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CUVANT TNAINTE

Pornind de la convingerea unitatii spatiului cultural european, doud muzee de
arta si doua orase infratite au decis sa foloseasca prilejul oferit de unul dintre cele mai
vechi si cele mai reprezentative proiecte europene, pentru ca prin expunerea combi-
nata a colectiilor proprii sd scoata in evidentd valorile comune pe care le pastreaza in
patrimoniu. In decursul anului 2016, Novi Sad si Timisoara au cucerit prestigiosul ti-
tlu de capitale culturale europene, decernat de Comisia Culturald Europeana. Reflec-
tand asupra posibilelor activitati comune, au hotarat sa stabileascd legaturi intre insti-
tutiile lor de cultura actuale ca un imbold pentru realizarea programelor comune. In
mod firesc, astfel de institutii inrudite sunt Muzeul National de Arta din Timisoara si
Galeria Matica srpska din Novi Sad, vistiernici ai valorilor artistice nationale, muzee
care au identitati, precum si conceptii similare asupra rolului muzeelor in societatea
contemporand.

Colaborarea a inceput prin semnarea protocolului de colaborare in anul 2019.
Primul proiect concret comun a fost realizat in anul 2021 prin expozitia ,,Fenomene
europene in colectia Galeriei Matica srpska®, prin care a fost prezentatda publicului
din Timisoara o parte din fondul Galeriei de Arta.

Colaborarea a continuat prin stabilirea de legaturi intre specialisti, prin schim-
buri de experientd in domeniul conservarii si restaurarii, prin simpozioane de speci-
alitate impreund cu Facultatea de Arte si Design, Universitatea de Vest din Timisoa-
ra si alti parteneri din Europa, in proiecte precumn Analiza multispectrala aplicata
patrimoniului muzeelor din Banat, s.a., telul final fiind organizarea unei expozitii
comune.

Constienti fiind de faptul ca exista multiple similitudini in colectiile muzeelor
noastre la nivel de autori, teme si expresii artistice, am incercat sd identificim punc-
tele comune de interferenta si, prin selectia unui anumit numar de opere, sa le pre-
zentiam publicului. In realizarea expozitiei a fost inclus si tezaurul Eparhiei Timisoa-
rei, prin colectia operelor de artd bisericeasca din cadrul Palatul Episcopal Sarb din
Timisoara, care define in patrimoniu importante opere de artd si constituie o punte
de legédtura intre culturile sarbd si roména.
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PEY YHANPEA]

[Tomasehn on yBepema O jeAMHCTBY €BPOIICKOT KYITYPHOT IIPOCTOpaA, 7Ba
YMeTHMYKA My3eja U3 ABa Ipaja mobpaTuma OfjIydnia cy ja y OKBUpMMA jeTHOT O
HajIyrOoTPajHUjUX U Hajpenpe3eHTaTUBHUjUX €BPOIICKUX IIpOjeKaTa IpenuTambeM
CBOjUX KOJIEKIIVja YKaXy Ha 3ajefHIYKe BpefHOCTM Koje OamTymHe. Tokom 2016.
roguae Hosu Cap n TemmmBap ocBojunmm Cy NpecTVKHE TUTYJIe €BPOIICKE IIpe-
CTOHMIIE KY/ITYPe, Koje fofesbyje EBporicka komucuja 3a Kynitypy. TokoMm npunpema
3ajefHIYKMX aKTMBHOCTI MeDhycoOHO cy ce moBesase yCTaHOBE KYAType, IITO UX
je MOJCTAKIIO fla MIJIAHUPAjy 3ajeflHN4YKe mporpame. CacBMM NPUPOJSHO KAaO CPOJHU
npenosHanu cy ce Haunonanuu ymetrHndku mysej y TemumBapy u [anepuja Ma-
trte cprcke y Hobom Cazly kao 4yBapy HallMOHA/IHOT YMETHMYKOTL 6/1ara 1 My3ejn
KOjU [IeJIOM MIMAjy 3ajeJHIYKY UCTOPU)Y U CINYHE BU3Mj€e O YIO3U My3€eja y CaBpeMe-
HOM JPYILTBY.

Capapma je samodera normucubameM [Iporokona o capagmu 2019, a npsu
KOHKPETHM 3ajeJHNYK! IpojeKaT peannsoBaH je y Temmmsapy 2021. roguue ro-
cToBameM usnoxoe ,,EBporcku ¢penomenn y xonexuyju lanepuje Matuie cprcke”
KOjOM je IpefCTaB/beH Jieo rajepujckor ¢oHza tamomwoj mybmu. HacraBuia
ce pasMEHOM 3Hama 13 00acTy KOH3epBalije U pecTaypalyje Kpo3 CTpydHe ce-
MUHape 1 KoHpepeHIMje y capafmy ca PakylITeToM yMETHOCTH U AM3ajHa 3amaj-
HOT yHMBep3uTeTa y TeMuiBapy M OpyruM eBpOICKMM IapTHepUMa Kpo3 Ipoje-
KaT ,, MyITUCIeKTpaTH MIMUIIMHT IIpUMeeH Ha My3ejcko Hacnebe banara” a xao
Kpajib IIVJb 3aMUIIUbEHA je 3ajelHNYKa U3/I0XK0a.

CsecHI Jja mocToje O6pojHe mapasene y Ko/leKIjaMa HallluX My3eja Ha HUBOY
ayTopa, TeMa ¥ IMKOBHMX M3pa3a, carjefjaay CMO Tauke NPeIUINTamba U offabupom
onpebeHor 6poja fiena mpeCTaBUIN UX jABHOCTI. Y peannsalnijy usnoxoe je ykpy-
vyeHa 1 Pusnniua Cpricke mpaBoC/IaBHE elapxuje TEMUIIBAPCKE KaO IIPKBEHO-YMeT-
HIYKa 30MpKa Koja ce 4yBa y okBupy Emmckorckor gBopa y TemmmBapy, a koja
OaIITVHY 3HaYajHA TMKOBHA JlefIa U IIPefICTaB/ba CIOHY CPIICKe U PyMYHCKe KY/IType.

Ca >xe/boM Jla KpO3 YMETHMYKA JiefIa IOBEXKEMO JIBa I'Pajja ¥ TPU MY3€jCKe KO-
JeKnyje mo3Banyu cMo npod. ap Jeneny Tomoposuh fja caunHM yBOSHM TEKCT 1 yKa-
K€ Ha IbJMXOBE MHOTOCTPYKE Be3€, KaKO Y IPOLIOCTH TaKO M Y CABPEMEHOM TPEHYT-
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Din dorinta ca prin opere de arta sa corelam doua orase si trei colectii muzeale,
am invitat-o pe doamna profesor dr. Jelena Todorovi¢ sa compuna textul introductiv,
evidentiind multiplele lor legaturi, atat in trecut cét si in contemporaneitate.

Comparand imprejurarile istorice si pozitia geopolitica a oraselor Novi Sad si
Timisoara, resedinte ale celor doud eparhii, Backa si Timisoara, autoarea a scos in
evidentd doud personalitafi cheie comune prin care s-a stabilit o legatura dintre cele
doud orase - printul Eugen de Savoya si episcopul Mojsije (Putnik), dar si pe doi iu-
bitori de arta, filantropi, intemeietori de muzee - Sava Tekelija si Ormods Zsigmond,
cu povestile lor de viatd paralele, a ciror memorie o pastreaza tocmai aceste muzee.

Aleksandra Celovski, custode muzeal de la Galeria Matica srpska in colaborare
cu custodele Mihaela Irimescu de la Timisoara, a facut selectia exponatelor pentru
expozitie si a indicat anume opere de arta in care se remarca similitudini, incepand
cu autorii operelor, temele abordate sau expresia artistica pentru care au optat.

Pe aceste baze a fost creata o expozitie unica - colectia muzeului de arta imagi-
nar al capitalei culturale europene. Expozitia ilustreaza legaturile stranse dintre ar-
tistii care au pictat in ambele orase, temele comune care i-au inspirat, similitudinile
dintre cei care au comandat lucrdrile si, in cele din urma, dintre peisajele inonjura-
toare. Operele de artd din colectiile celor douda muzee si din colectia Episcopiei i-au
apropiat pe specialistii in domeniu din cele doua orase. In decursul dialogului activ,
continuu si al activitdtii comune, ei au studiat aspectele specifice ale colectile proprii,
urmarind simultan asemdnarile / paralele care le apropie si le fac sa fie segment al
scenei artistice europene.

Acest muzeu imaginar confirma legéturile istorice puternice dintre cele doud ora-
se, similitudinile conjuncturilor sociale si ale mediului artistic in care s-au dezvoltat
de-a lungul secolelor XIX si XX. A reiesit cd este complet irelevantd nationalitatea pic-
torului, sirba sau roména, daca a pictat pentru beneficiarul sarb sau roman si daca
peisajul reprezentat a fost de pe o parte sau alta a rdului Timis. Arta care lua fiin{a era,
dupad caracterul sau, europeand si astazi apartine mostenirii culturale europene. Des-
pre aceasta vorbeste prezenta expozitie. Despre asemanarile dintre {dri, orase si muzee,
imortalizate in opere de arta.

La Novi Sad, aceasta expozitie ,,Paralele Novi Sad / Timisoara” a fost realizata in
cadrul arcului programatic Cetatea pacii din capitala culturald europeana si prezenta-
ta in spatiul expozitional al Galeriei Matica srpska, in perioada 8 iulie — 4 septembrie
2022, anul in care Novi Sad a purtat titlul de capitald culturald europeani. In cursul
anului 2023, expozitia va fi prezentatd la Muzeul de Arta din Timisoara, oras care va
purta acest titlu european de prestigiu in anul respectiv. Astfel, o expozitie realizatd
de doua muzee va stabili o punte de legatura intre doua capitale culturale europene.

Dr. Tijana Palkovljevi¢ Bugarski Dr. Filip Petcu
Directoarea Galeriei de Artd Matica srpska Director al Muzeului National de Artd Timisoara



Ky. Yopebhyjyhu ncropujcke nmpunmke u reoroMTNIKY I0I0XKaj ABa IieHTpa bauke
u TemuimBapcke emapxuje, ayTopKa je IperosHaja iBe K/byuyHe TMYHOCTU KOoje Cy
noBe3aje gBa rpasa - Eyrena Casojckor u Mojceja [TyTHuka, anu u iBa jpyourepa
mobpoTBOpa Kao ocHuBade Myseja Casy Texenujy n JKurmonpa Opmonna unje nmpuye
TEeKy IapajieliHo a of 3a00paBa X 4yBajy YIPaBO OBU My3eju.

Anexkcanpapa Yenoscku, Kyctockuma [anepuje MaTtuie cprcke, y capanmu ca
KyCTOCKMEOM MuxaenoM VpumecKy cadmHmIA je onabyp eKCIoHaTa 3a U3NI0KOY 1
yKasanma Ha ofpebheHa yMeTHMYKa [ie/la y KOjuMa ce youaBajy rapasese, HO4eBIIN OF
yMeTHMKA KOjy CY MIX U3Be/IM, TeMa Koje Cy Oupasy Wiy TIMKOBHOT je3uKa 3a Koje Cy
ce oIpefie/bUBaIN.

Ha tum ocHOBaMma cTBOpeHa je jeqHa jeAMHCTBeHa U3NI0K0a — KoleKIuja nMa-
TMHAPHOT My3eja eBpolicke mpecToHnie. OHa mokasyje uBpcre Bese Mebhy ymeTHn-
IVIMa KOj Cy C/IMKaIM y 06a rpaja, 3ajefHIuYKe TeMe Koje Cy UX MHCIIMpPUCae, CIM-
YHE Hapy4Mole 3a KOje Cy CTBapa/i U, KOHAYHO, Ipefiefie KOjU Cy UX OKPY>KUBaJIN.
YMeTHMYKa fiena M3 KOJIEKIMja IBa My3eja U jefHe PU3HULIE CIIOj//Ia CY CTPY4IbaKe
U3 [Ba rpafa. Y KOHTMHYMPAHOM aKTVMBHOM JVjajory U 3ajefHUYKOM pajly OHU CY
IIpoy4YaBaay 0COOEHOCTM KOJIeKIMja COIICTBEHMX MYy3eja ¥ MCTOBPEMEHO Tparaiyn
3a CIMYHOCTMMA/TIapajiesiaMa Koje MX II0Be3Yjy U YMHeE [e/IOM €BPOIICKE YMETHNYKE
CIIeHe.

Taj mmarnHapHM Mysej moTBphyje cHaXkHe MICTOPMjCKe Be3e IBa Ipajia, CIMYHO-
CTU IPYIUTBEHMX IIPUIMKA ¥ YMETHUYKOTL IIPOCTPa Y KOjeM Cy Ce pasBMjaay TOKOM
XIX n XX Beka. [Tokasano ce fja je HOTIYHO HEBAXXHO Jla /U je CIMKap OMO cpIicKe
WIM PYMYHCKE HallMIOHAa/THOCTM, Jja JIM j€ C/IMKAO 3a CPIICKOT M/IM PYMYHCKOT Hapy-
4yola 1 fa M je Tej3ak KOju je MpuKasyuBao O6Mo ¢ oBe WM oHe cTpaHe Tammiia.
YMeTHOCT Koja je HacTajasa 6m1a je 1o CBOM KapaKTepy eBpOIICKa I JaHaC IIpuIaja
eBPOIICKOM KyITypHOM Hacnehy. O Tome roBopu oBa nsnoxo6a. O mapanenama meby
Ap>XKaBaMa, TpafloBMMa I My3€jiiMa OBEKOBEYEHMM Ha YMETHUYKIM JIe/TMA.

Y Hosom Capy usnox6a ,Ilapanene. Hosu Cap / TemnumBap” peanusoBaHa
je y okBupy IIporpamckor nyka ,,TBphaBa mupa” EBporcke npecTonniie Kynrype u
npuKasaHa y npocropy lanepuje Maruue cpicke og 8. jyna fo 4. centembpa 2022.
ropuHe y Kojoj HoBu Cag Hocu TUTYIy eBpoIIcKe pecToHMIle KynType. Tokom 2023.
6uhe nmpukaszana y HarumonanHoMm ymeTHM4YKOM Mysejy y TemmmBapy kxoju he Te
TOfIMHE ITIOHETU TY IPECTVDKHY €BPOIICKY TUTY/yY. [IBe eBpOIICKe IIPECTOHMIIE TI0BE-
3ahe jemHa 13710>k0a peann3oBaHa y jBa Myseja.

Ap Tujana Iankosmwesuh Byiapcku Ap Qunui Ieitixy

yipasuuya Ianepuje Mattiuye cpiicke gupexiiop Hayuonannoi ymeitinuuxoi myseja Temuwieap



O RELATARE DESPRE DOUA ORASE SI DOUA
COLECTII - GALERIA MATICA SRPSKA

S| MUZEUL NATIONAL DE ARTA DIN
TIMISOARA

Desi in mod obisnuit se considerd ca in colectiile muzeelor sunt confinute iden-
titatile oraselor lor si ca respectivele colectii au rolul unui alter ego complex, trebuie
mentionat faptul cd si orasele ca atare sunt niste colectii in continua dezvoltare. Aces-
tea sunt alcdtuite din fragmente ale istoriilor lor, sedimentate in straturile timpului
inscris in arhitectura lor, in reteaua stradald si in forma monumentelor. Dar toate
acestea sunt doar partea vizibila, iar toate orasele poseda si o sosie invizibila, o inte-
gritate efemerd mult mai complexa decat corespondentul ei fizic. Aceastd imagine pa-
ralela rezultd din straturile de memorie, din viata locuitorilor oraselor in cauza, este
tesuta din toate evenimentele ascunse, aparent neimportante, care impreuna creeaza
o tesdtura invizibila a spatiului. De aceea, imaginea obtinuta a orasului, nestatornica
si schimbatoare, se reflecta cel mai frumos in operele artistilor si scriitorilor, precum
si in portretele complexe care iau contur prin colectiile oraselor respective.

»Nu a reusit sd descopere care este orasul acela pe care cei de la podis il numesc
Irene. De altfel, nici nu are importanta (...) Irene este denumirea orasului in departare,
iar pe masura ce va apropiati, el se modificd (...) Pentru cei care trec fara sd intre, ora-
sul este ceva, insd se prezintd cu totul altfel celor care intrd in el si riman acolo pentru
totdeauna. Exista un oras in care sositi pentru prima oard, si existd un oras din care
plecati pentru a nu va mai reintoarce niciodata. Fiecare dintre aceste orase merita un
nume distinct (...).

Italo Calvino, Orase invizibile'.

Dupa cum scrie Italo Calvino in vestitul sdu roman, fiecare oras este o fiin{a
fluida, o opera in continua devenire, sedimentarea modificarilor fara sfarsit. El pose-
dd multe nume si o multime de identitdti proprii. Diferitele fatete ale acestor orase,
pluralitatea imaginilor lor se modificd in continuu, iar modificarile depind de cursul
istoriei, de pozitia geografica si de caracterul locuitorilor oraselor respective. Iar fie-
care din ele meritd un nume propriu...

'1. Calvino, Invisible cities. Picador, London, 1974, 122.
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MPUYA O ABA TPAAA N ABE KONEKLWJE
- TANEPUJA MATULLE CPNCKE

M HALUOHANHU YMETHUYUYKWN MY3E]

Y TEMULUBAPY

JMako ce 06MYHO cMaTpa Jla Cy y My3€ejCKMM KOJIeKIIMjaMa Caip>KaHy MJeHTHUTe-
TY BVIXOBMX I'PajioBa I a Te 30MpKe MMajy y/IOTy CTIOKEHOT anTep era, Tpeba ImoaBy-
hu ma u camu rpajioBy IpefcTaB/bajy KOMEKIyje Koje ce CTalHo pas3pujajy. UnHe nx
(bparMeHT! BUXOBMX UCTOPHja, CAKYIIbEHM IO C/I0jeBMMA BpeMeHa Koje je YIIcaHO
Y BUXOBY apXUTEKTYPY, Y MPEXY yIMIa ¥ 0ONMMK BUXOBUX CIIOMeHMKa. MebhyTnm,
CBe TO je CaMO BUAJBVBH JIeO — CBY TPaJiOBY IOCERY]y ¥ HeBU//bUBOT [JBOjHNIKA, ede-
MepHY LIe/IMHY MHOTO CJIOKEHMjy Of CBOT (M3MYKOT IaHAaHa. Ta apyra cimka Ha-
CTaje U3 CIojeBa MaMhema, )XMBOTA CTAHOBHMKA TUX IPajiOBa, CaTKaHA je Of CBUX
CKpUBEHMX, Hau3I/Ie[] HeBaXKHUX forahaja Koju 3ajefHO TBOpe HEBU/BUBO TKVMBO
npocTopa. 360r Tora ce OBa HeCTa/IHa U IIPOMEH/bIBA C/IMKA I'Pajia HajyIelIlle O4nTa-
Ba y Jie/lMMa yMETHMKA U IIMACALa, Kao U Y CIOKEHUM IOPTPETUMa KOji Ce UCIPTa-
Bajy KpO3 KOJIEKLIMje TUX TPajioBa.

»HIje My OO 3a PYKOM Ja OTKpHMje KOjU je TO Ipaj; KOji OHU C BUCOPaBHU
3oBy VpenoM. YocTanoMm, 1 Huje BaKHO (...) VIpeHe je mMe rpafa y ma/buHMm, a aKo My
npubere, oH ce Mema (...) 3a oHe Koju npoby u He yby y mera, rpaj je HELITO APYyro
— a cacBUM Jpyrayuju IpuKasyje ce OHMMA KOjU Y Iera CTyIle U Ty OCTaHy 3ayBeK.
ITocroju rpaz y Koju fobhere mpBM 1yT, a MOCTOjI TP 13 KOjer OfIasuTe fja Ce HUKAJ,
BuIle He BpaTuTe. CBaKy Off TUX TpajioBa 3aciIyXxyje moce6Ho mume (...).”

Urano Kansuno, Hesugmusu ipagosu'

Kao mrto Mrano KaneuHo nuie y cBoM 4yBeHOM poMaHYy, CBaKy rpaj je mrymnp-
Ho 6uhe, OH je [le/10 y CTaTHOM HACTAHKY, KO/eKIMja 6eCKOHAYHUX IpeIpaB/bamba.
OH nocefyje MHOTO ¥IMEHa 1 MHOIITBO COIICTBEHNX UfieHTNTeTa. PasHe dacere Tnx
rPajioBa, BUIIECTPYKOCT HUXOBMX JIMIA C€ HETPEKMIHO MEHha, a Te IPOMEHE 3aBlCe
of TOKa MCTOpHje, Off reorpadCKOT IOI0Kaja 11 KapaKTepa CTAHOBHMKA TVX IPajioBa.
A cBaKM Off BUX 3aCTTyXyje OCeOHO NMe...

1. Calvino, Invisible cities. Picador, London, 1974, 122.
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ORASELE LIMITROFE ALE IMPERIULUI

Independent de faptul ca asemenea concepere a unui oras poate fi aplicata ori-
carei localitati, ea corespunde in mod deosebit oraselor Europei Centrale, care, din
cauza istoriilor lor complexe, au devenit spatii megiese prin excelenta. Ca martori
permanenti ai schimbarilor puterii, ele s-au aflat adesea la rascruci istorice si politice,
unde veacuri de-a randul hotarele se stergeau si din nou se trasau. Aceste orase repre-
zintd adevaratele inter-locuri definite de bogate comunitati comerciale, de mul{ime
de confesiuni, de nationalitati si de limbi. Astfel de orase sunt Novi Sad si Timisoara,
doua metropole stavechi. Cele doua orase si-au inceput existenta ca fortarete strate-
gice, au fost modelate de catre comercianti si patroni si ambele orase au inflorit in
vremea barocului sub aripa vulturului habsburgic.

In esentd, caracterul megies al oraselor respective este determinat de existenfa
lor la hotarul care delimiteazd Imparitia Habsburgicd de cea Otomang, la hotarul
dintre doua religii si foarte adesea dintre doud lumi diferite. Ambele orase sunt con-
struite in apropierea unor cetati importante care supravegheaza comertul fluvial —
cetatea Petrovaradinului se afla pe Dunare, iar cetatea Timisoarei pe Timis si Bega.
Ambele cetéti au fost, in anul 1716, campuri de lupte decisive impotriva turcilor,
conduse de cel mai glorios si ilustru general habsburgic, Eugeniu de Savoya. O atare
pozitie favorabila si periculoasa a cetatilor de la granita a determinat si dezvoltarea
oraselor Novi Sad si Timisoara.

Novi Sad a inceput si existe ca oras abia dupa lupta decisivé din anul 1716. Ina-
inte vreme exista doar Cetatea Petrovaradinului la Dunare cu o micé asezare Ratzen-
stadt, oras sarbesc®. Orasul a inceput sé se dezvolte abia dupa victoria din anul 1716,
iar ulterior, in anul 1748, imparateasa Maria Tereza i-a conferit statutul de oras liber
regesc. In edictul Imparitesei se spune:

»-.. Prin puterea autoritatii si demnitatii noastre regale, din motive anterior mentio-
nate [...] sa-1 declaram oras al nostru liber regesc si sa-1 includem, sd-1 primim si sa-1
inscriem in numarul, cercul si ordinea celorlalte orase libere regesti ale Regatului nos-
tru Ungaria, precum si a {inuturilor noastre mostenite; anulandu-i denumirea de pana
acum Santul Petrovaradinului am gésit de cuviinta ca pe viitor sa fie denumit si sd aiba
titlul Neoplanta, Uj-Videgh, Ney-Satz..”

Dupa obtinerea noului statut, Novi Sadul a inflorit si sub aspect economic si sub
cel cultural. La mijlocul secolului XVIII a devenit centru administrativ al Provinciei
Imperiale Backa, resedinta episcopului ortodox; aceasta a permis orasului Novi Sad

2 I1. J. Iomosuh, Cp6u y Bojeogunu. Tom. 2, Maruna cprcka, Hosu Cag 1990, 324.

* Cu privire la istoria orasului Novi Sad in perioada noua a se vedea: T. Munurap, Hosu Cag Ha packpcHuuu
munynoi u cagawei sexa. Ipapicka 6ubmrorexa, Hosu Cap 2000; de asemenea: B. Petrovié, Istorija Novog Sada.
Novi Sad, 1963.



FrPAHWYHWN TPAAOBW LAPCTBA

Be3 063mpa mro ce KamBMHOBO mouMame rpaja Mo)ke IIPMMEHNUTI Ha 6110
KOje MeCTO, OHO TToce6HO ofiroBapa rpagosuMa Cpenme EBpone koju cy 36or cBojux
C/IO)KEHMX MICTOPMja MOCTaNM IpaHnyYHyM npocropu. Kao cramnmu ceefony npomeHa
MOhM, OHU Cy ce YeCcTO Ha/la3uIy Ha UCTOPUjCKMM U MOJUTUYKMM pacKpCHMUIIaMa
I7ie Cy ce TOKOM BeKoBa Mehe Opucasie u HaHOBO McIpTaBae. Ty TpafgoBu Ipef-
cTaB/bajy mpaBa Mehymecta ogpebena 6oraTuM TproBaukuM 3ajegHMIIAMa, MHOTO-
OpOjHMM BepoNCIOBECTIMA, HalMjaMa 1 jesunyMa. Taksu cy rpagosu Hosu Cag u
TemmmBap, gBe crape metpornone. O6a rpajia movesna Cy CBoj )XKMBOT Kao CTpaTellKa
yTBpbema, 06/MKOBaMN Cy MX M TPTOBIV U IIOKPOBUTE/BM, @ 006a Tpajia MpoljBeTasa
Cy y Boba 6apoka 1ox KpuaoM xab30ypLIKkor opra.

Y cymrtuHM, TpaHMYHOCT OBUX I'pajioBa ofipeheHa je BIXOBUM MOCTOjameM Ha
rpaHuIY Koja gemu Xa636ypiko o OCMaHCKOT LJapcTBa, Ha IPAaHNI [IBEjy pe-
TMja ¥ BeoMa 4ecTo ABa pasmmuuta csera. Oba rpajja MOAUTHYTA Cy OKO BAXKHUX
TBphaBa Koje HajIIenajy peuny Tpropuny — TBphasa IlerpoBapanyH Hamasu ce Ha
HyHaBy, a TBphaBa TemmmBapcka Ha Tamumry u Berejy. O6e TBphase 6ue cy me-
cta opyry4yjyhux 6uraka nporus Typaka 1716. ropuHe, Koje je IPeABOYIO ¥ BOAVIO
HajC/IaBHUjU U HajcjajHMju Xa636ypiuku reHepan — EBrennje CaBojcku. Takas moro-
JIaH ¥ OITacaH I10/10Kaj HOTPaHMYHMX I'pafjoBa 061mKoBao je passoj u Hosor Caga n
Temumiapa.

Hosn Cap je xao rpaj 1moJeo ja IIOCTOjM TeK Iocie omaydyjyhe 6urke 1716.
roguHe. [Ipe Tora mocrojana je camo IlerpoBapapnucka TBphasa Ha [lyHaBy ¢ Mamm
HacebeM Panienmrarom, ogHocHO Cprickum rpagom.” [pap je modeo fa ce pa3mja Tek
nocre mobeye 1716. rognHe a kacHuje je, ropyHe 1748, y Bpeme napuie Mapuje Tepe-
3Uje CTeKao CTaTyc CI0OOIHOT KpasbeBCKor rpasia. ¥ moseby Llapuia kaxe cnenehe:

»-..CUJIOM Hallle Kpa/beBCKe MONY 11 yI/Iefla 3 paHNje HaBefleHNX pasyora |[...] yauHm-
MO CBOjUM CTIOOOHMM KPaj/beBCKIMM IPaZioM I [Ia I'a YBPCTUMO, IPUMUMO U YIIMIIEMO
y 6poj, KpYT 1 pefi OCTa/INX HAIIUX CTI0OOHIX Kpa/beBCKUX IPajioBa Hallle Kpa/beBIHE
Yrapcke Tako 11 HAIMX HAaCTeIHVX 3eMajba, YKiaajyhn My nocapamime nme [lerposa-
papuucku [anan, HahocMmo 3a go6po na ce yoyayhe soBe u na my Hacnos 6yne Heor-
nanTta, Uj-Videgh, Ney-Satz...”

ITocne HoBOCTeueHor ctaTtyca HoBu Cap je mpolBeTao M IpUBPERHO U KYATYP-
HO. CpegunHoM XVIII BeKa IOCTA0 je afMUHUCTPATUBHO CPEAUIITE IJapCKe IOKpaju-
He Bauke, cemmiTe mpaBocIaBHOT emyckomna; To je omoryhmmro Hosom Cany fa ce
2 II. J. lTonosuh, Cp6u y Bojeogunu, Tom. 2, Matnua cprcka, Hosu Cap 1990, 324.

* O ucropuju Hosor Cafa y HoBoBekoBHOM nepuopny Buau: T. Mumurap, Hosu Cag Ha packpcruyu mu-
Hyn01 U cagarvei sexa, Ipancka 6ubmmorexa, Hosu Capn 2000; Takobe: B. Petrovié, Istorija Novog Sada, Novi Sad
1963.
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ca pe parcursul urmatoarelor decenii sa se dezvolte, devenind cel mai mare centru
cultural sarb in Imparitie.*

In pofida faptului ca, spre deosebire de Novi Sad, Timisoara existase ca oras inca
de la inceputul evului mediu, a fost necesar ca literalmente sa fie din nou construita
dupd anul 1716, din cauza razboiului distrugdtor dintre habsburgici si turci; atunci a
devenit o metropola adevarata. A fost introdusa completa administratie imparéiteasca
multilingvala, a fost construitd noua cetate si, ceea ce este esential, au fost adoptate
ideile noi, inaintate, ale Barocului tarziu si ale Iluminismului timpuriu, care au con-
ferit orasului un nou profil intelectual. Dupa cum Novi Sad era ,,capitala” provinciei
Backa, Timisoara a devenit sediul provinciei Banat dar si sediul politic si cultural al
intregii regiuni.

In afara de aceasta, ambele orase au servit drept importante centre confesionale
si culturale ale populatiei ortodoxe sarbe care a imigrat in Imparitia Habsburgica
dupd Marea migratie din anul 1690. Clerul superior din Mitropolia Karlovétului re-
cunostea oraselor Novi Sad si Timisoara caracterul de rascruce al competentei lor
duhovnicesti.® In consecinti, titlurile episcopale ale celor doui eparhii detineau locu-
rile cele mai prestigioase, la care ambitiosii episcopi si mitropoliti ortodocsi au ravnit
cu ardoare. Odatd instalati la functiile corespunzitoare la Novi Sad si la Timisoara,
episcopii au putut sa aleaga daca doresc sd traiasca intr-un oras aflat in dezvoltare si
in care comunitatile sarbesti deveneau tot mai bogate si suficient de interesate de a
finanta si a proteja proiectele importante.

Dupa anul 1716 orasele Novi Sad si Timisoara atrag o multime de comunitati
comerciale, care prin mostenirile lor diversificate si prin diferitele confesiuni edifica o
multime de culturi diferite.® Pe parcursul intregii istorii fiecare dintre cele doua orase
este marcat de comunititi polivalente, de diversitate nationala si confesionala a Impa-
ragiei Habsburgice. Au existat cateva etnii — sarba, maghiard, croata, romana, greaca
si austriacd, doua mari religii — crestinism si iudaism, iar numeroasele confesiuni au
determinat dezvoltarea culturala si artistica a oraselor Novi Sad si Timisoara.

Dat fiind ca exista atatia factori istorici si culturali comuni, ar fi cel mai bine
ca cele doua orase de la hotar, aceste spatii de frontiera, sa le descriem prin relatarea
despre doud personalitati care au marcat in mod deosebit dezvoltarea lor. Primul
dintre ei este unul dintre cei mai ilustri generali ai timpului, genialul general Eugeniu

* V. Neumann, (ed.), The Banat of Timisoara. A European Melting Pot, Scala Arts & Heritage Publishers,
London 2019, 20-23.

> A se vedea doua texte importante pe tema respectivd: P. Ipyjuh, ,IIpo6memu ucropuje Kapnosauxe
Murponomuje. Ilocranak Kpymenoncke Mutpononuje’, y: Inacnuk Hcitiopujckoi gpywitisa y Hosom Cagy, 2, 1
(2), HoBu Cap 1929, 53-65; P. Ipyjuh, ,,IIpo6nemn ncropuje Kapnosauke Murpononuje. Kapnosiy, pesugeniuja
KPYILIeROICKUX MuTpononnta’, y: Inacnux Vciopujcxoi gpywitiea y Hosom Cagy, 2, 2(3), Hosu Cag 929, 194-204.

¢ A se vedea: V. Neumann, op. cit. 20-21.



TOKOM HapeJHIX JielleHuja pa3Buje y Hajsehn nenTap cprcke kynrype y lJapeBnun.*

Ypkoc unmeHnIM Ja je, 3a pasnuky og Hosor Capa, TemumBap mocrojao kao
rpaj joLI Of IOYeTKa Cpefier BeKa, Tpebano ra je OyKBaTHO IIOHOBO VM3TPAINUTI
nocne 1716. rogune 360r pasopHor para usmeby Xa636yprosama u Typaka — Taga
je HapacTao y IIpaBy METPOIIONY. YCTaHOB/bEHA je 1IeJIOKYIIHA BUIIeje3/YHa 1[apCKa
ympaBa, usrpabena je HoBa TBphaBa u, 1ITO je jour OuTHMje, mpuxBaheHe Cy HOBe Ha-
IIpefiHe Meje KacCHOT 6apoKa M paHOT IIPOCBETUTE/bCTBA, 1ITO je rpajy 06e36enmio
HOBM MHTeneKTyanHy npogwt. Kao mro je Hosu Cap 610 ,,ipecToHnIa” MoKpajuHe
bauke, Tako je TeMumiBap nocrao raBHM Irpaj HoKpajuHe banar u uspacrao y nonu-
TUYKO U KYITYPHO CpeAMIITE Lieie 00/IacTi.

Ocum rora, oba rpaja cIyXmua ¢y Kao BaKHU BePCKU M KYITYPHU LIEHTPU
IPaBOC/IABHOT CPIICKOT CTAHOBHUIITBA Koje ce jocenmno y Xa630ypuIKy LapeBu-
Hy nocye Benuxke ceobe 1690. ronnue. Bucoko cBenrteHcTBO y KapnoBaukoj Mutpo-
nonuju npusHasano je Hosu Cap n TemumBap Kao /1Ba YUBOpUIITA CBOje JyXOBHE
HajyiexHoCTH.” [IpeMa ToMe, BlIafMyaHCKe TUTY/IE OBe /IBe elapxuje Ap)Kane Cy
HajIIPeCcTIDKHMjA MeCTa Koja Cy aMOMIIMO3HM NTPaBOC/IABHM €MMCKOIN ¥ MUTPOIIO-
Ty >kapko xenenmu. Kaya 6u 6mnm npemeriteny Ha ogrosapajyha sBawa y HoBom
Capy n TeMumBapy, enuckomnu cy ofabpami fa >kK1Be y rpafly Koju CTalTHO pacTe U
y KOjeM ¥ CpIICKe 3ajejHulle IIOCTajy cBe MMyhHMje U JOBO/BHO 3aMIHTEPECOBaHe U
6orate fa GpUHAHCUPAjy M HAfIT/Ie[ajy BasKHe IIPOjeKTe.

ITocne 1716. rogune Hosu Cap u Temuisap npusjiade MHOTE TProBauke 3ajef-
HIIIe KOje CBOjMM pasmMYuTuUM HacneheM u pasHuM BepoucroBecTuma usrpabyjy
MHOro6pojHe pazmmunute Kynarype.® TokoM IIelOKyIIHe MCTOpYje CBaKy Off OBa /iBa
rpaga obeeXXeH je MOMMBANEHTHUM 33ajelHUIIAMA, Offpa3oM HAIMIOHATHOT U KOH-
decnonanHor mapennta Xa630ypiuke rjapesuHe. buo je HeKONMMKO eTHMjA — CPII-
cka, Mabapcka, XpBaTcka, pyMyHCKa, TpUKa 1 ayCTpUjcKa — [iBe BeNMKe Peuruje
- xpuirhaHCTBO U jyfansam, a OpojHe BEpOUCIIOBECTI OONIMKOBae Cy KyITYPHU U
ymetHn4Kky passoj Hosor Capa n Temumisapa.

Bynyhm ma mocToju TonmmMko 3ajefHIMYKNX ICTOPUjCKUX M KYATYPHUX YMHUIIA-
11a, 6110 61 Haj6ObE Na OBe TpajoBe Ha TPAHMIIN, T€ TPAaHNYHE IPOCTOPE, OINIIEMO
KpO3 IIpUdy O iBe TMYHOCTU KOje Cy moceOHO obenexxuie HUXOB pa3poj. [Ipsu je
6110 jenaH of HajcjajHMjUX ¥ HajTeHMjATHUjUX TeHepaa CBOr 100a, Koju je mobenyo
1716. ropune — EBrenmje CaBojcku. [Ipyra 1M4HOCT HMje TOMMKO IIO3HATA, a/M je

*V. Neumann, (ed.), The Banat of Timisoara. A European Melting Pot, Scala Arts & Heritage Publishers,
London 2019, 20-23.

> Bupy nBa BakHa Tekcra PagocnmaBa Ipyjuha Ha oBy Temy: P. Ipyjuh, ,,IIpobnemn ncropuje Kapnosauke
Mutpononuje. ITocranak Kpyuegoncke Mutpononuje”, y: Inacnuk Vcitiopujckoi gpywitiea y Hosom Cagy, 2, 1
(2), HoBu Cap 1929, 53-65; P. prjmh, »IIpo6remu ucropuje Kapnosauke Murpononuje. Kapnosiy, pesuaennuja
KPYLITOICKIX MUTpOLIONuTa’, y: Inacuux Vciwiopujckoi gpywinea y Hosom Cagy, 2, 2(3), Hosu Cag 929, 194-204.

¢ Bupu: V. Neumann, op. cit., 20-21.
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de Savoya, care a obtinut victorii in anul 1716. O a doua personalitate nu este atat de
cunoscuta in lume, dar este de o insemnatate egald pentru dezvoltarea vietii culturale
si duhovnicesti ale celor doud metropole - episcopul sarb ortodox Mojsej (Putnik).
Desi ar fi greu de conceput ca dintre ei diferenta sa fie mai mare decét era, nu numai
sub aspectul profesiei, ci si sub aspectul confesiunii, unul fiind catolic, altul ortodox,
ei erau incredibil de asemadnatori in privinfa vederilor si patronajelor in domeniul
artei si in privinta influentei proprii asupra dezvoltérii celor doud orase.

ORASELE LUI EUGENIU DE SAVOYA (1663-1736)

Eugeniu de Savoya, considerat a fi cel mai stralucit general al timpului, fuse-
se intr-adevar o personalitate exceptionala - intruchiparea veridica a printului din
timpul modern timpuriu, care intrunese in sine, fard nici un efort, vita activa si vita
contemplativa.” Succesele sale de pe campul de luptd se pot asemui si cu numai cu
patronajul sau renumit in domeniul artei si literaturii, ceea ce se poate constata in ar-
hitectura palatului Belvedere si a celorlalte palate elegante din Imperiu (de ex. la Belj
sau la Ratzkove), in colectia sa de opere artistice si in monumentala bibliotecd — toate
acestea reflectand multitudinea problemelor care i-au starnit interesul. Deopotriva
abil cu sabia si cu penita, Eugeniu de Savoya a devenit protector al lumii baroce ori-
unde isi propaga influenta, iar Novi Sad si Timisoara fac parte din asemenea locuri.

Desi dupd nastere francez, Eugeniu de Savoya a jurat credintd impératului aus-
triac Leopold I si a promis cd toata puterea sa, toata vitejia si ultima picatura de sange
le va inchina slujirii Majesatii Sale Imperiale.® Si-a respectat promisiunea si a condus
pe merit oastea habsburgica din victorie in victorie de pe la sfarsitul secolului al
XVII- lea si pand la jumatatea secolului al XVIII- lea. Dupd victoria triumfald asupra
turcilor in bétélia de la Senta in anul 1697, prin care s-a terminat confruntarea de du-
ratd cu armata otomana, Eugeniu de Savoya a devenit comandant suprem al trupelor
imperiale. In anii care au urmat a continuat ascensiunea, devenind unul din primii
comandanti ai vremii si a condus oastea imperiala in razboaiele pentru mostenirea
spaniold, in cele austro-turce etc.” A participat la toate campaniile importante si a
cucerit victorii-cheie, cum au fost cele de la Blenam, Torino si Toulon, precum si cele

7 Bibliografia despre Eugeniu de Savoya este deosebit de voluminoasa, astfel cd de data aceasta ag mentiona
doar unele din cele mai importante publicatii, respectiv biografii despre viata si activitatea sa: N. Henderson,
Prince Eugene of Savoy - a Biography. Phoenix, London 1964, precum si cartea admirabild a prof. Branko Beslin,
Esienuje Casojcku u weioso goba. Maruna Cprcka, HoBu Capn 2019. Este, de asemenea, foarte interesant a
consulta autobiografia lui Eugeniu de Savoya: Eugen of Savoy : Memoirs of Prince Eugen of Savoy. Written by
himself. Shirwood, Nelly and Jones, London 1811.

8 N. Henderson, op. cit., 13.

® Despre bitaliile lui Eugeniu de Savoya a se vedea: B. beuunus, op. cit. 333-513.



110 ce6M YICTO TOMMKO 3HayajHa 3a Pa3BOj KYATYPHOL ¥ [yXOBHOT )XBOTA OBE JIBE
METPOIIO/IE — CPIICKY IIpaBOCIaBHM Bnafuka Mojcej Ilytuuk. Vako ce Hucy Morin
BuIlle MehycoOHO pas3nmukoBary, He caMo IO CBOjuM mpodecrjama Hero u KoHde-
cujama, Oypyhn fia je jeman 6110 KaToMuK, a pyru MpaBocCIaBall, 10 CBOjUM ITOTTIeM-
Ma, 110 CBOjUM IIOKPOBUTE/LCTBOM YMETHOCTH) U HaJlacBe 110 CBOM YTHIIAjy Ha pa3Boj
oba rpajja — 61 Cy M3y3eTHO C/IMYHN.

rrPAOBWN EBFTEHNJA CABOJCKOT (1663-1736)

EBrennje CaBojcku, cMaTpaH 3a HajBeher reHepana cBor BpeMeHa, 61o je 3a-
VICTA M3y3€THA IMYHOCT ~ MICTMHCKO O/INYelbe IMIPUHIIA PAHOT MOfIepHOT J06a Koju
y cebu, 6e3 MKaKBOT Hamopa, objenumyje vita activa u vita contemplativa.” tberosu
ycIiecu Ha 60jHOM IIO/bYy MOTY Ce IIOPeMTH CaMO C HEerOBUM C/IABHUM IOKPOBM-
T€/bCTBOM YMETHOCTU M KIbVDKEBHOCTH, ILITO CE€ MOXKE BUJIETY Y aPXUTEKTYPU JBOP-
11a benBefiepe 1 ocTanux eneraHTHUX Manara mupom lapesuHe (Ha mpuMep, y bemy
i CprickoM KoBuHy), y 1eroBoj 36MpIy yMETHUYKMX Jie/Ia Kao U y MOHYMEHTaJI-
HOj 6MOIMOTeIN — Y CBeMy TOMe OIJIefla/la Cé MHOTOCTPYKOCT HeTOBUX MHTEpeco-
Bama. Je[HAKO CIIpeTaH ¢ MayeM 1 nepoM, EBrennje CaBojcky IOCTA0 je 3aCTYITHUK
6apOKHOT CBeTa I7je TOf ja je mMpuo cBoj yTuiaj, a Hosu Cap u Temumsap crapajy
y TaKBa MecCTa.

ITo pobewy ®pannys, Esrenuje CaBojckn ce 3akyeo Ha BEPHOCT ayCTPUjCKOM
napy Jleononzpy I n o6ehao na he cBy cBOjy cHary, XxpabpocT u nocnefmby Kar KpBu
nocBeTuTy Cny>k6m Hberosor napckor Benmyancrsa.® [Tomrosao je cBoje obehame
¥ 3aCTTy>KeHO BOJO Xab30ypIIKY BOjcKy 13 jenHe mobene y apyry o kpaja XVII go
nonosuHe XVIII Beka. [Tocre Tpujymdpante nobene Hag Typruma y 6unm xox CeHre
1697. rofuHe, 4uMe je OKOHYAH JIyTOTPajaH CYKoO ¢ OCMaHCKOM BOjcKoM, EBreHnje
CaBojcKM IIOCTA0 je BpXOBHM Boha apckux Tpyma. Y TofmHaMa Koje Cy caefuie Ha-
CTaBJ/beH je HEroB YCIIOH Kao jefHOT Of IPBVX KOMaH/laHaTa TOT J06a ¥ IPefBOIO
je IapcKy BOjCKY Y paTOBMMa 3a IIMAHCKO Hacyebe, y aycTpujcKo-TypcKOM paTy, U
apyruM.’ Y4ecTBOBAO je y CBAKOM Ba>KHOM BOjHOM IIOXOZLy ¥ OCBOjMO TaKO K/by4He
nobepe kKao wro cy 6utke Kox braenama, Topuna u TynoHa, Kao 1 OHe Koje Hac Haj-

7 bubnuorpaduja o Esrennjy CaojckoM je Buiire Hero o6uMHa. Meby HajsHauajHMjuM Dy6IMKaLujaMa 1
6uorpadujama o HeroBoM >KUBOTY 1 feny Hanase ce: N. Henderson, Prince Eugene of Savoy — a Biography. Phoe-
nix, London 1964, xao u cjajxo geno npodecopa bpanka beunna, Esienuje Casojcku u weioso goba, Maruia
cpricka, Hou Cap 2019. Takobe, Beoma je MHTepecaHTHO KOHCYNTOBaTH ayrobuorpadujy Esrennja Caojckor:
Memoirs of Prince Eugen of Savoy. Written by himself. Shirwood, Nelly and Jones, London 1811.

8 N. Henderson, op. cit., 13.

° O 6urkama Esrennja CaBojckor Bupu: b. Beutus, op. cit., 333-513.
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care ne intereseaza cel mai mult, bataliile pentru Petrovaradin si pentru Timisoara in
1716."° In ambele btilii Eugeniu de Savoya intrase cu puteri relativ mai slabe decat
cele otomane, dar a posedat o iscusin{a strategica superioard. In consecinta, ambele
batdlii le-au adus habsburgilor victorii minunate, iar pentru batdlia de la Petrovara-
din s-a crezut, intr-o manierd autentic baroca, cé a fost obtinutd datorita unui viscol
puternic provocat prin mijlocire proprie de insasi Nascatoarea de Dumnezeu.! Pand
in ziua de astazi cultul Sfintei Marii a Zapezii este pus in legatura cu Icoana Facatoare
de Minuni a Maicii Domnului care se pastreazd si se venereaza in biserica din Tekije,
construitad pe locul desfasurarii bataliei.

Petrecute in acelasi an, cele doud batalii au confirmat pozitia Impiritiei la Est,
care apoi, decenii de-a randul, nu a fost modificatd; intreaga provincie Banat a deve-
nit una din posesiunile habsburgice si, ceea ce este esential, a influentat dezvoltarea
in continuare a oraselor Novi Sad si Timisoara.

Cele douad victorii au stavilit inaintarea trupelor sultanului si au prevestit trium-
ful cel mai mare - cucerirea austriacd a Belgradului in anul 1717."? Desi in razboaiele
contra turcilor, consideratd mai mult ca o victorie simbolica decat militara, cucerirea
Belgradului pentru acea vreme a avut o mare pondere politica si ideologica. Cel care
guverna Belgradul, nu numai cid administra cdile comerciale si militare importante,
ci metaforic tinea ultima apérare a lumii crestine si controla ,,poarta Orientului”"?
Spre deosebire de cele doud incercdri anterioare de cucerire a Belgradului (in 1688
si 1693), victoria din 1717 a inaugurat mareata, desi scurta perioadd a administratiei
austriece, care a inceput cu transformarea Belgradului intr-o fastuoasd metropola ba-
rocd. Spre regret, nu fusese decat un scurt interludiu, gloria austriaca trecétoare, care
se va sfarsi jalnic in anul 1739, cAnd otomanii vor recuceri Belgradul.™*

Spre deosebire de Belgrad, orasele Novi Sad si Timisoara au continuat sa se dez-
volte sub ocrotirea Imparatiei habsburgice, astfel ci in secolul al XVIII- lea, din niste
orase de frontiera s-au transformat in centre baroce importante, in centre comerciale
si culturale ale provinciilor Backa, respectiv Banat. Desi printul Eugeniu de Savoya
nu avusese competentd si nici influentd nemijlocita asupra dezvoltarii lor, aceasta era
consecinta victoriilor sale, care au adus o perioadd de stabilitate, precum si cultura
baroca.

' Despre Eugen de Savoya si Timisoara a se vedea: V. Neumann, op. cit. 25-28.

1O descriere foarte pitoreasca a batiliei respective si relatare despre ,,minunea Nascitoarei de Dumnezeu”
a se vedea in: B. BeunuH, op. cit. 471-495, 486-7.

12 Despre cucerirea Belgradului sub Eugeniu de Savoya a se vedea: b. berunun, op. cit. 495-521.
13 A se vedea: b. Beuuu, op. cit. 496.

! Despre istoria Belgradului sub aspectul unei metropole baroce dispérute si uitate a se vedea expozitia:
Belgradul baroc - transformari 1717, autori Vesna Biki¢ si Nika Bevc: Bapoxnu Beoipag: aipeobpasxcaju 1717-
1739., B. buxuh, H. besu, (np.), Apxeonomknu nncturyr CAHY, beorpaz 2019.



