH fieceT TOfMHA IMPOBENEHNX Ha AIEHMHCKOM IONTYOCTpPBY, Huje
CTeKao IIpM3HaIbe Koje je CMaTpao fia 3acIyKyje, Te je HamycTtuo Pum u 1577. ropune
orumao y lllnanujy, koja he ocTaTu weros oM fo Kpaja >KMBOTa. TOKOM IIPBUX IOfY-
Ha 6opaBka Hajsehn 6poj mopyn61Ha K06Mja0 je Off LPKBe, MOX MMeHOM JJOMEeHNKO
I'pexo. Mako Huje ycneo fa mocTaHe gBOpcKku cnmkap, En I'pexo je BpemeHOM mpo-
HAallao CBOje MeCTO cobofHOr yMeTHuKa Meby Gorarom knmjentenom Manpupa u
Tonena. Odopmmo je CBOjy CTMKApCKy pajUOHUILY, @ IOTOM ¥ PafMOHNILY 3a U3pafy
O/ITapa, 3aXBajbyjyhu KojuMa je KoHauHO 6110 y MOryhHOCTH Jla cTBapa cBoja Hajpeha

Iena, HonyT uyyBeHe ciauke Caxpana ipoga Opiasa.

Enusa6et JIyus Buske Jle6pen je pobena 1755. rogune y Ilapusy, xao xhepxka
npusHaTor ¢paHiyckor noprpetucte Jlyja Buxea, koju jy je, youaBajyhn men Tane-
HAT, YIYTHUO Y IMKOBHO cTBapanamTso. HakoH oueBe cMpTy Buxe JleGpe je HacTaBu-
71a CBOje CIMKapcKo 06pasoBambe y IPUBATHUM IIKONaMa IpTaba U CIUKamba, ¢ 0031-
POM fia joj Kao XeHU LIKo/moBame Ha KpabeBckoj akapjeMuju Huje 6110 KO3BO/BEHO.
[Tosuuuja y gpyury omoryhuna joj je ma ce passuje y LemeHy CIMKapKy IOpTpeTa
U CTeKHe YaK IoBepewe (ppaHIycke Kpamulie Mapuje AHTOaHeTe, 3a KOjy je ypamu-
7na BenMKu 6poj noprpeta. V36ujame Opanijycke peBonyumje 3a yMETHHUILY je 3HAYUO
IpeKus| )XMBOTA U CTBapama y PpaHIycKoj, Te je y HOITaHCKMM KouujaMa ca khep-
KOM oKTOOpa 1789. rogune noberna us [lapusa. IIppobutHo ce HacTanuna y Uranuju,
I7ie je 6opaBMIa y HEKOMMKO IpajioBa U MOKYIIaBasa ja HACTaBM )KMBOT CTIMYaH OHO-
Me Koju je mmana y ITapusy. 3axBamyjyhu fo6pyum BesaMa 1 MoO3HaHCTBMMA lobMjara
je 6bpojue mopyubuHe, MehyTHM, HAKOH CKOPO TpU TofuHe, 360r HeMoryhHocTH Ha ce
Bparu y Ilapus, otuina je y beu. Kao AnToanernHa moprpeructkuma Bioke Jlebpen
je cpmayHO modekaHa, MehyTum, ofryunna je ja cBOj MyT HacTaBM y apcky Pycujy. ¥
Cankrt Iletep6ypry 1 MockBu je IpoBena ceflaM TOfMHA, CIMKajyhn moprpere pycke
apuCTOKpaTuje U CKyI/bajyhu ¢puHaHCHUjcKa cpefcTBa 3a HoBpaTak y Ilapus, koju joj
je omoryhen tek 1800. ropnHe. Binke JleOpeH je y yMETHUYKMM KPYTOBMMA BaXKua 3a
CNIMKApKy U3pasuTe BEIITIHE KOja KPO3 HOPTPET Ha BEPOJOCTOjaH HAuMH IIPECTaB/ba

JIMK TIOPTPETUCAHOT Al U YHOCHU IOTpebHY caocehajHOCT.
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Mapxk 3axaposuy Illaran je pohen 1887. roguue y Burebcky, xao HajcTapuje
ieTe y CMPOMAIIHO] jeBpejckoj mopoauuu. Ca fBafeceT cefaM pybasba OTUINAO je ¥
Canxrt Iletep6ypr fa ce o6pasyje y mKoIaMa [[pTama 1 CIMKaba, IPEKo KOjUX je YIIo-
3Hao cBoje 6ynyhe Menene, koju cy My omoryhmunu fa ope y ITapus. Op 1910. go 1914.
ropyHe 60paBMo je y ppaHIyCcKOj mpecToHULM Ihe he ,,0TkpuT” MofepHU3aM, oceb-
Ho Ky6msam. IIpen IIpBu cBeTcku par ce BpaTuo y Pycujy n oxeHNo ce cBojoM pyba-
Bu benom Posendenn. HakoH para, 3axsamyjyhn Pyckoj peBonynuju, craryc JeBpeja
ce y Ap>XaBM 3HaTHO Mobosbinao, 3a [llarana moce6Ho jep je o610 MecTO KoMecapa 3a
YMETHOCT y YMTaBOj peruju oko Bute6cka. TamMo je 0CHOBaO YMETHUYKY IIKOJY ¥ JO-
BeO IpU3HATe aBaHTapAHe yMeTHuUKe — JIucuukor u MampeBuda. Mebytum, HakoH He-
CyIJIacUIla OKO yJIOTe KOjy yMeTHOCT Tpeba fja uma y gpywrsy, llaran je 1922. rogu-
He 3ayBeK HamycTuo Pycujy. ®paHIijycka je IoCTana mberos HOBU JioM CBe fo JIpyror
CBETCKOT paTa, Kaja je Mopao ja musberne y CjenumeHe Amepuuke [IpxaBe, rae he
ocratu fo 1948. rogune. Hakon nosparka y ®@pannycky llaran je Beh yBennko 6mo
IpU3HAT ¥ MMO3HAT YMETHUK ca 60raToM M3/laraykoM KapujepoM Kako y Espormn, Tako
n'y Amepunu. ITopepn cmikapcTa 6aB1o ce 1 crieHOTrpadujoM, MIYCTparujoM 1 rpadu-
koM. Mako je ppaHI[ycKOM MOAEPHU3MY AYyroBao rpaheme KoMmosuimje i MIACTUIKO
U3pakaBame, 0COOEHOCT HErOBOT CTBapa/allTBa KpMje ce Y IeroBoj Cy6jeKTUMBHOCTI,
ofabypy MOTHMBA M TeMa M IOTpebM [a yKake Ha HMO3UTUBHY YOIy YMETHOCTM Koja

IpMKa3syje CTambe CBETa, a/ll je UCTOBPEeMEHO U HeH MHTePIIpeTaTop.

Jlyka Kynuh je pohen y Hosom Cany 1981. roguse. [JumioMupao je BajapcTBo
Ha Akaziemuju ymerHoctn y HoBom Cany. On 2006. fo 2018. rogmHe 610 je 3aIOC/IeH y
Myasejy caBpemene ymeTHOCTU BojBosune y HoBom Capy rie je 06aB/bao Bulle pasin-
YYTUX AKTMBHOCTU — OpTaHM3allMja, IPOAYKIMja U peannusanyja IpeKo CTOTUHY [0-
Mahux n MehyHapogHuX M310X6M, pyKoBohemwe MehyHapogHUM ITpOjeKTMa, OpTraHy-
3aIlMOHY U A]MMHUCTPAaTUBHY Noc1oBu My3seja. Ox 2018. rofpmHe je CTaTHO 3aIIOC/IEH Y
T'anepmju Marurie cprcke Ifie o6aBiba IIOCIOBe KOH3epBallMje ¥ pecTaypalnije, OpraHu-
3aljuje 1 IpOAyKUMje U3noxOM u fpyrux jaBHux gorabaja. Kao camoctamuy ymeTHUK
M3J/IaTao je BUIIE IIyTa Y 3eM/bU ¥ MHOCTPAHCTBY Ha IPYIHUM U3N0XKOaMa 1 peannso-

BAaO CaMOCTaJIHe CKY/IIType Yy jaBHOM IpocTopy rpasa Hosor Capa.

Mnapgen Musbanosuh je poben 1981. rogune y 3eHunu. HakoH cpenme mkomne
y Hob6ojy moxabao je Bojuy mkony pesepBHUX 0dULMPa, a IO 3aBPIIETKY BOJHOT POKa
panno je y Kaecapckoj pajiMOHMIM Ha M3pafM HafrpOOHMX CHOMeHMKa. TpeHyTHO
KuBu y bama Jlynu rie npeaje YMeTHOCT HOBUX MefiMja Ha AKaJieMUju YMjeTHOCTU

Yuusepsurera y bama JIyun. CBojy yMeTHMYKY IIPAKCY 3aCHOBAO je Ha KOHI[ENTYaTHOM



IPUCTYIY KOjU IOBOAM Yy IUTakbe CONICTBEHY OKOMMHY U YC/IOBE KMBOTA: C jefjHe CTpa-
He Ha IeTOBY IIPAKCY yTI4e ICKYCTBO OfipacTarba TOKOM paTa U BeroBUX IIOCTIeULa y
YHMUIITEHOj, OCMPOMALIEeHOj, ETHUYIKY ¥ TePUTOPMjaTHO NOJe/beHOj U CII0J/ba N30/I0Ba-
Hoj sembu. C ipyTe cTpaHe je leroo ¢popManHo obpasoBame. [locnmenuiie para, 3Hama
CTedyeHa Y BOjHOj IIKOJIM YMHEe OCHOBHO pe)epeHTHO MO/be HEerOBOT Pajja Kao YMeTHMU-
ka. OJf OCHOBHOT CIMKapCKOT 06pa3oBarma cajia KOMOMHYje HOBOMEUjCKe ¥ KOHILIeTITY-
aJlHe CTpaTeryje y Iy paluCcTUYKL, QHTA)KOBAHY U CYOBEP3MBHM IIPUCTYI CABPEMEHO]
YMeTHOCTU. Y TOM IIPUCTYIIy YMETHOCT Hajuenhe Huje unmb, Beh opybe. Vsnarao je Ha
55. Benenujanckom 6ujenany, 15. Buneo-6ujenany y bycany u HegaBHo Ha 13. bujeHany
y Kawupy, msmeby ocranmx rpymHux wmsmarama. HberoBu caMocTaqHU HACTYIU 1
IIPOjeKTH OM/IV Cy U3JIaTaHY IIMPOM CBeTa Of Kojux ce usnsajajy: MUMOK, Beu (2010);
lanepuja MC, Ibyjopkx (2012); I'anepuja ACB, BymmmmnemTa (2014-2017); Tamepuja
A + A, Benennja (2012); Mysej caBpemeHe ymjeTHOCTM Bama Jlyka (2008); Neue Galerie,
I'pax (2007), Te MEHOrUM ApyruM. [JJOOUTHUK je perMOHATHNX U MehyHapogHIX Harpaja
3a YMETHUYKY IPaKcy, Kao mro cy: ,Harpaga 30. Memopujana Hagexxpa [Tarposuh”
2020, Yauak (Cp6buja); ,White Aphroide Award” 2019, Mapu6op (Cnosenuja); ,Henkel
Art Award” 2009, Beu (Ayctpuja); Harpanga ,,38on0” 2007, SCCA Capajeso (BuX).

Tayc MaxkaueBa je pobena 1983. rogune y MockBy, Ifie ¥ JaHAC )XUBU U PafM.
CB0j yMeTHMYKM M3Pa3 IPOHAIIJIA je KPO3 BUJIE0-YMETHOCT, Ka0 ¥ MHCTAIALje U Iep-
dbopmaHce Koju KPUTUYKY VCIINTYjy IITa Ce JelllaBa Kajla pasniduTe KyIType U Tpa-
aunuje goby y momup jenHa ca gpyrom. Vaxko ogpacna y MockBy, ieHa IIOPORKILA BOJU
nopekxno u3 pernona Kaskasa, [larectana, Te je lbeHa yMeTHMYKA ITPaKca 3aCHOBAaHa Ha
JMMYHMUM Be3aMa ca Jp)KaBaMa IIpe M IIOCTCOBjeTusanmje. Yecto JyXOBUTH, IbeHU pa-
TOBM NOKYIIABajy fIa TECTVMPAjy OTIOPHOCT CIMKa, 0bjeKaTa 1 Tena y JaHAIbeM CBETY.
CMmenum yMeTHUYKMM TofyxBatuma, nonyT ACMP ciia na bujenany y Jlusepnyny unu
Bauga ca Benenujanckor 6mjeHana, yMeTHUIA UCTPaXKyje HeMuKaTHe CIoHe u3Mmeby
UICTOPMj€ YMETHOCTH, MOJUTHKE, IPOIIJIOCTY M CaBpeMeHe KynType. Vsnarana je coje
pafoBe Ha U3/I0>K6aMa IMPOM CBETa, a TocebHO ce ucTu4y: 57. Benennjancko 6ujeHasne
(2017); LUenrap ,,>Kopx Iommupy” (2016); 13. Bujenane y llaurajy (2016); bujenane y
Kwujesy (2015); 4. u 6. bujenane y Mocksu (2011. n 2015); Mysej caBpeMeHe yMeTHO-
ctu y Mocksu (2014); Sharjah 6ujenane y Vjenumwenum Apanckum Emuparnma (2013);
Bujenane y Jlusepnyny (2012) u gpyre.

Pena Pegre n Bragan Jepemnh xuse y beorpany. IbuxoBa ymeTHMYKa npak-
ca ofyxBaTa MHCTajaliMje ¥ MHTepBeHIMje y jaBHOM mpocTopy. Kpos 3ajemHmuxy

npakcy Pena u Brajjan mcTpaxyjy ofHOCe YMETHOCTY U MOMUTHKE, Pa3oTKpuBajyhu
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ropyhe pgpymrseHe mpoTtuBypeuyHocTn. OHM KOPUCTE TeXHUKE Koje je JIAKO Perpo-
AYKOBAaTU U AMCTPUOyMpaTH, MOMyT rpaduke u MITAMIE, Te jefHOCTABHUX MaTepuja-
JIa Kao IITO Cy TeKCTWUI, KAPTOH U ApBO, MHCUCTUPajyhy Ha yIOTpe6HOj BPeLHOCTI U
APYIITBEHO-€KOJIOIIKOj CBECTY CBOT yMETHMYKOTr paja. PasBujajy TpanchopmaruBHe
HOTeHIIjale YMETHOCTH ¥ KOHTEKCTY [PYLITBEHUX 60pOM 11 KPO3 capafiiby C [PYLITBe-
HUM HOKpeTMMa. Msmaranu cy, usmeby ocranor, y: MUAC, Mekcuko Cuty; Brooklyn
Museum, Ibyjopk; Creative Time Summit, Majamu; nGbK, bepnun; Trondelag Senter
for Samtidskunst, Tponpgxajm; My3sej caBpemeHe ymeTHOCTH, Jbyb6pana; MMOMA,
Mocksa; Kubnma, Mapubop; My3sej caBpemeHe ymerHocTy, Ckxombe; Galleria del
Progetto, Mumano; Contemporary Art Center of Thessaloniki, Comnyn; Tallinna
Kunstihoone, Talin; Intercultural Museum, Ocno; 49. u 56. OkTO6apcKM CcanoH,
Beorpanm; Kynrypun nenrap Peny6bnuke Cpbuje, Ilapus; EKKM, Tannn; Autostrada
Biennale, ITpuspen; Kaapelin Gallery u Ateneum Art Museum, Xencuuku; Politics
of Dissonance y okBupy Mauncecra 12, ITanepmo; < rotor >, Grac; Borey Art Center,
Cankr Iletep6ypr; My3sej caBpemene ymetrHocT BojBopuue, Hon Cag; Tirana Art

Lab, Tupana; Mysej Jyrocnasuje, beorpap,.

