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bUbAHA JOTUR

PEY JTHPEKTOPKE :
HAJPEAJTU3AM Y CBETY ,U3AMA*

JKuBrvMo y BpeMeHy Koje KkapakTepulle rybuTtak jacHWX rpaHuua
YMETHMYKMX M3pa3a Koje TeOopWjCKM M MojMOBHO 0baukyje Teopuja
YMeTHOCTW. JefaH of KX jecTe M mojaM ,npaBal” wuau ,nokpeT’.
MefyTuM, nctopmja yMETHOCTU M3y4yaBa BHLLIe aBaHrapAHWX NMoKpeTa,
OLHOCHO aKkTMBM3aMa KojuMa ce ycMepaBa KoJleKTWBHa CTBapasnayka
CBECT, KOju Cy ce gelwlaBanu Bek paHuje. Mefly bpojHum ,n3mmuma”
je W HagpeanusaM, MOKPeT YMju Ce moyeuum Be3yjy 3a ume AHppea
BpetoHa [André Breton), yMeTHMKa Koju je CBOj HaroH 3a akTYBMW3MOM
objegmHmo y objaBbeHoM ,MaHudecTy Happeanmsma’.

Heryjyhn onHoC mpeMa KoJeKTUBHOj CBECTU WU yapy>KuBatrby, My3ej
npYMer-eHe YMETHOCTM OBaj BEKOBHW jybunej obenexxaBa 3ajefHo
ca MysejoM caBpeMeHe yMeTHOCTM U VIHCTUTYTOM 3a KHUXKEBHOCT U
yMeTHocT n3 beorpaga. Mctuuyhu nctopumjcky Ba>XkHOCT NoBe3nBaksa,
0BE TPU UHCTUTYLLMje, CBaKa y CBOM JOMEHY, YKa3yjy Ha cneLndruyHocTm
npuHumuna beorpagcke HagpeanucTuyke rpyne koja je buna bnucko
Be3aHa ca ¢paHLyCcKoM, ofakie je uaeja u notekna.

Beorpapnckv HagpeanusaM He Moxe ce mocmaTpaTt 6e3 ocBpTa Ha
noTnuncHuKe MaHndecta - Anekcangpa Byya, Ockapa Jasuya, MunaHa
HennHua, Mnapgera Qumutpujesnha, CteBaHa XusagnHosuha - BaHa
Bopa, Papojuue XXusaHoBuha - Hoa, Hopha JoaHoBuha, Hopha
Koctuha, dywara Matuha, BpaHka MunoBaHoBuha, Koye Monosuha,
[Netpa MNonosuha n Mapka Puctuha, koju je nybnvkoBaH y anMaHaxy
.HeMoryhe - L “impossible”. I goxk je pey buna nokpetayka Tauka v3
Koje je MpoMCTMLA0 0Baj MOKPET, IMKOBHW OMyC je BM3YENHO MLIAao Y
Kopak ca TuM.

Ctyamjckamsnoxba ,3agp>kaHo bekcTBo HapcTBapHOCTU: doTorpaduja
y beorpagnckoM Happeanusmy” okynsba onyc dotorpaduja Hukone
Byua, Bana Bopa n Mapka Puctuha n3s mysejckux 36upku, nctuayhu
BaXKHOCT oBor Hacneha. Ca xe/boM fa ce mocTurHe cBeobyxsaTHuWja
atMocdepa u banxXmM JOXMBIba] MOCTaBKe, OCMM My3ejCKMX LefioBa,
npencTassba U ABa anbyma Hukone Byya, koja cy y BNacHULLTBY Herose
hepke Beke Byyo, n npeo usgare Kroure ,Haha” AHppe BpeToHa,
Koje ce uyBa y Jleraty Mapka Puctnha u3 donga bubnmoteke Cpncke
aKkafeMuje Hayka v YMETHOCTMU.

Y3 3axBanHocT beorpafckoM HagpeanucTMykoM Hacnehy,

Buwana Jowuh,
MA ucropuje ymerHocTy,
KYCTOCKHbA, TupekTopka MITY
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Y B OJHA
PASMATPAIbA

N3noxba ,3apgpxaHo bekcTBo HagcTBapHoOCTH: doTorpaduja
y beorpagckoM HagpeanusMy” peanusyje ce kao feo MaHudecTaumnje
JAxktueuteT: 100 rognHa Hapgpeanusma’, Kojom Mysej npuMerseHe
YMeTHOCTW, 3ajefHO ¢ My3ejoM caBpeMeHe yMeTHOCTU 1 VHCTUTyTOM
3a KHbMXXEBHOCT M yMeTHoCT y Beorpapy, yyecTByje y obenexaBatby
jybuneja - cTo rogmHa of objaBrbuBarba ,MaHubecta Hagpeanuama”®
Anppea BpetoHa (André Breton), koju je 03Hauuo mouyeTak oBOM
nokpeTta. Ybp3o no herosoM dopMmupary y @PpaHuyckoj, naeje
Happeanuama npolumpune cy ce EBponoMm, a jegaH of mnpBuWX
HafpeanucTMYKMX NokpeTa opraHu3osaH je y beorpagy, npectoHunum
Tapawre KpasbeBuHe JyrocnaBuje. Mlako ce opraHM30BaHO gefloBakbe
Beorpapncke rpyne Besyje 3a Bpeme og 1929. no 1932. roguHe, oHo je,
Yy VHAVBWUAYalHOM W KOJIEKTUBHOM 00/MKy, MocTojano npe v mocie
TOr nepuofa. YnaHoBW rpyne cy of camux nmoyeTaka Npatuaun naeje u
aKTMBHOCT PpaHLyCcKuUX HapgpeanucTa, a Mehy HurMa je ybp3o novena
fa Ce OABMja >XMBa KOMyHUKauwuja, Kpo3 pasMmeHy nybnaukauuja,
npenucky 1 capaphy. BpxyHal, KonekTMBHe akTMBHOCTM beorpancke
HafpeanucTuyke rpyne npeactaB/bano je objaB/bMBarbe anMaHaxa
.Hemoryhe - L “impossible”y majy 1930. roguHe, y kome je nybnnkosaH
MaHudecT, Koju je noTAMCcano TPMHAECT YiaHoBa rpyne — AnekcaHgap
Byuo, Ockap laBuyo, Munax legunHu, Mnagen Oumnutpujesuh, CteaH
KvueagunHosuh - BaHe Bbop, Papojuua >Kueanosuh Hoe, Hophe
JoBaHoBuh, Hophe Koctuh, OywaH Matuh, BpaHko MwunosaHosuA,
Koua lMonosuh, lMNetap lMNonosuh n Mapko Puctuh.

1n:
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Mapa je 3amoyeo MPBEHCTBEHO Kao NIMTEpapHW MOKpeT,
Happeanusam ce ybp3o mpowwvpuo 1 y obnact BusyenHor. Kao u y
LPYrMM aBaHrapgHWM mokpeTuma, nocebHo mMecTto Mely BU3yenHUM
MeaMjuMa y Kojuma Cy HagpeanucTu npenosHanu nosbe 3a bpojHe
MOryRHOCTM eKCmepMMeHTUCarba W WUCTpaXkuBakba npunano je
doTorpaduju. Mehy npBuM Bu3yenHMM penuma beorpapckor
Hagpeanuama ynpaBo cy ¢otorpaduje Hukone Byua, aytopa koju
dopmManHo Huje 61O YnaH rpyne, anu je y okBMpy He AenoBao. Hberos
onyc, kao n onycu CteBaHa XuaguHoBuha — Bana Bopa n Mapka
Puctuha, aytopa c Haj3HayajHujoM doTorpadCckoM 3a0CTaBLUTUHOM
y oKkBUpY beorpancke HapgpeanucTuyke rpyrne, NpeacTaB/beHn cy Ha
n3noxbu 1 y katanory kKoju je npatu.

Tpn TekcTa y KaTanory ycMepeHa Ccy Ha TyMayerse
pa3nuyntux acnekata ¢oTorpaduje beorpafckor Hagpeanuama
M Ha HEHO carfefaBarbe Yy pasfiMynTUM KOHTekcTuMa. JloBopka
Maraw BunaHumh pasmaTpa je y LWMPEM KOHTEKCTY jyroCnoBeHcKe
doTorpaduje uctor nepmona, ¢ PokycoM Ha HEHO MeCTO M 3Hauaj y
OKBWPY OCTanux aBaHrapLHux TeHAeHuMja; TekcT [AujaHe MeTnuh o
doTorpammma Mapka Puctnha n BaHa Bopa ycMepeH je npBeHCTBEHO
Ha WCNUTMBaHbe TMPUMEHE ayTOMaTU3Ma, jefHOr Of  KJbyYHUX
HappeanucTUYKMX MPUHLMMA, Y HWUXOBOM KOHLUMMAMpaky; TEKCT
JeneHe [Nepah b6aBu ce ogHOCOM McmMxoaHanuTMYKor KoHuenta Das
Unheimliche n Hapgpeanuctuyke doTtorpaduje, ykasyjyhn Ha npucycTso
Te nieje n uckyctea y ¢otorpadujama Hukone Byya n BaHa Bopa.

Ha n3noxbu cy npepctaBmbeHe poTorpaduje Tpu aytopa v3
LBe My3ejcke MHCTUTYUMje, My3eja npuMerbeHe yMeTHOCTU 1 My3eja
caBpeMeHe ymeTHocTW y Beorpagy, y KojuMa ce 4yBa Hajsehun geo
HMXOBE 3a0CTaBLUTUHe. 3aciyre 3a WHCTUTYLMOHANU30Bare U
My3eanusauujy HagpeanucTtuyke dotorpadcke bawTvHe npunagajy
NMPBEHCTBEHO HEeKadallkbUM KycToCKMHama ABa Myseja — MunaHku
Toauh (MNY) n Jacuu Tujapmosuh-Monosuh (MCY). 3axsamyjyhu
FVMXOBUM JIMYHMM KOHTaKkTWMa ca aytopuma Hukosom Byuom (M.
Topmh) v Banom Bopowm (J. Tujapnosuhi-Monosuh) kpajem ocampecetnx
ropMHa XX Beka, kao W ¢ HacnegHuuoM Mapka Puctuha, JeneHom
Josanosuh (M. Toguh) noyeTkom fBEXUbaaUTUX rogmHa, oTorpadeke
330CTaBLUTMHE OBWX ayTopa MOK/OHeHe Cy ABeMa WHCTUTyLMjaMma,
CTekse Cy cTaTyc KynTypHux pobapa u moctane LOCTyMHe LUMPOKO]
jaBHOCTH.

Heo unsnoxbe unHe n pBa anbyma Hwkone Byua, koja cy
y BnacHuwTBy HeroBe hepke beke Byuvo, kojoj ce 3axBarbyjeMo
Ha sbyba3HoOM ycTymaky TuUX npeameTa. 3axBanHOCT ynyhyjemMo u
Bubnunoteun Cpncke akageMuje Hayka v YMETHOCTU, U3 yujer GoHaa
je no3ajMsbeHO NpPBO M3fare khbure ,Haha” Anppea BpeToHa, Koje ce
yyBa y Jleraty Mapka Puctuha.
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LOVORKA MAGAS BILANDZIC*

OD (NAD)REALNOG

DO NADREALISTICKE
FOTOGRAFIJE

— BEOGRADSKI NADREALIZAM
[ FOTOGRAFIJA U KRALJEVINI
SHS/JUGOSLAVIJI

1920-1H 1 1930-1H

za povijest umjetnosti
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Turbulentno razdoblje izmedu dva svjetska rata u Kraljevini
Srba, Hrvata i Slovenaca/ Jugoslaviji bilo je obiljezeno brojnim
proturjecnostima vidljivima u razliitim aspektima politickog,
drustvenog i kulturnog Zivota: politickom nestabilnoSéu i nacionalnom
napetoscu, ukidanjem parlamentarizma i proglasenjem diktature
(1929), postupnim ja¢anjem reperkusija globalne ekonomske krize, ali
i uvodenjem inozemnih trendova te intenzivnim umjetnickim zivotom
glavnih centara drzave, Zagreba i Beograda. Tijekom meduratnih
godina dolazi do uspostavljanja snaznih veza sa internacionalnim
umjetnickim krugovima koje su se ostvarivale kroz osobne kontakte
i suradnje u casopisima te boravke domacih umjetnika u inozemstvu
(Parizu, Pragu itd.). Brojni knjizevnici, intelektualci razlicitih profesija,
kazalisni i likovni umjetnici iz svih dijelova drzave u europskim su
metropolama upoznali aktualne tendencije u razlicitim sferama
umjetnickog i drustveno-humanistickog djelovanja i aktivistickog
angazmana te istovremeno sa svojim europskim kolegama usvojili i u
lokalnu sredinu implementirali najnovije trendove - od najradikalnijih
avangardnih  vizualnih istrazivanja (dadaizma, nadrealizma,
konstruktivizma) do Sirokog dijapazona poslijeratnih realizama
(magi¢nog, kritickog, neoklasicizma). Zbog lak$ega programatskog
(javnog) djelovanja nerijetko su se povezivali u kolektive, manifestno
definirali svoja idejna polazista te krajem 1920-ih i u prvoj polovici
1930-ih predstavljali putem izlozbenih manifestacija (npr. Udruzenje
umjetnika Zemlja) iliuformatu knjiga i ¢asopisa te kroz multimedijalno
djelovanje (beogradski nadrealisti).

1. lywan Mawiuh,

Beorpaj, 1931,

Mysej mpumMersene yMeTHOCTH,
Op. Kib. yiacka 189/2003,
Jlerar Jexrene Joganosuh

Dusan Matié,

Belgrade, 1931,

Museum of Applied Art,
entry book no. 189/2003,
Legacy of Jelena Jovanovi¢

3. Mapro Puctauh,
1925-1930, Mysej npuverseHe yMeTHOCTH,
uHB. 0p. 20201, Jlerar Jenene Joanosuh

Marko Ristic,
1925-1930, Museum of Applied Art,
inv. no. 20201, Legacy of Jelena Jovanovi¢

2. Cuesan sKusagunosuh — Bane Bop,
1935-1940, Mysej npumemeHe yMeTHOCTH,
Op. Kib. ynacka 199/2003, Jlerar Jesnene Josanosuh

Stevan Zivadinovié — Vane Bor,
1935-1940, Museum of Applied Art,
entry book no. 199/2003, Legacy of Jelena Jovanovié¢
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Tijekom 1920-ih putanje vodecih protagonista beogradskog
nadrealizma ispreplitale su se na razlicite nacine, a autori koji su
koristili fotografiju i istrazivali manipulaciju slikom, naizmjeni¢no su
ili istovremeno boravili u Parizu, te na izvoristu ostvarili kontakte i
suradnju s kljucnim predstavnicima francuskog nadrealizma.! Dusan
Matic je u francuskoj metropoli studirao od 1917. do 1921, Stevan
Zivadinovi¢ (Vane Bor) od 1927, a Marko Risti¢ je tamo boravio 1926-
1927. (sl. 1, 2, 3], kao i Nikola Vuco, koji je u Parizu studirao od 1921.
do 1927. i snimio prve fotografije.? lako nije bio ¢lan grupe i potpisnik
manifesta, preko starijeg brata Aleksandra Vuce i gimnazijskog
prijatelja Marka Risti¢a bio je dobro upoznat s njihovim programatskim
djelovanjem i idejama?® (sl. 4). Ve¢ su tijekom tih boravaka djelovali
kroz razlicite platforme, medu kojima je bilo i ispitivanje moguénosti
fotografskog medija u (relprezentiranju zbilje i njezinih skrivenih
segmenata te poigravanje s kanonima prikazivanja, kao primjerice
kod Vana Bora koji je u Parizu snimio seriju insceniranih, ekspresivnih
i dramati¢no osvijetljenih portreta buduéega kazaliSnog redatelja
Vlade Habuneka* u kojima je u konstruiranim situacijama ispitivao
mogucnost zahvacanja podsvjesnog i ,misterija ljudske glave [...) na
planu imanentne smrti”.?

4. Mapro Pucwuh, Arexcangap Bywo u Huxoaa Byvo,
Huua, oko 1930, Mysej npumermene yMEeTHOCTH,
Op. Kib. yiacka 195/2003, Jlerar Jexene Jopanosih

Marko Ristié, Aleksandar Vuco and Nikola Vuco, Nice,
ce. 1930, Museum of Applied Art,
entry book no. 195/2003, Legacy of Jelena Jovanovi¢
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1 O slojevitim odnosima dvaju
nadrealizama vidi u: H. KapidZi¢-
Osmanagic¢, Srpski nadrealizam

1 njegovi odnosi sa francuskim
nadrealizmom, Sarajevo: Svjetlost,
1966; M. Toauh, Hemouyhe:

ymewnocu nagpeausma, beorpas:

Myaej npumMersene yMeTHOCTH,
2002.

2 Podaci preuzeti iz: M.
Topuuth, Hemouyhe: ymewnocut
Hagpeausma, 234—240.

3 M. Todi¢, Nikola Vuco: fotografije
12 2birke Muzeja primenjene
umetnosti w Beogradu i prof. Nikole
Vuca, Beograd: Muzej primenjene
umetnosti, 1990, 75.

4 U memoarskim zapisima
Habunek je zabiljezio: ,Stalno
druzenje s Ko¢om Popovi¢em.
Naucio me crawl u bazenima i
povezao s nadrealistima, Markom
Risticem i Vanjom (sic!) Borom,
koji je napravio seriju mojih
nadrealistic¢kih fotografija.” Viado
Habunek, Zagreb: V&V Straza
Editions, 1994, 34.

5 Jedan od portreta objavljen
je u: ,Mucrepuja byjicke
riase”, y: Hemouyhe, Beorpaj:

Hajpeancriika uzjama 1930, 99.

FOTOGRAFIJA U KRALJEVINI SHS/JUGOSLAVIJI 1920-1H 1
1930-1H — OD DOKUMENTIRANJA REALNOG DO ISTRAZIVANJA
PODSVIJESNOG

Meduratne godine bile su vrijeme vaznih promjena na podrucju
fotografije u Kraljevini SHS/Jugoslaviji - od pomaka u pozicioniranju
i afirmiranju medija do istrazivanja mogucnosti i reperkusija
fotografske slike u transponiranju razlicitih slojeva (nad)realnog. lako
su predstavnici beogradskog nadrealizma djelovali onkraj lokalne
fotografske scene i individualno eksperimentirali s medijem bez
ukljucivanja u organizirane platforme (klubove) ili sudjelovanja na
izlozbama, bili su dobro upoznati s aktualnim dogadanjima na polju
fotografije u internacionalnom, ali i u nacionalnom kontekstu.

Tijekom 1920-ih i 1930-ih dolazi do postupnog jacanja organiziranog
djelovanja amatera u fotosekcijama planinarskih drustava i
fotoklubovima, te profesionalnih fotografa u udruzenjima i savezu.
Do kraja 1920-ih medu amaterima je uglavnom dominirala fotografija
koja je dokumentirala ljepotu prirodnih fenomenai planinskih pejzaza,
a istrazivanje medija odvijalo se u okviru progresivnih avangardnih
krugova s inozemnim iskustvom (beogradskih nadrealista,
slovenskih konstruktivista), dok su profesionalni fotografi uz
narucene portrete snimali i gradske scene, aktove, kazalisnu i plesnu
fotografiju, drustvenu kroniku, reportaze itd.® Zahvaljujuci tehnickom
usavrsavanju i pojeftinjenju aparature te pojednostavljenju postupka
snimanja, fotografija je postala lako dostupna Sirokoj javnosti
zainteresiranojza dokumentiranje vlastite svakodneviceiliistrazivanje
mogucnosti fotografske slike. Vane Bor, Nikola Vuco i Marko Risti¢ u
drugoj polovici 1920-ih zapoceli su s ispitivanjem ,,dokumentarnog”
i eksperimentalnog potencijala fotografije i uloge slucajnosti u
njezinu nastanku, propitivali konstruiranje i predstavljanje identiteta,
otkrivali podsvjesne slojeve i enigmatske prikaze te zacudne aspekte
stvarnosti u uobic¢ajenim prizorima koji su iznova sagledani dobivali
nova znacenja.

Istaknutu ulogu u populariziranju fotografije u Kraljevini Jugoslaviji,
upoznavanju fotografa s razlicitim strujanjima te implementiranju
novih pristupa imala je Medunarodna fotografska izlozba koja je
u travnju 1930. odrzana u sklopu gospodarskog sajma Zagrebacki
zbor.” Predstavila je jugoslavenske amaterske i profesionalne
fotografe, a kljucno mjesto bilo je posveceno gostovanju slavne
putujuce izlozbe Deutscher Werkbunda Film und Foto (FiFo), Cije
se premijerno izdanje odrzalo godinu dana ranije u Stuttgartu.
Zahvaljujuci izlozbi jugoslavenska je javnost imala priliku vidjeti
neka od kljucnih ostvarenja vodecih svjetskih fotografa te upoznati
pluralizam pristupa koji su obiljezili povijest fotografije, ali i njezinu
Siroku upotrebu u svakodnevnom Zivotu - od umijetnicke fotografije
i eksperimenata, koristenja u tehnici, znanosti, botanici i grafickom
dizajnu do reportaza, scena iz filmova itd. lzlozene fotografije
naznacCile su odmak od piktorijalizsma prema Novoj viziji i Novoj
objektivnosti/stvarnosti, manipuliranju s medijem u fotomontazama i
fotogramima, istrazivanju potencijala podsvjesnog, a medu izlozenim
radovima bili su i fotogrami Mana Raya te snimke Eugénea Atgeta,

Ciji je poetski pristup naizgled nevaznim i marginalnim motivima

6 Detaljnije o fotografiji u
razli¢itim drzavama vidi u: S.
Bernik (ur.), 150 let fotografije na
Slovenskem: 1919-1945, Ljubljana:
Arhitekturni muzej, 1990; M.
Todic¢, Istorija srpske fotografije
(1839-1940), Beograd: Prosveta,
Muzej primenjene umetnosti,
1993; M. Tonkovi¢, ,Oris povijesti
fotografije u Hrvatskoj”, u: V.
Malekovic (ur.), Fotografija u
Hrvatskoj 1848-1951, Zagreb:
Muzej za umjetnost i obrt, 1994,
47-173; L. Magas BilandZi¢,
,Desetletje pluralizmov: fotografija
v Kraljevini Jugoslaviji”, u: M.
Jenko, B. Zerove (ur.), Na robu:
vizualna wmetnost v Kraljevini
Jugoslaviji 1929-1941, Ljubljana:
Moderna galerija, 2019, 320-367.
7 Vise o izloZzbi i njezinu utjecaju
na jugoslavenske fotografe vidi

u: L. Magas, ,IzloZba Deutscher
Werkbunda Film und Foto

na zagrebackoj Medunardnoj

Jfotografskoj izloZbi i hrvatska

fotografija pocetkom 1930-ih”,
u: Radovi Instituta za povijest
umyjetnosti, 34, 2010, 189-200;
L. Magas Bilandzi¢, ,Desetletje
pluralizmov”, 321-322, 325.
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svakodnevice utjecao na nadrealisticku fotografiju. FiFo je ,u sustini
bila manifestacija borbe za status fotografskog i filmskog medija
koji su percipirani kao vrhunac vizualne kulture onoga vremena i
kao ‘novi internacionalni jezik'",® a koji su u izradi fotograma kroz
filmsku naraciju i montazu pretapanjem karakteristi¢cnu za onodobni
avangardni film primjenjivali Vane Bor i Marko Ristic.’

Poticanju interesa za bavljenje fotografijom pridonio je i tisak te
su natpisi o razlicitim tehnickim i umjetnickim aspektima medija
objavljivani u kazaliSnim magazinima (Kulisa, Comoedia) i fotografskim
Casopisima (Foto Revija), u kojima se 1930-ih pozornost posvecivala
i .novim” oblicima izrazavanja (fotomontazi i fotogramu),’® koje su
u svojoj fotografskoj praksi protagonisti beogradskog nadrealizma
koristili ve¢ u drugoj polovici 1920-ih.

x L —— —

5. Mapro Puctiwuh y gpyuniasy newosnauie Heene w Myutkapia

(Kowa Ilowosuh?), 1923,

Mysej npuvereHe yMerHocTn, 0p. Kib. yiacka 78/2007/38,

Jlerar Jenene Jopanosuh

Marko Ristic in the company of an unknown woman and
man (Koca Popovié?), 1923,

Museum of Applied Art, entry book no. 78/2007/38,
Legacy of Jelena Jovanovi¢

8 L. Magas, nav. djelo, 193.

9 M. Toguh, ,Pororpaduja
Hajipeaanama usmel)y qyma

1 ynmeHue’, y: 300pHus
pagosa Paryvmewna gpamcrur
ymemnocun, 13—14, 2008, 204.

10 P. Kocjancic¢, ,Moderna
fotografija brez plosce in kamere”,
u: Foto Revija, 6, 1932, 3-4; P.
Kocjancic, ,Fotomontaza”, u: Foto
Revija, 1,1933, 5-6; F. Mosinger,
,Fotogram ili fotografija bez
fotografskog aparata”, u: Kulisa, 4,
1933, 17.

1ZAZ0OVI FOTOGRAFSKOG MEDIJA - PLURALIZAM PRISTUPA
U DJELOVANJU BEOGRADSKIH NADREALISTA.

Na izazove definiranja nadrealisticke fotografije ukazali su
inozemni autori koji su se temom bavili iz razli¢itih rakursa - od
pocetnih pitanja kako i zasto je fotografija u srediStu nadrealizma
~unato¢ prividnoj proturjecnosti izmedu ekstravagantnih proizvoda
nesvjesnog i dokumentarne neizrazajnosti kamere”'" do sagledavanja
.nadrealisticke dokumentarne” fotografije koja ., nastaje u i oko grada
gdje banalno i cudesno koegzistiraju na dnevnoj bazi".'? Vecina
autora je nadrealisticke fotografije najcesce razmatrala iz semioloske
perspektive, odnosno kao jezicki znak/sustav.® Rosalind Krauss
detaljno je secirala proturjecnosti u definiranju stila, automatizma
i koncepta percepcije/reprezentacije u nadrealistickoj umjetnosti (i
fotografiji), te ukazalanakontradiktornatumacenjavidljiva u teorijskim
natpisima Andréa Bretona.' Istaknula je i potrebu komparativnog i
kontekstualnog tumacenja umjetnickih djela nastalih istovremeno
i na istom mjestu,’ te Cinjenicu da se nadrealisticka fotografija od
suvremenih primjera Nove objektivnosti ili bauhausovskih snimaka
razlikuje samo u ,Cudnosti” snimljenih subjekata.’® Krauss nadalje
polazi od neodrzivosti jedinstvene definicije stila kod heterogenih
pojava kao Sto je nadrealisticka fotografija te identificira razlicite
pristupe: ,apsolutno banalne prikaze” Jacques-Andréa Boiffarda
za Bretonovu Nadju, njegove ,manje banalne” Ciste fotografije za
Documents 1929. (Gros orteil / Veliki palac), ¢iste fotografije ..koje
postavljaju pitanje o statusu fotografskog dokumenta” kroz aranzirane
vizualne spojeve rastavljene nakon snimanja (Hans Bellmar, Man
Ray]), solarizacije i fotograme (rayograme) koji su ,,duhovi” snimljenih
predmeta, brilage tehniku paljenja Raoula Ubaca, koja se priblizava
automatskom, te fotomontazu koju, kako primjecuje, manje koriste
nadrealisticki fotografi, ali je zanimljiva nadrealistickim pjesnicima
koji su je i sami izradivali."”

Fotografija je imala istaknutu ulogu u okviru nadrealizma - kao
medij umjetnickog istrazivanja i izrazavanja, ali i kao ilustracija
brojnih tiskanih izdanja. Breton se 1925. zapitao kad ce fotografija
u potpunosti zamijeniti crteze u ilustriranju knjiga i u svojim je
izdanjima (Nadja, 1928; Les Vases communicatns, 1932. i LAmour fou,
1937) koristio snimke Boiffarda, Mana Raya i Brassaija, kadrove iz
filmova i fotodokumentaciju, a fotografija je imala vazno mjesto i u
nadrealisti¢koj periodici (npr. La Révolution surréaliste).'® Beogradski
nadrealisti od pocetka djelovanja shvacali su potencijal fotografije
koja je bila komplementarni segment pisanoj rijeci te u publikacijama
nije bila tek ilustracija teksta ve¢ je dobila ,status i funkciju
autonomnog umetnickog dela”.'” Od ranih izdanja posvecivali su
pozornost koristenom fotografskom materijalu kojemu su pristupali

11 R. Krauss, J. Livingstone,
JPreface”, u: R. Krauss, J.
Livingstone, L'Amour, fou:
photography & surrealism,
Washington, D.C.: The Corcoran
Gallery of Art, New York: Abbeville
Press Publishers, 1985, 9.

12 . Walker, City gorged

with dreams. Surrealism and
documentary photography in
interwar Paris, Manchester, New
York: Manchester University
Press, 2002, 3.

13 Primjerice, Bate istice kako

se pojam nadrealisti¢kog tice
primarno ,znacenja, a ne slike”,

a u analizi polazi iz rakursa
Lenigmatske poruke” Jeana
Laplanchea. D. Bate, Photography
and Surrealism: Sexuality,
Colonialism and Social Dissent,
London, New York: I. B. Tauris,
2003, 21-22.

14 Detaljno vidi u: R. Krauss,
,The Photographic Conditions of
Surrealism”, u: October, 19, 1981,
7-13.

15 Tekst zapocinje povezivanjem
i komparacijom fotografija
nadrealista Mana Raya i
Bauhausovke Florence Henri.

16 R. Krauss, ,Photography in

the Service of Surrealism”, u: R.
Krauss, J. Livingstone, L'Amour
Jfou: photography & swrrealism,
‘Washington, D.C.: The Corcoran
Gallery of Art, New York: Abbeville
Press Publishers, 1985, 24.

17 R. Krauss, ,The Photographic
Conditions of Surrealism”, 17-18.
18 Isto, 14.

19 M. Todi¢, Nikola Vuco:
Jfotografije iz zbirke Muzeja
primenjene umetnosti w Beogradu i
prof. Nikole Vuca, 71.
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na razlicite nacine. Tako je Milan Dedinac u antipoemi Javna ptica
(1926) posegnuo za sekundarno upotrebljenim vizualnim prilozima
kao aproprijacijama koje je .izmestio istrgavsi ih iz originalnog
konteksta” (drugih knjiga i novinskih ilustracija).®® U almanahu
Nemoguce/ Llmpossible (1930) fotogrami Vane Bora i fotografije
Nikole Vuce (Zadrzano bekstvo nadstvarnosti, 1929.; Zid agnosticizma,
1929. itd., kat. br. 43, 45) funkcionirali su pak .kao vizuelni manifest
srpskog nadrealizma jer su jezikom fotografske slike saopsStavani isti
oni ideoloski stavovi kao i u buntovnicki intoniranim tekstovima“.?'

Fotografije beogradskih nadrealista nastale su tijekom druge
polovice 1920-ih i u prvim godinama 1930-ih, a angazman pojedinih
autora bio je kvantitativno razlicit. Ristic je fokus djelatnosti usmjerio
na pisanje i uredivanje tiskanih izdanja te je njegov fotografski
eksperiment sveden na seriju autoreferencijalnih fotograma iz 1920-
ih, a DuSan Matic¢ je za medijem posegnuo u fotomontazama prvog
izdanja poeme Aleksandra Vuce Podvizi druZine . Pet petlica” (1933).
S druge strane, korpusi fotografija Vane Bora i Nikole Vuce znatno
su veci i pokazuju interes autora za istrazivanje (nelvidljivih aspekata
predmetne stvarnosti, zadiranje u podsvjesno i zahvacanje slojeva
onkraj realnog, fizickog svijeta. Dijapazon Borovih motiva seze od
eksperimentalnih fotograma sa smrskanom staklenom bocom u
kojima se poigravao optickim senzacijama kao rezultatom reziranog
slucaja i ,dokumentarnih” snimaka groblja ili dina kao prizora
metafora do ekspresivnih portreta prijatelja (Vlado Habunek, Koca
Popovi¢), tematiziranja dinamike musko-zZenskih odnosa (Memorija)
i konstruiranih scena s likovima u gradskom ambijentu u kojima je
evidentan njegov pasionirani interes za filmsku estetiku i postizanje
napetosti u dva povezana kadra fotografija koje tematiziraju ,dva”
i .jedan minut pre ubistva”.??2 Nikola Vuco fokusirao se na detalje,
zateCene konstelacije i prolazne trenutke stvarnosti odabirom
vizualnih sredstava bliskih repertoaru Nove vizije i Nove objektivnosti
(gornji i donji rakursi, krupni planovi, naglasene dijagonale, svjetlosni
odrazi, viSestruke ekspozicije, dupliranje i umnozavanje itd.) te
naizgled obicne scene sagledavao na nov nacin, otkrivao potencijal za
metaforicko tumacenje zbilje i simbolicki tretman fotografske slike.?

NADREALNO U MEDURATNOJ FOTOGRAFIJI U KRALJEVINI
SHS/JUGOSLAVIJI

Nadrealizam je najjasniju manifestaciju u kontekstu meduratne
fotografije u Kraljevini SHS/ Jugoslaviji imao u djelovanju beogradskih
nadrealista, ali je i u ostalim drzavama doslo do pojedinih priklona
nadrealistickoj poetici. Rijec je ipak o individualnim primjerima
i fotografima koji su imali vezu s pariskim milieuom ili poznavali
onodobne tendencije s kojima su se susreli direktno ili indirektno te
su svjesno posezali za nadrealnim. Istovremeno, kod pojedinih autora
eksperimentiranje s fotografskim medijem rezultiralo je koriStenjem
postupaka i/ili doticanjem tematskih motiva bliskih nadrealistickoj
estetici na formalnoj ili znacenjskoj razini te stvaranja zacudnih
kompozicija koje nisu nuzno bile utemeljene u svjesnom koristenju
nadrealisticke poetike, ali su u dojmu i ucinku ozivljavale nadrealno
te ih se posredno moze povezati s tim kontekstom, slicno kao Sto
su nadrealisti u Atgetovu fotografskom djelu i snimkama izloga,

20 Detaljnije vidi u: M. Toguh, B.
Josuh, Jlories skene (u3) meujyma
y Jasnoj wuwuyu Munana /legnnma’,
y: Kisuorcesna ucmopuja, 159, 2016,
82. Autori navode da je moguci
suradnik na oblikovanju tih ,lepak
slika” Dusan Mati¢ te ukazuju na
provenijenciju jedne od ilustracija
iz spiritisticke literature.

21 M. Toauh, ,Pororpaduja
HajpeainsMa usMehy uyma

n uynmenuie”, 202. Vise o
fotografiji u almanahu vidi u: M.
Toputh, Hemouyhe: ymewnocui
nagpeausma, 27—31.

22 Vise vidi u: M. Toauh,

MzBan yrephenux rpannma:
Pororpadckn ekcriepuMenTn
Bana /Kusajunosnha Bopa”, y:

B. Crojmenosuh, I Munenkosuh
(vp.), H3nag peasusma Bane Bop:
360pnur pagosa, Bop: Hapoana
Gutamoreka, 2009, 25-41; M.
Toxuh, Hemouyhe: ymewnocut
nagpeausma, 61-63; J. Tijardovié-
Popovié, Jedan minut pre ubistva.
Fotografija w srpskom nadrealizmu
(1926-1936), Beograd: Muzej
savremene umetnosti, 2002, 7-8.
23 Vise vidi u: M. Toguh, Hemoryhe:
YMEUHOCUL HAGPeAIUBMA, 55-59.

napustenih gradskih ulica i naizgled nevaznih detalja naknadno
prepoznali nadrealne aspekte.

Djelovanje srpskih nadrealista temeljito je obradeno i sagledano iz
razlicitih rakursa,? a o nadrealistickoj fotografiji i njezinim tragovima
u ostalim dijelovima Kraljevine SHS/ Jugoslavije postoje tek rijetki
natpisi s obzirom na to da su prikloni nadrealizmu bili pojedinacni
i parcijalni. Nadrealisticka dionica u fotografiji slovenskog slikara i
fotografa s pariSkom adresom Venea Pilona je interpretirana, kao
i doprinosi nekolicine slovenskih autora bliskih toj poetici (Janko
Skerlep, Karlo Kocjancic¢).?® U hrvatskom su kontekstu razmatranja
o nadrealizmu u fotografiji ostala na razini spominjanja slavne
nadrealisticke fotografkinje Dore Maar (Henriette Théodore
Markovitch) koja je obiteljskim porijeklom bila vezana za Hrvatsku,?
te navodenje opcih opaski kako u pojedinim autorskim opusima
postoji interes i za nadrealizam (Franjo Mosinger).?”

Brojni meduratni jugoslavenski fotografi slobodno su koristili
razlicite postupke i nacine prikazivanja te stvarali na razmedu onoga
Sto se u meduratnim godinama nazivalo ,modernom stvarnoscu”, a
obuhvacalo je Sirok dijapazon novih pristupa mediju: neobi¢ne kuteve
snimanja, ,Carobnost povrsine”, kontraste materijala i ,slikovito
djelovanje ‘mnozine’”.® Potpisnici beogradskoga nadrealistickog
manifesta Vane Bor, Mati¢ i Risti¢, te njima pridruzeni Vuco, posezali
su za razlicitim tehnikama, postupcima i temama koje su s drugih
idejnih polazista koristili i ostali autori u Kraljevini SHS/ Jugoslaviji
1920-ih i 1930-ih, a koji su bili bliski Novoj viziji i/ili Novoj objektivnosti.
Ostvarenja srpskih nadrealista stoga je zanimljivo sagledati u
korelaciji prema suvremenicima koji su sa slicnih ili poetski razlicitih
pozicija pristupali mediju: zajedno su obiljezili avangardnu fotografiju
u meduratnoj Jugoslaviji te inovativnim vizualnim i medijskim
istrazivanjima doprinijeli i onodobnoj pluralistickoj europskoj
fotografskoj sceni.

NOVI POGLED NA VIDLJIVU STVARNOST - (RAZ)OTKRIVANJE
SKRIVENOG I OCUDIVANJE ZBILJE

U nadrealistickom manifestu (1924) André Breton je pod utjecajem
psihoanalitickih u¢enja Sigmunda Freuda naglasak s prikaza opipljive,
fizicke stvarnosti prebacio na oslobadanje duha, automatizam, san
i sferu podsvjesnog, neracionalnog, intuitivnog i skrivenog, a koji
su se na razlicite nacine manifestirali i u vizualnim umjetnostima.
Nadrealisti su senzibilitet za bizarne i fantasticne spojeve te aluzivna
znacenja prepoznali u prethodnicima poput Comte de Lautrémonta,
koji je 1860-ih u Les Chants de Maldoror ljepotu vidio u slucajnom
susretu Sivaceg stroja i kiSobrana na stolu za seciranje. Marko
Risti¢ je u Boiffardovim fotografiama za Bretonovu Nadju vidio
.znamenje istintog, svakodnevnog, dokumentarnog, neprerusenog
i realnog u vezi sa natprirodnim”, ,obi¢ne” snimke koje su ,.svojom
priguSenom recitos¢u halucinantne” te oznacavaju da je ,nadrealno
imanentno realnom”.?” Breton je nadalje grcevitu/konvulzivnu ljepotu
prepoznavao u mimikriji, odgodi i slucajno pronadenom predmetu ili

24 Vidi primjerice: J. Tijardovié¢-
Popovi¢, nav. djelo; M.
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25 S. Bernik, Pariski fotograf
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,Nadrealizem v slovenski
fotografiji pred 2. svetovno
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zgodovino, 42, 2006, 215-239.
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2005, 64-73.
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verbalnom fragmentu koji je znak Zelje.*® Nadrealisticki koncepti u
fotografiji su postizani na razlicite nacine: od predstavljanja realnosti
na nov nacin uocavanjem skrivenih segmenata i sugestivnih slojeva
stvarnosti, manipuliranjem slikom ili biljezenjem neobicnih ,susreta”
predmeta do kreiranja vizualnih rebusa, specificne, cesto misticne,
snovite, ocudujuce i/ili pomaknute, nelagodne, zazorne, zastrasujuce
i prijetece atmosfere.’

Detektiranje neobicnih trenutaka i njihovo fotografsko biljezenje
ranijih se desetljeca povremeno javljalo kod autora koji su objektive
usmjeravali prema pojedinim aspektima fizicke stvarnosti, a koji
su prolazili ispod radara manje senzibilnih pojedinaca. Man Ray i
Berenice Abbott imali suvaznu ulogu u otkrivanju Atgetova pogleda na
do tada zanemarene motive i njihovo sagledavanje iz nadrealistickog
rakursa, aiulokalnom kontekstu pojedini su fotografi, poput Stephana
Vlacha i Loranta Odescalchija, snimali prizore koji osciliraju na rubu
nadrealnoga te ostvaruju atmosferu zacudnosti.®

Neobicniialuzivni spojevi, enigmatski prikaziiiscitavanje podsvjesnih,
skrivenih misli i seksualnih konotacija u obi¢nim stvarima nasli
su se u tematskom registru Venea Pilona koji je od 1926. viSe puta
boravio i zivio u Parizu, aktivno sudjelovao u drustvenom i kulturnom
Zivotu Montparnassea te dobro poznavao aktualna (nadrealisticka)
strujanja u fotografiji o kojima je i pisao u memoarskim zapisima:
.svim sam Zarom prionuo fotografiji, koja se u to vrijeme borila
za priznanje kao nova umjetnost, bilo fotogramima Mana Raya,
kompozicijskim razradama Blumenfelda, tankom emotivnoscu
Brassaija ili surrealizmom Dore Maar (Dalmatinke Markovic).”* Oko
1930. snimio je niz fotografija u kojima se poigravao medijem - od
fotograma i viSestrukih ekspozicija do dokumentiranja zatecenih
i nerijetko bizarnih konstelacija predmeta na pariSkom buvljaku
u kojima je prepoznao nadrealni karakter, odnosno jukstapozicija
razli¢itih objekata (maske, krinke, rukavice, gitare), koje je namjestao
u ocudujuce kompozicije simbolickih konotacija te propitivao osnovne
koncepte nadrealisticke poetike i psihoanalitickog inventara poput
podsvijesti, udvajanja, odnosa zivo-nezivo, amour fou itd. Koristenje
surogata i autopomorfno sagledavanje interakcije nezivih objekata
javljalo se i kod drugih autora.®

30 R. Krauss, ,The Photographic
Condition of Surrealism”, 28.

31 Vise o konceptu ,Unheimliche”
opcenito i u kontekstu beogradskog
nadrealizma vidi u tekstu Jelene
Pera¢ u ovom katalogu.

32 Oko 1914. Vlach je u fotografiji
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metafora”. M. Tonkovié¢, ,Oris
povijesti fotografije u Hrvatskoj”,
125.