BUIIIe 3aHMMAjy, Outke 3a [lerpoBapanun u TemumBap 1716.° Eprennje CaBojckn
yiao je y obe 6MTKe ca cHarama Koje Cy 6mie pelaTMBHO cnabuje of OCMaHCKIX,
anu je moceoBao Behy crparemky Bemtuny. [Ipema Tome, 06e 6uTKe HOHENe Cy
Xab630ypsuma uygmecHe mobene, a 3a 6utky xop IlerpoBapajyHa BepoBao ce, y
IIpaBOM 6apOKHOM MaHUPY, a je MICXO[JOBaHa 3aXBa/byjyhy CHEXXHO] ONyju KOjy je
CBOjMM IOCpefioBambeM M3as3Bana cama boroponnia.'! Cee 1o gaHaIImber jaHa Ky/IT
CHexxHe rocre IOBe3aH je ca YyJOTBOPHOM MKOHOM boropopmuiie koja ce yysa u
THOIITYje Y pkBM Ha Texujama, MOAUTHYTOj HA MECTY OfjBHjamba OUTKe.

Onnrpane ucTe TofyHe, OBe ABe OUTKe MOTBpAWIE Cy Monokaj LlapeBnHe Ha
UCTOKY, KOjU JIelieHujaMa HIje MebaH; 1e/la I0KpajuHa banat nmocrana je jeman of
xa630ypIIKIX IIOCeNa U, OHO LITO je HajOuTHMje, yTUIIA/IA je Ha Jja/by Pa3Boj rpajioBa
- Hosor Capga n Temniapa.

O6e oBe mobesie 3aycTaBuIe Cy HaIllpefloBalbe CYJITAHOBUX TPyIa U HajaBuIe
Hajsehu Tpujymd - aycrpujcko ocajame beorpama 1717."* Maxko je Beh cmartpan
BUIIe Ka0 CMMOO/IMYHA HEero BojHa mmobena y paroBuMa npoTus Typaka, ocBajame
beorpapma y To Bpeme nmMaio je BeIMKy NMOMUTUYKY M UAEONOIIKY TeXXuHy. OHaj KO
je yrpas/bao beorpanom, yrpas/bao je He caMO BaXKHUM TPTOBMHCKUM M BOjHUM I1y-
TEeBJMa, HeTo je ¥ MeTaOpUYKM AP>KA0 MOC/IeNnY OfbpaHy xpuirhaHcKor cBeTa 1
KOHTPOJICA0 ,Kanujy Opujenta”’? 3a pasnuky off MpeTXofiHa /iBa IOKYyIIaja fja ce
ocBoju beorpan (1688. n 1693) nmobena 1717. oTBOpuIa je KPaTKOTPajHO aiyl Beu-
YaHCTBEHO pa3fio0be aycTpMjcKe BIACTH KOoje je modeno Tpanchopmaryjom beorpa-
fia y packolHy 6apokHy MeTpomony. Haxanoct, 610 je To caMo KpaTak MHTepIy-
IVjyM, IIpOIa3Ha ayCTpMjcKa clnaBa Koja he ce Ty)xHo 3aBpiuntu 1739. rognue kaja
cy Ocmannuje nospatuse beorpap.'

3a pasnuky op beorpama, Hosu Cap u TemuiBap HacTaBuIu cy fa ce mmupe
TIOfl IOKPOBUTE/BCTBOM Xab36ypuike nmapesune n y XVIII Bexy uspaciu cy n3 ma-
VX TIOTPAHMYHUX I'PAJIOBa Y Ba)KHA OApOKHA CPeIMIITa, Y TPTOBUHCKE M KY/ITypHe
LeHTpe NoKpajuHa bauke n banara. Mako IIpunn Esrennje CaBojcku Huje MMao Ha-
JUIEXHOCT HATY HENIOCPEZlaH YTUIIAj Ha HIXOB Pas3Boj, O1Ia je TO IOC/eaNIa Hhero-
BUIX IOOefja Koje Cy IoHeNe pa3fobibe CTabMITHOCTY U 6ApOKHY KYITYPY.

100 EBrenujy CaBojckom u TemumBapy Bupn: V. Neumann, op. cit., 25-28.

11 33 BeoMa >KMBOIMCAH OMIC OBE OUTKE 1 »ayfa Boropoumue” sumu: b. bemnun, op. cit., 471-495, 486-487.
120 ocBajawy beorpana nop Esrernjem Casojckum 1717. Bumm: B. Beuwms, op. cit., 495-521.

B b. Beuunus, op. cit., 496.

" O ucropuju Beorpaa kao HecTasme 1 3ab0paB/beHe GapOKHe MeTpOIIONe BUAM U3NIOXKOY ,,BapokHn
Beorpan - tpancdopmaruje 17177 Bapoxuu Beoipag. Ilpeobpaxcaju 1717-1739, B. buxuh, H. Besy, (mp.),
Apxeonomky nactutyr CAHY, Beorpap 2019.
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ORASELE LUI MOJSE) PUTNIK (1728-1790)

Mojsej (nume mirean: Vasilije Putnik) a fost in secolul al XVIII- lea unul dintre
cei mai cunoscuti si cei mai impresionanti membri ai clerului superior in Mitropolia
Karlovatului.'” Pe parcursul lungii sale cariere fusese numit episcop, pe rand, in doua
eparhii: a Backdi (1757) si a Timisoarei (1774), iar in anul 1782 i-a fost incredintata
functia cea mai inaltd, cea de mitropolit al Mitropoliei Karlovagului. El a fost unul
din rarii clerici ortodocsi pe care Impariteasa Maria Tereza l-a numit membru al
Consiliului Secret de Stat si i-a conferit Crucea cu portretul Sf. Stefan in rang de co-
mandant. In afara de realizirile sale bisericesti, Mojsej (Putnik) se remarca si ca un
reformator exemplar al educatiei si protector destoinic al artei. Pentru naratia noastra
Mojsej (Putnik) este cel mai important ca episcop la Novi Sad si la Timisoara, dat
fiind cd a lasat o urma recognoscibild in viata bisericeasca si culturala a celor doud
orase.

Era de origine din patura micilor nobili. De tidnar a fost tuns in monahism si
si-a ales numele Mojsej. Ascensiunea sa in cadrul ierarhiei ortodoxe a fost deopotri-
va meritata prin abilitatea sa, cét si prin protectia pe care o acorda patriarhului de
atunci Arsenije IV (Sakabenta). Curand, dupa implinirea vérstei de 20 de ani, a de-
venit arhimandrit al manastirii Rakovac si a ramas cunoscut pentru lupta impotriva
uniatilor care (avand binecuvantarea imparatiei) incercau sa-i converteasca pe sarbi
la confesiunea lor.

La vérsta de 29 de ani, in 1757, a fost ales in calitate de episcop, fiind cel mai ta-
nar preot avansat in aceasta pozitie in cadrul Mitropoliei Karlovatului. Dupa procla-
marea ca episcop al Backai la Novi Sad, Putnik a primit o carte festivd luxos aranjata,
care preamareste hirotonia sa — CBe4anu nosapas Mojcejy Ilytauxy [Salut festiv lui
Mojsej Putnik],'® din pana tanarului artist Zaharija Orfelin, caruia ii apartine meritul
atat pentru ilustratii, cat si pentru versuri. Manuscrisul este o carte festiva unicat, un
panegiric bogat ornat, in care se intalnesc poezia labirintica, caligrafia complexa si
desenele fastuoase executate cu penita si cerneald; totul este conceput pentru a inélta
hirotonia episcopului ortodox la rangul triumfului imperial. Aceasta capodoperd a
spectacolului statal a devenit unul din cele mai importante monumente ale barocului
sarbesc si a prevestit sederea lui Putnik la Novi Sad ca o vreme de innoire a culturii

1> Despre viata si initiativele lui Mojsej (Putnik) a se vedea: [I. J. ITorosuh, op. cit.; P. Ipyjuh, op. cit. 1931,
224-240; AnoHuM., ,,JKusortoomucanme Mojceja IlyTHuka Apxmenyckona u Mwurponommra Cep6ckor’, y:
Cepb6cxa ITuena unu Hosuj yseiminux, byaum, 1834, 146-150.

16 Cu privire la Salutul Festiv citre Mojsej (Putnik) alcatuit de Zaharija Orfelin, a se vedea editia prin
fototipie cu studiul J. Todorovi¢: J. Tomoposuh, Cseuanu tuosgpas Mojcejy Ilyininuxy 3axapuje Oppenuna
[Zaharija Orfelin’s Festive Greeting to Mojsej Putnik], Ilnatroneym, Maruna cprcka, becena, Hosu Cagn 2014;
Ceeuanu tiosgpas Mojcejy Ilyitinuxy, GoToTuIcko nsnamwe, J. Togoposuh (mp.), ITnatoneym, Marnija cprcka,
Becena, HoBu Cap 2014. A se vedea, de asemenea, cartea aceleasi autoare dedicatd respectivei carti festive: J.
Todorovi¢, An Orthodox Festival Book in the Habsburg Empire. Zaharija Orfelin’s Festive Greeting to Mojsej Putnik
in 1757, Ashgate, Harmondsworth 2006.



rrPAAOBWN MOJCEJA NYTHUKA (1728-1790)

Y XVIII Bexy Mojcej (Bacummje) IlyTHuk 6110 je jenaH of HajllO3HATHjUX/Hajy-
NevyaT/bUBMjUX YIAHOBA BUCOKOT Kiepa KapnoBauke mmrpomnonmje.”” Tokom cBoje
Iyre Kapujepe IOCTYIIHO je IIOCTaB/beH 32 BIAIUKY Y ABe emapxuje, baukoj (1757) u
TemmmBapckoj (1774), a 1782. ronyHe n3abpaH je y HajBMIlIe 3Balbe MUTPOIIONINTA
KapnoBauke mutpononuje. [TyTHuk je 610 jeaH off peTKMX CPIICKUX ITPABOCTABHUX
CBeIlTeHMKa Koju je ofi napuile Mapuje Tepesuje nocrasmbeH 3a unaHa TajHor fp-
YKaBHOT caBeTa 1 ofyinkoBaH Kpcrom komaHzaHTa ¢ koM Ceeror Credana. Ocum
II0 CBOjMM LIpKBeHMM nocTurayhuma Mojcej ITyTHuk je samamhen kao yrinegHu pe-
¢dbopmarop obpasoBama I CTABHU OKPOBUTEb YMETHOCTH. 3a Hamry mpudy ITyTHuk
je Haj3Ha4yajHMju Kao Bnaguka y Hosom Canmy u TemumBapy, 6ynyhm sa je ocrasmo
3HaTaH Tpar Ha IPKBEHOM U KyJITYPHOM XMBOTY 06a rpaja.

I[TyTHMK je 6110 TIOpEK/IOM U3 C/I0jeBa HIDKET IUIEMCTBA; PaHO Ce 3aMOHAIINO
1 f06m0 uMe Mojcej; BeroB YCIIOH Y OKBUPY pefioBa IIPaBOC/IaBHE jepapxije jefHa-
KO je 3aCy’KeH HberoBuM yMeheM 1 3aIITHTOM KOjy je Ipy>kKao TafjalllleM HaTpu-
japxy Apcennjy IV Illakabentu. Y6p3o mocne gBajeceTor poheHgaHa IocTao je
apXMMaHAPUT MaHacTupa PakoBIia, a mocTao je mosHaT mo 60p6yM IpOTUB yHUja-
Ta KOjy Cy y3 IJapCKM 6/1aTOC/IOB MOKYIIaBasy fja mpaBocnaBHe Cpbe mpeobpate y
CBOjy Bepy.

Kapa my je 6umo Tek nBajieceT meBeT ropuHa, 1757, usabpas je 3a Hajmaber
Braguky y Kapnosaukoj mutponomuju. Ilocne npornanrema 3a Brafuxy 6adkor y
Hosom Capy, IlyTHUK je IpuMIMO TyKCY3HO OIPEM/bEHY IAHETMPUYKY KIBUTY KOja
CTaBM IETOBO pyKomonoxemwe — Ceeuanu fiosgpas Mojcejy Ilyitinuky'® us nepa mia-
mor ymeTHuKa 3axapuje OpdennHa Koju je 3acIy>kaH U 3a WIyCTpalyje U 3a CTUXO-
Be. Pyxommc Ceeuanoi io3gpasa jefHCTBEHa je KIbITa, 60raTo yKpalleH ITaHeTMPUK
y KOjeM ce HajTase 1 IaBMPMHTCKA M0e3Nja, CIoKeHa Kaurpaduja, Kao ¥ pacKOIIHN
LPTEXM IIEPOM M MACTU/IOM — CBE jeé 3aMMIL/bEHO J]a Y3JUTHE PYKOIIO/IOXKEHhe IIPaBo-
CTTABHOT BJIaJIMIKe Ha HUBO IApCKOT TpujyMda. OBO peMeK-/ie7i0 6apOKHOT Ip>KaBHOT
CIIeKTaKJIa IOCTAJIO je jeflaH Of HajBaKHMjUX CIIOMEHMKA CPIICKOTr 6apoKa 11 HajaBM-
no ITyrHukos 60opaBak y HoBom Cazny kao go6a o6HOBe KynType 1 06pazoBama.

* O xmuBoTy u nogyxsatuma Mojceja ITytnuka supu: [1. J. Tlomosuh, op. cit,, P. Ipyjuh, op. cit., 1931,
224-240; 6uorpaduja murpornonuta Mojceja IlyTHuka: AHOHMM, ,,)KuBotoomncaune Mojceja ITyTHuka Apxue-
nuckomna u Mutpononura Cep6ckor’, y: Cepbeka ITuena unu Hosuj yseiinux, bymum, 1834, 146-150.

16 O Cseuarom tio3gpasy Mojcejy Ilyitinuxy 3axapuje Opdemina Buay GOTOTUIICKO U3fatbe Ca CTYANjOM
J. Tomoposuh: Ceeuanu iiosgpas Mojcejy Iymnuxy 3axapuje Oppenuna [Zaharija Orfelin’s Festive Greeting to
Mojsej Putnik], Tlnatoneym — MaTuna cprcka — Becena, Hosu Cap 2014; Ceeuanu itosgpas Mojcejy Ilyinnuxy,
¢dororuiicko uspame, J. Togoposuh (mp.), [ltatoneym — Maruna cprcka — Becema, HoBu Capn 2014; Takobe
BUJIETH 1INy KIbUTY UCTOT ayTopa nocBeheny oBoM manerupuky: J. Todorovi¢, An Orthodox Festival Book in the
Habsburg Empire. Zaharija Orfelin’s Festive Greeting to Mojsej Putnik in 1757, Ashgate, Harmondsworth 2006.
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si educatiei. Indeplinind functia de episcop al Backai, Mojsej (Putnik) a initiat mo-
dificari importante in domeniul educatiei, a infiintat Seminarul Teologic la Novi Sad
in 1765 si a investit in toate scolile din cuprinsul Eparhiei.'” A ramas intiparit in
memorie drept cel mai impundtor episcop din cei care au ocupat vreodatd tronul
episcopal la Novi Sad si drept episcop care a purtat continuu grija turmei sale. Era
atat de apreciat si in asemenea mdsura iubit, incat cu ocazia plecarii sale la noua in-
datorire, in Eparhia Timisoarei, in anul 1774, a fost organizata o insotire triumfala.
Evenimentul este descris intr-un document de arhiva al Mitropoliei Karlovagului, in
care se relateazd cd s-a adunat un mare numadr de cetéteni, ca toti fusesera imbracati
in hainele cele mai bune si se deplasau cu trasuri fastuos impodobite. Toti au venit
sa-si ia ramas bun de la episcopul lor, sd-i sarute mana si odajdiile si sa conduca suita
lui Putnik pana la Becej."®

Transferul lui Mojsej din Novi Sad la Timisoara este mentionat si intr-un alt
important document de arhiva, graitor nu numai in privinta personalitatii lui, ci si
in privinta vietii sale in Eparhia Timisoarei. Inventarul obiectelor pe care Putnik le-a
avut in proprietate si le-a luat cu sine la Timisoara in anul 1774 oferd o imagine sur-
prinzétor de exhaustiva despre viata pe care acest prelat de vazd a dus-o la Novi Sad."
Lista cartilor este impresionanta si in baza acesteia oamenii de stiinta pot reconstitui
portretul intelectual al lui Mojsej (Putnik): de la operele bisericesti rusesti clasice,
printre acestea la locul de cinste aflandu-se Kamen sepe [Piatra credintei] a lui Javor-
ski si Jyxosnu peiynameniti [Regulamentul duhovnicesc] al lui Petru cel Mare, pana
la autorii catolici cunoscuti, precum Sfantul Antonie si Cezare Baronio (Analele aces-
tuia se puteau procura in versiunea tradusa si prescurtata a lui Pjotr Skarge). Aproape
tot atat de exhaustiva era si lista oddjdiilor somptuoase si a podoabelor personale,
totul potrivindu-se autenticului print baroc al Bisericii. O parte interesanta se refera
la obiectele de gospodarie, care confirma gustul rafinat al lui Putnik si arata ca Palatul
Episcopal de la Timisoara era locul desfasurarii unor mari receptil si a adevératelor
ceremonii baroce. Mojsej (Putnik) a adus la Timisoara servicii din cel mai fin porte-
lan Augarten (pentru 40 si pentru 60 de oaspeti), tacimuri aurite, numeroase forme
pentru dulciuri din cele mai selecte, precum si sfesnice mari care se utilizau cu ocazia
balurilor. Petrecerea lui Putnik la Timisoara este marcata de reforma in educatie, pe
care o incepuse deja in eparhia sa Backa; in perioada aceasta a devenit membru al
Consiliului Secret de Stat si si-a indreptat toate puterile pentru a imbunatati starea
sarbilor ortodocsi din Impiritie, ceea ce urmeaza si faci si dupa anul 1782, cand va
fi in functia de mitropolit al Karlovatului.

'7B. Crajuh, ,Juntux 6auke Enapxuje 1695-1805., y: Inacnux Hcitiopujckoi gpywitiéa y Hosom Cagy, 8,
1 (20), HoBu Cag 1935, 115-17.

'8 'B. Pajkouh, Muitipotionuiti Mojcuje Ilyfanux. in: Japop, 1879: 8, 1090-1098.

! Documentul mentionat se pastreaza in Arhiva Academiei Sarbe de Stiinte si Arte, Sremski Karlovci, sub
cota b-1775-5.



ToxoMm ciyx6oBama Ha MecTy Braiuke 6aukor Mojcej [TyTHUK je mOKpeHYO BaxkHe
npoMeHe y o6pasoBamy, ocHoBao Cemunap y Hoom Cany 1765. rofuse u ymarao
y cBe IIKose cBoje emapxuje.'” [TamTe ra kao HajBeMYaHCTBEHYjEr BIAAMKY KOju je
cronosao y Hoom Capny 1 Kao emnmckomna Koju ce CTallHO OPMHYO 3a CBOjy HacCTBY.
ITyTHMKa Cy TOMMKO LIEHWU/IN 1 Y TOj MEPU BOJIENIN Jja j€ TIOBOOM H>erOBOT Ofi/TacKa Ha
HOBY IY>KHOCT y TeMmiBapcky emnapxujy 1774. rogyHe opraHu3oBaH TpyujyMdanim
ucnpahaj. To je onucaHo y jegHOM apXMBCKOM JoKyMeHeTy KaprnoBauke Mutporo-
nuje, y KojeM Imuile fia ce BeMuKyu 6poj rpahana okymnmo, ga cy cBu 6uam obydeHn y
HajOospy ofiehy 11 BO3W/IM ce y pacKOLIHO yKpalleHNM Kouyjama. CBY Cy OHU TOIUIN
Jla ce OIPOCTE Of CBOT BIAJIMKE, Ja MYy LIeINBAjy PYKY U ofiexXay u ornpate ITytHu-
KOBY CBUTY cBe fio beueja.'®

Mojcejes npemerntaj u3 Hosor Capa y TemnuiBap, 3anmucas y jefHOM pyrom
BOXHOM apXMBCKOM JJOKYMEHTY, He CaMO Jja TOBOpM O mu4HoCTH Mojceja IlyTHnka
HETO U O XXMBOTY KOjU je BOguo y cpeguiuTy TemuimBapcke emapxuje. VIHBeHTap
oHora 1To je [IyTHUK MMao y cBOM BIaCHUIUTBY U NTOHeo y Temuiusap 1774. roguse
Ipy>Ka UCLPIIAH YBUJ Y )KUBOT KOju je Taj yrnenHu npenar sopuo y Hosom Capy."”
Crnycak Kmbura je MMIIPECHMBAH M HA OCHOBY Ibera HayYHUIM MOTY 1a PEKOHCTPYUIITY
MHTeNEeKTyanHy noprper Mojceja IlyTHuKa: o KTaCMYHMX PYCKMX LPKBEHMX JieIa,
I7ie je Ha moyacHoM MecTy Kamen eepe JaBopckor, [yxoeHu peiynamenin Ilerpa Be-
JIVIKOT, CBE JIO IIO3HATUX KaTOMMYKMX ayTopa Kao mTo cy Ceetn AHTOHUje n Yesape
baponuo (weroBu Ananu MO Cy ce HaOaBUTU Y IIpeBeieHoj 1 ckpaheHoj Bep3uju
ITjorpa Ckapre). JoToBo ucTO TONMMKO MCHUpIaH 610 je cnmcak packomHe opehe n
JIMYHOT HAaKUTA, LITO je CBe MPWINYWIO IIpaBoM OapoKHOM ,,npuHIy llpkse”. 3a-
HYM/BMB JIeO OHOCK ce Ha MOKyhcTBo Koje moTBphyje IIyTHMKOB mMcTaH4aH yKyc
amy, Takobe, mokasyje u fia je IpaBOCTaBHY BIAANYAHCKM ABOp y TemumBapy 610
MeCTO OIp>KaBamba BeNMMKMX OaHKeTa I IPaBMX 6apOKHMX IepeMoHMja. Mojcej ITyT-
HUK je y TemuiBap foHeo cepBuce HajpuHmjer AyrapreH nopuenasa (3a 40 u 60
rocTujy), mosnahenn eciiajr, MHOIITBO MOJ/IM 32 HajbIHMje CITATKMIIIE, KAO ¥ BeMKe
ceehmaxe koju cy ce yHocuu 3a 6anose. [lyTHukoB 6opaBak y Temumapy oberne-
XeH je pedopMoM y 06pa3oBamy Kojy je Beh 3amodeo y cBojoj baukoj emapxuju, a 'y
0BOM pa3fo0/py moCTao je u 4iaH TajHoOr ap>kaBHOT caBeTa M CBe CBOje Mohnu ymo-
CIMO je a o6 oJbliia MooKaj npaBocinaBHux Cpba y LapeBuHn, MITO je HACTaBUO U
nocre 1782. ropyHe Kaja je usabpaH 3a KapJIoBaYKOT MUTPOIIO/INTA.

17 B. Crajuh, ,,Jluntux 6auke Enmapxuje 1695-1805., y: Inacnux Hcitiopujckoi gpywiiea y Hosom Cagy, 8,
1 (20), Hosu Cag 1935, 115-17.

'8'B. PajkoBuh, ,,Murpononut Mojcuje Ilytauk’, y: Jasop, 1879: 8, 1090-1098.
19 OBaj apXMBCKM TOKyMeHT uyBa ce y apxusy CAHY y Cpemcknm Kapnosiyma: ACAHYK B-1775-5.
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ORASELE SI COLECTIILE LOR - LEGATUL LUI SAVA
TEKELIJA S1 AL LUI ZSIGMOND ORMOS

De la inceputul Renasterii, colectiile Wunderkammer au indeplinit o functie
complexa si eterogena. Erau niste tablouri simbolice ale celor care le strangeau, iar in
acelasi timp reprezentau un microcosmos al lumii si al universului.?® De la cabinetele
princiare pana la cele imparatesti, colectiile au avut rolul unor portrete complexe si
ofereau privitorului o reflectare ideald a multimii fenomenelor fluide ale colectiona-
rilor lor in perioada modernd timpurie. Atunci cdnd o anume colectie avea ca sarcina
sd prezinte identitate colectiva, bogdtia obiectelor colectionate prezenta virtutile ce-
tatenesti si statale nu numai ale individului, ci si ale diferitelor entitati si comunitati.
Astfel, colectiile au fost folosite adesea ca oglinzi ale identitatilor cetafenesti comple-
xe, drept alter ego al diferitelor orase ale Europei din perioada moderna si moderna
timpurie.

Cand anumite orase aveau acelasi plan de dezvoltare, cand aveau evenimente
istorice comune si personalitati exceptionale, dupd cum a fost cazul oraselor Novi Sad
si Timisoara, nu este de mirare cd aveau aceeasi politica si aceeasi modalitate de alca-
tuire a colectiilor. Doua colectii importante, colectia de artd a Banatului din Timisoa-
ra si colectia din cadrul Galeriei Matica Srpska din Novi Sad au avut istorii paralele
uimitoare, care se pot recunoaste lesne in personalitétile celor care le-au fondat si in
artistii, respectiv operele de arta pe care le-au colectionat.

Ambele colectii sunt infiintate la mijlocul secolului XIX - Galeria Matica
Srpska in 1847, iar Muzeul de Arta din Timisoara in anul 1872.2! Ambele colectii au
provenit din societati stiintifice marcante: din Societatea Matica Srpska (infiintatd
la Pesta in 1826 si transferata, impreund cu Galeria, la Novi Sad in anul 1864),** cea
mai veche si cea mai de vaza institutie literara si stiintificd a sarbilor, si din Societatea
pentru Istoria si Arheologia Banatului,” cea mai veche fundatie culturala din Timi-
soara. Ambele institutii, pe masura demnitétii, au dorit ca colectiile lor sa fie reflectari
complexe ale identitdtilor cetdtenesti si nationale pe care le reprezentau, si sd prezinte

» Cu privire la istoria colectionarii a se vedea: J. Elsner (ed.), The Cultures of Collecting. Reaktion books,
London 1994; O. R. Imprey, A. MacGregor A (ed.), The Origins of Museums the Cabinet of Curiosties in Sixteenth
and Seventeenth-century Europe. House of Stratus, London 2001..

1 Despre istoria Muzeului de Artéd din Timisoara a se vedea: Timisoara Musee d’Art. Le Palais Baroque et
ses collections, Museul de Arta, Timisoara 2008.

22 Despre istoria institutiei Matica Srpska a se vedea: JI. Illenmuh s.a., Ianepuja Maitiuye cpiicke, Fanepuja
Maruue cprcke, Hou Cag 2001; T. ITankosmesuh Byrapcku, Ianepuja Maitiuye cpiicke - cnuka KynwypHoi
ugeniniuiiienia ocpegcilieom ipesenitiayuje ymeimHuukux gena,, disertatie de doctorat, sustinutd in 2016; XK.
Munucasau, Hcitiopuja Maitiuye Cpiicke. Jeo 1. Bpeme nayuonannoi 6yherwa u kyniiypHol tpeiopoga. 1826-
1864. Matuna Cpricka, Hosu Cap 1986.

» Cu privire la istoria Societatii de Istorie si Arheologie a Banatului a se vedea web-site al Arhivelor
nationale ale Romdniei, http://arhivelenationale.ro/site/wpfb-file/societatea-de-istorie-si-arheologie-din-
timisoara_1873-1918-pdf/; accesat: 25.3.2022.



rrPAAOBUN N HBMNXOBE SBUVUPKE - NETATWU
CABE TEKENWNJE N XK UTMYHAA OPMOLWA

Op moueTka peHecaHce ByHziepkaMep KoleKlMje UCIyHaBaje Cy BeoMa CJIo-
XKEHY M BUIIEeCTPYKy QyHKIUjy. Bue cy cuMm6bommdke cmke OHUX KOjM Cy UX ca-
KyI/ba/I @ MCTOBPEMEHO Cy TIpeficTaB/bajie MMKPOKOCMOC CBeTa M yHUBep3yma.*’
Op mpuHYEBCKMX IO IAPCKUX KabMHeTa KOJMEeKIyje Cy MMaje YIOTYy CIOXKeHMX
HopTpeTa ¥ HyAuIe IIOCMATpady ujeanaH offpa3 MHOrOOpOjHUX (IyMIHUX HOjaB-
HOCTM CBOjUX KOJIEKIIMOHApa y paHO MofaepHO moba. Kaja je Heka 30mpka mMana
3ajlaTak Jia MpefiCTaBy KOMEKTUBHY MJEHTUTET, 60TaTCTBO CaKyIUbEHUX IpeaMeTa
IpefiCTaB/baslo je rpahaHcke 1 Ap>kaBHe BP/IMHE He CaMO IOjeMHIIa HeTO U Pasyn-
YUTUX €HTUTETA U 3ajegHua. Ha Ttaj HaunH Konekumje Cy ce 4eCTo KOPUCTHIE Kao
orjefana CIOXKeHUX rpahaHCKuX UAEHTUTETA, Ka0 a/ITep ero pasINIUTUX IPajjoBa
EBpore paHOr MOfiepHOT 11 MOZIEPHOT 106a.

Kama cy mojenmuu rpafoBy MMamyM MCTY IUTAH pasBUTKA, Kajia Cy MM OMIN
3ajelHNYKM UCTOPUjcKM forabaju 1 M3yseTHe IMYHOCTH, Kao IITO je 610 crydaj ca
Hosum Capom n TemmuiBapoM, He Tpeba HUKOTa fja MI3HEHA[U [a Cy VIM JICTe OffHO-
CHO 3ajefHIYKe Ovle M IIO/IUTIKA VM HAYMH CaKyIUbatba 30MpKIL. [IBe 3Ha4ajHe KOJIeK-
nuje, YMeTHnuKa 36upka banara y TemumBapy u 36upka lanepuje Matune cpricke
y Hosom Capy nmarne cy 4ygHOBATO yIopeauBe NUCTOPUje KOje Ce TAKO MOTy BUIETHI
y IMYHOCTUMA IHUXOBMX OCHUBAYA, Y YMETHULIMMA, OFHOCHO YMETHUYKMM JeNMMa
KOja Cy CaKyIl/bain.

O6e 36upke ocHoBaHe cy nmonoBuHOM XIX Beka — lamepuja Marune cprcke
1847. ronuHe a Hanmonanmam ymetHnuky mysej y Temumbapy 1872. rogune.” Ob6e
KOJIEKI|Mje TIOTEKJIe CY U3 yIJIefHUX HayYHMX JIpylITaBa: U3 apymrsa Marune cpn-
cke (ocHoBaHOM Y Ilemtn 1826. n npecerbenom y Hosu Cap 1864. roguse,* 3ajefHO
c Tanepujom) Koja je HajcTapuja U HajyIIegHMja CPIICKA KIbVDKEBHA 1 HAayYHA yCTa-
HOBa CBOT BpeMeHa, 1 13 [IpymTsa 3a ucropujy u apxeonorujy banara,” Hajcrapuje
KyITypHe 3any>x6mHe y Temumapy. O6e 1cTakHyTe yCTaHOBE >KeJlelie CY Jla ’bIXOBe

2 O ucropuju Konexuyonapcrsa Bupu: J. Elsner (ed.), The Cultures of Collecting, Reaktion books, London
1994; O. R. Imprey, A. MacGregor A (ed.), The Origins of Museums the Cabinet of Curiosties in Sixteenth and
Seventeenth-century Europe, House of Stratus, London 2001.

2 O ucropuju HaryonanHor ymeTHU4Kor Myseja y Temumapy Bupu: Timisoara Musee d’Art. Le Palais
Baroque et ses collections, Museul de Arta, Timisoara 2008.

2 O ucropuju Marune cprucke Bupu: JI. Menvmuh u gp., Tunepuja Mainiuye cpiicke, Tanepuja Marue
cpricke, Hosu Cap 2001; T. ITankossseBuh Byrapcku, [anepuja Maitiuye cpiicke — cruka KynitypHoi ugeHitiuiieia
flocpegciieom iipeseHiliayuje ymeiHUuKUx gend, MOKTOPCKa cepTanyja ofbpameHa Ha Puaosopckom
¢axynrery y beorpany 2016; JK. Munucasau, Vcitiopuja Maitiuye cpiicke. [eo 1. Bpeme Hayuonantoi 6yherwa u
KyniypHoi tipeitopoga. 1826—1864. Maruna cprcka, Hosu Cap 1986.

» O wucropyju [pywmrsa 3a wucropujy baxara Bumu Be6-cajr Haumonamor apxmusa Pymynuje

http://arhivelenationale.ro/site/wpfb-file/societatea-de-istorie-si-arheologie-din-timisoara_1873-1918-pdf/
IMpucrymmeno 25. 3. 2022.
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exact spatiile de hotar in care se aflau. In afard de aceasta, ambele colectii s-au for-
mat din donatia testamentara a doud personalititi exceptionale, doi mari filantropi
si lumindtori ai vremii Iluminismului - Sava Popovi¢ Tekelija (1761-1842), respectiv
Zsigmond Ormos (1813-1894).

Sava Popovi¢ Tekelija a fost cel mai remarcabil filantrop al sarbilor si mare apa-
ritor al drepturilor sarbilor in Impiritie.* De neam nobil, era primul sarb doctor in
stiinte juridice, insd mai important este faptul cd si-a donat intreaga avere Societatii
Stiintifice Matica Srpska, initiind astfel sirul filantropiilor sarbe ulterioare. Pe par-
cursul vietii Sava Tekelija a detinut cateva functii in administratia Imparitiei: a fost
secretar in Cancelaria Aulicd Ungara si a avut titlul de consilier secret al impératului.
Era foarte cult, vorbea cateva limbi, de asemenea fusese un pictor bun si avea talent
pronuntat pentru muzica. Pe langa legatele generoase, Sava Tekelija a lasat cartea me-
moriilor si jurnalele sale; ele si astazi reprezinta valoroase referinte primare pentru
un mare numar de oameni de stiinta care se ocupd de perioada lumii moderne tim-
purii.”® Sava Tekelija este apreciat cel mai mult ca filantrop, patron si colectionar, iar
institutia sa vestita Tekelijanum, infiintata la Pesta in anul 1838, pentru scolarizarea
copiilor sarbi sdraci, si astazi este activd. Sava Tekelija a ajutat Matica Srpska de la
insasi infiintare, apoi a devenit presedintele ei pe viata si i-a lasat intreaga avere: case,
posesiuni agricole, biblioteca sa extraordinara si colectia de arta. Colectia respectiva,
care contine in general portretele de familie, a devenit baza pe care s-a format viitoa-
rea Galerie Matica Srpska.

Pandantul sau timisorean, filantrop si el, Zsigmond Ormds, a fost marele comi-
te al Judetului Timis, scriitor, istoric si colectionar, cu un rol esential in dezvoltarea
culturald a Timisoarei.”® Pe langd faptul ca a ocupat functii de raspundere in cadrul
administratiei imperiale, Ormds a publicat mult din domeniul istoriei, arheologiei
si istoriei artei, scrierile sale bucurdndu-se de apreciere in cercurile stiintifice. Ase-
manator lui Sava Tekelija, Ormds a avut un rol cheie in infiintarea unei societati sti-
intifice la Timisoara, Societatea pentru Istoria si Arheologia Banatului, dar a fost si
unul din cei care au infiintat Muzeul din Timisoara. Aidoma contemporanului sau
sarb, Ormos a fost ales in functia de presedinte pe viata al Societétii pentru Istoria si
Arheologia Banatului si a finantat generos activitatea societatii pana la sfarsitul vietii.
Avand o formatie clasicd, a adunat o vestita biblioteca din domeniul istoriei clasice

2 Despre viata si operele lui Sava Tekelija a se vedea: I1. Jlactuh, 3. Baga (yp.), Casa Texenuja u weioso
goba y oinegany caspemere Hayke, Cprcku MHCTUTYT, bygumnemra 2013; C. Muumh, IToxnon-36upxa Case
Texenuje, Tanepuja Maruue cprcke, Hosu Cag 2007; B. Cumuh, C. Muumnh, Casa Texenuja. Benuku cpiicku
gobpoineop, Tanepuja Marurie cpucke, Hosu Cax 2010.

» C. Texennja, Otniucanuje xmusoiia, Ilpocsera, beorpan 1966; de asemeni: C. Texemuja, [Jnesnux Cage
Texenuje, Matuna cprcka, Hosu Cap 1992.
% Despre Zsigmond Ormds: B. Samu, ,,Ormés Zsigmond ifjusaga és irodalmi munkéssdganak kezdetei”,

in: Ormés Zsigmond. Szabadelmii levelek, Bucuresti 1976; precum si: E Medelet, N. Toma, Muzeul Banatului,
1872-1918., Ed. Mirton, Timisoara 1997.



36upKe Oyzy crokeHU ofipasy rpahaHCKMX U HAl[MOHATHUX UIEHTUTETA KOje CY 3a-
CTyIIajie ¥ Jja TaYHO IIPUKaXKy TPAaHMYHe IIPOCTOPE y KojuMa cy ce Hamasue. [lopen
Tora, o6e 30MpKe HacTasle Cy M3 MHNIIMjaIHVX 3aBelITamba IBe N3y3eTHe MHAUBUYE,
7iBa Be/luKa 06pOTBOpa 1 CBETMOHMKA fo6a mpocBeTuTe/bcTBa — Case [lomosuha
Texenuje (1761-1842) n JKurmonpa Opmorna (1813-1894).

Casa ITonoBuh Tekenuja 610 je HajUCTAKHYTUjU CPIICKY FOOPOTBOP M BETIMKU
3aCTYIHUK CpIICKMX npaBa y [lapeBunn.?* [InemenuTor pona, 61o je mpBu CpIicKu
JOKTOpP IIpaBHMX HayKa ¥, MOXK[Ia jOLI 3Ha4ajHMUje, CBOje LIEJIOKYIIHO MMarbe je
OCTaBJO HayYHOM APYIITBY MaTuIy CPIICKOj ¥ TAKO HACTABMO TPAJUINjY CPIICKMX
mo6pounHcTaBa. 3a )knBoTa, CaBa Texennja je MMao aBa BCOKa 3Bama y LlapeBuHm:
610 je cexperap KaHIelapuje Mahapckor gBopa U TajHM LAPCKU CaBeTHUK. buo je
BeOMa y4eH, TOBOPMO BMUIIE je3NKa, Takohe 610 f06ap camKap u mocefoBao uspa-
3UT TajeHaT 3a My3uKy. OcuM u3pamHmx nerata, Casa Tekennja je ocTaBuO KIBUTY
CBOjMX Me€MOapa ¥ JHEBHMKE, KOju M JlaHaC IIPENCTaB/bajy JparoleHe IpumMapHe
U3BOpe 3a Hay4YHMKe Koju ce 6aBe pas3jgoO/peM paHor MopepHor ceta.” CaBa
Texennuja je HajBuIIe IleEeH Kao JOOPOTBOP, IOKPOBUTED U KOJIEKIIMOHAP, a HeT0Ba
3HaMeHuTa JoOpoTBOpHa MHCTMUTynMja Tekenmujanym, ocHoBaHa 1838. ropmuHe y
ITemrTn 3a 06pasoBame CpOMAIIHe CPIICKe fielle, ¥ JaHAC IOHOBO UCITYHhaBa CBOjY
negaromky ynory. Caba Tekenuja je momarao Maruily cpIicKy ofi lb€HOT OCHMBalba,
II0CTAO je HeH I0KMBOTHY IpefiCefHIK VI 3aBEIlITA0 joj CBe CBOje Mambe, CBoje Kyhe
U TIOCeie, CBOjy M3BaHpeHY O0MOMMOTeKy M YMETHUYKY KoeKuujy. Ta 36mpka, Koja
CafpyKy NOIVIAaBUTO IIOPOANYHE TIOPTPeTe, IOCTAJIA je OCHOBA Ha K0joj je msrpahena
6ynyha Tanepuja Matnie cpricke.

Iberos TemumBapckyu naujas, takohe godporsop JKurmonn Opmoun, 610 je
I7IaBHM NOBepeHNUK TaMuIIKe IOKpajuHe, Mucal], MCTOpUYap U KOJNEKLIMOHAp, KOju
je UMao 6UTHY y/Iory y KyITypHOM pasBUTKy TemmmBapa.” He camo fa je 6uo Ha
OAroBOpHMM (yHKIMjaMa y OKBUPY LIapcKe yrnpase, OpMoll je MHOTO 00jaB/buBa0
O VICTOPMj!, apXeo/NoIujl M UCTOPUjU YMeTHOCTU. IberoBu TexctoBm 6mmm cy Ha
nenn Mebhy ragammsum pymyHcknM HayuHuima. Cnmano Casu Texennju, Opmorn
je MMao K/bY4HY Y/IOTY y OCHMBamby Hay4yHor ApyumTBa Temumsapa 1872. ropuse,
HpywmrBa 3a ucropujy u apxeonorujy banara, a 6uo je u jeman ox ocHmBava Ha-
IIMOHAJTHOT yMeTHIYKOr My3eja y Temumbapy. IlomyT cBOr cpIckor caBpeMeHMKa

* O xwuBory u genuma Case Texenuje Bupu: I1. Jlactuh, 3. Bapa (yp.), Casa Texenuja u weioso goba y
oinegany caspemene Hayke, Cprcku uHCTUTYT, Byaumneurra 2013; C. Muuwh, IHoknou-36upxa Case Texenuje,
Tanepuja Maruue cprcke, Hou Cag 2007; B. Cumuh, C. Muiunh, Casa Texenuja. Benuxu cpiicku goopoiisop,
Tanepuja MaTnue cpricke, HoBu Cag 2010.

» C. Texkemuja, Oitucanuje susoiiia, IIpocseta, Beorpan 1966; Bupu takobe: C. Texenuja, Jresnux Case
Texenuje, Matuna cprcka, Hosu Cag 1992.
* O JKurmonpy Opmomry: B. Samu, ,Ormés Zsigmond ifjusiga és irodalmi munkassaganak

kezdetei”, in: Ormds Zsigmond. Szabadelmii levelek, Bucuresti 1976; xao u: FE Medelet, N. Toma, Muzeul Banatului.
1872-1918, Ed. Mirton, Timisoara 1997.
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Hanuonasnu si literaturii, precum si o colectie de arta cu accent pe perioada Renasterii si Neocla-
YMETHHNKH My3e] sicismului, in care s-au aflat opere ale artistilor olandezi, italieni, flamanzi, francezi
Y Teummeapy si romani. La sfarsitul vietii Zsigmond Ormoés a donat prin testament intreaga sa
Muzeul National colectie artistica Societatii pentru Istoria si Arheologia Banatului, creand astfel posi-
dTC[ Ii:;‘j;“ bilitatea sd se contureze nucleul viitorului Muzeu de Artd al Timisoarei.

Dupd aproape un veac si jumatate de existenta, din cele doud colectii au luat
fiinta muzee de vazad ce nu mai sunt doar reflexe ale societatilor stiintifice care le-au
infiintat, ci au devenit embleme ale oraselor lor, Novi Sad si Timisoara. De aceea cele
douad institutii au un rol cheie in promovarea titlului de capitald culturala europeana,
care a fost decernaté oraselor lor concomitent.

Professor dr. Jelena A. Todorovié
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Opwmou je 6uo n3abpaH 3a JOKMBOTHOT IIpefceHIKA HayyHor JIpymiTBa 3a 1UCTo-
pujy u apxeonorujy banara u Hece6buuHo je puHaHCKUpao paj [IpyuTsa cBe 1o Kpaja
xmBora. bynyhu fa je mMao kmacmaHo o6pa3oBame, CaKyIno je 3HAMEHUTY 6ubmmo-
TeKy O KJIACYHO] UCTOPMjU ¥ KEbVDKEBHOCT, K0 ¥ YMETHUYKY 30MPKY C HaITTaCKOM
Ha pa3fo6/prmMa peHecaHce U HeOKTACUIIM3Ma, Y KOjoj Cy ce Ha/las3nIa Je/na XOmaHs-
CKMX, NTa/IMjaHCKUX, P/IaMaHCKMX, PPaHIIYCKMX U PyMYHCKUX yMeTHUKa. JKurMoHp
Opmol je mocie CMpTH 3aBEIITA0 CBOjY L[ETIOKYIIHY YMETHIYKY KOTEKLUjy U O1-
6mmotexy JIpymTBy 3a MCTOpujy 1 apxeonorujy banara 1 Tako IIoMorao jja HacTaHe
jesrpo 6yayher Hanmonansor ymeTHu4Kor myseja y Temmmsapy.

[Tocme TOTOBO BeK UM IO IIOCTOjamba, Of OBe /IBe 3Ha4yajHe 30MpKe HaCTalu
Cy yIJIEOHM MYy3€jM KOju BUIIE HUCY CaMO Ofipasyl Hay4YHMX JpyLITaBa Koja Cy UX
ocHoBana Beh cy npepacin y am6eme cBojux rpagosa — Hosor Caza un Temumsapa.
360r Tora o6e OBe yCTaHOBE MMajy K/bYIHY Y/IOTy Y IPOMOLIM)Y TUTYIIE €BPOIICKMX
IPeCTOHMIIA KYIType KOja je IBbUXOBMM I'PaloBMMa UCTOBPEMEHO JOfie/beHa.

IIpog. gp Jenena A. Togoposuh

Taaepuja Matuue

CP TICKC

Galeria Matica

Srpska
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PARALELE

NATIO RASCIANA

Ca locuitor al Banatului in secolul al XXI-lea, este greu de conceput prin cate
conflicte si schimbdri a trecut regiunea, de-a lungul secolelor. Granitele actuale par
atat de rigide, iar separarea dintre Romania si Serbia este clara, insa situatia nu a fost
intotdeauna aceasta. Candva, apropierea dintre sarbi si roméni a fost mult mai mare,
iar inainte de relocérile fortate si migratiile care au avut loc de-a lungul secolelor,
aceste doua popoare convietuiau in regiune, si de multe ori au avut teluri comune.
Banatul s-a aflat la rascrucea marilor imperii care au dominat peninsula Balcanica,
astfel cd a fost dintotdeauna un loc de intalnire pentru grupuri diverse. Exodul popu-
latiei sarbe de peste Dunare in spatiul panonic, cauzat de conflictul austro-turc, a avut
ca rezultat prezenta unei populatii mari sarbesti in regiune’.

La inceputul secolului al XVIII-lea, romanii si sarbii, vechii locuitori ai Bana-
tului care au ramas in urma retragerii otomane se regasesc sub stdpanirea unui alt
imperiu, cel Habsburg. Legati de apartenenta la ortodoxie, ei sunt priviti de noua
conducere ca un monolit, fiind numiti ,,rascieni’, un termen arhaic folosit pentru
sarbi, care devine sinonim cu ,ortodox”. In Timisoara, cele doud etnii se afla sub
autoritatea unei singure magistraturi, care avea sarcina de a asigura ordinea, de a
organiza si administra problemele populatiei ortodoxe din oras. De asemenea, toti
ortodocsii din regiune se afla sub autoritatea spirituald a Mitropoliei de la Sremski
Karlovci, indiferent de etnie.

Dupa expulzarea turcilor din regiune, Banatul devine zona de frontiera a Impe-
riului Austriac. Conducerea Habsburgi ia decizia de a plasa Banatul sub autoritatea
directa a Coroanei, refuzand reincorporarea sa in Ungaria. Localnicilor incepe sa li
se alature un val de colonisti germani, precum si de unguri, insd intr-un numér mai
limitat. Romanii, care la inceput trdiau in regiunea montana (sarbii fiind dominanti
in cAmpie), incep sd coboare inspre zona de ses’. In anul 1781, regiunea devine o

'1j. Cerovi¢, Sdrbii din Romdnia, din evul mediu timpuriu pand in zilele noastre, Uniuniea Sarbilor din
Roménia, 2005, 36-37.

*1j. Cerovic, op. cit, 37.
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NMAPANENE

NATIO RASCIANA

Kutempy banara XXI Beka TelIKo je fia ITOjMY KOMMKO je KOH(IMKATA U IPO-
Me€Ha JO>XKMBEJIO OBO MOJIpyYje TOKOM BeKoBa. Cajlalmbe TpaHuIie U3TIEajy HEIPO-
MeH/bUBe, pasrpannyeive usMehy Pymynuje u Cp6uje je ounrienHo, any Huje yBeK
6uno Tako. Hexama cy Cpbu u PymyHm 611 MHOTO OMyDKu jefHY [pyTyMa, a Impe
HAaCVM/THUX IIpece/baBarba ¥ ce00d TOKOM BeKOBa /IBa HapOfia Cy 3ajeHIMYKI SKMBea
Ha MICTOM IIOJPYYjy ¥ MHOTO IIyTa Cy MMaja 3ajefHN4YKe IybeBe. banar ce Hanmasno
Ha pasMebu BeMMKMX IapcTaBa Koja Cy Baafiana balKaHCKUM IOTyOCTPBOM, TaKO
la je ogyBeK OMO cacTajajmiTe pasnMIUTUX rpymanuja. IIpemasak cprckor cTa-
HOBHMILUTBA IpeKo JlyHaBa y IAHOHCKM IPOCTOP, IPOY3POKOBAH ayCTPUjCKO-TYP-
CKMM CYKOOMMa, YC/IOBMO je IPUCYCTBO MHOTOOPOjHOT CPIICKOT CTAHOBHUILITBA Ha
TOM IHOZPYYjy.'

[Toyerxkom XVIII Beka Pymynu u Cp6u, crapu sxutersu banara Koju cy octanm
HAaKOH OCMaH/IMjCKOT IIOB/IaYerha, 3aTeK/IN CY ce IIof Biamhy fpyre nmmepuje — Xa63-
oypiuke. bynyhu pga cy 6unmm nosesanu npunagHourhy npaBociaB/by, HOBa yIpaBa
je Ha IJX I7Ieflala Kao Ha MOHOJIUT M Ha3MBajla X ,,paclyjaHyuMa’, IITO je apXaudHu
tepmuH Kopuinhen 3a Cp0e, a mocraje CcMHOHUM 3a ,IipaBocnasie’. Y TemumBapy
Cy oBe fiBe eTHUje Oumle moppeheHe jetHOM MarucTpaTy Koju je MMao 3ajiaTak fa
o6e36ehyje mopenak, ga y rpafy opraHusyje IpaBOCTaBHU >KMBa/b U [ja YIpaB/ba
pelilaBameM mberopux nobdnema. Takobe, cBu 6aHaTCKM IPaBOC/IABIY, HE3ABUCHO Of
HAapOIHOCTH, OVIIN CY IOZ fYXOBHOM HagexHouihy Kapnosauke Mutpononuje.