Cader 3en je pohen 1943. ropune y Poratuiy, y bocuu n Xepuerosunu. Hakon
3aBplIeHe cpefilbe YMjeTHMYKe IKone y CapajeBy, cTyAmje je HactaBuo y beorpamy
rge je 1969. roguHe AuIIoMUpao Ha AKaJeMMju TMKOBHUX YMETHOCTM, a MarucTpu-
pao 1972. roguue. CefaMaeceTVIX TOAMHA IIOCTAO je LeHTPaaHa NMIHOCT TAKO3BAHOT
»loeTckor peanusma’. JKuseo je u paguo y Beorpagy mo 1989. roguse, a moToM ce ca
nopopuioM npecenuo y Capajeo. Kana je u36uo par 1992. roguse, HaIycTuo je fo-
MOBMHY I HACTaHMO ce y YauHama y Viranuju, a 1998. je npyru gom Hamao y Benenuju,
TZie ¥ faHac uMa aresbe. Cader 3er cTBapa IPBEHCTBEHO Y MEIMjy CIMKAPCTBA, LIPTeXa
u rpaduke, 6aBehu ce aKTyenTHUM APYIITBEHNM TeMaMa, YHIUBEP3a/THUM CTPafamiMa
u natiwoM. logune 1994. mpencTaBro je CBoje pafoBe Ha IPBOj CAMOCTATHOj U3TOXOU Y
Wranuju, a of Taja je ¥Mao BUILe OF CTOTMHY U3I0XOU y VTanuju u fpyrum rpagosu-
Mma EBpone, Cjegumennx AMepnukux Jp>xaBa 1 JopgaHa. UaH je 3Ha4ajHUX CTPYKOB-
HUX yApY>Xema mupoM Eppone, meby kojuma je u YIYbuX, a to6utHuk je suure ox 20
Harpaja 1 mpusHama, ykpydyjyhn Oppen 3a yMeTHOCTH 11 KibVDKeBHOCTH Perry6nmke
®pannycke 2007. roguHe u TUTYTy Butesa ymeTHOCTH. PajoBM Cy My 13/105K€HN Y 3Ha-

YajHMM €BPOIICKMM U CBETCKMM TajiepyjaMa, My3€juMa U IPUBAaTHUM KOJIeKjjaMa.

ITaja JoBanoBuh je pohen 1859. ropuue y Bpuiny, rae je ctekao HajpaHmje Io-
yke o npramy. CTyaupao je CIMKapcTBO Ha AKaJeMuju TMKOBHMX YMETHOCTH Y Beuy,

y knacu npodecopa Kpucrujana I'punenkepna (1877-1880), a moToM ce ycaBpLIaBao



y MajCTOPCKOj LIKONMM 3a MCTOPMjCKY Kommosuuujy npodecopa Jleomonma Kapma
Muwuepa, IO3HATOT C/IMKapa OpUMjeHTaIHUX MOTUBa. ¥ MulepoBoj kiacy JoBanoBuh
je mpoBeo Tpu ropuHe, usMehy 1880. u 1883, mTO je IpeCy[HO YTUI[ANIO HA HETOBO
YMETHUYKO 0O/NMKOBambe. JoBaHOBUN je Beh y BpeMe 3aBpUIHUX rOfjMHA CTYAMja TOYEO
Ia mpofaje CBOje C/IUKe, IOCPECTBOM jefHOT 6eUKOr TProBlia YMETHUYKUM [eluMa.
[TpodecnoHamHy cIMKapcKy Kapujepy 3arodeo je Kao BajieceTIeTBOPOTOUIIBAK, jep
Cy ra ycIlecu 1 Harpapie Koje je 0CBOj10, Kao 1 IndHe aMOniuje, yIyTuie y fabi CBET
YMeTHUYKOT TpXXuiuTa. Y mepuony usmehy 1884. u 1939. on je 60paBuo y eBpONCKNM
YMETHUYKUM METpOIoNaMa, Ipe cBera y Jlonmony, Munxeny, Ilapusy u beuy, a ns-
BecHO BpeMe 1 y Byaumnemty, rpagehu nHTepHalMOHaTHY Kapujepy eBpOICKOT aKa-
IeMCKOT C/IMKapa apUCTOKPAaTCKUX Kpyrosa. V3a cebe je ocTaBuo usyseTHo 6orar u
obyman yMeTHn4Kku omyc. CTBapao je y [yXy akafeMCKOT peannsMa y CBUM CIMKap-
CKMM >KaHPOBMMa: IIOPTPET, IIPKBEHO C/IMKAPCTBO, IPEfe0, UCTOPUjCKE KOMIIO3UIINjE,
JKaHp-CIleHe ca TeMaMa M3 HapOJHOT XUBOTA, U Apyro. Iloceban xBamureT kox [laje
JoBaHoBuha IpefcTaB/ba HETOB LPTEX KOju, MCTUUYhM ce aKaleMCKOM HeEIOCpefHO-
why, ogmepeHomhy n npenusHomhy, y npBu IIaH NOCTaB/ba jacHOhY KOMITO3UIIK]e.

TokoM x1BOTa BO6MO je MHOrOOpOjHE CBETCKe HAarpajie 1 Of/INKOBAba.

Hauumno Bykcanosuh je poben 1973. rognne y Combopy. Jummomupao je 1998.
roguHe (rpaduka) u Maructpupao 2005. rogute (Iprexx) Ha AKafeMuju YMETHOCTI Y
Hosom Cagy. Op 2004. roguue 3anocneH je y Iamepuju Matnue cpricke Tie pagu Kao
BUIIY KOH3€PBaTOP-pecTaypaTop yMeTHMYKOT (DOHMA Ha MAanupy. Yu4ecTBOBAo je y pe-
anusanyju 6pojHUX M3NTOKOEHUX MTOCTaBKM M IpojeKata U3 0OMacTy 3alITUTe U Ipe-
3eHTaluje KyaTypHor Hacmeha. [Ipupenno je mpexo megeceT caMOCTATHUX U3TIOXOU OF
1997. ropuHe. Fberosa fena ce Haymase y MHOTMM MY3€jCKUM U NIPUBATHUM 30MpKaMma y
3eMJ/bU ¥ MHOCTPAHCTBY. [Iullle 0 akTye/THNM IOjaBaMa YMeTHUYKe CIleHe U 3aBplIaBa

TOKTOPCKe CTyAuje Ha AKafeMuju ymeTHocTH y HoBOM Cany.
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Ypour IIpenuh
Ceemniu Huxona ciiacasa 6pogonomnuxe, 1932.
yJbe Ha IJIaTHY, 205 X 141,5 cm
lanepuja MaTuue cpncke

Ceemiu Huxona cilacasa Opogonomuuke jegHa je onf perkux IlpegmheBux cimka
MOHyMeHTanHor ¢opmara koja ce uyBa y lanmepuju Martune cpncke. CBern Hukoma, kao
3aIITUTHMK MOpeIIOBAlia M IyTHUKA, OO je YecT MOTUB Y cTBapanamTsy Ypoura [Ipeguha. ¥
OBy CIUKYy ca npefcraBoM Ceeror Hukore y 6ypu yHeo je my67py cMycao. Y IpBOM IUIaHY CIMKe
IIPMKa3a0 je YaMal] ca HaTINCOM 6epd, KOj/ 3aIUbYCKYjy MOPCKM Tajacy, a y KOjeM ce Hajase
IpeACTaBHUIIM YETUPU BEPOMCIIOBECTM, KA0 M HMyTHUIM PasIM4IUTOr JPYLITBEHOT CTaTyca.
VsHan wux mojasbyje ce puUrypa CBeTUTe/ba KOj) Onarocuba MOAUIHYTOM PYKOM M CIlacaBa
nyTHuke. [Topes; yMeTHMYKOT MOTMBA fia mpeacTaByu uyno Ceeror Hukone, ITpenuh je Hacnmkao
U TpeHyTaK Heflahe 00MYHNX /by Y Ha MBUIM KaTacTpode.

Uros Predic¢
Saint Nicholas Rescuing the Shipwrecked, 1932
oil on canvas, 205 x 141.5 cm
The Gallery of Matica Srpska

St. Nicholas Rescuing the Shipwrecked is among the rare works of Uro§ Predi¢ of such
monumental format, kept in the Gallery of Matica Srpska. St. Nicholas, as the protector of sailors
and travelers, was a recurrent motif in the work of Uro$ Predi¢. The artist incorporated a more
profound meaning into this painting with the image of St. Nicholas in the storm. He placed a boat
with the inscription faith in the foreground of the painting, hit by sea waves, with people of four
different religions, as well as travelers of different social status in it. Above them appears the figure
of the saint who blesses the travelers with his hand raised and rescues them. In addition to the
artistic motive to present the miracle of St. Nicholas, Predi¢ also captured a moment of the misery
of ordinary people on the brink of disaster.
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En I'pexo (JJomennkoc Teorokomnoymnoc)
Boiopoguya ymewuitiervka, npyra nonosuna XVI sexa
TeMIlepa Ha gacuy, 103,8 x 106 cm
Cpncka npaBocnaBHa IjpkBa CB. JoBaHa y benkos1y, [laiMaTuHCKa enapxuja

Vxona boiopoguuye ytiewuitiervke u3 1pkse Cperor JosaHa y beHKoBIy y cpICKOj
CTPY4YHOj jaBHOCTM IpummcaHa je cnukapy [lomenmkocy TeoToxomoymocy, Io3HaTujeM Kao
En I'pexo. CniMkapcky 1moveny OBOI KPUTCKOT MKOHOINCIIA IIPENO3HAjy Ce€ Y UKOHM U3 Jpyre
nonosyuHe X VI Beka. LlenTpannu feo KoMIo3uIuje yKasyje Ha IOCTBU3aHTHjCKM MKOHOIUC, TOK
6ouHe clieHe [jajy Ha3HaKe Oynyher penecancHor majcropa. Kpos nokper ¢urypa u gpanepuje,
Kao M Io3ajiHe caMIX CLIeHa, YMeTHMK YHocu ocehame ¢popMme, mpocTopa u nepcrekTuse. Crioj
MCTOKA U 3amajia MmoceGHO ce ornefia y cueHu brarosecty, rje je yMETHUK Ha M3Y3€THO MAsIoj
HOBPIIMHYN MMHYIIMO3HO Hacnukao Tpr Ceeror Mapka u Jly>xieBy nmanary, ogajyhu ytucak ma
je BenyTy BeHenuje Busieo yxuso. bes 0631pa Ha ayTOpCTBO, MKOHA je IpuMep cuMbmose fipa
CBeTa — BU3aHTUjCKOT ¥ peHeCAaHCHOT I Ofipa3 je BpeMeHa y KojeM je [lomennkoc TeoTokomnoynoc
3amodeo cBoje cnukapcko ymehe Ha Kpury.

El Greco (Domenikos Theotokopoulos)
The Virgin of Tenderness, second half of the 16™ c.
tempera on wood, 103.8 x 106 cm
Serbian Orthodox Church of St. John in Benkovac, Eparchy of Dalmatia

Serbian experts in the field attribute the icon The Virgin of Tenderness from the Church
of Saint John in Benkovac to the painter Domenikos Theotokopoulos, better known as El Greco.
The early days of this Cretan icon painter are recognizable in this icon from the second half of
the 16" century. The central portion of the composition indicates post-Byzantine icon painting,
while the scenes on the sides offer hints of a future Renaissance master. Through the movement
of figures and drapery, as well as the backgrounds of the scenes themselves, the icon painter
brings a sense of form, space and perspective. The blend of East and West is particularly visible
in the scene of the Annunciation, where the artist meticulously painted St Mark’s Square and the
Doge’s Palace on a very small surface, giving the impression that he had seen the view of Venice
in person. Irrespective of the authorship, the icon is an example of the symbiosis of the two worlds
- the Byzantine world and the Renaissance one, and it reflects the spirit of the time in which
Domenikos Theotokopoulos developed his painting skills in Crete.
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Majcrop Buxrop
Cipagarve geceill KpUMICKUX mMyyeHuka, 1694.
TeMIlepa Ha JpBeTy, 44,5 X 36,5 cm
lanepuja MaTuue cpncke

Y xonekumju Tamepuje Marume cprcke Hamasyu ce Mamy OpOj YMETHHMYKUX Hela
koja motuuyy u3 XVI u XVII Beka, meby kojuma je u uxona Cilipagarwe geceili Kpuitickux
myuenuxa MajcTopa BuxTopa. OBa HOBO3aBeTHa TeMa HACAMKaHA je Jpyraumje y ofHOCY Ha
TPagVIMOHATHN IHOCTBM3aHTMjCKM CTWI, Ha IITa IpBEHCTBeHO ymyhyjy ambemumhm xoju
nopcehajy Ha peHecaHCHe aMope M IIyTe, a/ll ¥ NIPUKa3 apXUTEKType U IIej3aka y MO3afHIL
Ocum 3n1aTHe N03a/iMHe YMTaBa KOMIO3uLuja nogpebhena je 3amafilbadkoM TMKOBHOM IIOMMAIbY
npocropa. OBaj jeIMHCTBEH CII0j BU3AHTUjCKOT U UTaIMjaHCKOT CIMKAapCTBa jaB/ba ce jom y XVI
BeKy Ha ocTpBy Kpury, y xojeM Ha Nmo4eTKy cBoje yMeTHMYKe Kapujepe cTBapa u JloMmeHuMKoc
Teoroxonoynoc, mosnaruju xao En I'pexo.