33 Prema: S. Bernik, Pariski
Jotograf Veno Pilon, 19. O
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iz nadrealistickog rakursa vidi i: P.
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34 Primjerice, fotografija Flert
(1933) Vladimira GuteSe aluzivno
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Poigravanje s maskom i krinkom bilo je Cesto u nadrealistickoj
fotografiji, a za njom su posezali i jugoslavenski fotografi
transformirajuci stvarnost i stvarajuci asocijativne kompozicije
koristenjem razlicitih vizualnih mogucnosti (rakursa, svjetlosnih
kontrasta, manipulacija slikom) te zahvacajuciSirok dijapazon pojmova
vezanih za psihoanaliticko tumacenje podsvjesnog, unutrasnjih borbi,
nagona, ega, erosa i thanatosa.* U fotografiji Betoven I (kat. br. 1) Vuco
je dvostrukom ekspozicijom povezao Beethovenovu posmrtnu masku
i tipke klavira prenosedi iskustvo glazbe, a metonimijski tretman
posmrtne maske snimljene iz razlicitih rakursa primijenio je i hrvatski
profesionalni fotograf Franjo Mosinger, koji je .. dozivljaj Beethovenove
transcendentalnosti” postigao naglasenim osvjetljenjem i efektom
solarizacije.®® Mosinger je 1920-ih i 1930-ih imao vaznu ulogu u
populariziranju fotografije kroz publicisticku i izlozbenu djelatnost,
istrazivao je prirodu medija kroz razlicite stilske inklinacije - od
piktorijalizma, Nove objektivnosti i socijalno angazirane fotografije do
nadrealistickih priklona - te manipulirao s tehnikama (fotogramom,
fotomontazom). U ikonickoj, kriticki angaziranoj fotografiji Uzas
(1933) kroz zacudnu je konstelaciju predmeta (prazni okvir u kojemu
¢izma gazi glave dvije razbijene lutke) vizualnim sredstvima ocrtao
stvarnost Europe i dolazak Hitlera na vlast, a snimka je bila dio niza
aranziranih fotografija nadrealnog efekta s ,lebdeéim” i razbijenim
lutkama u okviru slike.*

Eros, thanatos i skrivene, podsvjesne (seksualne) Zelje Cesto su se
nalazile u fokusu nadrealistickih fotografa, pri cemu je dijapazon
pristupa bio razlicit - od aluzivnih i metaforickih scena do insceniranih
prikaza u kojima su koristene lutke (Hans Bellmar] ili Zensko tijelo
(Man Ray), koje je snimano iz razli¢itih kutova i/ili transformirano uz
Cesto ostvarivanje snaznog osjecaja prijeteceg, zazornog. Slovenski
knjizevnik, novinar i fotograf te popularizator fotografskog medija
Karlo Kocjanci¢ tom se konceptu priblizio s dvije verzije akta s
krinkom.®® U prvoj (1937) Zena skrivena identiteta gleda direktno u
kameru, dok na fotomontazi Pajek (Pauk, 1938) primjenjuje drugadiji
izrez i inverziju te intervenira s paucinom i ,perspektivnim ucinkom
izaziva dvosmisleno, cak pomalo zastrasujuce, a otvoreno erotske
predstave”.*

Ocudivanje i/ili apstrahiranje izoliranih svakodnevnih motiva te
makrofotografiju primjenjivao je slovenski fotograf Janko Skerlep.
Unatoc provenijenciji u Novoj objektivnosti i/ili prirodnim znanostima,
Lampic¢ je u njegovu sagledavanju detalja i struktura prirodnih
motiva i pojava kao supstituta i metafore za nesto drugo prepoznao
.Bretonovo shvacanje mimikrije kao jednoga od izvora tzv. Sokantne
ljepote”.“® Sugestivnu stvarnost u zatecenim situacijama i prirodnim
oblicima prepoznao je i Vane Bor u fotografijama poput Cayeux-sur-
mer/Dunes maritimes (1928) (kat. br. 64, 65) u kojoj je .izabran takav
pejzaZz da evocira telo zene”.*

35 Poigravanje
autoreferencijalnoscu i skrivanjem
uz efekt zacudnosti i nelagode
prisutno je kod Maske AB Edvarda
Stepancica objavljene u: P. Krecic,
Slovenski konstruktivizem in njegovi
evropski okviri, Maribor: Obzorja,
1989.

36 M. Tonkovi¢, Fotograf Franjo
Mosinger u kontelstu Nove
objektivnosti 7 Bauhausa, doktorski
rad, Zagreb: Filozofski fakultet
Sveucilista u Zagrebu, 2011, 185.

37 U zagrebackom Muzeju za
umjetnost i obrt sacuvani su i
negativi s motivima okvira slika,
fotografskog povecala, snopova
papira i autorovih fotografija u
otudujucim kombinacijama koje
tematiziraju gledanje i percepciju.
38 Motiv maske koristio je i u
fotografiji u boji Dragec z masko
(Dragec s maskom, oko 1938), u
kojoj iz gornjeg rakursa snima sina
s papirnatom maskom te postize
zac¢udan i nelagodan dojam.
Snimka je objavljena u: P. Lampi¢
(ur.), Karlo Kocjancic (1901-1970):
Knjigevnik in fotograf, Ljubljana:
Arhitekturni muzej, 1999, 92.

39 P. Lampi¢, ,Nadrealizem

v slovenski fotografiji pred 2.
svetovno vojno”, 235. Lampi¢ u
nadrealnom kljucu analizira i
pojedine primjere Kocjancicevih
pejzaza.

40 Isto, 228, 231.

41 J. Tijardovi¢-Popovié, nav.
djelo, 8.

IGRA SVJETIA 1 SLUCAJNOSTI - FOTOGRAM U
JUGOSILAVENSKOJ FOTOGRAFIJI

Fotogrami Vane Bora i Marka Ristica zauzimaju vazno mjesto
u kontekstu istrazivanja mogucnosti kreiranja fotografije bez
posredovanja kamere te su do sada najraniji poznati primjeri upotrebe
te tehnike u Kraljevini SHS/ Jugoslaviji. Vane Bor u fotogramu je vidio
.premalo prostora za Cisti psihicki automatizam”, ali je smatrao da
.pokoji moze nastati, 'kvaziautomatski’, pod ogranicenom kontrolom
uma”.> Dok je Bor naglasavao upliv slucajnosti biljezecéi efekte
osvjetljenja razbijenog stakla na papiru (kat. br. 85, 86), Marko
Risti¢ je u seriji fotograma (kat. br. 92-105) realizirao autobiografski
vizualni zapis emotivnog odnosa sa suprugom Sevom Risti¢ (Jelicom
Zivadinovi¢), sestrom Vane Bora. Sebeisuprugu prikazaoje s objektima
(suvenirima) ljubavi koristedj filmsku logiku,* rekombinirao pojedine
motive (autoportret, prikaz Sevinih nogu, jajolike osvijetljene siluete
itd.) te ostvario efekt montaZze pretapanjem, zamucenog pogleda
i dinamickog, fluidnog tretmana slike i teme koji je u pojedinim
segmentima vizualno blizak onodobnim istrazivanjima protagonista
avangardnog filma, poput Mana Raya u cinépoéme Emak Bakia (1926)
ili L'Etoile de mer (1928).

Srpski nadrealisti s fotogramom su se upoznali u Parizu,* kao i
Veno Pilon koji je oko 1930. realizirao par fotograma s motivima
uporabnih predmeta, ali nije dalje eksperimentirao s potencijalom
te tehnike. O moguc¢nostima kreiranja fotografija bez posredovanja
fotoaparata i ploce samim izlaganjem predmeta polozenih na
fotopapiru djelovanju sunceve ili umjetne svjetlosti u prvoj polovici
1930-ih pisali su slovenski fotograf i graficki dizajner Peter Kocjancic
te spomenuti Franjo Mosinger, koji su uz tekstove reproducirali i
vlastite fotograme.*® Mosinger je isticao kako ,savremeno gledanje
na umjetnost u kojoj dominira bitnost nailazi u fotogramu na idealno
sredstvo (sic!) izrazavanja”, buduéi da konture i sjene predmeta
.precizno i dokumentarno otkrivaju nove forme”, a .polaganjem
i podizanjem predmeta za vrijeme osvjetljivanja mogu se postici
razni efekti polusjena”.“ Opticke potencijale prikaza naglasavao je i
Kocjacic, koji je primijetio da je pazljivim odabirom predmeta moguce
.posti¢i nevjerojatno lijepe slikovne efekte s mekim prijelazima i
finim nijansama koje nam ni ploca ne moze dati”.*

Krajem 1930-ih inovativno promisljanje medija dogadalo se na rijeckoj
fotografskoj sceni medu protagonistima fotoklubova u talijanskoj
Rijeci (Fiume) i jugoslavenskom Su$aku. Slikarica i fotografkinja
Anita Antoniazzo Bocchina, Ciji je fotografski opus definiran kao
futuristicki, fotografijom se pocela baviti nakon povratka sa studija
u Veneciji, te je svoje snimke prvi put izlagala 1934.%¢ Bila je dobro
upoznata s razlicitim avangardnim tendencijama i eksperimentirala
s fotogramima i visestrukim ekspozicijama,* a priklon nadrealnom
tretmanu motiva vidljiv je u fotogramu Creature volante (1938),
u kojemu su prepleti razlicitih osvijetljenih i elongiranih formi
okarakterizirani kao ,lebdeca stvorenja”.

42 B. 7K. Bop, ,0 ayromaruamy y
JIMKOBHOj ymerHoctn”, y: 3. ['aBpuh
er ail. (yp.), Bane bop: Cuiesamn
sKusagunosuh Bop, Beorpasi: Myaej
caspemene ymernocru, 1990, 85.

43 Detaljno vidi u: M. Tojuh,
Hemouyhe: ymeuwmnocuu
nagpeausma, 201-203.

44 Detaljnije o tome vidi u tekstu
Dijane Metli¢ u ovom katalogu.

45 Svoje fotograme su objavljivali
i u drugim brojevima spomenutih
Casopisa (Kocjancic u Foto Reviji, a
Mosinger u Kulist).

46 F. Mosinger, nav. djelo, 17.

47 P. Kocjancic, ,Moderna
fotografija brez plosce in kamere”, 4.
48 E. Dubrovi¢, Na kraju stoljeca:
Likovne, kulturoloske i politicke
teme, Rijeka: Izdavacki centar,
1996, 101-104.

49 U pojedinim fotografijama
poseze za slicnim motivima

kao i Vuco (gitara, fragmenti
arhitekture sagledani iz naglasenih
rakursa itd.).

27 ¢



28

Bt

7. IIesa w Mapro Pucuh, JIyaia u Axexcangap Bywo w Bawe Bop,
1930-1935, My3ej npumeneHe yMeTHOCTH,
Op. Kib. yiaacka 194/2003, Jlerar Jenene Josamosih

Seva and Marko Ristié, Lula and Aleksandar Vuco and Vane Bor,

1930-1935, Museum of Applied Art,

————
S

entry book no. 194/2003, Legacy of Jelena Jovanovi¢

MONTAZNO (DE)KONSTRUIRANI SVJETOVI - FOTOMONTAZA U
JUGOSIAVENSKOJ FOTOGRAFIJI

Fotomontaza je imalavaznu ulogu u kontekstu avangardnih tendencija
u Kraljevini SHS/ Jugoslaviji te su za njom posezali autori iz razlicitih
dijelova zemlje bliski dadaizmu, konstruktivizmu, Bauhausu, socijalno
angaziranoj umjetnosti i nadrealizmu. Primjena montaznog pristupa
i kreiranje vizualnih spojeva sastavljenih od razlicitih fotografija i
fragmenata snimaka i/ili isje¢aka iz novina i Casopisa, uz adiciju
geometrijskih ili koloristickih akcenata, rezultiralo je dojmljivim
i zacudnim kompozicijama te znacenjskim sklopovima snaznoga
kritickog, propagandnog ili asocijativhog potencijala.

Tijekom 1920-ih i 1930-ih umjetnici razlicitih idejnih i ideoloskih
profila, pa tako i beogradski nadrealisti, koristili su kolazni i montazni
postupak u vlastitim umjetnickim eksperimentima. Manipuliranje s
fotografijom bilo je prisutno i u svakodnevici jer je fotomontaza imala
Siroku primjenu u grafickom oblikovanju - od naslovnica i opreme
knjiga i Casopisa do komercijalnoga grafickog dizajna, reklama i
plakata politickog, propagandnog i gospodarskog sadrzaja. Pri tome
su fotografije iz razliCitih izvora - od autorskih i umjetnickih snimaka
ili njihovih dijelova do izrezaka iz tiskovina ili masovno prepoznatljivih
motiva - bile upotrebljavane i obradivane na razlicite nacine. O
fotomontazi se i pisalo u strucnom tisku te je Peter Kocjancic u Foto
Reviji 1933. ukazao na Sirok dijapazon vizualnih mogucnosti tehnike
koja ..nudi spretnom autoru cudnovate mogucnosti, jer u ovoj grani
fotografske umjetnosti on nije vezan samo za ono Sto mu sama
priroda moze dati, ve¢ ima neogranicen izbor motiva”.*® Fotomontazu
je koristio u plakatima (XX/I. Zagrebacki zbor, 1934) te opremi knjiga i
Casopisa koji su izlazili diljem zemlje - od Foto Revija do popularnog
priloga /lustrirani Slovenec (1932). U razli¢itim sferama djelovanja
istrazivao je mogucnosti fotografske slike te slobodno posezao
za nizom stilskih opcija - od piktorijalistickih pejzaza i prizora
socijalnog naboja ili motiva bliskih Heimatkunst estetici do nadrealnih
konstelacija u fotografskim eksperimentima (fotomontazama,
fotogramima).

Fotomontazu je od ranih 1920-ih povremeno koristila profesionalna
fotografkinja Antonija Kulcar Prut, glavna kronicarka drustvenog
Zivota i vlasnica popularnoga zagrebackog ateliera Foto Tonka koja
je snimala diljem zemlje.’" Za montaznim je postupkom posezao i
Franjo Mosinger u reklamama, ali i pojedinacnim kompozicijama
nadrealnog karaktera (1930) te ikonickom plakatu za vlastitu izlozbu
Lice Zagreba (1932.).52 Dizajnerski studio Atelier Tri, koji su Cinili braca
Vladimir i Zvonimir Mirosavljevi¢ i Bozidar Kocmut, primjenjivao
je fotomontazu u opremi knjiga i ¢asopisa, turistickoj propagandi i
trziSnom komuniciranju, a 1930-ih su je u oglaSavanju razlicitih
gospodarskih grana koristili i Edo Gellner (turizam), Pavao Gavranic¢
lindustrija lijekova) i drugi.

50 P. Kocjancic, ,Fotomontaza”, 5.

51 Primjerice, u fotomontazi Nasi
kazalisni ljubimei (1921) prikazuje
ansambl zagrebackoga Narodnog
kazaliSta. L. Magas BilandZi¢, Foto
Tonka — Tajne ateliera drustvene
kronicarke, Zagreb: Galerija
Klovicevi dvori, Odsjek za povijest
hrvatskog kazalista HAZU, 2015,
24.

52 Tonkovi¢ za kompoziciju s
rastvorenom knjigom s naoc¢alama
i scenom udvaranja navodi:
Jromantikom i narativnoséu ova je
fotomontaZa na suprotnoj strani
od ikonskog Lica Zagreba, na

rubu podrucja nadrealizma®. M.
Tonkovi¢, Fotograf Franjo Mosinger
u kontelkstu Nove objektivnosti ¢
Bauhausa, 185.
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Upotreba fotomontaze obiljezila je povijest moderne opreme knjiga
i Casopisa u Kraljevini Jugoslaviji krajem 1920-ih i tijekom 1930-ih.
Koristila se u casopisima razlicitih profila koji su izlazili diliem zemlje
- od mondenih zagrebackih revija Svijet, Kulisa i Cinema, u kojima
su fotomontaze objavljivane na naslovnicama, duplericama ili u
reklamama za proizvode svakodnevne potrosnje, do ve¢ spomenutih
Casopisa (Foto Revija), ljubljanskog Prijatelja®® ili beogradskoga
ilustriranog lista Sve sport i filmskog magazina Film Boska Tokina.

Fotomontaza je bila cesta i u oblikovanju naslovnica izdanja lijevoga
politickog predznaka koja su objavljivali nakladnici u Zagrebu
(Minerva, Epoha) i Beogradu (Nolit], a mogu im se pridruziti i
publikacije beogradskih nadrealista te drugih progresivnih autora
(Bosko Tokin, Terazije, 1932).% Okosnicu djelovanja brace Pavla
Bihalija i Ota Bihalji-Merina, izdavaca ,Casopisa za kulturna
pitanja” Nova literatura i pokretaca nakladnicke kuce Nolit (osn.
1928) Cinila je .mozda utopistick[al zamisao jedne moguce sinteze
dade, nadrealizma i zenitizma sa revolucionarnim radnic¢kim
pokretom i njegovim shvatanjem umetnosti”.*® Objavljivali su
djela lijevo usmijerenih i socijalno angaziranih knjizevnika koji su
progovarali protiv rata, imperijalizma, kolonijalizma i kapitalizma,
odnosno malformacija drustva koje su se nalazile i u kritickoj
ostrici nadrealista. Na brojnim Nolitovim naslovnicama nalazile
su se efektne fotomontaze Pavla Bihalija, koji je, poput brojnih
suvremenika u razlic¢itim dijelovima Europe (Aleksandra Rodcenka,
Johna Heartfielda i dr.), manipulacijom fotografijom, koloristi¢kim
akcentima, tipografijom i konstruktivisticko-dadaistickim rjeSenjima
prenosio atmosferu i idejne okosnice djela i formulirane angazirane
poruke. Socijalni angazman bio je blizak i Ivani Tomljenovi¢, koja je
recentna istrazivanja u sferi fotografije i grafickog dizajna upoznala
tijekom $kolovanja na Bauhausu u Dessau (1929/30).% Kamerom
je biljezila dnevni ritam slavne Skole i dojmljive portrete kolega te
razlicite gradske motive - od ljudi s drustvene margine do zatecenih
konstelacija.’” Godine 1930. Werner Eggert je za naslovnicu knjige
Diktaturin Jugoslawien - Dokumente Tatsachen iskoristio njezinu danas
zagubljenu fotomontazu nastalu pod Heartfieldovim utjecajem, a u
kojoj je donijela ostru kritiku politicke situacije u Kraljevini Jugoslaviji
nakon uvodenja diktature kralja Aleksandra Karadordevica.®® Medu
autorima koji su obiljezili povijest meduratne opreme knjiga je i danas
zaboravljeni Franjo Bruck, koji je realizirao .idejne skice omota” za
Sabrana djela Miroslava Krleze u izdanju zagrebacke Minerve (1932-
1934), a u kojima je u kombinaciji fotografija i fotografskih manipulacija
s razlicito tretiranom tipografijom stvorio jake vizualne akcente, od
kojih su neki sklopovi bili nadrealnog karaktera (Glembajevi, 1932;
Legende, 1933).

53 O fotografiji u slovenskom tisku
vidi u: P. Kreci¢, ,Fotografija v
slovenskem tisku med vojnama”, u:
S. Bernik (ur.) 150 let fotografije na
Slovenskem: 1919-1945, Ljubljana:
Arhitekturni muzej, 1990, 28-33.

54 Tijekom 1930-ih niz je drugih
autora takoder primjenjivao
fotomontaZe u opremi knjiga
poput, primjerice, Ivana Sabolica
(Zbornik hrvatskih seljaka, 1936.;
Selo Belovec, 1938).

55 0. Bihalji-Merin, ,Skica za
portret mog brata Pavla Bihalija”,
u: Izdavac Pavle Bihali, Beograd:
Nolit, 1978, 39.

56 ViSe o Tomljenovié vidi u: L.
Mehuli¢, Ivana Tomljenovié Meller:
Zagrepcanka w Bawhausu, Zagreb:
Muzej grada Zagreba, 2010.

57 Kao i Vuco snima blokove

cigli, ali naslagane u grupama na
gradilistu.

58 Detaljno o fotomontaZi i
kontekstu njezina nastanka vidi u:
D. Simi¢i¢, ,Ivana Tomljenovi¢”,

u: J. Vinterhalter (ur.), Bauhaus —
umresavanje ideja i prakse, Zagreb:
Muzej suvremene umjetnosti, 2015,
256-265.

8. Muaan Jlegunay, Paciixo Hewposuh, Pagmuaa Jlegunay w Mapro Puctiuh,
Ppyuika ropa, 1935. (caBpemena ororpacuja), Mysej nmpuvMermene yMEeTHOCTIH,
Op. Kib. yaacka 2001/2003, Jlerat Jesene Jopanosuh

Milan Dedinac, Rastko Petrovié, Radmila Dedinac and Marko Ristié,
Fruska Gora, 1935 (contemporary photograph), Museum of Applied Art,
entry book no. 2001/2003, Legacy of Jelena Jovanovié¢
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9. Mapro Pucwuh, Muaan /Jequnay,

Pagwura Jegunan, y gpyuiiiey scene u gevaxa,

Ppymuika opa, 1935, Mysej npuMemene yMeTHOCTH, HHB. 6p. 20206,
Jlerar Jesene Jopanosuh

Marko Ristié, Milan Dedinac,

Radwmila Dedinac in the Company of @ Woman and a Boy,
Fruska Gora, 1935, Museum of Applied Art, inv. no. 20206,
Legacy of Jelena Jovanovi¢
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Angazirana pozicija beogradskih nadrealista vizualnu je konkretizaciju
dobila u poemi Podvizi druzine ,Pet petlica”, koja ima vazno mjesto u
povijesti fotomontaze u Kraljevini Jugoslaviji, a objavljena je 1933. u
okviru Nadrealistickih izdanja. Knjiga je rezultat plodne verbalno-vizualne
suradnje Aleksandra Vuce i Dusana Matica, koji su 1930. zajednicki
realizirali nekoliko kolaza, a s Vuc¢inom suprugom Julijanom Lulom Vuco i
djeloUneatmosphére duprintempset de jeunesse u koje uklapajufragmente
fotografija.>” Poema tematizira ulogu kolektiva (druzine) u borbi za visi cilj
(izbavljivanje djevojcice Mire iz ropstva” u manastiru) te dotice pitanje
restriktivnoga institucionalnog aparata, a kroz tekst i sliku obraduje
i niz nadrealistickih koncepata (zid kao barijera, ¢udesno, praznina i
dupliranje).® Nastala je u vrijeme obiljezeno ideoloskim raspravama
o polozaju i ulozi umjetnickog stvaralastva, polarizacijom medu
nadrealistima i polemikama na liniji nadrealizam - socijalna literatura,®
a cenzuri je promaknula zahvaljujuéi Cinjenici da je realizirana kao djecja
foto-knjiga.®? Tekst Vucine poeme pratili su ,predgovor naslovna strana
kolazi i objasnjenja od Dusana Mati¢a”, koji je kroz zacudne vizualne
sklopove i interludije (,.$ta je u meduvremenu bilo”) interpretirao narativ
te prenosio atmosferu i poruku djela.®® Pri tome je u Sest fotomontaza
(naslovnici i pet umetaka) koristio ponavljanje motiva, njihovo adiranje
i aluzivne kombinacije, hipertrofiranje dimenzija koje je stvaralo efekt
zacudnosti te je dinami¢nim rasporedom i vizualnim sredstvima stvorio
adekvatan kontrapunkt pisanoj rijeci. Zadnja fotomontaza popraéena je
tekstom ,Sta se zatim deSava / - | tako su decaci posli u nove podvige i u
novi zivot” te prikazuje neke od lajtmotiva angazirane ideje o progresu i
izgradnji (boljeg) drustva: na ruinama unistene institucije kao ,,amblemi
moderniteta” izrastaju dimnjaci preuzeti s fotografije Charlesa Sheelera
koji ,nagovjestaju naknadnu (socijalisticku) industrijalizaciju”®* u kojoj ¢e
djeca imati klju¢nu ulogu i biti nosioci buducnosti.

* %k

Refleksije meduratnoga promijenjenog nacina gledanja na fizicku
stvarnost te pomak fokusa s vidljivog u sferu skrivenog, aluzivnog,
podsvjesnog, tajnog, dvosmislenog, bizarnog i zazornog bit ¢e vidljive
u ratnim i poslijeratnim godinama kad c¢e niz autora bijeg od zbilje
pronalaziti u fantasti¢cnom, mistic(nom i nadrealnom. U izmijenjenim
poslijeratnim politickim, drustvenim i kulturnim okolnostima autori
poput Vane Bora, Petera Kocjancica i Franje Mosingera nastavit ce
istrazivati medij i aluzivne tematske sklopove na tragu svojih meduratnih
avangardnih iskoraka, a pridruzit ¢e im se i plejada mladih fotografa
koji ¢e polje eksperimenta pronaci u biljezenju nadrealnih aspekata
vidljive stvarnosti i prepoznavanju zacudnog u svakodnevnom - od vizija
i ozracja napustenih gradskih ambijenata do pronadenih predmeta - te
se posvetiti (raz]otkrivanju poetike sna, elemenata podsvjesnog, vlastitih
unutarnjih stanja, dilema i previranja.®

59 Vise o autorskoj poziciji Lule
Vuco vidi u: M. Todié¢, ,Supruga,
muza, umetnica: Zena u srpskom
nadrealizmu”, u: Zbornik Seminara
za studije moderne wmetnosti
Filozofskog fakulteta Univerziteta u
Beogradu, 16, 2020, 59-64.

60 Detaljno vidi u: A. Boskovi¢, A.
Morse, ,The Subversive Pedagogy
of Belgrade Surrealism”, u: A.
Boskovi¢, A. Morse (ur.), The Fine
Feats of the ‘Five Cockerels’ Gang: A
Yugostav Marxist-Surrealist Epic
Poem for Children, Leiden, Boston:
Brill, 2022, 1-44.

61 O slojevitoj temi sagledanoj
iz rakursa onodobnih ideoloskih
previranja, veze s komunistima,
aktualne politicke situacije i
sukoba na knjizevnoj ljevici vise
vidi u: D. Sretenovi¢, Unrebesni
kliker. Umetnost i politika
beogradskog nadrealizma,
Beograd: Sluzbeni glasnik, 2016,
193-232.

62 A. Boskovi¢, A. Morse, nav.
djelo, 12—14.

63 A. Vuco, D. Mati¢, Podvizi
druZine ,Pet petlica”, Beograd:
Nadrealisticka izdanja, 1933.

64 A. Boskovi¢, A. Morse, nav.
djelo, 39-40.

65 Primjerice, zadarski fotograf
Ante Brkan vec od kraja 1930-ih
pokazuje senzibilitet za nadrealno,
a tom se poetskom kompleksu u
poslijeratnim godinama pribliZio i
njegov mladi brat Zvonimir Brkan.
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TokoMm XIX Beka 3abenexeHun cy nMpBv MpaBU €KCMEPUMEHTW Y MOJbY
doTorpaduje. 3BaHMYHaA MojaBa OBOr mMpoHafacka objaB/beHa je y
Mapusy 1839. roauHe, kaga je Jlyj HOarep (Louis Dauguerre, 1787
-1851) npeAcTaBMO TEXHWMKY MEXaHW4Kor ,CrvKarba Ha nioyama,
Ha3BaHy Mo HeMy - parepotunuja. Wcte rogmHe y EHrneckoj je
Bunujam Xenwpu @Pokc Tanbor (William Henry Fox Talbot, 1800
-1877) nouyeo gOa ekcnepuMMeHTHLIe ca (GOTOrEHUYHUM LpTaH-EM,
Tj. peanusauujom doTorpadunje Ha nanupy. Tpebano je cavekatu
1851. roguHy, Kapa je MoCTEMeHUM ycaBplUaBakeM TexHosoruje
noctaso Moryhe npov3BecTV BULUe LeceTMHa W CTOTUHA MO3UTWBA
ca ucrtor HeraTua. Mi3BectaH 6poj yMeTHMKA je C BPEMEHOM MoYeo
na npeucnutyje MoryhHocTtn kopuwhera CBETNOCHOr MoTeHLUMjana
NPUANKOM HacTaHka ¢oTorpaduje. OHWM cy BelITAYko OCBET/bEH:E
npu pa3Bujatby CACBWM CHy4YajHO WCKOPWUCTWUAM 3a MPOU3BOLHY
doTorpaduje 6e3 kamepe, Tj. CAUKe Koja He HacTaje nomohy ¢oTo-
anapata, Beh ce pafja M3 HemocpemHOr KOHTakTa CBET/IOCTU WU
npefMeTa MOCTaBJbEHMX HA MOBPLUMHY (GOTOCEH3UTMBHOr Mmanupa.
Tako cy ce nojaBune ocobeHe cBeTnocHe cauke - doTorpamu, bes
nocpefoBatba coumBa, 6e3 ymarbMBarba WM UCKPUBIbEHA, @ KOjU
Cy pe3ynTaTy OMTUYKMX 3aKOHA UCKIbYYMBUM [AefloBakeM CBETI0CTU
pa3nuMuUTOr Tpajakba M MHTEH3WUTETa, Y3 Makby Wau Behy KoHTposy
YyMeTHMKOBe BoJbe. JeflaH of Haj3HauyajHujux nepuoga 3a ¢otorpame
buvo je namenly 1920. n 1930. roamHe 1 06MYHO je y BE3M Ca MoeTukaMa
Happeanuama. OoTorpame Taga uspafyje yTuLajHU HagpeanncTUyKu
doTorpad, ekcnepmmeHTanHu cankap u peautesb Men Pej (Emmanuel
Radnitzky, 1890 -1976), kao 1 yMeTHULIM Beorpafcke HaspeanucTmuke
rpyne CtesaH XXusaguHosuh (BaHe Bop, 1908 -1993) u Mapko Puctuh
(1902 -1984). Tako je, Ha nMpuMep, y NPBOj 3BaHW4YHOj MybrvKaumuju
beorpagckor Hagpeanusma, anmadaxy Hemoryhe (1930)" Manudect
WwTaMnaH yrnpaso y3 BU3yesiHy npatkby doTorpama BaHa Bopa (kar. 6p.
83).

YcBajajyhu Bpetonos (André Breton, 1896 -1966) 3axteB 3a 6p3y
MW HEeKOHTpPONMCaHy MNpOAyKUM)y TekcTa W CAuKa, YMETHULM cy
npuxBaTasM 3akoH ayToMaTuama®, cmaTtpajyiu ra uMmnepaTvBOM Y
cTBapanawTtey. Kao jegaH of obnvka ayTeHTUYHe HaApenucTuyke
ymeTHocTH, ¢oTorpam ce 36or HaumHa Hactawka (ciydajaH m3bop
npeaMeTa, kxoBo KOMbMHOBaKe be3 NpegyMuLLIbaja 1 Kankynauuje,
CHOM CBET/II0CTN Koju ,pukcupa” ogpase npenmMeTa apaHxupaHe 6e3
YMETHUKOBE KOHTPOse), Ha MpBW MOMIEA YMHMO HajnPUBAMKHUUM
oparoBopoM Ha bBpeToHoBe 3axTeBe, M3Mefy ocTanor u 3aTo WTO Y
[MpBoM MaHudecTy HappeanusMa oH oppefyje 3akoH ayTomaTu3ma
Yy KHUWXXEBHOCTM Kkao ,npaBy ¢oTorpadujy muciaun’. ®PoTorpam je,
npema peynma [lejaHa CpeTeHoBUAa, YNCT UHAEKCHM 3HAK, CPEACTBO
Bpahara ¢doTorpaduje cBoM MpMMUTUBHOM mopeksy y TanboToBoj
¢doToreHnyYHoj LpTaykoj Metonun.® basehu ce poTorpamMom y HeKOIMKO
HaBpaTa TOKOM CBOje YMEeTHWYKe Kapujepe M nowTyjyhin 3akoH
aytoMaTu3Ma, MeH Pej je nokywao fa ce LWITO BULIE AUCTaHLMpa Of
pafHor npoLeca, Tj. Aa ra LWTo Makbe KOHTposvLLle, kako bu ycnellHuje
3aKkopayuo y chepe CHOBa W MOACBECHOT.

1Hophe Kocruh, Hophe
Josanosuh 1 Ockap /laBuuo

1929. roune nokpehy yacoruc
Yewupu cutpane uuig. ObjaBben
1pe aimMaHaxa Hemowyhe, yecro

je u3jiBajaH Kao IIpBO IIPaBoO
Ha/IPEATUCTHYKO IACHIIO KOJ| HaC.
0 Tome roBopu 1t Hophe Kocruh y
emucuju Hemowyhe, cHUMIBEHO] Y
npoaykuuji PTC-a 1994. rojnne, a
y pesnju Jlparana Rupjannha.

2 3axon ayroMarusMa bperon
nocpejHo gedunnie y Ipsom
MAHUDECULY HAYPeaU3MA
oGjaBbeHOM 1924. TojuHe,
HPUINKOM IIOCTYIHPatba
nedununuje Hajpeansma. On
Kaske f1a je: Hagpeannzam uncr
HCUXUYKY ayTOMATH3aM KOjUM ce
7K/ J1a U3pasu, G110 yCMEHO,
OII0 MICMEHO, 110 Ha MaKOjI
JPYTH Ha4MH, CTBAPHO JIe10Babe
MUCIH. JJUKTaT MECIH Y OJCYCTBY
CBake KOHTpoJe Kojy 61 BPIINO
pasyM, U3BaH CBake eCTeTCKe

WIN MOpaJTHe Tpeokymnaimje.”
Bupneru: A. Breton, Tri manifesta
nadrealizma, KruSevac: Bagdala,
1979, 36.

3 D. Sretenovi¢, Urnebesni kliker:
umetnost i politika beogradskog
nadrealizma, Beograd: Sluzbeni
glasnik, 2016, 55.

Beorpapcku HagpeanucTy cy, 3a pa3nuky of bpeToHoBux cnepbermka,
3aKkoH ayToMaTu3Ma npuxBaTanu onpesHuje Moandukyjyhu ra vy
CKNnajy ca COMCTBEHUM UCKYCTBMMa W eKkcnepumeHTuMa. Pasnuke y
pa3yMeBatby 0BOI 3aKOHa YC/OBUIIE Cy pa3MUMonIaxerba y CxBaTatby
HberoBe ynore Kako NpUIMKOM peanunsalmje fena, Tako 1y nocTUrHyTUM
pe3yntatuma. Hajsuiwe o Tome nucanu cy Puctuh n Bop, cMatpajyhin
[a je MpuMeHa ayTomMaTu3Ma y CiMKapcTBy, Tj. oTorpaMuma, ako He
Hemoryha, oHfAa BpJI0 OrpaHUYeHor foMeTa.

IIYT 1O ®OTOI'PAMA

HactaHak dotorpama Besyje ce 3a ume Kpuctujara Lllapa (Christian
Schad, 1894 -1982), mpunagHuka UMpWLLKE [afaucTiuyke rpymne.
WMHcnupucaH Kybuctnukmm konaxkmma, oH je Beh 1919. roguHe
npeaMeTe M3 CBOr OKpy>eHa KOMBMHOBAO C ManuMpHUM MceYLMa
pa3nuuutor obnuka. CBoje doTorpaMe HaswBao je wagorpapuma,
ynyRyjyin Ha uukbeHuWUy [a je npoHanasay jegHor Hosor obnuka
YMeTHUYKOr m3paxkaBahba. Lllagorpadwm cy 3awncta usrnepganu Kao
TEXHWKa Ha rpaHuLM pasnuyuTUX Mefuja, a Ha3uB je yKa3uBao Ha
jefHy Of, rNaBHWX KapakTepuCTWKa OBOr 3amuca - CeHKYy.

Ha cnvyaH HauwH, fejcTBy CBETNOCTU NpefaMeTe cy usnaranu Tanbot
unu, jow panuje y XVIII seky, Joxan XajHpux LLynue (Johann Heinrich
Schultze, 1687 -1744). Lynue je nprMeT1o Aa CBETIOCT 3aTaMibyje
conu cpebpa, Te je cMnao MeLLlaBUHY xeMukanujay bouy, npekpuajyhn
HeH 3UA ca crosjballtbe CTpaHe pasHUMM obauuuMma u3pesaHum vy
nanupy. HakoH nM3naratba CyHYeBUM 3paLMMa W ykiakbakba nanupa
youuo je pga ce Ha 3upy boue TpeHyTHO mojaBibyjy obnuuw, anu ga
ybp30 HecTajy 360or HemocTaTka dukcaTopa. Tomac Beusyn (Thomas
Wedgwood, 1771 -1805) npucnoHuo je 0bsivke HalpTaHe Ha CTakiy Ha
0CET/bMBM NanNuUp MOTOMJbEH Y PacTBOP HUTpPATHOr cpebpa 1 noABprao
nX flejCTBY CyHYeBe cBeTnocTW. Ha MecTuMa rae cy obnnum npekpusanm
nanup rnojaeuiie cy ce bennuacrte cunyete, LOK je HEMOKPUBEHU L0
nanupa ocTao LpH. HakoH Bafjerba nanupa us xemmnkanuja cev obnunum
Cy Monako TaMHenn 1 Hectajanu. ,MwyesaBajyhe cnvke” je kacHuje
KOHAYHO y4MHWO TpajHMM TanboT, Koju je yTBpAMO pefocies noTanara
nanuvpa y pacteapay, a 3atuM U ¢wukcatop. TanboT je dpoTorpame
jefHOCTaBHO Ha3MBao ,,GOTOrEHUYHUM LpTexMMa’™.*

4 N. S. Weinberg, Photography
Without a Camera: Art of the
Photogram, New York: Taplinger,
1981, 15.

39



Ca ponackoM MeHa Peja y [Mapus, 1921. rogvHe, HacTaB/beH je
npouec npousBofare doTorpamMa. TokoM pasBujarba doTorpaduja
y nabopatopuju, Pejy cy Hekn npeLMeTV ynanu y XeMUjCKU pacTBop
M HaKkoH OCBeT/baBakba OCTAaBWW Cy Tpar Ha manupy. YMETHUK je
OLNyYMO [a OBOj BM3YyenHoj dopMu fa uMe pejorpag. Pejorpadu cy
nocebHo omyleBuan KrbWxeBHUKa TpucTaHa Llapy (Tristan Tzara,
1896 -1963), koju ux je y yBogHOM TekcTy 3a npBu PejoB anbym Les
champs délicieux (CnacHa / ykycHa nosba) ynopeamo ca ornenanom
Koje mpukasyje onpa3 npegmeta ucnpepn cebe nam exom koju Bpaha
3BYK, cMaTpajyhv Ja ce Tek MoCpeAcTBOM 0BOr Meaujyma yobnmyvo
0afjaucTMyky 3akoH crnydaja.® MNoMeHyTa 36upka PejoBux papgosa
buna je y Be3u ca, BEpOBaTHO, MPBWUM LENOBUTUM KHUXKEBHUM
LeNoM MUCaHWM MpPUMEHOM 3akoHa ayTtoMatuama, BpeToHoBuM u
CynoosumM (Philippe Soupault, 1897 -1990) Marnetckum nomuma (Les
champs magnétiques, 1920). HacymnuHo pefjatbe peun v pedenmua y
BpeToHoBOM 1 CynooBOM KHM>KEBHOM ayTOMaTCKOM MPBEHLLY MOTJ10 Ce
[lOBECTU y Be3y ca roMunareM npegmeta Ha PejoBuM poTorpammma.
Penpogykyjyhv npBux gBaHaecT pejorpada, yMeTHMK he npomsBecTn
yeTpmeceT anbyma Kkoju cy cagpxanu HuxoBe ¢doTorpaduje
ofliTaMnaHe Ha HajduHujem MaT @PabpujaHoBoM oTo-nanmpy.
Anbymu cy npopgaBaHu 3a 0KO ABafeCeT Aoslapa y To BpeMe v jefaH of,
HUXx focneo je y Mysej MofepHe ymeTHOCTU y Hbyjopky 3axBasbyjyhn
TajawreM ynpasHuky Andpeny Bapy (Alfred H. Barr, 1902 -1981),
KOjU ra je Kynuo OWPEKTHO Of YMeTHUKA MPUINKOM MyToBarba Mo
EBponu un nocete MNapusy.t Keanutet doTtorpaducaHux pejorpada
Buo je n3yseTaH: HMU HajoOCETIbMBU]E OKO HWUje MO0 Aa YOUU Passinky
n3Mehy rux n muxosux dotorpadckmux ,bnmsaHaua”.

ObjekaT npey3eT U3 CBAaKOLHEBHOT XXMBOTA U U3NTOXKEH KA0 YMETHUYKO
peno, 6e3 HakHagHe WHTepBeHUMje, Be3yje ce 3a paHLyCcKor
[AfaucTy M KOHUenTyanHor ymeTHuka Mapcena [uwana (Marcel
Duchamp, 1887 -1968). M3narawe cywwunuua 3a 6oue, nucoapa,
cTonuue ca BULMKAUCTUYKMM TOYKOM y MPBOM pedy MpeucrnuTyje
nojaM OpPUTMHANHOCTU YMETHWYKOr fena v ,pydyHor” paga. [pyxehn
ce ca [IuwaHoM, MeH Pej je pa3BMo HaKIOHOCT NpeMa NpeaMeTnmMa,
Te je Beh op 1920. nsnarao MHAyCTpMjCcKn npomnssemdeHe objekTe mop
pasanunMTUM MMeHuMa. [ocebHy naxkwy Hafgpeanucta NpuByKao je
teros pan Enurma Ucupopa [ukaca (1920), cactasmbeH op wusahe
MalluHe 1 kuwobpaHa yMoTaHuUX y BOjHUYKo hiebe 1 yBe3aHnXx cMpoBum
KaHanoM. MoeHTuTeT npefMeTa 0CTao je HEMO3HaT, LWTO je mojayano
MUCTEPUO3HOCT un3noxeHor objekta. VIHcnupwucan Mangopoposum
nesaruma (1868/69),” penom KoHTpoBEp3HOr ¢paHLycKor nucua
ypyrsajckor nopekna, rpoda opn JlotpeamoHa, Tj. Mcnpopa [dwukaca
(Isidore Lucien Ducasse, 1847 -1870), kora he Hagpeanuctu
obo>xxaBaTtu, Pej je cTBOpMO jenaH of Haj3auvyLHMjuUX pagoBa, ynyhyjyhn
[la n3 cnoja fBa Haoko obnyHa objekTa HacTaje ogHoc Koju he nobyanTu
pa3nuynTe acoumjaumje n TyMavera. C Tmum y Be3un, Pej je rosopuo:

5 T. Tzara, ,When Things Dream”,
Photographs by Man Rey, 105 works,
1920 ~1934, New York: Dover
Publications, 1979, 84.

6 L. A. Dafner, J. Pierce, ,Man
Ray’s Champs Délicieux Turns
1007, Feb 3 2022, https://www.
moma.org/magazine/articles/688.
[Ipucrynmeno 30. maja 2024.

7 Pej je 610 uncnmpucan
KOHKpeTHOM /[iKacoBom
PEYEHUI[OM Ha TTOYETKY OBOT
KIMKEBHOT Jiesta: Jler kao cycper
kumo6pana u muBahe MalnHe

Ha cTolIy 3a ceruparse.” Bujern:
Lotreamon, Maldororova pevanja,
Beograd: Haos, 1990.

8 Ilpeysero us pazrosopa koju je
Bypraj (Pierre Bourgade) Bojno
ca Pejom 1972. roaune, o6jaBbeHo
y: ,Men Rej”, Likovne sveske br. 6,
Beograd: Univerzitet umetnosti,
1980, 175-205.

Tokom ppyre nonoBuHe pABajeceTMx roguHa XX Beka YMeTHULW
Happeanuama pasBujajy MnocebHy HaKIOHOCT Ka  3auyyfHWM
KoMbuHaumjama  cBakogHeBHUX  objekaTa, Te Cce  HMWUXOBO
jyKCTanoHupare Hana3nm y OCHOBM OpOjHUX HagpeannucTUyKuX
ocTBapera. Kako npumehyje Munanka Toguh, ..BpeToH je, 3anpaso,
Ha Teopujcko-dunNo30PCKOM MaaHy, ann W akTMBHUM yyelhem y
ekcnepuMeHtuma ca [anujeM, bakomeTnjeMm, EpHCTOM “ MHOrMM
OPYrUM  YJlaHOBMMAa MapUCKOr Kpyra, CUMYITaHO, TEOPMUjCKU W
MpaKkTUYHO, WCTPaXXMBao CBOjCTBA HajpeanncTuykor npegmeta.”’
N pame, npeHocehn BpeTtoHoBy m3jaBy n3 yaconuca Hagpeannsam
y cayxbu pesonyumje (6p. 3, 1921), Toauh 3aksbydyje aa BpeToH
nogjefHako ynucyje ,cekcyanHy cumbonuky” y [ukacoB TekcT wu
PejoBy EHurmy: ,KuwobpaH Moxe npefcTaB/baTvt YoBEKa, MallMHa 3a
LUMBEHEe XXEHY, a CTO je KpeBeT Koju objepunrbyje >KMBOT M cMpT.”'°

NHTepecoBarbe 3a mMpeaMeT Koju npeBaswaasv  [afavcTuyku
peouMejn U 4Yvje 3Hauyerbe Yy Hagpeann3My MpeBacXof4HO 3aBUCU
O WHAMBMAyanHe >eJbe yMeTHWKa (a kacHuje M mocmatpayal
Koja npeaMeT TpaHchopmuwe y detuw [y PppojooBCKOM 3HaAUEHY
Tor TepMuHa), kynMmuHupa Hakod [anujesor (Salvador Dali, 1904
-1989) npuapyxuBatba MOKpeTy KacHux pnBagecetux. [anu je
0f noyeTka YeTBpTE [elLieHWje aKTMBHO Mo4Yeo Aa MpoMullba W
npaKkTuKyje cKynnTypy, pa3Bujajyhn KoHLenT oHMpU4YKor objekTa Koju
je 3acHoBao AHgpe bpetoH. Objekat koju ¢yHKUMOHMLLE CUMEOSTNYKM
(umnena v yawa mneka) Hanu npeacras/ba 1931. roamHe, ysomehin
nofesly Ha LWecT pasnuyuTuX rpyna HagpeannucTuykmx objekata koju
omoryhaBajy ,ocnobahame” nogcBecHUx cagpykaja noMohy KpUTUYKO-
napaHojauykor Metoga."" TepMuH ,HagpeanucTuykmu objekat” yeoau y
ecejy u3 1929,'2 Tum go 1936. Hanucao HU3 NosieMuKa, ca LubeM aa
objacHn cBoje acambnaxe unu objexkat-ckynntype (PetpocnektnsHa
bucta xeHe, 1933; [nasa XKoene, 1933/34; Munocka BeHepa ca
¢punokama, 1936), Kao U cuMHTArMy ,McmMxo-aTMochepcKM-aHaMophHm
objekat” KojoM 3anpaBo ynyhyje Ha 04HOC BUAJbMBOT M HELOKYYMBOTR
y cBakoM mnpepmerty.”