ITo usrony Typaka banar nocraje rpann4Ho nogpydje Xa6306ypluke MOHapxuje.
AycTpumjcka BIacT ofrydyje Aa mopsnactu banat HenocpegHo Kpynnm, onbujajyhn
IErOBO IIOHOBHO YK/by4ere y YrapcKy. MemrTannma no4nsbe jja ce Ipuapyxyje Ta-
nac focerbeHnka Hemana 1, y orpanndenom 6pojy, Mabapa. Pymynn, koju cy npso-
OUTHO XVBeNMM y IVITAaHMHCKUM Tipenenuma (Cpou cy 6May JOMUHAHTHY Y paBHMU-

!'Lj. Cerovi¢, Sdrbii din Romdnia, din evul mediu timpuriu pdnd in zilele noastre, Uniuniea Sarbilor din
Romania, 2005, 36-37.
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provincie a Ungariei, schimbarea autoritatii administrative a regiunii avand o mare
insemnatate pentru ortodocsii din regiune. Sarbii, carora le-au fost acordate in dece-
niile precedente anumite Privilegii, devin cetateni cu drepturi egale in urma reforme-
lor Tosefine, fapt care nu este agreat de citre conducerea maghiara.

Anul 1790 este un punct de cotitura pentru populatia sarbd in regiune, deoarece
este anul in care a avut loc Soborul national bisericesc, tinut la Timisoara. In cadrul
acestor soboruri nationale bisericesti, etniile ortodoxe din regiune puteau sa isi re-
vendice drepturile si puteau lua decizii legate atat de administrarea laicd, precum
si de cea religioasa. Acest sobor a avut ca urmare dezvoltarea sociald, economica,
politica si de educatie’. Relatiile dintre unguri si conducerea imperiala au continuat
sa se deterioreze, iar Habsburgii, care doreau sa contracareze presiunile aristocratiei
maghiare au acceptat petitiile populatiei sarbesti.

La aceasta intrunire va participa un personaj fara de care actuala expozitie nu
ar i fost posibila: Sava Tekelija, promotor al culturii sarbesti, om politic si filantrop.
Spunem ca aceastd expozitie nu ar fi avut loc fara el, deoarece este fondatorul socie-
tatii Matica Srpska, iar colectia sa de opere de arta reprezintd nucleul muzeului din
Novi Sad. Tekelija se naste la Arad, orasul in care se stabilise familia sa, in umbra
unor vremuri de melancolie si nostalgie fata de trecut. Datorita apartenentei la una
dintre cele mai ilustre familii nobiliare sarbesti din regiune, Sava a avut posibilitatea
de a-si urma studiile in marile centre universitare ale imperiului. Studiaza dreptul si
se intoarce in regiune, unde va lucra din greu pentru a sustine drepturile si cultura
conationalilor sdi. La Congresul din 1790, (unde reprezinta ordsenii), Tekelija nu
agreeazd ideea de autonomie sarbeasca, pe motivul ca nu sunt singura minoritate din
regiune, insa sustine drepturile populatiei sarbe. Tekelija {i previne pe cei adunati in
legaturd cu conducerea austriaca, avertizand ca aceasta va sustine drepturile minori-
tatilor doar cat timp va fi in interesul lor.*

Rascienii vor continua si lupte impreund in cadrul armatei austriece, avand
numeroase incursiuni peste Dundre in Imperiul otoman. Austriecii sustin prima
rascoala a sarbilor din anul 1804, astfel demarand lungul drum spre independenta
Serbiei fatd de Sublima Poartd. Tensiunile dintre administratia maghiara si populatia
ortodoxa vor continua la inceputul secolului al XIX-lea, culminand cu Revolutia de
la 1848. Ca urmare a acestui eveniment, relatiile dintre unguri si sarbi se complica.

Cum era de asteptat, faptul ca in Banat mai multe popoare de religii diferite
convietuiesc in acelasi spatiu a avut ca rezultat o societate distinctd, cu puternice
influente dinspre Europa Centrald. Arta rezultata din acest amalgam cultural este
atipica din mai multe privinte si produce artisti influentati atit de Orient, cét si de
Occident.

3 Ibidem, 118-124
4 Ibidem.



V1), IOYMIbY Aa ce CIymITajy y Hmusujy.” fonuue 1781. baHar mocraje nmpoBmHIuja
Yrapcke, a mpomeHa ynpaBHe BJIAacTM MMaja je BeIMK 3Ha4aj 3a IIPABOCIABLE Y
Y1TaBOj 00/MACTM.

Topuue 1790. onpxan je IlpkBeHo-HapopgHu cabop y TemumBapy xoju je 610
npexpetHuna 3a Cpbe. Y OKBMPY IIPKBEHO-HapOJHUX cabopa HOApydYHe IIpaBoO-
C/TaBHE HAPOJHOCTY MOTJIE CY 3aXTeBaTH CBOja IPaBa M JOHOCUTH OfITyKe y IIOITIERY
CBOTa CBETOBHOT U BEPCKOT yIIpaBjbamba. [IoMeHyTH cabop je MMao 3a MOCHIEANILY
APYLITBEHY, EKOHOMCKM, IOJIMTUYKY U KYITypHU pa3Boj Cpbay Yrapckoj.” OgHocu
Mabapa u numInepujanHe B1acTM HaCTaBWIIN CY Jja Ce IIOTOPIIaBajy, a Xa630ypau, xKe-
nehn ma ce cympoTcTaBe MPUTUCKY yrapcKe apuCTOKpaTHje, IpUXBaTamm cy Monbe
CPIICKOT Hapoja.

Ha TemmiBapckoM cabopy ydectBoBao je n Casa Tekenuja — mpomoTep cpi-
CKe KYIType, IOJIUTIYAp U JOOPOTBOP, IMYHOCT Oe3 Koje Hallla JaHaIllba M3/I0XK0a
He 61 6wra Moryha. buo je Beoma 3aciykaH 3a pasBoj Matulie cpIiCKe, a Iberoba
30MpKa YMETHUYKUX Jie/ia IpefcTaBba jesrpo lamepuje Matuue cprcke. Tekenuja
je pobeHn y Apapy, rpagy rie ce HaCTaHWIA HerOBa IOPOAUIIA Y CEHI[M BpeMeHa Me-
JIaHXO/IMje U HocTanruje 3a npouutonhy. Kao npunagHuk jegHe of HajcjajHMjuX Ite-
MUhKUX nmopopuna Ha 6aHaTCKOM moApyyjy, CaBa je MMao MOryhHOCT fja cTyfupa
y BEIMKMM YHUBEpP3UTETCKUM IieHTpuMa Vimnepuje. Ctynupao je mpaBHe Hayke U
BpaTHO ce Y 3aBNYaj, I/ie he ce 3MyIIHO TPyAUTH [a IIOAPKY IIpaBa M KY/ITYPy CBOjUX
cyHapoguuka. Ha Cabopy 1790, kao mociaHuK MPOBUHUMjANNUCTA — ex provinciali,
Texenuja Huje mpuxBaTao U/Ejy O CPICKOj ayToHOMHUjU ¢ 063upom ga Cpbu HuCy
jelViHa MamMHA y OBOM Jie/ly LIapCTBa, a/IM jé MOAP>KaBao IIpaBa CPIICKOI HAapoja.
Texennuja je ymosopasao mocnannke Cabopa Ha unmeHuIy fa he aycrpujcka Bract
THIOf[p)KaBaTy IIpaBa MambIHA CaMO JIOK TO Oyzie y ’beHOM MHTepecy.*

Pacriyjann he HacTaBuTH 3ajeHIYKM fla ce 6Ope y cacTaBy ayCTpUjCKe apMuje,
npenysumajyhu 6pojae ynage npeko JlynaBa y OcMaHCKO LIapCTBO. AyCTpUjaHIIN CY
nopp>xanu IIpsu cpricku ycranak 1804. ropyuHe KOjuM je 3amodeT Ayr IyT 3a Hesa-
BucHocT Cpbuje ox Bucoke nmopre. Hameroct y ogHOCMa nsmeby yrapcke ynpase u
IIPaBOC/IaBHOT KMB/ba HacTaBuhe ce movyerkoM XIX Beka u joctuhu he BpxyHan y
Pesonynmju 1848. Kao nocnenuna ragammsux gorahama ogaocn nsmely Mabapa u
Cp6a ce moropiasajy.

Bynyhn na je y banary »xuBeno Buiie HApOZHOCTY Pas3ININTUX BEPONUCIIOBECTH
CTBOPEHO je 0COOEHO [IPYIITBO Ca jaKUM CPebOeBPONCKIM YIUIMBUMA. YMETHOCT
KOja je HacTajasia M3 TOT KY/ITYpHOT aManraMa crenuduyHa je y Bullle IOIIefa 1 13-
HeJpUIa je YMETHMKE Ha Koje yTudy u VicTok u 3amap,.

*1j. Cerovic, op. cit., 37.
3 Ibidem, 118-124.
* Ibidem.
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ICONARUL

Iconarul este un personaj aparte al societétii banatene din secolul al XVIII-lea.
De obicei, el este membru al unei dinastii de iconari si isi face ucenicia in atelie-
rul familiei sau al altor artisti locali. El cédlatoreste pe aceste meleaguri, realizand co-
menzi pentru bisericile si manastirile comunitatilor ortodoxe din regiune. Stilul pe
care acesta il abordeazad in realizarea icoanelor este impus de datinile si gustul epocii,
dictate de catre Mitropolitul de la Sremski Karlovic, liderul spiritual al populatiei
ortodoxe de etnie roména si sarba din regiunea de Sud-Est a Imperiului Habsburg.
Tranzitia spre stilul Baroc este incurajata din dorinta de incadrare in contextul cultu-
ral al regiunii si din nevoia de a se alinia cu decretele autoritétilor austriece. De ase-
menea, contactul cu Biserica ortodoxd ucraineand (Ruteniand) are un mare impact
asupra artei sarbesti’.

Un important centru religios din regiune este Manastirea Bezdin, impreund cu
Manastirea Saraca si Mesi¢. Asezamantul monahal este mentionat incd din secolul
al XVI-lea, in psaltirea lui Bozidar Vukovi¢. Grav avariatd in timpul razboiului aus-
tro-turc, este renovatd cu ajutorul lui Jovan Tekelija, comandant al granicerilor de
pe Mures si membru al unei familii de vaza sarbesti, din care a facut parte si Sava
Tekelija®. Manastirea Bezdin este renumitd datorita icoanei facdtoare de minuni, care
a fost adesea copiatd de artistii din regiune. In patrimoniul muzeului de artd din
Timisoara este pastratd o lucrare inspirata de gravurile germanului Johann Cristoph
Winkler, un exemplu relevant al influentei lui asupra picturii religioase din secolul al
XVIII-lea’. Gravura, realizata in anul 1762, prezinta o panorama a manastirii Bezdin.
De asemenea, o copie a lucrarii, realizata pe panzd, in anul 1765, este expusa in cadrul
proiectului Paralells.

Vechiul iconostas al bisericii méanastirii de la Bezdin este opera lui Stefan Te-
netchi®. Originea exacta a acestui iconar este dezbatuts, el fiind fie aroman, fie sarb.
Tenetchi este unul dintre cei mai importanti zugravi care au actionat in regiunile lega-
te de mitropolia de la Karlovic. Dupa ce se stabileste la Arad, el primeste comenzi in
repetate randuri de la episcopii aradeni, precum si de la lacase de cult situate la sud de
Mures. Printre cele mai renumite proiecte ale lui Tenetchi, pierdut in ziua de astazi, se
numadra si iconostasul bisericii Sfantului Mare Mucenic Gheorghe, aflatd in Capitala
Ungariei regale. Icoana ,lisus in ipostaza de Invatitor” de la mandstirea Bodrog este
reprezentativd pentru maniera abordata de artist. Fundalul brun, cu modele vegetale

> D. S. Parvulescu, Picturd Romdneascd din Banat, secolul al XVIII-lea, Editura Graphite, Timisoara
2006, 5-6.

¢ 1Lj. Cerovic, op. cit., 58-59.
7 Muzeul de Artd Timisoara, Palatul Baroc si Colectiile sale, Samuel Tastet Editeur, Timisoara 2006, 42-44.

81j. Cerovic, op. cit, 59.



MKOHOMNMWMNCAL

VxoHomnucaii je moce6Ha mmaHOCT y 6aHaTckoM ApyiuTBy X VIII Beka. O6muHO
je 4IaH HeKe MKOHOMNCAYKe IOPOAMIIE M Y4IU 3aHAT Y HOPOAVYHOj PaIIOHNLIN MU
KOJI JIOKa/IHMX yMeTHUKa. ITyTyje u cimka o HapyOMHM 3a IIpaBOC/IaBHE I[PKBeE U
maHactupe. CTUI KOju NpuxBara 610 je yC/IOB/beH TPAagULIMjOM M YKYCOM eIloXe,
a TIPOINCAaH Off CTPaHe Kap/IOBayKOI MUTPOIO/INTA, IYXOBHOT Bohe IpaBOC/IaBHOT
PYMYHCKOT M CPIICKOT XVB/ba Ha jyrOMCTOKY Xa030ypIIKOr IIapcTBa. Y HMUTAbU-
Ma CTWJIa, IIpea3 Ka 6apoKy YC/IOB/bEH je XKe/bOM 3a IIPOIOPOM Y IIMPU KYITYPHU
KOHTEKCT Kao 1 IOTpeboM Jja ce caBpeMeHa I[pKBeHa YMETHOCT caobpasy Ipomu-
CUMa ayCTPpUjCKMUX BacTu. Ha cpIICKy yMETHOCT CHa)kKaH yTULAj MMaJIa je ¥ Be3a ca
YKpajuHCKOM IIPaBOC/IABHOM LIPKBOM.”

Baxan Bepcku LieHTap Ha nofpydyjy banarta 6uo je manactup bespun, kao u
ma"actupu lllemmak (mamammsy HasuB Capaka) m Mecuh. besguncko MoHamko
OparcTBO IoMumbe ce jomr y XVI Beky y sanucy Ha [Icanimupy boxupgapa Bykosuha.
O36wmpHO ommTeheH TOKOM ayCTpUjCKO-TYPCKOT paTa, MaHACTHP je OOHOBIbEH Y3 I1O-
Moh JoBaHa Tekenuje, 3aroBefHIIKa TOMOPVIIKIX I'PaHIYapa Vi IPUIIAIHIKA YyBEHEe
CpICKe IIOpopniie Kojoj je mpumnaznao n Casa Texenuja.* Manactup bespuH je uyBen
Y TI0 9YIOTBOPHOj MKOHM KOjy Cy Y€CTO KOIMpaay JIOKaJHU yMETHULM. Y KOJEK-
nuju Hanyonannor ymeTHu4kor myseja y TemmmBapy dyBa ce ukoHa boiopoguue
Besgurcke, paj HENO3HATOT C/IMKapa, U3BefeHa Ipema rpadukama Hemia Joxana
Kpncroda Bunxnepa (Johann Cristoph Winkler). OBa nkoHa je peunt npumep Bun-
K/IepOBOT yTuIjaja Ha Bepcko cnukapctBo XVIII Beka.” Buakneposa rpaBupa je ns-
pabena 1762. u mogpasymeBa IpuKa3 naHopaMe MaHacTupa bespuHa, ok je MKOHa
boiopoguya besgutcka, Koja ce 4yBa y TEMUIIBAPCKOM MY3€]jy, C/IMKaHa Ha IJIATHY
1765. roguHe.

Hexagammy MKOHOCTac MaHacTupcKe IpkBe y bespuny geno je Credana Te-
Heukor.® [Iopeksio oBora MKoHONNMCHA HUje YTBpheHo, oH je wan Apoman nmm Cp-
6uH. TeHeuku je jemaH o Haj3sHa4ajHUjMUX 30rpada Koju Cy HeloBanyu Ha MOAPYYjy
Kapnosauke murponomuje. ITocie mpecebersa y Apaj npuMao je HapylLOMHe Of
CTpaHe apaJCKMX eMNVICKOIA, al ¥ of 6oroMosba jy>xHO of Mopumra. Mebhy gyse-
He pasjoBe Credana Teneuxor ybpaja ce 1, HaXXanocT, n3ry6/peH nkoHoctac Lipkse
Cserora Benukomydennka leopruja y npecronnum KpameBune Yrapcke. VIkona
Hcyc Xpucinoc Ilaninoxkpamiop us MaHacTupa bopipora pernpeseHTaTnBHa je 3a CTU
OBOT YMeTHMKA. 3aracuTa I1o3ajirHa ca OV/bHIM MOTMBMMA aKaHTyCcOBOT jmrha jjo-

> D. S. Parvulescu, Picturd Romdneascd din Banat, secolul al XVIII-lea, Editura Graphite, Timisoara
2006, 5-6.

¢ Lj. Cerovic, op. cit., 58-59.
7 Muzeul de Artéd Timisoara, Palatul Baroc si Colectiile sale, Samuel Tastet Editeur, Timisoara 2006, 42-44.

81j. Cerovic, op. cit., 59.
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reprezentand frunze de acant este dovada inspiratiei ucrainene, incurajate de Episco-
pia de la Sremski Karlovic. Aceasta inlocuire a fundalului abstract auriu cu unul ba-
rochizat exemplifica distantarea de maniera clasicd bizantind. Nuantele de ocru si alb
in care este realizat chipul Méntuitorului, precum si reprezentarea din semiprofil sunt
caracteristice artistului. Chipul Lui Hristos Pantocrator este oval, cu fruntea inalta,
ochii mari si buzele mari. Aceasta sintetizare a barocului in arta bizantina este foarte
importanta pentru evolutia artei religioase in estul si Sud-Estul Europei.’

PORTRETISTUL

Banatul la finalul Secolului Luminilor devine un creuzet cultural; arta laicd, in-
curajata de paturile superioare ale societatii, cunoaste o dezvoltare rapida la inceputul
secolului urmator. Aceastd deschidere spre arta central-europeand duce la aparitia
unui nou tip de artist: Portretistul. Desi el este un artist desévarsit, care este perfect
capabil sd realizeze peisaje, naturi statice si alte scene, el realizeaza portrete solicitate
de burghezia emergenta si de aristocrati (grupuri sociale care cunosc o perioada de
inflorire la apusul secolului al XVIII-lea). Fie cd este vorba de portrete pandant, care
reprezintd cupluri tinere, fie cd este vorba de portrete de familie, care reprezintd mai
multe generatii, portretul este dominant in arta laica din aceastd epoca. Tendintele
artistice sunt dictate de scoala de la Viena si evolueaza de la Neoclasicism la Bieder-
meier si mai tarziu la Academism. Aceastd tranzitie este ilustrata de portretele aflate
in colectia muzeului.

Viata artisticd din regiune este animatd de artisti locali care cutreiera continen-
tul, intorcandu-se cu un bagaj de cunostinte invatate la marile academii de arta, pre-
cum si de artisti striini, care calitoresc sau se muta in Banat. In unele cazuri, pictorii
sunt educati in sistemul breslelor, sau sunt autodidacti.'

Donat Janos exemplificd pictorul strdin, ndscut intr-una dintre provinciile vas-
tului Imperiu Habsburg, care realizeaza portrete pentru membrii elitelor din marile
centre urbane. Seria de portrete care fac parte din colectia muzeului reprezintd mem-
bri unei familii instarite. Stilul abordat de acest artist este clasicismul, reprezentdnd
prima etapa a evolutiei artei in secolul al XIX-lea. Format in secolul precedent, ar-
tistul creeaza lucrdri intr-o maniera mult mai retinuta fata de portretele de factura
baroci si rococo. Datorita descoperirilor arheologice facute pe teritoriul Italiei, cu
precadere la Napoli si Roma, fascinatia pentru antichitatea greco-romand cunoaste
un apogeu la finalul secolului al XVIII-lea. Aceste influente se resimt in toate dome-
niile, de la artele plastice si decorative, pana la moda si mobilier.

® Icoand. Tenetchi, Stefan. lisus Mantuitor - INP, Bunuri culturale mobile clasate in Tezaurul Patrimoniului
Cultural National (cimec.ro)

1" Muzeul Banatului, Analele Banatului, Artd, Vol. III, Editura Eurobit, Timisoata 1998, 251.



Ka3 je YKpajuHCKor HajjaxHyha, koju je nopcrunana Kapnosauka Mutpononmja. 3a-
MeHa allCTpaKTHe 3/1aTHe TT03a/inHe 6apOKHOM IIpUMep je ya/baBamba off KIaCMYHOT
Bu3aHTHjcKor ctwia. Hujauce 6ente u okep 60je kojuma je nspabhen Criacurespes K,
Kao 1 TIpeficTaB/balbe U3 Momynpoduia, KapakTepucTudam cy 3a Tenerkor. JInk
Xpucta ITanTOKpaTOpa je oBanaH, C BUCOKMM Y€IOM, KPYIIHUM O4MMa M MICTAKHY-
M ycHaMa. Criajarbe 6apOKHOT 1 BU3AHTHjCKOT CTI/Ia BeOMa je 3HauajHo 3a pasBoj
BepCKe YMETHOCTM Ha UCTOKY 1 jyrouctoky Esporre.’

NMOPTPETUCTA

ITox kpaj Beka pocBeTUTe/bCTBA baHaT MOCTaje 3ace6HO KY/ITYypHO HOAIpyYje.
CBeTOBHA YMETHOCT, IIOApKaHa Off CTpaHe BYCOKMUX C/I0jeBa JPYILUTBA, JOKMB/baBa
Op3 pa3Boj moueTkoM XIX Beka. OTBapame Ka CpeibOeBPOIICKOj YMETHOCTH TOBOLU
[0 TI0jaBe YMETHMKA HOBOI'a TUIIA: IIOPTPeTUCTE. VIaKo je y nuTamy yMETHUK IOTILY-
HO CIIoco6aH f1a OCTBapM Iej3ake, MpTBe IIPUPOJie U pasHe ClieHe, oH n3palbyje mop-
TpeTe Koje 3axTeBajy Oyp)koasuja y HACTaHKY M apucToKpaTuja. buso fga cy y nuramy
HOPTPeTH IMAHAAHU KOj! IPefiCTaB/bajy MIaie TapoBe, OMI0 IMOPOANYHY OPTPETH
KOjM IIpMKa3yjy BUIIEe TeHepalyja, IOPTPET je JOMUHAHTAH Y OHOBPEMEHO) CBETOB-
HOj yMeTHOCTU. HOBe yMeTHMUKe TeXXmbe HaMmehe 6euka cnmkapcka AKaieMija 1 OHe
ce kpehy o HeokmacuiuaMma o GuzepMajepa 1 KacHuje o akajieMnsma. Taj mpenas
WIYCTPYjy IOPTPETH KOju ce Hanmase y 36upuy HalyoHa/HOT yMeTHIYKOT My3eja y
Temubapy.

YMeTHMYKM >KMBOT NOACTUYY JIOKa/IHM YMETHMIIM KOju IyTyjy EBpomom mn
Bpahajy ce ca 3HameM CTEYEHUM Ha YYBEH)MM YMETHUYKMM aKajleMyjaMa, Kao U
CTpaHU YMETHUIM KOju 1yTyjy banarom umm ce Ty moce/baBajy. Y mojefuHuM Ciy-
JajeBMMa CIMKapy Cy 06pa3oBaHy y cucteMy ecHada vim rmak 6uBajy camoykm.'

Joxan Janom [onar (Johann Donat) npumep je cimkapa crpanua poheHor y
jemHoj of MoKpajuHa mpocTpanor Xab30ypIiukor 1japctsa Koju uspabyje moprpere
3a YJIaHOBE €/IMTE U3 BEIMKUX IpafcKux nenTapa. Cepuja meropux NOpTpeTa us Ko-
nekuyje Hanyonannor ymeTHM4YKor Myseja y Temuiisapy npencrab/ba NpunajHuKe
jemue umyhne nopopnue. O6pasosan y XVIII cronehy, [lonar nnax cimka nmoprpere
3HATHO y3[p)KaHuje off ITIopTpeTa 6apOKHOT MM poKoKo Tura. [IprberaBa kimacumm-
3MY KOju je IIpBa eTana pasBoja ymeTHocTi y XIX BeKy. VIHcniMprcaH apXeonomKum
otkpuhuma Ha Tepuropuju Vranuje, nperexxno y Hanypy n Pumy, knacunusam je
HAacTao Kao IOCIENLA OMYMIbEHOCTY IPYKO-PUMCKOM CTapMHOM, a CBOj BPXYHall

° Vikona. Tenetchi, Stefan. Mcyc Cnacuress - INP, KynrypHa mokpetHa fo6pa y HalMOHaIHOj KyITYPHO)
pusHMLIM pusHMLM (cimec.ro).

" Muzeul Banatului, Analele Banatului, Artd, Vol. III, Editura Eurobit, Timisoara 1998, 251.
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Vesmintele de Moda Empire, pe care le poarta personajele, ne sugereaza apar-
tenenta la o clasa sociald superioard. Mama, tandra si sofisticata, poarta o rochie cu
talie inaltd dupa moda epocii. Bunica, datorita varstei, poartd haine tipice secolului
trecut, care erau la moda in timpul tineretii sale. In epoca respectivi, a fi la moda
insemna cu totul altceva fata de zilele noastre; a purta haine croite dupa standardul
epocii nu era vazut ca o frivolitate, ci ca o necesitate. Barbatii poarta redingote negre,
cu reverul foarte ridicat, si cimasi albe cu gulerul inalt. Moda masculina a suferit o
simplificare la inceputul secolului al XIX-lea, pentru a se distanta de estetica somptu-
o0asa a epocii rococo. Asemanarea izbitoare intre fizionomia ,,Fiului” si ,Tatalui” este
subliniatd de artist prin imbracamintea aproape identica a celor doi.

PORTRETELE BIEDERMEIER

Incepand cu deceniul al doilea al secolului al XIX-lea, stilul Biedermeier incepe
sd isi faca aparitia in arta bandteana. Acest curent artistic evolueazd din neoclasicism,
insd severitatea stilului este moderata de accente romantice, astfel fiind adoptat cu en-
tuziasm de cdtre burghezia locald, iubitoare de pitoresc''. Stilul este asociat in general
cu arta decorativa si mobilierul, insa pictura Biedermeier se evidentiaza incd de tim-
puriu. Curentul artistic este caracterizat de delicatete, promovénd valori sociale con-
servatoare, prevalente in epoca romanticd, aflate in opozitie cu iluminismul, a carui
filosofie a fost folositd pentru a justifica atrocitétile care au urmat Revolutiei Franceze
si Razboaielor Napoleoniene. Arta Biedermeier ne prezintd o viziune sentimentala si
evlavioasd, incurajand apartenenta la traditie in contextul socio-cultural al Europei
din perioada care a urmat Congresului de la Viena.

Konstantin Daniel este un important reprezentant al stilului biedermeier din
regiune. El intruchipeaza artistul local, care studiaza la academiile de artd din Viena
si Miinchen. La inceputul carierei, Konstantin Daniel picteaza icoane si tablouri reli-
gioase, asemenea multor alti artisti locali de confesiune ortodoxa din epoca aceea. In
lucrarea ,,Madona cu lisus in brate” putem observa cd tendinta din secolul precedent
de a sintetiza influentele postbizantine cu stilul cel mai popular la vremea respectiva
se continud. Lucrarea se incadreazd cu usurinta in tipologia Maicii Domnului Eleusa,
insd influentele artei italiene si central-europene sunt clare.

De-a lungul vietii picteaza mai multe scene religioase, insd Daniel este faimos
pentru portretele realizate, care surprind atit gingasia, precum si sofisticarea clasei de
mijloc. Aici putem aminti de portretele pandant ale unui domn si unei doamne ano-
nimi, prezentate in cadrul expozitiei. Tinerii sunt pozitionati unul inspre celalalt, cu
privirea indreptata spre noi, profilati pe un fundal aidoma. Tablourile au dimensiuni



mocturao je Ha npenady n3meby XVIII u XIX Beka. Tajja ce KIacMIUCTUYKU YTU-
naju ocehajy y cBuM gomMeHMMa, Off TMKOBHE U JeKOPaTUBHE YMETHOCTH JI0 MOJie U
HaMellTaja.

Hounarosu Iopinipeitiu unanosa ipaharcke Uopogue CIVIKAHU Cy Y KIacUIU-
cTmykoM MaHupy. Omenno Moe aMIMp, Koje Hoce MOpTpeTycaHe ocobe, cyrepuire
IPUIASHOCT BALIEM APYIITBEHOM C10jy. Majka, Miajia M CBe€4aHO OfIeBEHa, Ipef-
CTaB/bEHA je, 10 OHJAIIHOj MOAM, Y Xa/bMHM ca BUCOKUM CTpyKoM. Crapula je mpu-
KasaHa y ogehu Tunmanoj 3a XVIII Bek koja je 6uma y Mofy y BpeMe mbeHe MIafJOCTIL.
Y [OTMYHOj ernoxy OMUTY y MOAM 3HAYMJIO je HEIITO CACBYM APYTO Of OHOTa IITO Ce
JAHAC OApasyMeBa IOf TUM II0jMOM; HOCUTU OfI€/IO CKPOjE€HO 10 CTaHMAP/Y eroxe
HIje CMaTpPaHO Kao pMBOTHOCT HEro Kao MmoTpeda. Mymkapiy Hoce LipHe pefieH-
roTe ca M3Pa>keHO NOAUTHYTUM peBepoM 1 Oesle KOIIy/be Ca BUCOKOM KParHOM.
Ha mouetky XIX Beka My1ka Mojia je IIpeTpIiesia I10je[JHOCTaB/berbe ja 611 ce OffMaK/Ia
Off PAacKOIIIHE eCTeTUKe eToXe POKOKOA. YIAI/bMBYy CIMYHOCT nsMmely dusnonomuje
»CUHa” U ,,0Ija” YMETHUK je Ha MOPTPeTMMaA [OFATHO MCTAKAO IUXOBMM CKOPO
UJEHTUYHNM OfIETIOM.

BUAEPMAJEP NMOPTPETN

[ToueB op ppyre peuenuje XIX Beka y 6aHAaTCKOj YMETHOCTHU IIOYMIbE Ia Ce
jaBrpa cTmt 6upepMajep. Taj ymeTHMUKY ITpaBaly pasBija ce 13 HEOK/IACUIM3Ma 4fja
CTPOrOCT je y6/a>keHa pOMaHTMYApCKMM aKIIeHTVMA ¥ TaKBOT Ta je ORYLIEB/bEHO
IpUTPINIO JIOKATHO TpahaHCTBO KojeM ce fmomajiazna >KMBOIMCHOCT OupepMaje-
pa.'! CTui ce yrimaBHOM Besyje 3a JeKOPaTMBHY YMETHOCT M HaMEIIITaj, a/li Cé PAHO
JICTAK/IO ¥ OufilepMajepcKo CIMKApCTBO. YMETHMYKM IIpaBall OujepMajep OfInKyje
ce npe¢umeHolIhy, TPOMOBHILE KOH3epBAaTUBHE APYIITBEHE BPEIHOCTY KOje IIpe-
onabyjy cpenunom XIX Beka, a y CYIPOTHOCTM ca IIPOCBETUTE/LCTBOM UMjOM Ce
¢unosodujom onpaspaBana Tupanuja nocne Opanmycke pesonynuje u Hanoneo-
HOBMX paToBa. bupepmajepcka yMeTHOCT mpeficTaB/ba CEHTMMEHTA/IHY M CMEPHY
BU3Mjy KOja je oxpabpuBaja IpUNaHOCT TPAAULIVI Y IPYLITBEHO-KY/ITYPHOM KOH-
TeKcTy EBporne 13 nepuopa nocne beukor konrpeca.

Ha noppydjy banara Koncrautus [laHu je BakaH IpefCcTaBHUK OyujiepMajep-
ckor ctmta. OH o/M4aBa JIOKaTHOT YMeTHMKA Koju je o cBeMy cyAehu ymosHar ca
noykama 6edke ¥ MUHXEHCKe CIMKapcke akafemuje. Ha modeTky kapujepe cimka
VIKOHE M IJIATHA BEPCKOT CafipyKaja, Kao I MHOTY APYTY OHOBPEMEHU JIOKa/IH yMeT-
HULY NpaBociaBHe Bepoucnosectu. Ha cimuu Boiopoguua ca Vcycom Xpucitiom
Yy Hapy4jy MOXKe Ce 3allasUT! HAaCTaBaK TEHJIEHLMje CIlajarba MOCTBU3AHTUjCKOT ca
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si rame identice, sugerand faptul ca cei doi formeaza o pereche. Portretul feminin este
foarte apreciat in epoca Biedermeier'. Lucrari de genul acesta decoreaza peretii inca-
perilor burgheze, creand astfel o atmosfera intima. Lucrarea ,,Fetita cu catel’, realizata
de Daniel in anii 1840 - perioada de maximad influenta a stilului mai sus amintit'® -
este considerata prima scena de gen moderna din arta banateana.

Konstantin Daniel nu este singurul mare portretist al perioadei. Un veritabil
concurent al acestuia este Pavel Petrovi¢, care provine dintr-o familie de pictori, tatdl
sdu fiind Sava Petrovi¢. Cei doi realizeaza portretele membrilor de vaza ai comunitatii
sarbe din regiune, precum ,,Portretul lui Sofronije Gruji¢” si ,,Portretul unui preot
ortodox”. Stilul lui Pavel Petrovi¢ este considerat ca fiind ,tributar academismului
vienez . Diferenta dintre stilul Biedermeier si stilul Academist este subtila, primul
avand o inclinatie inspre decorativism si o anume aplatizare a formelor. Cand stu-
diem istoria artei, avem tendinta sd delimitam clar perioadele in care anumite curente
infloresc si isi ating zenitul, ins3 adevarul este mult mai nuantat. In multe cazuri, ar-
tistii continud sd creeze opere in stilul pe care il adopta in tinerete mult timp dupa ce
acesta devine ,,demodat’, cum este cazul lui Konstantin Daniel.

Pavel Petrovi¢ este un personaj inviluit in mister. In anul 1843 artistul isi pa-
raseste familia si tara de bastina si isi incepe calétoriile. Aceste deplasari il vor duce
prin India, China, precum si prin marile capitale europene. De la Paris trimite ultima
scrisoare cdtre familia sa, datatd in anul 1851, dupa care dispare fard urma.'

Un important rol in dezvoltarea artistilor il are relatia dintre maestru si ucenic,
o traditie seculard care a reprezentat pentru mult timp singurul mod de educare a
tinerilor pictori. Unii dintre ei isi fac ucenicia in familie, iar cei care nu fac parte din
dinastii artistice invatd meseria in ateliere locale. Discipolii preiau anumite elemente
de la profesorii lor, fapt care devine evident la o analizd aménuntitd a lucrarii ,Tanara
femeie brunetd’, realizata de Ljubomir Aleksandrovi¢. Desi este bantuit de-a lungul
vietii de probleme rezultate din degradarea starii sale psihice, el reuseste sa se distinga
printre artistii bandteni din perioadd. Ljubomir este elevul lui Konstantin Daniel si
al lui Nicola Aleksi¢, preludnd multe influente de la cei doi virtuozi. Portretul femi-
nin mai sus mentionat poarta amprenta stilului Biedermeier, oarecum aplatizat, desi
academismul, stilul promovat in centrele universitare ale Europei, reuseste prin utili-
zarea unor elemente de limbaj plastic sa se apropie din ce in ce mai mult de realism.
Tot in aceasta perioadd se dezvolta si arta fotografiei, devenind o alternativa mult mai
ieftind pentru portretele pictate. Ljubomir lucreaza dupé fotografii, un truc utilizat

12 E. Miklosik, Portretul Feminin, 300 de ani ai genului reflectati in colectiile de artd ale Muzeului Banatului,
Editura Mirton, Timisoara 2003, 8-9.

! Muzeul de Arta Timisoara, op. cit., 59.
!4 Muzeul Banatului, op. cit., 252.

5 A. Cosma, Pictura Romdneascd din Banat, dela origine pand azi, Timisoara 1940, 34.



OHOBPEMEHMM HAjIIONY/IAPHMUM CTUIOM. [les1o ce cBpcTaBa y Tunosnorujy boropo-
puue Eneyce, anu cy jacHM yTuULajy UT/IMjaHCKe U CPEHbOEBPOIICKE YMETHOCTM.

ToxoMm cBora xuBoTa JlaHun cnuka OpojHe penurujcke CleHe, aay je YyBeH
10 TIOPTPETUMA Y KOjuMa IIPMKasyje NeMMKATHOCT U TYKCY3HO OZENO Cpeftbe Kila-
ce. OBJie ce MOTy IIOMEHYTM IIaH/IaH NOPTPETV AHOHMMHOT TOCIIOiMHA 1 TocIobe,
KOj¥I Cy NIpMKa3aHM Ha U3/10XO61. Myaiu Cy IOCTaB/beHM jeflaH HacIpaM APYTOL, C
IOI7IEZIOM YIIPTUM Y ITIOCMaTpaya, a IM03Mpajy UCIpesl UCTOBETHe no3aguHe. Cauke
CY UICTUX JUIMEH3Mja ¥ MIMajy UJEHTUYHE PAMOBE, YMMe Ce CyTepulle Jja OHe YMHE
nap. YKeHcku mopTper je BeoMa IieleH y buaepmajepckoj enocu.'> Cmke Tor TUIA
yKpamaBajy 3upoBe rpahanckux kyha, mouapaBajyhm mHTMMHY aTtMocdepy. Pan
Hesojuuna c xkyueitiom xoju je [lanun ocrBapuo oko 1840. ropune, y nepmony Hajja-
Jer yTHIlaja MOMEHYTOra CTmma,"” cMaTpa ce IPBOM MOJIEPHOM >KaHP-CLIEHOM Y
6aHATCKOj YMETHOCTH.

Koncrantun [lanun Huje jenyiHM BENMKM IOPTPETUCTa Tora mepuopa. Ibe-
ros Be/MKM TakMar, 6uo je ITaBen IlerpoBuh koju moTmde n3 camMKapcke MOpOmM-
e, otan; My je Casa IlerpoBuh. Ibux gBojuua page moprpere yrinefHuX 4iaHOBA
CpIcKe 3ajeqHuile Ha noppyyjy banara, monyt Iopipeinia Copporuja Ipyjuha n
Iopitipeitia ipasocnaernoi céewiitienuxa. 3a ctun I1aBena I[lerposuha cmarpa ce fga je
»TpubyTapan 6euykoMm akagemusmy .'* Pasnuka nsmehy 6unepmajepa u akagemMnsma
je cynTunHa; 6uaepMajep CTpeMM IeKOPAaTUBU3MY M M3BECHO] IVIOUIHOCTY OO/IMKa.
Vcropmyapyu yMETHOCTM TeXe Jja CTPOTO PasfBoje Mepuoje y KOojuiMa Ce M3BECHU
IIpaBLM PasBMjajy U MOCTVDKY 3€HUT, aJly CTBAPHOCT je MHOTO BUIIE M3HUjaHCUPa-
Ha. Y MHOTO C/Iy4ajeBa yMETHMIIM HACTaB/bajy /la CTBApajy y CTU/IY KOjU Cy IIpuXBa-
TWIN Y MJIAIOCTH, YaK IYTO HAKOH IITO Taj CTUI ,,u3abe 13 Mozie”, Kao LITO je CIy4aj
Koncrantnuna [lannna.

JKusort ITaBena Ilerposuha je o6aBujen Tajuom. foguue 1843. HanyuTa CBOjy
HOPOAMILY ¥ 3aBMYaj ¥ 3al04MIbe IIyTOBamwa Koja he ra ogsectu y Mupujy u Kuny,
a/lm 1 y BelMKe eBpoIicke npectonuue. Ilocnenme nucmo nopopuuy maspe 1851. 3
[Tapu3a, a 3aTuM Ja/be HaCTaB/ba CBOja Ty TOBamwa.

BekoBuMma je jemuHyu Ha4MH NpPEHOLIEHA 3HAKbA M YMETHUYKUX BEIITHHA 6110
HEIIOCPeMlaH OJHOC U paji yunTeba U yuyeHuKa. Hexn of mux cImMKapcTBO ydye KOp
cBojux Kyha, a OHM KOju He IOTMYY M3 YMETHUYKUX NOPOANIIA 3aHAT y4e Y JIOKAI-
HUM pagyonniama. CrendeHnuy npeysumajy u3BecHe elleMeHTe Off CBOjUX Ipode-
Copa, a TO je OYEBUJIHO U IIPYU [€Ta/bHOj aHaMu3u cnuke Mnaga ypHka Kojy je uspa-
nvo Jbybomup Anexcanzpposuh. V nopen nsBecHuUX ylieBHUX Teroba ycIieo je ja

12 E. Miklosik, Portretul Feminin, 300 de ani ai genului reflectati in colectiile de artd ale Muzeului Banatu-
lui, Editura Mirton, Timisoara 2003, 8-9.

3 Muzeul de Arta Timisoara, op. cit., 59.
! Muzeul Banatului, op. cit., 252.

5 A. Cosma, Pictura Romdneascd din Banat, dela origine pand azi, Timisoara 1940, 34.
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din ce in ce mai des de artistii perioadei. Fotografii interveneau asupra pozelor cu
pensula, pictorii realizeazd portrete fotografice, astfel limitele dintre cele doua arte
incep sd devina din ce in ce mai neclare. Portretul avea sa se schimbe total in secolul
urmator.

Nu putem omite din aceastd discutie despre portretele din colectia Muzeului
National de Artd Timisoara ,,Portretul lui Zsigmond Ormos, prefectul judetului Ti-
mis’, realizat de Gyorgy Vastagh, un stralucit exemplu al portretisticii de facturd aca-
demista. Rafinamentul stilului, precum si maiestria pictorului reprezintd o culme a
artei maghiare de la mijlocul secolului al XIX-lea. Modelul tabloului, un avid colec-
tionar de arta, este fondatorul Societatii de Arheologie si Istorie din Ungaria de Sud,
iar generoasa sa donatie de tablouri poate fi admirata in prezent in cadrul colectiei de
artd europeand.



ce nctakHe Mely 6aHaTCKMM yMeTHMI[MMA CBOTa BpeMeHa. bio je yuennk Koncran-
tuHa [lanmia n Hukone Anekcuha u nperprieo je MHOre yTuIaje ABOjuIie MajcTopa
cmkapcTBa. [ToMeHyTH >KeHCKY MOPTpPeT HACIMKAH je y yXy OmpepMajepa, Mako
aKaJieMu3aM, CTUI PacCIpOCTParbeH y €BPOIICKMM YHUBEP3UTETCKUM LiEeHTpMMa KO-
pumrhemeM M3BECHNX e/leMeHaTa IDTAaCTIYHOTra M3pakaBama, Beh ycresa fia ce cBe
BIILIIe IPUO/IVDKY peam3My. Y ICTOM epUOAY pasBuja ce M yMeTHOCT ¢pororpaduje,
KOja [I0CTaje 3HaTHO jeTMHMja TEXHUKA 3a U3pafy HopTpeTa. Anekcanaposuh pagn
npema ¢ororpadujama, MTO Cy cBe Yemrhe YMHWIN U APYTU OHOBPEMEHN YMETHM-
. ®oTorpadu cy MHTEpBEHNCA/IN Ha CHUMIVIMA KITYNIIOM, C/IVIKapy cy uspabhusa-
N opTpeTe npema gororpadujaMa U TaKo Cy rpaHulle n3Meby Te aBe yMETHOCTU
nocrajaje ce HejacHuje. [lopTper he ce MOTIYHO M3MEHUTH Y HAPETHOM BEKY.

Y oBoM m3naramy o moprperuma n3 36upke HaryoHamHOr yMeTHUYKOT My-
3eja y TemnmBapy He Moxxe ce usoctaButu llopinipeini JKuimonga Opmowia, >xyna-
Ha Tammmke sxynanmje, aytropa Hepbha Bamrara (Gyorgy Vastagh). Ped je o cjajuom
IIpuMepy MOPTPETCKOr C/IMKApCTBa y akajeMckoM MaHmpy. [IpedumeHocT ctuma u
MajCTOPCTBO CIMKapa IpeiCTaB/bajy BpXyHal Mahapcke ymeTHOCTH cpefuHOM XIX
Beka. [TopTpetncarn Opmor 6110 je CTpacHY KOJEeKI[MOHAP YMETHOCTH, OCHMBAY je
Jy>KHOyTapCKOr JpylITBa 3a apXeOoJ/IOTMjy ¥ UCTOPH)Y, a 1heTOBOM IUTEAPOM IIOKJIO-
HY C/IMKA MOJKe Ce U caJia JVIBUTHU Y OKBUPY KOJEKIIMje eBPOIICKE YMETHOCTY T€MU-
mBapcKor HalmoHamHOT yMETHMYKOT MY3€ja.

YMETHUK cnobOoOAHOTI AYXA

MupycTpujcka peponynyja MpOy3poOKOBala je KpyIHe IIpOMeHe Koje Cy ce
oceTmIe y CBaKoj 00/IacTy [PYLITBA. Y/IOra yMETHUKA je pefileMHMCaHA, @ TEXHOJIO-
IIIKe THOBAIlyje My OJIaKIIaBajy paji M OTBapajy HoBe BujuKe. Takobe je, omagamem
OCMaH/IMCKOT yTHIIdja Ha bDajkaHy M oOcCBajarbeM He3aBMCHOCTM XpuIIhaHCKMX
Hapoja, M3MemeH TeoloMUTNYKM KOHTeKCT banara. Ha jyry nacraje Hajupe Khe-
eBuHa a noroM Kpamesuna Cpbuja, a Cpbu ca 6aKaHCKOT OApYYja MMajy HOB
KYATYPHMU LIEHTap IpeMa KOjeM II0YMbY [ja TPaBUTUPA]jy.

CreBaH Anekcuh je cMaTpaH IOC/TIENIBYUM NPENCTAaBHUKOM OQHATCKOT aKaje-
MU3Ma. 3Hawba y JOMEHY YMETHOCTU CTEKAo je TOKOM IpUIIpeMa Ha YMETHUYKO]
akazieMuju y MunxeHy. MuHXeHCKa ILIKOJIa je OCTaBWIA IpYMETaH YyTULaj Ha Ibe-
rOBO YMETHMYKO CTBApa/alliTBO, U3 Ibe je IPey3e0 HAKJIOHOCT 3a TaMHe I03aJHe
U 32 KaHp-cueHe. VI3 HeMaYyKor yMETHMYKOT MCKYCTBA IIOTEKJIA je U IheroBa CKJIo-
HOCT IIpeMa cuMOOo/IM3My. YMeTHMIM CUMOOIICTY Cy HaCTOja/Il [ja OXKVIBE IOjelM-
He TeXXIbe POMaHTHU3Ma a1/ Ca MHOTO IIPUTAjeHNjOM HUjaHCOM, IIITO Ce 3alaXka 1 y
AnexcuheBuM paoBuma. Pobet je y Apany, Tafa rpajiy y AycTpoyrapckoMm IIapCTBY,
y mopoauiy caukapa. bro je mosnar 1o npkBeHOM CIMKApCTBY, alyu U Kao U3yse-
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ARTISTUL INDEPENDENT

Revolutia industriala a produs schimbari majore, care s-au resimtit la fiecare
nivel al societatii. Rolul artistului este redefinit, iar inovatiile tehnologice ii usureaza
munca, deschizandu-i noi orizonturi. De asemenea, contextul geopolitic al regiunii
se schimbad, odata cu scaderea influentei otomane in Balcani si castigarea indepen-
dentei statelor crestine din peninsula. Astfel, la sudul Banatului apare Regatul Serbiei,
iar sarbii din regiune au un nou centru cultural spre care incep sa graviteze.

Stevan Aleksic¢ este considerat ultimul reprezentant al academismului banétean.
Cunostintele in domeniul artei le-a obtinut in timpul pregatirii la Academia de Arta
din Miinchen. Scoala de la Miinchen a avut o influenta sesizabild asupra creatiei ar-
tistice a lui Stevan, el imprumuténd predilectia pentru fundaluri intunecate si scene
de gen. Tot de la gruparea artisticd germana raiméne cu influente simboliste in operele
sale. Artistii simbolisti au cautat s revigoreze unele dintre tendintele romantismului,
insd cu o tentd mult mai morbida, asa cum putem observa si in lucrérile lui Aleksi¢.
El este un portretist prin excelentd, insd este cunoscut si pentru fresca bisericeasca,
data fiind provenienta sa dintr-o dinastie de pictori religiosi. Artistul se naste la Arad,
pe atunci parte din Imperiul Austro Ungar, insd, dupa ce isi finalizeazd studiile, se
muta in Vojvodina. Stevan Aleksi¢ este receptiv la scenele din satul sdu si la viata
inconjuratoare, fapt care reiese din mai multe lucrari ale sale. Putem vedea elibera-
rea din stransoarea legilor academice in lucrari precum ,,Portret de femeie’, ,,Portret
de tanar” si ,,Slavko muzicantul™. Produce in jur de 230 de lucrdri, picteaza 20 de
biserici, 100 de icoane si in jur de 60 de schite si desene. Artistul este de asemenea
cunoscut pentru seria de autoportrete, executate intre 1895 si 1922. Spre finalul vietii,
portretele devin din ce in ce mai macabre.