Master Vittore
The Beheading of the Ten Cretan Martyrs, 1694
tempera on wood, 44.5 x 36.5 cm
The Gallery of Matica Srpska

The collection of the Gallery of Matica Srpska holds a small number of artworks dating
back to the 16™ and 17" centuries, including the icon The Beheading of the Ten Cretan Martyrs
by Master Vittore. The manner in which this New Testament theme was painted differs from
the traditional post-Byzantine style, which is primarily indicated by the little angels who are
reminiscent of Renaissance cupids, but also by the depiction of architecture and landscape in the
background. Apart from the golden background, the entire composition resembles the Western
artistic perception of space. This unique blend of Byzantine and Italian painting dates back to the
16" century, to the island of Crete, where Domenikos Teotokopoulos, better known as El Greco,
also created art at the beginning of his career.
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JuruTtanHa aHMManuja camke
En I'pexo (JJomennkoc Teorokomnoynoc)
Csettiu atioctiion Jakos, oko 1600.
yibe Ha IIaTHY, 70 X 54 cm
Hosu korneyt, YHusepsuter y Oxcdopny

ITpouwno je nBamecer roguHa of kaja je lomennkoc Teorokonoynoc Hanyctuo Kpur, fa 6u
koHauHo y lImanuju crekao ,,ume” kao [Jomenuko I'pexo. VMaxo Huje ycIeo fja mocTaHe FBOPCKU
cnukap, En T'peko je BpeMeHOM IpoHamIao cBoje MecTo caobopgHor ymerHuka mehy Gorarom
kaujertenioM Magpuna n Tonena. HakoH Buie rogyHa ¢puHaHCKjCKUX IpobreMa odopmiuo je
CBOjy pafiOHMILYy, a IOTOM ¥ PajiMOHUILy 3a M3paAy OlTapa, 3aXBa/byjyhm KojuMa je KOHaYHO
6mo y moryhHocTM fia cTBapa cBOja Haj3HauyajHuja ocTBapema. Meby muMa je n cnuka Ceemu
anocmon Jaxoe y Kojoj ce oryiefa crennuUIHOCT HeroBor crBapanamrsa. [loceban TpeTMaH
CBETJIOCTM M CeHKe, CIOOOTHM IIOTe3! YeTKVUIIOM M eKCIIpecuBHa koMmosniyja ynHe Ex I'pexa
IPETEYOM MOJEPHMX YMETHIKA U jefMHCTBEHNM cnuKapeMm X VI Bexa.

Digital animation of the painting
El Greco (Domenikos Theotokopoulos)
Saint James the Great, ca. 1600
oil on canvas, 70 X 54 cm
New College, University of Oxford

Twenty years have passed since Domenico Teotokopoulos left Crete, to finally gain a “name”
in Spain as Domenico Greco. Although he failed to become a court painter, El Greco eventually
found his place as a freelance artist among the wealthy clientele of Madrid and Toledo. After
several years of financial problems, he formed his own workshop, and later a workshop for making
altars, thanks to which he was finally able to create his most significant artistic achievements.
Among them is the painting of the Holy Apostle James, which reflects the specificity of his work. A
particular treatment of light and shadow, free brush strokes and expressive composition make El
Greco a forerunner of modern artists and a unique painter of the 16th century.
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Enusab6er /lyus Buoke JleGpen
Iopiapein ipouye Citipoiaros ca cunom Anexcangpom, oxko 1800.
y/be Ha IIaTHY, 39 x 35 cm
JIp>xaBHU MYy3ej JIeNX YMETHOCTH ,,IIymkun’, Mockpa

Enusa6er JIyns Biuxe JleGpen mpoBena je TpUHaeCT FOAMHA y U3THAHCTBY 360r PpaHIrycke
pesonynuje. Kao moprpernctkuma Mapuje AHTOaHeTe M (paHIycKe apUCTOKparuje, Oumma
je LemeHa U Yy BUCOKMM JIpYIUTBMMa OHUX Ap)aBa y Kojuma je 6opasBuna. Meby 6pojHOoM
PYCKOM KJIMjeHTelIoM O1a je u cympyra rpoda Anekcanpipa CTporaHosa, IpeficeIHMKa pycKe
Axapemuje. JlebpeH je Ha OBOM, Kao U Ha JJPYTMM CIMYHVMM HOPTPETHMA MajKU Ca HELIOM, Y
BpeMe BEPCKOT CKeNTHUIM3Ma Kpeypasa jacaH MKOHOTpadCKM INOfICeTHMK Ha Boropommiy ca
Xpucrom. ITonyT ayromoprpera ca khepkom, noprper ymyhyje Ha CBeBpeMeHCKY OIpEIHUILY
MajurHCTBa ¥ HeBUHOCTH. [leno ITopinipeini ipogduue Citipoiaros ca cunom Anexcangpom foKasyje
IbeHY HENIPMKOCHOBEHY BEUITMHY Jia KPO3 MOPTpPeT M3pasy JIENOTY >KEHCKOT M Jedjer JIMKa U
yHece moTpebaH eMOTUBHY Hab0j.

Elisabeth Louise Vigée Le Brun
Portrait of the Countess Stroganov with her Son Alexander, ca. 1800
oil on canvas, 39 x 35 cm
The Pushkin State Museum of Fine Arts, Moscow

Elisabeth Louise Vigée Le Brun spent thirteen years in exile due to the French Revolution.
As a portraitist of Marie Antoinette and the French aristocracy, she was respected by high
societies of the countries where she stayed. Her numerous clients included the wife of Count
Alexander Stroganov, chairman of the Russian Academy. In this and other similar portraits of
mothers with children, in a time of religious skepticism, Le Brun created a clear iconographic
reminder of images of the Virgin Mary with Christ. Like her self-portrait with her daughter, this
portrait invokes the timeless premises of motherhood and innocence. Portrait of the Countess
Stroganov with her Son Alexander demonstrates her superior skill of using the portrait as a means
of expressing the female and child’s beauty and adding the necessary emotional charge.






Enusa6et Jlyns Buke Jle6pen
Enusabeitia M3abena Muuweu, 1797.
yJbe Ha IIaTHY, 48,5 X 44,2 cm
Hapopnua ranepuja Cnosennje, Jbybpana

Y 6oraroM cTBapamaimTBy ¢paHIycke ymeTHune Buxe Jlebpen uctude ce usy-
3etaH Opoj medyjux moprpera. TOKOM M3rHaHCTBa y Pycuju, ymMeTHuIa je rpagyia u Heropaia
BeJIMKM KpyT mpujateba Meby Bucokmm cranexxom, mehy xojuma je 6mma u Ypcyna 3amojcka
Mumniey, Hehaka kpapa Ilopcke CranucnaBa [TomaroBckor. VI3 Tor mIogHOT IpHjaTe/bCTBa
HacTao je 1797. rogune moptpeT weHe khepke Enusaber MHuuiuey ca ncom. Jbynky moprper
IeBOjunIie TOBOPM O CIMKapKMHOM yMmehy fja MajcTopcky Ipukake He camMo Qu3N4Ky usrmiep,
Beh 1 KapakTep mopTperucaHe. Y He>KHOM IIPMKa3y yodaBajy ce 6/1a>KeHOCT, CIIOKOjHOCT IIca Y
IedjeM 3arp/bajy U TPeHyTaK UIpe AeBOjuMIle ca IbeHMM HajapaxuM bydumiem. Kpos oBakse
noprpere felie Bioke JleGpeH ce M3[BojiIa Of CBOjUX MYLIKMX KOJIera Kao YMETHUIIA KOja Ha
CYIITM/IAH HA4MH YMe Jla TIpefiCTaBy IICUXOJIOTH]y Jielle.

Elisabeth Louise Vigée Le Brun
Elisabetha Isabella Mniszech, 1797
oil on canvas, 48.5 x 44.2 cm
National Gallery of Slovenia, Ljubljana

The rich opus of French artist Vigée Le Brun includes in particular a large number of
children’s portraits. During her exile in Russia, the artist acquired a wide circle of friends among
the upper class, including Urszula Zamoyska Mniszech, the niece of the Polish King (Stanislaw
Poniatowski). Their friendship resulted in the creation of a portrait of her daughter Elisabetha
Mniszech, with a dog, painted in 1797. The adorable portrait of the girl bears witness to the
painter’s ability to masterfully depict not only the face, but also the character of the portrayed.
This gentle scene captures bliss, the dog’s serenity in the child’s arms and the girl’s play with her
favorite pet. Such portraits of children distinguished Vigée Le Brun from her male counterparts
as an artist capable of subtly depicting children’s psychology.






Mapk 3axaposuy llaran
Kyha y Jbosnu, 1914.
yJbe, TBalll, OJI0BKa Ha Manmpy, 37,3 x 49,2 cm
Ip>xaBHa ranepuja ,I'petjakos”, Mocksa

CrBapamamtBo Mapka Illarama obunayje Temama, 3HakoBMMa M cuMObommMa
ayTobuorpadcke npupoge. /bosHo, MecTo HajjoMak Bure6Gcka, je pOIHO MeCTO Herose Majke,
Kojer ce y Kwusu Moj sxusoii pago npuceha kpo3 mpude o CBOM Jiefiy, yjaluMa, JPYTUM
pobaunma u Mupucy cyuieHe Kpasjbe 11 oBunmje Koxe. lllaran Ha cnmuum Kyha y /bosHu Befpum
6ojama oxxuB/paBa ceharma Ha CIIOKOjHO AETUIHCTBO, a IPBEHCTBEHO HAa MajKy M CBOje TIOPEKJIO.
Ynuue, kyhe 1 npukas cBakogHeBI1le IPefiCTaB/bajy MHTMMHY CBET HeKafia 0e30pI>KHOT Aedaka,
a7ny Cy U IIPO30P ¥ )KUBOT PYCKOT cefa ¢ modyeTka XX Beka.

Marc Zakharovich Chagall
A House in Liozno, 1914
oil, gouache, graphite pencil on paper, 37.3 x 49.2 cm
The State Tretyakov Gallery, Moscow

Marc Chagall’s creation abounds in themes, signs and symbols of an autobiographical
nature. Lyozno, a place near Vitebsk, is his mother’s birthplace, which he recalls fondly in the
book My Life through stories about his grandfather, uncles, other relatives and the smell of dried
cowhide and sheepskin. Using bright colors in the painting A House in Lyozno, Chagall revives
memories of a harmonious childhood, and primarily of his mother and his origins. Streets, houses
and everyday life represent the intimate world of a once carefree boy, but they are also a window
into the life of a Russian village at the beginning of the 20" century.
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Mapk 3axaposuy llaran
Kuwia, ckuna sa ucTouMeny ciuky, 1911.
rBalll, OJI0BKa Ha mmamnupy, 23,7 x 31 cm
IpxaBHa ranepuja ,,Ipetjakos”, Mocksa

Mapk Hlaran je oruiao npsu nyT y [lapus 1910. rogune. Kao ciMkap-MUIpaHT HAcTOjao
je ma ce yromu y QpaHI[yCKO OKpY)Ketbe a/lu U 3, ca Apyre CTpaHe, CTBOPU CBOjCTBEHY YMETHOCT
¥ TIOKa)ke opurnHanHocT. Ce3aHy ¥ KyOMCTUMA [yTOBAO je TeOMETPMjCKM OKBUP CBOjUX CIMKA
U eJIeMeHTe IIACTUYKOr M3pakaBama, alM je Iberoba MHAMBUIYATHOCT OfO/I€Bana CBUM
TEOPUjCKMM TpaHMIaMa, IITO IOKasyje M cKmua 3a cimky Kuwa. JIOMOBUHA, NETUECTBO U
cehama 61N Cy XpaHa 3a CIMKapeBe CHOBE M HerOBY CIMKY. Y KUIIHOj Bedepy, Hajl IpasHUM
yaunaMa rpaja HajiBuja ce QUrypa ca HOXeM U japall, Ka0 peMUHNCLeHIMja Ha BuTte6ck mm
MajuMHO pofHO MecTo JbO3HY Y KojeM je 3aMMIIBao Jja JefMHO CTafo ,y TaMu Hohu [...] momu
macke u onnehe y mpocrop”.

Marc Zakharovich Chagall
Rain, a sketch for the eponymous painting, 1911
gouache, graphite pencil on paper, 23.7 x 31 cm
The State Tretyakov Gallery, Moscow

In 1910, Marc Chagall went to Paris for the first time. As a migrant painter, he attempted
to blend into the French environment, but also to create his own art and demonstrate originality.
He owed the geometric frame of his paintings and elements of plastic expression to Cézanne and
the Cubists, but his individuality resisted all theoretical boundaries, as shown by the sketch for
the painting Rain. Homeland, childhood and memories inspired the painter’s dreams and this
painting. On a rainy evening, a figure with a knife and a goat, hovers over the empty town streets,
reminiscent of Vitebsk or his mother’s birthplace Lyozno, where he pictured his grandfather’s
herd “in the dark of night [...] breaking boards and flying into the open space.”
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Mapk 3axaposny llaran
Jespejun ca ciiabmuxom, mocie 1914.
cyBa urna, n: 33,8 x 44 cm; mr: 18,3 x 24,8 cm
Hapopgum mysej y beorpamy

Younm IIpBor cBetckor para Illaran ce HakoH my>ker 6opaska y ITapusy Bparuo y Pycujy.
Jout je y @paHIiiyckoj cxBaTuo fa 6e3 063mpa Ha MOJEpPHUCTUYKY TMKOBHY je3VK KOjH je YCBOjIO,
He >KeJIM Jia Ce OfjpeKHe CBOj/X KopeHa 1 Haclebha. Y ToMe ra je mojcTakao 1 IOBpaTak y JOMOBMHY.
Ha moprperuma JeBpeja n pabuna, nonyr rpaduke Jespejun ca ciiabmukom, yMETHUK UCTUYe
jeBpejcku cBeT ButeOcka kao BpCTy cUrypHe nyKe. Pab1H je mpuKasaH y TPeHYTKy IpasHOBamba
jeBpejckor ob1yaja CYKOT Kajia ce TOKOM ceflaM faHa noypceha Ha cTpafama jeBpejckor Hapoaa. Y
jeHOj PYLIM AP>KM JIMMYH, a y IPYTOj CTab/bMKY IaaMe Koja ce, y3 CTab/bUKy MUPTe M )KaToCHe
BpOe, MOZHOCH Kao BepCKa KPTBa ¥ KOPUCTU 3a 06pe.

Marc Zakharovich Chagall
A Jew with a Stalk, mocrne 1914.
dry point, sheet: 33.8 x 44 cm; plate: 18.3 x 24.8 cm
National Museum, Belgrade

In 1910, Marc Chagall went to Paris for the first time. As a migrant painter, he attempted
to blend into the French environment, but also to create his own art and demonstrate originality.
He owed the geometric frame of his paintings and elements of plastic expression to Cézanne and
the Cubists, but his individuality resisted all theoretical boundaries, as shown by the sketch for
the painting Rain. Homeland, childhood and memories inspired the painter’s dreams and this
painting. On a rainy evening, a figure with a knife and a goat, hovers over the empty town streets,
reminiscent of Vitebsk or his mother’s birthplace Lyozno, where he pictured his grandfather’s
herd “in the dark of night [...] breaking boards and flying into the open space.”
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Mapxk 3axaposuy llaran
Yosex ca maukom u sceHa ca geiieitiom, 1914.
TyLI Ha anupy, 22,3 X 17,2 cm
I pxxaBHa ranepuja ,,IpetjakoB”, Mockpa

IIpBu cBeTCKM par je jeBpejckoM Hapony y Pycmju moneo pmopmathHe Hemahe. IIlaranm o
TOMe MIIle Y CBOjoj ayTobuorpaduju: ,CBaky Heycllex apMuje 610 je 3a mbeHOT 1ieda, BeTMKOT
kHe3a Huxonaja Hukonajesnya, usrosop ga ontyxu Jespeje. TIpoTepajre ux 3a 24 yvaca. Vnn
ux crpemajre. Vinm u jemHo m ppyro ucroppemeHo.’” Bojcka ce mpubnmxasana, a ICTOBpeMEHO
ce jeBpejcko CTaHOBHUILITBO yAa/baBalo, Hanyirajyhu rpapose u npearpaba. XKeneo cam na
VX TIpeHeceM Ha MOjUM C/IMKaMa, fla MX foBefieM y curypHoct.” Jleno Yosek ca maukom u xena
ca geilieifiom BU3YEITHUM je3MKOM, OLITPUM LIPTEXOM U BeTMYMHOM (pUrypa yIpaBo ykasyje Ha
OJJHOC YMETHMKa IIpeMa CypoBOj peanHocTu 1914. ropune.