JepaH of peTkux cTBapafiaua Koju HWje MCKOPMUCTMO CBOje MMe [ha
neduHuwe doTorpaduje Hactane 6e3 kamepe 6MO je MCTaKHYTM
npodecop Bayxayca Jlacno Moxosm-Hafy (Laszlé MoholyNagy, 1895
-1946). MpeTnocTassba ce fa je gaHac onwTtenpuxsahieH Heros HasuBe
¢dotorpam Hactao 1925. roguHe n pa je nHunumpaH Moxosb-HahoBoM
Xe/boM [la ce y MMeHy TexHuke pedepupa Ha 6p3u Tenerpadckm
npeHoc nogataka. OH je poTorpaMy gao nocebHO MeCTo y yMETHOCTH,
cMaTpajyfin pa rerosa cneunMdUYHOCT NeXN Yy TOMe LUTO CBETI0CT
.cama nuwe"." [peMa HeroBnM peurma, nako bes penpeseHTaTUBHOT
cagpxaja, ¢otorpam je y CTarby Aa M3a30Be HermocpefaH OMTUYKW
DOXMB/baj, 6a3vMpaH Ha Hawoj MCcMXo-ObMONMOLWKO] BU3YESNHO]
opraHusaumju.’

9 M. Toguh, Hemowyhe: ymeuirocut
nagpea.usma, Beorpay: Mysej
npumemnene ymernocru, 2002, 50.
10 Ucwio.

11 Jleramuuje: S. Dali, ,Objets
surréalistes”, Le surréalisme au
service de la révolution, no. 3,
12/1931, Paris, p. 16 —17.

12 S. Dali, ,Objectes
superrealistes. Objectes onirics”,
L'Amic de les Arts, any IV, miim. 31,
31/03/1929.

13 S. Dali, ,The object as revealed
in surrealist experiment”, This
Quarter, vol. 5, no. 1, 09/1932,
London, pp. 197 —207; S. Dali,
,Objets psycho-atmosphériques-
anamorphiques”, Le surréalisme
au service de la révolution, num.

6, 05/1933, Paris, p. 45 ~48; S.
Dali, ,Honneur a l'objet!”, Cahiers
d'art, num. 1 -2, 05/1936, Paris,

p- 53 =59; S. Dali, La Conquéte de
l'irrationnel, Bditions Surréalistes,
Paris, 1935.

14 O ucrom cBojcTBY (hoTorpama
rosopu u Men Pej npuinkom
pajia Ha CBOjUM pejorpaduma:
LJEJIHOT 1aHa, 0K caM yBeInYaBao
Heke (ororpaduje, Ha manupy
caM CJIy4ajHoO Halllao TpejMer

1 ocrauo Tpar. [Tocie Tora

cam na.mepio (ueraxna /. M.)
CTaB/bA0 KbyueRne, Janumhe,
onoBKe Ha (hororpadcku nanup,
npenyurajyhu ceemioctu

Opury ja ux orucHe. Cpenioct

X je jechopmucaiia, crBapajia
pedpakuuje u (...) Tako cam ynao y
1nocrynak jia npasum ororpaduje
6e3 coro-amapara.” ,Men Rej”,
Likovne sveske br. 6, Beograd:
Univerzitet umetnosti, 1980, 200
—205.

15 S. Moholy-Nagy, Moholy-Nagy:
Expreminet in Totality, London:

Cambridge Massachuttes, 1969,
27 -28.

LI, € CMATTPAO PEGOSYUUOHAPHUM QKO, TPOCULO, CTIABU HERY PEUCHUUY AU CBOje
uMe na nexu upegmem nahen xog isoxchapa. He, menwu nuje wommpedna,jegua cmsap, 6eh
gee cunsapu. /le cuisapu, xoje came wo cedu Hemajy 6e3e u Koje.ja cuajam u cumassam
3ajegHo ga 6ux CIBOPUO, HA 0CHOBY KOHTIPACTILA, HeKY 8PCULY JuKosHe noesuje.”

Opyra nonoBuHa pnBajeceTux roauHa obenexeHa je OKpeTarbeM
Beorpagcke rpyne Hagpeanucta TexHuuu doTorpama. Hajsehu pgeo
HuxoBUX doTorpama Hactao je y Bphaukoj Barbu, y nethumkoBLy
nopoguue >XwuaguHosuh, roe cy BaHe Bop u Mapko Puctuh
npunpemManu 3ajefHuyKka fena, KacHuje objaB/beHa y anMaHaxy
Hemoryhe (1930). Wako ce y pocapallhoj nvTepaTypu roToBo Mo M e



npasuay nctuye 1928. kao rogmHa HacTtaHka bopoBux n Puctuhesumx
doTorpamckumx uuknyca,' jegHo nucMo u3 Jlerata KoHctantvHa Kove
[lonoBuha u Jlenocase lNeposuh y Vctopujckom apxmBy beorpapga
baua HOBO CBeTI0 Ha MOryRHOCT paHujer JaTtoBaka MPBUX CPMCKUX
doTorpama. Y nutamy je nmcmo Koje BaHe Bop warsbe Monosuhy (1908
-1992) nHa memopaHgymy CanaTopujyma pokTopa >KusagwHosuha
y Bprbaukoj Barbu, ca patymom 5. centembap 1926. roguHe. Y ToM
3aHUMIbMBOM nucMy bBop y jegHom nacycy rosopu o MeHy Pejy u
HerosoM oTkpuhy pejorpada:

SLlosnauu ghomorpach Men Pej cetiuo cejou pe Heroauko 10guna gana (homoipaghcru
uauup Meume pasne upegmeute u ga wo UI0HcU CyHUY U ga na waj naMun goouje
wygnosaitie ghopme. On je uspaguo ep.ao seue cusapu. To nam je 06ge sequka pasonoga
uocaegwux gana. Ja cam uspaguo seauru o6poj, Mapro Pucivuh jour eehu. Osa wojy
WU WABEM Ce MOIHCE WOHOBUTU, (JOCTIA JAKO, UHAME HE 8abA WATUP HA KOM je Pahend.
Lpe wneio wiamo cam je churcupao ouaa je muoio aewma. Texnuwy cmo ycaspuvuiu.
Cyorcumo ce 011eqgaruma, quahysHum yeesunasajyhum cuaxiuma wimg.”

M3 npunoxeHor noctaje jacHo ga cy beorpagcku HagpeanucTi NoMHoO
npaTuau cBa fellaBatba y [apu3y 1 ga HUX0BOM OKY HWje MPOMakiio
PejoBo oTkpuhe y nomeHy doTorpaduje. YnpaBo cy HOB HauuH Urpe ¢
npeaMeTnMa, Kao 1 MoryRHOCT MaHunynaLuuje CBETIOM, orfeganvMa um
yBenuyaBajyhum ctaknmma bununy ocHoBu kako boposux n Puctuhesmx
doTorpadumja, Tako M, HewTo KacHujux, dotorpaduja Hukone Byua
(1902 -1993)."* Pap y doTorpamckum cepujama KapaKTepucTuyaH
je, npe cBera, 3a BaHa bopa, koju je cyMHao y MoryhHoCcT npumeHe
3aKoHa ayToMaTuM3Ma MpUINKOM HbuxoBe peanusaunje. Puctuhesu u
BopoBu doTorpamu npe genyjy Kao KOHTPOJAMCAHE W OpraHM3oBaHe
LuenuHe, Jok ce PejoBu poxwuBrbaBajy Kao CAy4yajHO apaHXupaHe
KoMbuHauwmje objekaTa U3 yMETHUKOBOT OKpY>KeHa. HauMme, npuamkom
papa ca npegMetuma Pej ux Huje mogudurkoBao, Beh nx je AUPEKTHO
CTaB/bad Ha MamuMp W OCBeT/baBao CHOMOM CBETIOCTM oppefjeHor
WHTEeH3UTeTa u Tpajarba. Pejorpadwu cy octajann 6e3 HasmBa Kako ce
nmocMmaTpayy He bu ogy3umana moryhHocT cnobopHe, acounjaTuBHe
urpe, Kao U ga ce He 6u Hapywuno BpeToHOB 3akoH ayToMaTuM3Mma,
Koju je Tpebano ucrnolwToBaTVM Kako Yy MOMEHTY HacTaHka Tako U
TOKOM KaCHWjer cycpeTa ca rotToBMM [efioM. Y aMepuykoM Yaconucy
Vanity Fair 1922. roguHe objaBsbeH je YnaHak ca 4yeTupu pejorpada u
HaTnucuma MeHa Peja, of Kojux je jefaH anyLyMpao Ha HagpeaanucTuyky
ayToMaTcky npakcy u rnacuo je: Kommosuumja ca objekTuma
n3abpaHum 3aTBopeHmx o4yujy. MefyTum, HEKONNKO AeLieHnja KacHuje

roBopefi 0 CONCTBEHOM CXBaTakby AaJaMCTUYKOr 3aKoHa ciyyaja u
HagpeanucTuykor aytomatuama, Pej je nsjaBuo ga cnyyaj 3anpaso u
He nocToju. MNokywaBajyhn na oaroHeTHe ,ClliyyYajHO” ycrnocTaB/beHe
ofHoce n3Mmehy npegmeta y pejorpadurma, OH je HerMpao COMCTBeHe
MNlaganayke nokyllaje ga .ynososbu” BpeToHy. Taga je cnyyaj ogpenmno
Kao MpUHLMNE 1 cuie Koju Aenyjy y NpPUPOSN Uy HaMa 1 KOju oL HUCY
MMeHoBaHwW."”

16 OBOME HECYMILUBO JIONIPHHOCH
1 UCIUC (BEPOBATHO PYKOIINC
Mapxka Puctuha) na nonehuun
J1Ba Boposa dororpama y

Mysejy npumemeHe yMeTHOCTH Y
Beorpajty, ca HagHaueHoM 1928.
rojunoM. Ila unak, rpeda umatn

y BUJLY Jia je Kao 1 6pojHe jipyre
HpeHaIpeaTucTHYKe aKTHBHOCT
Jomahux ymerHuka ororpam
CIIaJia0 y oHe ,HoBOTapuje” Koje cy
HX TIPUBJIQYIIIE U Ca KOjUMA CY Pajio
eKCcIepuMeHTH A, Te He Tpeda
HCKIBYYHTH MOTYhHOCT BUXOBOT
paHujer MPaKkTHKoBaba y KPyTy
Georpajicke rpye.

17 Ilucmo Bana Bopa Koun
[Tonosuhy oy 5. 9. 1926,
Hcropujekn apxus Beorpaga, Jlerar
Koncranruuna Koue Ilonosuha

u Jlenocage Jlene Ileposuh,
1603, kyTuja 31. 3axBamyjem ce
mp Jesenn Ilepah, mysejckoj
cagernuiy Myseja npumemneHe
ymerHoctn y beorpajy, koja je
Haruta oo rucmo y Jlerary Koue
[ToroBuha u ckpemnyma Mu masKiy
Ha MoryhHOCT HOBOT /JaTOBamba
HpBUX hoTOrpaMa y CpIcKoM
Ha[pean3Mmy.

18 Jletasbunje o ororpaduju

y 6eorpaJickOM HaJipeainsmy, ¢
II0CEOHUM OCBPTOM Ha PajJloBe
Huxone Byua n Bana Bopa y
KoHTekeTy PpojroBor ,3auyaHor”’,
,JEBOBUTOI”, BUJIETH TEKCT MP
Jenene Ilepah y oBom karaiory.

19 ,Men Rej”, nav. delo, 205.

HaknoHocT beorpapckmx Hagpeanucta npeMa npeLMeTy ocBefoYeHa
je y kUXOBUM CKynMnTypaMa, acaMbnaxkmma, konaxkuma, a objektu u
HWXO0BWU CMojeBu oppenunun cy kapaktep boposux n Puctuheswmx
doTorpama. Ykonuko je Besa ¢ npegMeToM y fomahem Hagpeanusmy
3anoyeTa 3axBasbyjyhu cycpeTuMa cpnckux cTBapasaua ca bpeToHoM,
OHJA HeMa cyMhbe Aa je npofybsbeHa v yyuBplufieHa HaKoH MPenucKu
Ha penaunju bop -dann. Tome y npunor rosope fokymeHTn BaHa bopa
y 3aocTaBWTNHN Mapka Puctunha y Apxusy Cpncke akagemuje Hayka
n ymetHocTn (CAHY), kao n nucmo koje 31. neuembpa 1932. roguHe
Bop wasse danujy, ay kojem My noTBphyje Aa je YNTA0 HEroB YaaHak
0 HappeanucTUykoM npepMeTy y Yaconucy This Quarter® v pa je Tek
HaKOH Tora cxBaTuo 3awwTo oceha dacumHaunjy npema Tybama yrbaHmx
Boja ,oTkpuBajyhn” HMX0BY cekcyasiHy KoHoTauujy U cBpcTaBajyhu
nx ,Mefly jegHocTaBHe npegMeTe cuMbonuuke oyHkumje 2" o
HdannjeBuM peunma, ,0BU 06jekTn, KOju MOANEXY MWUHWMANIHOM
MexaHW4YKoM O YHKLMOHMCaky, 3acHoBaHM cy Ha ¢daHTasnjama u
npencrtaBaMa koje Mory npovsahun 13 nssohera NoACBECHUX pafHbL.
(...) O6jexTn ca cuMBonunukoM dyHKLMjOM yomLITe He 0CTaBsbajy MecTa
3a dopManHe npeokynauuje. OHe 3aBUCe camo of JbybaBHe MallTe
cBake ocobe u ekcTpannactuyHe cy.”? [NpegMetn he BUTK y OCHOBM
Yak W ancTpakTHWX HaApeanucTuykmx ¢oTorpaMckmx CTpyKTypa
Bana Bopa, a tbuxoB u3rnen yMeTHWK e HaMepHo 3aMar/bMBaTh u
NnpeKkpMBaTU CeHKaMa [0 Hepacrno3HaBakba, YNHERN X MUCTEPUO3HUM
W aypaTU4yHUM.

BAHE BOP: AYTOMATCRO CJHRAPCTBO, BUS3YEJIHH
AYTOMATUBAM H  $OTOI'PAMH

Y caXkeToM 1 HenpoLerUBO BaXKHOM NPUOry npoyvaBakby doTorpama c
HacnosoM ,,0 ayToMaTMU3My Yy IMKOBHOj YMETHOCTM”, KOjU je Hanuncao no
no3uBy HeMaykor npodecopa u ymeTHnka Onopuca Muxaena Hojsuca
(Floris M. Neustiiss, 1937 -2020) u werose cynpyre, KoHLenTyasHe
yMmeTHuue PeHate XajHe (Renata Heyne, 1947 -] 3a antonorujy Das
Fotogramm in der Kunst des 20. Jahrhunderts, objaBmbeHy y Kenny 1990.
rogvHe,” BaHe Bbop je pasjacHuo BnactTuTo cxBaTarbe ayTOMAaTCKOR
CAUKapcTBa U M3pa3no cyMmy Yy MoryhHocT npumeHe BpetoHoBor
3aKoHa ayToMaTv3Ma y oTorpammma. bop, HavMe, ycnocTassba jacHy
pasnuky M3Mmelly ayTomMaTcKkor CAMKapcTBa, Tj. MEXaHWYKOr CMKarba
(npoTve Kora je, NpeMa HeroBuM TBpAHama, 6mo 1 Mapko Puctuh) u
TaKo3BaHOI BU3YyeSHOr ayToMaTu3Ma:

Hegososnoctii aymoMamcK0l CAUKAPCUBA OU 66POBATINO JEHCALA Y TWOME WILO je Y

Je3UMKOM QYTLOMATIUIMY OGNY Y JYhU YCa08 OUO He HeCMEeTaHa YRouPeoa wucabke
8eh Hecmemany Wok MUc.Iu Koju upemxogu wucawy. Ilepo camo pewuciipyje 06aj worx
— U WO He AYWOMATCKW, 66l ¢ 003UPOM HA KOPEKTWIHOCTE HAMUHA WUCAA.”*

20 Maxko ra He HaBOJI, HEMa,
CYMIBE JIa je Y TUTabY TEeKCT: S.
Dali, ,The object as revealed in
surrealist experiment”.

21 C. /K. Bop, ,IIucvmo Cansajgopy
Jamy”, y: 3. lapuh, P. Marnh-
[Tanuh, /. Cperenosuh (yp.),
Cuiesan sKusagunosuh Bop,
Ilojernxe cprcknx ymernuka XX
Beka 4, Beorpaj: MCYB, 1990, 84.

22 S. Dali, ,Objets surréalistes”,
Le surréalisme au service de la
révolution, no. 3, 12/1931, Paris, p.
16 —17.

23 Vane Bor, ,Uber den
Automatismus in der bildenden
Kunst”, y: F. M. Neustiss, R. Heyne
(eds.), Das Fotogramm in der Kunst
des 20. Jahrhunderts: die andere
Seite der Bilde: Fotografie ohne
Kamera, Koln: DuMond, 1990,
266 —272.

24 C. 7K. Bop, ,0 ayromatnamy

Y JIMKOBHOj YMETHOCTH', y: 3.
laspuh, P. Maruh-ITaunh, JI.
Cperenosuth (yp.), Ciwesan
sRusagunosuh bop, Ilojernke
cprickux ymerHuka XX BeKa 4,
Beorpaj: MCYB, 1990, 85.
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10. I1lesa Puctiuh, Mapio Puctouh u newosnaima scena, oko 1930,
Mysej npumersene yMmeTHocTd, HHB. 6p. 20205,
Jlerar Jenene Jopanosih

Seva Ristié, Marko Risti¢ and an Unknown Woman, cc. 1930,
Museum of Applied Art, inv. no. 20205,
Legacy of Jelena Jovanovi¢

AHanorHo TOMe, 3a pasfWKy Of MexaHuykor caukapcTea (7).
ayToMaTcKor ciukarba y OpeTtoHOoBCKOM cxBaTatby TOr mnpouecal
Bop npemnaxe yBohere mojMa ,BU3yenHW ayToMatu3am” Koju bu
nofpa3syMeBao Aa Cnkap [03B0osbaBa fla My ce ayToMaTCKM MojaBIbyjy
C/NVIKe M3a 3aTBOPEHUX 04ujy, anv Aa 3aTUM CBECHO C/vKa npu3ope
CXOLHO MnpefAcTaBaMa Koje je MMao xMmypehu. [1o cBoM cBefoYaHCTBY,
OH je Tako Hacnukao Anre Ha setpy 1928. rogmHe (nosHate u Kkao
Kyrna Ha npuBugHoM Xopu3oHTYy), MpU30p KOju My ce MojaBuo YjyTpo y
MoJIyCHyY, He pa3MuLLJbajyiiv 0 HeroBMM TEOPUjCKUM UMMIMKaLMjaMa.?
BopoB BM3yenHn aytomMaTn3aM cacToju ce of, ABe dase Koje 3anpaBo
yjeovkbyjy MpauMoHanHO W pauMoHaNHO, HEKOHTPOJMCaHO U
KOHTPOJINCAHO, MHTYMTUBHO W pa3yMcKo, Tj. yKa3yjy Ha cnobofHy urpy
C/IMKa Koje ce MeMopMuLLy, fa bu ce 3aTUM BepHO peKOHCTpyucane Ha
nAaaTHy JIMKOBHWM CpeAcTBMMA.

Monyt Bopa, u Puctuh je uMMao pesepBe npeMa ayToMaTCKOM
CNMKapCTBY, av je BMCOKO LIEHWO Heke MeXaHWyke TexHuKe, MonyT
dpoTaxa Makca EpHcra (Max Ernst, 1891 -1976), nompxasajyhin
rokyllaje CBOjUX Kofera Ha TOM noJsby, Kao wWTo cy pagosu Ockapa
Naenua (1909 -1989) n Bopha Koctuha (1905 -1995) wramnaxu y
anMaHaxy Hemoryhe. I Koctuh je, HakHafZHO, nMopuLao MocTojame
YUCTOr MCUXMYKOr ayToMaTu3ma, rosopehu ga je oH yBek npaheH
NMPUCEHKOM paloHanHe Mucnu. BepoBarbe y npuMeHy ayToMaTtckor
mocTynka okapakTepucao je kao ®pojmosy (Sigmund Freud, 1856
-1939) 3abaymy, foK je YATaB Hagpean3am CMaTPao MPEeTXOAHMLIOM
HayyHor casHama.? 0bjalwraBajyhn ogHoc mM3Mmelly ayToMaTvMama u
doTorpama, bop je 3aksbyyno:

Y homOTpaMY BUGUM WPEMAL0 UWPOCTHOPA 3Q WUCTT UCUTULKU AYTLOMATUSAM. A
UOKOJU MOIHCe HACTIATU KBASUAYTLOMATACKU WOG OTPAHUMEHOM KOHWPOIOM YM.
Tpugecemux 1oguna ca.m cam HAIPABUO HEKOIUKO. Y MECUO Ja HAMEPHO HA OO0
uamupy ypehyjem paswe wpegmeuie, wexkuhem cam mary cuarieny 00Uy pasouo
GUPERTIHO HA WATUPY W 0€3 UKAKEUX WPOMEHA WO USL0HCUO 0CEelbery. Pesyuait
Je, gax.ae, HAcCWao caywajno, a ne namepno. Cutypno ga wocwoje w MHole gpyre
MOTYRHOCTTU O ce HAUPage TAKEU ,CAYUATHIU HOTMOIPAMU — C8U OHU MOTIU OU Ce
O3HANUTIYW KA0 ,KBaA3UAYTOMATCKW .

Ha .. dunmcky npupony” BopoBux dpotorpaMckux cepuja, koja cama no
cebu Hermpa npvmMeHy BpeToHoBOr 3akoHa ayToMaTM3Ma, CKpeHyna
je naxmy MunaHka Togmh, HapouMTo Kaga je pa3MaTpajia HeKoIMKo
pagoBa ca 60L0M Koju Cy, CMULLIBEHO M NiaHcku, bunu pacnopeheHu
jenaH y3 apyru (ca peaparxupaHuM komaguhuma pasbujeHe boue Ha
HOBMM Nanupumal, pagm narpagre KnuHematorpadceke cTpyktype (kar.
6p. 85, 86).22 Y ToM cmuchy, caMo 61 ce poTorpaMy ca npsu (1 jeamnHu)
nyT pasbujeHoM dnawiomM Morao nNpunmucatyM HacTaHak Mo 3aKoHy
ayToMatusMa, [0K Cy OCTajlu peann3oBaHW YMETHUKOBMM CBECHUM
LenoBarbeM, Tj. pacnopehjuBarbeM KkoMagmha ctakna Ha HOBUM GoTO-
nanvpuMa, Ynme Bop HamywTa .npeMuce ayToMaTCKOr Toka MUCAM
pagu aHnMaumje”.? bop ce yeTpaeceTux rogunHa npecenvo u3 Cpbuje
y Bputanujy (Okchopa) 1 TaMo XMBEO A0 CMPTK, HAKOH Yera je Herosa
3aocTaBWTMHa BpaheHa y Beorpag. 36or cenupbu, HajgepoBaTHuje,
oppeheHn bpoj doTorpamMa Huje cayyBaH, Te ce y MUHU-Cepujama

25 Hewio.

26 Hemowyhe - Bophe Kocuuuh,
pesxuja: Jlparan Rupjanuh, PTC
TBB, 1994.

27 C. K. Bop, ,0 ayromarusmy y
JIMKOBHOj yMeTHOCTH, 86. Jegan
oj1 hoTorpama ca pazoujeHom
60110M MPETXO/H TEKCTY , Y3rpes
Oy pedero” Mapka Prcritha n
Jymana Maruha, o6jaBmenoM y
anmanaxy Hemouyhe. Bopos paj
Hajasu ce Ha crpanu 117. Taxohe,
Manudecr Koju normucyjy
TPUHAECTOPHILIA HEOrPajiCKUX
HaJlpealncTa i KojiM ce 0TBapa
anmanax nparu Bopos hororpam
€a YBOPOM, O YHjeM je HaCTaHKy
roBopuo y TeKcry ,0 ayroMaTaMy
y JIMKOBHOj YMETHOCTH .

28 M. Toauh, Hemowyhe: ymeunociu
Hagpeausma, 61.

29 Hewo.
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yoyaBajy CKOKOBM KOjU pemMeTe AOXWBIbaj ,KOHTUHYMpaHOr nokpeTa”
KoMe je Bbop Texmno. 360r nomMeHyTor paga y cepujama, YMETHUK ce
CBECHO OApeKao YMCTOr MCUXMYKOr ayTomMaTuaMma, cumynupajyhu
KpeTatbe M3Mely CyKLecuBHMX GOTOrpamMckmx cimumua. 3a pasnuky
of rera, MeH Pej Huje Texxmo ocehajy mokpeTta y CBOjUM pajoBuMa,
HUTK ra je nocebHo nHTepecoBana .$unmMcka npupoga” dotorpama.
Hoeros ekcriepuMenTantm dbunm lospatak pasymy (Le Retoura la raison,
1923) 3ampaBo npeAcTaB/ba HeMoCpeaHy npuMeHy . ¢$oTorpaMcKor
noctynka” Ha uenynonaHoj Tpaun. dakne, Pejje HeoMeTaHo 3akopaymo
n3 dotorpaduje y dbunm, nok beorpamcku Hagpeanuctu (na u wupe,
CPMCKM aBaHrapAmMcTy), HaXasocT, HUCY yCrenn aa peanusyjy CpoaHe
Hamepe.*

Y paHuMm doTorpammuma BaHe bBop noctuxke yTtucak ,oncyctsa’
peanHux, jacHo BuA/LUBWMX npenmeTa. [MoMohy cBeTnocTn Kkoja je
[enoBasa Ha MaTepuvjane pasfiMyMTe COJIMLHOCTW, Y CMUCHY Marbe
WAW BULLE TPaHCMapeHTHUX CEHKW, OH je ycrneBao Aa .Moandukyje”
objekaT ¥ YUMHM ra TeXMM 3a ngeHTnduKoBare. Tako je mocTeneHo
YBOAMO MocMaTpaya y CBeT HaACTBapHOr, oTKpuBajyhu ., TajHW XMBOT”
npeameTa. Paamuiwsbajyhn o npegmMeTnMa 1 HeoyekmBaHuUM edbekTMa
KOjU Cy HacTanun NpuaMKoM paga ca potorpamumma, bop je KoHcTaToBAO:

»Kog mojux panux chomoipama me 3anumano ouxohewe ca odjexuuma. Tpeba.o
Je ga ucumyne jacro, auu ¢y Yeex na 0uL0 Koju Hauur 0uIm gechopmucan: 60ua je
UL Pasoujena, Kanai je 6uo 3auienien y gea ciodogha weopa (00a paga ouLw cy
peupogyrosana y armanaxy Hemowyhe, 1930), ghuuc wamup 6uo je manano 3uyrcean
— 08Y WEXHWKY CAM Warohe WPpUMewusao y cauxapcmsy, 1929. wogune. Tarohe cam
YeCuto JOUYHCKU NOKYULABAD (G U3A308eM HONHU UIU KOCMUMKEUW YWUCAK. !

Kao dunMckmn KpuTnyap KkUKEBHOT U KYNTYPHO-MOANTUYKOT Yaconuca
JlaHac® ca cHaXHOM JIeBMYapCKOM OpWjeHTaLMjoM W AHEBHOr JKCTa
[Monntnka, Bop je NOTBPAMO OOIMYHO MO3HABaHe KMHeMaTorpaduje u
CYLUTUHCKMX opJinka ¢unmMckor je3uka.*® YntaB HU3 HEroBUX paHux
dboTorpama Moxe ce rpynucaTv y LuKiyce of ABa-TpU Kagpa, YymMme
ce ycrnocTaB/ba NPUMBULHO KpeTakbe CTAaTUYHUX NpefMeTa Ha HauuH Ha
KOjW je TO MOCTUTHYTO y paHoj KuHeMaTtorpaduju. Y ceoM TekcTy Qetuiu
kao MahuoHmyap, KomeHTapuwyhn Myprayos (Friedrich Wilhelm
Murnau, 1888 -1931) ¢unm Hocpepary, cumponuja yxaca (Nosferatu
- Eine Symphonie des Grauens, 1922), y kojem npumehyje ynotpeby
dumnmckor Tprka koju oMmoryhaBa ,,mokpeT MpTBUX cTBapun”, Bop kaxe:
.CTBap ce cnuka y cB0joj HEMOMWYHOCTK, a NoMepa nsmMehy cakor
CHMMKA."** TuMe je CKpeHyo MaXkky Ha COMCTBEHYy >esby Aa Kpo3
T3B. CTOM-TpUK y doTorpamuma, ¢oTo-MoHTaxkaMa u doTorpaduju
npounssepe dunmckm edekart. [open doTorpama ca boL,oM, Kao U OHUX
ca CEHOBUTUM, TELLKO Mpeno3HaTbueuM objektuma (kat. 6p. 81, 84,
88), ekcniMUWUTHY NpuMepn ,dUAMCKOr MULLTbersa” cy doTorpaduje
Cca XpBAaTCKMM MO30pPULLIHUM peauTerbeM Bnagumupom XabyHekom
n Munnuom C. Jlasosuh (kat. 6p. 73). MuctepuosHa atMmocoepa,
HOapOBCKO OCBET/beHe M M3HOp EKCTPEMHMX paKypca CHUMaka
npeTBapajy nomeHyte doTorpaduje y unmcke KkanpoBe Koju
0CTaBJsbajy CHaXaH yTucak npoToka BpeMeHa, afin 1, KpeTarba” akTepa
npeg anapatypoM. YukbeHula fa Cpncky aBaHrapaMCcT HUKada Hucy
cHUMKUAM dunm, Beh cy ce 3aycTaBWUAM Ha CTaAWjyMy T3B. NanUpHUX

30 [losnara je HAKIOHOCT CPICKUX
aBaHrapyucTa npema duiy, y
KOMe Cy BUJIe/II YMETHOCT HOBUX
moryhuocru. Kunemarorpadujom
Cy HAPOUUTO GHIN OYapaHu
3CHUTHCTH U JaJIaICTH, AU CY U
0eorpajIcKu Ha[peasiCT! TeKILIIT
IpUMeHn (pUIMCKUX TeXHHKA Y
CBOJHM KIBIZKEBHUM U BU3YEIHUM
paznosuma. O Tome, u3Mel)y ocraior,
ommmpuuje y: Levi, Pavle. Kino
drugim sredstvima, Beograd: FCS,
MSUB, 2013; Zecevic¢, Bozidar.
Srpska avangarda i film 1920 —
1932. Beograd: UFUS, 2014; Jovic,
Bojan. Avangardni mit Caplin,
Beograd: Sluzbeni glasnik, 2018;
Metli¢, Dijana. ,Zenitist Cinema:
Influences of Marinetti and
Mayakovsky”, u: Berghaus, Giinter
(ed.), International Yearbook of
Futurism Studies, vol. 9, Berlin:

De Gruyter, 2019, pp. 236-268.
Metli¢, Dijana. ,Branko Ve
Poljanski: Urednik prve nezavisne
juznoslovenske filmske revije
Kinofon”, u: Subotié, Irina, Jovié,
Bojan (ur.), Sto godina ¢asopisa
Zenit 1921-1926-2021, Kragujevac,
Beograd: Galerija RIMA, Institut za
knjiZzevnost i umetnost, 2021, str.
521-543; Kruljac, Vesna. Branko Ve
Poljanski, Beograd: FPU, 2022.

31 C. /K. Bop, ,0 ayromarusmy y
JIMKOBHOj yMeTHOCTH, 86.

32 Ypeauniu Mupocias Kpiesxa
(1893-1981) u Munan Borganosuh
(1892 —1964), mokpeHyI cy
vacomnuc 1. janyapa 1934. y
Beorpajy, koju je nmMao cBera mner
Opojesa 1o 3abpame.

33 Iopeg Tora, Bop je o puimy

11 BeIOBOM 3HAUajy MOIeMUCA0 I
V 3BAHUYHUM Ha/IPEaTHCTHUKIM
uzamuma. Takas je, uamehy
ocrajor, Awuwusug: upu.ior

30, UPABUTHUJE CXBAMAIbE
nagpeausma, nucan ca Mapkom
Pucruhem, 1932. rogume.
Hajnoauarujn meros Texcr je
,YBOJL Y KpUTHKY (priima” Tiican
3a KibKeBHH vaconuc lanac
1934. ropune. Bugern: C. 7K. Bop,
,YBOJI Y KpUTHKY (huiva’, 150
—-153. IIpema peunma Boskuiapa
3euesuha, Ha BopoBo cxparame
uiva npecyano je yruuao Jlamu
ca cojuM Kpautkum upetiegom
rpume ucuopuge ghuma (1931
—1932), a npeMa INIaBHUM Te3aMa
Koje 6parn BopoB Teker npumnaja
LHAIPEUTNCTHYKOM TOTIEy Ha
CBET U JIyXy aBaHrapjle Kao oeTuke
ornopa’. Butue: Zecevi¢, nav. delo,
218 —220.

34 C. 7K. Bop, ,Perunr kao
Mahuonnuap”, 167.

¢unmosa (tepmuH Bpanka Byunhiesuha, 1934 -2016)% , He ymarbyje
3Hauaj HKX0Be Xesbe Aa ca cTaTuyHe npefy Ha nokpeTHy civky. Hema
CyMhbe fa je npupoga dunMckor Megnja, npeMa pednma boxupapa
3eyeBnha, Ha pasHe HauyuHe oapefusia KapakTep Kako KHsVXXEeBHOT
Tako U BW3yenHor Hacnefja cpnckux aBaHrapfHwWx ctBapanaua.®

O yksbyyeHoctn BaHa Bopa y cHumarbe jegHor HecBakupallkber,
HagpeanucTuykor GuiMa, y pexwuju amepuyke MWjaHUCTKUHE U
penutesbke Ectep LloHcoH (Esther Johnson), nop HasusoM beorpazcke
MucTepuje faHac ce HeloBOJbHO 3Ha. [MoHekn feTalb, PeKOHCTPYKLMje
3acHoBaHe Ha HecTanHMM cefarbMMa M nucarbuMa 0 LOKyMeHTapLy
Koju je uMmao npemmjepy y Aepo-knyby y Y3y MupkoBoj yanuu (kKojoj
je mpucyctsoBao Jocun CnaBeHcku, ann He n BaHe Bop!), npe Hero
LITO je HecTao, cnabu cy myTokaswu 3a Herosa Aasba U3yyaBaha. [a
unak, ogpefeHa cBefoYyaHCTBa yMeTHMKA, O Kojuma nuwe BpaHko
Anekcuh, ynyhyjy na je npupoga oBor ¢unma buna pykoBoheHa
BopoBoM HaknoHowhy ka 3anylTeHWUM, LeBacTUpPaHUM, MPayYyHUM
M MUCTEPMO3HMM MpPOCTOpMMA rNaBHOr rpafga, Te ga je 3adygHa®’
atMocoepa buna cpopHa yTucky Koju cy octaBsbanu onvcy lNapusa
y Kre>keBHOCTU BpeToHa n AparoHa, unu yak lNapus 3abenexeH Ha
dotorpadujama Exxena Amxea (Eugene Atget, 1857-1927). .Y Beorpaay
ce Taga 3upao MocT npeko Case. PagHuum cy cpylwinnm Heke 3rpage
WM CaMO CKUHYIW 3UA0BE ca Hekux kadaHa, U Kynuce TajHOBUTOR
n3rnepa Koje cy jeguHe octane og rpahesuHa npuykie cy boposo
oko. (...] Ha HekuM 3upoBMMa ocTane Cy C/IMKe LEHTIMEHA HaWBHe
kao LlapuHuk Pyco. lMocebHo uHTepecaHTHa buna cy opTtomeacka
romarasnay ussnory jeaHe npusemsbylle y bankaHckoj ynuun.”® [oe ce
L,aHac Hanasu oBaj 3ajefHUYKM HALPEeaNUCTUYKN KMHeMaTorpadpcku
ekcnepuMeHT Bopa u LlloHcoHOBe, ocTaje HepelleHa 3aroHeTka.
[a je cturao go Amepuke, HeMa cyMre, byayhu ga je y mucmy u3
Okcdopaa (24. jyn 1983) Bane Bop TBpavo ga je 610 HamerbeH
rnefaoummay AMepuLm 1 Aa je TaMo roToBO CUTypHO Bro nprkasusaH
(ako He y BesmkuM GuockomuMa, OHAA Y KynTypHUM Apytsumal.®?
MN3paxaBajyhu Hagy na he ra y bynyhHoCcTM Moxaa Heko npoHahu y
dnnmckmum apxmuma y CAJl, 3eueBuh 3aksbyyyje fa je 10 6uo dunm
~HanpaBJbeH MO YKyCy Hafpeanucta - jefaH Of OHUX ¢puaMoBa Koje
BpeAu BUAETM jep HaM OTKPMBA HELUTO HOBO Of, OHOF Herpu3HaTor
nnun HenpumeheHor ogHoca ca cTBapHolwhy Koju nsbuja y cHoBuma, y
ayToMaTCKMM TeKCToBMMa wiv be3rnasuM BULEeBMMa, Ha Koje ce (jow
yBek) Mucan He cmejy”. 4

35 O aBaHrapgHOM (huiIMy 1 T3B.
HAIMPHIM (PUIMOBUMA IETabHO
sugiery: b. Byunhesuh, ITyuyjyhe
saoasne pagwe, Beorpaj: Puivckn
nenrtap Cp6uje, 2023.

36 [lerasmnuje: B. Zecevié, Srpska
avangarda i film 1920 ~1932.

37 OBjie Gu ce MOrao yseru

y 063up u PpojoB Tepmun
Jesosuw (Das Unheimliche, wimn
MO3HATHjH €HIVIECKU IPEBOJ
Uncanny). O oBoj Temu y Be3u ca
apXUTeKTOHCKOM (hoTorpadujom
[Tapusa u Bepiuna, Bujeri:

M. Cuk, ,Strangely Familiar:
Some Remarks on Photographic
Representation of Uncanny
Spaces”, u: D. Metli¢, M. Cuk (eds.),
Photography as a Method of Visual
Research, Novi Sad: Academy of
Arts, 2019, 60 ~75.

38 b. Anexcuh, ,Cumynakpym
Geckpaja Bana Bopa”, y: 3. lagpuh,
P. Matuh-ITanuh, /I. Cperenosuh
(yp.), Cuesan sKusagunosuh bop,
Beorpag: MCYB, 1990, 55 -57.

39 Ipema: Zecevic, nav. delo, 227.

40 Hcio.
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CJIMRE, CHOBH H CERAIbA MAPKRA PUCTHRA

TokoM pnpyre nonoBuHe fABajeceTux roguHa XX Beka (bopasehu y
Bprbaukoj Barbu kop Bawa Bopal, Mapko Puctuh caumtumo je cepujy
dotorpama nmocseheHux cynpysu Jenvum Llesu Puctuh (1906 -1995)
(cn. 11, 12, 13, 14; xat. 6p. 92-105). MomeHyTMX meTHaecT dboTorpama
MunaHka Toguh patyjey 1928. roguHy. CacBuM je Moryhe fa HacTajy Taaa,
c 0b31poM Ha To fa ce Hajyelwhe Be3yjy 3a noctnapucku nepuon Mapka
PucTuha, Tj. BpeMe HakoH HeroBor bpayHor nyToBara ca Cynpyrom, mpBeo
y BepoHy, a 3atum un y lMapus, roe ctuxy HoBembpa 1926. roguHe, kaga
cy npoaybunv npodbecnoHanHn 1 oCTBapUNIM JNYHU KOHTAKT ca AHLpPEOM
BpetoHoM. C gpyre cTpaHe, Huje HeMoryhe pa cy, no nucaruma BaHa
Bopa,*" Puctuhesn doTtorpamm Hactanu v paHuje, Tj. baw Te 1926, npe
BeHuarba y MaHactupy Jbybocturba (cn. 15). Y nomeHytnM dotorpammma
npenaunhy ce m3paxajHe MoryhHocTu Kkonaxa, ¢otorpaduje u duama.
CtatnyHu doTorpamMm MOCTaB/bEHU Yy HU3Y YKJIOMIbEHWU Cy Y jefaH BUL
boTo-poMaHa. Y nuTaky cy npefcTaBe Koje HacTajy Ha CPOAAH HauMH Kao
n PuctuheB konaXxHuW OHEBHUK ca bpayHor myToBarba no PpaHuyckoj,
lNokpethu xwmsor (La vie mobile, 1926) ca jepaHaecT konaxa W [Ba
LpTexa, cacTaB/beH 0Of, Mceyaka M3 HOBMHA, Yaconuca, AesoBa nucama
1 Tenerpama, NOWTAHCKMX MapKuLa, KapaTta 3a urpakbe, MckopuwheHmnx
ynasHuua 3a nsnoxbe UTA. Y 0BOM LMKAYCY, YNjU je HA3WB MHCAMPUCAH
jeoHUM cTMxoM 13 noesnje Bana Bopa, kako npumehyje MunaHka Toguh,
.0fnbayeHn cy, Hajnpe, TpaguumMoHanHu MaTepujanu: 6oja, y/be, NnaTHo,
a 3aTuM, MaKo KoslaXku KOPUCTe CiuKe, Koje Cy TeXHWYKe W MacoBHe,
HMXOBM ayTOPW, Ko U HMXOBO NPBOBUTHO OKpy>Kerse HebuTHM cy. OHe cy
HaheHe 1 peouMmejn cnvke objekaTa, Kako ux 30Be bpeToH, cekyHmapHo
ynotpebsbeHe y Konaxuma, npu yemy cy 3abopassbeHe rbUX0Be U3BOPHE
byHKLMje Kao U MpeTxofgHa uctopuja.”*?