Autoportretul cu moartea din anul 1919 (unul dintre cele doua autoportrete ale
artistului aflate in colectia muzeului) il prezinta pe Aleksi¢ ca petrecaret, imbracat
simplu si purtdnd o palarie, ridicand paharul inspre privitor. El se afla in interiorul
unei taverne, in compania unui schelet care canta la vioard. Zambetul artistului este
oarecum fortat, un ecou al ranjetului batjocoritor al scheletului-muzician. Acest au-
toportret face trimitere cu siguranta la tema medievald intitulata ,,Memento Mori”.
Prezenta unui craniu sau a unui schelet servea ca o amintire constantd a prezentei
mortii si era folositd de artisti fie pentru a insinua inutilitatea placerilor lumesti (Va-
nitas), fie inevitabilitatea mortii, indiferent de pozitia sociald (Danse Macabre). Data
fiind formarea artistului ca pictor religios, este usor de inteles predilectia spre o ase-
menea tema, inspirata de filosofia crestina. Subiectul tavernei apare adesea reprezen-
tat in lucrérile artistului, fiind centrul vietii sociale a satului. Si alti artisti ai miscarii
academiste abordeaza acest subiect, insa de obicei cu un mesaj moralist, aspect care
lipseste din lucrarile lui Aleksic.

!¢ Muzeul de Arta Timisoara, op. cit., 77.



TaH noptpetncta. [lo 3aBpuerky cryamja CreBan Anekcuh ce mpecenvo y Mogour.
/3 6pojHUX HErOBUX pajZioBa je jacHO ha je Ouo mpujeMuyB 3a ClieHe 13 cenla U 3a
XXVBOT JBYJV 13 CBOT OKpYXema. Iberoso ocmobahame 13 cTera akageMcKnx OKoBa
MO)Xe Ce TIPaTUTH y pafioBuMa Kao wro cy Ilopinpein sxene, Ilopiapeiti mnaguha un
Cnasxo mysuxani.'* OctBapuo je oko 230 pagosa, ocnmmkao 20 IjpkaBa, HaCIMKAO
100 mxoHa 1 oko 60 ckuia u nprexka. Takobhe je Mo3HAT 1Mo HU3y ayTONOPTpETa,
uspahennx nsmehy 1895. u 1922. ropune. [Ipen kpaj XUBOTa HETOBU IOPTPETH CBE
BILIE M3Pa)KaBajy 3a4y/JHOCT CTBAPHOCTM.
Aymotiopipeiti y kaganu (ca tiepcoHudukayujom cmpitiu) ns 1919. roguse,
jellaH Off IBa ayTOIOPTpPeTa OBOr ayTopa y Konekuuju HanmonamHor ymeTHMIKOr
myseja y TemumBapy, npukasyje Anexkcuha kao Bece/baka, 0Oy4eHOr je[fHOCTaBHO,
Ca IIeIMpPOM Ha IJIaBM, KaKO IOJVDKE Yally IIpeMa rnocmarpady. Hamasu ce y yny-
TPAIILOCTY HeKe KadaHe Y JPYIITBY CKe/leTa KOji CBMpa Ha BMOJIVHN. YMETHUKOB
OCMEX je HEKaKO YCU/beH, KaO €XO IOAPYI/bUBOI peXKaiba CKeleTa-My3MKaHTa.
OBaj mopTper Besyje ce ca TeMOM HacClOB/beHOM memento mori. Ilpucyctso no-
Oame WIM CKeleTa Cyrepuile HeNpeKMAHO mopcehame Ha CMPT M yMeTHMLU
Cy ¥MX IIpMKasyBaIM C HAaMepPOM Jjla HaropecTe OMI0 OECKOPUCHOCT TelTeCHUX
Hacnaga (Vanitas), 6110 HEYMUTHOCT CMPTH, HE3aBUCHO Of PYLITBEHOI MOJIO-
xaja (Danse Macabre). C 063upoM Ha GopMypame yMETHVKA KO PeINTVO3HOT
CIMKapa, TAKO je CXBATUTH HETrOoBY CKIOHOCT Ka TeMM HaflaXHyTOj XpuirhaHCKUM
Ayronoprpern
Crepana Aackcnha
y CT&AHOj IIOoCTaBUH

Taaepuje Matune
cpricke

Autoportrete ale lui
Stevan Aleksi¢ in
expozitia permanenta
a Galeriei Matica
Srpska
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! Muzeul de Arta Timisoara, op. cit., 77.
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Realizat spre finalul vietii, acest autoportret ne sugereaza o constientizare a pro-
priului destin al artistului, care avea sd moara in anul 1923. O lucrare foarte similard
poate fi gdsita in Muzeul Matica Sarpska. Acest portret este realizat la o datd mai
timpurie, iar artistul pare sa fie mult mai sincer in veselia sa.

Exista o oarecare melancolie in creatia lui Aleksi¢, un potential urias limitat
intr-o mare masura de cadrul rural in care locuieste. Persoane din jurul sau au afir-
mat ca artistul si-a irosit potentialul, limitandu-se fie la descrieri ale vietii rurale, fie
la picturi religioase, ramanand la marginea lumii artistice si cufundandu-se in ano-
nimitate. Ulterior, Stevan Aleksi¢ a fost recunoscut ca unul dintre cei mai valorosi
artisti banateni de origine sarba.

In urma Primul Razboi Mondial, intreaga harti a Europei este redesenati, astfel
schimband destinul continentului. Imperiul Austro-Ungar, trecut prin nenumarate
reorganizari de-a lungul timpului, nu a mai putut face fata presiunilor sociale interne,
iar infrangerea Puterilor Centrale a incheiat declinul monarhiei Habsburgice. Astfel,
prin tratatele de pace care au urmat razboiului, s-au stabilit noi granite in regiune.
Granita dintre Romania si Regatul Sarbilor, Croatilor si Slovenilor a ldsat o parte a
populatiei sarbe in Romania si o parte a populatiei roméne in Iugoslavia. Relatia din-
tre cele doud state raimane una cordiala, forméand, impreund cu Cehoslovacia, Mica
Antanta. Minoritatea nationala sarba avea in perioada interbelicd o viata culturald
artistica dezvoltata."”

In aceastd perioadd incepe si se manifeste un artist foarte important pentru
perioada interbelica, si anume Corneliu Liuba. Profesor in invatimantul artistic din
Timisoara, Corneliu Liuba are o remarcabila activitate pedagogica, pe langa cea artis-
ticd. Temele pe care le abordeaza cel mai des sunt florile si peisajele, insd numarul lor
este unul relativ modest, comparativ cu alti artisti ai perioadei. Artistul apeleazd in
lucrarile sale la contrastul complementar al culorilor, conferindu-le un aer distinctiv.
Peisajele sale sunt captivante, pastrand un aer de prospetime si vigoare. Aici putem
aminti atat peisajele marine, de exemplu ,,Peisaj cu portul Constanta”, precum si
peisajele bandtene - ,,Peisaj langa Subotica” Una dintre cele mai importante realizari
ale artistului este contributia adusd la intemeierea ,,Societatii de Arte Frumoase” din
Timisoara. Stilul in care lucreazd artistul a fost puternic influentat de catre Marin H.
Georgescu, asemenea lui Ioan Isac. De la artistul bucurestean, Liuba preia pasiunea
pentru pictura in plein-air, tehnica pionieritd de artistii impresionisti.'®

Paralelele dintre patrimoniul artistic al muzeului Matica Srpska si cel al Muze-
ului National de Arta Timisoara sunt evidente, atat la nivelul stilistic, precum si al
morfologiei lucrarilor. In amandous colectiile gdsim icoane ortodoxe cu influente ba-
roce, portrete ale elitelor din regiune si opere de arta ale artistilor independenti pre-

171j. Cerovi¢, op. cit., 254-255.

'8 Muzeul Banatului Timisoara, Expozitia Comemorativi Corneliu Liuba, 1880-1953, Timisoara 1980, 3-4.



yueweM. EHTepujep kadaHe 4ecTo je mpencTaB/baH y pafloBIMa OBOT YMETHUKA, jep
jeé TO CpeiIITE CEOCKOT APYLITBEHOT XMBOTA. V Ipyru yMeTHULIM KOjU pafie y Ma-
HUIPY aKafieMM3Ma IOTUIY Ce VICTOT aMOMjeHTa, a/iyl 00MYHO ca MOPAIMCTIYKOM I10-
PYKOM Koja y AnekcuheBuM pagoBuMa 130CTaje.

Hacnmkan npen Kpaj yMETHUKOBOT KMBOTA, IIOMEHYTH ayTOIIOPTPET HaM Cy-
repuile yMeTHIKOBY CAMOCBECT O COIICTBEHOj CyOuHN. Beoma cmmyaH paj Hamasu
ce y lanepuju Marune cpricke, camMo IITO je TAMOLIbBY MOPTpeT uspaheH panuje, a
YMETHUK U3I/Ie[Ja MHOTO MCKPEHMjI Y CBOM BECEIbY.

ITocToju n3BecHa MenmaHxonmja y AnekcuheBoM CTBapajIallITBy — OTPOMaH II0-
TEHIYjal ZOOPMM JIeJIOM je CIIyTaH CEOCKOM CPefIHOM Y K0joj je >xuBeo. Ocobe u3
IErOBe OKO/IVHE TBPAMJIE CY Ia jé pacuIIao CBOj Ta/JleHaT, OTPaHMYMBIIN ce OVJI0 Ha
OIIIC PYPaTHOT KMBOTA, OMJIO Ha PEIUTMO3HO CIMKAPCTBO, OCTajyhy Ha MapruHa-
Ma yMeTHMYKOr cBeTa 1 ToHehu y aHoHMMHOCT. KacHuje je mpusHaT Kao jemaH of
Haj3Ha4ajHUjuX 6aHaTCKMX yMETHMKA CPIICKOT IIOpPeKIa.

Kao nocnepuia Benmxkor para Mana EBporie je mpekpojeHa 1 Tako je u3Meme-
Ha Cy7j0VHa KOHTHMHEHTa. beukn [BOp, mpeTpeBum 6pojHe peopraHu3alje TOKOM
BpE€MEHA, HUje BUILE MOTao OfOJIETV YHYTPAIUUM JAPYIITBEHUM IPUTUCLIMA,
a cnoM LleHTpanHMX cuaa OKOH4YAo je maf, AycTpoyrapcke mmiepuje. MUpoBHUM
IIperoBOpuMa KOju Cy yC/e[MIN TI0CTIe paTa yTBpheHe cy HoBe rpanmue. Ipannma
usmeby Pymynnje u KpapeBune Cp6a, XpBara 1 CrroBeHalja 0OCTaBIIA je 160 CPIICKOT
X1B/ba Y PymyHuju u feo pymyHckor xxusmpba y Kpampesunu CXC. OgHoc THX ABejy
Iip>KaBa HaCTaBMO je Aa Oye CpAayaH U OHe CY, 3ajefHO ca UeX0oCIoBaYKoOM, OCHO-
Basie Many AHranTy. CpIicKa HallMOHa/IHA MabVHA y PymyHuju je y mocnepaTHom
HepMOJY MMaja Pa3BMjeH YMETHUYIKY KUBOT."

Haxkon IIpBor cBerckor para menyje 3HadajaH ymeTHuK Kopuenny Jby6a. Ilo-
pen yMeTHIMYKe [IeTATHOCTHU MMAO je 3alakeHy MefarolIKy Kapujepy kao mpodecop
y yMeTHNYKOj ko y TemniBapy. Hajuenthe je cniukao MpTBY npupozy, Hapo4uTo
usehe 1 mejsaxe, amu je 6poj WErOBUX CIMKa CKpOMaH y nopebemy ca pajoBuma
caBpeMeHnka. Kopuenny /byb6a y cBojum genuma npuberapa KOMIIEMEHTAPHIM KO-
TOPUCTUYKMM pellermuMa fajyhu tume ocobeHocT cBakoj 6oju. Iberou mejsakn
IJIeHe, 3a/p)KaBajyhn cBexxuny u 6yjHoct. OBie 611 ce MOIIM HaBeCTU ¥ MOPCKMU
mejsaxxy, Ha npumep JIyka y Konciianyu, wn 6aHaTCKY 11ej3aXM Off KOjUX MCTIYEMO
Ilejsanc siopeg Cyboimuye. CTua y KojeM paju 610 je IO CHAXXHUM yTunajeM Ma-
puna X. Heopheckya (Marin H. Georgescu), cmruHo kao u Kof JoaHa Vcaka (Ioan
Isac). On Heopbeckya Jbyba je mpeyseo cTpact 3a T3B. CIMKapPCTBO 110 IPUPOAH, &
TO je TeXHVKA KOjy Cy yBeIM YMETHULM VIMIIPECUOHNCTIL.'® JejaH off Haj3Ha4ajHIj X
ponpuHoca Jby6e je yuenrhe y ocHmBamwy JIpymuTBa lenux yMeTHOCTH y TeMuiBapy.

17 1j. Cerovi¢, op. cit., 254-255.

'8 Muzeul Banatului Timisoara, Expozitia Comemorativi Corneliu Liuba, 1880-1953, Timisoara 1980, 3-4.
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cum Aleksi¢, produse ale unei epoci a coexistarii si colaborarii dintre romani si sarbi,
unguri si germani, catolici si ortodocsi. Intorcandu-ne in zilele noastre, descoperim
doud culturi distincte, formate in urma evenimentelor ultimului secol si despartite
in doud natiuni separate, insa prin lucrarile expuse in cadrul acestui proiect desco-
perim o fereastra spre aceasta perioadd de convietuire in contextul socio-cultural al
monarhiei duale. Acest proiect evidentiaza legaturile istorice dintre cele doud natiuni
si prefigureaza viitoare colaborari intre cele doua regiuni invecinate.

Alexandru Victor Babusceac
muzeograf MNART



[Tapanene usmeby ymernnyor 61ara [anepuje Marune cprcke n Haryonansor
YMeTHYKOT My3eja y TeMmurBapy ounriegHe Cy 1 Ha CTYJICKOM M Ha HUBOY Mop¢o-
noruje pajoBa. Y obe xonexkuyje cpeheMo npaBociaBHe NKOHE ca 6apOKHUM YIUIN-
BUMA, IOPTpeTe APYIITBEHE eNNTe, YMETHIYKA Jle/la YMeTHMKA CTTOOOTHOT 1yXa Kao
wto je CreBan Anekcuh, nena enoxe cyxuBora 1 capajmwe Pymyna u Cp6a, Mabapa
n Hemara, kaTonmmka u mpaBociaBana. Bpahajyhu ce cagammem Bpemeny, oTkpu-
BaMO JIB€ pa3IM4NUTe KyJAType OCTBapeHe HAaKOH CBMX JIpyLITBEHMX IIPOMEHaA TO-
KOM TIocriefiber croneha. Vmak, pajjoBu M3/10)KeHN Y OKBUPY OBOT IIPOjeKTa HaIll Cy
IIPO30p Ka pa3fio0/by 3aje[HIYKOr >KMB/bEha Y APYIITBEHO-KYITYPHOM KOHTEKCTY
Hajripe Xa636ypuike a motoM AycTpoyrapcke MoHapxmje. OBaj IpojekaT mucrTude
ucropujcke Bese usMehy nBa Hapoma u npepnouaBa 6ynyhy capagmy usmehy nse
CyceflHe ip)KaBe.

Anexcangpy Buxitiop babywuak

myseoipap, Hayuonannu ymemnuuxu mysej y Temuweapy
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PARALELE. TIMISOARA / NOVI SAD

SPATIUL CULTURAL UNIC

Notiunea din titlu Paralele deriva din cuvantul grecesc mapdAAniog (mapa -
langa si aAAAwv - unul altuia) si, in functie de context, poate avea conotatii diferite.
Astfel, paralelismul poate insemna o comparatie, dar si simultaneitate, sau similitu-
dine'. Ca notiune geografica, paralela reprezintd cercul imaginar care uneste toate
punctele cu aceeasi latitudine de pe suprafata Piméntului. Asemenea celei mai largi
paralele geografice, Ecuatorul, contextul culturologic semnifica o vastitate care, in
sens direct sau figurativ, poate cuprinde toate celelalte contexte ale paralelismului.
In viatd, diversele suprapuneri sau incrucisiri ne invati ci paralele nu decurg intot-
deauna liniar, nici in cursuri comparabile. Aceasta reiese foarte frumos din urmarirea
paralelor dintre doud orase, care inainte de arhitecturd sau de orice altceva fizic si
vizibil, sunt alcatuite din povestile de viatd intertesute ale locuitorilor lor.

In Galeria Matica Srpska, paralelismele cu operele din alte medii au fost scrutate
anterior, in anul 2013, in cadrul proiectului Umanismul si Renasterea in Muntii Cen-
trali-Apenini. Paralele. si in anul 2015 in cadrul expozitiei Zugravi. Icoanele sarbesti
intre traditie si modernism. Paralele. Deja atunci a fost evidentiat faptul c4, reflectand
asupra legiturilor dintre doua culturi, se remarci numeroase paralelisme posibile.> In
conformitate cu aceasta, textul care urmeaza reprezintd una din numeroasele modali-
tati de recunoastere a paralelismelor dintre operele de arta din trei institutii culturale
diferite, care leaga cele doua orase.

Expozitia Paralele. Timisoara / Novi Sad cuprinde saizeci de opere de artd,
printre care: icoane, portrete, peisaje, naturd statica si compozitii abstracte. Diapa-
zonul repertoriului de motive reflectd o larga baza ideaticd, cuprinsa in titlu, caruia i

! Jb. Muhynosuh, Caspemenu peunux citipanux peuu u udpasa. 50.000 iojmosa, Victrix, beorpax 2005,

2 T. TlankosspeBuh, ,,Peu yHanpen”, y: Xymanusam u perecarca y Lleniipannum Atienunuma. Iapanerne,
Katanor usnox6e, fanepuja Matuue cprcke, Hosu Cap 2013, 28-33; T. Palkovljevi¢-Bugarski, ,,Le icone di
zografi nella collezzione della Galleria della Matica srpska / The zograf icons at the collection of the Gallery of
Matica Srpska’, in: Zwgrafi. Icone serbe fra tradizione e modernita. Paralleli / Serbian icons between tradition and
modernity. Parallels, Exhibition Catalogue, Galerija Matice srpske, Novi Sad 2015, 36-49.
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NMAPANENE. TEMUWWBAP / HOBW CA/

JEAWHCTBEHW KYNTYPHW NPOCTOP

HacnoBom MCTakHYT 1ojaM #fiapasesnie HACTAO je Of Ipuke peun mapdAAnlog
(mapa - mopepn n AAARAWV — jefaH APYTror) M MOXKe O3HA4YaBaTy nopebeme amu u
VICTOBPEMEHOCT WIN YHOpefHOCT.! Y reorpadmju mapanena miM yHOPeSHMK je
3aMMII/beHA JIMHMja KOja CIlaja CBe TaukKe JMCTe Teorpadcke IIMpYHE HAa IIOBPIIVHU
3emspe. IlomyT Hajmmmper ynopenHuka ExBaTopa, KYITYpO/IOLIKYM KOHTEKCT IIO-
IipasyMeBa LIMPUHY KOja, JOCTIOBHO MM y IPeHECeHOM 3Hauewy, MOXKe 00yXBaTuTH
CBe OCTasle KOHTEKCTe CXBaTama Iapajena. Y >KUBOTY, PaslINuuTa IpeK/Ianama 1
YKpIITama Hac yde fa Mapajese He TeKy YBeK IIPaBOMHI]CKY HUTY Y YIIOPELHUM
ToKOBMMa. To ce Bp/IO /ero mokasyje Ipyu OTKpUBamy Napasnena usMehy aBa rpaga
KOje, IIpe apXUTeKType Wy 6110 dera (pU3MUKOr U BUI/BUBOL, YMHE UCTIPEIIeTaHe
JKMBOTHE TIpyYe HIXOBIX CTAHOBHMUKA.

Y Tanepuju Matuiie cpIicKe Iapaserie ca Ae/Ma U3 Ipyre CpefyHe IPeTXOXHO
cy carneiane 2013. y okBupy npojekra ,XyMaHM3aM 1 peHecaHca y LleHTpamHnm
Anenunuma. [Tapanene” n 2015. roguHe y okBupy usnoxoe ,3orpadu. Cprcke nko-
He n3Mehy Tpagunmje u mofepHocTy. [Tapanene”. Beh Taga je mcraknyTto fa pasmmu-
LIJbaeM O Be3aMma u3MeD)y /iBe Ky/nType OCTajy yowbyBe 6pojHe UCTOBPEMEHO MO-
ryhe mapanene.” C TUM y CKIaJy TEKCT KOj) C/Iefyl IIPefiCTaB/ba jefaH of OpojHMX
Moryhux HaumHa Iperno3HaBama Mapanena Mehy YMeTHUYKMM fenvMa U3 TpU
pasnIn4uTe yCTaHOBE KYAType KOje CIiajajy JBa rpaja.

V3nox6y IMapanene. Temumsap / Hosu Capj unHM 11e3feceT yMEeTHUYKYX Jie/ia
Meby kojuMa cy MKOHe, TOpTpeTH, Nej3axky, MpPTBe IIPUPOJie U aIlCTPAKTHE KOMIIO-
sunyje. [llnprHa MOTUBCKOT pelrepToapa OfipaXkaBa LIMPOKY WJejHy OCHOBY 00y-

! Jb. Muhynosuh, Caspemenu peuruk cilipanux peuu u uspasa. 50.000 iojmosa, Victrix, Beorpazg 2005,

2 T. IMankos/besuh, ,Peu yHanpen’, y: Xymanusam u perecanca y Llenitipannum Aienunuma. Iapanere,
Karasor usnoxoe, lanepuja Marune cprcke, Hosu Cap 2013, 28-33; T. Palkovljevi¢-Bugarski, ,,Le icone di zo-
grafi nella collezzione della Galleria della Matica srpska / The zograf icons at the collection of the Gallery of
Matica Srpska’, in: Zwgrafi. Icone serbe fra tradizione e modernita. Paralleli / Serbian icons between tradition and
modernity. Parallels, Exhibition Catalogue, Galerija Matice srpske, Novi Sad 2015, 36-49.
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corespunde perfect pluralitatea semnificatiei paralelelor din fiecare epoca. Picturile
si grafica sunt selectate si expuse astfel incat sa fie interpretate in contextul culturo-
logic. Organizarea expozitiei cu operele din colectiile formate in cadrul unui spatiu
cultural, poate fi inteleasa ca o privire in oglindd a paralelelor, aratand astfel cum, prin
numeroase reflectari, doud colectii inrudite se pot oglindi una in cealaltd.?

Din punct de vedere ideatic, inceputul expozitiei este marcat cu portretele inte-
meietorilor institutiilor din ale ciror fonduri artistice au fost selectate cele mai multe
opere pentru galeria comuna a doud capitale culturale europene. Zsigmond Ormos
si Sava Tekelija au fost imortalizati de penelele a doi celebri pictori maghiari, Vastagh
Gyorgy si Than Mor.* Portretele au fost realizate in deplind concordantd cu normele
reprezentative ale epocii — in uniforme festive, cu insemnele care exprima originea
lor nobila si demnitétile inalte in societate, purtand sdbii la brau. Tekelija si Ormos
sunt, intr-un anumit sens, ,,muzeografi“ ai acestei unice galerii de arta. Medalioane-
le fastuoase cu chipurile inaintasilor de pe portretul lui Tekelija si decoratiile de pe
pieptul lui Ormés, mantiile grele din blana, fotoliile masive, dar si detaliile, precum
marginile cizmelor identic pictate, in mod simbolic dau tonul de baza reprezentarii
paralelismelor in prezenta expozitie. Acest ton este alcatuit din povestile despre pic-
turi, despre autorii lor si despre cei care le-au comandat, respectiv despre oamenii ale
caror vieti au fost strans legate de Timisoara si/sau de Novi Sad.

Doua litografii, Bdtdlia de la Petrovaradin a lui Jan van Huchtenburgh, respec-
tiv Novi Sad si Cetatea Petrovaradin dupd desenul lui Ludwig Rohbock, determina
punctul temporal si spatial din care de la Novi Sad spre Timisoara este trasata para-
lela, batatorita in istorie de galopul caldretilor si de pasii pedestrasilor sub comanda
printului Eugen de Savoya. In lucrarea grafica a lui Huchtenburgh, Eugen de Savoya
este in mijlocul compozitiei, cu sabia scoasa, calare pe calul cu copitele ridicate. Acest
gest victorios este insotit de reprezentarea cavaleriei care asigura spatele printului. In
prim-plan, in partea stangd sunt reprezentati soldatii turci fugind, calcand chiar si
peste cadavre. In partea dreapta sunt turcii luai prizonieri, dezbricati pana la brau,
cu mainile legate la spate, paziti de caldretii austrieci cu pusti pregdtite pentru tragere.
In fundal, orizontul indepartat sub dealurile Fruska Gora, este ocupat de tabira mi-
litard cu numeroase detasamente gata pentru actiune. In treimea de sus a tabloului,
dinspre stanga, se aduna norii inspaiméntator de puternici, care, cu zapadd in luna
august, aduc victorie armatei austriece. Impreuna cu ingerii, unii cantand la trompe-
te, altii purtand scutul biruitor, ramura de palmier si cununa de lauri, sosesc zburand
pe nori doua figuri masculine impunétoare in togi romane, probabil semnificand
prezenta simbolica a zeului Marte, mai ales pentru faptul cd in fata acestui grup se afla
vulturul drept cédlauza - cunoscutul simbol al acestui zeu al razboiului. Pe scena tea-

> J. Togoposuh, Kainanoi gpacasne ymeiinuuxe xonexyuje, Ilnaroneym, Hosu Cap 2014, 14.

*  H. Kycosau, Cpiicko cnuxapcitiéo XVIII u XIX sexa, Haponuu mysej, Beorpaz 1987, 206.



xpaheHy Hac/lI0BOM, KOjeM CacBMM IIOTOZYje IUTypaluTeT 3Ha4YeHha Mapajena y cBa-
KoM f06y. Cruke u rpaduke cy ofabpaHe U M3/I0KeHe Kako 6y 61jie TymaueHe y
KY/ITypOJIOIIKOM KOHTeKcTy. [TocTaBpame n3noxbe mema u3 koneknuja popmupa-
HJIX Ha jeflHOM KY/ITYPHOM IIPOCTOPY Moxke 6uTy cxBaheHO Kao IocMaTpabe iapa-
nena y oinegasny, IMOKa3yjyhn kako ce, Kpo3 MHOro6pojHe pedrekcuje, Be CpOIHe
KOJIEKIIMje MOTy OIJIefiaTH jefiHa Y Apyroj.’

VpejHu modetak m3noxx6e obeIexeH je MOpTpeTVMa OCHMBAYa YCTAaHOBA M3
4MjUX je YMETHUYKUX (OHJO0BA 0fabpaHOo HajBuUILe Je/Ia 33 3aje[HIUKY ,lanepujy”
IBe eBpoIcke npectonnie Kynrype. JKurmons Opmom u Capa Tekennja oBekoBe-
JeHI Cy YeTKMIjaMa JiBojuliie cmaBHUX Mabapckux cimkapa, Hepba Bamrara (Gyorgy
Vastagh) n Mopa Tana (Than Mér).* [TopTpeTncanyu NOTIIYHO y CKJIa[y ca HOpMaMma
HOBOBEKOBHOT PeIIpe3eHTaTVBHOT IOPTpeTa — Y CBeYaH!M yHupopMama 1 ca 03Ha-
KaMa KOje yKa3yjy Ha HbUXO0BO IUIEMEHUTO IIOPEKIIO U BUCOKO JJOCTOjaHCTBO, IOK O
Oenpyuma Hoce MadeBe — Tekemija u OpMOII CY Y U3BECHOM CMIUCITY ,KyCTOCH OB je-
AMHCTBEHe rajiepyje. PackolIHM Mefja/bOHY ca IMKOBMMA ITpefiaka Ha TekenjuHoM n
oprnere Ha OpMOILIOBOM IIOIIPC)y, TEUIKY KP3HEHN OTpTadl, MacuBHe GoTesbe Kao 1
JeTa/byl HOIYT MCTOBeTHO oOpaheHmx pyOoBa BHUXOBUX 4YM3aMa, CUMOOIMYKU
IIOCTaB/bajy OCHOBHM TOH ,,0C/IMKaBamba~ Iapajea Ha 0BOj u3noxo6m. Taj ToH caun-
IbEH je Off IIpMYa O C/IMKaMa — HBUXOBMM CIMKapyMa U IOPY4YNOLIVIMa — OFHOCHO O
JbYAMIMA 9MjU Cy )KMBOTY Ouyvt Bedanu 3a Temuuiap u(nm) Hosu Cag. [IBa rpadmuxa

Beauku caron
Taaepuje Matune
cpricke

Marele Salon
al Galeriei Matica

Srpska

* ]. Togoposuh, Kainianoi gprasHe ymeitinuuke xonexyuje, Ilnaroneym, Hosu Cag 2014, 14.

* H. Kycosay, Cpiicxo cnuxapcieo XVIII u XIX sexa, Hapopun my3ej, beorpan 1987, 206.
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trului baroc al razboiului, multiplicarea reprezentarii Bdtdliei de la Petrovaradin prin
litografiere a contribuit la rdspandirea faimei despre miraculoasa victorie a armatei
crestine sub comanda lui Eugen de Savoya, dar si la crearea sentimentului solidari-
tatii intre regiunile indepartate aflate sub stapanirea Habsburgilor. La mai bine de o
sutd patruzeci de ani dupa Jan van Huchtenburgh, a fost realizata, prin procedeul de
imprimare de pe placa de otel gravatd, lucrarea Novi Sad si Cetatea Petrovaradin dupa
desenul lui Rohbock. Foaia provine din colectia de litografii ale locatiilor demne de
admirat si monumentelor arhitectonice din Ungaria si Transilvania,’ fiind dovada ca
aceste doud teritorii au apartinut unui spatiu cultural comun. In prim-plan, pe par-
tea dreapta, sunt reprezentate doud figuri intoarse cu spatele, dintre care una indica
directia panoramei orasului Novi Sad, conectat la Cetate printr-un pod de pontoane
peste Dundre. Similar ca la Huchtenburgh, jocul alternérii dintre nori si soare confera
dramatism cerului, spre care se inaltd turnurile a sase biserici din Novi Sad, reconfir-
mand, in mod simbolic, gloria printului Eugen de Savoya si a armatei crestine.

In unele din bisericile din Novi Sad reprezentate in desenul lui Rohbock, a ofi-
ciat servicii religioase Mojsej Putnik, episcopul Backdi, incepand din anul 1757, pana
in anul 1774, cand a devenit episcop al Timisoarei.® Cu portretul acestui important
arhiereu ortodox, pictat de un artist necunoscut, incepe prezentarea operelor din Te-
zaurul Palatului Episcopal Sarb din Timisoara - a treia institutie din colectia céreia
sunt selectate opere pentru expozitie. Portretul lui Mojsej Putnik apartine unei galerii
de cel putin noua portrete cunoscute pana azi, aproape identice, care au fost mai intéi
expuse in centre importante ale Mitropoliei Karlovitului. In aceasta serie de portrete
sunt eliminate toate elementele accesorii care ar putea deturna atentia de la puternica
figura in odajdii arhieresti pretioase, cu privire hotaratd si demna, indreptata spre
privitori. Singurele podoabe, Crucea pectorala si Ordinul Sfantului Stefan de pe piep-
tul episcopului Putnik, semnifica discret pozifia sa sociald, nobletea si importanta.
Doua portrete ale lui Mojsej Putnik din aceasta serie se pastreazd acum la Galeria
de Arta Matica Srpska,” fiind dovada cd Novi Sad si Timisoara sunt pe vecie legate
prin duhul unic al arhiereului, care la timpul sau fusese deosebit de respectat si iubit
in randul credinciosilor din cadrul Mitropoliei Karlovatului. Ca o paralela plastica
a portretului lui Mojsej Putnik, este expus Portretul preotului ortodox al pictorului

* ,Ungarn und Siebenbiirgen in malerischen Original-Ansichten {iber interessantesten Gegenden,
Stadte, Badeorte, Kirchen, Burgen, Paldste und sonstigen Baudenkmaler alter und neuer Zeit. Nach der Natur
aufgenommen von Ludwig Rohbock, in Stahl gestochen von den ausgezeichnetsten Kiinstlern unserer Zeit.
Mit historish-topographischem Text von Johan Hunfalvy. G. G. Lange, Darmstadt 1857-64. sv. I-III, qu. 8,
gravuri in ofel. Primele doua caiete au fost distribuite chiar si fard text, legate intr-un album sub denumirea

»Magyarorszag és Erdély”.

¢ Mai pe larg despre Mojsej Putnik, respectiv despre strategiile de participare a ierarhiei ortodoxe superioare
in viata publica din Monarhia Habsburgici in secolul al XVIII-lea, a se vedea: J. Togoposuh, Exifiuitieii y ceHyu.
Manuparee mohu u gpmasuu ciiexitiakn y Kapnosauxoj muitipotionuju, Ilnaroneym, Hosu Cag 2010.

7 C. Muumh, IToxnon-36upxa Case Texenuje, Fanepuja Maruue cpricke, Hosu Cap 2007, 38-39;



otucka, [leitiposapaguncka 6uitika Jana Ban Xyxtenoypra (Jan van Huchtenburgh)
u Hosu Cag u Iletiposapagurcka miephasa npema nprexxy Jlynsura Po6oka (Ludwig
Rohbock) ompelyjy Bpemencky u mpoctopHy Tauky us koje ce of Hosor Caja ka
TemumBapy nosmaun mapasnena yrabaHa y MCTOPUjy KaCOM KOMBAHMKA ¥ KOPAKOM
nenraayje oy komaugoM npuHia Eyrena Casojckor. Ha XyxTen6yprosoj rpaduinn
CaBojcK je ca MICYKaHMM MadeM y CPeJUIITY KOMIIO3MLIMje, HAa KOBbY Y3JUTHYTUX
kormta. OBaj mobemoHOCHM rect mpaheH je MpUKasoM KOmMUIlEe KOja YyBa IpUHYe-
Ba 7ieha. Y mpBoM IIaHy ca 7ieBe CTpaHe NMpPeACTaB/beHN CY TYPCKM BOjHUIIM KaKo
6exe rasehm u npeko 6exuBoTHMX Tena. Ca JecHe cTpaHe Cy 3apob/penu Typiwy,
pasofieBeHN 10 Mojaca, ca pyKaMa CBe3aHuM Ha nehuMa, JoK UX dyBajy aycTpujcKn
KOaHMIY ca IIPUIIPABHMM ITyLIKaMa. Y IIO3aJVIHM, JaJeK/ XOPM30HT HOf Opmm-
ma Opyiike rope 3aysyuMa BOjHU JIOTOP ca MHOTOOPOjHUM CIPEMHMM dYeTama. Y
ropwoj TpehnHu ca jeBe ctpaHe HaBaade ce MOhHU OOMaly LITO ca CHETOM Y aB-
TYCTy JOHOCe ¥ OOey ayCTpujcKoj BojcLiu. Y3 aHDere Koju cBupajy y Tpyouiie mm
HOCe NOOeTHNYKM IITUT, IaJIMUHY 'PaHy U JIOBOPOB BeHal], Ha obnanyuma gonehy
U IBe CHO)XHe MyIIKe QUIype y PMMCKUM TOraMa HajBepoBaTHUje ykasyjyhm Ha
CMMOOIYKO IPUCYCTBO Mapca, TMM IIpe LITO Ce Ha YejTy OBe TpyIle Hajlasy opao
IpeABOJHMK — MO3HATH cuMOOII oBOT 6ora para. Ha mosopHuum 6apokHor Tearpa
para, yMHO)XaBame IpuKasa builike kog Ileitiposapaguna IOCPEACTBOM rpaduike
Ipece IONIPMHOCUIO je mMpemny dame o uypmecHoj mobemu xpumrhaHcke Bojcke
noz; komauzioM CaBojcKoOr, almy U CTBapamwy ocehaja 3ajemunuiTea Mehy ynameHnm
obnmactuMa mop ympaBoM Xa630yprosaua. Buille of CTOTMHY 4YeTppeceT rOAyHa
HaKOH BaH XyXTeHOypra, usBefieH je npema Po6okoBoM 1pTexxy uenukopes Hosu
Cag u Ileiiposapaguncka iiephasa. JIuct nmormde u3 marne rpaduka MHTEPEeCAHTHUX
JIOKaJINTeTa U apXUTEKTOHCKMX CIIOMEHMKa Yrapcke 1 TpaHcmiBaHuje,” cBegodehn
i Cy OB€ JiB€ TEPUTOpHje IpUIIafiajie jeAVMHCTBEHOM KY/ITYPHOM IIPOCTOPY. Y IPBOM
IUIaHY ca JleCHe CTPaHe IpefiCTaB/beHe Cy ABe Gpurype ¢ nebha off Kojux jefHa nokasyje
y npasny nmaHopame Hosor Capma cnojeHor ca TBphaBoM HOHTOHCKMM MOCTOM
npexo [lyraBa. Cim4HO Kao Kof XyXTeHOypra, urpa o6aka 1 CyHIIa Jaje fpaMaTi-
YHOCT HeOy Ka KOMe Ce Y3IJKY TOPHeBH LIeCT HOBOCAACKNUX IIpPKaBa CUMOOIMYKI
noHoBo notBphyjyhm cnaBy npunna Eyrena CaBojckor 1 xpuirhaHcke Bojcke.

Y HekuM Off HOBOCA/ICKMX XpaMoBa ca Po6okoBe mpeficTaBe 60rocmyxema je
ox 1757. usBecHo fip>xkao 6auxu Braguka Mojcej [lyTHuk, cBe mo 1774. kaja je mpe-
IIa0 Ha MeCTO TeMMIIBapcKor enuckorma.® [Toprperom oBor MohHOTr mpaBoc/IaBHOT

*,,Ungarn und Siebenbiirgen in malerischen Original - Ansichten {iber interessantesten Gegenden, Stidte,
Badeorte, Kirchen, Burgen, Paldste und sonstigen Baudenkmaler alter und neuer Zeit. Nach der Natur aufgenom-
men von Ludwig Rohbock’, in: Stahl gestochen von den ausgezeichnetsten Kiinstlern unserer Zeit. Mit historish -
topographischem Text von Johan Hunfalvy. G. G. Lange, Darmstadt 1857-64. sv. I-II1, qu. 8°”, 4venuxopesu. IIpse
7IBe CBeCKe MCTpubympaHe cy 1 6e3 TeKCTa yBe3aHe y a/ioyM IO Ha3MBOM ,,Magyarorszag és Erdély”.

¢ Bume o Mojcejy IlyTHuky u crpaTernmjama ydemrha BICOKe IPaBOCTIaBHE jepapxije Y jaBHOCTH
Xa636ypiuke monapxuje XVIII Bexa: J. Tonoposuh, Entiuitieini y cenyu. Maniuparoe mohiu u gpiasHu cliekitiakn
y Kapnosauxoj muttipoiionuju, IInaroneym, Hosu Cap 2010.
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Pavel Petrovici. Chipul tandr al unui preot anonim cu privirea agera, cu parul piepta-
nat cu grija si adunat la spate, este in concordanta cu straduinta mitropolitului Putnik
pentru imbunatdtirea educatiei si a pozitiei generale a ierarhiei ortodoxe in Imperiul
Habsburgic. In mod si mai direct, prin expunerea acestui portret se face referire la
importanta deosebitd a preotimii in viata culturala a locuitorilor oraselor Timisoara
si Novi Sad de-a lungul secolelor XVIII si XIX.

PICTORII PE ACEEASI PARALELA

Interconectarea culturala dintre Novi Sad si Timisoara, doud orase situate pe
aceeasi paralela geograficd® a contribuit, gratie imprejurarilor istorice, ca ele sa fie
parte a spatiului cultural unic determinat de cadrul Monarhiei Habsburgice, respec-
tiv, Austro-Ungare. Distanta dintre aceste doud orase se parcurge astazi in circa 3 ore
cu automobilul. In trecut cilitoria dura mai mult, se cildtorea cu cai §i cu trasuri trase
de cai, pe care se transportau icoane ca odoare sfinte, din loc in loc, pana la destinatia
finald — una din bisericile Eparhiei Timisoarei sau Eparhiei Backai. Pe acelasi traseu

® Timigoara si Novi Sad se afla pe aceeasi paraleld 45° latitudine nordica.



apxujepeja, KOjI je CIMKaH PyKOM HEIIO3HATOI MajCTOpa, IIpefcTaB/ba ce PusHuma
Cpricke mpaBOCTaBHe eapxmje TeMuIIBapcke — Tpeha ycTanoBa us3 4nmje cy Komek-
nyje ogabpana fena 3a usnoxoy. Iopinpeiti Mojceja Ilyiminuxa npunazna rajiepuju of
HajMame JieBeT JaHac MI03HATUX FOTOBO MAEHTUIHMX IIOPTPETA, KOjy CY HPBOOUTHO
O M3/I0KeHN y BaXHUM cpenymTuMa KaproBauke Mutpononuje. Y oBoj cepuju
HOpTpeTa Cy eMMMIHUCAHN CBU aKCECOAPHM eleMeHTH Koju 6u opBpahamm maxmy
Off CHa)kKHe (uUrype y CKYIOL[EHOM apXujepejcKOM OpHATY ca YBPCTUM U JOCTOjaH-
CTBEHUM IIOITIEIOM YCMEPEHMM Ka IIOCMaTpady. JenuHu ykpacu Ha IlyTHukoBoM
nompcjy, Hanpcuu kpct u Oppen Cs. CredaHa, HeHaMeT/BMBO TOBOPE O HETOBOM
APYLITBEHOM II0JI0XKAjy, IVIEMEHUTOCTY U BaKHOCTU. JIBa mopTpera Mojceja IlyT-
HUKa 13 OBe cepuje cana ce 4yBajy y lamepuju Marune cprcke,” nmpencrasbajyhn
noka3 jga cy Hosu Cap u TemumBap 3ayBek IOBe3aHM jelUHCTBEHUM IYXOM ap-
Xujepeja Koju je y cBOje BpeMe 0110 M3y3eTHO IOIITOBAH U Bo/beH Meby BepHuIMMa
OKyIUbeH!M OKO Kapnosauke mutpononuje. Kao nukoBHa mapanena noprpery Moj-
ceja IlytHuka usnoxen je Iopiupeiu tipasocnasHoi ceéemitieHuxa op, Ilasena Iletpo-
Buha. Majiut IMK aHOHMMHOT CBELITeH)Ka OUCTPOT MOITIefia Ca YPEJHO OYell/baHOM
KOCOM CKYIIJb€HOM Y PeIl aCOLIMjaTUBHO yKa3dyje U Ha 3ajarama murpononuta Ilyr-
HMKa 32 I000/blIabe 00pa3oBama CBELITEHCTBA U OIILITET [I0/I0XKaja IPABOC/IaBHEe
jepapxuje y Xa636ypIikoj MOHapXuju. Jou JUpPEKTHNUje, U3/IaralbeM OBOT OpPTpeTa
yKa3yje ce Ha M3y3€THO Ba)KHY Y/IOTy CBELITEHCTBA Y KYITYPHOM >KMBOTY CTAHOBHU-
ka Temmmapa u Hosor Capa Tokom XVIII n XIX Beka.

CAINKAPWN HA NCTO) NAPANENWN

Kynrypna nosesanoct Hosor Cajja n Temumapa kao fBa rpajia Ha UCTOj reo-
rpadckoj mpuHN® KONprHena je, ycnen UCTOPUjCKUX IPUIKKA, ga OYAY Heo jenyH-
CTBEHOI' KY/ITYPHOI IIPOCTOpa JeTepMUHICAHOT OKBMpUMa Xab30ypllike OZHOCHO
Aycrpoyrapcke MmoHapxuje. Mehyco6Ha yna/seHOCT 0Ba iBa rpajia cajia ce IIpesasy 3a
IpUOIVKHO TPU CaTa BOXKEbe ayTOMOOMIOM. Y MPOIITIOCTH, Taj YT je TPajao Aysxe,
Ipe/la3No ce Ha KOmMMa U KodMjaMa Ha KojuMa Cy, kao Hajsehe cBeTume, HollleHe
VIKOHE — O] jefHOT JJO JPYTOr MeCTa CBE€ [0 CBOT KOHAYHOI OfIpEUIITA y HEKOM Of
xpamoBa TemmiBapcke win bauke enapxuje. Victum nyrtem, op bereja, nmpexo Tuce
n y3 JlyHaB uam y CyIpOTHOM CMepY, KpeTau cy ce u cnukapu. Hajnpe nesnanm u
3HaHM MKOHOIMNCIIY, a Ca IPOTOKOM BpeMeHa Koje je JOHOCHU/IO MJI€OIOIIKe IIPOMEHE
cBe demrhe 1 MOMyTapHM MOPTPETUCTH, MyToBamu ¢y usmeby Temmmsapa u Hosor
Capa y moTpasu 3a HOBUM mnopyiiomHama. Ilytyjyhm, cinkapu cy ca cobom Hocmnmm

7 C. Muumh, Hoxnon-36upxa Case Texenuje, Tanepuja Maturie cpricke, Hosu Cap 2007, 38-39.

8 Temymsap u Hosu Caji ce Haase Ha MICTOM YIIOPeJHUKY — 45. CTelleHy ceBepHe reorpadcke IIMpIHE.
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de la Bega peste Tisa si de-a lungul Dunarii, sau in sens invers, cdlatoreau si pictorii.
La inceput calitoreau de icoane stiuti si nestiuti, apoi, cu trecerea timpului, care a
adus schimbari ideologice, din ce in ce mai dese intre Timisoara si Novi Sad, cala-
toreau portretistii de renume, in cdutre de noi comenzi. Astfel célatorind, pictorii au
purtat cu sine influentele diferitelor stiluri din est si din vest, care, prin cursurile Be-
gai, Tisei si Dunarii, au facut sa apara opere specifice, recognoscibile, ale unui spatiu
artistic unic. In spatiul dintre aceste doua centre culturale si bastioane duhovnicesti
ale poporului ortodox sub auspiciile Mitropoliei Karlovatului, inflorirea picturii are
loc in secolul al XVIII-lea, odata cu stabilizarea granitelor dintre Monarhia Habs-
burgica si Imperiul Otoman.’ De atunci Novi Sad si Timisoara devin refugii propice
pentru cei mai importanti artisti, care picteaza pentru nevoile Bisericii, ale nobilimii
si ale paturii burgheze instdrite apartinand spatiului cultural unic pana la destrama-
rea Monarhiei Austro-Ungare in anul 1918.

Icoanele Sfantul Ioan Botezdtorul a lui Nedelcu Popovici si Hristos a lui Teodor
Ili¢ Cesljar sunt expuse ca o largi paralela care cuprinde evenimentele din cultura
vizuald a Mitropoliei Karlovatului pe parcursul secolului XVIIL." Pictorul Teodor
Ili¢ Cesljar s-a nascut la Timisoara in anul 1746, pe vremea cand in acest oras acti-
vau cativa zografi, pictori care nu s-au format la vreuna din academiile europene de
picturd deja consacrate, ci au invatat dupa traditia transmiterii iscusintei iconare din
generatie in generatie. Nedelcu Popovici, Serban Popovici, apoi Gheorghe Ranite,
Ac¢im Jovanovic si Luka Popovi¢ sunt nume cunoscute ale pictorilor timisoreni, care
au pictat pe intregul cuprins al Mitropoliei Karlovagului. Din ceea ce cunoastem pana
acum, primele deprinderi in arta picturii Teodor Ili¢ Cesljar le-a insusit ca ucenic la
vreunul din atelierele breslelor de zugravi timisoreni, dupa care a invatat pe langa
pictorul Jovan Popovi¢, pentru ca apoi sa continue perfectionarea la Academia de
Arte Frumoase de la Viena. Icoana Hristos a fost pictatd de Cesljar in deceniul sapte
al secolului XVIII si in comparatie cu icoana Sfantul Ioan a lui Nedelcu Popovici,
std marturie clard a schimbarilor care au condus la marginalizarea activitdtii bresle-
lor zugravilor prin adoptarea solutiilor baroce, de sorginte ruso-ucraineand. Icoana
zografullor Popovici are pictata bordura de culoare rosie si fundalul auriu pe care
imaginea Sfantului Ioan este realizata conform traditiei cultivate in secolele premer-
gatoare ale picturii icoanelor ortodoxe. Din contra, Hristos, cel din icoana lui Cegljar,
este reprezentat in slavd, stand pe un nor, langa calcaiul sdau sunt capetele ingerilor
inaripati, pe cand in ména, in loc de Evanghelie, {ine sfera cereasca', in forma unei
structuri astronomice compuse din inele dispuse in jurul sferei, care poate reprezenta
Soarele sau Pamantul.

® M. JoBanosuh, Cruxapciniso Temuwsapcke eiapxuje, Maruna cprcka, Hosu Cap 1997, 9.

10 Cu privire la curentele in artd si in cultura vizuald sub patronajul Mitropoliei Karlovétului prin operele
din colectia Galeriei Matica Srpska: b. Kymuh, Ymeininocin XVIII sexa y xonexyuju Ianepuje Maitiuye cpiicke,
Karasor us3nox6e, CAHY - lanepuja Martuue cprcke, Beorpan — Hosu Cag 2013, in special 16-21.

' M. Tumotujesuh, Teogop Mnuh Yewmwap, Tanepuja Maruue cpricke, Hosu Caz 1989, 15-20.



YIIMBE PAasIMYUTUX CTUJIOBA Ca MCTOKA U 3alafia KOju Cy Kpo3 ToKoBe bereja, Tuce
n JlyHaBa uspamanyu Kao creny@uyHa, IpernosHaT/biBa fiefia jefUHCTBEHOT yMeT-
HIYKOI IIpocTopa. Y mojacy usMeby oBa /jBa KyITypHa >XKapMIITa X JYXOBHA YIIO-
puILITa IPaBOCIABHOI Hapofja Iof oKpubeM Kaprmopauke MuTpomnonuje, mpousar
JIMKOBHOT CTBapajauTea femana ce TokoM XVIII Beka, ca crabunnsanyjom rpaHu-
11a uameby Xa636ypiuke monapxuje u Oromancke nmunepuje.’ Oxn taga Hosu Cag u
TemuBap mocrajy Mecra cTaHOBamwa BofiehMX yMeTHUKA KOju CIMKajy 3a moTpebde
IlpkBe, muemctBa u oboraheHor rpahancTsa, npunanajyhn jenHcTBEHOM KyITYyp-
HOM IIPOCTOPY CBe [0 YKIama AycTpoyrapcke MoHapxuje 1918.