Marc Zakharovich Chagall
Man with a Cat and Woman with a Child, 1914
ink on paper, 22.3 x 17.2 cm
The State Tretyakov Gallery, Moscow

World War I brought additional difficulties for the Jewish people in Russia. Chagall wrote
about it in his autobiography: “Each setback to the Army was an excuse for its chief, the Grand
Duke Nicholas Nicolaevitch, to blame the Jews. ‘Get them all out in twenty-four hours. Or have
them shot. Or both at once!” The army advanced, and as they advanced, the Jewish population
retreated, abandoning towns and villages. I wanted to carry them in my paintings, to bring them
to safety.” Man with a Cat and Woman with a Child with its visual expression, sharp drawing and
the size of the figures indicates the artist’s attitude towards the harsh reality of 1914.
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Mapk 3axaposuy llaran
Hosxcap y ceny, 1922.
cyBa urnia, i: 41,5 x 32,2 cm; mr: 17,6 x 30,7 cm
Hapopuu mysej y beorpanpy

[aran je 1922. roguae HamycTno Pycujy saysek. Vcre roguHe je, BEpOBaTHO ca TOPKOM
HOCTa/IIMjoM, 3alodeo Mucame ayrobuorpaduje cBoje mmagoctu Moj swusoiti. Cehame Ha
XUBOT y Butebcky u setumcrso Illaran je oxuBeo u kpo3 nucany ped. Kiury je nnycrposao ca
HEKOJIMKO JleceTVHa CLieHa U I0XKMBJbaja, Meby Kojuma je u rpacduka Ioxap y ceny, npucehajyhu
ce jemHOr JlaHa KaJja je Hedauko Kylame y JIBUHY IpeKMHYO II0Xap: ,YHAOKOJI0, MUpaH Ipaf.
MieyHo He60, IIaBOLPHKACTO, IJIaB/be Ha JIeBOj CTPaHM, pacuIla Of03ro HebecKy Omaropar.
OpjenHoM, ca CyIIpOTHe CTpaHe, M3HaJ, KpoBa CMHArore Avbke ce M. [...] Barpa ce pacmamcaa
ca cBUX cTpaHa. Beh je nona He6a y mimaMeny |[...] CBe ce yckoMeInano — /byAu, KOBbM, HAMELITa].
Kpuun, nosusu, rymbame [...] Ilpen Beue, memeM ce Ha KpOB 1a 6ux 60/be MOCMATPAO M3TOPeNn
rpaj. CBe ce pumy, noMy, pymn. Ty>xaH u ymopaH, Bpahawm ce y kyhy.”

Marc Zakharovich Chagall
Fire in the Village, 1922
dry point, sheet: 41.5 x 32. cm; plate: 17.6 x 30.7 cm
National Museum, Belgrade

In 1922, Chagall left Russia for good. In the same year, probably filled with bitter nostalgia,
he started writing his autobiography, My Life. Chagall used words as well to revive the memory
of life in Vitebsk and his childhood. He illustrated the book with several dozen scenes and
experiences, including the graphic Fire in the Village, recalling the day when fire interrupted his
childhood swimming in the Western Dvina: “Around me the peaceful town. The milky sky, dark
blue, is a little bluer to the left and from above glows a heavenly grace. Suddenly, from the opposite
side, smoke rises above the roof of the synagogue. [...] Flames are bursting out on every side.
Already half the sky is covered with smoke [...] Everyone and everything is in motion - people,
horses, furniture. Cries, screams, commotion [...] In the evening, I climb up to the roof to get a
better look at the charred town. Everything engulfed in smoke, crumbling, collapsing. Sad and
tired, I return to the house.”
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Mapxk 3axaposuy llaran
IIpegipahe Buiiie6cka, cKuua 3a CIuKy, 1914.
aKBapesl, OJI0BKa Ha Imanupy, 23 x 33,6 cm
I pxaBHa ranepuja ,,IpetjakoB”, MockBa

Hocehn ca cobom nckycrso [Tapusa, lllaran kao fa no noBparky y Bute6ck oTkpuBa Heku
HOBI CBeT. POHU rpaj IOCTaje MO30pHMI]A HECTBAPHMX 30MBama KaKBa je M CKUIA 3a CIIMUKY
Ilpegipahe Buitieocka. OH cnuka crapor JeBpejuna ca Bpehom Ha nehuma kako nebpm msHap
KpOBOBa HamylTeHux Kyha rpafa, mosusajyhu ce Ha cTapy jupuin uspas o Ipocjaky Koju ume
o7} BpaTa JIo BpaTa OJHOCHO ,,X0fa IIpeko Kyha”. OBaj mrycrpoBanu nyurtar omoryhmo je Illaramy
la TpaHCOpMMIIe MHAYe HATYPATUCTUYKM NIPUKA3aHY 3MMCKY ClieHy Butebcka y HafjpeamHy
KOMIIO3ULINjY.

Marc Zakharovich Chagall
Outskirts of Vitebsk. A sketch for the painting, 1914
watercolour, graphite, pencil on paper, 23 x 33.6 cm
The State Tretyakov Gallery, Moscow

Bringing back with him the experiences gained in Paris, Chagall seemed to discover a
whole new world upon his return to Vitebsk. His hometown became a stage for surreal events,
just like his sketch for the painting Outskirts of Vitebsk. He painted an old Jewish man with a
sack on his back, hovering above the roofs of abandoned houses in the town, referencing an old
Yiddish saying about a beggar who goes door to door or “walks across houses”. This illustrated
quote enabled Chagall to transform the otherwise naturalistic winter scenery of Vitebsk into a
surreal composition.
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Mapxk 3axaposuu llaran
Cemax u xpasa, 1926/1927.
TeMIIEPA U IBalll Ha manmpy, 49 x 65 cm
Hapopnan mysej y beorpagy

Hakon mto ce Hactanmo y ®panuyckoj, 1926. u 1927. ropuny Illaran je mposeo Ha jyry
3eMJbe, Koju he KacHuje MOCTAaTM M HEroBO TPajHO ofpemmiite. Tamo je Ha mosuB AM6Oposa
Bonapa, uyBeHor rajepucre u Tprobua yMETHMHAMA, 3aII04€0 CIMKAIbE OKO TPULIECET Jena y
rBaIly Kao mnycrpanuje 3a Jlapourenose bacue. Cuka Cemwak u kpasa ¢ jefHe CTpaHe IIpUITafia
TOj Cepuju pajoBa, ajy ca Jipyre Ipus3KBa y caukapeBa cehamwa Mmagoct u xuBot y Pycuju,
KOjy LUTMpa KPO3 YMTAaBO CBoje cTBapanamTso. 3a Illarana je meroBo crBapajaliTBO NUTambe
UIEHTUTEeTCKOT U3pasa, U TO cauKapa-mMurpanrta y @panuyckoj, pyckor JespejuHa y Esponn.
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Marc Zakharovich Chagall

A Man and a Cow, 1926/1927
tempera and gouache on paper, 49 x 65 cm

National Museum, Belgrade

Having settled in France, Chagall spent 1926 and 1927 in the south of the country, which
would later become his permanent place of residence. There, at the invitation of Ambroise Vollard,
a well-known gallery owner and art dealer, he began painting some thirty works in gouache as
illustrations for La Fontaine’s Fables. The painting A Man and a Cow, on the one hand, is part
of that series of works, but on the other, it evokes the painter’s memories of youth and life in
Russia, which he quoted throughout his entire artistic creation. For Chagall, his work is a matter
of expression of identity, the one of a migrant painter in France, a Russian Jew in Europe.
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Jlyka Kymuh
Ogpasu, 2022.
IPOCTOpPHA MHCTA/IALN]jA
Jby6asnoihy ymerHmKa

ITpocTopna mHcranauuja Ogpasu, HacTana y capajiby ca KibVDKEBHMIIOM BuroMupkom
Tpebosam, mpencraBba YMETHUYKY Pafi Koju ce 6aBu (CyOjeKTMBHOM) IIO3VMIMjOM HOjeiUHIIA Y
OHOCY Ha ApyLITBeHM (peHOMEeH MUTpaluja U CysoyHe MurpaHara. Paj ce cacToju Off IIUTKOT
6a3eHa ca CTBAPHOM BOJOM I MUC/IM IITaMIIaHUX Ha MaMQIeTy ¥ UCIMCAaHUX Ha 3ufoBuMa. Boxa
IpeJficTaB/ba IPUPOJHY €leMeHT 1 M3BOP >KMBOTA, ajll je YeCTO ¥ Y3POK YOBEKOBOT CTpajiama
— MOTOTOBO Y KOHTEKCTY ONAaCHUX ITyTeBa KOju MUI'PAaHTU Iponase. PparMeHTH yMeTHNYKO-
¢dunosodckux Mycnu nonyhenn nybnuuy npepcTasbajy ofipase mojMoBa (peHoMeHa Murparyje
HOIyT CTpaxa, HepasyMeBama, IIaTike, (OACYCTBA) eMIIaTHje, MOCHTUTETa, IpPEXNB/baBalba,
IyTOBama, JOK pedrekcuje CBETIOCTM Off BOAEHE IOBpIIMHE HAMHAMU3YjY IPOCTOPHY
VHCTA/IAINjy U TI0javyaBajy CMMOOMIYKY MojaM ofpasa. Lu/b yMeTHIYKOT pajia je Ja IofiCTaKHe
IyONMVKY Jia pasMUIIba 0 GeHOMEHY MUTPAIyja M MUTPAHTVIMA, a/IU ¥ O OIFOBOPHOCTY HAC KOjI
HJICMO JJMPEKTHO IoroheHy oBoM APYIITBEHOM KPM30M, KAa0 ¥ O HAUMHY Ha KOjU Ce, CTaB/beHN
Ha VICIINT JBY/ICKOCTY, OGHOCUMO IIpeMa OBOM IPYIITBEHOM IIPOobIeMy.

Luka Kuli¢
Reflections, 2022
space installation

Courtesy of the artist

The spatial installation Reflections, created in collaboration with writer Vitomirka Trebovac,
represents an artwork which addresses the (subjective) position of an individual in relation to the
social phenomenon of migrations and the fates of migrants. The piece is comprised of a shallow
pool filled with actual water and fragments of ideas printed on a pamphlet and inscribed on the
walls. Water represents an element of nature and the source of life, but oftentimes the cause of
human suffering as well - particularly in the context of dangerous routes traversed by migrants.
The fragments of artistic and philosophical ideas, presented to the audience, are reflections of
notions related to the migration phenomena, such as fear, misunderstanding, suffering, (lack
of) empathy, identity, survival, travel, while reflections of light on the surface of the water add
dynamics to the spatial installation and intensify the symbolic notion of reflection. The aim of this
artwork is to stimulate the audience to contemplate the phenomenon of migrations and migrants,
but also to reflect on the responsibility of those of us who have not been directly affected by this
social crisis, as well as on the way we treat this social issue while our compassion is being put to
the test.
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Mnagen Mupanosuh
Hugaxitiuuxu 3ug, 2019-2021.
MHCTaJIallMja, IpaBUPaHU IPTEX Ha MepMepy, 00jeKTH, IpUpPyYHIIIN
Jby6asHomhy ymeTHMKa

IIpojexar JJugaximiuuxu 3ug Mnagena MwnpaHoBuha je cyb6Bep3auBHa o00pa3oBHa
MHCTananuja Koja ce 6aBu MpoOIeMaTMKOM MUTpaHaTa, U30erninia, pace/beHux 1 anatpuja u
notremkohaMa ca Kojuma ce cycpehy IpuimkoM KpeTama Ka Ke/beHoj reorpadckoj fecTMHaLUjIL.
OBo je aHra)xoBaHM CKYII WICTpallMja Koje ce AupeKTHO oOpahajy oHMMa KoOjyu IOKyIIaBajy
Ha ,Mlerajan’ HauuMH fAa npeby ApxaBHe rpaHmile Kako OM JOLIIM Y CBOjy ,3€M/by CHOBA .
Jugakimiuuku 3ug je CBOjeBPCHO YIIyTCTBO O TOMe KaKo Jia ce mpeBasuly nmpupopHe 1 Bemrayke
6apujepe Ha Koje ,,0c06a y TOKpeTy” MOXKe Hauhi.
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Mladen Miljanovi¢
Didactic Wall, 2019-2021
intallation, engrawed draving on marble, handbooks, ready made
Courtesy of the artist

The project Didactic Wall by Mladen Miljanovi¢ is a subversive educational installation
which addresses the issues of migrants, refugees, displaced and stateless persons, and the
difficulties they encounter as they advance toward their desired geographical destination. It is
a socially engaged set of illustrations which speak directly to those who are trying to cross state
borders “illegally” in order to reach their “land of dreams”. Didactic Wall is an instruction of sorts
on how to overcome natural and man-made barriers that a “person on the move” may encounter.






Tayc MakayeBa
Bauga, 2017.
BUJIe0-JOKyMeHTall1ja IephopMaHca, KOIop, 3ByK,
15 muH. 31 cek.
Jby6asHomhy ymeTHM1IE

Bauga je Bupeo-cHuUMak IepopMaHCa KOjU ce CBAaKOZHEBHO pealu3oBa0 TOKOM
57. Benenjujanckor 6ujenana (2017) Ha OTBOPEHOM JaZpaHCKOM MOPY, IZie je HeKOIMUKo n3Bobhaua
Tpebaso fja ce I0jaBM M HeCTaHe IO IPEBPHYTHUM YaMIleM, ITpeBeseHnM 13 Kacmujckor Mopa
y Harectany Ha oTBOpeHO Mope Mcmpef Benenujancke maryse. Paj je HacTao m3 6pojHMX
pasroBopa Koje je yMeTHHUIA Bogua ca pubapuma koju >xuse y ceny Crapu Tepek y Jarecrany
u pubapuma Ha Kacnujckom Mopy. MOTUB Koji ce IIOHAaB/bao y IUXOBUM IIpUYaMa je pU3KK Ja
ce usrybe Ha MOpy U Jia UX HUKaja He npoHaby. Pan je ompas KpXKOCTH JbyACKUX XUBOTA KOjU
ce 6ope 3a OICTaHAK, IPOTUB eKOHOMCKUX U IPUPOJHUX CHIa. Y MCTO BpeMe, OH MpeACTaB/ba
KOMEHTAp Ha OYeK!Bama I IIOHalllambe MyOnuke Benennjanckor 6ujenana.