CneunduyHoct PuctuheBmnx doTtorpama He nexu camo y MoryhHocTu
FbMXOBOI MOCMaTpatba Kao CLEeHa cacTaB/beHUX M3 Bulle cauka (yHyTap
doTorpama nojassbyjy ce npo3opu/ ekpaHu Koju yBoae jyHake y HapaTus U
npeHoce HoBe MHdopMaLmje) Beh 1y HeoYekMBaHOj NojaBy JbYACKOT INKa
y nosby doTorpama (moptpetu LLese nnu Mapka, kao v genosu LLiesnHor
Tena). Ako ce 3Ha fa je Hajsehu 6poj yMeTHMKa Lo Taga y dpoTorpamy
MCTPaXunBao ,TajHU >XMBOT  npenMeTa, Kao M AejCTBO CBETIOCTM Ha
MaTepwjan of Kojer je NpefMeT cayntbeH, oHaa cy PuctnheBun pagosu no
CBEMY eKCKypcC, kako y soMahoj, Tako 1 wupe, y eBponckoj potorpadcekoj,
eKkcnepuMeHTanHoj npakcu Tpehe peuenuje XX Beka. [lo3utuBm wunm
HeraTMeu ¢oTorpaduja uYuMHe KOHCTUTYTUBHe/ rpaguBHe eneMeHTe
doTorpama Koju noctaje cBojeBpcHa MeTadoTorpaduja. KombuHoBaHe
ca NaXx/sb1Bo ofabpaHWM NUYHUM MpeAaMeTUMa M3 XusoTta Puctuhesux,
Kao wWTo cy ymnka, bypma, nanumh, npmeesak cpue, koje Togmh o3HayaBa
CUHTarMoM cyBeHupu /bybasu, oBe penpe3eHTalmje npepacTajy y cacBuUM
WHTUMHe npu3ope CBakOAHEBWULLe KOjU MjeHe arofHoM aTMochepoM
npujatHocTy 1 cpehe. Y3 yMrbeHuLy Aa ce HaYMHOM Ha KOoju NMpumnoBea
y cnvkama Puctuh HecyMbUBO onpegesbyje 3a dpopMy ¢oTo-pomaHra [y
KOMe je cavka jefiMHu/ caMofoBOSbHU TEKCT), HeroB BMU3yenHU nocTynak
ca HM30BMMa poTorpama y Kojuma ce He3HaTHO Bapupajy mosunLmje aktepa
M HUXOBO MPUCYCTBO y CLieHaMa yTeMesbeH je Ha PUIIMCKO] eCcTeTULM.
[peno3HaT/bMBO jyKCTamoHWparbe npeaMeTa W cauke ynyhyje u Ha
3Hayaj konaxa n acambnaxa, koje he Puctuh nogjenHako npakTnkoBaTtu
y HapgpeanuctuukoM nepuogy. Ca 6pojHMM ceHkama, npeTanamvMa,

41 Bupteru miemo Koun [Torosuhy
paHHje IIOMEHYTO Y OBOM TEKCTY.

42 M. Tomuh, Hemowyhe:
YMEUWMHOCUL Hagpeasusma, 41.



LBOCTPYKMM ekcrosuuunjama, bnaruMm noMepajuma npenMeTa  waun
HUXOBMM 3aMar/buBarbeM GopMupajy ce CTPYKType y KojuMa ce CycTuyy
KapakTepucTuke pasfiMyuTux Meawuja, npekopayvyjy ce YBpcTo yTBpheHe
rpaHuue oppefeHnx dopmu (popmatal, WwTo HemobuTHO ykasyje Ha
XeJsby fia ce MocTUrHe edekaT HAACTBAPHOT M CHOMMKOT. YNPKOC TakBOM
HacTojamy, Puctuh HuwTa He mpenywTa cayyajy. HberoBu ¢oTtorpamm He
HacTajy npumeHoM BpeToHOBOr 3aKoHa ayToMaTM3Ma, y Yuje je MoCTojarbe
Puctuh cymmao. Munarvka Toguh c npaBoM uctuye ga .Puctuhesu
doTorpamMu npencTaB/bajy paHy mojaBy cliMka-ekpaHa“, Te fa ,MOHTa)a
LOBOAM Y jykcTanosuumjy éurype u npegmete (...), a cBe T0 uuHu pa
ce doTorpam onaxa Kao noeTcka CAMKa Yy Kojoj AOMUHMpa aTtMocdepa
OHEBHMKA Ca HAarOMUNaHUM WHTUMHWM YCMOMEHaMa W cyBeHupuma.”*

lNpumeHa cnuka-ekpaHa yoyaBa ce Ha BeheM bpojy papmoBa y okBupy
noctojeher ¢opmata doTorpama: Hajyewhe y ropreM neBOM WU
LOH-eM LECHOM Yy, YMETHWUK MO3WULMOHMpa CBETIIOCHU npo3op (ekpaH)
pe3epBucaH 3a nojaBy kerosor win LLlesnHor doTo-nopTpera (kat. 6p.
92-94, 104, 105). YnoTpeba TakBux CivMKa yHyTap CiMKe MOXe ce A0BEeCTU
y Be3y ca bpeToHOBUM cxBaTatbeM CAMKAPCTBA Kao Mpo30pa OKPEHYTOr
YHYTpaLlH-EM CBETY YMETHMKA, @ He clikapcTBa ba3npaHor Ha MUMETUYKOM
Mmogeny. Tako, Ha npumep, Ha ¢oTtorpamy 6p. 21756 y 3bupun Myseja
npuMmerbeHe ymetHocTu y Beorpagy (kat. 6p. 92) Buwe op yeTBpTuHE
noBpLUMHe 3ay3nma dpotorpaduja Llese Puctuh y cegehem ctaBy ncnpeg
npo3opa. OBAe je CTBOPEH yTUCaK HaMepHe Wrpe ca OTBOpWUMA, jep ce
Ha NOBPLUMHM Namupa MojaBibyje CBETIOCHM eKpaH y Kome je npodun
YMETHWKOBE Cynpyre BWA/bMB Ha MO3aAuHW ,peanHor’ nposopa kyhe
ucnpepg Koje jy je dotorpadpucao BaHe Bop. NcTa LLesnHa doTorpaduja
yrnoTpebsbeHa je npy HacTaHky pasanymtux dotorpama (Potorpama ca
yunkom u cpuem 1 Motorpama ca npcreHoM u Hapykeuuom) (kaT. 6p. 95,
104), ¢ TuM WwTo je y ApyroM crydajy dotorpaduja 6naro 3atanacaHa, na
>KEHCKW WK penyje HesHaTHO yBehaH u pedopmucaH. Ha doTorpammuma
21757, 21758, 21759 (kaT. 6p. 93-95) nojassbyjy ce 1 YMETHUKOB JIMK U JIUK
HeroBe Cymnpyre, ¢ TUM LUTO je MPUCYCTBO >XEHE CaMO Ha3HayeHo. YMecTo
VLA BUAe Ce HbeHe Hore y efleraHTHWM casioHKaMa M3 [BafeceTux
rogvHa. [locpegHo npucycTBO 0Be ,,MUCTEpUMO3He Jame” uyumje Hore
uckpcaBajy M3Hag YMETHWKOBe raBe HeflBOoCMMUCNEHO ynyhyje Ha To Aa
je OHa yBeK Yy HeroBuM mMuciamma. Y Hekonuko dotorpama ynotpebsbeHa
je doTorpaduja Bana bopa ns 1926. rogunte ca Llesom Puctuh BufjeHom
n3a MepaeBuHa (kat. 6p. 62), WTo jow jefHOM yKkasyje Kako Ha MoryfHocT
paHujer HactaHka Puctuhesor ¢otorpamckor cepujana (npe, no capa,
npuxsahiene 1928), Tako M Ha KONEKTUBHW papn y Hagpeanusmy, Tj.
KOHTUHYyMpaHy capagry Puctuha n Bopa 1 y npenHanpeanucTuykom,
Kao W KacHuje y HagpeasncTU4KoM, 3BaHWYHOM Mepuopdy [LenoBakba
beorpapcke rpyne.

43 M. Tomuh, nas. gewo, 60.

Huje HeBa>xkHo nctahu ga cy npupoge boposux n Puctnhesux ¢potorpama
pasnuyute. Lok ce Bbop npe cBera okpehe npegMetTuMa u edekTuMa
CBETJIOCTM Ha npefgMeTe, y3 HEW30CTaBHy eBokauujy uamMckor
KOHTUHYMTETa MPWMEHOM TaKo3BaHe stop-motion TexHuke, Puctuh
CTBapa WHTUMHW OHEBHMK MocBefeH CBOjoOj Cympy3u, KpPO3 KOHCTaHTHY
KoMbuHauujy dotorpaduja (ca werosum u LLieBuHUM nvikom) v npeameTa
KOju Cy 03HayuTesbU HbUXoBeE JbybaBu 1 bpayHux 3apyka. IHTepecaHTHo je
npuMeTnTM a je u MeH Pej 1922. rononHe y pejorpadvmMa oBeKOBEYMO NINK
CBOje Tafallitbe My3e u jbybasu Kukn ge MonnapHac (Alice Prin, Kiki de
Montparnasse, 1901 -1953). Mefytum, nok Pej >xuBu Momen noasprasa
HEeKOoj BPCTM ,,pEHATEHCKOT CHUMahsa”, Tj. og KukmHor nvka, kao n og buno
Kor usabpaHor npegMeta, gobuja benmyactun, conuaHu obpuc Ha ¢oTo-
nanupy, Puctuh ykmbydyje ¢oTorpadmcaHy crBapHocT y doTorpamcke
CTpyKType, ynotpebsbaBajyfin dotorpadujy kao Matepujan, a nocTynkom
.CINKe y CAVLM” JOMPUHOCK YTUCKY Mpuyarba npuye.

KoHayHo, HMCY Nn joll peHecaHCHM U BapoKHM MajCTOpU y 3a4HEeM MaaHy
CBOjMX KOMMO3WULMja OTBapanu ,BUPTYeNnHW npo3op/ ekpaH” Hyaehu
MOryRHOCTM Ppa3NMuMTUX WHTepnpeTauuja rnaBHe TeMe U yBopehw
Tako3BaHy CJI0jeBUTY HAapaTUBHOCT, Y KOjoj je mo3aguHcka camka obuyHo
Buna nyTtokas 3a pa3yMmeBarbe LenokynHe npexctase. Moryhe je y Tom
K/by4y pasymetn u PuctuheBe ¢otorpame Hactane y Bprauykoj Bambu.
CBM jacHO BUA/BMBU WU MAEHTMOMKOBAHM MpeaMeTV Npunagajy jefHoj
nocebHoj 1 N3LBOjEHO] XXEeHW KOja Ce Uy JaBW MUY CHY KOHCTaHTHO NojaBJbyje
YMETHWKY, Kao MOApLIKa WM Kao WHcnupauuja. HappeanucTtuyke Myse
W yMeTHULe  cy BpojHe N HeCyMHMBO MM Mpunaga UCTakHYTO MecTo Y
MPOCTOPY aKTUBHOT AefloBakba M peann3almje yMeTHUUYKUX gena: o Mane
[anu (Gala Dali, 1894 -1982) u Hyw Enujap (Nusch Eluard, 1906 -1946),
npeko Jin Munep (Lee Miller, 1907 -1977) n Oope Map (Dora Maar, 1907
-1977), no Lese Puctuh, Jlyne Byyo (1899 -1985) n Jlene Matuh (1907
-1986).4°

BOPOB IIOBPATAR ®OTOI'PAMY

[Nocne BuwepeueHunjcke nayse, BaHe bop ce BpaTtno dpotorpammma 1988.
y Okcdoppay, rae je xxmBeo rognHama. BepoBaTHo je Haj3acny>KHuju 3a Taj
nospatak buo ®nopuc Hojauc, koju je Mano paHuje No3Bao yMeTHUKA Aa
yYecTByje ca CBOjUM MPUNOrOM y U3pagn aHTonoruje potorpama XX seka.
ToM npunukom HacTao je Behu bpoj pena koje je bop KoMeHTapucao Ha
cnepehu HaumH:

JMoju ganawmwu pagosu ugy Yy UCTOM UPABUY, AU MOje TIABHO UNTEPECcOBAIHe
YCMEPUIO ce Ha cenke, a o0jeriiie OUPam ¢ 003UPoM Ha Jejcilieo cenwu Kaje xohy
ga wocmuimem. Caceum yodbunajene cmisapu Moty YKPUIAeM CeHKEU Ja U3A308Y
neodwune uojase (Dream Figure, 1989). Taxohe, pagum ca suueciipyrum cenrama
(Disturbed Night, 1988) w wywajyhum cenxama (Arctic Poet, 1988). (...) pyiavuje
PeueHo, wpe Hero wiiio oukpujem o0jeriie, uCHUiyjem Hajupe uapcieo cewru. Aau,
UPUTOM, WAKO0hHe 0Wen WOKYULABAM, OHOJUKO KOJUKO YMEM, Ja e80KYjeM HORHO I
KOCMUMKO (en08atbe.”

4/ Bepyje ce j1a je HIIP. H3710:K0a
YMeTHHIIA Hajipeainsma y Hbyjopky
y Tanepuju Iewu Lyienxajm
(Peggy Guggenheim) 1943.
POJIMHE 0] Ha3UBOM 31 jKeHa
OuJ1a jejiHa oj] IIPBHX MPaBHX
LEJIOBUTUX U3/10/K01 1ocBeheHnx
CTBapAJIAIITBY HA/IPEAINCTKIEbA
Kako 01 ce II0Ka3aJlo Jla OHe He
Mopajy GUTH caMo MOJEIH 1/ Wil
My3e, KaKo je TO y HaJ[pealnsmy
0110 yooudajeHo. Y jejHoMm
necopmaiom pasrosopy Mapcern
Juuan npejyioxuo je Ilern
I'yrenxajm 1a peanusyje u310x0y
YMETHHIIA KaKo 01 yka3ala Ha
00raTcTBO HUXOBUX OCTHKA U
JI0Ka3aJla Jia HUCY CaMo ,CIOpe/iHe
yuecuute” nokpera. Ha 1oj
13/10701 3Be3jia je omia Ppujga
Kauo, aimu je Ha 10j u3naraia u
CPIICKA YMETHUIIA, WIYCTPATOPKa
u necHukuba Munena Ilasiosuh
Bapuin. Buie o naioxou: https://
www.gothamcenter.org/blog/
the-notorious-31-women-art-
show-of-1943. IIpucrymseno 22.
jyHa 2024.

45 Jlerasmuuje: M. Todié,
LSupruga, muza, umetnica: Zena
u beogradskom nadrealizmu”,
Zbornik seminara 2a studije
moderne umetnosti Filozofskog
JSakulteta u Beogradu, 16-2020,
57-75. JloctynHo Ha ajpecH:
https://reff.fbg.ac.rs/bitstream/
handle/123456789/4780/
bitstream_11535.pdf?sequence=1.
IIpucrymmeno 25. maja 2024.

46 C. 7K. Bop, ,0 ayromaruamy y
JIMKOBHOj yMeTHocTH, 86.
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JenHa of, KJby4YHMX HOBMHA Yy pagy ca ¢oTorpaMmma n3 ocamoeceTux
rofVHa jecTe nojaBa HacnoBa Koju Cy n3ocTajanu y HagpeanncTuikum
pagoBuMa. Takofje, Ha HMMa ce nakwe WAEHTUOUKYjYy NpeaMeTu:
Newup, YrioMep, rMncaHu MywKu npodus, nanwuaoTHa, CTakieHa
Yyalla 3Be3pgacTor gHa. HepeTko, jenaH objekaT je Ha BuLe pajoBa
NMOHOBJbEH, @ Bapupajy ce mMpeaMeTW Koju cy ca UM y ogpeheHoj
Be3n. Ha yak Tpu doTtorpama runcaHu Mywku npodun KombuHoBaH
je ca Hosuuhem (Arctic Poet), netoupom (La géometrie supérieure)
u KoMmaguhivMma BaTe M MOKJOMUEM XeMujcke onoBke (Lastronome
séduit). Tako Bop ycrnoctasrba HapaTUBHY LIEJINHY O TPM CIIMKE Y KOjoj
je mocMaTpady gaTa cniobopa fa youm HMp. M3MeHy npodecuje rmaBHoOr
jyHaka: op necHuka, Npeko MmaTeMmaTuyapa [o acTpoHoma. CpopHu
MYLUKW Npodun NpUCyTaH je U y HeroBoM C/IMKapCTBY, Y pagoBuMa
HohHa tuiwmHa v Jlyam apxutekta w3 cefMe aeleHuje XX Beka.
Komnosuumnje ppyrux rpyna ¢otorpama HacTajy y KombuHauuju
yawe, setbmpa u nanunotHe. O6puck (nnkoBm) Ha noBpLWMHK
nmanupa nojaBsbyjy Ce WAM Kao TPOAUMEH3WOHANHU TparoBu
(3axBasbyjyhin nocTaBsbakby CBETIOCHOT M3BOPa MOL OLUTPWjUM YTIOM
y O4HOCY Ha paBaH nmanupa) wnu kao niowHu (3apasrbern), rybehiun
BOJIYMUHO3HOCT 1 fedopmuiuyhn ceoj 0bank (manmnoTHa ce npetsapa
y CJIOXKEHY [LBOAMMEH3MOHANHY peLleTky). YMeTHuK Takofje nountse fa
npvMerbyje CBETIOCHE 3aKJioHe, Kao Yy papy Le fenetre mysterious, y
KOMe Cy MBULE BUASbUBE CTPYKTYpe 3aMarjbeHe LpHUM NMoBpLUMHaMA.
Wako Ha npBw nornep genyje anctpakTtHo, ¢oTtorpam Oiseau nocturne
(1988) ycnoctasmba BaxkHy Besy u3Mmehy Boposor cnukapckor u
doTorpamckor onyca. OHa je ocTBapeHa 3axBasbyjyhn npucycTsy
LOMWHAHTHOT KpUiaTor opraHusMa y CpeauLuTy CTPYKType, YoUsbuBOT
W Ha cnvKama M3 cefMe AeleHunje, kao WTo cy [Jsocmucnenn aHheo,
OrpomHa kpuna, YoBek-nTuuya, anv n y ocTBaperMMa 4Yuju Ha3nBU
cafpXe CWUHTarMy MHTPOBEPTHa MTMLA jep CY joj Kpuia OKpeHyTa
yHyTpa. Kpunatu opraHusam je jegaH of yecTtux MoTvBa y boposom
CNNKapCTBY U MOXe Ce TYMayuTu Kao XXeHa-nTuua, Tj. MeTadopa XeHe
Majke (MTuua pawmpenux kpunal unu >xeve epotckor 6uha (nTuua
CMyLWTEHUX Kpuaa).

BopoBu kacHu ¢oTorpamu CpofHW Cy HEroBMM HaLpeanucTUykuM
ekcnepumeHTuMa. lNpumMeTHo je konebare u3amehlly notpebe pa ce
ocTBapu ytucak GUIMCKOr KpeTaka He3HaTHUM MoMeparseM objekaTta
y CTaTUYHMM apaH>XMaHVMa U1 XKerbe Aa Ce UCTPaXKe CII0XKEeHWU 0fHOCK
n3Mehy CBeTNOCTU WU CeHKe, Tj. npeaMeTa u ogpa3sa. [o3uBajyhun y
cehare MeHa Peja n dpaHuycke Happeanucte, Bop n3HoBa nponuTyje
MOryRHOCTM OTKpUBarea MOACBECHOr KPO3 KOHCTAHTHY Urpy Kojy My
Hamehy cumbonnyky objekT M3 HemocpemHOr OKpyXKerba.

AYTOMATHS3AM - 3A U ITPOTHUB?

HappeanuzamjeHactaoyBpeMe3HayajHux DpojaoBuxoTkpuhaHanoswy
CHOBa W HECBECHOr, Kao 1 lunpetrba AjHwwTajHoBux (Albert Einstein, 1879
-1955) ngeja y Besn ca TeopujoM penatmusuteTa. Kao Takas, Bennyao
je mojemuHUa, y34M3ao HEroBy WMHAWBUAYANHOCT, pyllere Tabya u
MOpasHMX KodeKkca MOTEKIMX U3 MopoAuLLe, LKofe, LpKBe, ApyLITBa.
CaH, nofcBeCcHO, OHUPWYKO, TajHOBWUTO, HELOKYYMBO, XanyLuMHauuje,
LEenupujym, ceKcyanHocT, Tabyun, nctpaxvBare yHyTpaLlHber X1BoTa
nojeaMHUa npefcTasbajy CyLWTWHCKY Mpeokymauujy npBe ¢ase
HappeanucTuykor nokpeta. [MapanenHo ca dpaHLYCKMM MOKPETOM Y
Mapu3y, op noyeTka ABafeceTUX rognHa, Mnage Jbyne Koju cy npoLuiu
KpO3 TpayMaTM4HO UCKYCcTBO [1pBOr CBETCKOr paTa, a Koju Cy Ce MaxXoM
wkonoeanu y ®paHuyckoj u LLBajuapckoj, nokpefy ucte uaeje ny
Beorpany. baBehn ce pasHuMM obnauLMMa KHUXKEBHOT U BU3YENHOT
n3paxaBarba, beorpapcku HafpeanucTv Kpewpanu Cy ayTeHTUYHM
aBaHrapgHu nokpet Ha npoctopy KpasbeBuHe Jyrocnasuje. BpojHe
(mpoTo)HampeanucTnyke pesuje, Koje Cy JIMKOBHO 1 Caap>KUHCKK Guie
y MOTMYHOCTW ycarfalleHe ca eBPOMNCKUM KHUXEBHUM rnacunuma,
YyuHune cy beorpafckn HagpeanusaM jeLHUM Of HAjKOXEPEHTHU[UX U
Hapas3BWjeHnjux nokpeTa BaH TepuTopuje PpaHLycke.

Mpeje o aytoMaTckoM cTBapanaliTBy 3axBaTwuie Cy MonjefHako U
dpaHLycke W cprcke yMeTHWKe, Ma ce Y jefHOM TPeHyTKYy YWHWUI0
ha je npoHafjeHa npaBa ¢opMyna 3a HacTaHak ,ayTeHTUYHMX'
HagpeanucTuyknx pena, 6e3 paumoHanHe KoHTpone, ©e3 cBecHor
fenoBatrba pasyma. [la nu je TakBo cTarbe buno Moryhe ogpXaT TOKOM
ymTaBor pagHor npoueca? MeH Pej je Ha noyeTky cBoje Kkapujepe
MpMXBaTao Taj 3aKOH KaKo y CAVMKApCTBY, Tako Wy U3paau doTtorpama.
3aHuMajyhu ce 3a npegmeTe U krxoBe MehycobHe nHTepakLuje, oH je
1922. npounsBeo cBoj npBu pejorpadckmn anbym Les champs delicieux, y
KOMe je aHTuumMnupao BpeToHOB ayToMaTCKy 3aKkoH feduHucaH 1924,
rognHe. Mako je o Tome peTko roBopuo, Pej he Tokom Tpehe geueHuje
Mnak nNpuMMeTUTM fa je cBakuW obnMK cTBapanaliTBa KOHTPOAWCAH
M MOTMBWMCAH HEKUM >XMBOTHMM OKOJHOCTWMMa, Te Aa Ce ofBWja Mo
oppefjeHuM npaBunuMa pasyma.*’ BefinHa cprnckux ymeTHuka buna je
ckenTWYHa npeMa aytoMatnsMy. KibyYHU [OMPUHOC HafpeanncTuyKoj
Teopuju ayToMaTu3Ma npeAcTaB/ba bopoBo peduHMcarbe 3akoHa
.Bu3syenHor aytomaTtmuama” 1990. roguHe, a oH nogpasymeBa pag y ABe
daze, Tj.ycnocTaBsba pa3nnky M3Mehy MexaHn4Kor civkarba M BU3yesHor
ayToMatu3ma. Ha Taj HauuH je Bop npuberao KOMNPOMUCHOM peLuekby:
OH MpepJiaxe fa ce yMeTHUK NOABPrHe AenoBakby MOACBECHMX cafpXaja
3aTBOPEHUX OuMjy, a Aa 3aTUM Te cafpxaje CBECHO W paLMOHanHo
MpeHece Ha MiaTHO, Pa3HOPOAHUM PacroioXXMBUM CpefcTBMMa. 3a
tbera T3B. Op3u TpaHchep MUCAM y CAUKY jeHOCTaBHO Huje Moryh,
jep je yBek npaheH HaKHafHWM, pauUMOHANHUM WHTEpBEeHLUMjaMa
yMeTHuMKa. Joww yousbusuje je PuctuheBo ofBajarbe 04 NpYMeHe 3akoHa
ayToMaTM3Ma y MpoCTOPY BW3YesiHOT, Tj. U3paXKeHa je HeroBa Xesba
ha ofabpaHNM cerMeHTMMa CTBApHOCTW KOjU TBOPE H-eroBe peauMe;q
CAnKe, Kako Ux Hasnea MunaHka Toguh, jacHo ynyTv Ha pellaBarba Y
cBOM XuBOTY. Kao 1 kog, konaxa [TokpeTHu X1BOT, Tako 1y GoTorpaMuma
n3 nBapeceTux roguHa Mapko Puctuh nckasyje oceharba npema cBojoj
cynpysu, kopuctehn ce npegmeTvma u dotorpadujama Koje yHyTap
doTorpamcke paBHU ynyhyjy Ha MHTUMHE TPEHYTKe HUX0oBe Jbybasu.

47 Bugern: ,Men Rej”, 200 —205.



Mako je doTorpam c BpemeHoM m3rybuo 3Hauaj Koju My je npunagao
TOKOM Hajpeanv3Mma, oH je U Jajbe 0CTao y ynotpebu u nojaB/bmBao
ce y onycuMa yMeTHuUKa gpyre nonosuHe XX Beka. Og pagavcte Payna
XaycmaHa (Raoul Hausmann, 1886 -1971), koju ce doTorpamuma
WHTEH3MBHO 0aBMO TOKOM MefeceTMx roAMHa Ha CHAuYaH HauyuH
Kao M ¢oTo-MoHTaxama, npeko Pobepra Paywenbepra (Robert
Rauschenberg, 1925 -2008) n CysaH Bejn (Susan Weil, 1930 -, koju cy
NCTPaXKMBanu ,TPaHCNAapPeHTHOCT  TeNla U heroBy Moaudukaumjy nog
nejctBoM cBetnoctu, Gnopuca Hojsuca, Koju je cTBopMo NpBe Mnpase
~Hygorpame” y UCTOpPWjU YMETHOCTU, OCTaBbajyin TenecHu otucak
y MPUPOAHO| BENMYMHM Ha doTo-manupy kao wTo je Ve KnajH (Yves
Klein, 1928 -1962) oTuckMBao Hara KEHcka Tesla Ha CBOjUM MyiaBuM
aHTporomeTpujama, na go llejmca Benunra (James Welling, 1951
-), koju 1989. roguHe npasu gBa MoHoxpomaTcka ¢otorpama VPTC
n WPBX, nacnegHuke PopuenkoBux (Aleksander Rodchenko, 1891
-1956) wnu tHbymerosux (Barnett Newman, 1905 -1970) cpogHux
C/IMKApPCKMX OCTBapeHsa: pey je 0 XXyTWM U LPBEHUM MOHOXPOMUMaA
nobujeHUM ekcrnoHuparbeM npasHor ¢doTo-nanupa M MNPOMEHOM
6ojeHor ¢untepa TokoM ekcrno3uuuje. BpojHe npakce caBpeMeHe
yMeTHoCTM ynyhyjy Ha HoBM XKnBOT doTorpama. Og ekcnepmMeHTanHor
KapakTepa, kakaB je uMaoy foba MCTOpUjCKMX aBaHrapau, C BpEMEHOM
je nmocTtao nerntMMHa W onwTenpuxBaheHa yMeTHUYKa dopma.
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JENEHA NEPAR*

HJEJA H HCRYCTBO DAS UNHEIMLICHE:
POTOI'PAPUJA Y BEOT'PAJICKOM
HAJAPEAJIU3SMY

* Mp Jexnena Ilepah, mysejcka caBernuiia,
Mysej npumersene ymernoctn, beorpag,
3oupka dororpaduje, npumenene
rpauke 1 yMETHUYKE OTIpeMe Kibure
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Ha Benukoj nHTepHaumoHanHoj nsnoxbu nocseheHoj Hagpeannamy,
Koja je mop HasuMBOM Hagpeanusam 6e3 rpanmnya (Surrealism beyond
Borders) oppxaHa y Hbyjopky v JlongoHy Tokom 2021. 1 2022. rogute!’,
Mefly npenMeTuMa opabpaHuM fAa Kpo3 pasfvuMTe napagurMe,
BaH BPEMEHCKWX W MPOCTOPHWUX rpaHuLa, npeacTaBe LIMPOKO
pacnpocTpakbeHy yMeTHOCT HafipeannamMa, usnoxeHa je n dotorpaduja
Hukone Byua (1902 -1993) 3agpxaHo bekcTo HagcTeapHocTi 13 1929.
rogue (kaT. 6p. 43). Pey je 0 jeaHOM of kiby4HWX pagoBa beorpapckor
HagpeanuaMa, OpuUrMHanHo  objaB/beHOM Yy  Haj3HayajHKjoj
nybnukaumjn beorpagcke HagpeanucTuyke rpyne, anMaHaxy Hemoryhe
- L “impossible (1930), koju npeactas/ba BpXyHal, tUX0BE KOJIEKTUBHE
akTMBHocTW.?2 Ha n3noxoéu Surrealism beyond Borders vy nybnvkaumju
Koja je npatu, doTorpaduja 3aapxkaHo bekcTBO HaACTBapHOCTH
npenctaB/beHa je y okBupy cermeHTta The Uncanny of Everyday Life.
ByyoBa eHurmatcka dotorpadmja - HacTana MocTynkoM Aynne
eKcrnosnuumje Tako LWTO je Mopes, yMeTHuWKoBa cynpyra Jenka Byuo,
CHUMJbEHA [iBa MyTa Ha MCTOM HeraTuBy, crpefa v 0Tno3agu, apxxehu
pyke Ha ywuma® — mpoTyMadyeHa je kao MaHudecTaumja koHuenTta Das
Unheimliche (enr. The Uncanny), cnvka koja cTBapa CyMby Aa /i je
npencTaB/beHo bufie XMBO AW je y NUTaky HeXMBU objekart.*

1 U3nomx0a je onpsrana y Mysejy
ymernoctn Mewmpouoauumen (The
Metropolitan Museum of Art)

y Ibyjopky, y nepuojy oj 11.
okTo6pa 2021. 10 30. janyapa
2022, a 3atum y lanepuju Tejui
Mmogepn (Tate Modern) y Jlongomy
o1 25. heGpyapa j1o 29. aBrycra
2022. rogute. 11ib usnoxte

010 je [1a ce Hajipeasinsam, jejjal
0/l Haj3HaYajHUjHIX [TOKpeTa

XX Beka, pernosuunoHnpa u
HpeJCTaBy Kao JMHAMHYHUjH
1paBall, Koju ce IPEeHeo BaH
(hpaHIlyCcKuX rpaHuLA U Pa3BHjao
MHMO 3BaHIHYHE Ipylie, ykasyjyhu
Ha HCTOPHUjCKe, HAl[MOHAIHE 1
JIOKa/IHe 0COOEHOCTH HaJ[peansMa
V PasIM4UTUM CBETCKUM LIeHTpHMa
TOKOM IIEPHO/Ia 0J] TOTOBO OCaM
JeLenyja.

2 Byuosa ¢ororpaduja godmia

je MCTaKHyTO MECTO Kao jeiHo

BH3YEJTHO JIeJ10 Ty OIMKOBAHO

JIBa TIyTa y aJiMaHaxy -Ha
MOYETKY, Ha HACJIOBHOj CTPAHH

1 Ha IerOBOM Kpajy, Y OKBUDY
IIPOTPAMCKOT TeKeTa 6eorpaicKuX
HajipeancTa Yaipeg 6ygu peeno.
Ha tom mecty, y3 hororpam
Bana Bopa u jom ;e Byuose
ororpaduje - Sug amocuwmnuzma
u Mu nemamo xoia ga yoehyjemo
— (bororpachuja 3agpacano
0eKrcuiBo HaJCwBaAPHOCTI TNHI
JIe0 WjiejHe 1eJIMHe — BUYETHI
MPOTPaM CPICKOT Hapeann3ma:
M. Toguh, Hemowyhe: ymemnocu
nagpeaausma, beorpaa: Mysej
npumMemeHe ymernocru, 2002, 57
—58. Opurnnainuy dororpadujy
Myaejy npumereHe yMeTHOCTH
HmoKI0HMWIA je roctoha Jerena
Josanosuh, cecrpuunna Mapka
Pucruha, xao jieo merose
3a0CTaBIITHHE, KOja Ce, 110 BEHO)
ARebH, n3aske Kao Jerar Jerene
JoBanosuh.

3 Ilpema cehary ayropa
nagejienoMm y: M. Toxuh, nas. geao,
72, hycnora 135.

4 N. Radwan, ,The Uncanny of
Everyday Life”, y: Surrealism
Beyond Borders, by Stephanie
d*Alessandro, Matthew Gale, New
York: The Metropolitan Museum of
Art, 2021, 260-269.

DAS UNHEIMLICHE: UCTOPUJAT 1
TEOPETCRA YIIOTPEBA ROHITEIITA

Das Unheimliche® npepctaBrba jeflaH 0f LOMWHAHTHWUjUX JUCKypca
y pa3maTparbMMa U TymMauyerbMMa YMETHOCTM HajpeanvM3Ma TOKOM
nocneftbux AeleHuja, Kao [eo Lupe Teopujcke ynotpebe wu
KOHTEKCTyanmn3aLmje oBOr KOHLLENTa, KOju Cy Ce TOKOM Apyre nosioBuHe
XX Beka pa3BuUSIM y pa3NMyUTUM XYMaHUCTUYKUM OUCLUMAMHAMA, Of
KHUXKEBHOCTUW, MPeKo ymeTHOCTU, ¢unoszoduje, fo cTygnja dunma,
Teopuje apxXxuTekType K couuosiorvje, a TOKOM MOCNeArUX rofauHa
1y obnactm poboTuke v BelwTauke uHTenurexuymje.® Cam nojam Das
Unheimliche, kao AWHIBUCTUYKW TEPMWUH KOju onwucyje oppeheHy
BpcTy ocehamba, 6uo je y ynotpebu of kpaja XVIII Beka. Y poMaHTu3My
ce HWMMe onucyje KonekTMBHO ocehake cBeTa, BpCTa ,MOAEpPHe
aHKCMO3HOCTM", HacCTano Kao mnocneauua WHAyCTpujanusauuje u
ypbaHor oTyfera.” Y pasnuuntum BpemeHuma tepmuH Unheimliche
MMa pasfiMyMTa 3Hauyera M nompuma pasnuyuTe obnuke, ma ce
y CaBpeMeHOM [MUCKypCy rMojaBsbyje y 3Hayekry ,370KkobaH” (eHT.
Sinister], Besyjyhu ce 3a mag KyATypHOT, ApPYLUTBEHOT, FEOMONUTUYKOT
nopeTka y caBpeMeHoM cBeTy.® CMaTpa ce fAa je oyx BpeMeHa y Tpehoj
peueHunju  XXI Beka wunheimlich, npou3BegeH ,KOErauCTeHLMWjOM
HekoMnaTMbuNHMX peanHocTn”, WTO AOBOAM A0 Tora Aa ce ocehamo
Kao CTpaHUM Ha COMCTBEHOj nnaHeTtw.’

5 Tepmun Unheimliche je Temko
IIPEBO/IUB HA JIPYTe je3HKe, C
0031POM Ha TO Jia Y OCHOBH
cajipsku ped Heimliche, koja

ce JloflaBameM npedurca un-
HpeTBapa y CBOjy CyIPOTHOCT.

Y OKBUPY €HIZIECKOT TOBOPHOT
HOJ[pYyUyja Kao HajaJleKBaTHUjU je
npuxsahen TepMUH uncanny, 10K
ce Y CPIICKOM je3UKy 110jaB/byjy
HPEBOJIH ,,j€30BUTO”, ,,CTPAHO”,
,3auyiHo”, ,0Tyheno” ,3a30pHO".
Y oBoMm Tekcty hemo kopuctuti
usBopuu repmut Unheimliche,
Ka0 OPUIMHAIHK Ha3uB caMor
KOHIIEIITa.

6 A. Masschelein, ,The Concept

as Ghost: Conceptualization of

the Uncanny in Late-Twentieth-
Century Theory”, Mosaic:An
Interdisciplinary Critical Journal,
Vol. 35, No. 1 (March 2002), 53-68;
N. Royle, The Uncanny, Routledge,
New York 2003; A. Masschelein,
The Unconcept:The Freudian
Uncanny in Late- Twentieth-Century
Theory, New York: State University
of New York Press, 2011; M. Cveti¢,
Das Unheimliche : psihoanaliticke

U kulturalne teorije prostora,
Beograd: Orion, 2011.

7 N. Royle, nas. ge.io, 11-12; M.
Cuk, LStrangely Familiar: Some
Remarks on Photographic
Representation of Uncanny
Spaces”, y: D. Metli¢, M. Cuk (eds.),
Photography as a Method of Visual
Research, Novi Sad: Academy of
Arts, 2019, 60-75.

8 F. “Bifo"Berardi, ,Unheimlich:
The Spiral of Chaos and the
Cognitive Automaton”, e-flux, mapr
2023.

9 Ucro; M. Crankosuh, /Jpyia
wanca, beorpaj: Kyarypuu nenrap
Beorpajia, 2023.
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KrbyuHy pedepeHuy 3a cBa pasMaTpaka y obnactn ecTeTuke
npeacrassba uctommenn ecej 3urmynaa ®pojana (Sigmund Freud, 1856
-1939) u3 1919. rogmHe'®, y koMe TBoOpaL, NcuxoaHanuse passuja Das
Unheimliche kao ncuMxoaHanUTUYKM KOHLENT, ykadyjyhn n Ha HeroBy
ecteTcky KomnoHeHTy."" Ecej je Hactao kao pesyntat ®pojgosor
noBpatka Ha HeobjaBJbeHW CTapuju YnaHak, [OMyHeH WCKYCTBOM
lMpBOr cBETCKOr paTta M HeroBux nocnepuua.'? Aytop ce HapgoBesyje
Ha ctyaujy EpHcTa Jenua (Ernst Jentsch, 1867 -1919) O ncuxonoruju
jesosutor (Zur Psychologie des Unheimlichen) u3 1906. roguHe, kao u
Ha pneduHuumjy Opuaopuxa Wenunra (Friedrich Wilhelm Joseph von
Schelling, 1775 -1854) y krbuaun @unosopuja mutonoruje (Philosophie
der Mythologie) n3 1835. rogure, npema kojoj je Unheimliche ,cBe oHo
wTo 6v Tpebasno fa ocTaHe TajHO U CKPUMBEHO, anu U3nasu Ha Buaeno™."
®pojn Hagorpafyje LUenuHroBy peduHUUMjy U LOBOAM je y Besy C
penpecujoM, npeno3Hajyhv 3acTpaluyjyhn enemMeHTy TOMe fa ce HeluTo
LUTO je Haloj ncvuxu Hekagda busio nosHato u 6ancko (Heimlich) otyfuno
TUMe LUTO je MOTUCHYTO, Aa by ce 3aTWM MOHOBO MOjaBMJIO U MOCTaN0
Unheimlich. Taj 3auygHu npeobpacaj objawraBa 1 caMoM ynotpebom
peun Unheimliche y HeMauykoM je3unKy, Koja monywTa Aa ce Mo3HaTo
(das Heimliche) npeokpeHe y cBojy cynpotHocT (das Unheimliche)."
®pojn game passuja koHuent Das Unheimliche, yka3syjyhu Ha werose
bpojHe MaHudecTaumje, Koje NPOUCTUYY U3 UHPAHTUAHMX CTPaxoBa
W Xerba WAWM BepoBahba, MOMyT CTpaxa of rybutka ouunjy, MoTUBA
HEXWBUX npepMeta (nyTku, ayToMaTta, MaHekeHa) Koju OXWBIbaBajy,
MOTMBA ., ABOjHMKA", NOHaBbatba (kapakTepucTuka, pagrm), cTpaxa og
.ypoka“, CMpTU 1 MpTBKX Tena (OyXoBMW, 0XKUBSbEHW MpTBaLuw), cTarba
nypauna v enunencuje, Tame, TULWWHE WX ycamsbeHocTw.'

Konuent Das Unheimliche yBereH je y nocnearuM pelieHnjama XX Beka u
y TEOPUjCKM BUCKYPC TyMayeha Hagpeanv3ma y BU3yesHUM YMeTHOCTUMA.
Pozanuug Kpayc (Rosalind Krauss), amepuuka kputuuapka 1 Teopetuyapka
YMETHOCTU, NpBa je yka3ana Ha Be3y TOr KOHUEeMNTa W HajpeanucTuyke
doTorpaduje, y Kojoj npoHanasu pasnunyuTe MaHudectaumje Das
Unheimliche.'® Tesy o ogHocy ¢paHLUyckor Hagpeanu3ma M KoHLenTa
Das Unheimliche w3Heo je y 0BUMHMjO] CTYAMjM aMepuyku KpuTuyap
n uctopuyap ymetHoctu Xan Qoctep (Hal Foster), cyrepuwyhu sesy
n3melly TepMmMHa ,YyAeCHO”, LeHTpasHOr MOTWBa HagpeanncTuyke
ectetuke, u ®pojoosor Das Unheimliche."” ®ocTepoBa npemuca je Aa
Happeanu3am Tpeba TyMaunuTV KOHLIENTOM Koju My je caBpeMeH,'® Mucnefin
NpBEHCTBEHO Ha uckyctBo Das Unheimliche, obnunkoBaHo y 3HauajHOj
Mepu TpaymaMa [1pBor cBeTcKor paTta, a He Ha AWUPEKTHY Be3y C TEKCTOM,
Koju je Ha ¢paHuycku je3uk npesepeH Tek 1933. roguue.'” Poctep ce
dokycnpa Ha Opojpos ,noBpatak noTUcHyTOr”, GEHOMEH KOjU MojefuHLa
YMHW Y3HEMUPEHWM, @ CAMO MOTWUCHYTO ABOCMMUCIEHWM. To [OBOAM [0
HeMoryRHOCTM pa3nukoBarba CTBAPHOM M 3aMULLJBEHOT, LWTO je CyLITUHA
Hagpeanusma, kao u fo 3abyHe m3mehy >XMBOT U Hexwusor (BolTaHux
durypa, nyTaka, MaHekeHa, ayTtoMmartal, HeKMX Off OCHOBHUX MOTMBA
HaZpeanucTuykor perepTtoapa.? Y HajpeanucTUyKoOM ayToMaTU3My,
®octep npenosHaje GU3NYKM MexaHM3aM KOMMYJCMBHOM MOHaB/batba W
HaroHa cMpTu, MoTvBa Be3aHux 3a Das Unheimliche. Takofe HaBogu fBa
.aBatapa’ Das Unheimliche - ,ypok/bnBO 0KO™ ¥ ,ABOjHMKA". KOjUMa Cy
HagpeanucTn bunn oncefHyTvi; oba cTBapajy y3HeMupeHe - . ypoK/bMUBO
0KO” TMMe LUTO penpe3eHTyje Nores Kao KacTpaLMOoHy NPeTHY, a .. ABOJHUK
TVMe LWTO MpeAcTaB/ba 3alWTUTHUYKY GUIypy Koja ce TpaHCpopMmuLLe y
.Je3uBor npepckasmeada cMptu”. Ta iBa NOTUCHYTa CTakba, KacTpauuja u
cmpT, 338 Opojoa npefctaBmajy cywTuHy Das Unheimliche.”!

10 3a norpebe oBor paja
KopuitheH je jejaH o/l KaCHUjuX
eHIIecKuX npesoga eceja: S. Freud,
The Uncanny, ed. Adam Phillips.,
trans. David McLintock, New York:
Penguin Books, 2003.

11 S. Freud, nas. ge.io, 123; M.
Cveti¢, nas. ge.io, 74.

12 S. Bahun, Modernism and
Home, my6iKaija y mraMIm.
3axsamyjem ce 1pod. ap Carbu
Baxyn Ha Jy6a3HoM ycTynamy
1 J103BOJIH 32 Kopuitheme
HeITy0IMKOBAHOT PYKOIIICA.

13 S. Freud, nas. ge.io, 132, 147-148.

14 Hewio, 147-148.
15 Hcuto.

16 R. Krauss, ,Corpus Delicti”, y:
R. Krauss, J. Livingston, L amour
Jfou: Photography & Surrealism,
Washington, D.C.: The Corcoran
Gallery of Art, New York: Abbeville
Press Publishers, 1985, 55—112.