Vxone Cseitiu Josan Kpciiuitierr Henerpka ITonmosuha n Vcyc Xpucitioc Teopo-
pa Vimnha Yenbapa nsnoxxeHe cy Kao IIMpOKa Iapajesna Koja o0yxsara JielllaBamba y
Bu3yenHoj Kyntypu Kapmosauke mutponomuje Tokom XVIII Beka.'” Ciukap Teomop
Vinunh Yempap poben je y TemumBapy 1746. ronuse, y BpeMe Kajia je y OBOM rpajy
010 aKTMBHO HEKOMKO 3orpada, CMKapa Koju ce HUCY 00pa3oBay Ha HEKOj Of
Tajja Beh yCTaHOB/BEHNX €BPOIICKMX CIMKAPCKMX aKafleMUja, HETO CY y4YWIN IIpe-
Ma TpafMIijy MPeHOLIeha MKOHOMICAYKe BEUITHHE Ca jeJHe Ha IPYTy TeHepaLujy.
Henemko [Tonosuh y3 Illep6ana [Tonosnha, satum Teopruje Panure, Ahum JoBano-
Buh u Jlyka Ilonosuh nosnara cy nMeHa TeMMIIBapCKMX C/IMKapa KOjU C/IMKAjy Ha
yyrtaBoj Teputopuju Kapnosauke mutpononuje. Ilpema gocagammnuM casHamuMa
Teomop VMmmnh Yempap je mpBe cnmkapcke MogykKe MpUMIO Kao LIETPT YIPABO Y pa-
AVOHUIIV HEKe Off TEeMMIIBAPCKIX 30TpadCKUX APY>KIHA, HAKOH Yera je y4I1o y3 CJIi-
kapa JoBana [Tonosuha ga 6u moToM ycaBpliaBame HaCTaBMO Ha OEYKOj IMKOBHO]
Axagemuju. Yeuwapes Vcyc Xpucitioc HacnukaH je y cenmoj neuennju XVIII Bexa
u ynopeben ca Csemium Josarom Heperpka Ilonosuha jacHo cBegoum o mpomeHama
KOje Cy BOAWIE Ka MOTUCKMBAKY paja 30rpaCKMX ApyXMHA 6ApOKHNMM pelIerbl-
Ma PyCKO-yKpajuHCKOr mopekna. Jkona 3orpada Ilomosuha mma cnmkany npse-
Hy OOpAypy M 3/7IaTHY IO3aJMHY Ha K0joj je mpezicTaBa CBeTor JoBaHa HacIMKaHa
pemMa TpafyLyjyl HETOBAHO] Y MPETXOHNMM BEKOBYMMA IIPaBOCIaBHOT MKOHOIINCA.
Hacynpot tome, Yenvbapes Mcyc Xpucitioc je y cnmaBu — CTOju Ha 00/IaKy U Y3 me-
rOBO CTOIIAJIO CY I7IaBe KPM/IATUX aHDeTa oK My je y pyny yMecTo JeBaHberba mpen-
cTaB/beHa Hebecka cdepa'! y Buly acTpPOHOMCKe HallpaBe CauyMibeHe Off IPCTEHOBA
pacrnopebheHMx OKo JI0NTe y CpeAMIITY Koja MOXKe IpefcTaBbaTu CyHIle MM 3eMJby.

Credan Tenenku je jemaH off HajCTAaKHYTHjUX NPEICTaBHIKA PYCKO-YKPajuH-
CKOT CTMJICKOT ompefe/bema y cprickoM cnukapctBy XVIII Beka. JKuseo je y Apany
1 6110 aHTa)XOBaH Kao IBOPCKM CIMKAp TaMOIIBYX BIAMKA, LITO je 3HAYWIIO fid Cy
beMy Oule HaMemeHe Haj3sHauajHuje OopyLOyHe 3a CIMKapCcKe pajjoBe Y ApajicKoj

® M. JoBanosuh, Cnukapciniso Temuwmsapcke eiapxuje, Maruua cpricka, Hosu Cag 1997, 9.

1©°0 ToxOBMMa Y yMETHOCTH 1 BU3YeTHOj KYITYpH IIOZ okpubeM KaprioBauke MUTPOIO/Mje KPO3 Aena
u3 Koneknuje Fanepuje Marurie cpricke: b. Kynuh, Ymeiminocii XVIII sexa y konexyuju Ianepuje Maitiuye cpiicke,
Karayor nsnoxte, CAHY - lanepuja Marue cprcke, Beorpag — Hosu Cag 2013, moce6Ho 16-21.

"' M. Tumorujesuh, Teogop Mnuh Yewmwap, Tanepuja Marutie cpricke, Hosu Caz 1989, 15-20.
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Stefan Tenecki este unul dintre cei mai distinsi reprezentanti printre adeptii sti-
lului ruso-ucrainean din pictura sarba a secolului XVIII. A trait la Arad, fiind angajat
ca pictor al resedintei episcopilor locului, ceea ce inseamna ca i-au fost rezervate si
incredintate cele mai insemnate comenzi pentru lucrarile de picturd din Episcopia
Aradului. Operele lui Stefan Tenecki sunt expuse in cadrul expozitiilor permanente
la Galeria de Arta Matica Srpska si la Muzeul de Artd din Timisoara; cu aceastd oca-
zie publicului ii sunt prezentate icoanele sale Pantocrator si Sfanta Treime cu Sfinti.
Icoanele au fost create intr-un interval de douzeci si cinci de ani, timp in care a avut
loc o ampla activitate a lui ,,Stefan Moler®, format in Ucraina la atelierul de pictura
al bisericii Kievo-Pecerskaia Lavra, unde fusese trimis la studii cel mai probabil, de
protectorul siu, episcopul Isaia Antonovié. In general, patronajul inaltului cler asupra
artei a dat un important stimulent mobilitatii picturilor pe intinsul Mitropoliei Kar-
lovitului de-a lungul secolelor XVIII si XIX. In acest mod lucririle ,,pictorului iconar
din Arad®, cum se semna Tenecki de cele mai multe ori, au ajuns pana in provincia
Srem, la Manastirea Kru$edol, la Stari Slankamen si la Ruma, la fel cum si Teodor Ili¢
Cedljar, dup4 Timisoara, a trait o vreme la Novi Sad." In afara lucririlor cu tematici
religioasa, Tenecki, de altfel ca si Cesljar, a pictat portrete, dar si compozitii de gen
cu calareti, precum si unul dintre cele mai timpurii autoportrete din pictura sarba,
in care s-a infatisat cu paleta si penelurile in mana; tabloul este expus permanent in
Galeria de Arta Matica Srpska."

De la sférsitul secolului XVIII pictorii care traiau in medii urbane, importante
centre culturale precum Timisoara si Novi Sad, primeau din ce in ce mai des comenzi
pentru executarea portretelor. In fata pictorilor doresc si pozeze birbatii si femeile
din randul nobilimii, dar poate si mai des decét ei vor comanda portrete pentru eter-
nitate reprezentantii puternicei clase burgheze, ale caror portrete reprezintd una din
principalele caracteristici ale artei si culturii vizuale din secolul al XIX-lea. Johann
(Janos) Donat este un cunoscut si popular portretist de la sfarsitul secolului XVIII si
inceputul secolului XIX. Donat este german de origine. A studiat pictura la Academia
din Viena, unde si-a inceput cariera sub auspicii bune, astfel ca dupa terminarea stu-
diilor a petrecut ani de-a rdndul in capitala Imperiului Habsburgic. Printre persoa-
najele pe care le-a portretizat s-au aflat impérateasa Maria Tereza, sotul ei imparatul
Francisc Stefan de Lorena, fiul lor, imparatul Iosif al II-lea, precum si reprezentantii
inaltei nobilimi. Din anul 1810, Johann Donat locuieste la Pesta unde va raméne pana
la sfarsitul vietii, in anul 1830." Portretul contesei Kardcsony poarta semnatura lui
Donat, datat 1826, in timp ce portretul lui Istvdn Lajos Kardcsony, om de stat, deputat

12°0. Mukunh, ,,Credan Tenenkn’, y: Majcitiopu tipenasnoi ilepuoga, Fanepuja Matuie cprcke, Hosu
Cap 1981, 72-79; M. Tumotujesuh, op. cit., 17.

13 Ciiio gena Ianepuje Maitiuye cpiicke, C. Mumnh (red.), Tanepuja Matuue cprcke, Hosu Cap 2017, 54.

!4 M. von Kunits, Topografische Beschreibungen des Konigreiches Ungarn und seiner einverleibten Provinzen.
Pesth 1824, 265-268.



ermmckomyju. [lenma Credana TeHenKor M3/I0)KeHA CY y OKBMPY CTalHNUX IIOCTaBKYI
lanepuje Matuue cpricke n HanmoHanHOr yMeTHIMYKOL My3eja y TeMuiisapy, a oBoM
IPUIVKOM TIpef] IyOIMKOM Cy weroBe nkoHe Vcyc Xpuciioc Ianitiokpaitiop u Cae-
inia Tpojuya ca ceemiuitiervuma. VIkoHe cy HacTajie y pasMaKy off BajieceT IIeT Tofiu-
Ha TOKOM KOjuX je 3abenexeHa 0OMMHa CIMKapcka fenatHocT ,,Credana monepa”
obyueHor y Ykpajunu, y cnmkapckoj papmonuny KujeBomeuepcke ymaBpe Ife ra je
HajBepOBaTHIje II0C/IA0 HEeroB MelleHa envckon Jcanja AntoHoBuh. Yommre, na-
TPOHA>XHM OJJHOC BUCOKOT CBEIITEHCTBA IIpeMa YMETHOCTH [aBao je 3HadajaH IOJ-
CTPEK IOKPEeT/bUBOCTHU C/IMKapa Ha Tepuropuju KaprmoBayke MUTpOIO/NNje TOKOM
XVIII n XIX Beka. Tako ¢y pafoBu ,MKOHOMICI]A apaficCKOr — Kako ce Hajyemhe
Tenenku nornucusao — cturmu u fo Cpema, y manactup Kpymenon, Crapu CrnaHka-
MeH 1 Pymy, 6am xao mro je u Teogop Vinuh Yemmap Hakon Temnisapa ofpebhero
BpeMe >xuBeo y HoBom Capy." ITopen fena pemmuriosHe TeMaTyke TeHenKM je — Kao
n Yemrpap — CIMKao MOPTpPETE, alM U >KaHP-KOMIO3MLIMje KOmbaHUKA U jeflaH Off
HajpaHMjMX ayTOIIOPTPETa Y CPIICKOj YMETHOCTH, CTATHO U3/I0XKeH y lanepuju Ma-
THLE CPIICKe, I7ie je cebe IPYKa3ao JOK y PYLV SP)KM TTa/eTy U yeTkule. "

Ca ogmakom XVIII Beka TeMMIIBapCKM U HOBOCAJCKM CIMKapu cBe demnhe he
Kao nopyiouHe pobujatu noprpere. Ilpen yMeTHUIMMA >Kenle [ja IO3Mpajy Ile-
Muhy ¥ IIeMKuIbe a MOXK/ZIA jOII ¥ Yelrhe off BUX CBOje C/IMKE 32 BEYHOCT IIOpPY-
yyBahe mpUmagHNIM OCHaXKeHOT Tpah)aHCKOr cTajexa 4Mju Cy MOPTPETH jefHa O
IJIaBHUX TeMa YMeTHOCTU U BusyenHe kynrype XIX Beka. Joxan (Janomr) JJoHat je
IIO3HATU U rnomynapHu noprperucra ¢ kpaja XVIII un moyerka XIX Beka. JloHar je
HEeMAaYKoOT IIOpeK/Ia ¥ CIMKapCKy ce 00pa3oBao Ha IMKOBHOj Akajemuju y beuy rue
je merosa Kapujepa KpeHy/na y JOOpOM IpaBIy Te je Hape[HUX HeKOIMKO TOAMHA
HAKOH OKOH4Yamwa CTyAuja MpoBeo y mpecToHmiy Xa630ypiuke MoHapxuje. Meby
JMYHOCTMMA KOje je IOPTPeTICa0 HaasuwiIM cy ce napuua Mapuja Tepesuja, meH
cynpyr uap ®panr Credan o Jlorapunruje, wuxos cuH nap Jocud II, kao un mpu-
nagHuIy Brucokor mwiemctsa. Op 1810. Joxan [loHar je HactameH y Ilemrtn rae he
ocratu cBe 1o cMpTu 1830." Ipogpuya Kaimapura Kapauorou poh. lllitiapembepi-1lla-
ymOypi moprpetucaHa je 1826. [loHaToOBOM pyKoM, IOK je opTpet Jwinisana /lajo-
wa Kapauorwuja, eenuxu xyian TopoHitiancke xyiiaHuje ocTao 6e3 CUTHaType anu
ce Takohe mpumucyje opom moprpeructu. Ilapaneny msnoxeHMM HOpTpeTUMa
4yy1aHOBa nopoauie Kapauomwn npencrasbajy Mmunujarypuu Ilopitipeitiu unanosa
ipahancke tiopoguye xoju ce Takohe npunucyjy Jonatosoj pyuu. Ilpencrase ora,
MajKe, fieTeTa, 6aKe ¥ CTPYIIA MHOTO Cy MambyX AVMEH3Mja Hero IopTpeTu rpodos-

20. Muxunh, ,,Credan Tenerxn’, y: Majcitiopu tipenasmoi iepuoga, anepuja Matuue cprcke, Hosu Cap
1981, 72-79; M. Tumotujesuh, op. cit., 17.

B Cmo gena Ianepuje Maitiuye cpiicke, C. Mummh (yp.), Fanepuja Matuue cprcke, Hosu Cap 2017, 54.

4 M. von Kunits, Topografische Beschreibungen des Konigreiches Ungarn und seiner einverleibten Provinzen,
Pesth 1824, 265-268.
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si prefect al Judetului Torontal a ramas nesemnat, cu toate ca se atribuie aceluiasi por-
tretist. O paralela la portretele expuse ale membrilor familiei Karacsony este intuitd
prin cinci portrete miniaturale ale membrilor unei familii burgheze necunoscute, care
se atribuie de asemenea penelului lui Donat. Imaginile tatdlui, mamei, a copilului, bu-
nicii si unchiului sunt de dimensiuni mult mai mici decat portretele familiei contelui
Karacsony si, comparate cu acestea, exprima, printre altele, idealurile sociale generale
ale burgheziei. Spre deosebire de portretele nobililor, pe care Donat le executa pentru
a fi expuse in salonul festiv al resedintei lor somptuoase, portretele familiei burgheze,
chiar si prin dimensiuni, indica faptul ca sunt destinate sd fie privite din aproapiere,
cu o doza de intimitate, iar includerea portretului copilului si al batranei exprima
atentia si atasamentul egal fata de toti membri ai familiei burgheze.

Konstantin Daniel (Danil) este de mult considerat drept cronicar al vietii so-
cietatii burgheze din Banat. De aceea, la Expozitia Paralele este reprezentat prin por-
tretele Comerciantului Paja ,,Pal¢ika” Nikoli¢ din Timisoara, cel al Barbarei Zelenkay
ndscutd Schmitz, Bdarbatului necunoscut si Femeii necunoscute, Fetitei cu cdtelul si al
Femeii necunoscute cu cdciulitd (tdranca sdarbd). Cu toate cd in timpul vietii era vestit
si respectat ca pictor, despre Daniel pand acum se vorbeste cu numeroase necunos-
cute, fapt pentru care multd vreme numelui sdu i-a fost asociat epitetul ,,misteriosul
maestru®.'® Se presupune ca arta picturii a desavarsit-o, cel mai probabil, la Timisoa-
ra, la unul din pictorii locali, dar a avut resedinta la Becicherecu Mare (astazi Zrenja-
nin), si in casa proprie tinea un atelier de picturd, unde i-a instruit pe viitorii pictori
de succes, printre care a fost si Pura Jaksi¢. Un alt segment important al picturii lui
Konstantin Daniel il reprezinta pictura religioasa. Unul din cele cinci iconostate pe
care le-a pictat in timpul vietii este iconostasul Bisericii Catedrale Sarbe Iniltarea
Domnului din Timisoara, executat in perioada 1838—1843. Indiferent daca este vorba
de portrete sau de picturd bisericeasca, opera lui Konstantin Daniel a fost la mijlocul
secolului XIX apreciatd de cei care au comandat-o, o burghezie rasfatata in idealul
mediocritatii moderate a Biedermeierului, ceea ce a condus la aparitia unui sir de
pictori, epigoni ai ,,stilului lui Daniel”!® Tabloul Fetita cu cdtelul, executat de Daniel,
poate fi interpretat deopotriva ca o compozitie de gen si ca portret de copil. Paralela
acestei compozitii o reprezinta tabloul Fetita cu flori a timisoreanului Sava Petrovi¢ —
artistul care a pictat iconostasele a doua biserici timisorene si a participat la licitatia
pentru iconostasul Bisericii Catedrale Sarbe, insa aceastd lucrare i-a fost incredintata
lui Konstantin Daniel. Portretele copiilor reprezinta o noutate in arta secolului XIX,
marturie a schimbadrii in structura familiei, unde de acum copiii ocupa pozitia cen-
trala si intreaga atentie este concentrata spre binele si prosperitatea lor. In portrete,

II. Bacuh, ,,Iloprperu Koncranruna Jaunna’, y: Koucmaniwiun Janun. 1789 (?) - 1873, Hapopuu my3ej
3pemwannH, 3pemannH 1961, 14, 30; [I. Kypyues, Tpaiom jegne cnuxe. Koncimianimiun Janun (Januen) (/lyiow,
1802 - Benuxu beukepex, 1873), Ipangcku mysej Bpuar, Bprarg 2013, 30.

'$TI. Bacuh, op. cit., 13-30; [I. Kypyues, op. cit., 2013.



cke opoauie Kapadomn u, kaga ce ca muMa yrnopepe, n3Mehy ocranor rosope u o
OIIIITUM APYUITBEHUM UpeanuMa rpahancTsa. 3a pasnuky of eMnhkux noprpera
Koje [loHat mn3pabyje kako 6u 6VIM M3TIOXKEHY Y CBEYAHOM CaJIOHY PacKOIIHE IPo-
¢doBcke Kypuje, mopTpetu rpahancke nopoguie Beh cBojuM fuMeH3MjaMa yKasyjy
la Cy HaMeIbeHM I/leflalby n36/m3a — ca JO30M MHTUMHOCTH, IOK YK/byderbe II0p-
TpeTa JieTeTa ¥ CTapiulie TOBOPY O XK U M OIMICKOCTY KOja je IOJjeHaKo HaMe-
IeHa CBaKOM WIaHy rpahaHcke mopopmuie.

Koncrantun [auun ([laHuen) ofaBHO je MCTaKHYT Kao XpOHMYApP XXKMBOTA
6anatckor rpahancTBa Te je Ha nsnmoxo6m ,Ilapanene” sacTymwpen noprperuma Ip-
iosua Ilaje ,Ilanuuxe” Huxonuha u3 Temuweapa, bapbape 3enenxaj poh. IImuy,
Mywxapya ca 6pagom wn Ilopitipeitiom xeme, Jesojuune ca kyueiiom n Cpiicke
cewanke u3 1851. Vlako je 3a >kxuBOTa 61O C/laBaH M IOIITOBAaH Kao CIMKAap, O
JlaHny ce mo aHac rOBOPM ca JOCTA HeITO3HAHMI[a 300T Yera ra je J[yro IpaTuo emm-
TeT ,TajaHCTBeHM MaecTpo ."” [IpeTmocTaB/pa ce [ja je CIMKapCTBO HajBepOBaTHIjE
ycaBpiaBao y TemmiiBapy Koj HEKOT JIOKTHOT C/IVIKapa a TPajHO je 610 HacTameH
y Benukom beukepexy (maHac 3pemaHuH) rje je y cBojoj Kyhm nmao arespe y Kojem
je obyuaBao 6ynyhe ycrenne cnukape, Mehy kojuma je 6uo u Hypa Jakmnh. [Ipyru
Ba)KaH CETMEHT cmMKapcTBa KoHcTanTnHa [laHn/Ia YMHUIO jeé PEMUTMO3HO CIMKap-
ctBo. Tako je 3a cpricku Cabopunu xpam Basnecemwa [ocniogmer y TemniuBapy cimkao
uKoHocTac ofi 1838. mo 1843. rogune. CBejegHO [a /M je ped O MOPTPETHOM WIN
PeIUTMO3HOM C/IMKApPCTBY, cTBapanaiiTBo KoncranTuHa Jlanuia je cpeguaom XIX
BeKa OM/I0 cacBYMM IIO BOJ/bY Hapyumiana — rpahaHCcTBa yuIymIKaHor y 6upepmaje-
POBCKM UJean yMepeHe IPOCEYHOCTH, 1ITO je JOBEO [0 II0jaBe HI3a CAMKapa Koju
CY eIMTOHCKY CTIEAVIIN ,,JaHWIOBCKM cTIT "¢ [lanmnosa [Jesojuuya ca ticom Moxe
OUTY IOCMaTpaHa Kao >KaHP-KOMITO3UIIVja Iy ¥ Kao HOpTpeT merera. Ilapanery
oBe KOMIIo3M1uje pefcTaBba Jesojuuya ca ysehem Temmnmpapna Case Ilerposuha
— C/IMKapa KojJi je KOHKYpUcao 3a MKOHocTac cprickor CabopHor xpama y TemuBa-
py anu je Taj mocao pone/beH Koncrantuny Janmny. Iloptpetn peue npepcrasibajy
HOBMHY y yMeTHOCTM XIX BeKa Koja cBelouM O IpOMeHaMa yHyTap CTPYKType IIo-
popuie Ije cajia Jella 3ay3/Majy LeHTPaTHO MECTO U CBa ITaXKiba j€ yCMepeHa Ha b
XOBYy H06po6uT U mpocnepureT. [JeBojuniie ce Ha MOPTPETUMA YeCTO IIPMKaA3Yjy ca
nsehem ca kojuM ce moncrosehyjy — oHe cy He>kHe, MuIe 1 O71aTe IOIYT TeK IPOIiBe-
Ta/IMX IYIO/baKa Koji Kpace muxoBe Gpusype mim pyke, 6all Kao IITO je TO CIy4aj
Ha [lerposnheBom nmoptpery."”

5TI. Bacuh, ,,IToprpetu Koncranruna anuna’, y: Kouciianitiun Janun. 1789 (?) - 1873, HapopHu My3ej
3pemwanuH, 3pewannH 1961, 14, 30; [I. Kypyues, Tpaiom jegre cnuxe. Koncitianitiun Janun (Januen) (Jlyiow,
1802 - Benuku Beukepex, 1873), Ipapcku My3sej Bpary, Bprary 2013, 30.

16 II. Bacuh, op. cit., 13-30; 1. Kypyues, op. cit., 2013.

7 Buwre o fedjeM mopTpery y cprckoj ymetHoctu XIX Beka: B. Cumuh, Iopiipeini geitieitia y cpiickom
cnukapcitisy 19. sexa, xatanor, CriomeH-36upka ITasma Berpanckor, Hosu Cap 2004.
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fetitele sunt adesea pictate cu flori, cu care se identifica - ele sunt delicate, dragi si
blande asemenea bobocilor proaspat infloriti pe care-i poarta in pér sau ii tin in brate,
exact cum este cazul in portretul executat de Petrovié.”

Ljubomir Aleksandrovi¢ a inceput sa deprinda meseria de pictor de la Nikola
Aleksi¢, apoi a devenit elev al lui Konstantin Daniel. Influenta deosebitd a lui Daniel
se remarca in lucrdrile timpurii ale lui Aleksandrovi¢; pand in anii 70 ai secolului
XIX, el imita sau literalmente copiazd maniera artistica a dascalului sdu. A locuit la
Timisoara, unde a pictat portrete si icoane individuale pentru clientela burgheza.'®
Operele sale Culegdtoarea de struguri si Portretul unei femei necunoscute, apartin unei
faze ulterioare, in care se remarca stilul artistic personal, si sunt exemple de tratare
artistica a frumusetii femeii tinere, care se poate integra intr-o compozitie de gen
ca o personificare a virtutii generale sau poate fi exprimata prin portret ca una din
valorile cultivate de societatea burgheza. Pe de altéd parte, in portretele personajelor
apartinand societatii burgheze apar femei de varsta mijlocie, precum in tabloul Ferme-
ie necunoscutd cu cdciulita al lui Konstantin Daniel si in cel al Julianei Radak ndscutd
Tomi¢ din Kikinda, care i-a pozat lui Nikola Aleksi¢. Femeile in varsta din cadrul
societdtii burgheze pozeazd in fata pictorilor ca mame si neinfricate aparatoare ale
caminelor familiale. Dantelele fine de pe gulere, alte podoabe potrivite din palmele
lor, ridurile mérunte de pe fete, atesta autoritatea necontestata cu care dominau in
viata familiald burgheza.

Sava Petrovic¢ a pictat portretul lui Sofronije Gruji¢; in paralel cu acesta este pre-
zentat in expozitie portretul lui Jovan Sterija Popovic¢, pictat de Jovan Popovic. Ase-
mdnarea formald a acestor portrete este de asa natura incat, daca nu ar fi cunoscuta
identitatea celor doua personaje din tablouri, nu ar fi exclusa impresia ca este vorba
de aceeasi persoana portretizata la varste diferite. De dimensiuni reduse, aceste por-
trete prezinta barbati, pentru care, in conformitate cu conceptiile burgheze ale noii
epoci, este rezervatd participarea in sfera publica, in cadrul cdreia se creaza capita-
lul si se céstiga reputatia familiei. Comertul, activitatea intelectuald sau implicarea
in politica, dupa cum este cazul lui Sterija Popovi¢, ministru al educatiei in Serbia,
sunt rezervate exclusiv barbatilor, motiv pentru care pe portretele lor apar acte si alte
atribute generale ale oamenilor de afaceri. Aldturi de Sterija, in tablou apar carti®,
modalitate prin care pictorul Popovi¢ a indicat fara echivoc optiunea profesionala a
clientului si tizului sdu. Pictorul Jovan Popovi¢ gravita intre Novi Sad si Timisoara,
Viena, Belgrad. A cunoscut bine creatia lui Konstantin Daniel, a studiat la Academia

17 Mai pe larg despre portrete de copii in arta srbeasca a secolului XIX: B. Cumuh, ITopiipeini geitieitia y
cpiickom cnukapciisy 19. sexa, catalog, Comen-36upka ITasna bepanckor, Hosu Caz 2004.

'8 O. Muxkuh, ,Anekcaunposuh, Jbybomup, cnukap’, y: Cpiicku 6uoipagcku peurux. 1, A-B, Y. ITonos
(red.), Matuua cprcka, Hosu Caz 2004, 97-98.

! Despre portrete de intelectuali spre sfarsitul secoluli XVIII si in primele decenii ale secolului XIX: B.
Cumuh, Hopiwpeiti cpiickoi unilieneximiyanya y goba ipoceefiuiiiercitiea, Matuiia cpicka, Tamepuja Martuue
cprcke, Hosu Cag 2022.



Jbybomup AnexcaHfpoBuh je cnyKapcky 3aHar modeo ja yuu kop Hukome
Anekcnha a moToM je mocTao jesaH off yueHnka Koncrantuna Janwmna. Vsysetan
JauwnoB yTunaj npumeTaH je Ha paHujuM AjekcaHppoBruheBUM pafoBuMa, JI0
70-ux ropuHa XIX Beka, y KojuMa OIIOHAILIA /I JOCTIOBHO KOIMpPa CIMKAPCKY MaHUP
CBOTa yuuTes/ba. buo je HacTameH y TemuiBapy rje je paguo nopTpere 1 mojefyHa-
JyHe MKOHe 3a rpabhancky kmmjenTeny.'® Anexcangposuhesa fena bepauuya u Mnaga
UpHKa Cy pajoBu M3 KacHMje dase ca MPUMETHUM JIMIHUM CIMKAPCKMM PYKOIN-
COM U IIPMIMEPY YMETHNYKOT TPeTUpatbha JIeII0Te MyIajie XXeHe Koja MOXKe OUTH YKIIO-
IUb€HA Y >KaHP-KOMIIO3MIMjy TOTOBO Kao IepcOoHMGUKanyja OIIITe BpJVHE, WIN
MO>Ke OMTY M3paskeHa Kpo3 HOPTPET Kao jefiHa Off BpeJHOCTY KOjy Heryje rpabancko
npywTso. C pyre cTpaHe, Ha IopTpeTuMa rpahaHCcTBa ce 10jaB/byjy 1 SKeHe y 3pe-
NUjuM TopMHaMa nonyt Jynujarne Pagax poh. Tawmuh us Kukunge xoja je mosupana
npepn, Hukonom Anexcuhem. Crapuje xeHe U3 rpahaHckor cranexxa Ipef ImopTpe-
THCTE CTajy Kao MajKe I HeyCTpallluBe YyBapKe IOPOANYHIX TOMOBA, Kpo3 unje he
¢duHe ynMIIKe OKOBpATHIKA, [El[eHTHe JieTa/be KOjJi Kpace IJXOBe IaKe VI Kpo3
cuTHe 60pe Ha BUXOBYM JIMIVIMA OCTATV OC/IMKAH U HEOCIIOPHM ayTOPUTET KOjUM
Cy B/Iajiajie y JOMEeHY IOPOAMYHOT TpahaHCKoOr XMBOTA.

Caga Ilerposnh je Hacimxkao Iopitpeini Copporuja Ipyjuha xome je xao maH-
maH uctakHyT Josaw Ciniepuja Ilotiosuh cnukan pykom JoBana Ilonmosmha. ®op-
MaJIHa CIMYHOCT OBMX IOPTPeETa je TakBa fja Kafia Oy MAeHTUTETU HOPTPETUCAHNX
JIMYHOCTY OM/IM HENo3HAaT! MOITIO O ce IOMUCIUTHU Jia je Y MUTamby MCTa ocoba
NOPTpPeTUCAHA Y PasIMIUTUM >XMBOTHUM fobuma. HeBemukux pumeHsuja oBu
IIOPTPETH IIPEACTaB/bajy MYLIKapIie 3a KOje je, y CK/Ia[ly ca CXBaTamblIMa HOBOBEKOB-
Hor rpabaHcTBa, pesepBucaHo yuenrhe y jaBHOj cepy — y OKBMPY Koje ce cTBapa
KaIMTa/I ¥ Tpajyl IOPOAVYHMY yIyies,. TproBuHa, MHTENEKTYaIHN paji Min 6aB/berbe
MOIUTUYKMM MUTakMMa — Kao IITO jé C/Iy4aj ca MUHUCTPOM CPIICKE NPOCBETE Jo-
BaHOM Crepujom IlonoBrnheM, pesepBucany Cy MCK/bYYMBO 3a MYILIKaplie Te ce Ha
IBJIXOBYM IIOPTpPEeTMMA II0jaB/byjy INMCMa M APYTM OHIUTY aTPUOYTHU ITOCTOBHUX
pynu. Y3 Crepujy cy HacmmkaHe kiure' ynMe je [TomoBuh HerBocMucIeHO yKasao
Ha podecroHanny onpene/beHOCT CBOT KIMjeHTa 1 MMemaka. Cimkap Josas [omo-
Buh Kkpertao ce y nojacy usmehy Hosor Cana u TemumBapa, beua n beorpana. bro je
mo6po ymosHar ca ctBapanamTsoM KoHcranTnHa JJaHNTa, IIKO/IOBAO ce Ha 6€YKoj
NMKOBHOj AKafieMUju 1 y Bullle HaBpara 6opasuo y beorpany raue je moprperucao
3HauajHe Y4eCHMKe CPIICKOT ITOJIMTUYKOT ¥ KYITYPHOT KMBOTA, Mehy KojuMa, Taga
Beh 1o ipyru nyT, u JoBana Crepujy Ilonosuha.?

8 O. Mukuh, ,Anexcaupposuh, Jby6omup, cnuxap’, y: Cpiicku 6uoipagcku peunux. 1, A-B, 4. Tlonos
(yp.), Maruna cpncka, Hosu Cax 2004, 97-98.

¥ O noprpernma nnrenekryanaua kpajem XVIII u y npsum penennjama XIX Bexa: B. Cumuh, Iopinipein
cplickol unitienexitiyanya y gooa iipoceeifiuiierncitiéa, Matuia cpricka, lanepuja Matuue cpricke, Hou Cap 2022.

% H. Kycosa, Josan Ioiosuh — cnuxap. Onoso 1971, 11-24, 81.
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de Arte Frumoase de la Viena si de mai multe ori a trdit la Belgrad unde a portretizat
personaje importante, participante la viata culturala si politica din Serbia, printre
care, chiar si a doua oard, pe Jovan Sterija Popovi¢.*

Stevan Aleksic¢ este artistul cu al carui nume se inchide cercul pictorilor de pe
aceeasi paraleld dintre Timisoara si Novi Sad. Este nascut la Arad, intr-o familie de
pictori, unde si-a insusit primele cunostinfe din domeniu. Nikola Aleksi¢, un pictor
cunoscut si popular, caruia i-a pozat Julijana Radak, a fost bunicul lui Stevan - Ste-
va Aleksi¢, viata cdruia coincide cu epoca marilor transforméri socio-politice, care
in mod inevitabil s-au rasfrant si asupra artei. Stevan Aleksi¢ a studiat la Academia
de Arte Frumoase din Miinchen. Opera sa consta din lucrari cu tematicd religioasa
si profand. In domeniul picturii religioase iese in evidentd in mod deosebit pictura
murala executata pentru bisericile din Banat, dar si in Srem si la Novi Sad, unde a pic-
tat bolta Bisericii Catedrale restaurate. Tablourile Slavko muzicant militar, Mama cu
copilul si Micul cersetor au fost executate in timpul si nemijlocit dupd Primul Razboi
Mondial. Aceste tablouri au fost expuse in ideea scoaterii in evidenta a complexitatii
si originalitatii operei lui Stevan Aleksi¢, dar si pentru a indica sensibilitatea artistu-
lui care, pictdndu-i pe réanitii si pe orfanii de razboi, a redat in acelasi timp propria
sa spaima traita la destramarea sistemului social, in care a trdit pana in anul 1918.*'

E} T—

2 H. Kycosati, Josan Ioiosuh — cnukap. Onoso 1971, 11-24, 81.

21 ]. JoBaHos, Citiesan Anexcuh. 1886-1923, Matutia cpicka, Ozne/beme 3a TIMKOBHe yMeTHOCTY, CIIOMeH-
-36upka [Tasna Bepanckor, Hosu Cayp 2008, 24-25.



CreBaH Anekcuh je yMeTHMK 4ujuM MMEHOM Ce 3aTBapa Kpyr CIMKapa Ha
ucroj napanenu nsmeby Temmnmsapa u Hosor Capa. PobeH je y Apany y cnmkapckoj
IOPOAIY Ifle CTUYe IIPBa C/IMKapcKa 3Hamwa. [losnaty u nonynapun Hukona Anex-
cuh, npep KojuM je nosupana Jynujana Pagaxk, 6uo je nena CreBana Anexcrha umjn
ce KMBOTHU BeK IO yZlapa ca e0XOM CHa)KHMX JPYIITBEHO-TIOIUTUYKMX TPOMEHA
KOje Cy ce HEeYIMTHO Ofpasuie 1 Ha cBeT yMeTHOCTH. CreBaH Asekcuh ce mxoso-
Ba0 Ha IMKOBHOj AKaZieMuju y MUHXeHY a HheroB OIyC YMHe Jie/la peIUIMO3He Kao
u npodane TeMaTuKe. Y 06TacTM PEeIUTMO3HOT CIMKAPCTBA HAPOUUTO Ce MICTUUY
3UMIHe C/IMKe Koje je pajyo 3a 6aHaTcke xpamose amm 1y Cpemy n 'y Hosom Capny
rjie je ocnmmkao cBog o6HoBbeHe CabopHe npkse. Cnnke Crasko mysukauit, Majka
ca getieiiom 1 Manu iipocjax pagyuo je TOKOM I HeIIOCpegHO HaKoH IIpBor cBeTcKor
para. OBe C/IMKe Cy U3I0XKEHe Ca UJIejOM MCTULIaba CTI0KEHOCTH I OPUTMHATHOCTH
omyca CreBaHa Anekcmha anm u ykasyuBama Ha CeH3MOWINTET YMETHMKA KOju je,
cmukajyhu patHe cupounhe 1 pameHnKe, [O4apaBao 1 IMYHO IPEXIB/bEHY CTPaX0-
Ty pacnaja JpyLITBEHOT CUCTeMa Y KojeM je xuBeo o 1918.2

YNOPEAHA AENA

Y xonexkumjama Hanyonannor ymeTHMukor myseja y TemumBapy, Pusauile
Cpricke npaBociaBHe enapxuje reMuiBapcke u [anepuje Marune cpncke y Hobom
Capy namase ce Jiena Koja HajAMpPEKTHMje CBeJO4Ye O TOME Jja Cy OBa JiBa Ipaja y
IIPOLUIOCTY NIPUIIAZIA/IA jefTHCTBEHOM KYITYPHOM KOHTEKCTY II0J, OKpu/beM Xa63-
Oypuike MoHapxuje u KapnoBauke Mutpononyje. [ToBoay HacTaHKa OBUX Jie/a Kao
U ’UX0Be MehycoOHe Bese ce pasymKyjy, LITO Mie Y IPUIOT MOryhHOCTY IIpero3Ha-
Bamba MICTOBPEMEHOT IT0CTOjarba pas3IMINTUX Mapaena Mehy muma.

Henosnatu cnukap je 1765. Hacimkao boiopoguuy be3guHcky Kao KOINjy
YYIOTBOPHE MKOHE Ylja je UCTOpMja MHAMKATUBHA y carjleflaBarby Iapajena K3-
meby TemumBapa u Hosor Caga. UynorBopHy pernuky bozopoouue Brnaoumupcke
noHeo je 1727. ns Kujepa y manactup Bunuy monax Ilajcuje Ipx. Kaga je 1737.
HIOHOBO OyKHYO cyKo6 n3mehy Xa630ypiike MoHapxuje v OToMaHCKe MMIIEpYje BUH-
JaHCKM MOHACHU ce, Y3 Hapop npensobhen narpujapxom Apcennjem IV JoBanosuhem
IITakabeHnTOM, MOBNaYe y Yrapcky. [Jomasiy y Temnisap, MOHacH Cy Off TaMOIIEbET
eIMCKOIIa OOV JO3BOTTY [ia MM HOBO yTouMIITe Oye y MaHacTupy besauny rae cy
TOHENN ¥ CBOjy 4yJOTBOPHY MKOHY Boropoauie xoja o Tafja Hocu HasuB besgnH-
cka. Hekonuko ropnuna kacHuje boiopoguya be3gurcka je, IpemMa HajIoTy ImaTpujapxa
Apcennja IV JoBanoBuha, npenecena y Kapnosue. Y 6apoxsoj enoxu xpuirhaacTso

J. JoBauos, Citiesan Anexcuh. 1886-1923, Maruna cpiicka, Ofierberse 3a IMKOBHe yMeTHOCTH, CLIOMEeH-
-36mpka IlaBia Berpanckor, Hosu Cap 2008, 24-25.
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OPERE COMPARABILE

In colectiile Muzeului de Arti din Timisoara, ale Tezaurului Episcopiei Sarbe din
Timisoara si ale Galeriei Matica Srpska din Novi Sad se regasesc lucrari care, la modul
cel mai direct, confirma cd in trecut aceste doud orage au apartinut unicului context
cultural sub obldduirea Monarhiei Habsburgice si a Mitropoliei Karlovatului. Motivele
aparitiei acestor lucrari, precum si legaturile lor reciproce sunt felurite, ceea ce ofera
posibilitatea evidentierii existentei simultane a diferitelor paralelisme intre ele.

Un pictor necunoscut a pictat in anul 1765 tabloul Ndscdtoarea de Dumnezeu
din Bezdin, o copie a icoanei facatoare de minuni, a carei istorie este semnificativa
pentru scrutarea paralelelor dintre Timisoara si Novi Sad. Replica icoanei ficitoa-
re de minuni Ndscdtoarea de Dumnezeu din Vladimir a fost adusa in anul 1727 din
Kiev la Minastirea Vin¢a de monahul Paisije Grecul. In anul 1737, cind a reizbucnit
conflictul dintre Monarhia Habsburgica si Imperiul Otoman, calugarii din Manas-
tirea Vinca, impreuna cu norodul, sub conducerea Patriarhului Arsenije al IV-lea
Jovanovi¢ Sakabenta se retrag in Ungaria. Ajunsi la Timisoara, cilugarii au primit
binecuvantarea episcopului locului sé se stabileasca la Médnastirea Bezdin, unde au
adus si Icoana facdtoare de minuni a Nascatoarei de Dumnezeu, care de atunci poarta
denumirea din Bezdin. Cativa ani mai tarziu icoana Ndscdtoarea de Dumnezeu din
Bezdin, din dispozitia patriarhului Arsenije al IV-lea Jovanovi¢ Sakabenta, a fost dusa
la Karlovac. In epoca Barocului crestinismul a acordat un rol deosebit de important
Maicii Domnului; de aceea in secolul al XVIII-lea icoanele facatoare de minuni cu
imaginea sa au fost rispandite. Inaintea icoanelor Niscitoarei de Dumnezeu cre-
dinciosii beneficiau de cele mai neverosimile minuni, in timp ce conducatorii religi-
osi si politici o considerau ocrotitoarea cereascd in lupta impotriva turcilor.?? Johann
Christoph Winkler a gravat in placa de cupru imaginea Ndscdtoarei de Dumnezeu din
Bezdin cu panorama mdndstirii Bezdin; chipul Maicii Domnului este pozitionat in
mijlocul compozitiei si este inconjurat de sase medalione cu scenele minunilor sale.
Fiecare medalion include imaginea Néscédtoarei de Dumnezeu cu Hristos pe nori,
dedesubt fiind reprezentate minunile sivirsite de Maica Domnului. In partea inferi-
oard a imaginii este redatd veduta Mandstirii Bezdin, sub care, pe doud coloane, apare
gravata o inscriptie despre ctitor, din care rezulta ca acest merit ii apartine episcopu-
lui Timigoarei Vikentije Jovanovi¢ Vidak insusi. In afard de lucrarea lui Winkler, in
colectia Galeriei Matica Srpska se afla mai multe copii ale Ndscdtoarei de Dumnezeu
din Bezdin, autorul lor fiind Zaharija Orfelin, iar placa de cupru gravatd, dupa care
au fost imprimate, se pastreaza in Tezaurul Palatului Episcopal Sarb din Timisoara.*

2 M. Tumorujesuh, ,,boropoaniia besguncka u BepcKo-IOMUTUYKY IporpaM marpujapxa Apcenuja IV
JoBanosuha”, y: Balcanica - Annual of the Institute for Balkan Studies, No. 32-33, Belgrade 2002, 311-346.

# II. Bykcanosuh, [I. JecrotoBuh, ,KoHsepBanuja u pecraypauuja npefMeTa 13 LIpPKBEHO-YMETHUYKE
36upke Enapxujckor gBopa y TemuiuBapy’, y: Cpiicka ypkeena ymeiwinocii y Pymynuju, Tanepuja Maruie cprcke,
Hosu Cap 2017, 50.



je boropomyuu momenuio moce6HO BaXkKHY Y/IOry 300r 4Yera Cy meHe 4yHOTBOPHE
ukoHe TokoM XVIII Beka 6mme mpummyHO pacnpoctpameHe. [Ipen boropopmum-
HJIM MKOHaMa BEPHUIMIMA CY Ce [ielllaBajia HajHEBEPOBATHMja Yy/ja JOK Cy BEPCKU I
HOMUTUYKY TIPeABOJHMIYM Boropoamily mctumany kao HeGecKy 3alITUTHULY Y
60op6bu nporus Typaka.”? Joxan Kpucrop Bunknep (Johann Cristoph Winkler) je
Ha 6akpopesy boiopoguua besgucka ca usinegom manaciiupa be3guna npencTaBy
Boropoaniie cMecTno y cpepuiite KOMIo3uiuje, OKpy>xyjyhu je ca mect pokajanx
MeJla/bOHa y KOjuMa Cy ClieHe heHMX dyfa. CBaku Mefa/boH cafipXu npukas boro-
poxuie ca XpucToM Ha obanuMa JOK Cy MCIOf NpuKasaHa boropopudnHa gypo-
TBOPHa Jie/Ia. Y IomeM Jiely /IMCTA je BeflyTa MaHacTupa besanna ucnop xoje je y iBa
CTYIILIA M3BeIeH KTUTOPCKY 3aIIVIC 13 KOTa ce Ca3Haje [ja je KITUTop 6aKkpope3a TeMMIII-
Bapcky emmckon Bukentnje JoBanomh Bupak. Ilopen Buukneposor 6akpopesa,
y xonekuuju lanepuje Martuue cpricke je n Buuie orucaka boiopoguue Bbesguncke
3axapuje Op¢emmnua unja ce 6akpopesHa mwiovya yyBa y Pusannnm Cpricke mpaso-
C/IaBHe elapxuje TeMuiBapcke.”

Boiopoguua ca Vicycom Xpuciiom y Hapyujy cnukaHa je y ate/bey KoHcTaHTMHA
JlaHnna u ymeyaT/pMBO CBEOYM O AYXY BpeMeHa Koje ce pasjmkKyje of OapokHe
daciuanpanoctn yyguma. Ca [lanunoBom bolopoguuom YHOPENHO je M3TIOXKeHa
Boiopoguya xoja ce mpumnmucyje Koncrantuny Apcenosuhy. OBe nBe mpescrase
HeMajy GOopMaTHMX CIMYHOCT a Tapajenie Koje X I0Be3yjy Cy CacBUM fipyTradnje.
Koncrantun Apcenosuh je 6uo meriena u yueunk Koncrantnna lannna. Kao manye-
Bauky IpoTomnpessutep Apcenosuh je Jlanmry moBepuo uspajgy MKOHOCTaca CBoje
HOBe [TapOoXMjajiHe IpKBe. 3a C/IMKambe ce 3aHTepecoBao TOKoM 6opaska KoHcraH-
tuHa anuna y IlanyeBy y3 4yuje je caBeTe u 1odeo ma cnuka. Vaxo je boiopoguya
HEIOTINCAaHa, OHA [TIOHAB/ba pelllee IpecToHe boropopnynue nkone Kojy je Kon-
craHTVH JJaHWI n3Beo Ha MkoHocTacy y [TandeBy 360r yera ce npunucyje Koncran-
TuHY ApcenoBuhy. V3noxeHa MKOHA je MHOTO MamMX AMMeH3uja Hero laHmnoBa
IIaHYeBayKa IpefcraBa. Y 06a caydaja KpuH y boropopmdnHoj pymm ykasyje Ha 41H
Brarosectu oK HEXXHO po3a U OKep TOHOBU Kojuma ApceHoBuh fodapasa boropo-
An4yH MaOpMOH U Mo3afiHy oO/IaKa Ha KojeM OHa CTOjU Oajy YTHUCAK JbYIIKOCTH
U 3JIaTHOT OfCjaja.

Ioprper Eiucxoiia Emunujana Kenienua cnukao je KoHcranTmH [lanwmn
1867. YopenHO ca OBMM IOPTPETOM IIpef; IyOIVIKOM je M3/I0KeH MOpPTpeT Apxu-
mangpuina Ilaena Kenienya cnukan pyKOM HEIIO3HATOT YMETHMKA Kao KOIIMja IOP-
TpeTa Koju je IIpaBocnaBHa npkBeHa ommTuHa [TandyeBo nopyumna xop KoHcran-

2 M. TumorujeBuh, ,boropopuna besanHcka 1 BepcKO-IIOMUTUYKM IIporpaM maTpujapxa Apcennuja IV
JoBanosuha”, y: Balcanica - Annual of the Institute for Balkan Studies, No. 32-33, Belgrade 2002, 311-346.

» II. Bykcanosuh, [I. lecnorosuh, ,KoHsepBauuja u pectaypaiuja mpegMeta U3 LIpPKBEHO-YMETHUUKe
36upke Emapxujckor gBopa y Temniusapy’, y: Cpiicka ypkeena ymeiirocii y Pymynuju, Tanepuja Matuie cpricke,
Hosu Cap 2017, 50.
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Madona cu Iisus in brate a fost pictata in atelierul lui Konstantin Daniel si in
mod cert releva spiritul unei vremi care se deosebeste de fascinatia baroci cu minuni.
Alaturi de Madona lui Daniel este expusa comparativ Nascdtoarea de Dumnezeu atri-
buitd lui Konstantin Arsenovi¢. Cele doud imagini nu au similitudini formale; para-
lelele care le apropie sunt cu totul de altd naturd. Konstantin Arsenovi¢ a fost mecena
si discipolul lui Konstantin Daniel. In calitatea sa de protopop la Pancevo i-a incre-
dintat lui Daniel pictarea iconostasului noii sale biserici parohiale. Interesul pentru
arta picturii si I-a manifestat pe timpul sederii lui Konstantin Daniel la Pancevo si,
indrumat de acesta, a inceput sa picteze. Desi lucrarea Nascdtoarea de Dumnezeu nu
este semnatd, ea repetd solutia icoanei imparatesti Nascdtoarea de Dumnezeu a lui
Konstantin Daniel de pe iconostasul bisericii din Panc¢evo, motiv pentru care si este
atribuita lui Konstantin Arsenovi¢. Icoana expusa este de dimensiuni mult mai mici
in comparatie cu cea a lui Daniel de pe catapeteasma bisericii din Pan¢evo. In am-
bele cazuri, floarea de crin din méana Maicii Domnului face trimitere la evanghelica
Buna-Vestire, in timp se tonurile roz si ocru cu care Arsenovi¢ picteaza maforionul
Maicii Domnului si fundalul cu nori pe care ea sta, lasd impresia de tandrete si de
reflexie aurie.