Cuenapno: Tum Edenc; ussohaun: 3y6anp IlaBarkanos, Aprem Kpynus; rnacosu: Engu @unpn, Mannen
Bore Jlenakas, Je6opa Ilupcon; 3Byunnu 3anuc: Llon EjBpu; ausaju sByka: Anexcangep Kokmos; mpopykumja:
Manuka Anuepa, Jammnua BanmeBa; mcTpakuBame: Manuka AjueBa; IpeBOJ Ha eHINeCKM jesuk: EmeHa
I'masejkuna; Texct: Cunsuja ®pandeckunu. PeannszoBaHo 3a 57. BeHeumjaHcko 6ujeHase, IPORYKIHUjy Cy
noppxxanu Gazprombank u Art Finance.

Taus Makhacheva
Baida, 2017
fictional video documentation of performance,
colour, sound, 15 min. 31 sec.
Courtesy of the artist

Baida is a video of the performance that was to take place daily during the 57" Venice
Biennale (2017) in the open waters of the Adriatic Sea, where several performers were supposed
to appear and disappear on a capsized boat transported from the Caspian Sea of Dagestan to
the open sea in front of the Venice Lagoon. The work evolved from multiple conversations that
the artist had had with various fishermen living in the village of Starii Terek in Dagestan and
working on the Caspian Sea. A recurrent motif in their stories is the risk of being lost at sea
and never being found. The work reflects on the precarity of human lives struggling for survival,
against overwhelming economic and natural forces, while simultaneously commenting on the
expectations and behavior of biennial visitors.

Script: Tim Etchells; performers: Zubair Dzhavatkhanov, Artem Krupin; voices: Andy Field, Madeleine
Botet de Lacaze, Deborah Pearson; sound recording: John Avery; sound design: Alexander Khokhlov;
production: Malika Alieva, Jamilya Valieva; research: Malika Alieva; translation in English: Elena Glazeykina;
text: Silvia Franceschini. Commissioned by the 57 Venice Biennale, production supported by Gazprombank
and Art Finance



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




Pena Pepjte nu Bragau Jepemuh
Pasipanuuerve, 2022.
aKPWINK Ha TEKCTUITY, pa3/M4yuTe JUMEH3Nje
Jby6asnoihy ymerHMKa

3ajepunuka gpxaBa COP JyrocmaBuja je mpecrana ja IIOCTOjU HeBeleceTUX TOAUHA
IBaJeceTOr BeKa Kpo3 paTHa AejcTBa KOja Cy NMPUCWIINIIA BeIMKU OpOj /by Ha M30eTIUIITBO.
TeputopujanHo pasrpaHuYeRe je ca COOOM [JOHEIO MHCTUTYLMOHANIHY IPUHYAY Koja je Jennia
Jby[ie Ha c1oboHe U 3apo6/beHe, Ha II0XKe/bHO U HEIIOXKe/bHO CTaHOBHMIITBO. Ha koMmosunmjama
npeosnabyje eneMeHar >ku4aHe orpaje Koju pasrpaHMdYaBa U CIIyTaBa jbyhe. Y CYNPOTHOCTU
ca IIOJINTMKOM paTa CTajao je MUPOBHM IIOKpeT KOjU je KpO3 CycpeTe M CONUAApHE Mpexe
HOJpLIKe yCIIeBao Jja Ipesasube rpannie u npexuHe xxuny. Kommnosunmnja ykasyje Ha Tparenujy
n36erMIITBa a1 Ha MOTYhHOCT IpeBasuiaxera 6ecioMOhHOCTY Kpo3 60pOY 11 CONMMAAPHOCT.
Hoga cepmja npmsopa Ha TeKCTUNIMMA Pa3ANYUTAX AMMEH3Mja U3TI0KeHM y lanepuju Marune
CpIIcKe HacTasa je 2022. rogyHe Ha OCHOBY MHTepBeHLMje Ha 3ujy Myseja Jyrocnasuje y ckiony
usnoxo6e ,J/leBefecere. Peunuk murpanuja’.

Rena Ridle & Vladan Jeremi¢
Delimitation, 2022
Acrylic on textiles, different dimensions
Courtesy of the artists

The federation of SFR Yugoslavia ceased to exist in the 1990s due to war conflicts that forced
a large number of people into exile. Territorial delimitation brought institutional oppression,
dividing people into those who were free and those in captivity, into acceptable and unacceptable
ones. The predominant element of the compositions is a wire fence which separates and restrains
people. Against the politics of war stood a peace movement which managed to cross borders and
cut the wire through instances of coming together and the solidarity of support networks. The
composition points to the tragedy suffered by refugees, but also to the possibility of overcoming
helplessness by fighting and standing together. A new series of scenes on textiles of various
dimensions, displayed in the Gallery of Matica Srpska, was created in 2022 as an intervention
on the wall of the Museum of Yugoslavia, as part of the exhibition "The Nineties: A Glossary of
Migrations”.
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Cader 3en
MonunTux bpog, 2017-2019.
u3 nuknyca ,,Erzonyc”
TeMIIEpa Ha Manupy u naatHy, 340 x 1.100 cm
Jby6asnomhy ymMmeTHNKa

Cader 3en je OCBETMO TPMHAECT CIMKA AICYPAY paTa M TYXHOj CyAOMHM MUTIpaHaTa
XXI Beka y LMKITyCY pajioBa IO HasuBOM ,,Ersonyc”. Mehy oBuM frennma Hamasm ce M HOMMITUX
Bpog xoju y cBojoj cymtunu pedepulie Ha 4yBeHy cnuky Teopmopa XKepukoa Ciinas megysa,
YMETHUYKY JOKYMEHT CTpaBUYHOT Opogonoma ¢ modetka XIX Bexa. OBa MOHyMeHTa/IHa CIMKa
CBOjOM BE/IMYMHOM U VIMIIO3aHTHOM KOMIIO3MLMjOM pyliu Gapujepy usMehy mocmarpaua u
JIMKOBa, Kpeupajyhu fpaMaTU4Hy U YBep/bUBY NPEACTaBy TELIKUX CyAOMHA MUIpaHaTa IIpef
KOjOM je TemIKOo ocTaTyu paBHopymaH. Kako HaBopm Kycrockuma Husec MapBMH ,,Jbyfcke
¢durype csojoM myxoBHouhy u (MU3MIKOM II0jaBOM BENMYAHCTBEHO KOHTPONMIIY LETIOKYIIHY
HOBPIINHY CIMKe U, YIPKOC HUXOBOj CYPOBOj CyAOMHM, HEMOOEAMBY CY ¥ CBOjOj XYMAaHOCTH U
MUPHO YIIpaB/bajy 3eMa/bckoM cpepom™.

Safet Zec
Boat polyptych, 2017-2019
from “Exodus” cycle of paintings
tempera on paper and canvas, 340 x 1 100 cm
Courtesy of the artist

Safet Zec dedicated thirteen paintings to the absurdity of war and the sad fate of 21
century migrants in a cycle of works titled “Exodus”. Among these works we find the polyptych
Boat, which, in its essence, alludes to the famous painting by Théodore Géricault, The Raft of the
Medusa, an artistic document attesting to a horrific shipwreck from the beginning of the 19
century. The colossal size and fascinating composition of this monumental painting breaks down
the barrier between observers and characters, thus creating a dramatic and convincing depiction
of the difficult fates of migrants, leaving no one indifferent. In the words of curator Nives Marvin,
“human figures, with their spirituality and physical appearance, spectacularly dominate the entire
surface of the painting and, despite their cruel destiny, remain invincible in their compassion as
they peacefully rule the planet™.
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ITaja JoBanoBuh
Ceoba Cpba, 1896.
y/be Ha I/IaTHy, 127 X 190,5 cm
Hapopuu mysej [Tanueso

Cnuka Ceoba Cpba, xao yMeTHUYKa MHTepIIpeTaljyja BaKHOT pgorabaja y cprckoj
UCTOpuMju, HapydeHa je of Ilaje JoanoBuha 3a Munenujymcky usnoxo6y y byaumnermru 1896.
ropuHe, noBofoM 1000-ropmmmsune Mahapcke gpxxaBHocTH. IIpBOOMTHO YMETHNKOBO pellehe
HUje HaylIo Ha ofoOpeme nmarpujapxa [eopruja bpankosuha, Te je yMeTHMK IIpenpaBKo ferno,
MebhyTum 360T HeZOBO/PHO BpeMeHa C/IMKa HUKajla HUje IpeficTaB/beHa Ha U3NIOXKOM. Y 0BOj
npBo6uTHOj 3amucnu JoBanosuh je Benuky ceoby mpepcraBno kao 36er Cpba, ykmydyjyhn
JKeHe, Jlelly U cTajja oBalla M CTOKe IIOJ HajleToM U pernpecujoM Typaka kpajem XVII Beka.
Taxkobe, mojegyHe TMYHOCTU Ha CIMLU: pameHM 40baHMH, UsIIel narpujapxa YapHojesuha u
Vcanje Hakosuha, feyaka Koju BoaM Komba, MoHacTepmje Ha KOBbY, Ka0 I HEKOIUKO JieTasba y
HO3aJVIHY Pas/INIUTH Cy Y OBHOCY Ha IIPBY Bep3ujy, Behux fumensuja.

Paja Jovanovi¢
Migration of the Serbs, 1896
oil on canvas, 127 x 190.5 cm
National Museum in Pancéevo

The painting Migration of the Serbs, as an artistic interpretation of an important event
in Serbian history, was commissioned from Paja Jovanovi¢ for the Millennium Exhibition in
Budapest in 1896, on the occasion of the 1000 anniversary of Hungarian statehood. The artist’s
initial design was not approved by Patriarch Georgije Brankovi¢, requiring the artist to amend it;
however, due to the lack of time, the painting was never displayed at the exhibition. In the original
version of the painting, Jovanovi¢ depicted the Great Migration as an escape of Serbs, including
women, children and flocks of sheep from the Turkish onslaught and repression at the end of 17
century. Moreover, certain characters, such as the wounded shepherd, the appearance of Patriarch
Carnojevi¢ and Isaija Dakovi¢, the young guide leading the Patriarch’s horse, Monasterlija on
horseback, as well as several background details are different from the original, larger version.
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ITaja JoBanosuh
Ceoba Cpba, 1908.
xpomonuTorpaduja Ha manupy, 63.5 x 94 cm
Konekunja noponuue I. Jopanosuha

Beposatno Beh ucre 1896. ronune tprosau Iletap Hukonuh us 3arpe6a otkymnuo je oz ITaje
JoBaHoBuha npaBo Ha yMHOXaBamwe cinke Ceoba Cpoa. Tako cy HacTamy rpadmIKy OTUCIY T3B.
onneorpaduje, 6all OHe Bep3Mje ca HACIMKAHOM KEHOM Ca JeTeTOM Ha KOBY U 3aIIpEroM ca CTaloM
oBalla Ha JeCHOj CTpaHM IUIaTHA. 3axBapyjyhu 6p3oj u nakoj uspajy, Kao ¥ IPUCTYNAYHOCTU
rpacduke, 0Baj BU3ye/IHN IIPUKa3 UCTOPUjCKOT forabaja mocTao je HezaoOMMIa3aH fEKOp HOMOBA
kpajem XIX u npse nmonosuHe XX Beka. Y TOM TPeHYTKY HajpelpoOjyKOBaHMje YMETHMYKO
Te/o CPIICKe YMETHOCTY HOCTAJIO je ,,HelpyMeTaH [le0 CBaKOJHeBMIle, IIPeTBapajyhn ce Tako y
npo¢aHy NaTPUOTCKY MKOHY.

Paja Jovanovic
Migration of the Serbs, 1908
chromolithography, 63,5 x 94 cm
Collection of the G. Jovanovi¢ family

Most probably as early as in 1896, merchant Petar Nikoli¢ from Zagreb bought the
reproduction rights for the painting Migration of the Serbs from Paja Jovanovi¢. That is how the
graphic prints, the so-called oleographs of the version which included a woman with a child on
a horse and a wagon with a flock of sheep on the right-hand side of the canvas, were created.
Thanks to the quick and easy manufacturing process, as well as the accessibility of graphics, this
visual presentation of the historical event became a staple decorating item in homes of the late 19"
and the first half of the 20" century. At that moment, the most reproduced artwork of Serbian art
became an “unobtrusive” part of everyday life, thus turning into a profane patriotic icon.
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ITaja JoBanosuh
Josan Monacitiepnuja Ha Koy, 0KO 1896.
CTyAMja KowaHMKa 3a cnuky Ceoba Cpba
TYLI, OJIOBKA U Celyja Ha manupy, 49 x 39,5 cm
Konexnuja nopopune ITonosuh

Y 3aocraBmruHu Ilaje JoBamosuha cauyBaHe cy OpojHe CKulle M LIPTEXU 3a CIMKY
Ceo6a Cpba xoju ToBOpe O BEIMKOM TPYRY Hay4HMYKe MOcBeheHOCTH, KOjU €y MOIMIU CIIUKapy
Ia mpyke oxpabpyjyhu MaTepujan 3a BepOROCTOjHY M3pajy MOHYMEHTaJIHOI IUIaTHa. IlomyT
ucropuorpada, Joanosuh je Mopao M3HOBa Jja ce ynosHa ca ayreHTuyHomhy porabaja koju
je Tpebano ma mpencraBu. O6mnasuo je ceetume Ppylike rope un y3 nmomoh apxumaHApuTa u
ucropudapa VMnapuona PyBapiia 6enexxno, pTao 1 cakymbao noTpebaH MaTepujal. JefaH of
TUX LIpTeXa je JoBaH MoHacTep/ja Ha KOy, KOji IIPe[CTaB/ba IPUIIPEMHY CKUITY 32 KOBbaHMKA
U3BeJIeHOT Ha IIPBOj Bep3uju ypaHe civke Ceoba Cpoa us 1896. roguHe.