17 H. Foster, Compulsive Beauty,
Cambridge, Massachusetts-
London: The MIT Press, 1993, 7.
18 Heciio, xvii.

19 Hcwo, xi-xxi; Hemrro panuje,
1927. rojpune, Ha (hPaHILyCKH je3uK
IPEBE/ICH je jOII jejjaH yTHIajaH
Ppojnos rexcr Cone cutpane
upuHuuna 3agososcuisa (Jenseits
des Lustprinzips): M. Cveti¢,

Hag. geao, 91. Ipumepax osor
(hpaniyckor uzjama nocejioBao je
Mapxo Pucrtuh, u ono ce nanasmn
y 1eroBoM Jierary y butauorernn
CpIicKe aKajieMuje HayKa n
YMETHOCTH.

20 H. Foster, nas. gewo, 7.

21 Hewo, 7-9.

DAS UNHEIMLICHE U ®OTOI'PA®HIA -
POTOI'PAPUIA U HA/IPEAJIN3AM

JepHa of KoHTekcTyanusauwuja koHuenta Das Unheimliche Tokom
nocriefHnx aeLeHunja BesaHa je 1 3a Meauj dotorpaduje.? Ykasyje ce
Ha YMHeHULY fia Ce, MaKO CY Ce U KOHLLeNT U TEXHOMOrMNja pa3BuUIn TEK Y
XIX Beky, ngeja o potorpaduju, kao v nojam Das Unheimliche, nojaBrbyjy
Beh y XVIII Beky.? Kao cnuka npencraB/beHor, Konuja no gebuHunumju,
doTorpadujay cebu cagp>kv MOTUB LBOjHMKA, LleHTpanHu cumbon Das
Unheimliche. ®oTorpadcka kaMepa — ,MexaHW4Ko 0Ko™ - u3jefHavaBa
ce ca ayToMaToM, KOju OOBOAM y CyMhby Aa SiM je MpeacTaB/beHO —
HeLUTo WTOo U3riefa X1BO — 3aucTa XnBo buhe, 0OAHOCHO fa N HEXMB
objekaT Moxe oxuseTn.” MoTorpaduja roBopu ,,camo, U CUrypHO, 0HO
WwTo je buio”,*® oHa je yMETHOCT NnoBpaTka, LITOo je CYLUTMHA KoHLenTa
Das Unheimliche .2¢

MumeTnyka npupoga otorpaduje, 0GHOCHO CXxBaTakbe fa NpeacTaBiba
BEPHY .Komujy” van ,ABOjHMKA™ CTBApHOCTW, Yuja je UCTUHMUTOCT U
BEPOLOCTOJHOCT HEYNUTHA, CBOJCTBO je Koje je 0Baj Mefuj NocTaBuIIo
y CpeauwiTe HajpeannCTUYKUX MUCTpaxumBarba. J[loKyMeHTapHOCT
doTorpaduje craBsbeHa je y cny>kby notBphMBarba 0CHOBHOI Havena
W upeje rnokpeTta - YyBeperba O PaBHOMPABHOM MOCTOjakby [BeE
CTBapHOCTU, BUA/bUBE, GU3NYKE U HeBUA/bMBE, Mcuxmuke.?’ AHppe
Bpeton (André Breton, 1896 - 1966), naeonor HagpeanncTuykor
nokpeta y ®paHuyckoj, cMmectno je doTorpadujy y cpeauLlTe
HagpeanucTuuke nybnuumctuke, nutajyhiv ce (1925. rogure) ,kaga fe
CBe voJle BpeAHe Khbure npectatv ga byay niaycTpoBaHe LpTexuma,
Beh camo ¢potorpadumjama’. HapenHa Tpu weroBa rnaBHa fena, Mehy
KojuMa je npso Hafa (Nadja, 1928), 3ancra cy u 6una ,unycrposaHa”
doTorpadujama.?®

22 R. E. Krauss, ,Uncanny”, y:

Y-A. Bois, R. E. Krauss, Formless:

A User's Guide, New York: Zone
Books, 1997, 192-197; M. Cvetic,
nas. geao, 134-137; C. Raymond, The
Photographic Uncanny. Photography,
Homelessness, and Homesickness,
Palgrave Macmillan: Cham,

2019. CBu HaBeIeHH TEKCTOBH
pedepunty Ha kiwury Porana bapra
Ceeitt.na £0M0PA, jeJIHY O] KIBYIHHX
cryjmja o hororpaduji, y Kojoj

ce He TIOMUmbe caM KoHIent Das
Unheimliche, ain MHOTH 110jMOBH

1 MOTHBH KojuMa Bapr oGjanimasa
npupojy ororpacuje npurajajy
Tom auckypey: R. Bart, Svetla
komora: nota o fotografiji, Beograd:
Rad, 2004.

23 C. Raymond, nas. ge.1o, 3-9.
24 M. Cveti¢, nas. ge.io, 136.
25 R. Bart, nas. ge.io, 84.

26 C. Raymond, nas. ge.io, 140-141.
ExemenT necBecHor npoHasiasu

ce 1y npolecy u3dopa oGjekra ojf
crpane ororpada: M. Cveti¢, nas.
ge0, 136, 10K ce IpoLec pasBujamba
hororpadcror Herarupa 10BOM y
Be3y ¢ [lennnrosom gedunnijom
J1a ,cBe OHO 1ITO 61 TpedaIo j1a
OCTaHe TajHO I CKPUBEHO, H3/a3H
Ha Bujzieno”: C. Raymond, nas. ge.o,
19-26.

27 R. Krauss, ,The Photographic
Conditions of Surrealism”,

October, Vol. 19 (Winter, 1981),
3-34; R. Krauss, ,Photography in
the Service of Surrealism”, y: R.
Krauss, J. Livingston, L amour fou:
Photography & Surrealism, 13—-54;
M. Tojuh, nas. geaio, 55.

28 R. Krauss, ,The Photographic
Conditions of Surrealism”, 14.
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®otorpaduje y Hahu, umjn je aytop Xak Angpe byadap (Jaques
André Boiffard, 1902 -1961), npukasyjy mecta v rpafjesure lMapusa
n npate, y3 .HafuHe” upTexe, TekcT Kkoju onucyje bBpeToHoBe
CBaKO[HEBHe CycpeTe C HEMO3HATOM XXEHOM Ha MapuUckuM ynuuama.
Nako nojeguHun aytopu dotorpaduje y Hahu Ha3meajy .amnconyTHO
baHanHum”,? nosmeajyhin ce Ha peun Bantepa Beramuna (Walter
Benjamin, 1892-1940), HanucaHe camo roguHy AaHa nocje msnacka
poMaHa (1929),% oHe HMKako Hucy baHanHe came no cebu. berbammn
nctuye ga otorpaduja ,M3BNaymM U3 Te BEKOBMMA CTape apxXUTEKType
HeHy OaHanHy oumrnepgHocTt, fa bW je ca HaAjU3BOPHMjOM CHarom
npegana npukasaHoMm 3bueamby’, ykasyjyhu Ha To ga M3Mehy TekcTa
n ¢otorpaduja noctoju aybrsa Besa. Potorpaduje y Hahu Hucy
caMo wuaycTpauunje TekcTa, OHe ynyhyjy Ha HeroB MeTapuanyku
HMBo. MecTa koje Hafla n bpeToH nocehyjy Be3aHa cy 3a uctopujcke
porahaje, NpBEHCTBEHO 3a YCTaHKe M peBoyLMje, Kojuma dpaHuycka
nctopuja obunyje. byadapose dpotorpadumje npukasyjy Mecta koja cy
yrnaBHoM nycTa, be3 sbyaun, ann He npasHa, bynyhu ga dotorpaduje
[ajy HaroBeluTaj Heuywjer NMpuUcCycTBa Yy MPOLUAOCTM WAW yKasyjy Ha
MpUCyTHOCT Heke ocobe mnu Ha porahaj koju he ce Ty ogurpaTv y
ByoyhiHocTn.®! OHe acouupajy Ha ucTopujcke porafjaje Koju cy peo
KonekTMBHOr Nnamhera, a obenexxeHu cy y 3Ha4yajHOj MEPU HACUIbEM,
LITO CTBapa BPCTYy HecUrypHoctu u Henaroge. [lapu3 y HafuHum
BM3njaMa noctaje Mecto Das Unheimliche cehara Ha porafaje koju
cy Hekafa bunu nosHatu, a notoM 3abopaBrbeHu, fa bu ce npep
ynMTaoLEeM MOHOBO rMojaBuin.*?

BeraMuH je npuMeTno aa je Haha ..mocturna MCTUHCKY, CTBapaiayky
CUHTE3y YMETHWYKOr poMaHa ca [OKYMEHTapHUM pomaHom™.*
Ha cnuuan HaumH, Mapko Puctuh (1902 -1984), spiritus movens
Beorpanckor Hagpeanusma, nuile o ogHocy uaMehy LokyMeHTapHor,
OLHOCHO peanHor M HajpeanHor cjioja y Besn c ¢oTtorpadumjama y
poMaHy.** To wTo je Haha unyctpoBaHa ¢oTorpadujama, 3a Puctunha
~HUje HW Mano HeBaXKHO Kao 3HaMere WCTUHUTOr, CBaKOLHEBHOT,
LOKYMEHTapHOr, HEMpPepyLUEHOr 1 peasiHor y Be3U ca HaTNpuUpogHUM”,
.jep Te doTorpaduje, obnyHe, ann CBOjOM NMpPUryLLEHOM peyuToLLhy
XaNnyuuMHaHTHE, caMo Cy O3Hayeke [a je HagpeasHo WMMaHEeHTHO
peanHoM”.3 Peun Mapka Puctuha jacHo ynyhyjy Ha To Kako je
doTorpaduja mepumnupaHa u y oBOM KpYyry.

29 Uciio, 17. O ,6aHaaHocTn’, Kao
Hajuenthe MCTUIAHOM KBAIUTETY
oBux ororpacduja B.: D. Ades,
,Photography and The Surrealist
text”, y: R. Krauss, J. Livingston,

L* amour fou: Photography &
Surrealism, 161-163.

30 ,Ha TakBuM MecTHMa ce KOl
Bperona na Beoma 3nauajam

HaunH yiumhe dororpaduja.

Oma oy ynITa, Kamja i Tprosa
CTBapa WIYCTPAIHje MeTIapaykor
poMama, H3BJIa4N U3 Te BEKOBHMA
crape apxXUTEeKType heHy

GanajIHy OUMIIeIHOCT, Ja 01 je ca
HajH3BOPHILjOM CHArOM Ipejiaja
IPUKA3aHOM 30MBaIby, Ha INTa, Gall
Ka0 Y CTapHM KIbHTaMa JKeHCKe
nociayre, yryhyjy focroBuu muratin
ca OpojeBuma crpana. 1 csa ta
opzie pucyTHa Mecta [lapnsa
MecTa Cy 0Ko Kojux ce okpehe, kao
KpY’KHA BpaTa, OHO IITO Ce Hala3M
meby Tim spyanva’: W. Benjamin,
,Nadrealizam, poslednji trenutni
snimak evropske inteligencije”, u:
Eseji, Beograd: Nolit, 1972, 264.
31 D. Bate, Photography &
Surrealism: Sexuality, Colonialism
and Social Dissent, London, New
York: . B. Tauris, 2003, 91-97.

32 Ucuio, 101

33 W. Benjamin, nas. ge.io, 262.

34 M. Tojuh, nas. jieno, 55. Pucrih
TOBOPH O CBOjUM YTHCI[UMA HAKOH
yBHJIa y IpBo usjame Hahe, koje je
no6uo u3 Ilapusa, c Bperonosom
noceeroM. M3jiame je cadyBano y
Jlerary Mapxa Pucruha y oty
Bubinorexe CAHY.

35 HJemycr anjasexTure”,
Hemowyhe, Beorpaji:
Hazmpeannctuuka usnama, 1930, 45.

®OTOT'PAPHIA Y BEOT'PAICKROM HATPEAJIN3MY 1 ROHITEIIT
DAS UNHEIMLICHE

®oTorpadcka npakca y okBupy beorpapcke HagpeanucTuyke rpyne
Be3yje ce 3a pag Tpu aytopa — Hukone Byya, unju je boTtorpadckm onyc
HajobumHunjn, Creeana XXusagmHosuha - Bana Bopa (1908 -1993),
WHTEPAUCLUMANHAPHOT YMETHMUKA KOjU je, Yy OBOM MeAWjCKOM OKBUPY,
peanusoBao Behu 6poj doTorpadmja u dotorpama, n camor Mapka
PucTtuha n keeroea doTorpamcka octeapetrsa.® HujenaH o moMeHyTUx
ayTopa Huje NMocefoBao KAAaCMYHO YMeTHUYKo obpa3oBakbe, na je u
muxoBa poTorpadcka npakca buna Ha aMaTepckoM HMBOY, Y CKiady C
NMPUHLUMMNNMa KOje je 3acTyrnao HagpeanucTuyku nokperT.

Hunkona By4yo cMmaTpa ce BpcToM 3BaHW4YHor doTorpada beorpapcke
HafpeanucTnyke rpyne, a terosa nosuuunja CinYHa je OHOj Kojy je
Men Pej (Man Ray, 1890 -1976) nMao y dpaHLyckoM Hagpeanusmy.
N nopep Tora wto Huje Bmo moTMMCHUK MaHudbecTa beorpapckmx
HajpeanucTa, ma Tako HW GopManHO HUXOB 4YnaH, Bydvo je baucko
capafuBao ¢ MapkoM Puctuhiem, ueHTpanHoMm ¢urypom beorpagckor
nokpeTa.’’” Bydo je noyeo fa ce baBu dpotorpadujom y Mapusy, rae je
bopaBMo TOKOM M HaKOH CTyavja npaBa, eKoHOMWje W CoLMoIoruje,
y BpeMe noyetaka HafpeanucTuuykor nokpeta.’® Of HeroBux MpBUX
doTorpaduja, jeamHo ce KpoB Hag npo3opom, Koja ce Be3syje 3a
MCTOMMEHY MoeMmy rberosor 6pata Anekcavapa Byda (1897 -1985) u3
1926. roguHe, Moxe npeuunsHo gatosatu (kaT. 6p. 9). OHa je, pakse,
noysfaHo HacTafa camo [Be roguHe nocne objaBmbmBara MaHupecta
Hagpeanusma, Lok cy doTorpadumje cadyBaHe y ByyoBom Manom
napuckom ¢oTo-anbyMy Morie HacTaTu 1 npe Tora, ¢ 063MpoM Ha To
[a je y dpaHuyckoj npectoHnum 6opasuo seh on 1921. roguHe (kar.
6p. 1-11).%

Hexwsu objekTn

Mehy doTorpadumjama koje ce go gaHac 4yyBajy y oBoM anbymy Hanasu
ce u doTorpaduja HassaHa betosen [ (kaT. 6p. 1). Hukona Byyo 6mo
je oAnMYyaH nujaHuCTa, Na Huje HeobWMYyHO TO LWITO jedHa Of MPBUX
Herosux ¢otorpaduja npeactaBba OMaXK YyBEHOM KOMMO3UTOPY,
Kao wTo e 1 MOTUBM HeroBuX KacHujux dotorpaduja butn BesaHu
3a My3suky (kaT. 6p. 37-40). BeToBeHOBO NULLe je MpeAcTaB/beHO Kao
Macka 3aTBOpeHWX 04ujy Kpo3 Kojy nmponasu knasujaTypa.*’ ByyoBa
HaMepa BepoBaTHO je Buna ga ¢potorpadckmm cpefcTBUMA NOCTUTHE
epekaT Kpajibe wuaeHTMdMUKaUMje KOMMO3MTOpa, MO3HATor M Mo
CBOjOj pPeBOJSyLLMOHAPHO] MUjaHUCTUYKO] TEXHULM, C MHCTPYMEHTOM,
OAHOCHO My3MKOM, BEPOBATHO W Aa YKaXKe Ha beHO CTaJIHO NMPUCYCTBO
y .TNaBu” KOMMO3WUTOpa, OBGHOCHO HEroBUM MUCIUMA WJIM CHOBMMA.
Hunje HeBaxxHO y Be3n ¢ M3bopomM ynpaBo 0BOr KOMMNo3uTopa mcTahu
1 To na je Jlyneur BaH Betosen (Ludwig van Beethoven, 1770 -1827)
Bno ayTop ca CHaXXHO MW3PaXKeHUM MOAUTUYKUM W LPYLUTBEHUM
CTaBOBMMA, KOjU Cy TMPUCYTHW W Yy HEroBUM Kommo3suumjama.
bvo je HaknoreH wpeanuma v BpeAHOCTMMAa MPOCBETUTEsLCTBA,
penybnvkaHaL, 1 LeMoKpaTa Mo NoJIMTUYKOM OMNPEeLEebeHY U MPOTUBHMK
TPaLMLMOHaNHMX ayTopuUTeTa U COLMjanHOr U CTaNneLlKor paHrupaksa.
TakBW NOAUTUYKM M A PYLUTBEHW CTABOBM DANCKM Cy HAaAPEaNIUCTUYKUM,
Kao LUTO Ce U HafpeasncTMYKo MHTepecoBak-e 3a CappXKaj HeCBECHON

36 J. Tijardovi¢, ,Zur Fotografie
von Vane Bor”, y: Das Innere der
Sicht, Wien: Osterreichisches
Fotoarchiv im Museum moderner
Kunst, 1989, 69—-72; M. Todi¢,

JZur surrealistische Fotografie in
Belgrad”, y: Das Innere der Sicht,
Wien: Osterreichisches Fotoarchiv
im Museum moderner Kunst, 1989,
63-67; M. Todi¢, Nikola Vuco:
Fotografien aus der Sammlung des
Kunstgewerbemusewms in Belgrad,
Wien: Osterreichisches Fotoarchiv
im Museum moderner Kunst,
1990; J. Tijardovi¢-Popovié, Jedan
minut pre ubistva, Beograd: Muzej
savremene umetnosti, 2002; M.
Topuh, Hemowyhe: ymewnoci
nagpeausma, 55-63. Konexiuje
feorpajicke Haj[peancTuyke
(ororpacuje uyBajy ce najpehnm
JlesIoM y jiBe nHerutyuuje, y Mysejy
caspemene ymerHoctn u'y Mysejy
npumernere ymernocru y Beorpajy.
O Boposum u Pucrithesnm
(ororpamnma B. BUIIE Y TEKCTY
npod. 1p Aujane Memnh y oBom
Karajiory.

37 M. Tonuh, Hemoyhe:
ymemmnocut nagpeaausma, 58. Ha
10 J1a ¢y doTorpaduje 3ajeHIIKN
KoHIummpasn ynyhyje u cadyBana
npenucka: [Inemo Hukorne Byua
Mapxky Pucruhy oj 17. hedpyapa
1930, 3aocrasmruna Mapxka
Pucruha, Apxus CAHY, Beorpaj.

38 M. Toxuh, Hemowyhe: ymeuinocus
Hagpeausma, 239.

39 Hewo, 55. Byuos napucku
(horo-anbym y BracHULITBY je
werose hepke Beke Byuo, kojoj
ce 3axXBajbyjeM Ha yCTYTIatby OBOT
asbyma n anoyma Hukone Byya
ca myroBata 1o 1lImanuju 3a
H3J1arambe Ha U3J1074K01.

40 Edexar je mocturuyt
HOCTYIIKOM yJ[Bajarba CHIMAKa Ha
HCTOM HETaTHBY M TIPEK/Ianama
J1Ba PA3INYATA HETaTHBA.
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MOXe TyMauyWTW Kao HacTaBak MPOCBETUTEsbCKE TpafuLmje pasyma u
pPaLMOHaNHOCTH, Y KOjoj MpaLMoHanHu GeHoMeHn Mory butun npegmet
pauvoHanHor pasmatpaka M TyMauyerba.’!

HauunH Ha Koju je BeToBeH NpefcTaB/beH, Ka0 Macka 3aTBOPEHUX 04Uy,
CTBapa CyMby Aa N1 je y nuTary XunBo buhe mam Hexxmeun objekat
- nyTka wnav aytomat, wrto ynyhyje Ha koHuent Das Unheimliche. Y
aHanusu oBe MaHudecTaumje koHuenta Ppojg nonasu of NOMeHyTe
ctypuje EpHcta JeHua, y Kojoj Kao mpuMMep Hedyera LITO M3a3uBa
CHaXaH ocehaj HecUrypHOCTM W Henarofe OH W3ABaja ,CyMhy Aa
NN je o4MrnefHo XMBM objekaT 3auMcTa >KMB W, CYyMPOTHO TOMe, Aa
nn BexxmBoTHU 06jekaT Moxaa Moxe buTn xuB”. Y Be3n ¢ TnM, JeHy
ynyhyje Ha yTucke Koje pajy BowTaHe ¢urype, NyTke U ayToMaTtu.*?
JeHy, a HakoH tbera u ®poja, ynopuwwiTe Hanase y npuuu [leckap
(Der Sandmann) E. T. A. XodmaHa (E. T. A. Hoffmann, 1776 -1822),
Hajnmo3HaTujer NpeAcTaBHUKA HEMayke poMaHTMYyapcKe HOBENTIUCTUKE,
kora @pojg HasmBa ,HenpeBa3uheHuM MajcTopoM Das Unheimliche y
KHUXXEBHOCTU % [IaBHW MOTUBM MpuUye Cy MUCTEPUO3HK ,neckap”
KOjU Kpage o4n feLm v xeHckn vk OnmMMnuja, Koja 3anpaBo HKje KMBO
buhe, Beh nytka, ogHOoCHO aytoMmaT. HapoBe3yjyhn Ha tuUx Npumepe
M3 McuMxoaHanuse, Koju ykasyjy Ha TO Aa MHora fela MMajy cTpax
of, owTehera nam rybutka ounjy, a Koju 4ecto ocTaje U y Ofpacsiom
noby, Opoja nx noBesyje ca CTpaxoM of KacTpaluje U 3aksbydyje aa
je Das Unheimliche enemeHT y [leckapy aHKCMO3HOCT NpOy3poKoBaHa
MHOAHTUAUHMM KOMMNeKcoM KacTpauuje.** Wctm enemeHt ®pojg
Hanasu u y MOTUBY JIyTKe KOja OXWBJbaBa, a Koju Takofe nogesyje c
LeTUHCTBOM, OAHOCHO [EeYjuM OAHOCOM MpeMa JiyTkama, C Kojuma ce
urpajy kao ga cy >kmBe, HeMajyhu ctpax o Tora ga he Hexuswu objekaT
oxmBeTn. Y oBoM cnyyajy Das Unheimliche edbexkaT He npousnasu
3 uHbaHTUNHOr cTpaxa, Beh of WHPaAHTWUNHe >Xerbe, OLHOCHO
BepoBarha.”®

He-myackn kapaktepu - BowTaHe &urype, JiyTke, MaHeKeHW U
ayToMaTu, CBEMNPUCYTHY Cy le0 HaApPeanvuCTUYKOr pernepToapa, Ha LTa
ykasyje Xan @octep. OH ynyhyje Ha BpeToHoB MaHupect Hagpeannsma
y KOMe ce Kao npumepu ,YydecHor” HaBoge, 6e3 pasbe paspage,
MOLEPHM MaHeKeHW 1 poMaHTu4He pyweswuHe. [pema Doctepy, obe
cnuke ctBapajy Das Unheimliche 3abyHy n3Mehy XXnBor n HexxmBor —
MaHeKeHW Kao mpenas Of JbyACKOr Ka HeJby[CKOM, a pylleBUHE Kao
MellaBWHa UCTOPUjCKOr U NpupogHor.“¢ BpeToHOBO NoBE3MBak-Ee 0BUX
MOTMBA, e MpPBM 03HayaBa MexaHWuky KoMogudukaumjy keHckor
Tena y MaHekeHa, OAHOCHO MYLLKOT Tefla y ayToMar, MaluuHy), a apyru
HELWTO wWTo je ,3actapeno” uau ,npesasuhjeHo” (kyntypHa dopma
3aMerbeHa PeXxXMMOM MalUMHCKe MpogyKuuje v KoH3yMmauuje pobe),
@ocTep TyMauu Kao [AMjanekTUuKy Be3sy, y Kojoj jelHO AeduHMLIe
apyro. ,3actapeno” je, npeMa ®octepy, Das Unheimliche Ha ppyrv
HauYMH: Kao No3HaTe CAMKe UK 0BjeKTU KOjU Cy YYUHEHU CTPaHUM
ncTopujckoM penpecujoM, heimisch ctBapu XIX Beka Kkoje cy ce
BpaTune kao unheimlich y XX Beky.*

Ha nHtepecoBatbe 3a nuTarbe ogHoca KMBmx brha n HexxnBux objekata
ynyhyje n ByyoBa ¢oTorpaduja HacTtana HeKoaMKo roamHa kacHuje. Ha
H0j je NpeAcTaB/beHa KOHCTPYKLMja aHTponoMopdHor obnuka, Koja je
Ha OCHOBY cagpxaja nucMa Hukone Byuya ynyheHor Mapky Puctuhy

41 D. Bate, nas. ge.o, 9.

42 S. Freud, Hag. jeo, 135.

43 Heuio, 141.

44 Hewo, 139-140.

45 Hewio, 140—141.

46 H. Foster, nas. ge.io, 21, 125.

47 H. Foster, nas. gewo, 21, 126-127.

y ¢ebpyapy 1930. npeHtudukoBaHa Kao ,4oBek-Benocunen’, jegHa
on, doTorpaduja Koje cy .pamunu 3ajedHo y BuHorpamy”.“® (kat. 6p.
31, 32) BepTukanHa KOHCTPyKLMja, cacTaB/beHa ofi BULMKNA, MyLLKe
opehe 1 yxagw Koje cMMynupajy JbyAcKy FnaBy W yaoBe, npunaga
Koprnycy HagpeanucTuukmx npeamerta, koje Cansagop Hanm (Salvador
Dali, 1904 -1989) HasuBa ,mcuxo-aTMocdepckm-aHaMmopdHUM
objekTuma”.*’ Hactao y okBupy 3ajegHuyKke akTMBHOCTM beorpancke
rpyne, ByyoBom doTorpadumjom npenmer je TpaHchopMmmucaH w3
obuuHor y Hapgpeanuctuykm,® a cam HasuB - ,YoBek-Benocunen” -
ynyhyje Ha xnbpwug, Koju ocumnmpa namehy >XMBOT 1 HEXXMBOT, JbyACKOT
buha n aytomaTa, cTBapajyhu edekat Das Unheimliche.

LBojHnk

Kmbyynm noctynum Hukone Byua y mpouecy ctBaparba doTorpadceke
CnuKe, Ha WTa je ykasana Mwunanka Toguh, bunu cy pynnupame
M noHaB/barbe.”! Ha HapgpeanucTuuky cTpaTerujy Oynivparba
¢dokycupa ce u Posanunp Kpayc.”? OHa noBe3syje oBaj noctymak y
rpafemy Hagpeanuctuyke ¢otorpaduje ¢ mpouecoM ¢opMuparba
CMWUCNIEHUX ]e3MYKUX CTPyKTypa, MyTeM YyABajaka CHorosa, anw
yKasyje 1 Ha To Aa yABajarbe CTBapa yTMCak [ia je opurnHany gogara
HeroBa konuja.®®* [ynnupakbe, ofHOCHO yABajarbe, Bapujauuja je
ugeje ,ABOjHWMKA", jefHe of OCHOBHWMX MaHudecTaunja Opojoosor
koHuenta Das Unheimliche - Te3a kojy PosanuHg Kpayc ysogu wu
La’be pa3Buja Kpo3 AWCKYpC O HagpeanucTuukoj dotorpadwmjmn.s
Mehy MoTMBMMa KojuMa ce Moxe npunucatn edekat Das Unheimliche
®poja, nonaszehu noHoBo of KrwkeBHocT E. T. A. XodMaHa, kao
HajyneyaTbuMBuju u3aBaja uaejy .asojHuka” (Doppelgdnger), .y
CBWM HEroBMM HMjaHCcaMa 1 MaHudecTaumjama, Tj. NojaBy ocoba Koje
ce cMmaTpajy MAeHTUYHWM MoLWTo nudye jefHa Ha apyry”.%® ®pojg ce
HagoBe3yje U Ha HewTo paHujy ctyamjy Ota Panka (Otto Rank, 1884
-1939) [sojHuk (Der Doppelgédnger), koja ce getassHo 6aBuM MOTMBOM
ABOjHMKA, NCTpaxyjyhu HeroBy NoBe3aHOCT ca ciMkaMma y ornefany,
CeHKaMa, JyX0BMMaA 3alUTUTHULMMA, AOKTPUHOM Aylle U CTPaxoM Of,
cMpTu. [NpemMa PaHky, ABOjHUK je NpBOOUTHO NpeacTaBbao 0CUIypaHe
0L, COMCTBEHEe CMPTW, .eHepruyHo opbujarbe Mohwm cMpTU™; OH
cMmaTpa fa je BepoBaTHo becMpTHa Aylwa buna npBu ABOjHMK Tena.%

48 ITuemo Huxone Byua Mapky
Pucruhy oj117. pebpyapa 1930,
3aocrasmTuna Mapka Pucriha,
Apxus CAHY, Beorpaji; M.
Tomuh, Hemowyhe: ymeunocu
Hagpeausma, 52.

49 Hewmo, 49-53. Koncrpykuuja
nojiceha, o Ha3uBy u hopMaHo,
Ha objexar xoju je Men Pej
ororpacucao 1918. rojuue,
CacTaB/beH Off Pa3IIINTHX
MexaHH3aMa (3yIyaHuKa, 1e10Ba
amapara), Ha3san Yosex (Man).
Pororpacduja ce nanasu 'y Mysejy
caspemene ymernoctn y Ilapusy
(Musée National d'Art Moderne,
Paris), a peripojykoBana je y:

J. Livingston, ,Man Ray and
Surrealist Photography”, y: R.
Krauss, J. Livingston, L amour

Jfou: Photography & Surrealism, 121.

50 M. Toauh, Hemowyhe: ymewnocut
nagpeausma, 52— 53.

51 Hewio, 56.

52 R. Krauss, ,The Photographic
Conditions of Surrealism”, 3-34.
53 Hcuio, 25; R. Krauss,
,Photography in the Service of
Surrealism”, 28—31.

54 R. Krauss, ,Corpus Delicti”, y: R.
Krauss, J. Livingston, L amour fou,
Photography & Surrealism, 82—86.
55 IIpema Ppojuy, Taj ogHoC

¢e HHTeH3UBUPA IIPEHOCOM
MEHTAaJIHUX HPOIIeca ¢ jejiHe ocooe
Ha JIpYTY, Tako Jia je[jHa nocraje
CYBJIACHHK 3HaIba, eMOIlHja 1
uckycrsa one jpyre. Ocooa ce
MOsKe MCHTH(PUKOBATH ca JPyTroM
1 TaKo I10CTaTH HECUTYPHA Y

IpaBy ce0e; WK MOKe 3aMEHUTH
tyhe comnerso 3a coje. Corncrso
(MIEHTHTET) MOJKE Ce TAKO
JYILIMPATH, TIOJBOJUTH U 3aMEHUTH:
S. Freud, nas. ge.o, 141-142.

56 Hcuio, 142.
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Kapa ce, no @pojoy, npeasufje dasa NpUMUTMBHOI Hapuu3Mma,
3Hayere ABOjHMKA Ce Metba: oK je Hekaja ocurypaBao becMpTHOCT,
LBOjHUK capa nocTtaje Unheimliche npepckasuay cmpTn.”’ lpema
MCTOM NpUHLUMNY Moxe ce, npeMa Opojay, cyauTi 1 o ApyruM BpcTama
y3HeMupersa era koje XopMaH pasmaTtpa y CBOjUM TekcToBMMa. OHu
yKJby4yjy moBpaTak Ha nojeguMHayHe ¢dase y eBoayuuju oceharba
COMCTBAa, perpecuje y BpeMeHa Kafa ero joll yBeK Huje cebe noctasuo
y No3uuujy NpoTVB crosballkber cBeTa W Apyrux, U Takohe Mory
npousBectn ytucak Das Unheimliche. Victn ocehaj, nog opgpefjeHUM
OKOJIHOCTUMA, HeCyMrbUBO M3asvBa M (akTop MOHaB/baka MUCTe
ctBapu; Opojg ra nopean ca oceharbeM 6ecnoMohHOCTU KojU MMaMO
npu MojeauHUM CTakbMMa cHa.®

Npeja pBOjHMKA, Kao LWITO je HAaroBeLUTeHO, cafipXaHa je Beh y paHoj
ByyoBoj doTorpadmju betoBeHa, roe Macka npeacTtaB/ba 3aMeHy,
.OBOjHMKA™ CTBapHOr J/MKa [aBHO MPeMWHYNor KOMMo3uTopa.
@oTorpaduja 3agpxaHo bekcTBO HaACTBapHOCTM, HacTana MocTynkoM
ynnae ekcrnosuuumje, Tako LITO je UcTa ocoba CHUMISbeHa ABa nyTa
Ha MCTOM HeraTvBy, MOpen Tora LUTO CTBapa CyMkby Aa /U je Ha HbOj
npencTaB/beHO XMBO buhe mnm Hexusu objekat, ynyhyje u Ha oBy
MmaHudectauujy Das Unheimliche. Ocum pynne ekcrnosuumje (kat. 6p.
37, 38, 39, 41), noctynak gynanpatba By4o je mpvMerMBao y CBOM
onycy y pasHum obnuumma® - kao ogpas y ornenany (kat. 6p. 36, 44,
53], pednekc Ha peTposusopy (kaT. 6p. 33-35) unu cexky (kaT. 6p. 18,
19). Kog Byua je uect 1 MOTUB NoHaBsbatsa, 6uno ga bupa dpparmerTe
CTBApHOCTU Koju ra Beh cappye Wan cy MoHaBSbakba MHCLEHMPAHa,
monyT HM30Ba sonTuua (Kat. 6p. 27); uurnu (kat. 6p. 45, 46); wapa Ha
ymnkKama KparHe u Ymnke Ha HacsioHy ctonuue (kat. 6p. 47), kpucTana
Ha nyctepy (kaT. 6p. 20), cnpaToBa y 3rpaam (kat. 6p. 14-16), Tarbmpa
(kaT. 6p. 21), oTBOpa Ha MpexuLy npeko nuua xeHe (kat. 6p. 51).

®oTtorpadckm aytoriopTpet Hukone Byya, kao u nopTpetu Apyrux
nnyHocTn (Mapka Puctuha, Jenke v Jlyne Byyo, kaT. 6p. 47-59) Mory
ce Takohe nocmaTpatu kao obnuk Das Unheimliche - ¢oTorpadcke
penpeseHTaumnje Kao ABOjHULM npeAcTaB/beHmx ocoba. [TocMaTpaHa
y KOHTEKCTYy wuAeje [ABOjHMKA, nocebHo je 3aHuMMbMBa ByyoBa
dotorpaduja bes Hacmosa us 1930. (kat. 6p. 36), HacTana y okBupy
3ajefHUYKMX ekcnepuMeHaTa beorpagckmx Hagpeanucta. Ha woj je
npeAcTaB/beH YOBEK CHUMJbEH Yy KOHTpa-CBETY, KOjU U3HA[, raBe ApXu
orfefasno ¢ MKOM YOoBEeKa, KOjU OMeT y MOAUTHYTUM pyKaMa Lp>Ku joLL
jenHo ornefano, Moxkaa. AKTepu MHCLeHalumje cy, fakie, HajMare Tpu
JIMYHOCTUM 1 ornepano: poTorpad, 3aTMM HOBEK NPELCTaB/bEH Y KOHTPa
CBET/Y, KA0 CeHKa, 1 Tpehun YoBeK Koju ce MmojaBibyje Kao pedaekc y
ornepany.®® Taj yoBek, Koju NMKoM BeoMa nopcehia Ha Mapka Puctuha,
nojaBsbyje ce Kao BM3Wja, o4pa3 y ornepany, MUCTUYHW OBOJHUK Yuja
nojasa, Moryhe npeackasarbe cMpTH, yHocu oceharse Das Unheimliche
y NpeacTas.y.

JepaH op BupoBa MaHudecTaumje MHTepecoBakba Hagpeanucra 3a
ncuxoaHanusy u 0bnacT HecBeCHOr, MpuUcyTaH 1y beorpagckoj rpynu,*!
npencrassba benexere cHoBa. CaH BaHa Bopa, cavyBaH y pykonucy y
apXMBCKOj 3a0CTaBLWTUHNU Mapka Puctuha,®? nocebHo je MHANKATUBAH
Yy KOHTEKCTy pa3MmaTparba OfHOCa Hagpeanuama M koHuenta Das
Unheimliche, na poHocuMo wwnpe U3Boae u3 kera:*s

57 Y KacHHjIM eTariama eBoIyluje
€ra KOHI[EIIT JIBOjHUKA CTHYe HOBH
cazipikaj. [omako ce o6mukyje
noce0aH ayTopuTeT YHyTap era,
KOjU ce MOZKe CYIIPOTCTaBUTH
OCTATKy era, Bpiin (hyHKIUjy
caMoIlocMaTpara U CaMOKPUTHKE,
BPCTY IICUXHYKE LEH3YPe U TaKO
0CTaje OHO IITO 30BEMO ,CaBeCT”
(cBect). Ppoji pusHaje j1a My
Unheimliche kBamurer hurype
JIBOjHIKA OCTaje HeJJOKYYHB [0
Kpaja 1 Jia ce MOKe CHIYPHO
H3BECTH CaMO U3 YMHCHULIE Jla je
JBOJHUK Kpealluja Koja IpuIaja
IPUMUTHBHO] (Dasu y Haliem
MEHTaJIHOM Pa3Bojy, hasu Kojy cMo
IPEeBa3UILIN U Y KOjoj je uMaJa
c1abuje 3HaueHbe, HAKOH Yera je
JIBOJHUK IIOCTA0 HPEJMeT cTpaxa:
Hcwo, 142-143.

58 Hciuo, 143—144.

59 M. Tomuh, Hemowyhe: ymeuinocua
nagpeausma, 56.

60 Hewo, 58—59.

61 IIpsu TexcroBn o Ppoji0B0oj
[ICUX0AHATU3H Y KOHTEKCTY

CPIICKE aBaHTapJle MOjaBbyjy ce
1923-1924. rogune: D. Sretenovié,

Urnebesni kliker: umetnost i politika

beogradskog nadrealizma, Beograd:
Sluzbeni glasnik, 2016, 145-192.

62 Y dhacunKin moj; Ha3UBOM
JJlokymenTa™ 1932, Hajlasu ce
LeJIMHa HacnoB/heHa ,CHoBH,

y K0joj je ropeji ,Jiedjux cHopa”
(1925) u cna Biarka Xa6ynexa,
cavyBaH 1 omuc cHa Bana Bopa
13 1928. rouHe: 3a0cTaBIITHHA
Mapka Pucritha, Apxus CAHY,
Beorpaj, kyruja LXXVL

63 Tekcr JOHOCHMO Y OPUIHHAIHOM

006Ky, 6e3 ncrpaski. /lerose
TEKCTa, KOjH Cy TaKO HABEJIEHH,
1o/1Bykao je Bane Bop.

» . Cag tregam y jegno otrega.ao wuje ce Konmype woe 3ajeguo ca KoHmypa.ma cooe.
Ono wimo suguM jour M je Hecnocruje u medtce neto y UPouLtoj cuenu. A ja cam u
gabe MUPAH.

Y otregay ce suge wpu moje caure ycupasne. One cy 1o.e, ypre xao 6pon3a og cynua,
AJU UM, € 180 PYKA UOKPUBEHA, L0UL0BO UeAd, [eGHOM 3eaeH0M PHOM.

Tw moju gyururamwin cutoje yeupasgro, u wuwne GucoIyuHo ucuie kpeuirve. Oxpehy mu
Jesy campany. Jlegy pywy gpatce cagujeny, Waro ga wara Cuoju Y UCUHU PAMEN.
Jpyrom pyrom casujagy na cimo nauna wy seaeny pyxy. 1, ja wo oceham neogpeheno,
K0 ga ce Wo Menu Jeuasd, a.u 8p.ao ciaoo.

Jocropa apumehyjem ga wpehu suue ve wuru uciie wokpeie, kao upsa geojura. To
Me wygu. Iocmampam ceawu 1eios woxpels ¢ najsehom uaxcrom. Onu y oreqga.y
WOCWAJY C8€ HEe3ABUCHUIU 0 MEHe U MeYCcoONO, U, KAKO0 WA HE3ABUCHOCHT Paciie, ja
66 8uULe 0cenam Y wuMa, Warxo ga oceham 3a mwpu 0code y 0lieqauy.

Hznenaga wpumehyjem w wemepimy ocody, koja ce wojaswyje u necwmiaje; maro
HEKOIUKO0 WYa, ok ce ne ycumaau. Ocode, caure Y 011eqa.y, ¢y cag caceum ciodoge
u gogupyjy ce, Kag ce kpehy; ja oceham o cee 3a wux. Yemspuia ocoda, Koja ce yeerx
Kpehe kao ayoma, w WPBa WPUOIUNACY)JY ce jegHa gpyloj, ¢ Bpeme Ha Ha 8peme, U
ayoe ce y ycua. U ja oceha.m geocuspyicu qogup Yeuwjy. Samum ce 00a merd y jeguom
3a.Maxy, WPdYLom nampey, gogupyjy...

Jlesrcum y xpeseimy, y jegnoj gyiauoj cuasahoj codu; kpaj mene cy gpyi kpesemi. ¥
CBAKOM JeACU TO Jegan wosek, cee xao y doanuuu. Coda je noryceemaa ...

U3 xoguura ce wyje caad wym. Heww waihy 3aciipaueno w swavajno: Jorasu
cmpii!“. Cu JesHcumo HOMUYHO HEUWOMUNHO U YeKAMO; 3HAMO O CMPUL OIA3U U0
Jegnot og nac. Ha epauia yrasu jegio nemamepujaano ouhe — cmpui. Ceu erxamo u
w1egamo na xojy cupany he wohu. Ona ce yuyhyje aeso, wa mojy cupany. Lperasu
Jegamn xpeset, wa gpyu .., wa, WPpehat ... uge cuopo u Hewyjro ... cee.je 0auxice, gorasu go
MOT KPEBETA ... WPENAZU U WEIQ ..., AU CE 3AYCTABHA U OKpehe Wpema menu, iiega me
uocmpanye. Lpurasw mu woraxo. Y yscacnom cam cuipaxy, avu v ne WoKyuasam
ga Gesrcum uau ga sunem. Ona je caceum 6.usy, cega na wpeseus. Oceham na 1posan
HAMUH HEHO UPUCYCULBO, U UOWUYHO CAM HEUOMUMAH 063 gaxa. OHa ce Haturbe upema
Menu, Lreqajyhn me neupecmano HemoMUMHUM U SHAMATHUM WOULEGOM, U CHYWTLA,
MU PYRY Na wpca...” %

CaH, koju je nyH acoumjaumja Ha Das Unheimliche (mynnukatu, aytomar,
morsien, CMpT), mopeg Tora wro ynyfyje Ha 6AMCKOCT OBOr MCKyCTBa
BeorpapckvM HagpeanucTtuMa, ykasyje u Ha To ga bu dotorpaduja
be3 HacnoBa, a MOX[a W joLL HEKe, MOT/1a MPeLCcTaB/baTh MHCLLeHaUNjy
HeKor of, KVMXOBUX CHOBA.