Portretul Episcopul Emilijan Kengelac este pictat de Konstantin Daniel in anul
1867. In paralel cu acest portret in fata publicului este expus Portretul Arhimandritu-
Iui Pavle Kengelac pictat de méana unui artist neidentificat, copie a portretului pe care
comunitatea Parohiei Ortodoxe din Pancevo a comandat-o lui Konstantin Daniel pe
la anul 1832.* Paralele sunt in acest caz usor de remarcat — doi membri ai familiei
Kengelac din Kikinda, clerici, améndoi imortalizati in portretele lui Konstantin Da-
niel. Pavle Kengelac a fost arhimandritul Manastirii Sfantul Gheorghe (de pe Barza-
va), profesor la Seminarul Teologie din Timisoara, avand si preocupari literare. Cea
mai importanta lucrare a sa este Jeciiecitisocnosuje (Tratat de Stintele naturii), prima
carte stiintificd a sarbilor despre naturd, tiparita in anul 1811 la Buda.” Iar Emilijan
Kengelac a petrecut o parte a vietii sale monahale la Timisoara, alaturi de episcopul
locului, pentru ca in anul 1853 el insusi sa devina episcop al Varsetului. In mod de-
osebit, Episcopul Kengelac a luptat pentru ocrotirea ortodoxiei in Austro-Ungaria si
pentru combaterea uniatiei aparute printre crediciosii de etnie romana. In potretul
sdu bust, realizat de Daniel, Episcopul Kengelac este reprezentat ca o personalitate
marcantd, sobrd, cu privirea usor incruntatd, in contrast cu privirea mai obosita si
mai relaxatd, dar la fel de limpede a lui Pavle Kengelac.

**In lista lucririlor lui Konstantin Daniei publicati in 1961 ca parte componenta a catalogului cu privire la
pictorul respectiv, sunt mentionate portretele lui Emilijan si Pavel Kengelac, precum si precizarea cé la Budapesta
se afla replica portretului lui Pavel: B. ITonoBuh, ,,Karanomku cniucax’, y: Koncitianiwun Janun. 1789 (?) - 1873,
Hapopuu my3sej 3pemanuH, 3pewanut 1961, 94, 105; Pentru atribuirea portretului lui Pavel Kengelac din Palatul
Episcopal Sarb din Timisoara unui pictor neidentificat: Cpiicka ypxeena ymeitinocii y Pymynuju, 1. Koponuja
IIpkBemwakos, (red.), Tanepuja Maruue cpricke, Hosu Cap 2017, 61.

» I1. By, ,»Kusort u feno ITaBna Kenrenua’, y: 360pruk pagosa kongeperyuje “Passoj acitiporomuje kog
Cpba VI”, C. M. Iumnrpujesuh (red.), Beorpan, 2011, 429-437.



tuHa JJaHuna oko 1832.* Ilapasene cy oBjie 1aKO yO4bMBe — JBOj/IIA YWIAHOBA I10-
poxune Kenrenan ns Kuknsye, mpunajHIIN CBEIITEHCTBA 1 000j1Ija OBEKOBEYeHM
noprpetnma KoncrantnHa JJanwna. [laBme Kenrenar je 610 apXyMaHApUT MaHa-
crupa Cenbypba, npodecop Temnisapcke borocmoscke mkosne a 6aBuo ce n Kmbiu-
»xeBHoIIhy. HberoBo Hajo3HaTHje KIBVDKEBHO JIETIO je Jecillecilié0cnosUje, KbIUTa O
npupony Kojy je 1811. mrammao y bynumy.”® EMunujan Kenrenar je jeman meo cBor
MOHAIIIKOT )KMBOTa IpoBeo y TeMMIIBapy y3 TaMOIIer emnucKomna, fa 6u 1853. n
caM II0CTao BIafuKa Bpurauky. Enmckon Kenremnar ce HapounTo 60puo 3a 04yBarmbe
IIpaBOC/IaB/ba y AyCTPOyrapCcKoj M IPOTUB ojaBe YHUje MeDhy BepHUIIIMa pyMyHCKe
eTHN4YKe npunagHocty. Ha JlaHnmoBoM monpcHoM mopTpeTy enmuckon Kenremany
IIpefiCTaB/beH je Ka0 MapKaHTaH YOBEeK O30V/BHOI /IMIja ca IIOMajio HaMproheHnm
IIOI7IefIOM, HACYIPOT YMOPHMjeM U OIYIITEHMjeM aJlyl IIOAjeHAKO OMCTPOM IIOITIeRy
ITaBma Kenrenia.

Y Pusanum CpIicke IpaBoC/IaBHe elapXxyje TeMUIIBapCKe YyBa ce nurorpag-
CKM KaMeH HerosHaror mutorpada ca npepcrasoM Jocureja Obpagosuha ns 1861.
roguHe. Hakon mro cy konsepsaropu [anepuje Marniie cpricke ma>x/bBO O9MCTHIN
Y IPUIIPEMU/INM OBaj KaAMEH 3a IOKYIIaj IIOHOBHOT OTUCKMBAambha MCIIOCTABUIIO Ce ia
TO, 300T JIOIINX yC/I0BA 3aLITHUTe, BUIIe Hije Moryhe. Y /by O4yBarmba M3BOPHOT IIp-
TeXKa Ha IUTorpadcKkoM KaMeHy OH je cajja 3aumtuhen cimojem rymmapabuke.” Vnax,
y lanepuju Maturie cpIicke ce 4yBa OTHCaK ca OBOT IMTorpadckor kameHa us 1867.
KOjM je IpuInKoM usnoxoe ,, [lapanene” nznoxxen. JINCT je JaToBaH y HATINICY UCIION
IIPEZCTaBE I7I€ j€ KAO IIOBOJ, lbeTOBOT OTHCKMBatha HABEJNEHO OTKPMBarbe CIIOMEH-I17I0-
4e y locurejeBom pogHom HYakosy. Y oBanHOM 11o/by oKep ToHa Ilopinpein [Jocuitieja
Obpagosuha wm3BeneH je mpeMa nuTorpaduju dyBeHOr AHacTaca JoBaHoBuha.
JlocuTtej je MpeACTaB/beH y CKIaly Ca 3aXTeBMMa PENpPe3eHTATUBHOT MOPTpeTa —
KIbJTE KOj€ Ta OKPYXKYjy YKa3yjy Ha IberoB MHTENEKTya/THU IIO3UB, IOK jeAHY KIbUTY
u apxu y pyun. Jpyra JlocutejeBa pyKa je UCIIOf, peBepa HberoBor KalyTa IITo je
recT Koju MOPEKIO BOAY Ca CTaTya PMMCKUX OpaTopa M yKasyje Ha OMIUTY yraabe-
HOCT noprpetucasor. [Ipema oBoM oTucKy HermosHaror jmrorpada seh nomenyTn
Jby6omup Anexcanpposuh je Hacnukao Ilopiipein Jocuitieja Obpagosuha xoju je
1oK/10HKO CpIICKOj IPaBOC/IaBHOj IIPKBEHOj ONIITHHY Y Temumisapy.

Aymonopitipeini y kaganu CreBana Anexkcuha M3IoxeH je y iBe Bepauje Koje Cy
HacTaJIe Y pa3MaKy Off IPMOIVIKHO JIBe JielieHNje — IIPBa Y CIMKApeBUM paHMM TOJM-

'Y nonncy pagoBa Koncrantnsa [lanmma koju je objabeH 1961. roguHe Kao CacTaBHM €0 KaTa/Iora
0 OBOM C/IMKapy, HaBefieHU cy noprpery Emunmjana u ITasna Kenrenna xao u to ga y Byaummemryn nocroju
permuka ITaBmosor noprpera: B. ITonosuh, ,Karanowmknu cnucax”, y: Konciwaniun Janun. 1789 (?) - 1873,
Hapopun mysej 3pewanus, 3pewanut 1961, 94, 105; 3a arpubynparme noprpera [Tana Kenrenia us Pusuuie
Enmckornckor gopa y Temumsapy HerosHaToM cimkapy: Cpiicka upkeena ymeitinoctit y Pymynuju, . Koponuja
LipxBemwaxos, (yp.), [anepuja Maruue cpucke, Hosu Cap 2017, 61.

»11. Byua, ,,)Kusor u geno ITaBma Kenrenma’, y: 36opHquag03a Kortgﬁeper—tuuje »Paseoj actiporomuje kog
Cp6a VI”, C. M. Dumurpujesuh (yp.), Beorpag, 2011, 429-437.

¢ I. Bykcanosuh, [I. leciorosuh, op. cit., 51.
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In Tezaurul Episcopiei Sarbe a Timisoarei se pastreaza piatra litografiatd de un
artist neidentificat, reprezentdndu-1 pe Dositej Obradovi¢, din anul 1861. Dupa ce
specialistii conservatori ai Galeriei Matica Srpska au curatat atent si au pregatit piatra
in cauzd pentru a se incerca o noua imprimare, a rezultat cd acest lucru nu mai este
posibil din cauza conditiilor precare de pastrare. In scopul salvirii desenului original
de pe piatra litografiata el este acum protejat de un strat de guma arabica.” Totusi,
la Galeria Matica Srpska se péstreaza o litografie din anul 1867 de pe aceasta piatra,
si litografia in cauza este expusd cu aceasta ocazie. Lucrarea este datata sub imagi-
ne, unde ca prilej pentru imprimare este indicata dezvelirea placii comemorative in
Ciacova natald a lui Dositej. In cAmpul oval cu tonalitatea ocru, chipul lui Dositej
Obradovi¢ este reprodus dupa litografia vestitului Anastas Jovanovi¢. Dositej este
reprezentat in conformitate cu exigentele portretului reprezentativ — cartile care il
inconjoara indicd vocatia sa de intelectual, iar o carte o are chiar in méana. Cealaltd
mana Dositej o fine sub reverul paltonului, aluzie la gestul care isi are originea in
statuile oratorilor romani si indica eleganta celui portretizat. De pe aceasta litografie,
datorata unui necunoscut, deja pomenitul Ljubomir Aleksandrovi¢ a pictat Portretul
lui Dositej Obradovié, pe care l-a daruit Comunitatii Bisericesti Ortodoxe a Sarbilor
din Timisoara.

Autoportretul din carciumd al lui Stevan Aleksic este expus in doud variante,
aparute la interval de aproape doua decenii — prima in anii tineretii pictorului iar
a doua dupd incheierea Primului Razboi Mondial, cu patru ani inainte de decesul
artistului. Pe mai multe din autoportretele lui Aleksi¢ tema mortii este prezentd sub
forma de schelet, care-i canta la vioara tot apropiindu-i-se de obraz, ceea ce, deja de
multe secole, in Europa fusese reprezentarea iconograficd a cunoscutei idei ,,memen-
to mori“ - adu-ti aminte ca esti muritor, a cirei continuare nescrisa este - si fiecare
zi petreceti-o cat mai bine. Astfel, in autoportretele sale, Stevan Aleksi¢ se pozeazd in
carciuma la masa, obligatoriu in compania cunoscutilor sau colaboratorilor sdi si a
nelipsitului inventar al carciumilor - sticla cu vin, pahare, tabachera cu tutun si cutia
de chibrite.?” Cu paharul in mana ridicat Aleksi¢ toasteazd in cinstea privitorului, pe
cata vreme zambetul de pe chipul sdu apare caricatural in momentul constientizarii
faptului ca viata omului este trecatoare.

Pictorul spatiilor limitd, cum il denumeste dr. Jasna Jovanov pe Stevan Aleksi¢,*
picteaza in ultimul an al vietii sale Portretul unui tandr si tabloul Un tandr ingdndurat
(Ascetul), in care, cel mai probabil, este reprezentat un membru al familiei sale. In
acelasi an 1922 a pictat o serie de tablouri pentru sala de mese a Manastirii Bezdin.

26 1. Byxcanosuh, [I. lectiorosuh, op. cit., 51.

77 Ciio gena Ianepuje Matwiuye cpiicke, C. Mumnh (red.), Tamepuja Matuue cprcke, Hosu Cap 2017; J.
JoBaHoB, op. cit., 151-159.

7. JoBaHoB, op. cit., 113.



HaMa I pyTa [10 OKOHYamYy IIpBor cBeTcKor para, 4eTUpy TOAVHE IIPe HeroBe CMPTH.
Ha Bume AnekcuheBux ayronopTrpera TeMa CMPTH je IPUCYTHA Y BUAY CKeeTa Koju
MYy, CBMpajyhu BUONMHY, IpKIa3y CacBUM y3 00pas, IITo je mKoHorpaduja Beh MHOro
BeKoBa y EBponu nmosHare uzeje memento mori — ceitiu ce ga cu cMpitian Yuju je, 4ecTo
HEeMVICAaHV HACTaBaK — U KUBU c6aKU gaH Hajoormwe wiitio moxcewt. Tako CreBaH Ajek-
cuh Ha ayronoprpernma cebe cMemnra 3a KadaHCKM CTO, 06aBe3HO ce OKpPYXyjyhn
NO3HAHUIVIMa VIV CapaJHUIIMA 1 HeM30e)XHUM KadaHCKMM MHBEHTapOM — O0L[0M
BUHa, YalllaMa, TabakepoM ca AyBaHoM u mmbuiama.” [Ip>kehu ganty y y3auruyroj
pyun Anexcuh Hazgpapsba ocMaTpady JOK MY je Ha JIMITY OCMeX JOBeeH [0 KapyKa-
Type y MOMEHTY CIIO3Haje IIPO/Ia3HOCTY JbYACKOT KUBOTA.

Cnukap rpaHMYHMX NOAPYY)ja, KaKo Jgp JacHa JoBaHOB HasyuBa CreBaHa Ajek-
cnha,?® y mocienoj TORMHY CBOT XUBOTa cnuka [lopipeini mnaguha v cnmuky 3a-
mumimwenu mnaguh (Vciiocnux) Ha KojuMa HajBepoBaTHYje IIPMKa3syje jeflHOT YiaHa
cBoje ¢pammmje. Vicre 1922. papno je cepujy cimka 3a Tpresapujy MaHacTupa be-
3pyHa. ToM IpMIMKOM HacTasle Cy pelMruo3He KOMIIO3MIMje BeMKor popmMaTta Koje
O3HauaBajy mocnenmy $asy AnekcuheBor cTBapanamTBa. Y3 U3/MI0XKeHO Basegerve
Boiopoguue ca iBe CKille Koje Cy IpeTXOfMIe KOHAYHOj Bep3nju, Anekcuh je 3a be-
3nvH ypaauo u TajHy eeuepy, Yciiewe Kao 1 MOHyMeHTanHe ctojehe ¢purype Cseitiol
Case u Cseitiol Cumeorna. YropebheHe ca BeIMKOM KOMIIO3UIVjOM, M3JIOXKeHe IIpU-
IIpeMHe CKUlle Cy HelloCpelHMje, Befpuje, IyHe KUBOTa* — IITO TOBOPU O PajiHOM
elaHy Koju je Anmexcuha mpartmo 1o caMor Kpaja >KMBOTA.

NMAPANENHWN KYNTYPHWN KOHTEKCTW

Nsnoxo6y ,Ilapanene. TemumBap / Hosu Cap’ mupejHO 3a0KpyXyjy Hena
HacTana HakoH 1918. roguHe of Kajia ce, ycneq 4Py TBEHO-TIOIUTUYKUX OKOTHOCTM,
Hosu Cap n TemumBap Bullle He Hajlase yHyTap jefiHe Ap>kaBe. To ce HeMMHOBHO
OJpa3u/Io Ha HEKaJla jeIMHCTBEHY KYITYPHI IIPOCTOP Y YMjeM Cy Ce OKBUPY OBa JIBa
rpaja 1o Taga passujana. [Io okoHuamy IIpBor cBeTCKOr para Ha MO30PHUILLY UCTO-
puje ymetHocTH Beh je cTynmma MofepHa yMeTHOCT, foHOcehu HOBe Mjeje, muTama
1 1po6yieMe Helo3HaTe yMeTHUIMMA IpeTXofHuX eroxa. Hosu Cap n Temuiusap u
[a/be OCTajy BaXKHYM KY/ITYPHU LEHTPY a/Ii Cajia y JBe PasIu4uTe gpiKaBe, YuMe Cy
BIXOBe MelycoOHe Bese ;0ONIIe MHTEepHALIMOHAIHY KapaKTep.

¥ Ciiio gena lanepuje Mammiuye cpiicke, C. Munmh (yp.), Tanepuja Mature cprcke, Hosu Cap 2017, 138;
J. JoBanos, op. cit., 151-159.

28 1. JoBaHoB, op. cit., 113.
2 Ibidem, 87.
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Cu aceasta ocazie au rezutat compozitii de mari dimensiuni care marcheaza ultima
faza a creatiei lui Aleksi¢. Alaturi de tabloul expus Intrarea in Bisericd a Maicii Dom-
nului, impreuna cu doua schite care au precedat versiunea finald, Aleksi¢ a pictat
pentru Manadstirea Bezdin Cina cea de Taind, Adomirea Maicii Domnului, precum si
monumentalele figuri in picioare ale lui Sfantul Sava si Sfantul Simeon. In comparatie
cu marea compozitie, schitele pregatitoare expuse sunt mai directe, mai senine, pli-
ne de viata®, expriméand insufletirea creatoare care nu l-a parasit pe Aleksi¢ pana la
sfarsitul vietii.

CONTEXTELE CULTURALE PARALELE

Ideatic expozitia este circumscrisa de operele aparute dupa anul 1918, de cand
Novi Sad si Timisoara, din motive socio-politice, nu se mai afld in acelasi stat. In
mod inevitabil, aceasta s-a reflectat asupra spatiului cultural odinioara unic, in cadrul
caruia s-au dezvoltat panad atunci cele doud orase. Dupa terminarea Primului Razboi
Mondial, pe taramul istoriei artei si-a facut deja prezenta arta moderna, aducand idei
noi, intrebdri si probleme necunoscute artistilor epocilor anterioare. Novi Sad si Ti-
misoara raman pe mai departe centre culturale importante, insa acum in doua state
diferite, motiv pentru care legaturile lor reciproce capatd un caracter international.

Fatd in fata cu Fata in albastru (Fata de la Morava) a lui Uro§ Predi¢ din 1879/80,
este expus Portretul de femeie pictat de Stevan Aleksi¢ in 1920. Comparand cele doua
portrete, la prima vedere surprinde asemanarea lor, ceea ce este doar una din paralele
care le unesc. In ambele cazuri este vorba de portretul bust al unei tinere femei. Pirul
castaniu ondulat al amandurora este adunat sub basmaua de culoare rosie cu fundita,
iar pe fetele lor cu reflexe de portelan buzele sunt pictate cu gingasa culoare roz. Pri-
virea personajului Fata de la Morava al lui Predi¢ este orientatd in afara cadrului por-
tretului, lipsindu-1 pe privitor de posibilitatea comunicarii directe, motiv pentru care
lasd impresia de distantare, in timp ce privirea necunoscutei tinere femei a lui Aleksi¢
il patrunde pe privitor, continudndu-se undeva in departare. Personajele sunt dispuse
inaintea unui fundal neutru cu ton maro, poarta camasi albe si veste peste acestea.
In acelasi timp, cele doud portrete sunt expuse ca ilustrare a modificirilor subtile
prin care epoca modernd va fi clar delimitata de epocile anterioare. Fata in albastru
este pictatd in spiritul academismului, deja de mult timp implementat in programele
Academiei de Arte Frumoase din Viena, unde a studiat Predi¢. In contrast cu aceas-
ta, miscarea penelului lui Aleksi¢, elevul Scolii din Miinchen, este mai libera, absor-
bind experienta modernistilor europeni timpurii. Continuand cdutarea altor paralele
provocate de contemplarea celor doud portrete, se poate ajunge si la caracteristici

¥ Ibid, 87.



Hacnpawm /[lesojke y inasom (Mopasxura) Yporua IIpennha n3 1879/1880. us-
noxeH je JKencku tiopinipeini xoju je CreBaH Anexcuh Hacimkao 1920. Kaga ce ymo-
pene, oBa iBa IOPTpeTa Ha IIPBYU IIOIJIEN [eTyjy BeoMa CAMYHO LITO je CaMo jefiHa O
mapajiefna Koja ux cmaja. Y o6a ciydaja ped je o IOIIpCHOM HOPTPeTy MIafie KeHe y
TPUYETBPT cTaBy. TamacacTa 6paoH Koca OKYIUbEHa je, KOf 00e IeBojKe, MCIIOf, Lp-
BeHe MapaMe Ca MAaIIHOM, JJOK Cy Ha IbMXOBUM JIMLMMA ITOPLIETAHCKOT OfiCjaja YCHE
C/IMKaHe HeXHMM pyxkudactuM toHoM. Ilornen IlpenuheBe Mopaskure ycMepen
je BaH OKBMpa ClMKe yKupaajyhm nmocMaTpauy MOryhHOCT IMpeKTHe KOMYHUKaIje
36or yera OHa Jielyje AMCTAHIVIPAHO, JOK moren AynekcuheBe HelosHaTe Miajie
KeHe TIpo7Ia3y Kpo3 IocMaTpada 3aBpiuasajyhu ce Herfe y mabuHn. [leBojke cy mo-
CTaB/beHE UCIIpe], HeyTpasiHe I03afinHe OPAOHKACTOT TOHA, OfieBeHe Y 6e/le KOoLIysbe
IIPEKO KOjuX HOce pcyke. VicToBpeMeHo, 0Ba iBa OPTpeTa Cy M3/I0)KEHa Kao Ipu-
Mep CYITWIHUX IIPOMeHa KojuMa he fo6a MofepHOCTM OUTH jaCHO pa3rpaHM4eHO
Ofl IPeTXOAHMUX enoxa. [esojka y Unasom je CIMKaHa y ByXy aKaJeMusMa OflaBHO
yTrBpheHor y nmporpammuma 6edke 1MKoBHe AKajieMuje Ha Kojoj ce [Ipennh mikomno-
Bao. Hacympor ToMme, mores yeTkuiie MuHXeHCKOr haka Anexcuha je crmobopuujn
U JIO 1hera JONMPY UCKYCTBA PaHMX €BPOICKUX MOJEPHUCTA. Y IPOHANIACKY /la/bUX
mapasiena IMOfCTaKHYTUX IIOCMaTpambeM OBa JiBa MOPTpeTa MoxXe ce fohu fo 3ajern-
HIYKUX KapaKTePUCTMKA KOje HaJulase MojeMHaYHa JIe/la: MAKO Cy Ce MIKOTIOBA/IN
Ha pa3/IM4NTUM aKafieMyjaMa ¥ YMeTHIYKY (pOpMMpan y pa3nnanTiM KyITypPHUM
cpepunaMa, [Ipenuh n Anexcuh cy 6unum ctunenpucTy Maruie cpricke u usa cebe
Cy OCTaBM/IM OOMMHE CTIMKapCKe OITyce y KOjuMa ce Hajlase IpBU U3TAHIY MOJEepHM-
3Ma y MCTOPUjU CPIICKe YMETHOCTH.*

Kopuemny Jby6a je 6uo caBpemenuk Ypoura IIpennha u Cree Anekcuha amm
je IBeroB OIIyc, HIOCMaTpPaHO Ca TeMATCKOT ¥ pOpMaTHOT acleKTa, CHAKHIUje Mofiep-
HIUCTUYKN opujeHTHCaH. /byba je mopexnom u3 Bpmma a mxonosao ce y bygum-
IELITY — HAajIpe je CTyAMpPao apXUTEKTYypy Ha IlonmTexHMYKOj MKOIM HAKOH 4Yera
npenasy Ha AKajemMujy nenmux ymeTHocty u 1905. pummommpa nprame. Paguo je
Kao npodecop rumHasuje y CyboTuiy rje je ZOIpuUHEO peopraHusanyuju obpaso-
BHOT CUCTeMa, ia OU IOTOM MCTMM HOBOOM 610 aHrakoBaH y Temumsapy. Osge
je 1921. roguHe y4ecTBOBao y ocHMBamwy [pymTsa nenux ymerHoctu.” Cnmkama
Kopuennjy Jby6e Ilejsaxc iiopeg Cyboitiuye, Ilejzax, Iyka y Koncimanyu v Mpitisa
ipupoga Kao napasnesne usnoxene cy cnuke: Ceno y Bojeoguru Visana Pagosuha —
Takohe mopexsom BpuruanuHa u cTyfeHTa OyAMMIICIITAHCKE IMKOBHE AKafieMuje,
kao u Cpemcku Kapnosyu HoBocahannna Creana Makcumosnha koju manum ¢op-
MaTOM, CBET/IMM KOJIOPUTOM /i U OfabpaHUM CETMEHTOM Iej3axka ca IIPKBEHMM

* T. Tankosmwesuh byrapcku, Konexyuja xao oinegano. Mogeprnuszam y genuma u3 lanepuje Maitiuye
cpiicke, Katanor usnox6e, fanepuja Maruue cpricke, Hosu Cap 2021.

' E. Miklosik, Arta bandteand interbelicd: Graphite, Timisoara 2006, 33-34.

79



80

comune care depasesc lucrarile luate individual: desi au studiat la academiile de arta
diferite si s-au format artistic in diferite medii culturale, pictorii Predi¢ si Aleksi¢ au
fost bursieri ai Institutiei Matica srpska, lasand in urma lor mosteniri picturale volu-
minoase, in care se regasesc primele filoane moderniste in istoria artei sarbe.*

Corneliu Liuba a fost contemporan cu Uro$ Predi¢ si Stevan Aleksi¢, dar opera
sa privita sub aspectul tematic si formal, este mai viguros orientata spre modernism.
Corneliu este originar din Varset. A studiat la Budapesta — mai intai a studiat arhitec-
tura la Scoala Politehnicd, dupa care se transfera la Academia de Arte Frumoase pe
care a absolvit-o in anul 1905 la specialitatea desen. A lucrat ca profesor la Liceul din
Subotica, unde a contribuit la reorganizarea procesului de invagamant, pentru ca apoi
in acelasi scop sa fie angajat la Timisoara. Aici, in anul 1921 a participat la infiintarea
»Societdtii de Arte Frumoase®?' Drept paralele pentru tablourile lui Corneliu Liuba
Peisajul de langd Subotica (Sdlasul), Peisaj, Portul din Constanta si Vaza cu flori si
manechin, sunt expuse tablourile: Sat in Vojvodina al lui Ivan Radovi¢, de asemenea
originar din Varset si student al Academiei de Arte Frumoase din Budapesta, Srem-
ski Karlovci al lui Stevan Maksimovi¢ din Novi Sad, care, prin dimensiunile mici,
prin coloritul luminos, dar si prin segmentul peisajului ales cu turnurile bisericilor,
reprezintd puternice paralele de forma cu tabloul colegului din Timisoara. Tabloul
Portul din Rijeka al lui Vasa Pomorisac constitue o paralela la peisajul marin al lui
Corneliu Liuba. La aceasta se mai adauga faptul ca Pomorisac este nascut in Banat,
la Modos, unde a luat primele lectii de picturd de la Stevan Aleksi¢. In localitatea
banateana Dobrica s-a nascut Zora Petrovi¢. Tabloul ei Florile este expus fata in fata
cu tabloul lui Corneliu Liuba, inainte de toate datorita paralelei in gamele coloristice,
dar totodatd amintind si faptul ci amandoi au studiat la Budapesta. Intr-o expozitie
astfel conceputa, prin secventele diferitelor impulsuri moderniste se releva faptul ca
in cadrul unicului spatiu cultural de odinioara, in decursul secolului XX s-au format
doud contexte culturale, care se dezvolta in paralel, cultivand in continuare raporturi
reciproce apropiate.

Astézi Novi Sad si Timisoara sunt orase infratite. Atunci cand in anul 2016 am-
bele orase au primit titlul de capitale culturale ale Europei pentru anul 2021, aceasta
a constituit un frumos prilej pentru rememorarea trecutului comun si crearea de noi
legaturi prin scoaterea in evidentd a legaturilor lor istorice. Pentru ca povestea Parale-

% T. Tankoswesuh byrapcku, Konexyuja kao oinegano. Mogepnusam y genuma u3 Ianepuje Maitiuye
cpiicke, kaTanor usnox6e, lanepuja Mature cprcke, Hosu Cax 2021.

31 E. Miklésik, Arta bandteand interbelicd: Graphite, Timisoara 2006, 33-34.



TOPH:EBMIMA IIPaBY CHaXHe GOpMaTHe Iapajesie ca CIMKOM TeMUIIBAPCKOT KOJIere.
Cmuxom Ca tpuciianuwitia y Pujeyu Baca Ilomopumran ynay napaneny Jbyounom
MOpcKoM 1ejsaxy. Ha To ce HajoBesyje u unmennna aa je [lomopumarn poben y
banaty, y Mogoury, rfie je mpumuo npBe caukapcke neknmje on CreBana Anekcnha.
Y 6anarckom Mmecty JJo6puna pohena je 3opa Ilerposuh. Ibeno Isefie n3noxeHo
je Hactpam Jbyb6uHOr Hajipe 360r mapasesne y KOJIOPUCTUYKMM TaMaMa, ali ¥ Kao
CBOjeBPCHU IIOJICETHMK Jia Cy ce 06oje mkonoBamyu y bygummenn. OBakBoM IO-
CTaBKOM C€ KPO3 CEKBEHIIE pasIMIUTUX MOJIEPHUCTUYKIX MMITyJICa IIOKasyje fia Cy
ce, Ha HeKaJla jeAMHCTBEHOM KY/ITYPHOM IIPOCTOPY, TOKOM XX Beka popMupaa a
KYITYpHa KOHTEKCTa KOju ce Iapajie/THO pa3Bujajy Heryjyhu u name 6mmucke meby-
coOHe Bese.

g 0
& 8
sk sk

Hanac cy Hosu Cap n Temumsap nobpatumpenn rpagosu. Kap cy 2016. ob6a
rpajja ocBojuna TutTyny EBporicke npecronniie Kynrype 3a 2021. 610 je TO eI TOBOJ
3anoziceharme Ha 3ajeTHIYKY IPOLIIOCT M CTBapabe HOBMX Be3a KPO3 VICTULATbE IbII-
XOBe UCTOpMjcKe moBe3aHocTu. Kako 6u Ta nmpuya nop HacmosoM ,,ITapanene” 6una
HajaJleKBaTHYje MCIpUYaHa, ofabpaHa Cy yMeTHUYKA Jie/la I3 YCTAaHOBA CMELITEeHNX
Hela/IeKo Off TEMUIIBAPCKOr 11 HoBocazickor Tpra crnob6ope. Cana ce ogabpana fiena
Hajla3e Ipef MyO/INKOM 3ajeJHO ca OBOM IIPMYOM O II0OBEe3aHOCTM /iBa rpaja. Vueja
0 KY/ITYpOJIOLIKVIM ITapajienamMa u3Mehy nBe cpefiiHe cBOjoM yHMBep3anHomhy uMa
IOTEHLIMjaI ja JOCETHe BeYHOCT YKOIMKO OM CacCTaBHM JIe0 IeHe peanusaryje 6110
IpeHolleke MaMhema Ha cBaky crefiehy reHeparujy, onpxaparbe Be3a Koje Cy HaIlli
Ipeny U3rpajyIi aly U CTBapame HOBUX KYITYpHUX MOCTOBa. C TUM y Be3U Tpu
arncTpakTHe Komnosnunyje Mupocnasa [Tasnosnha, pohenor y Cpbuju a mxonosa-
Hor y PymyHnuju, Hacrane HakoH 2000. M37I0)KeHe Cy OBOM IIPMIMKOM Kao CMMOOI
HacTaBKa HeroBama napasesna Ha penanuju Temumap — Hosu Cap y XXI Beky.

Vsnox6a [apanene xoja he kao feo nporpama EBporicke rmpecToHm1e Kynirype
6uty npencras/peHa TokoM 2022. y Hosom Capy a 2023. y TemnmiBapy, nokasyje
KaKO aKTYe/lHO BpeMe II0CMaTpa Bede M3Mehy Hallla /jBa rpaja, Myseja 1 Ky/ITypa.
IToByuene mapasese jegHa cy Moryha rmocraBka eBpOIICKe YMETHOCTH OBOT KY/ITYp-
HOT ITpocTopa. IbuxoBu ofpasu curypHo ce MOTY BUIETY U Ha APYTUM reorpadckmm
IIPOCTOpPYMA U Y KOJIEKI[MjaMa IPYTUX My3€ja. Y OBOM MCTOPMjCKOM TPEHYTKY Kaja
Hosu Cap u Temumsap Hoce TuTyny EBporcke mpecToHuIie KyIType YMHIUIO HaM
ce BOKHO JIa YKa)KeMO Ha IJXOBY noBe3aHocT. To he Mmoxya moxcrahm Heke gpyre
rpajioBe I My3€je ja OTKPUjy CBOje Iapasese, jep caMo KaJja y YMETHOCTH IIPOHasIa-
3/IMO CIMYHOCTY U J€NMMO BPEHOCTH, KY/ITypa II0CTaje KOXe3MOHY €/IeMeHaT je-
IVIHCTBEHOT €BPOIICKOT YMETHIYKOT IIPOCTOPA.

Jp Anexcangpa Yenoscxu
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lelor sé fie redata cat mai adecvat, au fost alese opere de arta din institutiile localizate
nu departe de Pietele Libertatii din Timisoara si Novi Sad. Operele astfel alese se afla
acum in fata publicului aldturi de aceasta relatare despre conexiunile dintre cele doua
orase. Ideea despre paralelismul culturologic dintre doud medii, prin universalitatea
sa are potentialul necesar pentru a atinge vesnicia, cu conditia ca partea componenta
a realizdrii ideatice sa fie transmiterea memoriei catre fiecare generatie care urmeaza,
mentinerea legéturilor realizate de inaintasii nostri si crearea de noi punti culturale.
Referitor la aceasta, trei compozitii abstracte ale lui Miroslav Pavlovi¢, nascut in Ser-
bia, dar care a studiat in Romaénia, realizate dupa anul 2000, sunt expuse acum, ca
simbol de continuare a cultivrii paralelelor pe relatia Timisoara / Novi Sad in secolul
al XXI-lea.

Expozitia Paralele care, ca parte a programului Capitalele Culturale Europene,
va fi prezentata in decursul anului 2022 la Novi Sad iar in anul 2023 la Timisoara,
arata cum sunt privite acum legdturile dintre cele doud orase, muzee si culturi. Para-
lelele intuite sunt o posibila amenajare a unei expozitii de arta europeana din acest
spatiu cultural. Reflexele lor se pot observa cu siguranta si in alte zone geografice, in
colectiile altor muzee. In actualul moment istoric, cAind Novi Sad si Timisoara poarta
titlul de Capitald culturald europeana, ni s-a parut important sd evidentiem legaturile
lor reciproce si in acest fel sd impulsionam, poate, alte orase si muzee spre incercarea
de a descoperi propriile paralele, deoarece numai atunci cand in arta descoperim
asemadnari si distribuim valori, cultura devine element de coeziune in spatiul unic al
artei europene.

Dr. Aleksandra Celovski
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Hepemxo 3orpad ITonosuh (XVIII Bek)
Cseinin Josan Kpcitinien, 1776.

Temmnepa Ha aacuy, 32 X 40,5 cm

CIIET unus. 784

Nedelcu Zugrav Popovici (secolul XVIII)
Sfintul Ioan Botezitorul, 1776

tempera pe lemn, 32 x 40,5 cm

SPET inv. 784

Nedelco Popovié¢ (18* century)
Saint Jobn the Baptist, 1776
tempera on wood, 32 x 40.5 cm
SPET inv. 784

Teoaop Manh Yemmap (1746-1793)
Heye Xpucinioc, 1767-1770.

Temrepa Ha Aacuy, 100 x 50,3 cm
I'MC/Y 6509

Teodor Ili¢ Cesljar (1746-1793)
Lisus Hristos, 17671770

tempera pe lemn, 100 x 50,3 cm
GMS/U 6509

Teodor Ili¢ Cesljar (1746-1793)
Jesus Christ, 1767-1770

tempera on wood, 100 x 50.3 cm
GMS/U 6509



HemnosunaTu cankap
LBoiopoguya besguncka, 1765.
yme Ha 1aatHy, 82 X 57,5 cm
ITMT 953

Pictor necunoscut

Maica Domnului cu Pruncul, 1765
ulei pe panzi, 82 x 57,5 cm

PMT 953

Anonymous painter

Holy Virgin and Child (wpon Holy Virgin and the
Child from Bezdin), 1765

oil on canvas, 82 x 57.5 cm

PMT 953

Joxan Kpucro¢ Bunxaep (1701-1770)
boiopogquya Besquucka ca usireqom marnaciuiupa
Besquna, 1762.

bakpopes Ha marupy, 90,1 X 61 cm

I'MC/Y 3211/01

Johann Cristoph Winkler (1701-1770)

Muaica Domnului cu Pruncul, icoand din Bezdin,

cu panorama méndstirii, 1762

litografie pe hartie, de pe gravuri in cupru, 90,1 x 61 cm
GMS/U 3211/01

Johann Cristoph Winkler (1701-1770)

Holy Virgin and Child (wpon Holy Virgin and Child
from Bezdin) with the Bezdin Monastery, 1762
copperplate engraving, 90.1 x 61 cm

GMS/U 3211/01
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Credan Teneuxu (oxo 1720-1798)
Hcye Xpucmoc Ianitioxpaitiop, 1762.
yMe Ha ApBeTy, 72 X 53,5 cm

IIMT 1067

Stefan Tenetchi (cca 1720-1798)
Lisus Mintuitor, 1762

ulei pe lemn, 72 x 53,5 cm
PMT 1067

Stefan Tenecki (caa 1720-1798)
Christ Pantocrator, 1762

oil on wood, 72 X 53.5 cm
PMT 1067




Credan Teneuxu (oxo 1720-1798)

Csedtia Tpojuya ca ceeitinitiesuma, 1787.

yae Ha 1aaTHy, 132 x 84 cm
I'MC/Y 2448

Stefan Tenetchi (cca 1720-1798)
Sfanta Treime cu sfingi, 1787

ulei pe panzi, 132 x 84 cm
GMS/U 2448

Stefan Tenecki (cca 1720-1798)
Holy Trinity and Saints, 1787

oil on canvas, 132 x 84 cm
GMS/U 2448
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Jan Ban Xyxrenbypr (1647-1733)
Buitika xog lleiiposapaguna, 1720.
Gakpopes u 6aKpONKC Ha MAIHPY
KaLIMPaHO Ha KapToH, 48,5 X 61,4 cm
I'MC/Y 0534

Jan van Huchtenburg (1647-1733)
Bitilia de la Petrovaradin, 1720
litografie de pe gravurid in cupru, hartie
cageratd pe carton, 48,5 x 61,4 cm
GMS/U 0534

Jan van Huchtenburg (1647-1733)
The Battle of Petrovaradin, 1720
copperplate engraving and etching on
paper mounted on cardboard

48.5 x 61.4 cm

GMS/U 0534
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Josep Maxcumuanjau Koa6, K. I'yarea, Ayasur Po6ox (1824-1893)
Hosu Cag u Ileiaposapagun, 1857-1864.

6ojeHn yeankopes Ha nanupy, 15,5 x 24,2 cm

I'MC/Y 4357

Joseph Maximilian Kolb, K. Gungel, Ludwig Rohbock (1824-1893)
Novi Sad si Cetatea Petrovaradin, 1857-1864

litografie de pe gravuri in otel, hirtie colorati, 15,5 x 24,2 cm

GMS/U 4357

Joseph Maximilian Kolb, K. Gungel, Ludwig Rohbock (1824-1893)
Novi Sad and Fortress Petrovaradin, 1857-1864

painted steel engraving, 15.5 x 24.2 cm

GMS/U 4357
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HemnosnaTu cankap

Muiuposiornin kaprosauxu Mojcej Ilyiunux, 1779.

yoe Ha IAaTHY, 72,5 X 57 cm
CITET uns. 1528

Pictor necunoscut

Mitropolitul Carlovitului Mojsej Putnik, 1779
ulei pe panza, 72,5 X 57 cm

SPET inv. 1528

Anonymous Painter

Metropolitan of Karlovci Mojsej Putnik, 1779
oil on canvas, 72.5 x 57 cm

SPET inv. 1528

ITasea ITerposuh (1818/19-1887)
Topinpei csemitiennxa, 1844.

yMe Ha IaaTHy, 68,5 X 48 cm

IIMT 194

Pavel Petrovié¢ (1818/19-1887)
Portret de preot, 1844

ulei pe panzi, 68,5 x 48 cm
PMT 194

Pavel Petrovié¢ (1818/19-1887)
Portrait of a Priest, 1844

oil on canvas, 68.5 x 48 cm
PMT 194



Koncraurun Aanua (1802-1873)
Evuckois Emuaujan Kenieray, 1867.
yAe Ha IAaTHY, 47,5 X 37 cm

IIMT 219

Konstantin Daniel (1802-1873)
Episcop sirb Emilijan Kengelac, 1867
ulei pe panzi, 47,5 x 37 cm

PMT 219

Konstantin Danil (1802-1873)
Episcop Emilijan Kengelac, 1867
oil on canvas, 47.5 x 37 cm
PMT 219

Hemnosnarn cankap

Apxumangpuiti Iasae Kenieray, XIX Bex
yMe Ha aaTHy, 62 X 49 cm

CITET uns. 1532

Pictor necunoscut

Arbimandyitul Pavle Kengelac, secolul al XIX-lea
ulei pe pinza, 62 x 49 cm

SPET inv. 1532

Anonymous painter

Archimandrite Pavle Kengelac, 19" century
oil on canvas, 62 x 49 cm

SPET inv. 1532
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Koncranrun Aanua (1802-1873)
boiopogquya ca Hcycom Xpucitiom

y Hapyyjy, 1851,

ysme Ha aatay, 100 x 73,5 cm
[IMT 212

Konstantin Daniel (1802-1873)
Madona cu lisus in brage, 1851
ulei pe panzi, 100 x 73,5 cm
PMT 212

Konstantin Danil (1802-1873)
Holy Virgin and Child, 1851

oil on canvas, 100 x 73.5 cm
PMT 212

Koncrantun Aanua (1802-1873)
Topinpeisi mymrapya ca bpagom
cpeanna XIX Bexa

ye Ha IIAATHY, 55 X 44 cm
[IMT 1441

Konstantin Daniel (1802-1873)
Portret de birbat

mijlocul secolului XIX

ulei pe panzd, 55 x 44 cm

PMT 1441

Konstantin Danil (1802-1873)
Portrait of a Bearded Man
mid-19* Century

oil on canvas, 55 X 44 cm

PMT 1441




Koncrantun Apcenosuh (1782/83-1868)
Boiopoguya, oxo 1840.

ye Ha KapToHy, 42 X 33 cm

I'MC/Y 1971

Konstantin Arsenovici (1782/83-1868)
Niscdtoarea de Dumnezeu, cca 1840

ulei pe carton, 42 x 33 cm

GMS/U 1971

Konstantin Arsenovi¢ (1782/83-1868)
Holy Virgin, cca 1840

oil on cardboard, 42 x 33 cm

GMS/U 1971

Koncrantun Aanua (1802-1873)

Iaja ,Harwuxa” Huxoauh, impiosay us Temumesapa
oxo 1840-45.

YA€ Ha IIAQTHY KallIMPaHO Ha KapToH, 48 X 39,5 cm
I'MC/Y 0352

Konstantin Daniel (1802-1873)

Paja “Paléika” Nikolici, comerciant din Timisoara
cca 1840-45

ulei pe pAnzi cageratd pe carton, 48 x 39,5 cm
GMS/U 0352

Konstantin Daniel (1802-1873)

Paja “Paltika” Nikolié, Merchant from Timisoara
cca 1840-45

oil on canvas mounted on cardboard, 48 x 39.5 cm
GMS/U 0352
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Joxan (Janom) Aonar

Topiapeitin 4aanosa ipahancke dopoguye
npse acnennje XIX Bexa

yA€ Ha APBETY U HA ITAATHY
21,5%x155cm, 21 x 16 cm

22 x 15,8 cm, 21 x 15,6 cm

21 x 16 cm

[IMT 137-141

Johann (Jdnos) Donat

Portrete ale membrilor familiei burgheze
primele decenii ale secolului XIX

ulei pe lemn si pe panza

21,5% 15,5cm, 21 x 16 cm

22 x 15,8 cm, 21 x 15,6 cm

21 X 16 cm

PMT 137-141

Johann (Janos) Donat

Portraits of a Bourgeoisie Family
first decades of the XIX century
oil on wood and canvas,
21.5%15.5cm, 21 x 16 cm

22 x 15.8 cm, 21 x 15.6 cm

21 x 16 cm

PMT 137-141




Joxan (Janom) Aonar (1744-1830)
Ipogpuya Kaiapuna Kapauoru

poh. LUlinapembepi-Lllaymbypr, 1826.
yoe Ha TIAaTHY, 57,5 X 45 cm
I'MC/Y 1019

Johann (Jdnos) Donat (1744-1830)
Contesa Katharine Kardcsonyi

ndscutd Staremberg-Schaumburg, 1826
ulei pe pinzi, 57,5 x 45 cm

GMS/U 1019

Johann (Janos) Donat (1744-1830)
Countess Katharine Kardcsonyi

born Staremberg-Schaumburg, 1826
oil on canvas, 57.5 x 45 cm

GMS/U 1019

Henosnatu canxap (Joxan AoHar?)
Huinsan Aajous Kapauorwu, eeauxu rcyian
Toponiiascxe nyianuje, 1810-1820.

yae Ha aathy, 50,5 X 44,5 cm

I'MC/Y 1018

Pictor necunoscut (Johann Donat?)
Istvan Lajos Kardcsonyi, prefectul judetului
Torontal, 1810-1820

ulei pe panzi, 50,5 x 44,5 cm

GMS/U 1018

Anonymous painter (Johann Donat?)
Istvan Lajos Kardcsonyi, prefect of the Torontal
County, 1810-1820

oil on canvas, 50.5 x 44.5 cm

GMS/U 1018
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Koncranrun Aanua (1802-1873)
Aesojuuya ca xyyeitiom, 1840.

ye Ha TIAaTHY, 46,5 x 40,5 cm
[IMT 217

Konstantin Daniel (1802-1873)
Fetita cu citel, 1840

ulei pe panzi, 46,5 x 40,5 cm
PMT 217

Konstantin Danil (1802-1873)
Little Girl with a Puppy, 1840
oil on canvas, 46.5 x 40 cm
PMT 217

Casa Ilerposuh (1794-1857)
Hopiapeinn Cogpponuja Ipyjuha, 1854.
yme Ha maathy, 39,5 x 31,5 cm
I[IMT 215

Sava Petrovié (1794-1857)
Portretul lui Sofronie Grujic, 1854
ulei pe panzi, 39,5 x 31,5 cm
PMT 215

Sava Petrovié (1794-1857)
Portrait of Sofronije Gruji¢, 1854
oil on canvas, 39.5 x 31.5 cm
PMT 215




Casa Ilerposuh

Aesojuuya ca yseiion, 1839.
yae Ha IAaTHY, 63 X 52,5 cm
I'MC/Y 0142

Sava Petrovici

Fetita cu floare, 1839

ulei pe panzi, 63 x 52,5 cm
GMS/U 0142

Sava Petrovié

Little Girl with a Flower, 1839
oil on canvas, 63 x 52.5 cm
GMS/U 0142

Josau ITonosuh

Josan Cinepuja Ioziosuh, 1849.

yo€ Ha IIaaTHy, 29,5 X 22,2 cm
I'MC/Y 0412

Jovan Popovi¢

Jovan Sterija Popovié, 1849
ulei pe panzi, 29,5 x 22,2 cm
GMS/U 0412

Jovan Popovi¢

Jovan Sterija Popovié, 1849
oil on canvas, 29.5 x 22.2 cm
GMS/U 0412
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/oy6omup Asexcanpposuh (1828-1887)
Hopiapein Aocuinieja Obpagosuha, 1868.
yme Ha raatHy, 80 X 63 cm

CIIET

Ljubomir Aleksandrovi¢ (1828-1887)
Portretul lui Dositej Obradovic, 1868

ulei pe panza, 80 x 63 cm
SPET

Ljubomir Aleksandrovi¢ (1828-1887)
Portrait of Dositej Obradovié, 1868

oil on canvas, 80 X 63 cm

SPET

Koncrantun Aanua (1802-1873)
Tlopiupeiss ncene, cpearna XIX Bexa
yAe Ha IAaTHY, 54,5 X 44 cm

IIMT 1442

Konstantin Daniel (1802-1873)
Portret de femeie, mijlocul secolului XIX
ulei pe panzi, 54,5 x 44 cm

PMT 1442

Konstantin Danil (1802-1873)
Portrait of a Woman, mid-19" Century
oil on canvas 54.5 x 44 cm

PMT 1442




JOCHTHIA OGPAJOBHE
pelen 1930 4 00

mpeinhon OMLpHEIRA STOMEHE TACTE
v Baka¥y 15 Anryrma 1053

Henosnarn aurorpad, nsaao A. Pesnnuex
Aocuinej Obpagosuh, 1867.