Paja Jovanovic
Jovan Monastetlija on the horse, ca. 1896
study of the cavalryman for the painting Migration of the Serbs
ink, pen and sepia on paper, 49 x 39.5 cm
Collection of the Popovi¢ family

Numerous sketches and drawings for the painting Migration of the Serbs have been
preserved as part of the legacy of Paja Jovanovi¢, and they bear witness to the immense effort and
dedication typical of a scientist which was able provide the painter with encouraging material
for the credible creation of the monumental painting. Just like a historian, Jovanovi¢ needed to
reacquaint himself with the authenticity of the event he was to depict. He visited the monasteries
of Fruska Gora and, assisted by Archimandrite and historian Ilarion Ruvarac, took notes,
made sketches and collected the necessary materials. One of such drawings is the one of Jovan
Monasterlija on Horseback, representing a preparatory sketch of the horseman depicted in the
original version of the oil painting Migration of the Serbs from 1896.
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Hauuno Bykcanosuh
Keasukusoi ca macomeM 3a LJapcitieo Hebecko, 2022.
ApBoO, cpebpo, 3maro u 60ja, 63,5 x 100 x 50 cm
Jby6asHomhy ayTopa

PaBannyku MoHacu cy y Benukoj ceobu ca cobom nonenu momru Ceeror kHesa Jlazapa
u npedeny ux y CeHTaHzpejy. Y BUAY peKpeMpaHOT IpefjMeTa T3B. KBa3MKMBOTa, paj JJaHuma
Bykcanosnha, MeTadopraHMUM ITyTeM Cyrepulie Kako je 3a focesbeHe Cpbe kuBoT CBeTOr KHe3a
Jlazapa 610 McTO IITO M KOBYer 3aBeTa 3a VI3pawsmle. [IpBenu u nosnaheHu xeasukusom Ha
TOpHbEM JIely MMa II0CTaB/beHy I/IaBy KYIy Koja cuMbonuayje beckpajuu, mnaBu Kpyr. YHyTap
IpefMeTa IOJMIOXKeHA je IIo4ya ca ucnucoMm M 6u dpecition dycili, Kao U macoiu 3a Llapcitieo
Hebecxo, Ha 4ujuM Kopuilama je NpHMKa3 JpBopesa ca HpeAcTaBoM ¢urype kHesa Jlasapa
Hacrasor 3a Bpeme Bennke ceobe 1690. ropnHe.

Danilo Vuksanovi¢
Kvazi-kivot with the passport for the Kingdom of Heaven, 2022
wood, silver, gold and paint, 63.5 x 100 x 50 cm
Courtesy of the artist

During the Great Migration, the monks of the Ravanica monastery took the relics of the
Holy Prince Lazar with them and transported them to Szentendre. Danilo Vuksanovi¢ uses the
reproduction of an object, the so-called kvazikivot (replica of the coffin containing relics), in his
artwork, to metaphorically suggest that the relics of the Holy Prince Lazar symbolized to Serbian
settlers what the Ark of the Covenant had symbolized to the Israelites. The wooden and gilded
coffin has a blue orb on top, symbolizing the Endless Blue Circle. The plate inscribed “And so
the throne was left empty” and the passport for the Kingdom of Heaven, whose covers show the
woodcut depicting the figure of Prince Lazar, created during the Great Migration of 1690, have
been laid inside the coffin.
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JururanHa aHMMaLuja CIUKe
ITaja JosanoBUh
Ceoba Cpba, 1896.
y/be Ha 11aTHy, 380 X 585 cm
Mysej Cpricke npaBoc/IaBHe IIpKBe

®usnyko MUPUCYCTBO MOHYMeHTanHe mpBe Bep3uje cnuke Ceobe Cpba, Koja
ce Hamasu y mnpoctopujama Cunoma y Ilarpujapmmju  Cpricke IpaBocaBHE I[pKBe
y beorpany, samemeHo je [MIuMTaTHOM Bep3ujoM. Y ILu/by aJeKBaTHE CYICTUTYLHje,
OCMUIIJ/bEHA je BMAeO-aHMMAal[Mja KOja IpefcTaBba MHOTO BuIle of IpeHocuona. Kpos
Ha)X/bUBY ,,TIOKPETHY CIMKY BUJeO-paf NpuKasyje Tpancpopmanujy us Jopanosuhese npse y
APYTy Bep3ujy YMETHIYKOT JlelIa, YKa3yjyhy Ha CIMYHOCTM M pasiuKe, Kao M jaCHY C/IMKapeBy
MHTeHINjy. Ha 0Baj Ha4uH, y BpeMeHY CBEOIIITE TEXHOIOIIKE JOMUHALM]E, HALIMOHATHA MKOHA
Ceoba Cpba je, xao HeKazga y popmu rpaduxe, cafia IpeoOIMKOBaHA Y HOBY MEAW] — TUTUTAIHY
aHMMaLujy.

ITponykuuja: Tanepuja Maruue cprncke, komnanuja Addiction; ypeguuk: mp Jannno BykcaHosuh;
ayropu Mysuke: Anexcangpa Kosau m Poman lopuiex; gupexrop dororpaduje: JKemwko Mauguh; 3]1
MopenoBame: Munujana Jlasosuh; MoHTaxka m mocrmpopykuuja: Bojan IlepkyumH BHakoB; yMeTHMYKM U
HpopyKIujcky KoHcynTant: Kcenuja Yobanosuh; cuenapuo n pexuja: braxo ITonosuh; npeson: Tomucnas
Bykatapesuh.

Digital animation of the painting
Paja Jovanovi¢
Migration of the Serbs, 1896
oil on canvas, 380 x 585 cm
Museum of the Serbian Orthodox Church

Instead of being physically present, the monumental original version of Migration of the
Serbs, which is currently located in the Synod in the Patriarchate in Belgrade, has been substituted
with its digital version. In order to provide an adequate substitute, an animation has been created,
and it represents much more than just means of transmission. By way of a carefully “animated
painting”, the video shows the transformation of Jovanovi¢’s initial version of the artwork into the
second one, pointing out the similarities and differences, as well as the painter’s clear intention. In
this way, in the age of absolute dominance of technology, the national icon Migration of the Serbs,
just as it was once turned into graphics, has now been transformed into a new medium - digital
animation.

Production: The Gallery of Matica Srpska, ‘Addiction’ company; editor: Danilo Vuksanovi¢ MSc; music
by: Aleksandra Kova¢ and Roman Gorsek; director of photography: Zeljko Mandi¢; 3D modeling: Milijana
Lazovié; editing and post-production: Bojan Perku¢in Pakov; art and production advisor: Ksenija Cobanovi¢;
scriptwriter and director: Blazo Popovi¢; translated by: Tomislav Bukatarevic.
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Foreword

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

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

the current European agenda.



The fact that the Gallery of Matica Srpska collects, presents and preserves
works of Serbian art created on the territories north of the Danube and the Sava
inhabited by Serbs after the Great Migration of 1690, indicates the importance of
this historical event. It tells us that the migration of the Serbian people from the
Ottoman Empire to the Habsburg Monarchy, as a harrowing experience in which
they abandoned their homes and sacred places, eventually led to a unique historical
situation characterized by economic and social revival and flourishing of art. A new
environment, new territory and new opportunities stimulated the development of
society, but also the “renaissance” of artistic accomplishments. One painting, one
could say a national icon painted in several versions, stands as testimony to this
extraordinary event. The famous painting Migration of the Serbs, by Paja Jovanovic,
was our starting point for developing the story of migrations. The positive example
of the outcome of that particular migration prompted us to contemplate the posi-
tive outcomes of migrations as a phenomenon and the benefits they brought and the
turning points they made possible.

Such thoughts led us to the second topic covered by this exhibition, and that
is the great influence that migrations have had on artists, as well as the important
role these artists played in the development of art, as a consequence of their own
personal migrations. This motivated us to ponder on the extent to which artists,
moving across the European continent for various reasons, have contributed to the
development of national artistic practices and international styles. We analyzed the
different reasons for the movement of artists - political, educational or life circum-
stances. Some of them set off on a quest for better opportunities for education, oth-
ers for a better quality of life, while a number of them fled from political regimes
which they opposed. In new environments, their dreams came true, they achieved
what they had been aspiring to, but they also left their mark on cultural history of
Europe, which is worthy of attention to this very day.

Essentially, as troubled as their personal destinies might have been, in the
end they left a valuable trace on the history of mankind. Such traces, in the form of
artworks preserved by great European and Serbian museums, are being displayed
in Serbia for the first time on the occasion of the exhibition on migrations. And,
with these ideas based on events from national history - the Great Migration of the
Serbs of 1690, and selected examples of European art history, we contemplated the
attitude of artists towards migrations, migrants and their destinies today, during the

migrant crisis of the second decade of the 21* century.

82



83

Why is the current attitude towards migrations so negative when the past and
art prove us wrong? At the same time, we wondered how contemporary artists react
to this topic, what kind of messages they are trying to convey with their works and
what kind of questions they raise with their interpretations of the said topic. By pre-
senting different perspectives of one and the same phenomenon, by contemplating
migrations in art and the art of migration, through selected examples we have of-
fered various answers, but only one indisputable truth - We are all migrants because
there has always been and there will always be movements. It is up to us as pro-
tagonists of the current moment to accept, encourage, support and take from them
what is best for the societies we live in, the territories we inhabit and the moment in
history we all share. Lastly, we can ask ourselves what the current artistic practice
will pass on to future generations about us as witnesses of the great migrations of
our time.

From the very beginning, the exhibition on migrations was envisaged as a
constituent part of the application of the city of Novi Sad for the title of the European
Capital of Culture. The expert team of the Gallery of Matica Srpska selected this
topic as early as in 2016, during the open call, as they deemed it relevant within both
the national and the European framework. The conceptual design of the exhibition
underwent numerous changes in the process. The extraordinary circumstances of
the past two years caused by the Covid-19 pandemic, as well as the inability to es-
tablish direct contact with colleagues from European museum institutions for the
purpose of borrowing artworks, additionally obstructed its completion. At the same
time, the uncertainty of tomorrow and the unwillingness of contemporary artists to
commit to the creation and submission of new works impeded any kind of planning.

The original concept underwent numerous changes and alterations which
were feasible at the time. Certain European museums were unwilling to lend us the
works of El Greco, Vigée Le Brun and Marc Chagall, and thus enable us to present
the three selected stories of migrant painters as we had intended. Other long-stand-
ing partners helped us, such as the National Museum in Belgrade, with works from
its collection of foreign artists, and the National Gallery of Slovenia in Ljubljana.
At the same time, we easily managed to establish cooperation with Russian muse-
um institutions for the very first time, namely the State Tretyakov Gallery and the
Pushkin State Museum of Fine Arts, which readily lent us works from their collec-

tions. The technical obstacle caused by the sheer size of the painting Migration of the



Serbs, kept in the Patriarchate in Belgrade, was overcome by using modern technol-
ogies, and making a virtual representation of the painting.

The works of contemporary artists which could not undergo the risky mi-
gration to the Gallery of Matica Srpska, were substituted with works by local artists
and interventions by the artists/authors of the texts published in the journal, who
had become so engrossed in this topic that they personally created artworks/spatial
installations which became part of the exhibition.

We would like to extend our gratitude to the institutions which lent us the
paintings for the exhibition, above all to the Museum of the Serbian Orthodox
Church for lending us the national icon Migration of the Serbs, which was ultimately
virtually transported to Novi Sad using modern technologies, and to the National
Museum in Pancevo, with which we exchanged paintings by Paja Jovanovi¢, just
like we did 40 years ago, thus demonstrating the permanence and value of partner-
ship. One of the versions of Migration of the Serbs arrived to Novi Sad from Pancevo,
while the painting Coronation of Emperor Dusan from the collection of the Gallery
of Matica Srpska was put on display in Pancevo. In addition to the said institutions,
individual owners from Novi Sad and Belgrade also lent us their versions of this fa-
mous piece, created as graphics and drawings. We would also like to thank national
museums and European museums which placed their trust in us and enabled us
to include works of international painters in the exhibition: the National Museum
of Serbia, the National Gallery of Slovenia, the State Tretyakov Gallery, and the
Pushkin State Museum of Fine Arts in Moscow. Lastly, we would like to thank all
the contemporary artists who lent us their works or created them specially for this
exhibition: the Safet Zec Foundation (Venice), Taus Makhacheva (Russia), Mladen
Miljanovi¢ (Republic of Srpska), artist couple Rena Ridle and Vladan Jeremié¢
(Serbia), Luka Kuli¢, and Danilo Vuksanovi¢. All together, they enabled us to inter-
twine the national and the international, the historical and the contemporary in the
Gallery of Matica Srpska, and through the synergy of selected works, to deliver an
exhibition which presents the phenomena of migrations to the audience within the
program arch Migrations of the project “Novi Sad 2022 - the European Capital of
Culture”.

In order to present the issue of migrations through different creative forms
in addition to painting, we reached out to the National Library of Serbia, which

organized an exhibition of books addressing the topic of migrations on its own
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premises, as well as to the Yugoslav Cinematheque, which presented this current
topic using the art of cinematography in several new releases.

By displaying national and international examples of artistic creation span-
ning five centuries, the exhibition re-examines the historical and contemporary
context, the reasons for and effects of migrations on societies and individuals, and
raises numerous ethical and cultural questions. All visitors are given the opportuni-
ty to reevaluate their own attitudes and the attitudes of society, and even challenges

which civilization is facing, using the language of art.
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The Liminality of Migration Aesthetics
Excerpt from the essay

Sandro Debono, PhD, art-historian
University of Malta

Migration is generally understood to refer to the displacement or movement
of persons from one point to another other in response to reasons that go beyond
the scope and purpose of this exhibition. In the Latin language, from where the ety-
mological roots of the word migration originates, migrare can be strictly translated
to migration but could also refer to the idea of wander or to roam." In between these
two meanings of the same word, scholarship has identified a multiplicity of typol-
ogies of migratory movement. The classification proposed by the Anglo-German
geographer Ernst Georg Ravenstein in his Laws of Migration (1885) is perhaps the
source to cite here.? Ravenstein’s classification refers to five categories of migrants.
These would include the local, the short-journey and the long journey migrants,
those migrating in stages and the temporary migrants. Within the broader remit
of this seminal classification, one can also contextualise the behaviour of the mi-
grant artist. Scholarship has identified a series of trends and patterns with reference

to early modern Europe, amongst other contexts.” Up to the middle years of the

1

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

> E.G. Ravenstein, The Laws of Migration, in: Journal of the Statistical Society of London, Vol.
48, No. 2, 1885, 167-235.

3 Wagner et. al., supra, note 1, 17-18.



nineteenth century, most of the artists that chose to migrate would do so voluntari-
ly and were generally held in high esteem in the place they chose to go to, taking
pride in signing with reference to their place of origin. In his The Lives of the Most
Excellent Painters, Sculptors, and Architects (1550), the Florentine artist and chron-
icler Giorgio Vasari claims that the fame of Renaissance artist Giotto da Bondone
rested very much on his ability to acquire social status through travel and move-
ment.* Most were motivated by a desire for a better future or to improve their artis-
tic skills, attracted by a new patron or the lure of a cosmopolitan cultural centre. [...]
It is also the case that migrant artists and what they stood for in terms of stylistic
innovation were not always welcomed and celebrated. Local artists too oftentimes
did not see their input as a positive contribution. The French critic and diplomat
Roger de Piles notes, in his Abrégé de la vie des peintres (1699) considers this change
in style by local artists in response to foreign artistic influences as not always being a
happy one and oftentimes leading to ambiguous stylistic works of art whose author-
ship is also difficult to pin down.’ Stylistic influences might also be acknowledged
as corruptive. Antonio Filarete’s Treatise on Architecture (1464) does state that with
regards to the Gothic style “only barbaric people could have brought it into Italy.”
Interestingly enough, scholarship also suggests that forced migration of art-
ists was rarely the case in Early Modern Europe, even though this needs to be con-
textualised appropriately in such circumstances as the Jewish diaspora to which
Marc Chagall belongs, albeit much later in time. In more recent times, however,
global art market pressures might be inducing a compulsory form of mobility in-
formed by reasons that are no less different from the ones that informed the mi-
gration patterns of early modern artists. In the case of the contemporary artist, the
pressure to perform internationally and to aspire to position oneself on the global
market have become valid reasons for mobility and migration.” Indeed, the reasons
why contemporary artists are becoming more mobile today, and emigration tak-
ing on much more the role and vestiges of constant and continuous relocation, has

much to do with the geoeconomics of the global art market as movement needs to

* D. Y. Kim (2014), The Travelling Artist in the Italian Renaissance Geography, Mobility and
Style, 72.