. MogepHa aHkcnosHocT”

CsojctBa Das Unheimliche mory ce npenosHatu u y By4voBuMm
doTorpadujama nycTmx rpajckmx ynuua M M30/0BaHMX objekaTa:
[apaxa y Hohu (kaT. 6p. 13), Beorpaa (kat. 6p. 12), Mu Hemamo kora
fa ybehyjemo (kaT. 6p. 44). CBe Tpu npefcraB/bajy HOMHe CHUMKe
ncnpaxmeHnx rpagckux ambujeHata: lapaxa y Hohu HanywTeHu
objekaT y Mpaky, AeduHUCAH CaMO YHYTPallHkWM OCBETIbEHEM;
Beorpag nycty ynuuy KHerurbe Jbybuue [y kojoj cy, y ucToj 3rpaau,

64 Ha xpajy cna je bopoBa
Genennka: JlcuxoananTuiko
TyMayere OBOI CHa BPJIO je

jenHocrasho. [1aBHM MOMeHAT y

CHY je mornies, onor 6uha, cMpTH.
Cysieh 1o MHOTUM JIpyTHM
CHOBHMA, CUTYPHO je Jla caM ce y
JIETHHCTBY YILIAIINO (ONPaBIaHO
I He) OJf JeHOT HeOMUYHOT
1I0IVIe/Ia, UCTOT TAKBOT — MAJIO
mocTpaniie. Y 0BOM CHY 61 6110
V3QUILYHO TPaAKNTH CAKPUBEHO
HCIYIbebe 7Kelba 110 IIPUHIIUITY
ViKIBaba. Y OBOM CHY ce Taj
HeoGjallibiB CTPax KOjH Iy
(angst) HoHaB/bA M TUME CE
CMatbyje YHyTpallliba 3aTeTHyTOCT
11 OJIAKIIABA 1[E0 HCUXUYKH PaJ.
CBu ejleMeHTH cHa: criaaha
co0a, O0IHNUIA, CMPT, Takohep

€y y MEHU H3a31BaJl CTPax 1
3a10 cy ynorpetibeHu opje...”,

... OBaj cTpax og 3101 Horuea

je BpJio 3Havajan. Jlesu-Bpui je

HCKA3a0 HEroBy YOIy y CBUM
IPUMUTHBHUM IIeMeHnMa. Csa
Hapo/iHa BepoBakba 3Hajy 3a
Bpaye Koji UMajy 3a0 mowie. Y
HWrannjn, HapouuTo y jy:KHoj, jour
YBEK Cy I03HATH jeltatori, Koju
CBOjUM II0IVIEI0M, YecTo 1 Ge3
CBOTA 3Haka, JJOHOCE Hecpehy 1
omahujajy yoseka ...": Can Bana
Bopa u3 1928, 3aocraurrnya
Mapxka Puctuha, Apxus CAHY,
Beorpaj, kyruja LXXVI.
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ctaHoBanu Mapko Puctuh n Anekcanpap Bydol; Mu Hemamo kora
Aa ybehyjeMo ycam/beHW KMOCK Yy MPa3HOM, HeMo3HaToM [Aeny
rpaga. ByyoBu HoAHM cHUMLM poBefeHu cy y Be3y ¢ byadaposum
doTorpadujama 3a Hahy, kao u c doTorpadurjama NpasHUx rpamckmx
ambujenata Bpacaja (Brassai, 1899 -1984) n MeHa Peja.®® bByadapose
doTorpaduje onncaHe cy kao ,yaHemupyjyhu npasHe” — Kpo3 HUXOBY
npasHuHy ,ofjeKyje CcTpykTypa rybuTka”"% Wctu ocehaj rybutka
obenexasa ¢otorpadcky ectetnky ExeHa Amkea (Jean-Eugene
Auguste Atget, 1857 -1927), y Kkojoj cy MpenosHaTu KBajaUTETH
Happeanuama,®” kao u ceojctBo Unheimliche.® Amxea je oTkpno MeH
Pej, roeroB cycef, Koju je 0TKynuo BuULLe eroBux otorpaduja u Heke
Of, HoUX penpomykoBao Yy HajpeanucTUykoM Yaconucy La Révolution
Surréaliste; oBoM anponpujauunjoM doTorpadujamMma je Lato HOBO
3Hayere y KOHTeKCTy Hafapeanu3Ma. Amxeose doTorpaduje crtapor
[Mapu3a - n3onoBaHWX CTeNeHULTa, 3MMCKUX BalTn, usnora crtapmx
papky, ynasa, crenux ynvua - NpeacTaBibajy HeTakHyTa MecTa
KpPO3 Koje Ce WucTopuja, MOTUCHYTa ,apXMTEKTOHCKOM penpecujoM”
MmaHudpectoBaHom y OcmaHosoj (Georges Eugéne Haussmann,
1809 -1891) pekoHcTpykumju [apusa, moHoBo mnojaBsbyje.’ Amke
doTorpaduiie ckpuseHa (geheim) mecta ctapor lNapusa u YnHK KX
BUA/bMBUM, fajyhin uM cBojcTBo Unheimliche.” Ha nctu HaumH ce npema
NCTopujn ogHoce dpaHLycku HagpeanucTu. Nctopujcke ambujeHTe m
.CTapy” apxuTeKkTypy OHW carjiefaBajy Kao MCUXO0JOLKe NpPocTope, a
OXMVBJbaBatbe 0BWX, HEKaAa MO3HATWUX NpefcTaBa, Koje Cy MNOTUCHYTe
TpayMaTMYHUM TeKoBMHAMa KanutanvMama (MHOycTpujanusauuja,
MofepHu3auuja, ypbaHo otyferbe), umnu Unheimliche y ruxoBuM
nenuma.”' OBo ocehatbe ,MogepHe aHKCcMo3HOCTM 2 MpoxkmnMa 1 Bydose
HOAHe CHWMMKe MyCcTUX rpagckux ambujeHaTa m npas3Hux objekaTa,
Kao 1 reroBe potorpaduje apxuTekType — crnpaTHux rpafeBuHa ca
3aTBOPEHWM NPO30PCKMM W BPaTHWUM OKBMPMMA, KOju 0Aajy yTucak fa
y tbMMa HUKO He bopasw (kaT. 6p. 15, 16] unu npasHor yHyTpalutber
[BOpMLUTA y KOjeM NMPUCYCTBO JbyAM Ofaje caMo Bell KOju Ce CyLn Ha
cnpaToBuma (kat. 6p. 14).

Motus cMpTyn

Y dotorpadckoj npakeu CteBaHa XusaguHosuha - BaHa Bopa, jegHor
0L, HajUHTPUraHTHWjUX ayTopa Yy beorpagckoMm Happeanusmy, Das
Unheimliche ce oTkpuBa, kao kon Atexxea n byadapa, y npegcraBama
ypbaHux npocTopa Koju ce Ha heroBum doTorpadmjama pa3oTkpueajy
Kao WCTopujcke Jfokauuje U CUMBOAUYHM TOMOCU KONEKTUBHOI
namhera.” [1ee uyBeHe bopose doTorpaduje us 1935. roavHe, [Ba
MuHyTa npe snounHa (Muanuya C. Jlazosuh kao cerkal (kat. 6p. 73) u
JenaH muHyT npe ybuctsa (kat. 6p. 72), npeactassbajy NosiyHanywTeHN
nogBoxHak Ha Jophony; npocTop Ha HMMa Ucnyrasa jefHa ocoba,
0AHOCHO ABe Jbyacke purype. Potorpaduje cy na>k/bMBO U3pexnpaHe
Tako fga u3rnepajy kao nap ¢éunmckux kagposa.”* [lBa MacuBHa
3ufa Koja oMBMYaBajy MyT Ha KoMe ce Hanase ¢éurype dopmupajy
[BE rfaBHe KOMMO3WLMOHE JIMHWUje KOoje Ce MPOCTUPY Ka XOPU3OHTY
obe cnuke. [IBa xopu3oHTa Ha bopoBuM doTorpadujama o3HavaBajy
KOHTPAcCT Koju je obenexaBao beorpag Tpuoecetnx roguHa 20. Beka.
Ha dotorpadwju [ea muHyta npe 3nounHa (Mummua C. Jlazosuh kao
ceHkal, roe je nornen ka [ybpoBauykoj ynuuu, BUOM Ce MeluaBUHa
pa3HoOpoAHMX rpafjeBUHCKUX CTWUNOBA — NpU3eMHUX kyha y TypckoMm

65 M. Toguh, Hemowyhe: ymewnocu
Hagpeausma, 57.

66 D. Bate, nas. ge.io, 107.

67 Banrep Bemamut je 1931.
rogute Atkeose ortorpacduje
[Tapusa Ha3Bao MpeTedOM
Hajpeaiuctuike (ororpaduje:
'W. Benjamin, A short history of
photography, 20, peyseto ca:
hitps://monoskop.org/images/7/79/
Benjamin_Walter_1931_1972_A_
Short_History_of Photography.pdf

68 M . Cuk, nas. ge.io, 60-75; C.
Raymond, nas. ge.io, 41-71.

69 M. Cuk, nag. geao, 63.

70 C. Raymond, nas. ge.wo, 41-71.
71 H. Foster, nas. ge.io, 157-192.
72 M. Cuk, nas. geao, 62.

73 Hewio. Aytopka aHai3npa oBaj
benomen u kpo3 gororpadeky
IIPAKCy CaBPEMEHOI' HeMauKor
ymernuka Tomaca /lemanjia
(Thomas Demand): Ucro, 67-72.
S. Bahun, ,History and active
thought: The Belgrade surrealist
circle’s transforming praxis”, y:
Historical Modernisms. Time,
History and Modernist Aesthetics,
ed. by Jean-Michel Rabaté and
Angeliki Spiropoulou, London:
Bloomsbury Academic, 2022,
215-233.

74 M. Toauh, Hemowyhe: ymemnocius
nagpeausma, 62; S. Bahun, nas.
geqo, 220.

CTWAY, ABOCMpaTHWUX 6BapokHWX rpafjeBnHa U MOAepHMX 3rpaga — Koje
npencTaBsbajy Ha3Hake ,apXUTEKTOHCKE penpecuje” Koja je 3axBaTuna
n Beorpag y npBuM mocnepaTHMM fAeleHujaMa. XOpU30OHT Ha Apyroj
doTorpaduju, koja je okpeHyTa ka HyHasy (JegaH mMuHyT npe ybuctsa),
3ay3MMa HeHacCTakbeHo npuobarsbe U HefaBHO KOHCTPYMCAHW KaHarl.
.3M104MH" 13 HacsoBa OAcyTaH je ca bopoBux ¢oTorpaduja, anu
OH ofA3Bakba Yy mM3HeHahyjyhoj npa3HuHM ypbaHor npocTopa, y vrpu
reoMeTpujcKMx NunHuja n obnvka, Tame M cBeTnocTU’®, y uyemy je
npenosHaTa 6nmnckocT ¢ ATxkeoBuM dpoTorpadujama nycTux napuckmx
ynuua.’”® 3a pasnuky of Amxkea, bop ce dokycupa Ha rwypcko buhe u
(Moryhin) Hanap Ha sbyacko 6Buhie, a Herose ¢oTtorpaduje nosueajy
Ha MHTepakuujy. Komnosumumja n KpynHu nnaH Ha ¢oTtorpaduju [sa
MuHyTa npe 3n04nHa (Muamua C. Jlasosuh kao ceHka) yenaye rnepaoua
y 0Baj Npu3op, oK aeBojka Ha doTorpadujn JegaH MuHyT npe ybucrsa
nsrnefa kao fa je y MHTepakLumju ¢ HEKUM KO je UCMOA WUAN C Jpyre
CTpaHe MOCTa, [OK joj Mpuyiasu MNponasHMK, Kora OHa joll YBEK He
onaxa. [laxsbmBa npocTtopHa noctaBka yvyecHuka y Boposom geny
rocTaBJsba riefaolay no3unLujy He caMo cBefoKa 35104MHa Beh Takofje,
XUMOTETUYKM, M3BpLUMOLA WMAK chacuoua.”

Jlokaumja kojy Bbop bupa kao cueHorpadujy ceojux dotorpaduja
npencTaBsba rpagcky npocTop ayre n bypHe nctopuje. MNojeanHnN HeHn
LeJI0BMW, Be3aHW 3a cTpafarbe W CMpT, Koju cy Ayro bunu cakpuseru,
NMOHOBO CYy OTKPpMBEHM YMNpaBO y BpeMe HacTaHka doTorpaduja u
Mopanu cy Bt no3Hatu u HKUxoBoM ayTopy. Y bansnHu gophonckor
nogBoxHaka 1935. roguHe je oTkonaHa XeNneHWUCTUYKA Hekporosa ¢
.ynasom”y Xap v xpaM nocsehieH rpukoj bornren Xekatun,” ay anpuny
1934. rogvHe pagHULM KOjU Cy y4ecTBOBaNW Yy rpafHbi NogBOXKHaKa
0TKOManu cy ckeneTe BOjHMKA Koju cy besycnelwHo bpaHunu Beorpapg,
npoTtue LleHTpanHux cuna y oanydyjyhoj 6uum Mpsor ceeTckor pata.”’
Kao Byadapose y Hahu,®® n BopoBe ¢oTorpaduje, cHUM/bEHE Ha
NoKaLMjM Koja je of aHTMKe MpoXkeTa aTtMochepoM CMPTH, yKasyjy Ha
TparuyHe gorahaje n3 HefaBHe NPOLUIOCTM, aJiv HAaroBeLUTaBajy U OHe
jegHako cTpaBuyHe Koju he ce gecuTn y baunckoj byayhHocTu: ncnog
MocTa koju je Bop npenctaBmo Ha doTorpadmjama he HekonMKo roguHa
kacHuje, 1941, npohu Benuka rpyna Jespeja u Poma, cnpoBefeHa ¢
[ophona ka >KenesHn4Koj CTaHULK Mau 3n0rnacHoM aoropy bamwuua,
Ha NyTy Ka CUTYPHOM CTpajaksy U M3rnefHoj cMpTu.®!

MoTuBM Be3aHW 3a CMPT MNPUCYTHM Ccy W Ha Apyrum BopoBum
doTorpadmjama. CMpT, M cBe nojaBe y Be3n C HOM (newiesw,
OXMBJbEHM MPTBaLLM, AyX0BWU...), npema Ppojay, 3asmeajy kog BehnHe
Jbyau cHaxHo ocehamnse Das Unheimliche, lwiTo oH TyMayu Kao CTajHK
rnoBpaTak MCKOHCKOP CTpaxa of CMpTW, cybjekTuBHOr ocehara Koje
ce y UCToM 06uKy MoHaB/ba of NMPUMWUTUBHKUX BpeMeHa.®? bopose
dotorpaduje [pobme | (Lasrat) (kat. 6p. 66), pobme Il (Llasrar)
(kaT. 6p. 67) u pobswe Il (CeH Tpome) (kat. 6p. 68), cee u3 1931, kao
n Tpu dotorpaduje CeH Tpone (Saint Tropez) ns 1932. (kat. 6p. 69-
71), npukasyjy MecTa AMpeKkTHo Be3aHa 3a cMpT. O BopoBuM Kpajtbe
JINYHUM LOXWBIbajMa 0BUX MPOCTOPa, KOjU Cy eCTETCKU YobanyeHu
nytem doTorpadckor Mmeguja, cBefoye Herosa nucma ynyheHa Mapky
Puctuiy n Kouu [MMonosuhy (1908 -1992). .MoMopcko rpobsbe”,
MoTuB Tpu dotorpaduje CeH Tpone, nsassano je kop Bopa BpxyHcko
€CTeTCKO WMCKYCTBO, KOje acouujaTMBHO Be3yje 3a HagpeanusaMm, o
yeMy omylleB/beHo nuwe Puctuhy y aBrycty 1931:

75 Heuio, 221.

76 S. Bahun-Radunovi¢, ,The Value
of the Oblique (Notes on Relational
Funhouses, Historical Occlusions,
and Serbian Surrealism”, y: The
Avant-Garde and the Margin:

New Territories of Modernism, ed.
by Sanja Bahun-Radunovi¢ and
Marinos Pourgouris, Newcastle:
Cambridge Scholars Press, 2006,
43-44; S. Bahun, ,History and
active thought: The Belgrade
surrealist circle’s transforming
praxis”, 222.

77 S. Bahun-Radunovi¢, ,The Value
of the Oblique (Notes on Relational
Funhouses, Historical Occlusions,
and Serbian Surrealism”, 44;

S. Bahun, ,History and active
thought: The Belgrade surrealist
circle’s transforming praxis”, 222.
78 S. Bahun, ,History and active
thought: The Belgrade surrealist
circle’s transforming praxis”, 221.
79 Heiiio, 222.

80 D. Bate, nas. ge.io, 91-97.

81S. Bahun, ,History and active
thought: The Belgrade surrealist
circle’s transforming praxis”, 229.
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» - & ocuiarom w osaj Cut. Tpoties w cee waio ce geulasa y wemy uma WaKo Hewmio
He6ePOBaAIINO, Huje b JYJO, HU TATYUUHUPAHO, HU HELYJCKU, UM Jegry CULBapHy
PANTACTIWRY, GUEHUL HCEHA, JUBHUT, JegPUIUUQ, jaxiia. Heseposaine cuieapu ce Moty
sugeniu, ka0 mWaj cimeriere marin wowmuyno 1y g, lawu, Maxc Epwei, wiwonwiemu y wewin
yax. Ia onga beckpajnu worcapu wiyma Upowmmupen CuipautHum 6empom CyMaperu
ca poboguma, gor ceeut ucyje ca odate. U ysex goiahaju, woju upesasurase moh
upearcus.wasara. Camohe iowoso nema. Huje wosex ayg neto cy goiahaju neseposauin.
Hlawem @y nexoruxo ghomorpapuja, ga suguut ga cee 080 Hije UMATUHAUUIA ... "™

Ha bBopoBy dacunHaumjy rpobsbumMa ¥ HUXOBOM MUCTUYHOM
atMocdepom ynyhyje meroso nucmo u3 Llastata Kouw [Tonosuhy,
HanucaHo Hekonuko Meceuu panuje (janyap 1931):

,08ge mootce ga Oyge 1ewo, au UMQ Yeex Hewuwio, Wo 0gy3uMa MUCHePUo3HOCHl,
wimo ymamwyje, xohy ga xaxcem jep muciiepuja uma gociwa. Uma jegno ipod.se ca
MAY30.1€j0M, (Ha KOM je upHu anheo) Ha Y36uuumuu jegrot puia; uopeq Mopa usmehy
00poBa Uge Jew Wyl 36 Weuirsy 0K0 PUla ucuog Wood.sa. Kag ce ¢ wotl wyma wocmampa,
1pob.be u May30.4e] Upey seve, usliega caceum Majancieeno. Mamehy wywa w ipod.sa
UOLAKO Ce GUIHCY WOYZUYAHU Terrains vagues, ca woKojum Yemupecom. Kaxo uma pyua
U 3UGOBA, HUKAY Ce He MOJIce WPELILYaTU Ueo Terrain vague w 6Ugettiu ga Ju uma Koid
wy, wa maxap woju ypnu uac. Ilmumyns jaro Kowan /[ojroscku, wy cearom cuyajy
KYAYPAH, AIU BPLO CHANCAH HAPOUUTLO, KAY Ce UOJABU CACBUM CPEOPH MeCel,.
Cruipawmo je omet wag ce uge ucuuuM wWyYmem Y WogHe Y cpeq cynua, oweut Hema Hulge
HUKOT, € BPEMEHA HA BPEME WOTLeGAM g JU Ce BUGU MAY30Je] KOJU, Je WeCTLO CAKPUBEH
3UGOBUMA U WPCKOM, U OHGA CACEUM HEOUCKUBWHO 6UGUM UPHOT AHDEAA, CAMO Helh
KAKO Je0GU USHAY JegHOT 3Uuga, U Y3a.1Yg ugem Hampey, sugum gyio camo weia. Ceham
ce Paycma wa puamy xag ce haso pasacuipe nag ipagom. 080 je jour gueHmje morcga
Jep.jey wynom cynuy, xao xyia kog Nosferatu-a.

Hma jour m1oio Wareux culeapu, a.iu 080 je jegro Meciio, xoje Hukag ve upaumda...”

BopoBe dotorpaduje rpobsma y LlaBTaTy HacTtane cy y moTmyHo
opyrauvjujoj atmochepu op oHe u3 CeHn Tponea, o060jeHoj
pacnonoxerem koje Puctuh y onrosopy Ha Boposo nucmo (dbebpyap
1931), umju pnenosBu cnede, HasuBa ,MesaHXONIMYHUM ®:

SLpaiu Mapro, Mucauo cam ga cam ce cmupuo. Mucauo cam ga jegua armcopumuuja
C80je JUMHOCTIU 1Y JegaH CBeCUia, TOKPEUl JOHOCU HeU3DeHCHO JagHo 0gCuiparusaibe
WRYWMUG ocehara. Jla wm wpaso kajicem wiia, je: ne 3Ham wia ce ¢ MHOM (Jeuasa,
awu M je cupauno mewro. Kao nexaga. A muciuo cam — kag ce wosex ogpexne
Jegamuyui 30 yeex ce0je JUMHOCHM U CBEIA, WO je BE3AHO 3 UOJaM WHJUBUGYAIHOT
UPOWeCcuia, u asanumype, ga je onga 3aumhen og WaKeur Jeupecuja, peuumo og
ouajarna. A €60 8eh HEeKOIUKO JANA CO MHOM HUWKAKO He Uge. 34 CHLOIOM e jeqea
GPACUM, HE Jegem CROPO HUMULT, O KYBAPUUYU, Je HCA0, KA Ce Jec §a jego jeao Hub He
gommarmem. Mehymum menu ce gecu ga ia v e wpumemum. Hectocoban cam ga ma
WL PAGUM, W WO, Je PA3L0T WUL0 Wi waeM. He mowy uwax weo gam ga ce wemam...”s

AHann3n MoTMBa cMpTU, MaHubecTaumnjn KoHuenta Das Unheimliche,
Koja je Hajuewhe npucyTHa y BopoBuM pajoBuMa, eBUAEHTHO Kao
oApa3 NnyHux ocehara W pacnonoxewa, AOAAJEMO U MOPTpeT

83 IIucmo Bana Bopa Mapky
Pucruhy oj 21. 8. 1931,
3aocrapitnna Mapka Pucriha,
Apxus CAHY, Beorpaj.

84 Iucmo Bana Bopa Koun
[Torosuhy oy 21. 1. 1931,
Hcropujekn apxus Beorpaja,
Jlerar Koncranruna Kove
[Tomosuha u Jlemocage Jleme
[Teposuh, 1603, kyruja 31.

85 Ilncmo Mapka Pucrtuha Bany
Bopy oz 8. 4. 1931, 3aocraBmTinna
Mapxka Pucrtuha, Apxus CAHY,
Beorpag.

86 Ha kpajy nmcma Bop 3ariydyje
1ITa je CTBAPHU Pa3jior OBAKBOT
ocehama: ,Hajsaj ja 3nam

3aITO CaM Tako yrponamhen:

la répression externe de la
sexualité ... ”: [Tmcmo Bana Bopa
Mapky Pucrihy og 23. 2. 1931,
3aocrasmnna Mapka Pucriha,
Apxus CAHY, Beorpaj.

3arpebaykor nosopuwHor peauTtesba Bnagmmupa XabyHexa (1906
-1994), objaBrbeH y anmaHaxy Hemoryhe® : nopTpeT 3aTBOPEHUX 04mjy
1 MOJyOTBOPEHMX YCTa, KOjU NpaTu TeKCT ,,cHUMakK rnase B. X. Ha nnaHy
MMaHeHTHe CMpPTWU”, oYuriefHa je cMMynauuja OBOr CTakba.

Ha «kpajy pasmaTtpatba ofHoca ncuxoaHanuTUukor koHuenta Das
Unheimliche n dotorpaduje y beorpagckoM Hagpeanuamy, Tpebano bu
yNyTWUTV 1 Ha paHuja ncMxoaHanuTuyka YMtara pagosa BaHa bopa,®
Kao M Ha HeroBy NMpPenucky, cayyBaHy y apxMBCKMM 3a0CTaBLUTUHaMa
Mapka Puctuha n Koye lMonosuha koja, nopep 06jaBrbeHUX TEKCTOBA,
ykasyje Ha BopoBO MHTEH3WBHO UHTEpPECOBaHe 3a OBY AUCLUIIIMHY.
[MocebHo je mHTepecaHTHo nucmo ynyheHo Kouw [Monosuhy 1929.
rogvHe, y KoMe faje MCMX0AHANUTUUYKO Tymauyerbe JIMYHOCTU
CBOr npujaTtesba, y 4YnjeM ceeTiy 6u ce Morao Tymaumtu u bopos
doTorpadckm noptpet Koue MMomosmha n3 1932. roguHe.

* %k

Das Unheimliche ce nojaBsbyje Kao jegHa of mapagurmMu Koja noeesyje
TpayMaTU4yHM Mepuon HaKoH 3aBpleTka [lpBor cBeTckor pata, Y
KOMe ce ofBWjana HaLpeasucTMyka akTUBHOCT, Ca CaBPEMEHWM,
NoCTNaHAEMU|CKUM TPEHYTKOM, KOju je obenexeH, C jefHe CTpaHe,
ybp3aHMM TexHONOWKWUM pa3BojeM, a C JApyre, QOpacTUYHUM
MONIUTUYKMM, OPYLITBEHUM U E€KOHOMCKMM MOTPecuMa Koju [0oBOAe
0o pactyhe aHkcuosHocTu Mehy HajsefivM penoM 4yoBeyaHCTBa.
Ocehame Das Unheimliche y caBpeMeHOM CBeTy MOXe Ce MoBe3aTtu
C rnojaBaMa MonyT ,apXMTEKTOHCKe penpecuje” Kojoj cy y cBe Behoj
Mepu usnoxeHa ypbaHa jearpa uaum ctanHuM oceharbeM mpucycTsa
CMPTU, U33a3BaHUM NaHAEMU]OM U MEPMAHEHTHUM paTHUM cykobuma,
a Moxpa je HajjacHuje cybnumwupaHo y OfHoCy JbyAu mnpema
reHepaTVBHO] BelwTaykoj uHTenureHumju (GAI)®, obnactn koja w3
LaHa y faH benexu ybp3aHu pas3Boj, a Koja ce mepuunupa kKao He-
XMBO, ann WHTENIUTeHTHO MocTojare, ,ABOJHUK™ JbYACKOF, Koje
npefcTaB/ba NpeTHy YOBEYAHCTBY U ,MpeAcka3nBay” Herose cMpTy,
Ha C/MYaH HaYMH Ha KOju Cy Y BpeMe HadpeanucTuyke akTUBHOCTM
npefcTaB/baHe, y UAMCKUM ekpaHu3alinjama nereHam U poMaHa, He-
JbyAcka cTBopersa, nonyt FoneMa unun Hocdepatya. MNapanene nsmehy
LBa ucTopujcka TpeHyTka cy bpojHe w oTBapajy npocTop 3a fasba
TyMayehba YMETHOCTM Hafpeanusma u kopulihera HagpeanucTUuyKmnx
MCKYCTaBa, Y CBET/y HUXOBUX CTaSIHUX AKTYyeJIHOCTU.

87 ,Mucrepuja by/cKe riase’,
Hemowyhe, 99; M. Toxuh, Hemowyhe:
ymemnocus nagpeausma, 62—63.

88 JI. Cperenosuh, ,boposo
CJIMKApCTBO veskibe”, y: 3. ['appuh,
P. Maruh-ITanuh, /I. Cperenosuh
(yp.), Cuwesan sKusagunosuh bop,
I[lojernxe cprcknx ymernnka XX
Bexka 4, beorpaji: MCYB, 1990,
100-137.

89 Incmo Bana Bopa Kouu
[Tonosuhy of 24. 3. 1929,
HUcropujekn apxus beorpaja, Jlerar
Koncranruna Koue ITonosuha

u Jlenocage Jlene [leposuh,

1603, kyTuja 31. 3axBamyjem ce
kosernanin MA Anexcanjpu
Mupunh, mednmu Ojenemna 3a
YMeTHIUKY JokyMenTaiujy Myseja
caBpeMeHe YMETHOCTH, Koja MI je
yKa3aJia Ha 0BO MUCMO.

90 F. “Bifo"Berardi, nas. ge.io.
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HUKONA BYYO / NIKOLA VUCO

1. Bewiogen I

[Tapus, 1926-29.

Cpeopo skemaruncka dororpaduja, 6,9 X 4,5 cm
M3 anbyma c dororpadujama Hukone Byua
Bexka Byuo, tbyjopk

Beethoven I

Paris, 1926-29

Gelatin silver print , 6.9 x 4.5 cm

From the album of photographs by Nikola Vuco
Beka Vuco, New York

2. Bewosen 11

ITapus, 1926 —29.

Cpebpo skeratumcka dpororpaduja, 6.8 x 4.4 cm
W3 anbyma c dororpadujama Hukose Byya
Bexa Byuo, tbyjopk

Beethoven I1

Paris, 1926-29

Gelatin silver print, 6.8 x 4.4 cm

From the album of photographs by Nikola Vuco
Beka Vuco, New York
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3. bes nasusa
[Tapus, 1926 —29.

Cpeopo skenaruncka dororpaduja, 4.6 X 7.2 cm,

U3 anbywma ¢ pororpacujama Huromne Byua
Bexa Byuo, byjopk

Untitled

Paris, 1926-29

Gelatin silver print, 4.6 x 7.2 cm,

From the album of photographs by Nikola Vuco
Beka Vuco, New York

4. Achpuru unctapy.meniiu

[Tapus, 1926-29.

Cpebpo skenatuncka dororpaduja

7X 4,5 cm

W3 andyma c ororpadpujama Hukomne Byua
Bexa Byuo, byjopk

African instruments

Paris, 1926-29

Gelatin silver print

7X 4.5 cm

From the album of photographs by Nikola Vuco
Beka Vuco, New York




5. bes nasusa

[Tapus, 1926-29.

Cpe6po skenatnncka dororpaduja, 6,9 X 4,5 cm
W3 anbyma ¢ pororpadujama Huxone Byua
Bexa Byuo, hyjopk

Untitled

Paris, 1926-29

Gelatin silver print , 6.9 x 4.5 cm

From the album of photographs by Nikola Vuco
Beka Vuco, New York
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6. Ajche.nos wopar

[Tapus, 1926-29.

Cpeopo skemaruncka dororpaduja, 6,9 X 4,4 cm
U3 andbyma ¢ hororpadujama Huxone Byua
Bexka Byuo, Ibyjopk

The Eiffel Tower

Paris, 1926-29

Gelatin silver print, 6.9 x 4.4 cm

From the album of photographs by Nikola Vuco
Beka Vuco, New York

7. bes nasuea

[Tapus, 1926-29.

Cpe6po xeratnncka dotorpaduja

4.2 X 6,7cm

U3 anbyma c ororpadujama Hukosre Byua
Bexka Byuo, Ibyjopk

Untitled

Paris, 1926-29

Gelatin silver print, 4.2 x 6.7 cm

From the album of photographs by Nikola Vuco
Beka Vuco, New York

8. bes nasusa

[Tapus, 1926-29.

Cpedpo wesnaruncka gororpaduja, 4.5 x. 6.7 cm
U3 anbyma ¢ hororpadujama Hukone Byua
Bexa Byuo, byjopk

Untitled

Paris, 1926-29

Gelatin silver print, 4.5 x. 6.7 cm

From the album of photographs by Nikola Vuco
Beka Vuco, New York
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9. Kpos nag uposopom

[Tapus, 1926.

Cpeopo skemaruncka dororpaduja, 6,8 X 4,4 cm
U3 andbyma ¢ hororpadujama Hukone Byua
Beka Byuo, Ibyjopk

The roof over the window

Paris, 1926

Gelatin silver print, 6.8 x 4.4 cm

From the album of photographs by Nikola Vuco
Beka Vuco, New York

10. bes nasusa

[Tapus, 1926-29.

Cpedpo xenarnncka gororpaduja, 4,5 x 6,9 cm
U3 anbyma ¢ hororpadujama Hurone Byua
Bexa Byuo, byjopk

Untitled

Paris, 1926-29

Gelatin silver print, 4.5 x 6.9 cm

From the album of photographs by Nikola Vuco
Beka Vuco, New York

85 2



86

11. Be3 nasusa

[Tapus, 1926-29.

Cpeobpo xerarnncka dororpaduja, 3,8 x 6,2 cm
U3 andbyma ¢ hororpadujama Hikomne Byua
Bexa Byuo, byjopk

Untitled

Paris, 1926-29

Gelatin silver print, 3.8 x 6.2 cm

From the album of photographs by Nikola Vuco
Beka Vuco, New York

12. Beoipag

Beorpay, 1930.

Cpeopo skesaruncka dororpaduja, 15,8 x 11,1 cm
Mys3ej npumemene ymetrnoctn, beorpaj, nus. 6p. 21796
Jlerar Jesnene Jopanosuh

Belgrade

Belgrade, 1930

Gelatin silver print, 15.8 x 11.1 cm

Museum of Applied Art, Belgrade, inv. no. 21796
Legacy of Jelena Jovanovi¢

87 :
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13. I'apasica nohy

Beorpaj, 1929.

Cpedpo xerarnHcka gororpaduja, 11 X 14,7 cm

Mys3ej npumersene ymernoctu, beorpaj, nns. 6p. 21789
Jlerar Jenene Jopanosuh

The Garage at Night

Belgrade, 1929

Gelatin silver print , 11 x 14.7 cm

Museum of Applied Art, Belgrade, inv. no. 21789
Legacy of Jelena Jovanovi¢

14. Bes nasusa

Beorpaj, 1929.

Cpetpo skeratumcka dororpaduja, 14,7 x 9,7 cm

Mysej mpumemene ymernoctu, beorpaj, nns. 6p. 21803
Jlerar Jenene Jopanosuh

Untitled

Belgrade, 1929

Gelatin silver print, 14.7 x 9.7 cm

Museum of Applied Art, Belgrade, inv. no. 21803
Legacy of Jelena Jovanovi¢

89



90

15. bes nasusa

Beorpay, 1930.

Pum, HeraTuB

14,7x 9,7 cm

My3ej npumemene ymetHoctn, beorpaj, nus. 6p. 15943
[Toxton Huxone Byua

Untitled

Belgrade, 1930

Film, negative

14.7x 9.7 cm

Museum of Applied Art, Belgrade, inv. no. 15943
Bequeathed by Nikola Vuco

16. be3 nasusa

Beorpay, 1930.

Duiim, Heratus, 14,7 x 9,7 cm

Mysej npumemnene ymernoctn, beorpaj, nns. 6p. 15969
[Toxnon Huromne Byua

Untitled

Belgrade, 1930

Negative, film, 14.7 x 9.7 cm

Museum of Applied Art, Belgrade, inv. no. 15969
Bequeathed by Nikola Vuco

17. Bes nasusa

Beorpay, 1930.

Cpeopo skesaruncka dororpaduja, 15 x 10 cm

Mys3ej npumemene ymetrnoctn, beorpaj, nus. op. 21797
Jlerar Jerene Jopanosih

Untitled

Belgrade, 1930

Gelatin silver print, 15 x 10 cm

Museum of Applied Art, Belgrade, inv. no. 21797
Legacy of Jelena Jovanovi¢
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18. bes nasusa

Beorpay, 1929.

Cpeopo skearuncka gororpaduja, 14,8 x 9,8 cm
Mys3ej npumemene ymetHocTd, beorpaj, nus. 6p. 21784
Jlerar Jexrene Jopanosuh

Untitled

Belgrade, 1929

Gelatin silver print, 14.8 x 9.8 cm

Museum of Applied Art, Belgrade, inv. no. 21784
Legacy of Jelena Jovanovi¢

19. Be3 nasusa

Beorpay, 1929.

Cpedpo kenarnncka gororpacuja, 13,8 x 8,5 cm
Mys3ej npumersene ymerHocTH, beorpaj, uus. 6p. 21779
Jlerar Jenene Jopanosuh

Untitled

Belgrade, 1929

Gelatin silver print, 13.8 x 8.5 cm

Museum of Applied Art, Belgrade, inv. no. 21779
Legacy of Jelena Jovanovi¢

20. bes nasusa

Beorpaj, 1929.

Cpe6po skeratuncka dpororpaduja, 15,8 x 10,9 cm
Mysej npumemete ymernoctn, beorpaj, nns. 6p. 21785
Jlerar Jenene Jopanosuh

Untitled

Belgrade, 1929

Gelatin silver print, 15.8 x 10.9 cm

Museum of Applied Art, Belgrade, inv. no. 21785
Legacy of Jelena Jovanovi¢

21. Bes nasusa

Beorpaj, 1929.

Cpeopo skenmaruncka dororpaduja, 13,7 x 8,8 cm
Mysej npumemene ymernoctn, beorpaj, nus. 6p. 21798
Jlerar Jenene Jopanosuh

Untitled

Belgrade, 1929

Gelatin silver print, 13.7 x 8.8 cm

Museum of Applied Art, Belgrade, inv. no. 21798
Legacy of Jelena Jovanovi¢
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22. Bes nasusa

Beorpay, 1929.

dwm, neraTus, 14,7 x 9,7 cm

Mys3ej npumemene ymernoctu, beorpajy, nus. 6p. 15964
Toxnon Hukose Byua

Untitled

Belgrade, 1929

Film, negative, 14.7 x 9.7 cm

Museum of Applied Art, Belgrade, inv. no. 15964
Bequeathed by Nikola Vuco

23. Bes nasusa

Beorpayp, 1929.

dym, HeraTus, 14,7 x 9,7 cm

Mys3ej npumensene ymernoctu, beorpaj, nus. 6p. 15979
Iloxnon Hukone Byua

Untitled

Belgrade, 1929

Film, negative, 14.7 x 9.7 cm

Museum of Applied Art, Belgrade, inv. no. 13979
Bequeathed by Nikola Vuco

24. Og wucua uctio

Beorpag, 1929-30.

Cpedpo enaruncka ororpaduja, 14 x 8,8 cm

Mys3ej npumemsene ymetHoct, beorpaj, nus. 6p. 21780
Jlerar Jesiene Josanosuh

From the Same Writer

Belgrade, 1929/30

Gelatin silver print, 14 x 8.8 cm

Museum of Applied Art, Belgrade, inv. no. 21780
Legacy of Jelena Jovanovi¢
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25. bes mepe

Beorpay, 1929.

Cpeopo skenaruncka dororpaduja

15,6 x 10,5 cm

Mysej npumemene ymernoctu, beorpaj, uns. 6p. 21807
Jlerar Jenene Jopanosuh

Without measure

Belgrade, 1929

Gelatin silver print, 15.6 x 10.5 cm

Museum of Applied Art, Belgrade, inv. no. 21807
Legacy of Jelena Jovanovié¢

26. Be3 nazusa

Beorpaj, 1929.

duim, Herarus, 14,7 X 9,7 cm

Mys3ej npumersene ymertoctu, beorpaj, nus. 6p. 15960
[Toxnon Hukomne Byua

Untitled

Belgrade, 1929

Film, negative, 14.7 x 9.7 cm

Museum of Applied Art, Belgrade, inv. no. 15960
Bequeathed by Nikola Vuco

27. be3 nazusa

Beorpay, 1929.

Cpeopo skenarnncka ororpaduja, 14,5 x 9,8 cm
Mys3ej npumemsene ymernoctu, beorpaj, nus. 6p. 21794
Jlerar Jesiene Josanosuh

Untitled

Belgrade, 1929

Gelatin silver print, 14.5 x 9.8 cm

Museum of Applied Art, Belgrade, inv. no. 21794
Legacy of Jelena Jovanovi¢
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28. bes nasusa
Beorpay, 1929-30.

Cpeopo skemaruncka dororpaduja, 8,7 x 13,5 cm

Mys3ej npumensene ymernocru, beorpaj, nus. op. 21782

Jlerar Jesiene Jopanosuh

Untitled
Belgrade, 1929/30

Gelatin silver print,, 8.7 x13.5 cm
Museum of Applied Art, Belgrade, inv. no. 21782

Legacy of Jelena Jovanovic

29. Be3 nasusa

Beorpay, 1930.

Cpeopo kenarnHcka (ororpaduja

13,8 x 8,9 cm

Mys3ej npumemsene ymernoctu, beorpaj,
uHB. 0p. 21781, Jlerar Jenene Joanosuh

Untitled

Belgrade, 1930

Gelatin silver print

13.8 x 8.9 cm

Museum of Applied Art, Belgrade,

inv. no. 21781, Legacy of Jelena Jovanovi¢

30. be3 nasusa

Beorpag, 1930.

Cpe6po skeratuncka dpororpaduja

9,9 x 15 cm

Mys3ej npumersene ymernoctu, beorpa,
uHB. 6p. 21808

Jlerar Jesene Joanosuh

Untitled

Belgrade, 1930

Gelatin silver print

9.9x15 cm

Museum of Applied Art, Belgrade,
inv. no. 21808

Legacy of Jelena Jovanovi¢

31. Yosex-seaocuiteq (1)

Beorpag, 1929.

Cpeopo skenaruicka (ororpaduja

12 x 8,3 cm

Mys3ej npumemene ymernocru, beorpaj, nus. 6p. 21786
Jlerar Jexnene Jopanosuh

Man - Bicycle (1)

Belgrade, 1929

Gelatin silver print

12 x 8.3 cm

Museum of Applied Art, Belgrade, inv. no. 21786
Legacy of Jelena Jovanovié¢

32. Yoserx-seocutieq (2)

Beorpag, 1929.

duiIM, HeraTus

14,7x 9,7 cm

Mys3ej npumemene ymernoctu, beorpaj, nus. 6p. 15975
IToxnon Hukone Byua

Man - Bicycle (2)

Belgrade, 1929

Film, negative

14.7x 9.7 cm

Museum of Applied Art, Belgrade, inv. no. 13975
Bequeathed by Nikola Vuco
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33. Bes nasusa

Beorpay, 1929.

Cpeopo skesaruncka dororpaduja

13,7x 8,9 cm

My3ej npumemene ymetHoct, beorpaj, nus. 6p. 21792
Jlerar Jesiene Jopanosuh

Untitled

Belgrade, 1929

Gelatin silver print

13.7x8.9 cm

Museum of Applied Art, Belgrade, inv. no. 21792
Legacy of Jelena Jovanovi¢

34. bes nasusa

Beorpag, 1929.

Cpetpo skeiqaruncka dpororpaduja

14,3 X 9,6 cm

Mys3ej npumemene ymetHoctu, beorpaj, nus. 6p. 21793
Jlerar Jenene Jopanosuh

Untitled

Belgrade, 1929

Gelatin silver print

14.3 x 9.6 cm

Museum of Applied Art, Belgrade, inv. no. 21793
Legacy of Jelena Jovanovi¢

35. Bes nazusa

Beorpag, 1929.

Cpetpo kesatnicka dororpaduja

144X 9,7 cm

Mys3ej npumersene ymerHocTs, beorpaj, uus. op. 21778
Jlerar Jenene Jopanosuh

Untitled

Belgrade, 1929

Gelatin silver print

14.4x 9.7 cm

Museum of Applied Art, Belgrade, inv. no. 21778
Legacy of Jelena Jovanovi¢
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36. Bes nasusa

Beorpag, 1929.

Cpetpo skemarnicka dortorpaduja

14,4 X 9,7 cm

Mys3ej npumemsene ymernoctu, beorpaj, uns. 6p. 21802
Jlerar Jenene Jopanosih

Untitled

Belgrade, 1929

Gelatin silver print

14.4x 9.7 cm

Museum of Applied Art, Belgrade, inv. no. 21802
Legacy of Jelena Jovanovi¢

37. Bes nasusa

Beorpay, 1929.

Cpetpo skemarnacka dororpaduja

16 x 10,8 cm

Mys3ej npumersene ymernoctu, beorpaj, uus. 6p. 21804
Jlerar Jenene Jopanosunh

Untitled

Belgrade, 1929

Gelatin silver print

16 x 10.8 cm

Museum of Applied Art, Belgrade, inv. no. 21804
Legacy of Jelena Jovanovi¢
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38. bes nasusa

Beorpay, 1929.

Cpeopo skesaruncka dororpaduja

15,7 x10,7 cm

Mys3ej npumemene ymetHoct, beorpaj, nus. 6p. 21805
Jlerar Jesnene Jopanosuh

Untitled

Belgrade, 1929

Gelatin silver print

15.7x10.7 cm

Museum of Applied Art, Belgrade, inv. no. 21805
Legacy of Jelena Jovanovi¢

39. bes nasusa

Beorpag, 1929.

Cpedpo kenarnHcka ororpaduja

14,5 X9 cm

Mys3ej npumemene ymetHoctn, beorpaj, nus. 6p. 21787
Jlerar Jenene Jopanosuh

Untitled

Belgrade, 1929

Gelatin silver print

14.5x 9 cm

Museum of Applied Art, Belgrade, inv. no. 21787
Legacy of Jelena Jovanovi¢

40. Bes nasusa

Beorpag, 1930.