Aurorpaduja Ha manupy, 41,8 x 31,4
I'MC/Y 2812

Autor necunoscut, lucrare editati de A. Rezni¢ek
Dositej Obradovié, 1867

litografie pe hartie, 41,8 x 31,4

GMS/U 2812

Anonymous lithographer, published by A. Rezni¢ek
Dositej Obradovié, 1867

lithograph print on paper, 41.8 x 31.4

GMS/U 2812

Koncranrun Aanua (1802-1873)
Bapbapa 3enenxaj poh. Ilnuy, 1832-35.
yMe Ha IAaTHy, 43,3 X 36,3 cm

I'MC/Y 1670

Konstantin Daniel (1802-1873)

Barbara Zelenkay néscuta Schmitz, 1832-35
ulei pe panza, 43,3 x 36,3 cm

GMS/U 1670

Konstantin Daniel (1802-1873)
Barbara Zelenkay born Schmitz, 1832-35
oil on canvas, 43.3 x 36.3 cm

GMS/U 1670
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/Moy6omup Anexcanaposuh (1828-1887)
Maraga ypura, npyra nososuna XIX sexa
ye Ha IIAATHY, 46 X 34,7 cm

IIMT 527

Ljubomir Aleksandrovi¢ (1828-1887)
Tiindrd femeie brunetd, a doua jumitate
a secolului XIX

ulei pe panzi, 46 x 34,7 cm

PMT 527

Ljubomir Aleksandrovi¢ (1828-1887)
Young Brunette, second half

of the 19* Century

oil on canvas, 46 x 34.7 cm

PMT 527

‘Heph Bamrrar (1834-1922)
Lopinpein 2Kuimonga Opmoma, 1885.
yse Ha raathy, 157 X 116 cm

IMIMT 112

Gyorgy Vastagh (1834-1922)
Portretul lui Ormds Zsigmond, 1885
ulei pe panza, 157 x 116 cm

PMT 112

Gyorgy Vastagh (1834-1922)
Portrait of Zsigmond Ormos, 1885
oil on canvas, 157 x 116 cm
PMT 112




/Moy6omup Asexcanaposuh (1828-1887)
bepauuya, 1878.

yse Ha raathy, 128,2 X 95,3 cm

I'MC/Y 3025

Ljubomir Aleksandrovi¢ (1828-1887)
Fata la cules, 1878

ulei pe panzi, 128,2 x 95,3 cm

GMS/U 3025

Ljubomir Aleksandrovi¢ (1828-1887)
Picker Girl, 1878

oil on canvas, 128.2 X 95.3 cm

GMS/U 3025

Tan Mop (1828-1899)

Casa Texeauja, 1861.

yme Ha raatHy, 236 X 160 cm
I'MC/Y 0007

Than Mér (1828-1899)
Sava Tekelija, 1861

ulei pe panza, 236 x 160 cm
GMS/U 0007

Than Mér (1828-1899)
Sava Tekelija, 1861

oil on canvas, 236 x 160 cm
GMS/U 0007
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Koncrantun Aanua (1802-1873)
Cpncka cemwarnxa us 1851.

ye Ha IIAATHY, 47,5 X 37 cm

I[IMT 220

Konstantin Daniel (1802-1873)
Tirancd sdrboaicd din 1851

ulei pe panzi, 47,5 x 37 cm

PMT 220

Konstantin Danil (1802-1873)
Serbian Peasant from 1851

oil on canvas, 47.5 X 37 cm
PMT 220

CreBan Aaexcuh (1876-1923)
Kencxu dopipents, 1920.

yMe Ha IAaTHy, 48 X 35,8 cm
IIMT 1718

Stevan Aleksi¢ (1876-1923)
Portret de femeie, 1920

ulei pe panza, 48 x 35,8 cm
PMT 1718

Stevan Aleksi¢ (1876-1923)
Portrait of a Woman, 1920

oil on canvas, 48 x 35.8 cm
PMT 1718
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Hukoaa Aaexcuh (1808-1873)
Jyaujana Pagax poh. Taiauh us Kuxunge, 1835-40.

y/me Ha maartHy, 73 X 57,2 cm
I'MC/Y 0354

Nikola Aleksi¢ (1808-1873)

Julijana Radak nascutd Tatié din Kikinda, 1835-40
ulei pe pinzi, 73 x 57,2 cm

GMS/U 0354

Nikola Aleksi¢ (1808-1873)

Julijana Radak born Tatié from Kikinda, 1835-40
oil on canvas, 73 x 57.2 cm

GMS/U 0354

Ypom Ipeanh (1857-1953)

Aesojxa y tiaasom (Mopasxuwa), 1879-80.
yae Ha raatHy, 51 X 41 cm

I'MC/Y 1919

Uro$ Predi¢ (1857-1953)

Fata in albastru (Fata de pe Morava), 1879-80
ulei pe panzi, 51 x 41 cm

GMS/U 1919

Uro$ Predi¢ (1857-1953)
Girl Dressed in Blue (Moravian Girl), 1879-80

oil on canvas, 51 x 41 cm
GMS/U 1919
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Cresan Aaexcuh (1876-1923)
Topiapeini maaguha, 1922.

yme Ha 11AaTHY, 47 X 31 cm
[IMT 1634

Stevan Aleksi¢ (1876-1923)
Portret de tinir, 1922

ulei pe panza, 47 x 31 cm
PMT 1634

Stevan Aleksi¢ (1876-1923)
Portrait of a Young Man, 1922
oil on canvas, 47 X 31 cm
PMT 1634

CreBan Aaexcuh (1876-1923)
Ayitosiopiupeins y xaparu

(ca tiepconngpurayujom cupiin), 1919.
yse Ha naathy, 70,5 X 96 cm

I[IMT 946

Stevan Aleksi¢ (1876-1923)
Autoportret la cafenea (cu Moartea), 1919
ulei pe panza, 70,5 x 96 cm

PMT 946

Stevan Aleksi¢ (1876-1923)
Self-Portrait at a Tavern (with Death), 1919

oil on canvas, 70.5 X 96 cm
PMT 946
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Cresan Aaexcuh (1876-1923)

Samumwenn maaguh (Heiocnux), 1922.

ybe Ha IIAATHY KallMPaHO Ha KapToH, 45,2 X 26,5 cm
I'MC/Y 0220

Stevan Aleksi¢ (1876-1923)

Téindr cufundat in ginduri (Ascetul), 1922

ulei pe pAnzi cageratd pe carton, 45,2 X 26,5 cm
GMS/U 0220

Stevan Aleksi¢ (1876-1923)

Young Man Immersed in his Thoughts (Ascetic), 1922
oil on canvas mounted on cardboard, 45.2 x 26.5 cm
GMS/U 0220

CreBan Aaexcuh (1876-1923)
Ayinosiopiapersi y kagarnu, oko 1904.
yae Ha nAaTHy, 77,6 X 79,7 cm
I'MC/Y 2407

Stevan Aleksi¢ (1876-1923)
Autoportret la cafenea, cca 1904
ulei pe panzi, 77,6 X 79,7 cm
GMS/U 2407

Stevan Aleksi¢ (1876-1923)
Self-Portrait at a Tavern, cca 1904

oil on canvas, 77.6 x 79.7 cm
GMS/U 2407

105



106

Crepan Aaexcuh (1876-1923)
Carasro mysuxanii, 1920.

yse Ha raaTHy, 85,5 X 46,5 cm
IIMT 1254

Stevan Aleksi¢ (1876-1923)
Slavko muzicantul, 1920

ulei pe panzi, 85,5 x 46,5 cm
PMT 1254

Stevan Aleksi¢ (1876-1923)
Slavko the Musician, 1920

oil on canvas, 85.5 x 46.5 cm
PMT 1254

Crepan Asexcuh (1876-1923)
Majxa ca geineniom, 1922.

yve Ha 1aaTHy, 66 X 36,5 cm
IIMT 902

Stevan Aleksi¢ (1876-1923)
Mami cu copil, 1922

ulei pe pinzd, 66 x 36,5 cm
PMT 902

Stevan Aleksi¢ (1876-1923)
Mother with a Child, 1922
oil on canvas, 66 x 36.5 cm
PMT 902



Crepan Aaexcuh (1876-1923)
Mann dpocjax, 1917.

yae Ha raathy, 60,2 x 26,3 cm
I'MC/Y 0304

Stevan Aleksi¢ (1876-1923)
Micul cersetor, 1917

ulei pe panza, 60,2 x 26,3 cm
GMS/U 0304

Stevan Aleksi¢ (1876-1923)
Little Beggar Boy, 1917

oil on canvas, 60.2 X 26.3 cm
GMS/U 0304
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Crepan Aaekcuh (1876-1923)
Basegewe boiopogquue, 1913.
Bl Ha MAatHy, 59,5 x 38,5 cm
IIMT 203

Stevan Aleksi¢ (1876-1923)

Intrarea in Templu a Maicii Domnului, 1913
guasi pe pinzi, 59,5 x 38,5 cm

PMT 203

Stevan Aleksi¢ (1876-1923)

The Presentation of Virgin Mary, 1913
gouache on canvas, 59.5 x 38.5 cm
PMT 203



Crean Aaexcuh (1876-1923)
Basegewe boiopoguuye, 1919.
yAe Ha IAaTHY, 42 X 25 cm
I'MC/Y 1832

Stevan Aleksi¢ (1876-1923)

Intrarea in Templu a Maicii Domnului, 1919
ulei pe pAnza, 42 x 25 cm

GMS/U 1832

Stevan Aleksi¢ (1876-1923)

The Presentation of Virgin Mary, 1919
oil on canvas, 42 x 25 cm

GMS/U 1832

Crepan Asexcuh (1876-1923)
Basegerwe boiopoguye, 1922.
yme Ha raathy, 171 X 94,5 cm
CIIET

Stevan Aleksié¢ (1876-1923)

Intrarea in Templu a Maicii Domnului, 1922
ulei pe panza, 171 x 94,5 cm

SPET

Stevan Aleksié¢ (1876-1923)

The Presentation of Virgin Mary, 1922
oil on canvas, 171 x 94.5 cm

SPET

109



Kopueany /y6a (1880-1959)
Tefzanc, 1935.

yae Ha aatHy, 30 x 40 cm
IIMT 888

Corneliu Liuba (1880-1959)
Peisaj, 1935

ulei pe panzi, 30 x 40 cm
PMT 888

Corneliu Liuba (1880-1959)
Landscape, 1935

oil on canvas, 30 x 40 cm
PMT 888

Kopneany /y6a (1880-1959)
Lejzanc viopeg Cybottinye, 1916.
yAe Ha IAaTHY, 36,5 X 44,5 cm
I[IMT 1340

Corneliu Liuba (1880-1959)
Peisaj lingi Subotica, 1916
ulei pe panzi, 36,5 x 44,5 cm
PMT 1340

Corneliu Liuba (1880-1959)
Landscape in the Vicinity of
Subotica, 1916

oil on canvas, 36.5 x 44.5 cm
PMT 1340




Cresan Makcumosuh (1910-2002)
Cpemcxn Kaprosyn, oxo 1949.

ysme Ha manupy, 31 x 80 cm

I'MC/Y 0834

Stevan Maksimovi¢ (1910-2002)
Sremski Karlovci, cca 1949

ulei pe hartie, 31 x 80 cm

GMS/U 0834

Stevan Maksimovi¢ (1910-2002)
Sremski Karlovci, cca 1949

oil on paper, 31 x 80 cm

GMS/U 0834

Hsan Paposuh (1894-1973)
Bojsohancxo ceno, 1939.

yme Ha maaTHy, 61,5 X 89 cm
I'MC/Y 0327

Ivan Radovi¢ (1894-1973)
Sat din Voivodina, 1939
ulei pe panzi, 61,5 x 89 cm
GMS/U 0327

Ivan Radovi¢ (1894-1973)
Village in Vojvodina, 1939
oil on canvas, 61.5 x 89 cm
GMS/U 0327
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Kopueany /oy6a (1880-1959)
Mpizisa ipupoga, 1943.

yme Ha mmepnaoyn, 70 x 70 cm
IIMT 5045

Corneliu Liuba (1880-1959)
Naturi staticd, 1943

ulei pe placaj, 70 x 70 cm
PMT 5045

Corneliu Liuba (1880-1959)
Still Life, 1943

oil on plywood, 70 x 70 cm
PMT 5045

Kopueany /oy6a (1880-1959)
Ayxay Konciianyu, 1938.

yse Ha mnepnaoydn, 30 x 40 cm
IIMT 5048

Corneliu Liuba (1880-1959)
Portul Constanta, 1938

ulei pe placa aglomerata,

30 x 40 cm

PMT 5048

Corneliu Liuba (1880-1959)
Port of Constanta, 1938

oil on plywood, 30 x 40 cm
PMT 5048




3opa Ilerposuh (1894-1962)
L]sehe, oxo 1950.

ye Ha AaTHY, 79 X 62,8 cm
I'MC/Y 7297

Zora Petrovié¢ (1894-1962)
Flori, cca 1950

ulei pe pinzi, 79 x 62,8 cm
GMS/U 7297

Zora Petrovié¢ (1894-1962)
Flowers, cca 1950

oil on canvas, 79 x 62.8 cm
GMS/U 7297

Baca ITomopumran (1893-1961)

yio€ Ha AeCOHUTY, 38 X 55 cm
I'MC/Y 0958

Vasa Pomorisac (1893-1961)
Din portul Rijeka, 1949

ulei pe lesonit, 38 x 55 cm
GMS/U 0958

Vasa Pomorisac (1893-1961)
From the Rijeka Port, 1949

oil on hardboard, 38 x 55 cm
GMS/U 0958

Ca vpucittanumitia y Pujeyu, 1949.
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Mupocaas ITaBaosuh (1952)
Cauxa, 2004.

AKPUA Ha IAATHY, 43 X 43 cm
IIMT 6475

Miroslav Pavlovi¢ (1952)
Picturd, 2004

acryl pe panzi, 43 x 43 cm
PMT 6475

Miroslav Pavlovi¢ (1952)
Puainting, 2004

acrylic on canvas, 43 x 43 cm
PMT 6475




Mupocaas ITasrosuh (1952)

Leomeinpuja, aunrux, 2003/2004.

aKpHA Ha IIAATHY, KaLIMPaHo
Ha LIIEPIIAOTY

43 X 43 cm; 45 X 45 cm
I'MC/Y 7519/01;7519/02

Miroslav Pavlovié¢ (1952)
Geometrie, diptih, 2003/2004
acryl pe pAnzi cageratd

pe placa aglomerata

43 x 43 cm; 45 x 45 cm
GMS/U7519/01;7519/02

Miroslav Pavlovié (1952)
Geometry, diptych, 2003/2004
acrylic on canvas laminated

on plywood

43 x 43 cm; 45 x 45 cm
GMS/U 7519/01; 7519/02
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FOREWORD

Fully convinced that the European cultural space is one and united, two art
museums from two sister cities have decided to use one of the oldest and most
representative European projects and by interlacing their collections draw attention
to the common values they have inherited. In 2016 Novi Sad and Timisoara won
the prestigious title of European Capitals of Culture, awarded by the European
Culture Commission. In considering possible mutual activities they have decided
to interlink their extant cultural institutions and inspire them to arrange mutual
programmes. Quite naturally, the National Museum from Timisoara and the Gallery
of Matica srpska recognised each other as related keepers of their national artworks
and museums with similar identities and visions about the role of museums in
contemporary society.

The cooperation began with the signing of the Protocol on cooperation in 2019
and the first concrete project was realised in 2021 with the guest exhibition entitled
“European Phenomena in the Collection of the Gallery of Matica srpska’, which
presented a part of its gallery funds to the public in Timisoara. The cooperation
was continued with an exchange of professionals and expertise in conservation and
restauration through professional symposia and academic workshops with the Faculty
of Arts and Design, West University of Timisoara and other European partners, in
projects as "Multispectral Imaging Applied to the Museum Heritage of Banat”. A joint
exhibition was planned as the final goal of this collaboration .

Being aware of numerous parallels in the collections of our museums, on the
level of artists, subject matter and visual expressions, we have tried to find all of the
common spots of interweaving and to make a careful selection and then present it to
the public. The Treasury of the Serbian Orthodox Bishopric of Timisoara has also been
considered for the exhibition as an ecclesiastical-art collection kept in the Bishop's
Palace in Timisoara, since it also possesses important artworks and represents a link
between the Serbian and Romanian cultures.

Desiring to connect the two cities and three museum collections by means
of artworks, we have invited our colleague Professor Jelena Todorovi¢ to write an
introductory text and point to their numerous relations both in the past and the present



moment. In comparing the historic circumstances and the geopolitical position of
the two centres of the Bishoprics of Backa and Timisoara, the author identified two
crucial personalities linked by the two cities - Eugene of Savoy and Mojsej Putnik,
but also two connoisseurs of art and two benefactors as museum founders — Sava
Tekelija and Zsigmond Ormos, whose life stories are parallel and saved from oblivion
by these museums.

Aleksandra Celovski, a curator in the Gallery of Matica srpska worked together
with the curator Mihaela Irimescu in selecting the exhibits for the show and singled
out certain artworks where these parallels are evident, beginning from the artists who
produced them, the topics they chose and the visual language they applied.

A joint exhibition has been created on those foundations - a collection of an
imaginary museum of the European capital. It presents firm relations among the artists
who painted in both cities, the mutual topics that inspired them, similar patrons for
whom they painted and, finally, the landscape that surrounded them. Artworks kept
in the collections of two museums and one Treasury brought together professionals
from two cities. In a continuous active dialogue and cooperation, they studied the
characteristics of the collections of their own museums and simultaneously searched
for similarities and/or parallels that connected them and made them part of the
European art scene.

Thatimaginary museum confirms the strong historiclinks between the two cities,
similar social conditions, and the art space where they developed in the nineteenth
and twentieth centuries. It has been proven unimportant whether a painter was of
Serbian or Romanian descent, whether he painted for a Serbian or Romanian patron
and whether the represented landscape was from this or the other side of the Timis.
The art was then in its character European and today it belongs to the European
cultural heritage. This is what the exhibition communicates: parallels between states,
cities and museums, immortalised in the works of art.

In Novi Sad, the exhibition “Parallels. Novi Sad / Timisoara” will be realised
under the programme arc Fortress of Peace of the European capital of culture and
shown in the Gallery of Matica srpska from the 8" of July to the 4™ of September
2022, the year when Novi Sad has the title of the European capital of culture. In 2023
the show will be mounted in the Art Museum in Timisoara, since that city will then
enjoy the prestigious title. Two European capitals of culture will be joined by an
exhibition realised in two museums.

Dr Tijana Palkovljevi¢ Bugarski Dr Filip Petcu
Director of the Gallery of Matica Srpska Director of the National Art Museum
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A TALE OF TWO COLLECTIONS -
COLLECTING IDENTITIES IN NOVI SAD
AND TIMISOARA

GALLERY OF MATICA SRPSKA
AND THE TIMISOARA NATIONAL
ARTS MUSEUM

Although it is usually considered that museum collections encapsulate the
identities of their cities and function as their composite alter egos, it is important
to note that also cities represent constantly evolving collections themselves. They
are comprised of fragments of their histories, amassed from the layers of time that
are perpetually inscribed in their architecture, in the network of streets and into the
shapes of their monuments. But that is only the visible part, as cities also possess an
invisible double, an entity far more complex than their physical counterpart. This
other image is constructed from the deposits of memory, from the lives of their
inhabitants, from all those hidden, seemingly unimportant events, that jointly create
the imperceptible fabric of space. Thus, this elusive and evasive image of the city
is most fittingly captured in the works of artists and writers, as well as in intricate
composite portraits outlined through their collections.

[H]e has not succeeded in discovering which is the city that those of the plateau
call Irene. For that matter, it is of slight importance. (...) Irene is a name for a city
in the distance, and if you approach, it changes. (...) For those who pass it without
entering, the city is one thing; it is another for those who are trapped by it and never
leave. There is the city where you arrive for the first time; and there is another city
which you leave never to return. Each deserves a different name (...)! Italo Calvino
Inivisible Cities

As in the famous novel by Italo Calvino, each city is a fluid entity, a perpetual
work in progress, a collection in endless reconstructions. It is comprised of many
names and multiple selves. Its various facets, its myriad of faces is in the process
of infinite transformations that are as dependent on the course of history, as on
geographical positions and the characters of its inhabitants. And each of them indeed
deserves a different name...

1 1. Calvino, Invisible cities. Picador, London, 1974, 122.



LIMINAL CITIES OF THE EMPIRE

As much as this could be applied to any city, it was particularly poignant for the
towns of Central Europe that due to its complex histories became the definite liminal
spaces. They continually witnessed the shifts of power, often stood on historical
and political crossroads where the confines were drawn and redrawn through
centuries. They were the ultimate spaces-in-between, who’s ever enriching mercantile
communities defined them as much as their multitude of confessions, nations and
languages. Two old metropolises, Novi Sad and Timisoara, epitomized such cities.
They both commenced as strategic fortifications, they were equally shaped by their
merchants and patrons alike, and they both flourished in the Baroque age under the
wing of the Habsburg eagle.

Fundamentally the liminality of both cities was defined by their very existence
on the border, on the confine between the Habsburg and the Ottoman, between
two religions and very often between two worlds. Both cities were constructed
around important fortresses that controlled the strategic river trade - the fortress of
Petrovaradin on the Danube and the fortress of Timisoara on Timis and Bega. Both
fortresses were sites of crucial victories against the Ottomans in the same year of 1716,
by the most illustrious of all Habsburg generals who would be one of the protagonists
of our tale, Eugene of Savoy. Such equally favorable and precarious positions of the
border cities, respectively outlined the development of Novi Sad and Timisoara.

Novi Sad truly began to exist as a town only after the decisive battle of 1716.
Beforehand it was a only the Petrovaradin fortress on the Danube with a small
settlement of Ratzen Stadt or Serbian town. It began its proper development first
following the victory of 1716 and furthermore after it acquired status of a free royal
city from the Empress Maria Theresia in 1748. In her charter the Empress stated that:
she will by the royal and imperial power proclaim it our free royal city and include it in
the order of the free cities of the kingdom of Hungary and the hereditary Habsburg lands,
and We will abolish its present name of Petrovaradin Moat and find it fitting to bear the
name of Neoplanta, Uj Videgh, Ney-Satz, Novi Sad... * Following its newly acquired
status Novi Sad began to flourish both economically and culturally. By the middle
of the 18" century, it became the administrative centre of the Imperial province of
Backa, and the seat of the Orthodox bishopric which would enable Novi Sad, in the
decades to come, to develop into the largest center of Serbian culture in the Empire.’

Despite the fact that, unlike Novi Sad, Timisoara existed as a town from early
Middle Ages onwards, ithad to beliterally re-founded after 1716, due to the devastation

2 D. J. Popovi¢, Srbi u Vojvodini. Vol. 2, Novi Sad, 1990, 324.

3 For the history of Novi Sad in eraly modern period see T. Militar, Novi Sad na raskrsnici minulog i
sadanjeg veka. Novi Sad, Gradska biblioteka, 2000; also see B. Petrovi¢, Istorija Novog Sada. Novi Sad, 1963.
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in the Habsburg-Ottoman war, and shaped into a true Central European metropolis.*
It received the full multilingual Imperial administration, a new fortification and
even more importantly the new progressive ideas of the late Baroque age and the
early Enlightenment that shaped the intellectual framework of the city. Like Novi
Sad in the province of Backa, Timisoara became the capital of the province of Banat,
transforming itself into a converging political and cultural focus of the area.

Furthermore, both cities acted as important religious and cultural centres for
the Orthodox Serbian populace that came into the Habsburg Empire after the Great
Exodus of 1690. The high clergy of the Archbishopric of Karlovci recognized both
Novi Sad and Timisoara as two nodal points in their spiritual jurisdiction.> Thus,
the bishopric titles of these two dioceses were among the most prestigious posts
greatly desired by ambitious prelates of the Orthodox Archbishopric. When entitled
to these posts in Novi Sad and Timisoara the bishops could reside in the towns with
perpetually growing and ever enriching Serbian communities, that possessed enough
wealth and interest to fund important projects of patronage.

From 1716 onwards, Novi Sad and Timisoara attracted a great variety of
mercantile communities which through their diverse legacies and confessions created
its multitude of cultures. Each of the cities throughout its history was profoundly
defined by the polyvalence of its communities that reflected the national and
confessional plurality of the Habsburg Empire. Several ethnias — Serbian, Hungarian,
Croatian, Romanian, Greek, Austrian, two great religions Christianity and Judaism,
and numerous confessions charted the cultural and artistic development of Novi Sad
and Timisoara.t

Having so many historical and cultural elements in common, it would be
most fitting to approach these cities on the confine, these liminal spaces, through
the characters of two notable individuals that left a considerable mark on their
development. The first was the one of the most illustrious and genial generals of his
age, who had won both battles of 1716 — Eugene of Savoy. The second was far less
known internationally, but in his own right he was equally decisive for the development
of cultural and spiritual life of our two metropolises — Serbian Orthodox bishop
Mojsej Putnik. Although they could not be more different in their professions and
confessions, one being Catholic the other Orthodox, they were in their worldviews,
in their patronage of the arts and in the influence on the development of both cities
- remarkably close.

* V. Neumann (ed.), The Banat of Timisoara. A European Melting Pot. London, Scala Arts&Heritage
Publishers, 20-23.

* See two important texts by Radoslav Gruji¢ on this subject R. Gruji¢, Problemi istorije Karlovacke
Mitropolije. in GIDNS (1929):2, 365-379 as well as R. Gruji¢, Pecki patrijarski i Karlovacki mitropoliti u 18. veku.
in GDINS (1931):4, 224-240.

¢ See V. Naumann, op. cit,. 20-21.



CITIES OF EUGENE OF SAVOY (1663-1736)

Considered as one of the greatest generals of his time, Eugene of Savoy was an
extraordinary figure. He was a true embodiment of the early modern prince that
effortlessly combined in his persona vita ativa and vita contemplativa. His success
on the battlefield could only be equaled by his renown as a patron of the arts and
letters, as exemplified in the construction of Belvedere and his other elegant palaces
throughout the Empire (Belje and Srpski Kovin), in his notable arts collection, as
well as in his monumental library that all so faithfully reflected the plurality of his
interests.” Equally skillful with the sword and the quill Eugen of Savoy became an
exponent of the Baroque world wherever he cast his influence, and Novi Sad and
Temisoara were two of such cities.

Although French by birth, Eugene of Savoy swore allegiance to the Austrian
Emperor Leopold I promising to devote all his strength, all his courage, and if need
be, the last drop of his blood to the service of His Imperial Majesty.® He remained
true to his pledge and merited some of the decisive victories of the Habsburg armies
from the late seventeenth to the mid-18™ centuries. After the triumphant conquest
over Ottomans in the battle of Zenta in 1697 that ended a long conflict with the
Ottoman armies, Eugene of Savoy became the supreme leader of the Imperial troops.
In the following years he continued his ascent as one of the foremost commanders of
his age, leading Imperial armies in the wars of the Spanish Succession, in Austrian-
Turkish War...° He took part in every important military campaign of his time and
won such pivotal battles as those of Blenheim, Turin and Toulon as well as, for us
most interesting, those at the fortresses of Petrovaradin and Timisoara in 1716."
Eugene of Savoy entered both battles with forces relatively smaller than those of the
Ottoman enemy, but with greater strategic powers. Consequently, both battles turned
into such miraculous victories for the Habsburgs, that the battle of Petrovaradin was
believed to be, in the true Baroque manner, the merit of the snow storm brought on
by the intervention of the Virgin herself."' To this day, the cult of Our Lady of the
Snow, connected to the miraculous icon of the Virgin, is venerated in the Church of
Tekije, on the very site where the momentous battle took place.

7 The bibliography on Eugen of Savoy is more then extensive, and I would name only the most importnat
publications the biographies of his life and work N. Henderson, Prince Eugene of Savoy - a Biography. London,
Phoenix, 1964 as well as the most excellent of Serbian authors B. Beslin, Evgenije Savojski i njegovo doba. Novi Sad,
Matica Srpska, 2019. It is also most interesting to look into the autobiography of Eugen of Savoy Memoirs of Prince
Eugen of Savoy. Written by himself. London, Shirwood, Nelly and Jones, 1811.

8 N. Henderston, op.cit., 13.

° For the battles of Eugen of Savoy see B. Beslin, op.cit., 333-513.

1 For Eugen of Savoy and Timisoara see V. Neumann, op.cit., 25-28.

! For the most animating account of the battle and the “miracle of the Virgin“ see B. Beslin, op.cit.,
471-495, 486-7.
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Fought in the same year, these two battles decided the Imperial position in the
East for decades to come, integrated the entire province of Banat into the Habsburg
lands, and most importantly, determined the future development of the cities of Novi
Sad and Timisoara.

Both of these victories halted the progress of the Sultan's armies and heralded
the greatest triumph of them all - the Austrian conquest of Belgrade in 1717.'* Already
considered to be more a symbolic than just a military prize in the wars against the
Ottomans, the capturing of Belgrade at the time bore great political and ideological
weight. The one who controlled it, controlled not only the important trade and
military routes, but also metaphorically held the last barrier of Christendom and
oversaw the ‘gates to the Orient"."”” Unlike the previous two attempts in capturing
and holding Belgrade (in 1688 and 1693), the victory of 1717 opened a brief but
glorious period of Austrian rule, that commenced the transformation of Belgrade
into the grand Baroque metropolis. Only this was to be a brief interlude, a transient
Austrian glory that would sadly end in another Ottoman reconquest in 1739.**

Unlike Belgrade, both Novi Sad and Timisoara continued their expansion
under the auspices of the Hapsburg Empire, and the eighteenth century saw their
transformation from small towns on the confine, into important Baroque capitals,
and into commercial and cultural centres of the provinces of, respectively, Backa
and Banat. Although the Prince Eugene of Savoy did not have immediate and direct
influence on their development, it was the legacy of his victories that instated the
period of stability and brought the Imperial Baroque culture into these cities.

CITIES OF MOJSEJ PUTNIK (1728-1790)

Among the high clergy of the Archbishopric of Karlovci in the 18" century
Mojsej (Vasilije) Putnik was among the most illustrious ones. During his long career
he was respectively the bishop of two great dioceses, Backa (1757) and Banat (1774),
while in 1782 he rose to the highest rank of the Archbishop of Karlovci. Putnik was
a rare Serbian Orthodox prelate who received from the Empress Maria Theresia the
title of a Privy Councilor and was decorated with Commander’s cross with the image
of St. Stephen.” Beside his ecclesiastical accomplishments, Mojsej Putnik had been
remembered as a notable education reformer and renowned patron of the arts. For

12 For the conquest of Belgrade under Eugen of Savoy see B. Beglin, op.cit,. 495-521.
3 See B. Bedlin, op. cit., 496.

¥ On the story of the Belgrade as the lost Baroque Metropolis see the exhibition catalogue Baroque
Belgrade - transformation 1717-1739. ed. by Vesna Biki¢, Belgrade, Institute of Archaeology SANU, 2019.

> For the life and accomplishments of the bishop and archbishop Mojsej Putnik see D. J. Popovi¢, op. cit.,
R. Gruji¢é, op.cit., 1931, 224-240; Biografija Mitropolita Mojseja Putnika. u Srpska pcela, 1834, 19-21.



our discussion, his most significant roles were those of the bishop of Novi Sad and
Timisoara, since he left distinguished mark on the ecclesiastical and cultural life of
both cities.

Originating from a minor nobility, he took his vows and name of Mojsej early,
and started climbing the ranks of the Orthodox hierarchy equally merited by his
skills and the protection of the current patriarch Arsenije IV Sakabenta. In his early
twenties Putnik already became the archimandrite of the Rakovac monastery, and
made his name in the conflict with the Uniates who tried (with the Imperial blessing)
to convert the Orthodox Serbs to their confession.

At the age of only twenty-nine, in 1757, he was the youngest ever Orthodox
prelate to bear the bishop’s mantle. Upon his proclamation in Novi Sad for the bishop
of Backa, Putnik received a lavish festival book celebrating his installation — Festive
Greeting to Mojsej Putnik (Malovaznoe privjetstvie). [llustrated and penned by the
young artist Zaharija Orfelin, Festive Greeting was a unique festival manuscript. It
was composed as a richly illustrated panegyric that merged pattern poetry, intricate
calligraphy and lavish pen and ink illustrations, in order to conceptually elevate the
installation of the Orthodox bishop onto the level of an imperial triumph.'® This
masterpiece of Baroque festival culture, would become one of the most important
monuments of the Serbian Baroque, and would herald Putnik’s time in Novi Sad as
the age of cultural and educational rebirth. During his office as the bishop of Backa,
Mojsej Putnik initiated important educational reforms, founded the first seminary
in Novi Sad in 1765, and invested in Serbian schools throughout his diocese. He was
remembered as the most magnanimous of bishops that ever resided in Novi Sad, the
one who constantly took care of his congregation.'” Putnik was so highly respected,
and so beloved by his flock, that upon his departure for the new office in the diocese
in Banat in 1774, he was given a triumphal departure. A document in the Archives
of the Archbishopric of Karlovci describes this occasion, when a great number of
citizens all dressed in their finery and riding in lavishly decorated carriages, went to
bid farewell to their bishop, kiss his hand and robes, and follow Putnik’s entourage as
far as Becej."®

Mojsej’s transfer from Novi Sad to Timisoara was recorded in another important
archival document that illuminated not only the figure of Putnik himself, but also the
life he led in the centre of the diocese of Banat. The inventory of Putnik’s possessions,
which he took from Novi Sad to Timisoara in 1774, gave a profound insight into the

16 For Zaharija Orfelin’s Festive Greeting to Mojsej Putnik see the facsimile edition with a study J. Todorovi¢,
Zaharija Orfelin: Sveéani pozdrav Mojseju Putniku. Novi Sad, Platoneum, 2014. Also see from the same author the
entire book devoted to this festive manuscript J. Todorovi¢, An Orthodox Festival Book in the Habsburg Empire:
Zaharija Orfelin’s Festive Greeting to Mojsej Putnik in 1757. Harmondsworth, Ashgate, 2006.

'7V. Staji¢, Diptih Backe Eparhije 1695-1805. in GIDNS:8, 115-17.

18 . Rajkovi¢, Mitropolit Mojsije Putnik. in Javor, 1879:8, 1090-98.
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life of our distinguished prelate.” His list of books was rather impressive and allowed
the scholars to reconstruct the intellectual portrait of Mojsej Putnik. From Russian
ecclesiastical works, where the Rock of Faith by Javorskii stood out, and the Spiritual
Regulations of Peter the Great, to the notable Catholic authors like St. Augustine and
Cesare Baronio (his Annales were available in the translated and abridged version by
Piotr Skarga). Almost equally extensive was the list of luxurious robes and personal
jewelry truly befitting a Baroque ‘prince of the church’ An interesting section was
composed of the household items that testified not only of prelate’s discerning taste,
but demonstrated that Orthodox bishopric palace in Timisora was a place of large
banquettes and notable Baroque ceremonial. Mojsej Putnik brought to Timisoara
elaborate sets of the finest Augarten Viennese porcelain (designed for 40 and 60
guests), gold plated cutlery, sets for hot chocolate, numerous molds for the most
delicate of sweets, as well as large candelabras used ,for dancing’...Putnik’s time in
Timisoara was marked by his educational reforms that he had already begun in the
diocese of Backa, and in this period he became a Privy councilor to the Empress and
used all his strength and connections to improve the position of Orthodox Serbs in
the Empire, the aim he would continue in the role of the Archbishop after 1782.

CITIES OF COLLECTING - BEQUESTS OF
SAVA TEKELIJA AND ZSIGMOND ORMOS

From its very beginnings in the Renaissance, Wunderkammer collections had
complex and multiple functions to fulfill. They were the symbolic images of their
collectors as well as the microcosms of the world and the universe at large.*® From
princely to imperial cabinets, collections served as specific complex portraits, offering
the ideal reflection to the multiple fluid selves of the early modern collector. When the
collection came to represent not just an individual but collective identity, its wealth of
artifacts stood for civic and stately virtues and the ideals of the different entities and
communities. Therefore, collections were often used as mirrors of composite civic
identities, as the alter egos of many cities in Early Modern and Modern Europe.

When the cities shared the same patterns of development, when they had
historical events and illustrious personas in common, as Novi Sad and Timisoara did,
it is not surprising that they also had shared patterns and politics of collecting. Two
important collections, the Art Collection of Banat in Timisoara and the collection

1 The archival document is kept in the Archiepiscopal Archive in Sremski Karlovci, Archive of SASA,
B-1775-5.

» For the histories of collecting see J. Elsner (ed.), The Cultures of Collecting. London: Reaktion books,
1994; O. R. Imprey and A. MacGregor (eds.), The Origins of Museums The Cabinet of Curiosties in Sixteenth and
Seventeenth-century Europe. London, House of Stratus, 2001.



of the Gallery of Matica Srpska in Novi Sad, had surprisingly analogous histories,
correspondingly discernible in the figures of their founders and in the artists and
topics they collected.

They were both founded around the middle of the 19" century - the Gallery of
Matica Srpska in 1847 and, the slightly younger, Timisoara Art Museum in 1872.*'
Both collections were born out of notable learned societies: the society of Matica
Srpska *(founded in Buda in 1826 and trasferred to Novi Sad in 1864 together with
its gallery) that stood for the oldest and most renowned Serbian literary and scientific
institution, and the Society for History and Archaeology of Banat, the oldest cultural
foundation in Timisoara.” These distinguished institutions desired their collections
to be the composite mirrors of the civic and national identities they stood for,
and acutely reflected the liminal spaces in which they resided. Furthermore, both
collections grew out of the initial bequests of two outstanding individuals, two great
benefactors and beacons of the Enlightenment in their own right — Sava Popovi¢
Tekelija (1761-1842) and Zsigmond Ormos (1813-1894).

Sava Popovi¢ Tekelija was the most illustrious Serbian benefactor and the great
defender of Serbian rights in the Empire.** Of noble birth, he was the first Serbian
doctor of law, but even more importantly the first patron that bestowed his entire
possessions to the learned society of Matica Srpska, thus setting the pattern for Serbian
patronage in decades to come. During his lifetime, Sava Tekelija held several high
offices in the Empire: among which the secretary of the Hungarian court chancellery,
and the Secret imperial advisor were among the most significant ones. He was
vastly learned, spoke several languages, was a good painter and had a considerable
musical talent. Beside his lavish bequests, Sava Tekelija also left us the volume of his
memoires as well as his diaries that to this day serve as priceless primary sources
to a great number of scholars of the early modern world.”> Above all, Sava Tekelija
was mostly celebrated as benefactor, patron and collector whose notable charitable
institution Tekelijanum, founded in Pest in 1838 to educate impoverished Serbian
children, functions to the present day. From its very foundation, deeply believing
in the values of the Enlightenment, Sava Tekelija aided the Matica Srpska, was its

?! For the history of Timisoara Art Museum see Timisoata Musee d’Art: Le Palais Baroque et ses collections.
Timisoara, Museul de Arta, 2008.

22 For the history of Matica Srpska see Z. Milisavac, Istorija Matice Srpske 1926-1964. Novi Sad, Matica
Srpska, 1964.
2 For the history of the Society for Hisory and Archaeology of Banat see the website of the National Archive

of Romania on their website http://arhivelenationale.ro/site/wpfb-file/societatea-de-istorie-si-arheologie-din-
timisoara_1873-1918-pdf/, last accssesed 25.3.2022

2 For the life and accomplishments of Sava Tekelija see the lates publication P. Lasti¢, Z. Bada (eds.), Sava
Tekelija i njegovo doba u ogledalu savremene nauke. Budimpesta, Srpski institut, 2013.

% 8. Tekelija, Opisanije Zivota. Beograd, Prosveta, 1966 as well as S. Tekelija, Dnevnik Save Tekelije.
Novi Sad, 1992.
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lifelong president, and bequeathed it his entire fortunes, his houses and his lands, his
outstanding library as well as his art collection. This collection, mainly composed of
family portraits, became the nucleus of the future Gallery of Matica Srpska.

His Romanian peer, and fellow benefactor Zsigmond Ormos was a supreme
commissioner of the county of Timis, writer as well as art historian and collector in
the city of Timisoara who had a vital role in the cultural development of his town.?
Besides holding important offices in the Imperial administration, Ormos extensively
published on the subjects of history, archaeology and art history, and his texts were
greatly valued by the Romanian scholars of the day. Not unlike Sava Tekelija, Ormos
played a crucial part in the foundation of the learned society of Timisoara, the Society
for History and Archaeology of Banat in 1872 and also acted as one of the founders
of the Timisoara art museum. Also, correspondingly to his Serbian contemporary,
Ormos was elected lifelong president of learned Society for History and Archeology
of Banat and extensively funded its work until the end of his life. Being educated in
the classical tradition, he compiled an impressive library on the classical history and
literature, and simultaneously assembled a notable art collection with an emphasis
on the Renaissance and Neoclassical periods, that possessed the works of Dutch,
Italian, Flemish, French as well as Romanian masters. Upon his death Zsigmond
Ormos bequeathed his entire art collection and library to the Society for History and
Archeology of Banat thus creating the core of the future Timisoara Art Museum.

Throughout their histories, that stretched more than a century and a half, these
two specific collections, developed into notable museums in their own right that
ceased to be only the mirrors of the learned societies that created them, but grew into
the emblems of their cities Novi Sad and Timisoara. Therefore, it is not surprising
that both institutions acted as focal points when their respective cities were bestowed
the prestigious titles of the European capitals of culture.

Professor Dr. Jelena A. Todorovi¢

% For Zsigmond Ormos see B. Samu, Ormés Zsigmond ifjiisdga és irodalmi munkdssdgdnak kezdetei. In
Ormés Zsigmond: Szabadelmii levelek, Bucuresti, 1976 and F. Medelet, N. Toma, Muzeul Banatului, 1872-1918.
Timisoara, Ed. Mirton, 1997.
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PARALLELS

NACIO RASCIANA

In the twenty-first century, no citizen of the Banat could understand the number
of conflicts and changes that had happened in that region during the centuries.
Present borderlines seem rigid, but the division between Romania and Serbia seems
to be evident. However, it was not like that before. A long time ago the Serbs and
Romanians were much closer to each other and before the forced migrations those
two nations lived together in the same area and frequently had the same goals. Banat
used to be on the crossroads of two big Empires that ruled the Balkan Peninsula,
so that it was always the point of convergence of different groupings. The exodus of
the Serbian people to the other bank of the Danube, into Pannonia, caused by the
confrontation between the Austrian and Turkish armies, was the reason why such a
numerous Serbian populace was in that region.'

At the beginning of the eighteenth century Romanians and Serbs, the old
inhabitants of Banat who had remained after the Ottomans had retreated, realised
they were under the rule of another empire, the Habsburgs. Since they were linked
with their Orthodox religion, the new authorities perceived them as monolithic and
called them “Rascians” - an archaic name for the Serbs, turned into the synonym for
the “Orthodox” In Timisoara these two groups were liable to only one magistrate
which was entrusted with the task of securing order, organising the Orthodox in the
city and managing their problems. Also, all of the Orthodox in Banat, regardless of
their nationality, were under spiritual authority of the Archbishopric of Karlovci.

After the Turks had been pushed out, Banat became a borderline region of the
Austrian empire. The Habsburg authorities decided to subject Banat directly to the
Crown and refused to let it rejoin Hungary. A wave of migrants from Germany arrived,
also Hungarians in a limited number, as well as Romanians who had previously

!'Lj. Cerovi¢, Sdrbii din Romdnia, din evul mediu timpuriu pand in zilele noastre, Uniuniea Sarbilor din
Romania, 2005, 36-37.
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been living in mountainous regions (the Serbs were dominant in the plains); all of
them came down to the lowlands.” In 1781 Banat became a Hungarian province. The
change of administrative rule was of great importance for the Orthodox in the entire
area. Serbs, who had received certain privileges in previous decades, became equal
citizens after the Josephine reforms, and this fact was not favoured by the Hungarian
authorities.

The year 1790 marked a turning point for the Serbian populace, because
then the ecclesiastical-popular council was held in Timisoara when the regional
Orthodox nationalities were allowed to request their rights and pass decisions with
regard to their secular and religious rule. The outcome of the mentioned Council
was social, economic, political and cultural development.’ The relationship between
the Hungarians and the imperial authorities kept worsening, while the Habsburgs
accepted the petitions of the Serbs desiring to confront the pressures of Hungarian
aristocracy.

One member of the Council was the person without whom the present exhibitions
would not be possible — Sava Tekelija, promoter of Serbian culture, a politician and
benefactor. We state that this exhibition would not be possible without him because
he was of particular significance for the development of the society Matica srpska and
his collection of artworks represents the core of the museum in Novi Sad. Tekelija
was born in Arad, the city where his family settled in the shadow of melancholy and
nostalgia for the past. As a member of one of the most illustrious noble families in
the region, Sava had the opportunity to study in the big university centres of the
Empire. He studied law and then returned to his own country in order to fervently
support the rights and culture of his compatriots. At the Council of 1790 Tekelija (as
a delegate ex provinciali) could not accept the idea about Serbian autonomy because
the Serbs were not the only minority in the area, but he did support Serbian rights.
Tekelija warned the delegates of the fact that Austrian authorities would favour the
rights of the minorities only as long as they were in the interest of the authorities.*

Rasciani continued to fight together with Austrian soldiers and organised
numerous raids over the Danube into the Ottoman empire. The Austrians were in
favour of the First Serbian Uprising of 1804, the beginning of a long road to Serbian
independence from the Sublime Porte. Tensions between the Hungarian authorities
and the Orthodox populace continued into the nineteenth century and reached their
peak in the Revolution of 1848. The consequence of the events was a worsening of the
relations between the Hungarians and the Serbs.

*Lj. Cerovi¢, op. cit., 37.
? Ibidem, 118-124.
* Ibidem.



Asone could expect, since a number of different nationalities and denominations
were living in the same area of Banat, the outcome was a specific society with strong
Central European influences. The art created from such a cultural amalgamation was
atypical in many ways and brought about artists who were under the influences of
both the East and the West.

THE ICON PAINTER

The icon painter is a special personality in the society of Banat in eighteenth
century. He was usually a member of an icon-painters’ dynasty and learned the trade in
the family workshop or with local artists. He travelled around, worked on commission
for churches and monasteries of Orthodox communities in the region. The style he
applied in painting icons was imposed by tradition and the taste of the period, but also
regulated by the archbishop of Karlovci, the spiritual leader of the Orthodox Romanian
and Serbian populace in the south-east of the Habsburg empire. The transition to
Baroque was stipulated by the desire to penetrate the cultural context of the area and
the need to be in accord with the regulations of Austrian authorities. The connection
with Ukrainian Orthodox church had a strong influence on Serbian art.

Animportant centre in this region was the Monastery of Bezdin, also monasteries
Semlak (presently Saraka) and Mesi¢. The Bezdin monastic fraternity was mentioned
as early as sixteenth century in an inscription on the Book of Psalms of Bozidar
Vukovi¢. The monastery was seriously damaged during the Austrian-Turkish war but
renewed with the help of Jovan Tekelija, the commander of the Mori$ frontier guards
and members of the famous Serbian family to which Sava Tekelija also belonged.® The
Bezdin monastery was also famous for its miraculous icon, frequently copied by local
artists. The Art Museum in Timisoara keeps a work inspired by the engravings of
Johann Cristoph Winkler, a German, and this could be taken as a clear example of his
influence on religious painting in the eighteenth century.” The engraving represents a
panorama of the Monastery of Bezdin and was created in 1762. A copy of the work,
produced on canvas in 1765, is also exhibited in this project of Parallels.

The former iconostasis of the monastery church in Bezdin, was created
by Stefan Tenecki.® The origin of this icon painter is not certain - he was either a
Romanian or a Serb. Tenecki was one of the most important icon painters in that
region. After his settlement in Arad, he received commissions from the bishops of

> D. S. Parvulescu, Picturd Romdneascd din Banat, secolul al XVIII-lea, Editura Graphite, Timisoara 2006,

¢ 1Lj. Cerovic, op. cit., 58-59.
7 Muzeul de Artd Timisoara, Palatul Baroc si Colectiile sale, Samuel Tastet Editeur, Timisoara 2006, 42-44.

8 1j. Cerovic, op. cit., 59.
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Arad, but also from the churches south of Moris. One of his famous projects (although
lost) was the iconostasis of the Church of the Holy Martyr George, in the capital of
the Kingdom of Hungary. The icon Christ Pantocrator from the Monastery of Bezdin
is representative of the artist’s procedure. The brownish background with floral motifs
of acanthus leaves proves Ukrainian influence, encouraged by the Archbishopric of
Karlovci. That replacement of the abstract golden background with the Baroque one
confirms the relinquishing of the classical Byzantine procedure. Characteristic of
Tenecki are nuances of white or ochre colour used for the face of the Saviour and
the representation of his figure in half-profile. The face of Christ the Pantocrator is
oval, with a high brow, big eyes and pronounced lips. This kind of synthesis of the
Baroque in Byzantine painting was very important for the development of religious
art in eastern and south-eastern Europe.’

THE PORTRAITIST

Towards the end of the Age of Enlightenment Banat became a cultural melting
pot. Secular art, encouraged by high society had a very rapid development at the
beginning of the 19" century. That kind of opening towards the Central European art
brought about artists of a new type: the portraitists. Although all of them were able to
paint landscapes, still-lifes, and different scenes, they painted portraits commissioned
by the burgeoning bourgeoisie and aristocracy. Both as the twin portraits, representing
young couples, and as family portraits, representing several generations, portraits
were dominant in the secular art of that age. Artistic tendencies were imposed by the
Viennese School and they moved from Neo-Classicism to Biedermeier, and later to
Academism. That kind of transition is illustrated by the portraits kept in the Museum
collection.

Artistic life in that environment was instigated by local artists who toured the
continent and returned with new skills acquired at famous art academies, but there
were also foreign artists who travelled across the Balkans or decided to settle there. In
individual cases artists were either educated in organised guilds or were self-taught.'