® Ibid, 238.

¢ Ibid, 46.

7 E. Duester, The Politics of Migration and Mobility in the Art World - Transnational Baltic
Artistic Practices across Europe, Intellect: Bristol - Chicago 2021, 76.
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be much more ‘in tune’ with the circuit of international art fairs, biennales and oth-
er international shows happening from time to time.® [...]

Liminality can provide a most appropriate theoretical framework for the
study of migration and migratory transitions, including those experienced by artists
and the migration aesthetics’ that liminality informs. As the artist departs from the
homeland to transition to a home of choice, he is oftentimes caught betwixt and
between in a permanent state of liminality as the transition is kept in check by a
strong attachment to his homeland. By time, as the artist comes to inhabit the two
lingua-cultural realms of translingualism in its visual state, hybridity exponentially
breeds a heightened sense of creativity as the artist opens up to, absorbs from and
connects with choice of home. In doing so, however, the artist also injects new aes-
thetic perspectives into his choice of home."” Indeed, when seen through the lens of
liminality, the diaspora production of the migrant artist might be richer, more artic-
ulate and elaborate as it draws from the home towards which the artist would have
chosen to gravitate.!" The language of migration aesthetics would be thus cyclical
and exponential as the artist yields back into his chosen home the aesthetic amal-
gam that is shaped and formed by his very subjective engagement with migration

aesthetics.

® Ibid, 2.

° The term ‘migratory aesthetics’ was coined and developed in connection with a transnational
collaborative research project on the topic led by Mieke Bal and Griselda Pollock. Since the term was
introduced around 2005, it has spread in scholarly discourses on culture and the arts. The contributors
to the project broke new ground by developing innovative frames for understanding the epistemological
and aesthetic as well as the semiotic and political dimensions of art and culture created by individuals
with a migrant background, or by individuals exploring the topic of migration without having a
migrant background themselves. in: A. Ring Petersen (ed.), Migration into art. Transcultural identities
and art-making in a globalised world, Manchester 2017, 56.

1% S. Brownlie, The Roles of Literature and the Arts in Representing the Migrant and Migration,
in: S. Brownlie & R. Abouddahab (Eds.), Figures of the Migrant - The Roles of literature and the Arts in
Representing Migration, Routledge 2022, 6.

"' N. Lvovich, Translingual Identity and Art: Marc Chagall’s Stride Through the Gate of Janus,
in: Critical Multilingualism Studies, Vol 3, No. 1, 2015, 119.
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Migrations in Art - the Art of Migrations

The multifaceted phenomenon of migrations in the history of European
civilization challenged our team of curators with the complex task of presenting this
topic in national and European contexts using selected works of art.

The symbolical opening of the exhibition is a monumental work from the
collection of the Gallery of Matica Srpska, St Nicholas Rescuing the Shipwrecked,
by the renowned Serbian painter Uro§ Predi¢, which suggestively speaks of the
complexity of the topic in focus. As with other works, Uro$ Predi¢ managed to
incorporate a much more profound meaning on multiple parallel levels into this
composition. Representatives of the four main European religions in a ship hit by
high waves of the heavy sea are generously rescued by St. Nicholas who treats them
all equally. Only after analyzing this composition do numerous other perspectives
open up, thereby elaborating on the complex topic of migration, as well as numerous

other social phenomena.

In the first exhibition hall Milivoj Nikolajevi¢, one of the exhibition
curators, Jelena Ognjanovi¢, placed the works of three world-renowned names in
art history, which bear witness to the constant migration of people and the fact

that this phenomenon helped shape Europe and European culture. Although



seldom considered from this angle, the art and life of El Greco, Vigée Le Brun
and Marc Chagall offer us an opportunity to contemplate the intertwining of
cultures, identities, the feeling of (not) belonging, but also the political and social
circumstances in which they created art. They remind us that unique artistic
phenomena were precisely the results of cultures crossing paths and individuals
migrating.

El Greco was an artist of the Renaissance and Mannerism of the second half
of the 16" and the beginning of the 17" century, Vigée Le Brun created art under
the French Monarchy at the end of the 18" and the first half of the 19" century,
whereas Marc Chagall was a 20" century artist of Russian-Jewish origin. The span
of five centuries emphasizes the fact that the movement of artists is a constant of
every epoch. The reasons for their migrations were different and thus contribute to
a more diverse view of political and social circumstances on the territory stretching
from the Ottoman Empire, across Europe and all the way to Russia. How much
energy and desire for improvement and success on the European art scene must
have El Greco had, to traverse more than 5,000 kilometers of sea and land in the 16™
century? What kind of strength and courage must have driven Vigée Le Brun to
leave Paris alone with her daughter and escape the clutches of the Revolution, thus
spending 11 years in exile? And lastly, how much spirit and joy must have Chagall
had when he managed to leave extreme poverty behind and arrive at the art capital
of the modern world, and then cross the Atlantic Ocean fleeing from the horrors
of World War II? Their stories of life and art — their cases - are a reflection of our
aspiration to show that migrations and movements bring progress to culture and
society as a whole.

El Greco represents an interesting “case” of a post-Byzantine icon painter,
who, thanks to his travels around Europe, created a specific artistic expression,
without compromising his Greek identity. He initially mastered the perspective,
only to neglect the construction of space altogether in his late works. He believed
that his task as an artist was not to depict the material world, but to build a bridge
between what our eyes could and could not see. Today, we can say that El Greco was
the forerunner of the artists who would admire his work several centuries later, such
as Van Gogh, Gauguin and Matisse.

In her Memoirs published in 1835, Vigée Le Brun used words to paint
a romantic image of the time and society in which she had lived, both in France
and in exile. Depicting her life as an embellished reality made the speed and the

success of her artistic and social accomplishments seem unreal. One cannot deny
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her mastery of painting and the reputation she had had under the “old regime” in
France. However, the “images” of a migrant always precede the migrant and the
migrant’s initial encounter with the country to which he or she has arrived. Vigée
Le Brun was not spared of such an “image” in the form of stereotypes, prejudice,
a particular classification and patterns of recognition. From the perspective of art
history, her style and method of painting did not gain serious momentum in those
countries where she had spent longer periods of time, but her work certainly did
influence the formation of a different perception, reputation and position of female
artists in the aristocratic societies of Italy, the Habsburg Monarchy and the Russian
Empire.

Marc Chagall, on the other hand, as a young painter, although aware of
the broadness and fervent vigor of the Russian avant-garde which was at its initial
stage at the time, still wanted to preserve his distinctive expression. French modern
art, which he read about in the magazine Golden Fleece, seemed to have had more
influence on him

“Enamored of wandering, I still dreamed of being satisfied with a much
smaller cage” he wrote. He had no desire whatsoever to renounce his Russian
heritage and roots. A difficult task stood before him - to articulate his Jewish-
Russian culture and the modernism he came across in Paris. As a migrant painter,
he attempted to blend into the French environment, but also to create his own art
and demonstrate originality.

What do the descriptions of the lives and opus of El Greco, Vigée Le Brun
and Marc Chagall actually tell us today? These three cases are not just tales of art,
changing style, influences on art movements and the course of art history. They
are tales about national, gender and religious identities, the ways of traveling and
moving, about hopes, acceptance and the lack thereof, about societies and their (in)
flexibility, but also about one’s willingness to change oneself and the world around
oneself.

Each of these artists, like many others throughout history, were faced with
the same challenges of life as the 21 century migrant. Their works speak about that
at the exhibition, but also statements written in first person and taken from their

journals.



The second artist-curator, Luka Kuli¢, poses numerous questions regarding
the topic of migrations and contemporary art. What can (contemporary) art do for
society, particularly with regard to the phenomenon of migrations? Can art be used
as tool for the much-needed re-examination of our reality? The aim of the project
“Migrations in Art - The Art of Migrations” is not to provide viewpoints on the
phenomenon of migrations, but to create a space for social dialogue regarding the
phenomenon, through the selection of representative and interesting examples of
artistic creation. Such a space would enable us to take on notions such as fear, (lack
of) empathy, misunderstanding, contradiction and compassion.

Manipulations and misinterpretations by the media have gone hand in hand
with the current European and global migrant crisis since the very beginning and
impacted the formation of opinion on the migrant crisis by an individual and social
groups. The matter of (mis)interpretation is the very reason why the artistic video
work Baida by Russian artist Taus Makhacheva has been selected, a video which,
although it does not directly tackle the issue of migrations, takes a humorous
approach to the process of interpretation of an artwork - very similar to the
manner in which people tend to interpret reasons for or to “justify” migrations. The
video shows the dialogue between the members of the audience of the 57 Venice
Biennale (2017) attending the performance that was to take place daily during the
Venice Biennale in the open waters of the Adriatic Sea, where several performers
were supposed to appear and disappear on a capsized boat transported from the
Caspian Sea of Dagestan to the open sea in front of the Venice Lagoon. Precisely this
framework of misinterpretations is illustrated by the art video Baida by the Russian
artist Taus Makhacheva.

The polyptych Boat by Safet Zec is a painting of a ship overcrowded with
tormented migrants who have embarked on a treacherous journey to a better (or
a safer) life. Due to its colossal size and fascinating composition, this monumental
painting breaks down the barrier between observers/the audience and electronic
media images of migrants and their suffering, while creating a dramatic depiction of
human misery. We have already had a chance to see that scene from multiple sources
- not only through media coverage of the current migrant crisis, shown over and over
again in the mass media, but also because it represents yet another interpretation of
the shipwreck theme, which has often been the motif of artistic creation throughout
history. The examples are numerous — St Mark Saving a Saracen from Shipwreck
by Tintoretto, paintings Survivors and Wave by Ivan Aivazovsky, The Shipwreck by
William Turner, The Raft of the Medusa by Théodore Géricault, St Nicholas Rescuing
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the Shipwrecked by Uro$ Predi¢, and many more. What is Théodore Géricault’s The
Raft of the Medusa about, the painting which, along with photographs of migrants
crossing the Mediterranean Sea, served as an inspiration for Boat by Safet Zec? Is
that solely a superior example of Romantic art in France, Europe and the entire
world? Its historical relevance is reflected both in its uniqueness and technical
excellence and in its universal and compelling narrative - the depiction of human
agony and suffering, but the empathy of and observer who, looking at the painting,
sympathizes with the sufferers.

In their artistic work, Rena Rédle and Vladan Jeremi¢ explore the very
relation between art and politics thorough transformative artistic practice. The
simplicity of graphic and visual expression intensifies the effect of explicit critical
content, reducing it to a narrative message and criticism of social actions through
the interpretation of information about difficult situations regarding the migrant
crisis. At the very core of their work, we find the idea that art can (and must) be
used to influence society, while the use of raw and graphic images opens a field
in which the crisis of social values and questions avoided in public discourse can
be addressed. The purpose of their artistic work is to point out the possibility of
reshaping reality with the help of art.

We cannot view this social crisis from afar because it concerns us as well - we
are an integral part of it.

How does one avoid exploiting the topic for personal or artistic purposes?
With his entire artistic creation, the artist Mladen Miljanovi¢ offers one possible
answer to the question of what art can do. In his artistic work, Miljanovi¢ re-
examines social conventions, the mental and physical boundaries of society through
acknowledgment of traumas, starting from the personal social context and social
phenomena of the immediate geographical surroundings. The installation Didactic
Wall, originally exhibited in Biha¢ in 2019, at a time when several thousand migrants
were staying in that city on their way to Western European countries, is composed of
a pictogram on marble slabs, with an educational character and didactic structural
form, and the printed publication Handbook as an integral part of the artwork, whose
socially engaged illustrations provide a set of precise instructions. The migrant crisis
and the turbulent past of Bosnia and Herzegovina have motivated the artist to react
and to take specific action, and not to exploit a sensitive social topic for the sake of
his own artistic promotion. Along with citizens and experts in the field, migrants
were also invited to the opening of the exhibition/installation in Biha¢, where they

all received the Handbook. The educational and practical form of the art installation



is a particular and responsible manner of artistic (and social) action which speaks of
the artist’s personal motive and a clear intention to be socially engaged through art,
while it confirms the argument that art has the power to change society.

The installation by Luka Kuli¢, titled Reflections, represents his artistic
contribution to the exhibition and is comprised of a shallow pool filled with actual
water. Water signifies an element of nature and the source of life, but oftentimes
the cause of human suffering as well - particularly in the context of dangerous
routes traversed by migrants. Water and the suffering of migrants crossing water
bodies are referenced in numerous artworks dealing with the topic of migrations,
and has, therefore, been identified as a thread that links the perils of the migrant
journey and the universal historical (artistic) image of human hardships. The pool is
illuminated so that the surface of the water reflects light onto the surrounding walls,
thus creating a small dynamic play of light which symbolizes the reflections of the
topic of the exhibition “Migrations in Art - the Art of Migrations”.

Fragments of ideas have been inscribed on the walls in verses and sentences,
conveying in an artistic and philosophical manner the doubts which problematize

the attitude of society toward migrants, through a subjective position.

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

The physical presence of the monumental version of Migration of the Serbs,
which is currently located in the Synod in the Patriarchate in Belgrade, at the
exhibition "Migrations in Art - the Art of Migrations” had to be postponed due
to difficulties involved in the risky transportation to the great hall of Sava Tekelija
of the Gallery of Matica Srpska. Therefore, a media support system has been

provided as an adequate substitution, and it represents much more than just means

96



97

of transmission. Animation of the protagonists of the painting Migration of the
Serbs and other new media phenomena in the age of fast computer processing have
expanded the visibility of the well-known national icon. The documentary follows
the process of filming the painting and reflectively records the real aspects of the
work on the preparation of the material whose aim is to be fully linked to the media
on a digital basis. The need for the famous painting (work of art in general) to be
determined as an artwork whose new life begins in the digital era of images, in the
overall dominance of technology, has found its place in the modern production of
the Gallery of Matica Srpska over the last ten years (the animation was created by
Blazo Popovi¢ and the members of his team).

The artist-curator Danilo Vuksanovi¢ presents the complex history of the
painting Migration of the Serbs by Paja Jovanovi¢. This major work of art, displayed
in an exhibition dedicated to the theme of migration, is located on the panel of
patriotic icons of the Serbian people, as a key image for understanding the motives
behind intertwining tradition with the national sentiment. The manner in which
this artwork was commissioned represents a serious project and self-perception
of the Serbian nation within the dual monarchy, with the necessary reference to
one of the original cases of privileged people. In a web of unclear interpretations
of both necessary historical documents and narrations, influenced by the crossfires
exchanged by great powers, the Serbian people, in search of a new identity, managed
to position themselves on the cultural, political and artistic map of Europe in
completely different constellations. The life of one of the most significant paintings
in Serbian history was marked by a set of historical circumstances, as it spent the
entire 20™ century “migrating” from Vienna, Pancevo to Switzerland and back,
through Belgrade and Zagreb, where its copies were made at the end of 19" century.
Having read the chronicle of the unusual journey of Migration of the Serbs, one can
confirm that this painting, apart from depicting an important event in Serbian
history, is also characterized by a rather complicated past during the second half of
the 20" century, resembling a well-made thriller.