Cpebpo skenatuncka dpororpaduja

15,7 x 11 cm

Mys3ej npumemene ymetrnoctn, beorpaj, nus. 6p. 21783
Jlerar Jesnene Jopanosuh

Untitled

Belgrade, 1930

Gelatin silver print

15.7x 11 cm

Museum of Applied Art, Belgrade, inv. no. 21783
Legacy of Jelena Jovanovi¢

41. Bes nasusa

Beorpay, 1929.

Cpeopo skesaruncka dororpaduja

14x72cm

Mys3ej npumemene ymernoctu, beorpaj, nus. 6p. 21790
Jlerar Jesnene Jopanosuh

Untitled

Belgrade, 1929

Gelatin silver print

14x 72 cm

Museum of Applied Art, Belgrade, inv. no. 21790
Legacy of Jelena Jovanovi¢
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42. 3aauinu wpecer; odmane

Beorpay, 1930.

Pym, HeraTus

14,7x 9,7 cm

Mys3ej npumemene ymernoctu, beorpaj, nns. 6p. 15978
[Toxon Huxone Byua

The Golden Section of Deception

Belgrade, 1930

Film, negative

14.7x9.7 cm

Museum of Applied Art, Belgrade, inv. no. 15978
Bequeathed by Nikola Vuco

43. 3agparcano derciuiso HagemeapHocu

Beorpaj, 1929.

Cpe6po skeratuncka dpororpaduja

14595 cm

Mysej npumemene ymernoctu, beorpaj, nns. 6p. 20212
Jlerar Jenene JoBanosuh

The Arrested Flight of Surreality

Belgrade, 1929

Gelatin silver print

14.5x9.5 cm

Museum of Applied Art, Belgrade, inv. no. 20212
Legacy of Jelena Jovanovi¢
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44. Mu wemamo xoia ga yoehyjemo

Beorpay, 1930.

Duiim, HEraTuB

14,7x 9,7 cm

Mys3ej npumemene ymernoctu, beorpaj, nus. 6p. 15970
[Toxnon Huxomne Byua

We Need Not Convince Anyone

Belgrade, 1930

Film, negative

14.7x9.7 cm

Museum of Applied Art, Belgrade, inv. no. 15970
Bequeathed by Nikola Vuco
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45. 3ug armocmuuusma

Ilapus, 1929.

duim, HeraTus

14,7 x 9,7 cm

Mys3ej npumersene ymeTHocTs, beorpaj, uus. op. 15971
IToxmon Hukose Byua

The Wall of Agnosticism

Paris, 1929

Film, negative

14.7x9.7 cm

Museum of Applied Art, Belgrade, inv. no. 15971
Bequeathed by Nikola Vuco

46. Bes nasusa

[Tapus (?), 1929.

Cpeopo skemaruncka dororpaduja

14,6 X 9,7 cm

Mys3ej npumersene ymetHoctn, beorpaj, nus. 6p. 21788
Jlerar Jenene Jopanosnh

Untitled

Paris (?), 1929

Gelatin silver print

14.6x9.7cm

Museum of Applied Art, Belgrade, inv. no. 21788
Legacy of Jelena Jovanovi¢

m <
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47. Bes nasusa (Jeawa Bywo)

Beorpaj, 1929.

Puim, Heratns

14,7x 9,7 cm

Mysej npumemene ymernoctu, beorpaj, nus. 6p. 15962
IToxnon Hukose Byua

Untitled (Jelka Vuco)

Belgrade, 1929

Film, negative

14.7x9.7 cm

Museum of Applied Art, Belgrade, inv. no. 15962
Bequeathed by Nikola Vuco

48. Bes nasusa

Beorpay, 1929.

duiM, Herarus

14,7 x 9,7 cm

Mysej npumemene ymernoctu, beorpaj, uus. 6p. 15959
[Toxnon Hukomne Byua

Untitled

Belgrade, 1929

Film, negative

14,7x 9,7 cm

Museum of Applied Art, Belgrade, inv. no. 15959
Bequeathed by Nikola Vuco

13 :



49. Bes nasusa (Jeara Bywo) 50. Bes nasusa (Jeara Bywo)

Beorpaj, 1929-30. Beorpaj, 1929-30.

Punv, HeraTus duv, HeraTus

14,7x 9,7 cm 14,7 x 9,7 cm

Mysej npumemene ymernocry, beorpaj, nus. 6p. 15958 Mys3ej npumemene ymersnoctu, beorpaj, nus. 6p. 15952
IToxmon Hukose Byua [Toxnon Hukone Byua

Untitled (Jelka Vuco) Untitled (Jelka Vuco)

Belgrade, 1929/30 Belgrade, 1929/30

Film, negative Film, negative

14.7x 9.7 cm 14.7x 9.7 cm

Museum of Applied Art, Belgrade, inv. no. 15958 Museum of Applied Art, Belgrade, inv. no. 15952
Bequeathed by Nikola Vuco Bequeathed by Nikola Vuco
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51. Bes nasusa (Jeara Bywo)

Beorpaj, 1929.

Cpeopo skesaruncka dororpaduja

15x10,5 cm

Mysej npumemsene ymernoctu, beorpaj, uus. 6p. 21809
Jlerar Jenene Jopanosih

Untitled (Jelka Vuco)

Belgrade, 1929

Gelatin silver print

15x10.5 cm

Museum of Applied Art, Belgrade, inv. no. 21809
Legacy of Jelena Jovanovi¢

52. bes nasusa (Jeaxa Byuo)

Beorpay, 1930.

Cpebpo skenatuncka dpororpaduja

15,8 x 10,7 cm

Mys3ej npumemene ymerrnoctu, beorpaj, nus. 6p. 21806
Jlerar Jesnene Jopanosuh

Untitled (Jelka Vuco)

Belgrade, 1930

Gelatin silver print

15.8 x10.7 cm

Museum of Applied Art, Belgrade, inv. no. 21806
Legacy of Jelena Jovanovi¢

53. Bes nasusa

Beorpaj, 1929.

Cpedpo skesatuHcka dororpaduja

14,4 x 10 cm

Mys3ej npumemene ymernoctu, beorpaj, nns. 6p. 21795
Jlerar Jesnene Jopanosuh

Untitled

Belgrade, 1929

Gelatin silver print

14,4 x 10 cm

Museum of Applied Art, Belgrade, inv. no. 21795
Legacy of Jelena Jovanovi¢

17 :
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54. bes nasusa (/lyaa Byyo)

Beorpay, 1930.

Cpeopo skesaruncka dororpaduja

15,7 x 11,1 cm

My3ej npumersene ymetHoctu, beorpaj, nus. 6p. 21791
Jlerar Jesiene Jopanosuh

Untitled (Lula Vuco)

Belgrade, 1930

Gelatin silver print

15.7x11.1 cm

Museum of Applied Art, Belgrade, inv. no. 21791
Legacy of Jelena Jovanovi¢

55. Bes nasusa (Mapwo Puctiuuh)

Beorpay, 1930.

Cpedpo skesatuncka dororpaduja

15,1 x 11 cm

My3ej npumemene ymetHocT, beorpaj, nus. 6p. 21799
Jlerar Jesnene Jopanosuh

Untitled (Marko Ristic)

Belgrade, 1930

Gelatin silver print

15.1x 11 cm

Museum of Applied Art, Belgrade, inv. no. 21799
Legacy of Jelena Jovanovi¢

56. Bes nasusa (Ayuwonopuipe)

Beorpan, 1930.

Cpeopo skesatuicka dororpaduja

15,9 x 11 cm

Mys3ej npumemene ymernocti, beorpaf, nus. 6p. 21801
Jlerar Jesnene Jopanosuh

Untitled (Self-portrait)

Belgrade, 1930

Gelatin silver print

15.9 x 11 cm

Museum of Applied Art, Belgrade, inv. no. 21801
Legacy of Jelena Jovanovi¢

57. Be3 nasusa (Ayuwonopuipei)

Beorpag, 1929.

Cpedpo sxesaruncka dortorpaduja

15,9 x 11 cm

Mysej npumemene ymernoctn, beorpas, nas. 6p. 21800
Jlerar Jesnene Jopanosuh

Untitled (Self-portrait)

Belgrade, 1929

Gelatin silver print

15.9 x 11 cm

Museum of Applied Art, Belgrade, inv. no. 21800
Legacy of Jelena Jovanovi¢ 19 :
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58. bes nasusa (Aymonopuipent)

Beorpay, 1930.

dwm, HeraTus

7Xx45cm

Mysej npumemsene ymernocru, beorpaj, nus. 6p. 15981
IToxmon Hukome Byua

Untitled (Self-portrait)

Belgrade, 1930

Film, negative

7Xx4.5cm

Museum of Applied Art, Belgrade, inv. no. 15981
Bequeathed by Nikola Vuco

59. Illesa Puctuuh, Mapwo Pucwiuh u./Iyra Bywo
Beorpay, 1927.

Dy, HeraTus

7Xx4,5cm

Mys3ej npumemene ymetrnoctu, beorpaj, nus. 6p. 15982
[Toknon Huxose Byua

Seva Ristié, Marko Risti¢ and Lula Vico
Belgrade, 1927

Film, negative

7X 4.5 cm

Museum of Applied Art, Belgrade, inv. no. 15982
Bequeathed by Nikola Vuco
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CTEBAH XWBALUHOBUT - BAHE 5OP / STEVAN ZIVADINOVIC - VANE BOR

60. Mapxo Puciuuh

Bpmwauka Bama, 1926-28.

Cpebpo xeratnncka dororpaduja

5,7x82cm

Mys3ej npumemene ymernoctu, beorpaj, nus. 6p. 20203
Jlerar Jenene Josanosuh

Marko Risti¢

Vrnjacka Banja, 1926/1928

Gelatin silver print, 5.7 x 8.2 cm

Museum of Applied Art, Belgrade, inv. no. 20203
Legacy of Jelena Jovanovi¢

61. Mapwo Puctiuh u Illesa (iKusagunosuh) Puctauh
Bpmauka Bama, 1926.

Cpeopo skenaruncka dororpaduja, 9 x 14 cm

Mys3ej npumemsene ymertnoctu, beorpaj, nus. 6p. 20207
Jlerar Jesnene Josanosuh

Marko Risti¢ and Seva (Zivadinovié) Ristié
Vrnjacka Banja, 1926

Gelatin silver print, 9 x 14 cm

Museum of Applied Art, Belgrade, inv. no. 20207
Legacy of Jelena Jovanovi¢

62. Illesa (Kusagunosuh) Pucuiuh

Bpmauka Bama, 1926.

Cpeopo skemaruncka dororpaduja, 14 x 9 cm

Mys3ej npumemene ymernoctu, beorpajy, nus. 6p. 20214
Jlerar Jesene Jopanosih

Seva (Zivadinovié) Ristié

Vrnjacka Banja, 1926

Gelatin silver print, 14 x 9 cm

Museum of Applied Art, Belgrade, inv. no. 20214
Legacy of Jelena Jovanovi¢

63. Illesa (AKusagunosuh) Puciiuh

Bpmauka Bama, 1926.

Cpeopo skesaruncka dororpaduja, 14 x 9 cm

Mys3ej npumemene ymernoctu, beorpaj, nus. 6p. 21771
Jlerar Jesnene Jopanosuh

Seva (Zivadinovié) Ristié

Vrnjacka Banja, 1926

Gelatin silver print, 14 x 9 cm

Museum of Applied Art, Belgrade, inv. no. 21771
Legacy of Jelena Jovanovic
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64. Cayeuwx-sur-mer

1928.

Cpeopo skemaruncka dhororpaduja
6,1x 8,6 cm

Mys3ej caBpemene yMeTHOCTH,
Beorpay, nus. 6p. M 98

Jlerar Bana Kusagunosnha Bopa

Cayeux-sur-mer

1928

Gelatin silver print

6.1x 8.6 cm

Museum of Contemporary Art,
Belgrade, inv. no. M 98

Legacy of Vane Zivadinovié Bor

65. Dunes maritimes

1928.

Cpeopo skesaruncka dororpaduja
6 x 8,5 cm

Mys3ej caBpemene yMeTHOCTH,
Beorpay, nns. 6p. M 99

Jlerar Bana Kusajunosnha Bopa

Dunes maritimes

1928

Gelatin silver print

6x 8.5 cm

Museum of Contemporary Art,
Belgrade, inv. no. M 99

Legacy of Vane Zivadinovié Bor
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66. I'pod.we

Ilasrar, 1931.

Cpe6po sxenatuncka dpororpaduja

9x6,5cm

Mys3ej caBpemene ymerHoctd, beorpas, uus. 6p. M 105
Jlerar Bana yKusagunosnha bopa

Cemetery [

Cavtat, 1931

Gelatin silver print

9x6.5cm

Museum of Contemporary Art, Belgrade, inv. no. M 105
Legacy of Vane Zivadinovi¢ Bor

e,

67. I'podwe 11

[lasrar, 1931.

Cpeopo skesatuncka dororpaduja

9Xx6,5cm

Myz3ej caBpemene ymernoctu, beorpaj, nus. 6p. M 106
Jlerar Bana /Kusagunosnha Bopa

Cemetery 11

Cavtat, 1931

Gelatin silver print

9x6.5 cm

Museum of Contemporary Art, Belgrade, inv. no. M 106
Legacy of Vane Zivadinovi¢ Bor

68. I'pod.we 111

Cen Tpore, 1931.

Cpeopo skesaruncka dororpaduja

5,7x 8 cm

Mysej caBpemene ymernoctu, beorpay, nus. 6p. M 107
Jlerar Bana FKusajunosuha Bopa

Cemetery 111

Saint-Tropez, 1931

Gelatin silver print

5.7x8 cm

Museum of Contemporary Art, Belgrade, inv. no. M 107
Legacy of Vane Zivadinovié Bor
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69. Saint Tropez (Cen Tpoue)

Cen Tpore, 1932.

Cpeopo skenarnncka (ororpaduja

8,2x5,7cm

Mys3ej caBpemene ymernoctu, beorpaj, nus. o6p. M 204
IToxnon Jenene Jopanosuh

Saint-Tropez

Saint-Tropez, 1932

Gelatin silver print

8.2 X 5.7 cm

Museum of Contemporary Art, Belgrade, inv. no. M 204
Gift of Jelena Jovanovi¢

70. Saint Tropez (Cen Tpoue)

Cen Tpore, 1932.

Cpeopo skenarnncka (ororpaduja

8,2 x5,9 cm

Mys3ej caBpemene ymernoctu, beorpaj, nus. o6p. M 205
IToxnon Jenene Jopanosuh

Saint-Tropez

Saint-Tropez, 1932

Gelatin silver print

8.2x5.9 cm

Museum of Contemporary Art, Belgrade, inv. no. M 205
Gift of Jelena Jovanovic¢

71. Saint Tropez (Cen Tpoue)

Cen Tpore, 1932.

Cpeopo skenaruncka (ororpaduja

5,9x 8,2 cm

Mys3ej caBpemene ymernoctu, beorpaj, nuus. 6p. M 206
[Toxnon Jerene Jopanouh

Saint-Tropez

Saint-Tropez, 1932

Gelatin silver print

59x 8.2 cm

Museum of Contemporary Art, Belgrade, inv. no. M 206
Gift of Jelena Jovanovi¢
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72. Jegan munyu wpe youcuica

Beorpag, 1935.

Cpeopo skematnHcka dororpaduja

8,7x6,2 cm

Mys3ej caBpemene ymernoctu, beorpaj, uus. 6p. M 111
Jlerar Bana yKusagunosnha Bopa

One Minute Before the Murder

Belgrade, 1935

Gelatin silver print

8.7x6.2 cm

Museum of Contemporary Art, Belgrade, inv. no. M 111
Legacy of Vane Zivadinovié Bor

73. Jlsa munyiia wpe saowuna (Muauya C.Jlazosuh kao cenka)
Beorpag, 1935.

Cpetpo skeratnicka dpororpaduja

9x6cm

Mys3ej caBpemene ymernoctu, beorpaj, uus. 6p. M 112

Jlerar Bana yKusagunosnha Bopa

Two Minutes Before the Crime (Milica S. Lazovié as a shadow)
Belgrade, 1935.

Gelatin silver print

9x6cm

Museum of Contemporary Art, Belgrade, inv. no. M 112
Legacy of Vane Zivadinovi¢ Bor

74. Bjepa Baxowuh 11owosuh

1931.

Cpeopo skenaruncka dororpaduja

8,5x 6,1 cm

Mysej caspemene ymernocru, beorpaj, nus. 6p. M 108
Jlerar Bana FKusamunosuha Bopa

Vjera Bakoti¢ Popovi¢

1931

Gelatin silver print

8.5x6.1cm

Museum of Contemporary Art, Belgrade, inv. no. M 108
Legacy of Vane Zivadinovi¢ Bor
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75. Bjepa Baxouiuh Iowosuh

1932-33.

Cpe6po skeratumcka dpororpaduja

8,6 x6,1 cm

Myasej caBpemene ymernoctu, beorpaj, uns. 6p. M 109
Jlerar Bana yKusagunosnha Bopa

Vjera Bakotié¢ Popovié

1932/33

Gelatin silver print

8.6x6.1cm

Museum of Contemporary Art, Belgrade, inv. no. M 109
Legacy of Vane Zivadinovi¢ Bor
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76. Kowa owosuh

1933.

Cpetpo skesmatuncka dororpaduja

8,8x6,2 cm

Mysej caBpemene ymernoctu, beorpaj, uus. 6p. M 110
Jlerar Bana Kusagunosnha Bopa

Koca Popovié

1933

Gelatin silver print

8.8x6.2 cm

Museum of Contemporary Art, Belgrade, inv. no. M 110
Legacy of Vane Zivadinovi¢ Bor

77. Musvwe (Muauna) Jocumosuh

1936.

Cpetpo skematnacka dororpaduja

8,8 X6 cm

Myz3ej caBpemene ymernoctu, beorpaj, uns. 6p. M 113
Jlerar Bana yKuBagunosnha Bopa

Milce (Milica) Josimovié

1936

Gelatin silver print

8.8 X6 cm

Museum of Contemporary Art, Belgrade, inv. no. M 113
Legacy of Vane Zivadinovi¢ Bor

78. Mune (Muauwa) Jocumosuh

Bpmwauka Bama, 1936.

Cpebpo sxeratutcka dororpaduja

9x6cm

Mys3ej caBpemene ymernocru, beorpaj, uus. 6p. M 114
Jlerar Bana sKusagunosiha bopa

Milce (Milica) Josimovié

Vrnjacka Banja, 1936

Gelatin silver print

9x6cm

Museum of Contemporary Art, Belgrade, inv. no. M 114
Legacy of Vane Zivadinovié Bor 133
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79. Powmioipam (1)

Bpmwauka Bama, 1928. (19267?)

dororpam

24 x 17,7 cm

Mysej npumemene ymernocru, beorpaj, nus. 6p. 20197
Jlerar Jenene Jopanosih

Photogram (1)

Vrnjacka Banja, 1928 (1926?)

Photogram

24 x17.7 cm

Museum of Applied Art, Belgrade, inv. no. 20197
Legacy of Jelena Jovanovi¢

80. Powmopam (2)

Bpmauka bama, 1928. (19267?)

Pororpam, 18 x 24 cm

Mys3ej caBpemene ymernoctu, beorpaj, uus. op. M 116

Jlerar Mapka Puctuha - IToxnon Mapka, I1lese u Mape Puctuh

Photogram (2)

Vrnjacka Banja, 1928 (1926?)

Photogram, 18 x 24 cm

Museum of Contemporary Art, Belgrade, inv. no. M 116
Legacy of Marko Risti¢ - Gift of Marko, Seva and Mara Risti¢

81. Pouiotpam (3)

Bpmwauka Bama, 1928. (1926?)

Kommja opurunasa, 18 x 24 cm

Mysej caBpemene ymernocru, beorpaj, nus. 6p. M 117

Jlerar Mapka Pucritha - [Toxnon Mapxka, 11lese u Mape Puctuh

Photogram (3)

Vrnjacka Banja, 1928 (19267)

A copy of the original.18 x 24 cm

Museum of Contemporary Art, Belgrade, inv. no. M 117
Legacy of Marko Risti¢ - Gift of Marko, Seva and Mara Risti¢
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82. Powmorpam (4)

Bpmwaura Bama, 1928. (1926?)

Pororpam, 18 x 24 cm

Mysej caBpemene ymernoctu, beorpaj, uns. 6p. M 118

Jlerar Maprka Pucruha - Iloknon Mapka, [1lese u Mape Pucruh

Photogram (4)

Vrnjacka Banja, 1928 (19267?)

Photogram, 18 x 24 cm

Museum of Contemporary Art, Belgrade, inv. no. M 118
Legacy of Marko Risti¢ - Gift of Marko, Seva and Mara Ristié

83. Domorpam (5)

Bpmwauka Bama, 1928. (1926?)

Pororpam, 17,8 x 24 cm

Mysej caBpemene ymernoctu, beorpaj, nns. 6p. M 119

Jlerar Mapka Pucruha - IToxkion Mapka, [Ilese u Mape Pucruh

Photogram (5)

Vrnjacka Banja, 1928 (1926?)

Photogram , 17.8 x 24 cm

Museum of Contemporary Art, Belgrade, inv. no. M 119
Legacy of Marko Risti¢ - Gift of Marko, Seva and Mara Risti¢

84. Powmoipam (6)

Bpmwauka Bama, 1928. (1926?)

Kommja opurunasa, 18 x 24 cm

Mysej caBpemene ymernoctu, beorpas, nns. 6p. M 120

Jlerar Mapka Pucruha - Tlokion Mapxa, [1lese u Mape Pucruh

Photogram (6)

Vrnjacka Banja, 1928 (19267)

A copy of the original, 18 x 24 cm

Museum of Contemporary Art, Belgrade, inv. no. M 120
Legacy of Marko Risti¢ - Gift of Marko, Seva and Mara Risti¢
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85. Douiorpam (7)

Bpmauka bama, 1928. (1926?)

Pororpam, 17,7 x 24 cm

Mysej npumemene ymernoct, beorpaj, nns. 6p. 20198
Jlerar Jenene Jopanosih

Photogram (7)

Vrnjacka Banja, 1928 (19267?)

Photogram, 17.7 x 24 cm

Museum of Applied Art, Belgrade, inv. no. 20198
Legacy of Jelena Jovanovié¢

86. Dowmoipam (8)

Bpmauka Bama, 1928. (1926?)

Pororpam, 18 x 24 cm

Mys3ej caBpemene ymernoctu, beorpaj, nus. 6p. M 122

Jlerar Mapka Pucruha - IToxnon Mapxa, Illese u Mape Pucruh

Photogram (8)

Vrnjacka Banja, 1928 (19267)

Photogram, 18 x 24 cm

Museum of Contemporary Art, Belgrade, inv. no. M 122

Legacy of Marko Risti¢ - Gift of Marko, Seva and Mara Risti¢

87. Powmorpam (9)

Bpmauka bama, 1928. (1926?)

dororpam, 18 x 23,8 cm

Mysej caBpemene ymernocry, beorpaj, nus. 6p. M 123

Jlerar Mapka Pucritha - [loxmon Mapxka, 11lese n Mape Puctuh

Photogram (9)

Vrnjacka Banja, 1928 (19267)

Photogram, 18 x 23.8 cm

Museum of Contemporary Art, Belgrade, inv. no. M 123
Legacy of Marko Risti¢ - Gift of Marko, Seva and Mara Risti¢

88. Dowopam (10)

Bpmauka bama, 1928. (1926?)

dororpam, 18 x 21,3 cm

Mysej caspemene ymernocru, beorpay, nus. 6p. M 124
Jlerar Mapxa Pucritha

- loxnon Mapka, I1lese n Mape Pucruh

Photogram (10)

Vrnjacka Banja, 1928 (1926?)

Photogram, 18 x 21.3 cm

Museum of Contemporary Art, Belgrade, inv. no. M 124
Legacy of Marko Risti¢

- Gift of Marko, Seva and Mara Risti¢
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89. Jlymka banan MBanosith

Bawe Fop xao gue.su woser

1930.

Cpeopo skemaruncka ¢ororpaduja, 9 x 6,5 cm

Mys3ej caBpemene ymernoctu, beorpaj, nus. 6p. M 101
Jlerar Bana Kusajiunosuha Bopa

Duska Banac-Ivanovi¢

Vane Bor as a Wild Man

1930

Gelatin silver print, 9 x 6.5 cm

Museum of Contemporary Art, Belgrade, inv. no. M 101
Legacy of Vane Zivadinovié Bor

90. AHoHIM

Bane Fop xao acuiponom

1932.

Cpetpo skerarurcka ¢pororpaduja, 8,7 X 6 cm

Mys3ej caBpemene ymernoctu, beorpaj, nuus. 6p. M 103
Jlerar Bana "Kusajunosuha bopa

Anonymous

Vane Bor as an Astronomer

1932

Gelatin silver print, 8.7 x 6 cm

Museum of Contemporary Art, Belgrade, inv. no. M 103
Legacy of Vane Zivadinovié Bor

91. AHOHUM

Maprxo Pucuuh w Bane bop

Bpmwauka Bama, 1926.

Cpebpo sxenatnHcka gororpaduja, 9 x 14 cm

Mys3ej npumersene ymernoctu, beorpaj, nus. 6p. 20204
Jlerar Jenene Josanosuh

Anonymous

Marko Risti¢ and Vane Bor

Vrnjacka Banja, 1926

Gelatin silver print, 9 x 14 cm

Museum of Applied Art, Belgrade, inv. no. 20204
Legacy of Jelena Jovanovié
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92. Powmoipam (1)

Bpmwauka Bama, 1928. (1926?)
Pororpam, 9 x 14 cm

Mys3ej npumersene ymernocru, beorpag,
uHB. 6p. 21756, Jlerar Jenene Josanosuh

Photogram (1)

Vrnjacka Banja, 1928 (1926?)

Photogram, 9 x 14 cm

Museum of Applied Art, Belgrade,

inv. no. 21756, Legacy of Jelena Jovanovi¢

93. Powwoipam (2)

Bpmwauka Bama, 1928. (1926?)
Pororpam, 9 x 14 cm

Mysej npumenene ymernoctn, beorpaj,
uHB. 6p. 21757, Jlerar Jenene Jopanosih

Photogram (2)

Vrnjacka Banja, 1928 (1926?)

Photogram, 9 x 14 cm

Museum of Applied Art, Belgrade,

inv. no. 21757, Legacy of Jelena Jovanovié¢

94. Pomorpam (3)

Bpmauka bama, 1928. (1926?)
Pororpam, 9 x 14 cm

My3ej npumemene ymetnoctu, beorpas,
uHB. 0p. 21758, Jlerar Jesene Joanosuh

Photogram (3)

Vrnjacka Banja, 1928 (1926?)

Photogram, 9 x 14 cm

Museum of Applied Art, Belgrade,

inv. no. 21758, Legacy of Jelena Jovanovié

95. Pomorpam (4)

Bpmauka Bama, 1928. (1926?)
Pororpam, 9 x 14 cm

Mysej npumemnene ymernoctu, beorpaj,
uHB. 0p. 21759, Jlerar Jeaene Joanosuh

Photogram (4)
Vrnjacka Banja, 1928 (1926?)
Photogram, 9 x 14 cm

Museum of Applied Art, Belgrade, inv. no. 21759

Legacy of Jelena Jovanovi¢

96. Dowopam (5)

Bpmauka Bama, 1928. (1926?)
Pororpam, 9 x 14 cm

Mysej npumenene ymernoctn, beorpaj,
uHB. 6p. 21760, Jlerar Jenene Jopanosith

Photogram (5)

Vrnjacka Banja, 1928 (1926?)

Photogram, 9 x 14 cm

Museum of Applied Art, Belgrade,

inv. no. 21760, Legacy of Jelena Jovanovi¢
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97. Pouioipam (6)

Bpmauka bama, 1928. (19267)
Pororpam, 9 x 14 cm

Mys3ej npumemnene ymernoctu, beorpaj,
uHB. 0p. 21761

Jlerar Jenene Jopanosuh

Photogram (6)

Vrnjacka Banja, 1928 (1926?)
Photogram, 9 x 14 cm

Museum of Applied Art, Belgrade,
inv. no. 21761

Legacy of Jelena Jovanovi¢

98. Domorpam (7)

Bpmauka bama, 1928. (19267)
dororpam, 9 x 14 cm

Mysej npuMemeHe yMeTHOCTH,
Beorpay, nus. 6p. 21762
Jlerar Jenene Josanosuh

Photogram (7)

Vrnjacka Banja, 1928 (1926?)

Photogram, 9 x 14 cm

Museum of Applied Art, Belgrade, inv. no. 21762
Legacy of Jelena Jovanovié

99. Pomwopam (8)

Bpmauka bama, 1928. (1926?)
Pororpam, 14 x 9 cm

Mys3ej npuMermene yMeTHOCTH,
Beorpay, uns. 6p. 21763
Jlerar Jesiene Jopanosuh

Photogram (8)

Vrnjacka Banja, 1928 (1926?)
Photogram, 14 x 9 cm
Museum of Applied Art,
Belgrade, inv. no. 21763
Legacy of Jelena Jovanovi¢

100. Powmoipam (9)

Bpmauka bama, 1928. (1926?)
Pororpam, 14 x 9 cm

Mysej npumemeHe yMeTHOCTH,
Beorpay, nns. 6p. 21764
Jlerar Jenene Jopanosih

Photogram (9)

Vrnjacka Banja, 1928 (1926?)
Photogram, 14 x 9 cm
Museum of Applied Art,
Belgrade, inv. no. 21764
Legacy of Jelena Jovanovi¢
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101. Poworpam (10)

Bpmauka bama, 1928. (19267)
Pororpam, 9 x 14 cm

Mysej npumerseHe yMeTHOCTH,
Beorpag, uns. 6p. 21765
Jlerar Jenene Jopanosuh

Photogram (10)

Vrnjacka Banja, 1928 (1926?)
Photogram, 9 x 14 cm
Museum of Applied Art,
Belgrade, inv. no. 21765
Legacy of Jelena Jovanovi¢

102. Dowmorpam (11)

Bpmauka Bama, 1928. (19267)
dororpam, 9 x 14 cm

Mys3ej npuMerene yMeTHOCTH,
Beorpay, uns. op. 21766
Jlerar Jenene Jopanosuh

Photogram (11)

Vrnjacka Banja, 1928 (1926?)
Photogram, 9 x 14 cm
Museum of Applied Art,
Belgrade, inv. no. 21766

103. Powmoipam (12)
Legacy of Jelena Jovanovi¢

Bpmauka Bama, 1928. (1926?)
Pororpam, 9 x 14 cm

Mysej npumemnsene ymernocri, beorpaj,
uHB. 0p. 21767, Jlerat Jexene Joanosuh

Photogram (12)
Vrnjacka Banja, 1928 (1926?)
Photogram, 9 x 14 cm
Museum of Applied Art, Belgrade,
: 146 inv. no. 21767, Legacy of Jelena Jovanovi¢ 147
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104. Powopam (13)

Bpmauka bama, 1928. (19267)
dotorpam, 9 x 14 cm

Mys3ej npumersene ymerHocTu, beorpa,
uHB. 0p. 21768, Jlerar Jenene Jopanosih

Photogram (13)

Vrnjacka Banja, 1928 (1926?)

Photogram, 9 x 14 cm

Museum of Applied Art, Belgrade,

inv. no. 21768, Legacy of Jelena Jovanovi¢

105. domorpam (14)

Bpmwauka Bama, 1928. (19267?)
Pororpam, 9 x 14 cm

Mys3ej npumersene ymernoctu, beorpas,
uHB. 6p. 23106

Jlerar Jenene Jopanouh

Photogram (14)

Vrnjacka Banja, 1928 (19267?)

Photogram, 9 x 14 cm

Museum of Applied Art, Belgrade,

inv. no. 23106, Legacy of Jelena Jovanovi¢
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BILJANA JOTIC

A WORD FROM THE DIRECTOR:
SURREALISM IN THE WORLD OF “ISMS”

We live in a time exemplified by the loss of clear boundaries of
artistic expressions that are theoretically and conceptually shaped by
the theory of art. One of them is the term “direction” or “movement.”
However, the history of art studies more avant-garde movements,
that is, activisms that direct the collective creative consciousness
that had occurred a century earlier. Among the numerous “isms” is
Surrealism, a movement whose beginnings are linked to the name of
André Breton, an artist who had integrated his drive for activism with
the published Surrealist Manifesto.

Nurturing a relationship with collective consciousness and
cooperation, the Museum of Applied Art is celebrating this centenary
or 100" anniversary together with the Museum of Contemporary Art
and the Institute for Literature and Art from Belgrade. Emphasizing
the historical importance of the union, these three institutions,
each in its own domain, point to the specifics of the principles of the
Belgrade Surrealist group, which was closely related to the French
movement, from whence the idea originated.

Belgrade surrealism cannot be observed without reference
to the signatories of the manifesto: Aleksandar Vuco, Oskar Davico,
Milan Dedinac, Mladen Dimitrijevi¢, Stevan Zivadinovi¢ - Vane Bor,
Radojica Zivanovi¢ Noe, Dorde Jovanovié¢, Dorde Kosti¢, Dugan Mati¢,
Branko Milovanovi¢, Koca Popovi¢, Petar Popovi¢ and Marko Ristic,
published in the Nemoguce - L'impossible almanac. Moreover, while
words were the starting point from which this movement arose, the
artwork kept pace in the visual sense.

The exhibition The Arrested Flight of Surreality: Photography
in Belgrade Surrealism brings together the opus of photographs
by Nikola Vuco, Stevan Zivadinovi¢ - Vane Bor and Marko Risti¢
from the museum’s collections, emphasizing the importance of
this heritage. With a desire for a more comprehensive atmosphere
and a more enhanced experience, the exhibition, in addition to the
museum pieces, also presents two albums by Nikola Vuco, owned
by his daughter, Beka Vuco, and the first edition of the book Nadja by
André Breton, which is kept in the Marko Risti¢ Legacy from the SASA
Library collection.

With gratitude to the surrealist heritage of Belgrade,

Biljana Jotié
MA, History of Art, Curator, MAA Director
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INTRODUCTION

The exhibition The Arrested Flight of Surreality: Photography
in Belgrade Surrealism has been realized as part of the event Activity:
One Hundred Years of Surrealism, with which the Museum of Applied
Art, together with the Museum of Contemporary Art in Belgrade and
the Institute for Literature and Art from Belgrade, participates in the
celebration of the 100" anniversary from the publication of André
Breton’s Surrealist Manifesto, marking the beginning of the movement.
Shortly after its formation in France, the ideas of surrealism spread
throughout Europe, and one of the first surrealist movements was
organized in Belgrade, the capital of the then Kingdom of Yugoslavia.
Although the organized activity of the Belgrade Group is related to the
period from 1929 to 1932, it has existed, in individual and collective
form, before and after that period. From the very beginning, the group
members followed the ideas and activity of the French surrealists, and
soon a lively communication began to take place between them through
the exchange of publications, correspondence and cooperation. The
pinnacle of the collective activity of the Belgrade surrealist group was
the publication of the almanac Nemoguce - Limpossible in May 1930,
in which a manifesto was published and signed by thirteen members
of the group - Aleksandar Vuco, Oskar Davico, Milan Dedinac, Mladen
Dimitrijevi¢, Stevan Zivadinovi¢ - Vane Bor, Radojica Zivanovié - Noe,
Dorde Jovanovi¢, Dorde Kosti¢, Dusan Mati¢, Branko Milovanovi¢, Koca
Popovi¢, Petar Popovi¢ and Marko Ristic.
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Although it was created primarily as a literary movement,
Surrealism soon spread into the realm of the visual. As in other avant-
garde movements, photography held a special place among the visual
media, in which the Surrealists recognized an area for numerous
possibilities of experimentation and research. Among the first visual
works of Belgrade Surrealism were the photographs of Nikola Vuco, an
author who was not formally a member of the group, but worked within
it. His oeuvre, as well as the oeuvres of Stevan Zivadinovié - Vane Bor and
Marko Risti¢, the authors with the most significant photographic legacy
within the Belgrade Surrealist group, are presented at the exhibition and
in the accompanying catalogue.

The three texts in the catalogue are focused on the interpretation
of different aspects of the photography of Belgrade Surrealism and on its
perception in different contexts. Lovorka Magas Bilandzi¢ examines it in
the broader context of Yugoslav photography of the same period, with a
focus on its place and significance within other avant-garde tendencies;
Dijana Metli¢’s text on the photograms of Marko Risti¢ and Vane Bor is
aimed primarily at examining the application of automatism, one of the
key surrealist principles, in their conception; and, Jelena Perac’s text
deals with the relationship between the psychoanalytical concept of Das
Unheimliche and surrealist photography, pointing to the occurrence of
that idea and experience in the photographs by Nikola Vuco and Vane
Bor.

The exhibition presents the photographs of three authors
from two museum institutions, the Museum of Applied Art and the
Museum of Contemporary Art in Belgrade, where the largest part of
their legacy has been preserved. Credit for the institutionalization
and musealization of the surrealist photographic heritage belongs
primarily to the former curators of the two Museums - Milanka Todi¢
(MAA) and Jasna Tijardovi¢-Popovi¢ (MoCAB). Due to their personal
contacts with the authors, Nikola Vuc¢o (M. Todi¢) and Vane Bor (J.
Tijardovi¢-Popovi¢) at the end of the eighties of the 20th century, as
well as with the successor of Marko Risti¢, Jelena Jovanovi¢ (M. Todic)
at the beginning of the 2000s, the photographic legacies of these
authors were donated to the two institutions, acquiring the status of
cultural assets and becoming available to the general public.

Two photography albums of Nikola Vuco, which are owned by
his daughter Beka Vuco, are part of the exhibition, to which we thank
for the kind donating of the items. We also express our gratitude
to the SASA Library, from whose fund the first edition of the book
Nadja by André Breton, which is kept in the Marko Risti¢ Legacy, was
borrowed.
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LOVORKA MAGAS BILANDZIC*

FROM THE (SUR)REAL TO
SURREALIST PHOTOGRAPHY
— BELGRADE SURREALISM
AND PHOTOGRAPHY IN

THE KINGDOM OF SCS/
YUGOSLAVIA IN THE 19205
AND THE 1930°

* Assoc. Prof. Lovorka Magas BilandZi¢, PhD,
University of Zagreb, Faculty of Humanities and
Social Sciences, Department of Art History

The turbulent period between the two world wars in the Kingdom
of the Serbs, Croats and Slovenes/Yugoslavia was marked by
numerous contradictions visible in various aspects of political,
social and cultural life: political instability and nationalist
tensions, the abolition of parliamentarism and the announcement
of a dictatorship (1929], the gradual impact of the repercussions
of the global economic crisis, as well as the introduction of foreign
trends and the intense artistic life of the main centres of the
country, Zagreb and Belgrade. During the interwar years, strong
connections with international artistic circles were established
through personal contacts and collaborations in magazines,
as well stays of Yugoslav artists abroad (Paris, Prague, etc.). In
European metropolises, numerous writers, intellectuals of various
professions, theater and visual artists from different parts of the
country came in contact with current trends in various areas of
artistic and social-humanistic activities and activist engagement.
Simultanously with their European colleagues, they adopted and
implemented the latest trends in the local context - from the
most radical avant-garde visual research (Dadaism, Surrealism,
Constructivism) to a wide range of post-war realisms (Magical,
Critical, Neoclassicism]. For the sake of easier programmatic
(public) activity, artists often joined together in collectives,
manifestly defining their ideological starting points, and in the
late 1920s and in the first half of the 1930s, they presented them
through exhibitions (e.g. the Association of Artists Zemlja) or in
the form of a book or magazines, as well as through multimedia
activity (the Belgrade Surrealists).

During the 1920s, the paths of the leading protagonists of
Belgrade Surrealism intertwined in different ways. Authors who
used photography and explored image manipulation resided in
Paris interchangeably or simultaneously, and established contacts
and collaboration with key representatives of French Surrealism
in situ.' DuSan Mati¢ studied in the French capital in 1917-1921,
Stevan Zivadinovi¢ (Vane Bor) from 1927, and Marko Risti¢ resided
there from 1926-1927, (Fig. 1, 2, 3) the same as Nikola Vuco, who
studied in Paris from 1921 to 1927 and shot his first photographs.?
Even though Vuco was not a member of the group or a signatory
of their manifesto, he was well acquainted with their program
activities and concepts by way of his older brother Aleksandar
Vuco and grammar school friend Marko Risti¢.® (Fig. 4) During
the Parisian sojourns, Belgrade Surrealist worked in different
fields, among which was an examination of the possibilities of
the photographic medium in (re)presenting reality and its hidden
segments. They also played with the canons of representation, as
for example was the case with Vane Bor, who in Paris shot a series
of staged, expressive and dramatically shadowed portraits of the
future theater director Vlado Habunek,* in which he examined
the possibility of capturing the subconscious and the “mysteries
of the human head (...) in constructed situations on the plane of
immanent death.”

1 On the intertwined connections
between the two Surrealisms,

see in: H. Kapidzi¢-Osmanagic,
Serbian Surrealism and

its Relations with French
Surrealism (Srpski nadrealizam

i mjegovi odnosi sa,francuskim
nadrealizmom), Sarajevo: Svjetlost,
1966; M. Todi¢, The Impossible:
Surrealist Art (Nemogude: wmetnost
nadrealizma), Belgrade: The
Museum of Applied Art, 2002.

2 Information obtained from: M.
Todié, The Impossible: Surrealist
Art, pp. 234-240.

3 M. Todié¢, Nikola Vuco:
Fotografien aus der Sammlung des
Kunstgewerbemuseums in Belgrad,
Wien: Osterreichisches Fotoarchiv
im Museum moderner Kunst,
1990, p.75.

4 In his memoirs, Habunek noted:
“Constant socializing with Koca
Popovi¢. He taught me the front
crawl in a swimming pool and put
me in touch with the surrealists,
Marko Risti¢ and Vanja (sic!) Bor,
who shot a series of surrealist
photographs of me.” Viado
Habunek, Zagreb: V&V Straza
Editions, 1994, p. 34.

5 One of the portraits was
published in: “The Mistery of

the Human Head” (,Misterija
ljudske glave®), in: The Impossible,
Belgrade: Surrealist Editions,
1930, p. 99.
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PHOTOGRAPHY IN THE KINGDOM OF SCS/YUGOSIAVIA IN
THE 1920S AND 1930S - FROM DOCUMENTING THE REAL TO
EXPLORING THE SUBCONSCIOUS

The interwar years were a time of important changes in the area of
photography in the Kingdom of SCS/Yugoslavia - from a shift in the
positioningandaffirmation of the mediatoresearchingthe possibilities
and repercussions of the photographic image in transposing different
layers of the (sur)real. Although the representatives of Belgrade
Surrealism were active outside the local photographic scene and
individually experimented with the medium without joining organized
platforms (clubs] or participating in exhibitions, they were well
acquainted with the current events in photography in an international
and national context.

During the 1920s and 1930s, there was a gradual consolidation of the
organized activity of amateurs in mountaineering associations and
photo clubs, as well as of professional photographers in associations
and federations. Until the end of the 1920s, photoamateurs mostly
photographed the beauty of natural phenomena and mountain
landscapes, medium exploration took place within progressive avant-
garde circles with international experience (the Belgrade Surrealists,
Slovenian Constructivists], while professional photographers were
dedicated to commissioned portraits, but also city scenes, nudes,
theater and dance photography, social chronicles, reportages etc.®
Due to technical progress and less expensive equipment as well as
the simplification of the photographic process, photography became
easily available to the general public interested in documenting their
everyday life or exploring the possibilities of photographic images. In
the second half of the 1920s, Vane Bor, Nikola Vuco and Marko Risti¢
began examining the “documentary” and experimental potential of
photography and the role of chance in its conception, querying the
construction and representation of identity, revealing subconscious
layers and enigmatic representations, as well as unusual aspects
of reality in ordinary scenes which, when reexamined, acquired new
meanings.