Johann Donat is an example of a foreign painter. He was born in a province of
the spacious Habsburg empire, and made portraits for members of the elite from
big urban centres. The series of portraits from the Museum collection represents
members of a well-to-do family. This artist applied the style of Classicism, the first
phase in the development of art in nineteenth century. Educated in the preceding

% Icon. Tenetchi, Stefan. Christ Pantocrator - INP, Cultural movable property in the national cultural
treasury (cimec.ro).

!0 Museul Banatului, Analele Bansatului, Arta, Vol. III, Editura Eurobit, Timisoara 1998, 251.



century, Donat created works in the manner exceptionally more restrained than the
portraits of the Baroque of Rococo type. Owing to archaeological discoveries in Italy,
predominantly in Naples and Rome, the fascination with Greco-Roman antiquities
attained its peak in the late eighteenth century. Those influences could be felt in all
the segments of art, from visual and decorative art to fashion and furniture.

Empire style clothes, worn by portrayed persons suggest that they belonged to
higher social circles. A mother, young and dressed after current fashion with very high
waist. On the other hand, an old woman, because of her age, dressed in the clothes
typical of the 18" century and fashionable when she was young. In that period, to be
fashionable meant something quite the opposite from what is understood today; to
wear clothes cut after the style of the epoch was not frivolity, but necessity. Men wore
black great coats with exceptionally raised lapels and white shirts with high collars.
Male fashion was simplified at the beginning of the nineteenth century as a contrast
to the glamorous aesthetics of the Rococo. The artist would underline the obvious
similarity between “the son” and “the father” by their almost identical clothing.

BIEDERMEIER PORTRAITS

In the art of Banat from the second decade of the nineteenth century onwards
the Biedermeier style was clearly manifest. That artistic tendency developed from
Neo-Classicism, but the strictness of the original style was softened with Romantic
accents and the local bourgeoisie enthusiastically adopted it because they liked
everything picturesque.'" The style was predominantly related to decorative arts and
furniture, but Biedermeier painting became prominent early enough. Biedermeier as
an artistic tendency has refinement as it basic characteristic; it promotes conservative
social values, predominant in the period of Romanticism. On the other hand,
Biedermeier was quite opposed to Enlightenment because its philosophy was used to
justify the atrocities that happened after the French Revolution and Napoleonic wars.
Biedermeier art was a sentimental and humble version that encouraged tradition in
the socio-cultural context of Europe after the Congress in Vienna.

In our regions, Konstantin Danil was an important representative of Biedermeier
style as a local artist who knew well the lessons stipulated both by the Viennese and
Munich Art Academies. At the beginning of his career Konstantin Danil painted icons
and religious canvases, just like many other local Orthodox artists. One can perceive
in his painting Holy Virgin and Child a continuation of tendencies to systematise post-
Byzantine influences with the current most popular style. The painting can easily be
classified within the typology of Mother of God Eleusa, but influences of Italian and
Central European art are quite clear.
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In his life Danil painted numerous religious scenes, but he became famous for
his portraits, where he showed the delicate and luxurious position of the middle class
towards clothing. One could mention here the twin portraits of anonymous man and
woman that would be exhibited at the show. The young people are placed on the same
background, one across the other with their gaze directed towards us. The paintings
are of equal dimensions and have identical frames, thus indicating that they were a
pair. The female portrait was much appreciated in the epoch of Biedermeier."? Such
paintings decorated the walls of bourgeois houses, creating the effect of intimate
atmosphere. The work Little Girl with Puppy, which Danil produced in 1840, in the
period of the maximum influence of the mentioned style," is considered to be the
first modern genre-scene in the art of Banat.

Konstantin Danil was not the only great portraitist of the period. His true rival
was Pavel Petrovi¢, originally from a family of painters — he was the son of Sava
Petrovi¢. The two of them created portraits of the most eminent members of Serbian
community in that area, such as the Portrait of Sofronije Gruji¢ and the Portrait
of a Priest. The style of Pavel Petrovi¢ was considered as “tributary to Viennese
Academism”.'* The difference between Biedermeier and Academism was very subtle
— Biedermeier favoured decorativeness and certain diminishing of form. When we
study the history of art, we have a tendency to strictly separate the periods in which
certain styles were blooming and reaching their zenith, but the reality is much more
discriminating. In a lot of cases artists continued to create in the style they adopted
in their youth, even long after that particular style had been outdated, as was the case
with Konstantin Danil.

Pavel Petrovi¢ was a mysterious personality. In 1843 the artist left his family and
his country in order to travel. His wanderings brought him to India, China and into
big European capitals. He sent his last letter from Paris, dated 1851, and afterwards
continued his journeys."

An important role in the development of an artist was the relationship between
the teacher and the student. That was a centuries-long tradition and also the only way
to educate a young painter. Some of them spent their schooling within their families,
while those who did not have origins in artistic dynasties, learned their trade in local
workshops. Disciples took over some elements from their professors, as evident in a
detailed analysis of the painting Young Brunette, painted by Ljubomir Aleksandrovic.
Although he suffered a lot from the state of his psyche, he was still able to rise among

12 E. Miklosik, Portretul Feminin, 300 de ani ai genului reflectati in colectiile de artd ale Muzeului Banatului,
Editura Mirton, Timisoara 2003, 8-9.

1 Muzeul de Arta Timisoara, op. cit., 59.
!4 Muzeul Banatului, op. cit., 252.

5 A. Cosma, Pictura Romdneascd din Banat, dela origine pand azi, Timisoara 1940, 34.



the artists from Banat, his contemporaries. Ljubomir was a student of Konstantin
Danil and Nikola Aleksi¢ and adopted a lot of influences from the two masters. The
above mentioned female portrait has the characteristics of a somewhat simplified
Biedermeier style, although Academism, so widespread in European art centres,
succeeded in approaching realism through the application of certain elements of
plastic expression. At the same time, the art of photography was also developing.
Ljubomir worked after photographs, a trick ever more frequently used by the artists
of that period. Photographers used to intercede with the brush on their snapshots,
painters made photographic portraits and in that way borderlines between the two
arts grew more indistinct. In the next century portraits would be completely different.

In the text about portraits from the collection of the National Art Museum in
Timisoara one should not forget the Portrait of Zsigmond Ormos, prefect of the Timis
prefecture, by Gyorgy Vastagh. That is a perfect example of the portrayal procedure
of Academism. The refined style and the masterful skill of the painter represent
the peak of Hungarian art in the mid-nineteenth century. The painted person, a
passionate collector of artworks, was the founder of the South Hungarian Society for
Archaeology and History, and everybody can admire his generous gift of paintings
within the collection of European art.

FREE-SPIRITED ARTIST

The Industrial Revolution caused magnanimous changes, felt in every segment
of the society. The role of an artist was redefined and technological innovations made
his work much easier and opened new vista for him. Also, the geopolitical context of
the region was changed by the lessening of Ottoman influence in the Balkans and the
independence of Christian states on that peninsula. The Kingdom of Serbia was born
on the south side of Banat, and Serbs from the Balkans had a new cultural centre to
which they began to gravitate.

Stevan Aleksi¢ was considered the last representative of the Banat Academism.
He learned art during his preparations for the Art Academy in Munich. That school
left a noticeable influence on Aleksi¢’s artworks, for example dark backgrounds
and genre-scenes. Also, the German artistic experience brought the influence of
Symbolism in his painting. Symbolists endeavoured to give life to certain aspirations
of Romanticism, but with an added more morbid nuance, as could be seen in the
works of Stevan Aleksi¢. He was a perfect portraitist, but became known for his
religious compositions, particularly because he came from a dynasty of religious
painters. The artist was born in Arad, a city in the Austro-Hungarian empire, but
after he had finished his schooling he moved to Modo$. Stevan Aleksi¢ liked very
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much scenes from that village, the life around him, as represented in many of his
works. The liberation from the constraints of academic regulations could be followed
in his works such as Portrait of a Woman, Portrait of a Young Man and Slavko the
Musician.'® Aleksi¢ produced about 230 works, painted 20 churches, 100 icons and
made around 60 sketches and drawings. The artist is also known for a series of
portraits painted between 1895 and 1922. Towards the end of his life, portraits had
more horrific features.

His Self-portrait at a Tavern (with Death) from 1919 (one of two self-portraits
of this artist in the Museum collection) shows Aleksi¢ as a sociable person, simply
dressed with a hat on his head, raising his glass towards the beholder. He is in a
tavern, in the company of a skeleton who is playing the violin. The artist’s smile is
somewhat forced, as an echo of the ironic wailing of the skeleton-musician. Without
any doubt that portrait is related to memento mori. The presence of a skull or a
skeleton was a continuous reminder of the presence of death, and artists used it to
suggest either the futility of corporeal pleasures (vanitas), or the inevitability of death,
regardless of social standing (danse macabre). Considering the formation of the artist
as a religious painter it is easy to understand his inclination to such subject matter,
inspired by Christian philosophy. The interior of the tavern is frequently represented
in the works by Aleksi¢ because a tavern is the centre of village social life. Even the
artists of Academism use this topic, but mostly with moralistic precepts — the specific
aspect missing from Aleksi¢’s works.

Created towards the end of his life, the mentioned self-portrait suggests his self-
awareness about the personal destiny of an artist. He died in 1923. A very similar
work is kept in the Gallery of Matica srpska, but that portrait was painted earlier, and
the artist looks much more sincere in his gayety.

There is a certain melancholy in Aleksi¢’s works, a huge potential inhibited
mostly by the rural environment in which he lived. Persons who knew him well were
certain that the artist dispersed his talent limiting himself either to descriptions of
rural life or religious painting, staying in the suburbs of the artistic world and sinking
into anonymity. Afterwards, Stevan Aleksi¢ became known as one of the most
industrious Banat artists of Serbian origin.

The entire map of Europe was refashioned after the Great War — the destiny of
the Continent was changed forever. Although reorganised many times before, the
Austro-Hungarian empire could no longer suppress the internal social pressures and
the collapse of Central Powers brought the end of the Habsburg monarchy. Peace
negotiations that followed the end of the War, set new borders in the entire region.
The border between Romania and the Kingdom of Serbs, Croats and Slovenes left a
part of Serbian populace in Romania, as it did keep some Romanian citizens in the

16 Muzeul de Arta Timisoara, op. cit., 77.



Kingdom of SCS. The relationship between the two states continued to be cordial and
together with Czechoslovakia they founded Small Antante. In the post-war period
Serbian national minority had a very lively artistic life."”

A very important artist for the post-war period emerged at that time — Corneliu
Liuba, a professor of art in Timisoara. Apart from his artistic activity, Liuba also played
an important pedagogical role. The subject matter he was primarily engaged in were
flowers and landscapes, but the number of his pictures is rather modest in comparison
with the works of other artists, his contemporaries, although his application of
a complementary contrast of colours made them special. His landscapes are very
attractive in their opulence and freshness. One could also mention here his seascapes,
for example his Landscape with the Port of Constanta or his landscapes from Banat -
Landscape in the Vicinity of Subotica. One of his most significant achievements was
his contribution to the founding of the “Fine Arts Society” in Timisoara. The style
he applied in his creations was under a powerful influence of Marin H. Georgescu
— similar as with Ioan Isak. Like many artists from Bucharest Ljuba liked to paint in
plein air, a technique introduced by the Impressionists.'®

Parallels between the artistic treasures of the Gallery of Matica srpska and
the National Art Museum in Timisoara are obvious, both on the level of style and
the level of morphology. Both collections keep Orthodox icons created under the
Baroque influence, portraits of noblemen from the region and artistic works by
independent artists, such as Stevan Aleksi¢, the products of the epoch of togetherness
when Romanians and Serbs, Hungarians and Germans, Catholics and Orthodox
lived and worked together. Returning to our own time, we discover two different
cultures, created after the events of the last century and separated into two individual
nationalities, but in the works exhibited under this project we open a window to
the period of mutual life in the socio-cultural context of a dual monarchy. This
project emphasises the historic links between two nationalities and heralds future
cooperation between the two neighbouring regions.

Alexandru Victor Babusceac

Museographer, National Museum of Art Timisoara

17 Lj. Cerovi¢, op. cit., 254-255.

18 Muzeul Banatului Timisoara, Expozitia Comemorativi Corneliu Liuba, 1880-1953, Timisoara 1980, 3-4.
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PARALLELS. TIMISOARA 7/ NOVI SAD

A UNIQUE CULTURAL SPACE

The concept emphasised by the title — parallels - has origin in the Greek word
napdAAnAog (mapa — next to, and dAAANAwv — one another) and can denote comparison,
but also simultaneousness or equidistance.' In geography, a parallel is an imaginary
line that connects points along the same latitude on the surface of the Earth. Like
the broadest of all parallels, the Equator, cultural context assumes the latitude that,
literally or figuratively, can encompass all the other contexts of the parallel. In life,
diverse overlapping and intersections teach us that parallels do not always run in
straight line or in parallel currents. This is easily perceived in the discovery of parallels
between two cities that, before their architecture or anything else visible, are created
by interlaced life stories of their citizens.

In the Gallery of Matica Srpska parallels with artworks from other areas were
first documented in the 2013 project Humanism and Renaissance in the Central
Apennines. Parallels. Also, in 2015, at the exhibition Zwgrafi. Serbian Icons between
Tradition and Modernity. Parallels. It was then stressed that when one thinks about
the links between two cultures numerous simultaneously possible parallels become
perceptible.? In accordance with this, the following text represents one of many
possible ways of recognising parallels between artworks from three different cultural
institutions that connect the two cities.

The exhibition Parallels. Timisoara / Novi Sad shows sixty works of art, among
them icons, portraits, landscapes, still-lifes and abstract compositions. The extension
of the repertoire of motifs reflects the extensive conceptual foundation encompassed
by the title which favours the plurality of meanings of parallels in any age. Paintings

! Jb. Muhynosuh, Caspemenu peurux citipanux peuu u uzpasa. 50.000 iojmosa, Victrix, beorpag 2005,

* T. Tlanxossbeuh, ,Peu yHanpen”, y: Xymanusam u perecarca y Llenitipannum Atienunuma. Iapanere,
Karajior usnoxobe, Tamepuja Maruue cprcke, Hosu Capg 2013, 28-33; T. Palkovljevi¢-Bugarski, ,Le icone di
zografi nella collezzione della Galleria della Matica srpska / The zograf icons at the collection of the Gallery of
Matica Srpska’, in: Zwgrafi. Icone serbe fra tradizione e modernita. Paralleli / Serbian icons between tradition and
modernity. Parallels, Exhibition Catalogue, Galerija Matice srpske, Novi Sad 2015, 36-49.



and graphic prints have been chosen and mounted so that they could be interpreted
within a cultural context. An exhibition of works from the collections composed
in one cultural space could be understood as looking at parallels in a mirror, thus
confirming that, through many reflections, two related collections could mirror one
another.’

The conceptual departure point of the exhibition is marked by the portraits
of the founders of the institutions from where the most works were selected for
the common “gallery” of two European capitals of culture. Zsigmond Ormos and
Sava Tekelija were immortalised by the brushes of two famous Hungarian painters,
GyorgyVastagh and Mor Than.* Portrayed in full accord with the standards of early
modern representative portraits — in festive uniforms and with the symbols that
indicate their noble origin and eminence, with swords at their side — Tekelija and
Ormos are in a sense “the curators” of this unique gallery. Resplendent medallions
with the likeness of his ancestors on Tekelija’s chest and medals on the one of Ormos,
heavy fur capes, massive armchairs and details such as identical trimmings on their
boots, symbolically present the basic tone of “painterly representations” of parallels in
this exhibition. That tone is composed from the stories about pictures - their authors
and patrons - people whose lives were bound to Timisoara and Novi Sad.

Two graphic prints, The Battle of Petrovaradin by Jan van Huchtenburgh and
Novi Sad and the Fortress of Petrovaradin after the drawing by Ludwig Rohbock,
determine the temporal and spatial point from which one draws from Novi Sad
to Timisoara a parallel pressed into history by the trot of horses and the steps of
infantry under the command of Eugene of Savoy. In the middle of the composition,
Huchtenburgh represented Eugene of Savoy with his sword drawn and sitting on a
horse with raised hooves. Behind this victorious gesture, guarding the Prince’s back
is the cavalry. In the forefront, on the left side there are Turkish soldiers running
away and stepping over lifeless bodies. On the right, there are imprisoned Turks,
naked to the waist with their arms tied on the back, guarded by Austrian horsemen
with their rifles ready to fire. In the background, the far horizon, the hills of Fruska
gora are covered by the army camp with numerous troops ready for action. In the
third upper part of the print, on the left side, there are powerful clouds bringing
along snow and the victory of the Austrian army. Accompanied by angels playing
little trumpets or carrying the victorious shield, a palm branch and laurel wreath,
two strong male figures in Roman dress fly on the clouds, most probably indicating
the symbolic presence of Mars, particularly because the group is led by an eagle - the
appreciated symbol of the god of war. On the stage of the Baroque theatre of war,
the multiplication of the representation of The Battle of Petrovaradin, owing to the

*]. Topoposuh, Kainanoi gpmcasne ymeiinuuxe konexyuje, Ilnaroneym, Hosu Cap 2014, 14.

* H. Kycosari, Cpiicko cnuxapcitiéo XVIII u XIX eexa, Haponuu mysej, Beorpaz 1987, 206.
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printing press, helped in spreading news about the miraculous victory of the Christian
army under the command of Eugene of Savoy, but also in strengthening the feeling of
togetherness among the distant regions under Habsburg rule. More than forty years
after Huchtenburgh’s print, a steel engraving was made after Rohbock’s drawing of
Novi Sad and the Fortress of Petrovaradin. The print comes from a map of prints of
interesting localities and architectural monuments in Hungary and Transylvania,’ as
evidence that these two regions belong to a unique cultural space. In the forefront,
on the right side, there are two figures represented from the back, one indicating
towards the panorama of Novi Sad joined to the Fortress by a pontoon bridge over
the Danube. Similar to Huchtenburgh’s print, the play of clouds and sunshine give
dramatic effect to the heaven with the spears of six churches from Novi Sad rising
towards the skies, another symbolic confirmation of the fame of Prince Eugene of
Savoy and the Christian army.

After 1757 and all the time until 1774, in some of the churches in Novi Sad,
represented in RohbocK’s print, the liturgy was certainly performed by the Orthodox
Bishop Mojsej Putnik; in 1774 Putnik was transferred to be the Bishop of Timisoara.
The portrait of this powerful archbishop, painted by an unknown master, represents
The Treasury of the Serbian Orthodox Bishopric in Timisoara — the third institution
from whose collections works have been selected for the exhibition. Portrait of
Metropolitan Mojsej Putnik belongs to the gallery of at least nine presently known
and almost identical portraits, primarily mounted in important centres of the
Archbishopric of Karlovci. All the accessories have been eliminated from this series
of portraits so that nothing would avert attention from the powerful figure in precious
liturgical vestments with a firm and dignified gaze directed to the beholder. The only
ornaments on Putnik’s chest, the pectoral cross and the Order of Saint Stephen, quite
unobtrusively communicate his social position, his noble character and importance.
Two portraits of Mojsej Putnik from this series are now kept in the Gallery of Matica
srpska,” as evidence that Novi Sad and Timisoara are forever connected through the
unique spirit of that high clergyman who was exceptionally honoured in his time
and loved among the believers gathered around the Archbishopric of Karlovci. As
a visual parallel to the portrait of Mojsej Putnik there stands the Portrait of a Priest

* ,Ungarn und Siebenbiirgen in malerischen Original — Ansichten iiber interessantesten Gegenden,
Stadte, Badeorte, Kirchen, Burgen, Paldste und sonstigen Baudenkmaler alter und neuer Zeit. Nach der Natur
aufgenommen von Ludwig Rohbock’, in: Stahl gestochen von den ausgezeichnetsten Kiinstlern unserer Zeit.
Mit historish - topographischem Text von Johan Hunfalvy. G. G. Lange, Darmstadt 1857-64. sv. I-III, qu. 8,
gennkopesu. IIpBe aBe cBecke aucrpubynpane cy u 6es TeKcTa, yBesaHe y anéyM Hoj HasUBOM ,,Magyarorszig
és Erdély”.

¢ More about Mojsej Putnik and the strategies of the participation of high Orthodox clergy in public
life of the Habsburg monarchy in 18" century: J. Togoposuh, Eninuinein y cenyu. Manuparwe mohu u gpiasHu
ciiexiiaxn y Kapnosauxoj muitipotionuju, Ilnaroneym, Hosu Cag 2010.

7 C. Muumh, IToxnon-36upka Case Texenuje, Fanepuja Maruue cprcke, Hosu Cap 2007, 38-39.



by Pavel Petrovi¢. The young anonymous priest with a clear gaze and neatly combed
hair gathered in a tail represents an associative indication that Putnik personally
endeavoured to improve the education of the priests and the general position of
Orthodox clergy in the Habsburg monarchy. Even more directly, this portrait indicates
the exceptionally important role of clergy in the cultural life of Timisoara and Novi
Sad in the 18" and 19" centuries.

PAINTERS ON THE SAME PARALLEL

Owing to historic circumstances, the cultural ties between Novi Sad and
Timisoara, as two cities on the same geographic latitude® contributed much to their
unique cultural space determined by the boundaries of the Habsburg later Austro-
Hungarian monarchy. The distance between the two cities can now be covered in
almost three hours by an automobile. In the past, the journey lasted much longer, one
travelled on horses or in carriages, carrying icons as the most precious holy objects,
from one place to another up to their final destination in some of the churches of the
bishopric of Timisoara or Backa. Painters also travelled along the same route, from
Bege, over the Tisza and along the Danube or in the opposite direction. With the
flux of time that brought ideological changes, the distance between Timisoara and
Novi Sad was also covered first by unknown, then known icon painters and more
frequently popular portrait makers, all in search of new commissions. Thus travelling,
painters brought along influences of different styles from the East and West; from the
waters of Bege, Tisza and Danube they emerged as specific, recognisable works of a
unique artistic space. Between these two cultural centres and spiritual strongholds of
the Orthodox populace under the wings of the Archbishopric of Karlovci, the peak
of visual art creations happened in the 18" century, at the time when the borders
between the Habsburg monarchy and Ottoman empire were stabilised.” From that
moment Novi Sad and Timisoara became the habitats of leading artists who painted
for the Church, for the nobility and rich citizens; all of them belonged to the unique
cultural space until the end of the Austro-Hungarian monarchy in 1918.

The icons of Saint John the Baptist by Nedeljko Popovi¢ and Jesus Christ by
Teodor Ili¢ Cesljar are exhibited as a broad parallel comprising developments in the
visual culture in the Archbishopric of Karlovci in 18® century.'* Teodor Ili¢ Cegljar,
the painter, was born in Timisoara in 1746, at the time when several icon and fresco
........ : T1m1$0araand Novi Sad are on the same parallel - 45" degree of northern latitude.

® M. JoBanosuh, Crukapciniso Temuwmsapcke eiiapxuje, Maruua cpricka, Hosu Cap 1997, 9.

1° About the developments in art and visual culture under the wings of the Archbishopric of Karlovci in the
works from the collection of the Gallery of Matica Srpska: b. Kynuh, Yumeiwinoci XVIII sexa y konexyuju Iunepuje
Maitiuye cpiicke, Exhibition Catalogue, CAHY, Beorpan, Ianepuja Marue cprcke, Hopu Cag 2013, particularly
16-21.
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painters were active in that city; those were - painters who had not been educated
at one of the already established European painterly academies but learned the skill
in a traditional way when icon painting was transferred from one generation to
another. Nedeljko Popovi¢, Serban Popovi¢, Georgije Ranita, Aéim Jovanovi¢ and
Luka Popovi¢ were well-known painters from Timisoara who were active in the
entire territory of the Archbishopric of Karlovci. According to current data, Teodor
Ili¢ Cesljar received the first lessons in painting when he was an apprentice in the
workshop of one of the painterly communities in Timisoara. Afterwards he went to
Jovan Popovi¢, the painter, and later continued his education at the Fine Arts Academy
in Vienna. Cesljar’s Jesus Christ was painted in the 1760s and when compared to Saint
John by Nedeljko Popovi¢, it clearly shows the changes that suppressed the work of
painter communities by the Baroque solutions of Russian-Ukrainian provenance.
The icon by Nedeljko Popovi¢ has a painted red edge and golden background with the
representation of Saint John depicted according to the tradition fostered by Orthodox
church-painting from previous centuries. Contrary to that, Cesljar’s Jesus Christ is in
a glory - stands on a cloud with heads of winged angels next to his foot and holds in
his hand not the Book of Gospels but the heavenly sphere'! in the shape of Armillary
sphere, an astronomic apparatus made from rings distributed around the ball in the
middle, representing either the Sun or the Earth.

Stefan Tenecki was one of the most notable representatives of the Russian-
Ukrainian style in Serbian 18" century painting. He lived in Arad, was engaged as
court painter of the local episcopes and received the most important commissions for
painting in the Bishopric of Arad. The works by Stefan Tenecki are exhibited in the
framework of permanent displays of the Gallery of Matica srpska and the Art Museum
of Timisoara, and this time the audience will be able to see his icons Christ Pantocrator
and the Holy Trinity and Saints. The icons were produced in a period of twenty-five
years and for that particular time there are numerous records of the painterly activity
of “Stefan the Painter”, educated in Ukraine, in the painterly workshop of the Kyiv-
Pechersk Lavra where he was probably sent by his patron, Bishop Isaija Antonovi¢. In
general, the patronage of high clergy in art gave a significant incentive to the mobility
of painters in the Archbishopric of Karlovci in the 18" and 19™ centuries. In that way,
the works by the “icon painter of Arad” — as Tenecki used to sign his works - arrived
in Srem as well, to the Monasteries of Krusedol, Stari Slankamen and Ruma, just as
Teodor Tli¢ Cesljar spent a certain period living in Novi Sad, after Timisoara.?Apart
from religious topics, Tenecki painted portraits — as Cesljar did Holy Trinity and also
genre compositions of horsemen and one of the earliest self-portraits in Serbian art,

" M. Tumorujesuh, Teogop Mnuh Yewmwap, Tanepuja Matuue cprcke, Hosu Cap 1989, 15-20.

2 0. Muknh, ,,Credan Teneukn’, y: Majcitiopu éipenasuoi iepuoga, lanepuja Matuue cprcke, Hosu Can
1981, 72-79; M. Tumotujesuh, op. cit., 17.



permanently exhibited in the Gallery of Matica Srpska, in which he presented himself
holding a palette and brush in his hand."

As the 18™ century progressed, painters from Timisoara and Novi Sad were more
frequently commissioned to paint portraits. Noblemen and noblewomen wanted to
sit for the painters and even more often members of the young and strengthened
middle class would commission their portraits; those became one of the main topics
in the art and visual culture of the 19" century. Johann (Janos) Donat was a well-
known and popular portraitist in the late 18" and early 19" century. Donat was of
German descent and learned painting at the Fine Arts Academy in Vienna where
his career turned in the favourable direction and he was able to spend several years
after the end of the studies in the capital of the Habsburg monarchy. Among the
personalities he portrayed there were Maria Theresa, her spouse, emperor Franc
Stefan of Lotharinghia, their son emperor Joseph II and also members of aristocracy.
After 1810 Johann Donat settled in Pest where he remained until his death in 1830."
The Portrait of Countess Katharine Karaczony has Donat’s signature and date of 1826,
while the Portrait of Istvan Lajos Karaczony, prefect of the Torontal County bears no
signature but is attributed to the same painter. The parallel to the portraits of the
Karaczony family is presented in five miniature Portraits of a Bourgeoisie Family
which are also attributed to Donat’s hand. Representations of the father, mother, child,
grandmother and uncle are of singularly smaller dimensions than the portraits of
Count Karaczony family, and when compared, they communicate the general social
ideals of the middle class. Contrary to portraits of the nobility Donat used to produce
so that they could be shown in the ceremonial room of a count’s court, portraits of
the middle-class family indicate by their dimensions that they were supposed to be
looked at from close up — with some intimacy, while the inclusion of the portraits of
the child and the old woman speak of attention and closeness equally meant for every
family member.

Konstantin Danil (Daniel) had been early enough appreciated as the chronicler
of the life of middle class members in Banat, and at the exhibition Parallels he is
represented with portraits of Paja “Palcika” Nikoli¢, merchant from Timisoara,
Barbara Zelenkay born Schmitz, unknown Man and unknown Woman, Little Girl
with Puppy and unknown Serbian Peasant from 1851. Although he was famous and
respected as painter during his life, Danil is mentioned today with quite a lot of
unknown elements and therefore his name has been for a long time accompanied by
the epithet “mysterious maestro”."” It is supposed that he improved his painting skills

3 Citio gea Ianepuje Maitiuye cpiicke, C. Mumnh (yp.), Fanepuja Matuue cprcke, Hosu Cag 2017, 54.

4 M. von Kunits, Topografische Beschreibungen des Konigreiches Ungarn und seiner einverleibten Provinzen.
Pesth 1824, 265-268.

11 Bacuh, ,,IToprperu Koncranruna anuna’, y: Konciianitiun Janun. 1789 (?) - 1873, HapopHu My3ej
3pewanuH, 3pewanus 1961, 14, 30; 1. Kypyues, Tpaiom jegne cnuxe. Koncitianitiun [Janun (danuen) (}Iyiom,
1802 - Benuxu Beukepex, 1873), Ipancku mysej Bpiuau, Bpruar 2013, 30.
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most probably in Timisoara with a local painter; he was permanently living in Veliki
Beckerek (presently Zrenjanin) where he had a studio in his house and where he used
to educate future successful painters, Pura Jaksi¢ among them. Another important
segment of Konstantin Danil’s painting was religious painting. One of the iconostases
he painted is in the Cathedral of the Ascension in Timisoara, which he worked on
between 1838 and 1843. Regardless of his engagement in portraits or religious painting,
the creations of Konstantin Danil in the mid-19" century were always appreciated
by the commissioners — the middle class snug in the biedermeier ideal of moderate
ordinariness - this brought about a number of painters who followed “Danil’s style”
like epigones.'® Danil’s Little Girl with Puppy can be perceived as a genre composition
or a portrait of a child. A parallel to this composition is Little Girl with a Flower by
Sava Petrovi¢ from Timigoara — the painter who painted iconostases in two churches
in Timisoara and also applied for the iconostasis of the Cathedral, but that particular
job was given to Konstantin Danil. Portraits of children were an innovation in the
19" century art - as evidence of the changes that took place in families - children
occupied the central place and everyone was interested primarily in their well-being
and prosperity. Little girls were frequently represented in portraits with flowers with
which they are identified - they are gentle, sweet and loving, just like the little buds in
their hair or hands, as was the case with Petrovi¢’s portrait."”

Ljubomir Aleksandrovi¢ took first lessons in the skill of painting with Nikola
Aleksi¢ and then went for further instruction to Konstantin Danil. An exceptional
influence of Danil can be perceived in Aleksandrovi¢’s early works from the 1870s,
which literally imitated or copied the painterly procedure of his teacher. He lived
in Timisoara where he made portraits or individual icons for middle class clients.'®
Aleksandrovic¢’s works Picker Girl and the Portrait of Young Brunette belong to his later
phase and contain evident personal hand. They are also examples of artistic treatment
of the beauty of young women that could be part of a genre composition almost as a
personification of general virtue or expressed in portraits as one of the values fostered
by the middle class. On the other hand, middle class portraits represent mature
women, such as Serbian Peasant from 1851. by Konstantin Danil and Julijana Radak,
born Tati¢ from Kikinda, who sat for Nikola Aleksi¢. Mature middle-class women
stand before the portraitists as mothers and fearless guardians of their family homes,
and with their fine lace collars, the conspicuous details that decorate their hands and
the tiny wrinkles on their faces they sent the message of their indisputable authority
with which they ruled in the domain of their family middle class life.

'$TI. Bacuh, op. cit., 13-30; [I. Kypyues, op. cit., 2013.
17 More about children’s portraits in Serbian 19" century art: B. Cumuh, Iopipein geitieinia y cpiickom
cnukapciisy 19. eexa, xatanor, CioMeH-36upka Ilasna Beparckor, Hosu Cap 2004.

8 O. Muxuh, ,,Anekcangposuh, Jbybomup, ciukap’, y: Cpiicku 6uoipapcxu peunux. 1, A-B, Y. ITonos
(ed.), Maruua cpricka, Hosu Cap 2004, 97-98.



Sava Petrovi¢ painted the Portrait of Sofronije Gruji¢ which is counter posed by
the portrait of Jovan Sterija Popovi¢ painted by Jovan Popovi¢. The formal similarity
of these portraits is such that if the identities of the portrayed personalities were
not known one could think it was the same person portrayed in different periods
of life. With their modest dimensions, these portraits represent men for whom
participation in the public sphere had been earmarked in accordance with the early
modern middle-class mentality — in the domain of public sphere one created capital
and built their family reputation. Commerce, intellectual occupation or engagement
in the politics — as with the Serbian education minister Jovan Sterija Popovi¢ — were
reserved especially for men and therefore their portraits also contained letters and
other general attributes of the men in business. There are books in Sterija’s portrait"
as the painter’s evident indication of the professional engagement of his client and
namesake. The painter Jovan Popovi¢ moved between Novi Sad and Timisoara,
Vienna and Belgrade. He knew well the paintings by Konstantin Danil, was educated
at the Viennese Art Academy and frequently came to Belgrade where he portrayed
important participants in the Serbian political and cultural life, including Jovan
Sterija Popovi¢ for a second time on a displayed Portrait.”

The name of Stevan Aleksi¢ closes the circle of painters on the same parallel
between Timisoara and Novi Sad. He was born in Arad, in a family of painters
where he also received the first lessons in the art. The well-known and popular
Nikola Aleksi¢, for whom Julijana Radak sat, was the grandfather of Stevan Aleksic,
whose life cycle evolved in an epoch of powerful socio-political changes with evident
influence on the world of art as well. Stevan Aleksi¢ was educated at the Art Academy
in Munich and his opus is comprised of works with both religious and profane
topics. In the area of religious painting particularly notable are frescoes he painted
for churches in Banat, Srem and Novi Sad, where he executed frescoes on the ceiling
of the renewed Cathedral. He painted Slavko the Musician, Mother with a Child and
Little Beggar immediately after World War I and they are exhibited to emphasise the
complexity and originality of the opus of Steva Aleksi¢, but also in order to indicate
the sensibility of the artist — in painting war orphans and wounded men he envisaged
his own experiences and the horrible dissolution of the social system in which he had
lived before 1918.%

 On portraits of intellectuals in late 18" and early 19" centuries: B. Cumuh, Ilopimpeinn cpiickoi
unitienexiyanua y gooa ipoceeiuitierrcitiéa, Maruna cprcka, Tanepuja Marune cpricke, Hosu Cap 2022.

* H. Kycosau, Josan Iloiiosuh - cnuxap. Onmoso 1971, 11-24, 81.

21 ]. JoBaHoB, Ciiesan Anexcuh. 1886-1923, Matuua cpiicka, Ofe/bere 3a TMKOBHe yMeTHOCTY, CIIOMeH-
-36mpka IlaBia Berpanckor, Hosu Cap 2008, 24-25.
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ANALOGOUS WORKS

In the collections of the Art Museum in Timisoara, the Treasury of the Serbian
Orthodox Bishopric in Timisoara and the Gallery of Matica Srpska in Novi Sad there
are works which most directly confirm that in the past these two cities belonged
to one and unique cultural space under the wings of Habsburg monarchy and
the Archbishopric of Karlovci. The motives and mutual relationships are different
indicating the possibility of simultaneous existence of different parallels between
them.

An unknown painter painted the Holy Virgin and Child (upon Holy Virgin and
Child from Bezdin) with the Bezdin Monastery in 1765 as a copy of the miraculous
icon whose history is significant for the parallels between Timisoara and Novi
Sad. The miraculous replica of the Virgin of Vladimir was brought from Kyiv to the
monastery of Vinca in 1727 by monk Pajsije the Greek. In 1737 a conflict began
between the Habsburg monarchy and the Ottoman empire and monks from Vinca,
together with the populace under the leadership of Archbishop Arsenije IV Jovanovi¢
Sakabenta retreated into the Kingdom of Hungary. Having arrived at Timisoara
monks were permitted by the local bishop to make Bezdin their new refuge and
then they brought their miraculous icon which would be called in the future Holy
Virgin of Bezdin. Several years later, that same icon was moved to Karlovci as ordered
by the archbishop Arsenije IV Jovanovi¢. In the period of Baroque, Christianity
endowed the Holy Virgin as the Mother of God, with a specifically important role
and its miraculous powers were well and widely known in the 18" century. The most
unbelievable miracles happened to the faithful in front of icons representing Holy
Virgin and the religious and political leaders proclaimed the Mother of God as the
heavenly protector in the Fight against the Turks.* In his print THoly Virgin and
Child (upon Holy Virgin and Child from Bezdin) with the Bezdin Monastery Johann
Cristoph Winkler placed the representation of the Mother of God in the centre of
the composition, encircling it with six Rococo medallions depicting the scenes of her
miracles. Each medallion contains a representation of the Virgin with Jesus Christ in
the clouds while images of her miracles are given underneath. The lower part of the
graphic print contains a view of the monastery of Bezdin and in the two columns there
is patron’s inscription communicating that the patron of the print was the Bishop of
Timisoara Vikentije Jovanovi¢ Vidak. Apart from Winkler’s print, the collection of
the Gallery of Matica Srpska includes also several prints of the Holy Virgin of Bezdin
by Zaharija Orfelin whose printing copper plate is kept in the Treasury of the Bishop’s
Palace in Timisoara.”

2 M. Tumorujesuh, ,boropoania besguncka u BepcKo-IOMUTHYKY IporpaM marpujapxa Apcenuja IV
JoBanosuha”, y: Balcanica - Annual of the Institute for Balkan Studies, No. 32-33, Belgrade 2002, 311-346.

# II. Bykcanosuh, [I. JecriotoBuh, ,KoHsepBauuja u pecraypauuja npefMeTa U3 LIPKBEHO-YMETHIYKeE



Another one Holy Virgin and Child was painted in the studio of Konstantin
Danil and convincingly confirms how the spirit of the time had changed from the
Baroque fascination with miracles. Holy Virgin attributed to Konstantin Arsenovi¢
is exhibited together with Danil’s Virgin. These two representations have no formal
similarities and the parallels that connect them are completely different. Konstantin
Arsenovi¢ was a patron and disciple of Konstantin Danil. As a proto presbyter from
Pancevo Arsenovi¢ entrusted Danil with the creation of the iconostasis of his new
parish church. He got interested in painting during Danil’s sojourn in Pancevo
and began to paint himself following the lessons of Konstantin Danil. Although
the image of Holy Virgin is not signed, it repeats the solutions of the icon of Virgin
Mary which Konstantin Danil painted on the iconostasis in Pancevo; that is the
primary reason why it is attributed to Konstantin Arsenovi¢. The exhibited icon is
much smaller than Danil’s representation in Pancevo. In both cases, the lily in Virgin
Mary’s hand indicates the act of Annunciation while the gentle pink and ochre tones
which Arsenovi¢ used to present her veil (maphorion) and the background of clouds
communicate the impression of grace and golden reflection.

The Portrait of Episcop Emilijan Kengelac was painted by Konstantin Danil in
1867. Alongside this portrait the visitors will be able to see the Portrait of Archimandrite
Pavle Kengelac painted by an unknown artist commissioned by the Orthodox Church
Community of Pancevo from Konstantin Danil around 1832.2* Here, the parallels are
easily perceived - two members of the Kengelac family from Kiknda, both of them
priests and both immortalised in portraits by Konstantin Danil. Pavle Kengelac was
the archimandrite of the monastery Sendurad, professor at the Theological School
in Timisoara and was also engaged in literature. His best-known literary work is the
book about nature (Jestastvoslovije) printed in Buda in 1811.” Emilijan Kengelac
spent part of his monastic life in Timisoara with the local bishop and 1853 he was
ordained the bishop of Vr$ac. Bishop Kengelac was particularly active in preserving
orthodoxy in the Austro-Hungarian monarchy and struggled against Unitarianism
among the Romanian ethnic believers. In Danil’s bust portrait Kengelac is represented
as a striking man with serious countenance and somewhat grim gaze, contrary to the
more tired and relaxed but equally clear gaze of Pavle Kengelac.

36upke Emapxujckor aBopa y Temuiuapy’, y: Cpiicka ypkeena ymeiinocii y Pymynuju, Tanepuja Matume cpricke,
Hosu Cap 2017, 50.

2 The inventory of Konstantin Danil’s works, published in 1961, the portraits of Pavle and Emilijan Kenge-
lac are listed as well as the fact that there is a copy of Pavle’s portrait in Budapest: B. Ilonosuh, ,,Karamomku
criucax’, y: Koncimanimun Janun. 1789 (?) - 1873, Hapopnuu Mysej 3pemwannH, 3pewanns 1961, 94, 105; For the
attribution of the portrait of Pavle Kengelac from the Treasury of the Bishop’s Palace in Timisoara to an unknown
painter: Cpiicka upkeena ymeitinociti y Pymynuju, II. Kopommja I]pksemakos, (ed.), Tanepuja Maruie cprcke,
Hosu Cap 2017, 61.

# 1. Byna, ,,)Kuor u seno ITaBna Kenrenua’, y: 360pruk pagosa kondeperyuje ,Passoj acitiporomuje kog
Cp6a VI”, C. M. umnrpujesuh (ed.), Beorpan, 2011, 429-437.
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The Treasury of the Serbian Orthodoxbishopric of Timisoara keepsalithographic
stone used by an unknown lithographer for a representation of Dositej Obradovi¢, in
1861. After the conservators of the Gallery of Matica Srpska had cleaned and prepared
the stone for a new print it became evident that, due to the previous inadequate
conservation it was no longer possible. In order to preserve the original drawing on the
stone, it has been protected by a layer of gum arabic.”® However, the Gallery of Matica
Srpska has in its Collection a print from the same stone from 1867 and it has been
exhibited for this occasion. The graphic print is dated in the inscription underneath
the image and it is stated that the print was produced for the unveiling of Dositej’s
memorial plaque in Cakovo, the place of his birth. In the oval field predominantly in
ochre, the likeness of Dositej Obradovi¢ was made after the lithograph of the famous
Anastas Jovanovi¢. Dositej is represented in accordance with the requirements of a
representative portrait — the books around him indicate his intellectual profession,
he holds a book in one hand and the other is put under the lapel of his coat — a
gesture copied from the statues of Roman orators indicating the general refinement
of the portrayed person. After this print, produced by an unknown lithographer, the
already mentioned Ljubomir Aleksandrovi¢ painted a Portrait of Dositej Obradovi¢
which he presented to the Serbian Orthodox Community in Timisoara as a gift.

Self-portrait at a Tavern by Stevan Aleksic¢ is exhibited in two versions, made in
the scope of almost twenty years — the first in the painter’s early age and the second
after the end of the First World War, four years before his death. In several self-
portraits by Aleksi¢ the topic of death is present as a skeleton that comes quite close to
his cheek, playing a violin - the iconography known in Europe for several centuries as
memento mori — remember that you are also mortal, and its, frequently unmentioned
continuation, - live every day the best you can. Thus, Stevan Aleksi¢ places himself in
his self-portraits at a tavern table, always surrounded by friends or colleagues and
the unavoidable tavern inventory — a bottle of wine, glasses, tobacco case a box of
matches.” Holding a glass in a raised hand Aleksi¢ salutes the beholder with a smile
on his face almost caricatured as he realises that human life is transient.

The painter of borderline areas, as Jasna Jovanov, PhD calls Stevan Aleksi¢,*
painted a Portrait of a Young Man Immersed in his Thoughts (Ascetic) in his last year
of life — both pictures probably represent one of his family members. In that year,
1922, he produced a series of paintings for the refectory of the monastery Bezdin,
including big format religious compositions that denote the last phase of Aleksic’s
creative activity. Alongside The Presentation of Virgin Mary with two sketches made
before the final version, Aleksi¢ also painted for the monastery The Last Supper,
........ 2"[[ BchaHOBMh, I. Decniorosuh, op. cit., 51.

¥ Cimo gea Ianepuje Maitiuye cpiicke, C. Mummh (yp.), Tanepuja Matune cprcke, Hosu Cap 2017, 138;
]. JoBanoB, op. cit.,151-159.

7. JoBaHoB, op. cit., 113.



Dormition and monumental standing figures of Saint Sava and Saint Simeon. Compared
to the big composition, the exhibited preparatory sketches are much more direct, and more
cheerful - full of life” confirming the amount of zeal Aleksi¢ preserved to the end of his life.

PARALLEL CULTURAL CONTEXTS

The exhibition is conceptually completed with the works produced after 1918
since from that year onwards, owing to socio-political circumstances, Novi Sad and
Timisoara were no longer cities in one state. This unavoidably had its influence on
the formerly unique cultural space within which these two cities were developing
before. After the end of the World War I, modern art had already entered the stage of
art history. It brought along new ideas, issues and problems unknown to the artists
from previous periods. Novi Sad and Timisoara remained important cultural centres,
but now in two different states and their mutual relations assumed an international
character.

Opposite to Uro$ Predi¢’s Girl Dressed in Blue (Moravian Girl) from 1879/80
stands Portrait of a Woman by Stevan Aleksi¢, from 1920. When they are compared,
these two portraits seem to be very similar at first sight, but that is only one parallel
that connects them. In both cases those are bust portraits of a young woman in three-
quarter position. The wavy brown hair is gathered in both cases under a red scarf
with a bow and on their porcelain-like faces lips are painted in a pale pink tone.
The gaze of Predi¢’s Moravian Girl is directed outside the picture frame leaving the
observer without an opportunity of direct communication and she therefore she
appears aloof, while the gaze of Aleksi¢’s unknown young woman goes through
the observer and ends somewhere far away. The girls have been placed in front
of a neutral brownish background, dressed in white shirts and vests. At the same
time, these two portraits are exhibited as examples of subtle changes that will clearly
separate the period of modernity from previous epochs. The Girl in Blue is painted
in the spirit of academism already established by the programmes of the Viennese
Fine Arts Academy where Predi¢ studied. Contrary to that, the brush stroke of the
Munich student Stevan Aleksi¢ is more liberated carrying the experiences of early
European modernists. In discovering other parallels through these two portraits one
can find common characteristics that surpass individual artworks: although educated
in different Art Academies and although artistically formed in different cultural
environments, Predi¢ and Aleksi¢ were grantees of Matica Srpska and both of them
had produced numerous works of art in which the first oftshoots of modernism in the
history of Serbian art are recognisable.*

2 Ibidem, 87.

% T. Tankospesuh Byrapcku, Konexyuja xao oinegano. Mogepuuszam y genuma u3 lIanepuje Maitiuye
cpiicke, Katanor usnoxoe, fanepuja Maruue cprcke, Hosu Cap 2021.
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Corneliu Ljuba was a contemporary of Uro$ Predi¢ and Steva Aleksi¢, but
his opus, considered by subject matter and form, was much more modernist in
orientation. Ljuba was originally from Vr$ac and was educated in Budapest - he
first studied architecture at the Polytechnic and then transferred to the Fine Arts
Academy; he graduated drawing in 1905. Ljuba then worked as professor in the high
school in Subotica where he contributed to the reorganisation of the educational
system and was afterwards engaged in Timisoara for the same task. In Timisoara, in
1921, he became one of the founders of the “Fine Arts Society”*! As parallels to the
paintings by Corneliu Ljuba Landscape in the Vicinity of Subotica, Landscape, Port
in Constanta, and Still Life the Gallery has exhibited the following paintings: Village
in Vojvodina by Ivan Radovi¢, also a student of the Budapest Fine Arts Academy,
and Sremski Karlovci, by Stevan Maksimovi¢ from Novi Sad - his small format, light
colours and selected segments of landscape with church belfries produce powerful
formal parallels with the painting by his colleague from Timisoara. With his painting
From the Rijeka Port Vasa PomoriSac makes a parallel to Ljuba’s seascape. This is
also confirmed by the fact that PomoriSac was born in Banat, in Modo$, where he
received the first lessons in painting from Stevan Aleksi¢. Zora Petrovi¢ was born
in the Banat village of Dobrica. Her Flowers are exhibited opposite to Ljuba’s, first
because of a parallel colour gamma, but also as a reminder that both of them studies in
Budapest. Through sequences of different modernist impulses this display shows that
two cultural contexts were established in the twentieth century within a previously
unique cultural space and that they developed in parallel continuously fostering close
mutual relations.

* %k

Today, Novi Sad and Timisoara are twin cities. When both cities received
in 2016 the title of the European Capital of Culture for 2021 it was a good motive
to remind everyone of their common past and the establishment of new relations
through their historic connections. In order to tell the story about Parallels in the
most adequate way, we have chosen artworks from the institutions located close to
Liberty Square of Novi Sad and Timisoara. Presently those chosen artworks are in
front of the audience together with this story about the relations between the two
cities. The idea about cultural parallels has the potential with its universal quality
to reach eternity if the constitutive segment of its realisation were the transference
of memory to each forthcoming generation, the continuation of the connections
established by our ancestors but also the establishment of new cultural bridges. With
regard to that, three abstract compositions from 2000 by Miroslav Pavlovi¢, born in

1 E. Mikl6sik, Arta bandteand interbelicd: Graphite, Timisoara 2006, 33-34.



Serbia but educated in Romania, have also been exhibited as a symbol of continued
fostering of parallels between Timisoara and Novi Sad in the twenty-first century.

The exhibition Parallels, to be presented as a part of the programme of the
European Capital of Culture in Novi Sad (2022) and Timisoara (2023) shows in what
way the relations between our two cities, museums and cultures are understood
today. The drawn parallels are one possible display of European art from this cultural
space. Their reflections can surely be perceived in other geographic spaces and in the
collections of other museums. In this historic moment, when Novi Sad and Timisoara
bear the title of European Capitals of Culture, we thought it was important to indicate
their interconnectedness. This might inspire some other cities and museums to find
their parallels — because only when we find similarities in art and share its values,
culture becomes an element of cohesion of a unique European artistic space.

Dr. Aleksandra Celovski
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