In the immediate vicinity of the exhibited images/versions of Migration of
the Serbs by Paja Jovanovi¢, on a slightly elevated pedestal stands the golden coffin
Kvazikivot (replica of the coffin containing relics) along with a plate inscribed
“And so the throne was left empty” and the passport for the Kingdom of Heaven
placed inside, created by Danilo Vuksanovi¢. It has been made of wood, painted
in red and blue and gilded, with a blue orb symbolizing the Endless Blue Circle on

the lid. In the silver-plated and varnished oval medallions on the sides, there is a



linear representation of Prince Lazar — Cephalophore. These works metaphorically
suggest that the relics of the Holy Prince symbolized to Serbian settlers what the Ark
of the Covenant had symbolized to the Israelites. They had brought in it what they
considered to be most precious. Up on the wall behind Kvazikivot hangs the applied
drawing of the woodcut representing the image of Prince Lazar, created at the time
of the Great Migration of Serbs in 1690.

“The history of humanity is also the history of migrations“, Zelimir
Zilnik once remarked while shooting a movie on the same topic. The media
interdisciplinarity platform works in favor of such an approach. Using the said
platform, it is possible to guide and lead a person to contemplate the problem of
migrations from numerous aspects, with the aim of opening other, crucial corridors,
unique within the multitude of individual and group fates - narratives. By roaming
these newly created corridors/cases at the exhibition “Migrations in Art - The Art
of Migrations” we are able to comprehend that artistic endeavors can lay the strong
foundations of an everlasting treasury of a certain cultural patriotism, a heritage

that could very well be put to good use by one’s descendants.
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Biographies of artists

Uros$ Predi¢ was born in Orlovat in 1857. He studied art at the Academy of
Fine Arts in Vienna from 1876 to 1880 in the class of professor Christian Griepenkerl,
a prominent Viennese painter. He was a Matica Srpska scholarship holder from 1877
to 1883, and in 1879 he received the Baron Gundel award for the best oil painting by a
student, for his piece Pouting Girl, kept in the Gallery of Matica Srpska. He returned
to his native Orlovat in 1885, and in 1909 he permanently settled in Belgrade. He
spent World War I in exile in the city of Krusevac. He often visited Novi Sad due
to his professional engagement with Matica Srpska. At the Academy of Fine Arts
in Vienna he embraced unrivalled Viennese academicism. Thanks to “academic
realism” he was able to attain the highest level of popularity and recognition in
Serbian art history. His exceptionally rich opus includes portraits, genre scenes,
historical and religious compositions. He painted iconostases for the church in
Novi Bedej, the Orthodox Church in Orlovat, the Church of Holy Transfiguration
in Panc¢evo and many more. During his long artistic career, he remained faithful to
academic rules and emphasis on the drawing and clarity of composition, resisting

the tendencies of contemporary art.

El Greco (Domenikos Theotokopoulos) was born between 1537 and 1542 in
Candia, Crete, ruled by the Venetian Republic at the time. At the age of 22 he became



an art master, painting Orthodox icons of the post-Byzantine tradition, influenced
by the Italian Renaissance. In 1567 he left his native island for good and went to
Venice, where he spent 3 years studying Venetian Renaissance painting, Titian in
particular. The Cretan painter found himself before a difficult artistic path - he was
to abandon icon painting and master perspective, which he continued in Rome
from 1570. As a guest (or a servant), Domenikos spent time at the Roman Farnese
palace, a meeting place for the artists of humanism and the Renaissance, where he
would develop into a true Renaissance master. Unfortunately, even after ten years
spent on the Apennine Peninsula, he did not gain the recognition he believed he
deserved, therefore he left Rome and in 1577 went to Spain, where he would spend
the rest of his life. During the early years of his stay, he received the largest number
of commissions from the church under the name Domeniko Greco. Although he
never succeeded in becoming a court painter, El Greco eventually found his place
as a freelance artist among the wealthy clientele of Madrid and Toledo. He set up
his own workshop, followed by an altar-making workshop, thanks to which he was
finally able to create his greatest accomplishments, such as the famous painting The
Burial of the Count Orgaz.

Elisabeth Louise Vigée Le Brun was born in Paris in 1755, to Louis Vigée, a
renowned French portraitist who noticed his daughter’s talent and introduced her
to artistic creation. After her father’s death, Vigée Le Brun continued her artistic
education in private drawing and painting schools, since women were not permitted
to attend courses at the Royal Academy. Her social status enabled her to grow into
a renowned portraitist and to be engaged by the French queen Marie Antoinette,
for whom she painted numerous portraits. The French Revolution meant an abrupt
end of the artist’s lifestyle and creative expression in France and forced her to flee
Paris with her daughter in October of 1789 in a mail coach. She initially settled in
Italy, where she lived in several different cities and attempted to resume a life similar
to the one she had had in Paris. Being well-connected, she received numerous
commissions; however, after nearly three years, unable to return to Paris, she went
to Vienna. As a portraitist of Marie Antoinette, Vigée Le Brun received a warm
welcome in Vienna; nevertheless, she decided to continue her journey by setting out
towards the Russian Empire. She spent seven years in St. Petersburg and Moscow,
painting portraits of Russian aristocracy and saving money for her return to Paris,

which she was permitted to do only in 1800. In artistic circles, Vigée Le Brun was
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regarded as a painter of superior skill who, through portrait, faithfully depicted the

character of the portrayed, but knew how to add the necessary emotion as well.

Marc Zakharovich Chagal was born 1887 in Vitebsk, as the eldest child
in a poor Jewish family. With only twenty-seven rubles in his pocket, he went to
St. Petersburg in search of education in drawing schools, where he met his future
patrons who enabled him to travel to Paris. Between 1910 and 1914, he stayed in
the French capital, where he would “discover” modernism, cubism in particular.
He returned to Russia before World War I and married the woman he loved, Bella
Rosenfeld. In the aftermath of the war, thanks to the Russian revolution, the status
of Jewish people in the country improved significantly, especially for Chagall
because he was appointed commissioner for art in the entire region around Vitebsk.
He founded an art school there and managed to bring well-known artists such as
Lissitzky and Malevich. However, following disagreements over the role that art
should play in society, Chagall left Russia for good in 1922. France became his new
home up until World War II, when he had to flee to the United States, where he
remained until 1948. Once he returned to France, Chagall was already a widely
recognized and renowned artist with a rich exhibition career both in Europe and in
America. In addition to painting, he also tried his hand at set designing, illustration
and graphics. Although he owed his construction of the composition and the plastic
expression to French modernism, the uniqueness of his work lies in his subjectivity,
choice of motifs, themes and the need to highlight the positive role of art which

depicts the state of the world, while simultaneously being its interpreter.

Luka Kuli¢ was born in Novi Sad in 1981. He graduated from the Academy of
Arts, module Sculpture, in Novi Sad. Between 2006 and 2018, he was employed by
the Museum of Contemporary Art of Vojvodina in Novi Sad, where he was engaged
in various activities — organization, production and realization of over a hundred
local and international exhibitions, management of international projects, as well
as the Museum’s organization and administration activities. Since 2018, he has been
permanently employed by the Gallery of Matica Srpska, where he performs activities
of conservation and restoration, organization and production of exhibitions and
other public events. As an independent artist, he has exhibited his works on multiple
occasions in the country and at group exhibitions abroad, and has also created

standalone sculptures in the public space of the city of Novi Sad.



Mladen Miljanovi¢ was born in 1981 in Zenica. After finishing high school in
Doboj, he attended the Reserve Officer Military School, and once he had completed
his military service, he worked in a stonemason’s workshop making tombstones.
He currently lives in Banja Luka where he teaches New Media Art at the Academy
of Arts, University of Banja Luka. His artistic practice is based on a conceptual
approach which calls into question his own environment and living conditions:
on the one hand, his practice is influenced by the experience of growing up during
the war and its aftermath in a ravaged, impoverished, ethnically and territorially
divided and isolated country. On the other hand, we find his formal education. The
consequences of the war, along with knowledge acquired in military school, form
the basic reference field of his work as an artist. From his primary education as a
painter, he now combines new media and conceptual strategies into a pluralistic,
socially engaged and subversive approach to contemporary art. In that approach, art
is usually a tool rather than a goal. Among other group presentations, he displayed
his work at the 55" Venice Biennale, the 15" Busan Biennale, and more recently at
the 13" Cairo Biennale. His solo shows and projects have been exhibited across the
globe, with some of the most memorable being: MUMOK, Vienna (2010); Gallery
MC, New York (2012); ACB Gallery, Budapest (2014-2017); A + A Gallery, Venice
(2012); Museum of Contemporary Art of Banja Luka (2008); Neue Galerie, Graz
(2007), and many others. He won regional and international artistic practice awards,
such as: “Award of the 30" Memorial of NadeZda Petrovi¢ “ 2020, Cacak (Serbia);
White Aphroid Award 2019, Maribor (Slovenia); “Henkel Art Award” 2009, Vienna
(Austria); “Zvono” Award 2007, SCCA Sarajevo (Bosnia and Herzegovina).

Taus Makhacheva was born in 1983 in Moscow, where she lives and works to
this day. She found her artistic expression in video art, as well as installations and
performances that critically examine the question of what happens when different
cultures and traditions come into contact with each other. Even though she grew up
in Moscow, her family is originally from the Caucasus region of Dagestan, therefore
her artistic practice is based on personal ties with pre- and post-Soviet countries.
Often humorous, her works attempt to test the resilience of images, objects and
bodies in today’s world. With her audacious artistic endeavors, such as the ASMR
Spa at the Liverpool Biennale or Baida from the Venice Biennale, the artist explores
delicate links between art history, politics, the past and modern culture. She
has displayed her works at exhibitions all over the world, with some of the most

memorable being: the 57" Venice Biennale (2017); Georges Pompidou Center (2016);
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the 13" Shanghai Biennale (2016); Kiev Biennale (2015); the 4" and 6™ Moscow
Biennales (2011 and 2015); Museum of Contemporary Art in Moscow (2014); the
Sharjah Biennale in the United Arab Emirates (2013); the Liverpool Biennale (2012),

and others.

Rena Ridle and Vladan Jeremi¢ reside in Belgrade. Their artistic practice
includes installations and interventions in public space. Through joint practice,
Rena and Vladan explore the relations between art and politics, while revealing
pressing social contradictions. They use techniques which are easy to reproduce
and distribute, such as graphics and prints, and simple materials such as textile,
cardboard and wood, insisting on the practical value and social and environmental
awareness of their artwork. They develop the transformative potentials of art
in the context of social struggles and by collaborating with social movements.
Among other places, they have displayed their works in: MUAC, Mexico City;
Brooklyn Museum, New York; Creative Time Summit, Miami; nGbK, Berlin;
Trendelag Center for Samtidskunst, Trondheim; Museum of Contemporary Art,
Ljubljana; MMOMA, Moscow; Kibla, Maribor; Museum of Contemporary Art,
Skopje; Galleria del Progetto, Milan; Contemporary Art Center of Thessaloniki,
Thessaloniki; Tallinna Kunstihoone, Tallinn; Intercultural Museum, Oslo; the 49
and 56" October Salon, Belgrade; Cultural Center of the Republic of Serbia, Paris;
EKKM, Tallinn; Autostrada Biennale, Prizren; Kaapelin Gallery and Ateneum Art
Museum, Helsinki; Politics of Dissonance within Manifesto 12, Palermo; <rotor>,
Graz; Borey Art Center, St. Petersburg; Museum of Contemporary Art of Vojvodina,

Novi Sad; Tirana Art Lab, Tirana; Museum of Yugoslavia, Belgrade.

Safet Zec was born in 1943 in Rogatica, Bosnia and Herzegovina. After
finishing the Art High School in Sarajevo, he continued his studies in Belgrade,
where he graduated from the Academy of Fine Arts in 1969. In 1972, he obtained his
postgraduate diploma. During the 1970s, he went on to become a leading exponent
of the so-called “poetic realism”. He lived and worked in Belgrade until 1989, when
he moved to Sarajevo with his family. Once the war broke out in 1992, he left his
home country and settled in Udine, Italy, while in 1998 he found his second home in
Venice, where he still owns an atelier. Safet Zec primarily uses the painting, drawing
and graphic media to address current social topics, universal suffering and agony.
In 1994, he presented his works at his first solo exhibition in Italy, and since then he

has had over a hundred exhibitions in Italy and other cities in Europe, the United



States and Jordan. He is a member of relevant professional associations throughout
Europe, including ULUBiH, and has won more than 20 awards and prizes, including
the Order of Arts and Letters of the French Republic in 2007 and the title of Knight
of Arts. His works have been displayed in renowned galleries, museums and private

collections across Europe and the entire globe.

Paja Jovanovi¢ was born in 1859 in Vrsac, where he had his first encounter
with drawing. He studied art at the Academy of Fine Arts in Vienna, in the class
of professor Christian Griepenkerl (1877-1880), followed by courses on historical
composition with professor Leopold Carl Miiller, a prominent orientalist. Jovanovi¢
spent three years attending Miiller’s courses, between 1880 and 1883, which had a
crucial impact on his painting preferences. During his final years of study, Jovanovi¢
already started selling his paintings, through a Viennese art dealer. He began his
professional career as a painter at the age of twenty-four, because the success and
the awards he had won, as well as his personal ambitions, took him deeper into
the world of the art market. Between 1884 and 1939, he spent time in European art
metropolises, namely London, Munich, Paris and Vienna, as well as some time in
Budapest, where he developed his international career as an academic painter from
aristocratic circles. He left behind a tremendously rich and extensive artistic opus.
He adhered to academic realism as he created artworks of all genres: portraits,
religious works, landscape, historical compositions, genre scenes depicting the lives
of ordinary people, and others. A special quality of Paja Jovanovi¢ is his drawing
which, by standing out thanks to its academic directness, moderation and precision,
places the clarity of the composition at the center. Throughout his life, he received

numerous awards and prizes from all over the world.

Danilo Vuksanovi¢ was born in 1973 in Sombor. He graduated in 1998 from
the Academy of Arts in Novi Sad (module graphics) and completed his postgraduate
studies (module drawing) in 2005. Since 2004, he has been employed by the Gallery
of Matica Srpska, where he works as a senior conservator-restorer of the art fund on
paper. He has participated in the realization of numerous exhibitions and projects
in the field of preservation and presentation of cultural heritage. Since 1997, he has
staged over fifty solo exhibitions. His works can be found in numerous museums
and private collections in the country and abroad. He writes about current events
on the art scene and is currently completing his doctoral studies at the Academy of
Arts in Novi Sad.
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