The International Photography Exhibition, which was held in April
1930 as part of the trade exposition Zagreb Fair, had a prominent
role in popularizing photography in the Kingdom of Yugoslavia,
introducing photographers to different trends and implementing
new approaches.” It presented Yugoslavian amateur and professional
photographers, while a key place was dedicated to hosting the
famous traveling exhibition of the Deutscher Werkbund Film und Foto
(FiFo), whose premiere display took place a year earlier in Stuttgart.
Due to the exhibition, the Yugoslav public had the opportunity to see
some of the key works of the world’s leading photographer s and
learn about the pluralism of approaches that marked the history of
photography, as well as its widespread use in everyday life - from
fine-art photography and experiments, application of photography
in technology, science, botany and graphic design to reportage,
film scenes, etc. The exhibited photos indicated a move away
from Pictorialism towards the New Vision and New Objectivity, the
manipulation of the medium in photomontages and photograms,
and the exploration of the potential of the subconscious. Among

6 For more details on the
photography in different countries
of the Kingdom of SHS/Yugoslavia
see in: S. Bernik (ed.), 150 Years

of Photography in Slovenia:
1919-1945 (150 let fotografije na
Slovenskem: 1919-1945), Ljubljana:
Architectural Museum, 1990;

M. Todi¢, The History of Serbian
Photography (1839-1940) (Istorija
srpske fotografije (1839-1940),
Belgrade: Prosveta, Museum of
Applied Art, 1993; M. Tonkovi¢,
“The History of Photography in
Croatia” (,Oris povijesti fotografije
u Hrvatskoj®,), in: Photography

in Croatia 1848—1951, Vladimir
Malekovi¢ (ed.), Zagreb: Museum
of Arts and Crafts, 1994, pp.
47-173; L. Magas Bilandzié, A
Decade of Pluralism: Photography
in the Kingdom of Yugoslavia”
(,Desetletje pluralizmov:
fotografija v Kraljevini Jugoslaviji®),
in: Marko Jenko, Beti Zerove (ed.),
On the Brink: The Visual Arts in The
Kingdom of Yugoslavia 1929-1941,
Ljubljana: Modern Gallery, 2019,
pp. 320-367.

7 For more about the exhibition
and its influence on Yugoslav
photographers, see in: L. Magas,
“Exhibition of Deutscher
Werkbund Film und Foto at

the International Photography
Exhibition in Zagreb and Croatian
Photography in the Early 1930s”
(“Izlozba Deutscher Werkbunda
Film und Foto na zagrebackoj
Medunardnoj fotografskoj izlogbi

i hrvatska fotografija pocetkom
1930-ih"), in: Journal of the Institute
of Art History, 34, 2010, pp.
189-200; L. Magas Bilandzi¢, ,’A
Decade of Pluralism “, pp. 321-322,
325.

the exhibited works were Man Ray’s photograms and photographs
by Eugene Atget, whose poetic approach to seemingly unimportant
and marginal motifs of everyday life inspired Surrealist photography.
FiFo “was essentially a manifestation of the struggle for the status
of the photograph and film media, which were perceived as the
pinnacle of the visual culture of the time and as a ‘new international
language’”,® which was applied by Vane Bor and Marko Risti¢ in their
photograms through film narration and dissolve transition which was
characteristic of avant-garde films of the time.?

The press also contributed to stimulating interest in photography, and
articles about various technical and artistic aspects of the medium
were published in theater (Kulisa, Comoedia) and photography
magazines (Foto Revija). In the 1930s, these magazines also wrote
on ‘new’ means of expression (photomontage and photogram),’
which the protagonists of Belgrade Surrealism already used in their
photography in the second half of the 1920s.

CHALLENGES OF THE PHOTOGRAPHIC MEDIUM - THE
PLURALISM OF APPROACHES IN THE WORK OF THE
BELGRADE SURREALISTS

The challenges of defining Surrealist photography were pointed
out by foreign authors who dealt with the topic from different
angles - from the initial questions of how and why photography is
at the center of Surrealism “despite the seeming contradiction
between the extravagant productions of the unconscious and the
documentary deadpan of the camera”" to perceiving “surrealist
documentary” photography as that which “largely takes place in
and around the city, where the banal and the marvellous coexist
on a daily basis.”'? The majority of authors most often considered
Surrealist photography from a semiological perspective, i.e. as a
linguistic sign/system.’ Rosalind Krauss dissected in detail the
contradictions in the definition of style, automatism and the concept
of perception/representation in Surrealist art (and photography) and
pointed out the contradictory interpretations visible in the theoretical
inscriptions of André Breton." She also emphasized the need for a
comparative and contextual interpretation of artworks created at
the same time and in the same place,” pointing out the fact that
Surrealist photography differed from contemporary examples of
New Objectivity or Bauhaus photographs only in the “peculiarity”
of the photographed subjects.’ Krauss stated the unsustainability
of a single definition of style in heterogeneous phenomena such as
Surrealist photography and identified different approaches: Jacques-
André Boiffard’s “absolutely banal images” for Breton's Nadja, his
“less banal” straight photographs for 1929 Documents (Gros orteil/
Big Toel, straight photographs that raise “certain questions about
the status of the photographic evidence” through arranged visual
compositions disassembled after the shooting (Hans Bellmar, Man

8 L. Magas, op. cit., p. 193.

9 M. Todié¢, “Surrealist
Photography between Wonder and
Fact” (“Fotografija nadrealizma
izmedu ¢uda i ¢injenice”), in:
Anthology of Essays by the Faculty
of Dramatic Arts, 13—14, 2008, p.
204.

10 P. Kocjancic, “Modern
Photography without a Plate and
Camera” (“Moderna fotografija
brez plosce in kamere”), in: Photo
Review (Foto Revija), 6,1932, pp.
3-4.; P. Kocjanci¢, “Photomontage”
(,Fotomontaza”), in: Photo Review
(Foto Revija), 1,1933, pp. 5-6;

F. Mosinger, “Photogram or
Photograph without a Camera”
(“Fotogram ili fotografija bez
fotografskog aparata”), in: Kulisa,
4,1933, p. 17.

11 R. Krauss, J. Livingstone,
“Preface,” in: R. Krauss, J.
Livingstone, L' Amour fou:
photography & surrealism,
Washington, D.C.: The Corcoran
Gallery of Art, New York: Abbeville
Press Publishers, 1985, p. 9.

12 1. Walker, City gorged

with dreams. Surrealism and
documentary photography in
interwar Paris, Manchester, New
York: Manchester University
Press, 2002, p. 3.

13 For example, Bate points out
that the surreal is primarily “a type
of meaning, not a type of picture,”
and in his analysis he starts from
the perspective of the “enigmatic
messages” of Jean Laplanche. D.
Bate, Photography and Surrealism:
Sexuality, Colonialism and Social
Dissent, London, New York: 1. B.
Tauris, 2003, pp. 21-22.

14 See in more detail in: R. Krauss,
“The Photographic Conditions of
Surrealism,” in: October, 19, 1981,
pp.7-13.

15 The text begins by connecting
and comparing the photographs
of the Surrealist Man Ray and the
Bauhaus photographer Florence
Henri.

16 R. Krauss, “Photography in

the Service of Surrealism,” in: R.
Krauss, J. Livingstone, L'Amour
Jfou: photography & surrealism,
‘Washington, D.C.: The Corcoran
Gallery of Art, New York: Abbeville
Press Publishers, 1985, p. 24.
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Ray), solarizations and photograms (rayograms) that are the “ghosts”
of the photographed objects, the bridlage burning method of Raoul
Ubac that approaches automatism and the photomontage, which, as
she noted, was used less by surrealist photographers, albeit being
interesting to surrealist poets who created it themselves."

Photography played a prominent role in Surrealism - as both a
medium of artistic research and expression, but also as illustration in
numerous publications. In 1925, Breton wondered when photography
would completely replace drawings for illustrating books and in his
publications (Nadja, 1928; Les Vases communications, 1932 and LAmour
fou, 1937) he used photographs by Boiffard, Man Ray and Brassar,
stills from films and photo documentation, while photography also
played an important role in Surrealist periodicals (e.g. La Révolution
surréaliste).” From the very beginning, the Belgrade Surrealists
realized the potential of photography, as a complementary segment
to the written word, and in publications, the medium was not just
an illustration of the text but rather acquired “the status and
function of an autonomous work of art.”'” From the early editions,
they paid attention to the photographic material that was applied
in publications, which they approached in different ways. Thus,
Milan Dedinac in his antipoem Javna ptica (Public Bird, 1926) made
use of secondary utilized visual images as appropriations, which
he “displaced by tearing them out of their original context” (other
books and newspaper illustrations).?’ In the Nemoguce/L'Impossible
almanac (1930) the photographs of Vane Bor and those of Nikola
Vuco (The Arrested Flight of Surreality, 1929; Wall of Agnosticism, 1929,
etc. Catal. Nos. 43, 45, functioned “as a visual manifesto of Serbian
Surrealism because the language of photographic images imparted
the same ideological stands as rebelliously intoned texts.”

The photographs of the Belgrade Surrealists were created during
the second half of the 1920s and the beginning of the 1930s, and the
engagement of individual authors was quantitatively different. Risti¢
focused his activities on writing and editing printed editions, and his
photographic experiment was reduced to a series of self-referential
photograms from the 1920s, while Dusan Mati¢ used the medium in
the photomontages of the first edition of Aleksandar Vuco’'s poem
Podvizi druZine “Pet petlica” (The Fine Feats of the 'Five Cockerels’
Gang, 1933]). On the other hand, the body of photographs by Vane
Bor and Nikola Vuco is significantly larger and shows the authors’
interest in exploring the (in)visible aspects of objective reality,
penetrating the subconscious and fathoming the layers beyond the
real, physical world. The range of Bor's motifs extends from his
experimental photograms with a crushed glass bottle in which he
played with optical sensations as a result of a directed randomness
to ‘documentary’ shots of cemeteries or dunes as visual metaphors,
as well as expressive portraits of his friends (Vlado Habunek,
Koca Popovic), the thematization of the dynamics of male-female
relationships (Memory) and constructed scenes with individuals
in an urban environment, in which his passionate interest in film
aesthetics and the achievement of tension in two connected frames of
photographs that thematize ‘two” and ‘one minute before the murder’
are evident.? Nikola Vuco focused on details, caught constellations

17 R. Krauss, “The Photographic
Conditions of Surrealism,” pp.
17-18.

18 Ibid, p. 14.

19 M. Todi¢, Nikola Vuco:
Fotografien aus der Sammlung des
Kunstgewerbemusewms in Belgrad,
p. 71

20 For more details see: M. Todi¢,
B. Jovi¢, “The Look of a Female
(Medium) in The Public Bird of
Milan Dedinac” (“Pogled Zene (iz)
medijuma u Javnoj ptici Milna
Dedinca’), in: Literary History
(KnjiZevna istorija) 159, 2016, p.
82. The authors assume that Dusan
Mati¢ was a possible collaborator
in shaping those “glue pictures”
and indicate the spiritualist
literature as the source of one of
the illustrations.

21 M. Todi¢, “Surrealist
Photography between Wonder and
Fact” (“Fotografija nadrealizma
izmedu ¢uda i ¢injenice”), p. 202.
For more on the photograph in

the almanac, see in: M. Todié,

The Impossible: Surrealist Art, pp.
27-31.

22 See more in: M. Todi¢, “Beyond
Established Borders: Photographic
Experiments of Vane Zivadinovié
Bor “ (,Izvan utvrdenih granica:
Fotografski eksperimenti Vana
Zivadinovica Bora®), in: Violeta
Stojmenovi¢, Goran Milenkovié¢
(ed.), Above realism Vane Bor:
Antholoy of Essays (Iznad realizma
Vane Bor: zbornik radova), Bor:
National Library, 2009, pp. 25-41;
M. Todi¢, The Impossible: Surrealist
Art, pp. 61-63; J. Tijardovic-
Popovi¢, One Minute Before the
Murder (Jedan minut pre ubistva.
Fotografija u srpskom nadrealizmu
(1926-1936), Belgrade: Museum of
Contemporary Art, 2002, pp. 7-8.

and fleeting moments of reality by choosing visual means similar to
the repertoire of the New Vision and New Objectivity (high and low
angles, close-ups, emphasized diagonals, light reflections, multiple
exposures, doubling and multiplication, etc.). Furthermore, he
perceived seemingly ordinary scenes in a novel way, discovering the
potential for a metaphorical interpretation of reality and a symbolic
treatment of photographic images.?

THE SURREAL IN INTERWAR PHOTOGRAPHY IN THE KINGDOM
OF SCS/YUGOSLAVIA

In the context of interwar photography in the Kingdom of SCS/
Yugoslavia, Surrealism had its clearest manifestation in the work of
the Belgrade Surrealists, though there were also examples of the
application of Surrealist poetics in other countries as well. However,
this pertained to individual examples and photographers who had
connectionswiththe Parisian milieu or knew the tendencies of the time
that they encountered either directly or incidentally, thus consciously
opting for the surreal. At the same time, in the case of some authors,
experimentation with the photographic medium resulted in using
procedures and/or thematic motifs close to Surrealist aesthetics on
a formal or connotative level, thus creating unexpected compositions
that were not necessarily based on the conscious use of Surrealist
poetics. These works brought the surreal to life in the impression
and effect, so they can indirectly be connected to that very context,
similar to how Surrealists subsequently recognized surreal aspects
in Atget’s photographic oeuvre and his photographs of shop windows,
abandoned city streets and seemingly unimportant details.

The activity of Serbian Surrealists has been thoroughly researched
and viewed from different perspectives,? and there are only rare
papers on Surrealist photography and its presence in other parts
of the Kingdom of SCS/Yugoslavia, since inclinations towards
Surrealism were individual and partial. The Surrealist segment in
the photography of the Slovenian painter and photographer with
a Parisian address, Veno Pilon, was interpreted, as well as the
contributions of several Slovenian authors who inclined towards that
poetics (Janko Skerlep, Karlo Kocjanci¢).? In the Croatia, reflections
on Surrealism in photography remained at the level of mentions of
the famous Surrealist photographer Dora Maar (Henriette Théodore
Markovitch), who was connected to Croatia? by family origin, as well
as general remarks that there is an interest in Surrealism in the
oeuvre of certain authors (Franjo Mosinger].””

Numerous interwar Yugoslav photographers freely used different
procedures and ways of presentation, creating on the intersection
of what was called “modern reality” in the interwar years, which
included a wide range of new approaches to the medium: unusual
shooting angles, a “magic of the surface,” contrasts of materials
and “the pictorial effect of ‘pluralities.””?® The signatories of the
Belgrade Surrealist Manifesto (Vane Bor, Dusan Mati¢ and Marko
Risti¢), as wel as Nikola Vuco, who was assiciated to them, applied
different techniques, procedures and themes that were used from

23 See more in: M. Todi¢, The
Impossible: Surrealist Art, pp.
55-59.

24 See for an example: J.
Tijardovi¢-Popovi¢, op. cit.; M.
Todi¢, The Impossible: Surrealist
Art. Miodrag B. Proti¢, Dejan
Sretenovi¢, Sanja Bahun and
others also wrote about certain
aspects of the artistic activity of
the Belgrade Surrealists.

25 S. Bernik, Parisian
Photographer Veno Pilon (Pariski
Jfotograf Veno Pilon), Ajdov¢ina:
The Pilon Gallery, 1992.; P.
Lampi¢, “Surrealism in Slovenian
Photography before World War
II" (,Nadrealizem v slovenski
fotografiji pred 2. svetovno vojno®),
in: Art History Journal (Zbornik za
umetnostno zgodovino), 42, 2006,
pp. 215-239.

26 B. Hlevnjak, Woman
Photographers. Contributions to the
History of Croatian Photography
18702000 (Fotografkinje. Prilozi
povijesti hirvatske fotografije 1870~
2000), Zagreb: Croatian Society of
Art Historians, 2005, pp. 64-73.
27 M. Tonkovi¢, “The History of
Photography in Croatia”, p. 153.
28 F. Ernst, “Modern but
moderate” (,Moderno ali
umjereno”), in: Photo Review (Foto
Revija), 6,1933, p. 2.
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different conceptual starting points by other artists who were close
to the New Vision and/or the New Objectivity in the Kingdom of SCS/
Yugoslavia in the 1920s and 1930s. Therefore, it is interesting to
observe the achievements of the Serbian Surrealists in the relation
to their contemporaries who approached the medium from similar
or poetically different positions: together they embodied avant-
garde photography in interwar Yugoslavia and with innovative visual
and media experimentation contributed to the pluralistic European
photography scene of the time.

A NEW VIEW OF VISIBLE REALITY - (UN)DISCOVERING THE
HIDDEN AND SURPRISING REALITY

In the Surrealist Manifesto (1924), André Breton, being under the
influence of Sigmund Freud’'s psychoanalytic theories, shifted the
emphasis from the representation of tangible, physical reality to
the liberation of the spirit, to automatism, dreams and the area of
the subconscious, the irrational, intuitive and hidden, which were
manifested in various ways in visual arts. The Surrealists recognized
the sensibility for bizarre and fantastic combinations and allusive
meanings in predecessors such as Comte de Lautrémont, who in
the 1860s in Les Chants de Maldoror perceived beauty in the chance
encounter of a sewing machine and an umbrella on a dissecting table.
Marko Risti¢ identified in Boiffard’s photographs for Breton's Nadja “a
sign of the true, everyday, the documented, the undisguised and the
real in connection with the supernatural,” “ordinary” shots that are
“hallucinatory with their muted expressiveness” and thereby, indicate
that “the surreal is immanent to the real.”?” Furthermore, Breton
recognized convulsive beauty in mimicry, in deferment and objects
found by chance or a found verbal fragment as a sign of desire.®
Surrealist concepts in photography were achieved in different ways:
from presenting reality in a new way by noticing hidden segments
and suggestive layers of reality, manipulating the image or recording
unusual ‘meetings’ of objects, to creating visual rebuses, specific,
often mystical, dreamlike, surprising and/or displaced, uneasy,
intimidating and threatening atmospheres.!

In previous decades, detecting unusual moments and recording them
photographically occasionally occurred withauthors who focused their
lenses towards certain aspects of physical reality which had passed
under the radar of less sensitive individuals. Man Ray and Berenice
Abbott played an important role in uncovering Atget’'s photographs
of previously neglected motifs and their perception from a Surrealist
perspective, while in the local context, some photographers such as
Stephan Vlach and Laurent Odescalchi shot scenes that oscillated on
the edge of the surreal and created an atmosphere of awe.®

Unusual and allusive combinations, enigmatic representations and the
reading of the subconscious, hidden thoughts and sexual connotations
in ordinary things were found in the thematic register of Veno Pilon,
who visited and resided in Paris a number of times since 1926. Pilon
actively participated in the social and cultural life of Montparnasse
and had excellent knowledge of the existing (Surrealist) currents in

29 “The Jaw of dialectics” (,,Celjust
dijalektike®), in: The Impossible
(Nemoguce), Belgrade: Surrealist
Editions, 1930, p. 45.

30 R. Krauss, “The Photographic
Conditions of Surrealism,” p. 28.

31 For more about the concept of
‘Unheimliche’ in general and in the
context of Belgrade Surrealism, see
Jelena Perac’s text in this catalog.

32 Around 1914, in the photograph
Through the Hawse-hole, Vlach
shot a group of people and played
with perception in an unusual way,
and Odescalchi, in his astounding
composition Horses are Our
Masters, “rose above the realism
of the situation showing rays of
light falling on the heads of horses
looking out through a window.

His dynamic surreal composition
seems metaphoric.” M. Tonkovi¢,
“The History of Photography in
Croatia”, p. 124.

photography, which he wrote about in his memoirs: “I devoted myself
to photography with all my heart, a medium which at that time was
fighting for recognition as a new art form, be it the photograms of Man
Ray, the compositional works of Blumenfeld, the subtle emotionality
of Brassai or the Surrealism of Dora Maar (Dalmatian Markovi¢)."*
Around 1930, he shot a series of photographs in which he played
with the medium: from photograms and multiple exposures to
documenting unearthed and often bizarre constellations of objects at
a Paris flea market, in which he recognized a surreal character, i.e.
the juxtaposition of different objects (masks, masquerade eye masks,
gloves, guitars) which he arranged in astonishing compositions with
symbolic connotations, querying the basic concepts of Surrealist
poetics and psychoanalytical inventory such as the subconscious,
doubling, animate-inanimate relationship, amour fou, etc. The use
of surrogates and an autopomorphic perception of the interaction of
inanimate objects appeared in photographs by other authors as well.3

Using masks and masquerade eye masks was common in Surrealist
photography, also applied by Yugoslav photographers, thus
transforming reality and creating associative compositions by using
different visual possibilities (perspective, light contrasts, image
manipulation) and covering a wide range of concepts related to the
psychoanalytic interpretation of the subconscious, internal struggles,
drives, ego, eros and thanatos.® In the photograph Beethoven [ (Catal.
No. 1], Vuco linked Beethoven's death mask and piano keyswith adouble
exposure, conveying the experience of music, while the metonymic
treatment of the death mask taken from different angles was also
applied by Croatian professional photographer Franjo Mosinger, who
achieved the “experience of Beethoven's transcendentalism” with
emphasized lighting and the effect of solarization.? In the 1920s and
1930s, Mosinger played an important role in the popularization of
photography through his writings and exhibition activities, exploring
the nature of the medium through various stylistic inclinations — from
Pictorialism, New Objectivity and socially engaged photography to
surrealist leanings — and deploying different techniques (photogram,
photomontage). In the iconic, critically engaged photograph Horror
(1933), through a strange constellation of objects (an empty frame in
which a boot crushes the heads of two broken dolls), he used visual
means to outline the reality of Europe and Hitler's rise to power. The
image was a part of a series of arranged photographs with a surreal
effect, with ‘floating’ and broken dolls in the picture frame.

Eros, thanatos and hidden, subconscious (sexual) desires were
often in the focus of Surrealist photographers, who used an array of
approaches, ranging from allusive and metaphorical scenes to staged
depictions with dolls (Hans Bellmar) or the female body (Man Ray)
filmed from different angles and/or transformed, often creating a
strong sense of menace and of the sinister. Slovenian writer, journalist,
photographer and popularizer of the photographic medium Karlo
Kocjanci¢ approached that concept with two versions of a nude with
a eye mask.® In the first (1937), a woman with a hidden identity looks
directly into the camera, while in the photomontage Pajek (The Spider,
1938) he applied a different crops and inversion, and intervened with
a cobweb and “with a perspective effect, instigating ambiguous, even
somewhat frightening, but openly erotic depictions.”¥

33 Cited excerpt is from: S. Bernik,
Parisian Photographer Veno

Pilon, p.19. On the interpretation
of Pilon’s photograph from a
surrealist angle, see also: P.
Lampi¢, “Surrealism in Slovenian
Photography before World War
1T, pp. 219-225.

34 For example, the photograph
Flirt (1933) by Vladimir Gutesa
obliquely depicts the ‘meeting’ of
the ceramic figure of a girl and the
sculpture of the monkey.

35 Playing with self-referentiality
and concealment with the effect
of astonishment and discomfort
is present in Edvard Stepan¢ic’s
Mask AB. Photography is
published in: P. Kreci¢, Slovenian
Constructivism and its European
Framework, Maribor: Obzorja,
1989.

36 M. Tonkovi¢, Photographer
Franjo Mosinger in Context of New
Objectivity and Bauhaus (Fotograf
Franjo Mosinger u kontekstu

Nove objektivnosti i Bauhausa),
PhD thesis, Zagreb: Faculty of
Humanities and Social Sciences,
University of Zagreb, 2011, p. 185.

37 The Zagreb Museum of Arts
and Crafts holds negatives with the
motifs of picture frames, camera
magnifying lens, stacks of paper
and the author’s photographs

in surprising combinations that
thematize viewing and perception.
38 He also used the mask motif

in the colored photograph Dragec
2 masko (Dragec with a mask, c.
1938) in which he films his son
wearing a paper mask from the
high angle, achieving a strange and
uneasy impression. The shot was
published in: P. Lampi¢ (ed.), Karlo
Kocjandic (1901-1970): Writer

and Photographer (Karlo Kocjanci¢
(1901-1970): Knjigevnik in
Jotograf), Ljubljana: Architectural
Museum, 1999, p. 92.

39 P. Lampi¢, “Surrealism in
Slovenian Photography before
World War IT”, p. 233. Lampic

also analyzes some examples of
Kocjan¢i¢’s landscapes from a
surreal perspective.
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Slovenian photographer Janko Skerlep applied astonishment and/
or abstraction of isolated everyday motifs and macro photography.
Despite his origins in the New Objectivity and/or natural sciences,
Lampi¢ in his insight into the details and structures of natural
motifs and phenomena as substitutes and metaphors for something
else acknowledged “Breton’s understanding of mimicry as one
of the sources of the so-called convulsive beauty.”*°Vane Bor also
recognized the indicative reality in found situations and natural forms
in photographs such as Cayeux-sur-mer/Dunes maritimes (1928)
(Catal. Nos. 64, 65) in which “a landscape was chosen which evoked
the female body."

THE INTERPLAY OF LIGHT AND CHANCE - PHOTOGRAMS IN
YUGOSLAV PHOTOGRAPHY

The photograms of Vane Bor and Marko Risti¢ occupy an important
place in the context of experimentation with the possibilities of
creating a photo without the mediation of a camera, and they are so
far the earliest known examples of the use of this technique in the
Kingdom of SCS / Yugoslavia. Vane Bor perceived in the photogram
“too little space for pure psychic automatism,” though he believed that
“some can arise, ‘quasi-automatically’, under limited control of the
mind.”*2 While Bor emphasized the influence of chance by recording
the lighting effects of broken glass on paper (Catal. Nos. 85, 86}, in
a series of photograms, Marko Risti¢ created an autobiographical
visual record of his relationship with his wife Seva Risti¢ (Jelica
Zivadinovi¢), Vane Bor's sister (Catal. Nos. 92-105). He depicted
himself and his wife with the objects (souvenirs) of love by using film
logic,*® recombining individual motifs (a self-portrait, a depiction
of Seva's legs, ovoid illuminated silhouettes, etc.), and creating
the effect of montage by dissolving and using a blurred view and a
dynamic, fluid treatment of the image and the topic, which in some
segments is visually similar to the contemporaneous explorations
of avant-garde film protagonists, such as Man Ray in the cinépoéme
Emak Bakia (1926) or L'Etoile de mer (1928).

Serbian Surrealists became acquainted with the photogram in
Paris,* as did Veno Pilon, who in 1930 created a few photograms
with everyday objects as motifs, but did no further experimentation
with the potential of this technique. The possibilities of creating
photos without the intervention of a camera and a photographic plate
but merely by exposing arranged objects placed on photo paper to
sunlight or artificial light were written about in the first half of the
1930s by the Slovenian photographer and graphic designer Peter
Kocjanci¢ and the aforementioned Franjo Mosinger, who along with
the texts, also reproduced their own photograms.“® Mosinger pointed
out that “contemporary viewing of art, dominated by essentiality,
finds in the photogram an ideal means of expression” since the
contours and shadows of the object “reveal new forms in a precise

40 Ibid, pp. 228, 231.

41 J. Tijardovié¢-Popovié, op. cit.,
p. 41

42 V. 7. Bor, “On Automatism in
Fine Arts” (,0 automatizmu u
likovnoj umetnosti®), in: Z. Gavric,
R. Mati¢-Pani¢, D. Sretenovié
(ed.), Stevan Zivadinovié Bor, The
Poetics of 20" Century Serbian
Artists 4, Belgrade: Museum of
Contemporary Art, 1990, p. 85.

43 For more details see in: M.
Todi¢, The Impossible: Surrealist
Art, pp. 201-203.

44 For more details see the text by
Dijana Metli¢ in this catalog.

45 They also published their
photograms in other issues of

the aforementioned magazines
(Kocjancic in Photo Review, and
Mosinger in Kulisa).

and documentary way,” while “various half-shadow effects can be
achieved by placing and lifting objects during the illuminating.”#
Kocjaci¢ also emphasized the optical potential of the image, noting
that by carefully choosing objects, it is possible to “achieve incredibly
beautiful visual effects with soft transitions and fine shades that even
a photographic plate cannot provide.”’

At the end of the 1930s, an innovative rethinking of the media took
place on the Rijeka photography scene, among the protagonists of the
photo clubs in the Italian town of Fiume and the Yugoslav city of Susak
(both in today’s Rijeka). Painter and photographer Anita Antoniazzo
Bocchina, whose photographic oeuvre is defined as Futurist, took up
photography after returning from her studies in Venice, exhibiting her
photographs for the first time in 1934.%¢ She was well acquainted with
various avant-garde tendencies and experimented with photograms
and multiple exposures,”” while an inclination towards a surreal
treatment of motifs is visible in the photogram Creature volante (Flying
Creatures, 1938), in which the interweaving of various illuminated
and elongated forms are characterized as “flying creatures.”

MONTAGED (DE)CONSTRUCTED WORLDS — PHOTOMONTAGE
IN YUGOSLAV PHOTOGRAPHY

Photomontage played an important role in the context of avant-garde
tendencies in the Kingdom of SCS/Yugoslavia, and authors from
different parts of the country affiliated with Dadaism, Constructivism,
Bauhaus, socially engaged art and Surrealism, set their sights on it.
The montage approach and creating visual combinations made up of
different photographs and fragments of recordings and/or clippings
from newspapers and magazines, with the addition of geometric or
coloristic accents, resulted in impressive and amazing compositions
and sets of meaning with a strong critical, propaganda or associative
potential.

Duringthe 1920sand 1930s, artists of various conceptualandideological
profiles, including the Belgrade Surrealists, used the collage and
montage techniques in their own artistic experiments. Manipulation
with photography was also present in everyday life, as photomontage
was widely used in graphic design - from covers and books and
magazine design to commercial graphic design, advertisements and
posters with a political, propaganda and economic content. At the
same time, photographs from various sources - from authorial and
fine-art photos or their parts to clippings from newspapers and mass-
recognizable motifs - were used and processed in different ways.
Photomontage was also written about in the professional press, and
Peter Kocjancic¢ in the Foto Revija in 1933 pointed to the wide range
of the technique’s visual possibilities, which “offers the skillful author
astonishing possibilities, as in this branch of photographic art the

46 F. Mosinger, op. cit., p. 17.
47 P. Kocjancic, “Modern

Photography without a Plate and
Camera’, p. 4.

48 E. Dubrovi¢, At the End of the
Century: Art, Cultural and Political
Themes (Na kraju stoljeca: Likovne,
kulturoloske i politicke teme),
Rijeka: Publishing Center, 1996,
pp. 101-104.

49 In some photographs she uses
similar motifs as Vuco (a guitar,
fragments of architecture viewed
from heightened angles, etc.).

167



. 168

author is not bound only to what nature itself can give him, but has
an unlimited choice of motifs.”® He used photomontage in posters
(the 22" Zagreb Fair, 1934) and book and magazine covers published
all over the country — from the Foto Revija to the popular /lustrirani
Slovenec (1932). He explored the possibilities of photography and freely
used a number of stylistic options in diverse areas - from Pictorialist
landscapes, scenes with a social engagement and motifs close to
the Heimatkunst aesthetics to surreal constellations in photographic
experiments (photomontages, photograms).

From the early 1920s, professional photographer Antonija Kuléar
Prut, the main chronicler of social life and the owner of the popular
Zagreb photo studio Foto Tonka, who photographed countrywide,
occasionally used photomontage.’" Franjo Mosinger also used the
montage in advertisements, as well as in individual compositions of a
surreal character (1930) and the iconic poster for his own exhibition
The Face of Zagreb (1932).%? The advertising studio Atelier Tri, owned
by the brothers Vladimir and Zvonimir Mirosavljevi¢ and Bozidar
Kocmut, applied photomontage in book and magazine design,
tourist propaganda and marketing communication. In the 1930s,
photomontage was also used in advertising of various branches
of the economy by Edo Gellner (tourism], Pavao Gavrani¢ [the
pharmaceutical industry) and others.

Atthe end of the 1920s and during the 1930s, the use of photomontage
marked the history of modern book and magazine design in the
Kingdom of Yugoslavia. It was used in magazines of various profiles
that were published nationally — from the fashionable Zagreb
magazines Svijet, Kulisa and Cinema, which featured photomontages
on covers and double-page spreads, or in advertisements for
everyday products, to the already mentioned magazines (Foto Revija),
the Ljubljana-based Prijatel® or in the Belgrade-based illustrated
magazine Sve sport and the film magazine Film by Bosko Tokin.

Photomontage was also common in the design of the covers of
publications with the left-wing political orientation published in
Zagreb (Minerva, Epoha) and Belgrade (Nolit], as well as publications
by the Belgrade Surrealists and other progressive authors (Bosko
Tokin, Terazije, 1932).% The mainstay of the activity of the brothers
Pavle Bihali and Oto Bihalji-Merin, publishers of the Nova literatura
“journal for cultural issues” and initiators of the Nolit publishing
house (founded in 1928), was “perhaps an utopian idea of a possible
synthesis of Dada, Surrealism and Zenitism with the revolutionary
workers’ movement and its understanding of art.”® They published
books by left wing and socially engaged writers who spoke up against
war, imperialism, colonialism and capitalism, that is, the social
aberrations that were also condemned by the Surrealists. Numerous
Nolit covers featured effective photomontages by Pavle Bihali, who,
like a number of his contemporaries in different parts of E urope
(Aleksandr Rodéenko, John Heartfield, etal.], conveyed the atmosphere
and conceptual backbone of the text by handling photograp hy,
color accents, typography, and constructivist-dadaist solution, thus
expressing socially engaged messages. Social engagement was also
familiar to lvana Tomljenovi¢, who became acquainted with the recent

50 P. Kocjancic, “Photomontage”,
p. 5.

51 For example, the photomontage
Quer theatre favourites (1921)
depicts the ensemble of the
Zagreb National Theater. L. Magas
Bilandzi¢, Foto Tonka — Secrets of
a Social Cronicler's Photographic
Studio (Foto Tonka — Tajne ateliera
drustvene krowicarke), Zagreb:
Klovicevi dvori Gallery, Division
for the History of Croatian Theater
CASA,, 2015, p. 24.

52 For the composition with an
open book with glasses and a
courtship scene, Tonkovi¢ states:
“...in terms of romance and
narrative, this photomontage is
on the reverse side of the iconic
Face of Zagreb, on the edge of the
realm of Surrealism.” M. Tonkovic¢,
Photographer Franjo Mosinger in
Context of New Objectivity and
Bauhaus, p. 185.

53 On photography in Slovenian
press see: P. Krecic, “Photography
in Slovenian Press between the
Wars: 1919-1945" (,Fotografija v
slovenskem tisku med vojnama®),
in: Stane Bernik (ed.), 150 Years
of Photography in Slovenia:
1919-1945 (150 let fotografije na
Slovenskem: 1919-1945), Ljubljana:
Architectural Museum, 1990, pp.
28-33.

54 During the 1930s, a number

of other authors also used
photomontages in book design,
such as, for example, Ivan Saboli¢
(Zbornik hrvatskih seljaka, 1936;
Selo Belovec, 1938).

55 0. Bihalji-Merin, “Sketch for

a Portrait of My Brother Pavle
Bihali” (,Skica za portret mog brata
Pavla Bihalija®), in: The Publisher
Pavle Bihali (Izdavac Pavle Bihalt),
Belgrade: Nolit, 1978, p. 39.

research in the field of photography and graphic design during her
schooling at the Bauhaus in Dessau (1929/1930).% With her camera,
she recorded the daily rhythm of the famous school and made some
striking portraits of her classmates, as well as photographs of various
urban subjects - from people from marginalized groups to unusual
constellations in the city.’” In 1930, Werner Eggert used for the cover of
the book Diktatur in Jugoslavien - Dokumente Tatsachen Tomljenovi¢'s
now-lost photomontage created under Heartfield’s influence, in
which she harshly critiqued the political situation in the Kingdom of
Yugoslavia after the instituting of King Aleksandar Karadordevic's
dictatorship.® Among the authors who marked the history of interwar
book design is the now-forgotten Franjo Bruck, who created the “cover
sketches” for the Collected Works of Miroslav Krleza, published by
Zagreb-based Minerva (1932-1934). In them, combining photographs
and photographic manipulations with different types of typography, he
had created strong visual accents, some of which were of a surreal
character (Glembajevi, 1932; Legende, 1933).

The socially engaged stance of the Belgrade Surrealists gained
visual echo in a longer narrative poem The Fine Feats of the ‘Five
Cockerels” Gang, which has an important place in the history of
photomontage in the Kingdom of Yugoslavia, and was published in
1933 as part of the Nadrealisticka izdanja (Surrealist Editions). The
book is the result of a fruitful verbal-visual collaboration between
Aleksandar Vuco and Dusan Mati¢, who in 1930 jointly created
several collages, as well as, together with Vuco's wife Julijana Lula
Vuco, the work Une atmosphére du printempset de jeunesse, in which
they used fragments of photographs.® The poem thematizes the
role of the collective (gang) in the struggle for the greater good (the
rescue of the girl Mira ‘from slavery’ in the monastery) and touches
upon the issue of the restrictive institutional system. By way of the
text and images, it also deals with a number of surrealist concepts
(the wall as a barrier, the marvellous, spacing and doubling).¢® It was
created at a time marked by ideological debates about the position
and role of artistic creation, as well as a polarity among Surrealists
and polemics between Surrealism and social literature,* avoiding
censorship due to the fact that it was created as a children’s photo
book.¢? The lines of Vuc€o's poem were accompanied by a “preface,
a cover collage and explanations by DuSan Mati¢” who interpreted
the narrative, conveying the atmosphere and message of the
poem through unexpected visual sequences and interludes ("What
happened in the meantime”).¢* In six photomontages (the cover and
five inserts), Mati¢ used the repetition of motifs, their addition and
allusive combinations, a hypertrophy of dimensions, and created the
effect of wonder with dynamic layouts and visual means that were an
adequate counterpoint to the written word. The last photomontage
included the text “What happens next / -And so the boys set off on
new adventures and a new life,” showing some of the leitmotifs of the
socially engaged idea of progress and building a (better] society. The
factory chimneys, taken from Charles Sheeler’s photograph, grew
on the ruins of the destroyed institution as “emblem of modernity”
and “forshadow subsequent (socialist) industrialization”,®* in which
children play a key role and are the bearers of the future.

56 For more on Tomljenovi¢ see: L.
Mehuli¢, Ivana Tomljenovié Meller:
A Zagreb Girl at the Bauhaus
(Tvana Tomljenovié Meller:
Zagrepcanka u Bauhausu), Zagreb:
Zagreb City Museum, 2010.

57 Like Vuco, she records blocks
of bricks, but stacked in groups on
a construction site

58 For more details on
photomontage and the context

of its origin, see: D. gimiéi(’:,
Jvana Tomljenovic¢®, in: Jadranka
Vinterhalter (ed.), Bauhaus —
networking of Ideas and Practice
(Bauhaus — umreZavanje ideja

i prakse), Zagreh: Museum of
Contemporary Art, 2015, pp.
256-265.

59 For more on Lula Vuco’s
positioning as an author see:

M. Todi¢, ,Wife, Muse, Artist:
Woman in Belgrade ‘s Surrealism”
(,Supru ga, muza, umetnica: Zena
u srpskom nadrealizmu®), in: The
Jowrnal of Modern Art History
Department, Faculty of Philosophy,
University of Belgrade (Zbornik
Seminara za studije moderne
umetnosti Filozofskog fakulteta
Univerziteta u Beogradu), 16-2020,
pp. 59—-64.

60 For more details see: A.
Boskovi¢, A. Morse, “The
Subversive Pedagogy of Belgrade
Surrealism,” in: A. Boskovié, A.
Morse (ed.), The Fine Feats of the
‘Five Cockerels’ Gang: A Yugoslav
Maraist-Surrealist Epic Poem for
Children, Leiden, Boston: Brill,
2022, pp. 1-44.

61 On a layered topic viewed from
the perspective of the ideological
turmoil of the time, the connection
with the communists, the current
political situation and the conflict
on the literary left, see: D.
Sretenovic, The Frenzied Marble:
the Art and Politics of Belgrade
Surrealism (Urnebesni kliker.
Umetnost @ politika beogradskog
nadrealizma), Belgrade: Official
Gazette, 2016, pp. 193-232.

62 A. Boskovi¢, A. Morse, op. cit.,
pp. 12—-14.

63 A. Vuco, D. Mati¢, The Fine
Feats of the ‘Five Cockerels’ Gang
(Podvizi drugine ,Pet petlic¢a®),
Belgrade: Surrealist Editions 1933.
64 A. Boskovi¢, A. Morse, op. cit.,
pp. 39-40.
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The reflections of the transformed interwar perspective of physical
reality and the shift of focus from the visible to the sphere of the hidden,
the allusive, subconscious, secret, ambiguous, bizarre and unpleasant
were visible in the war and post-war years, when a number of authors
found escape from reality in the fantastic, mystical and the surreal. In the
transformed post-war political, social and cultural conditions, authors
such as Vane Bor, Peter Kocjanci¢ and Franjo Mosinger continued to
explore the photography medium and allusive thematic structures in the
wake of theirinterwar avant-garde advances. They were joined by an array
of young photographers who also found incentive in recording the surreal
aspects of visible reality and recognizing the marvelous in the everyday
- from visions and the atmosphere of abandoned urban environments to
found objects — and devoted themselves to (un}discovering the poetics of
dreams, elements of the subconscious, one’s own inner state, dilemmas
and turmoil.®®

65 For example, the Zadar-based
photographer Ante Brkan has been
demostrating a sensibility for the
surreal since the end of the 1930s,
and his younger brother Zvonimir
Brkan also moved toward this
poetic complex in the post-war
years.
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INTRODUCTION

The first actual experiments in photography were recorded during
the 19% century. The official invention was announced in Paris in
1839 when Louis Daguerre (1787 -1851) presented the process of a
mechanical ‘coating’ of silver-plated copper plates named after him
- a daguerreotype. In the same year, in England, William Henry Fox
Talbot (1800 -1877) began experimenting with photogenic drawing,
i.e. drawings produced by light on paper. It was necessary to wait
until 1851 when, with the gradual improvement of technology, it
became possible to make dozens, even hundreds of positive images
from the negatives. Over time, several artists began to question the
possibility of using light to create a photograph without a camera.
Artificial lighting was applied unintentionally during the production of
cameraless photography, orin other words, an image was ‘generated’
from the direct contact of light and objects placed on photosensitive
paper. Thus, special light images appeared and they were eventually
name photograms. Photograms were made without the mediation of
lenses and distortions as results of optical laws, but by the sole action
of light of different duration and intensity on paper, with insignificant
control of the artist’s will. One of the most important periods for
photograms was between 1920 and 1930, usually associated with
the poetics of Surrealism. Photograms were almost simultaneously
created by the influential surrealist photographer, experimental
painter and film director, Man Ray (Emmanuel Radnitzky, 1890
-1976), as well as by the artists of the Belgrade-based surrealist
group, Stevan Zivadinovi¢ (Vane Bor, 1908 -1993) and Marko Risti¢
(1902 -1984). Accordingly, the first official publication of Belgrade-
based Surrealism, LImposible (1930) almanac opened with a brief
Manifesto' accompanied by Vane Bor’'s photogram (Catal. No. 83).

Following André Breton's demand (1896 -1966) for a hurried and
unrestrained production of text and images, artists accepted the
method of automatism,? considering it an imperative in Surrealist
artistic production. At first glance, the photogram seemed to be
the most convenient answer to Breton’'s demands, both as a form
of authentic surrealist art and because of the way it was created |(a
random selection of objects, their blending without premeditation
and calculation, a beam of light that ‘fixes’ the images of objects
arranged with no control of the artist]. This was true, among
other things, because Breton had defined the principle of literary
automatism as “a true photography of thought” in the First Surrealist
Manifesto (1924). According to Dejan Sretenovi¢, a photogram is a
pure indexical sign, a means of returning photography to its primitive
origin, in keeping with Talbot's photographic process.® Dealing with
the photogram on several occasions during his artistic career and
adhering to the method of automatism, Man Ray tried to distance
himself as much as possible from the work process, i.e. to control
it as little as possible, and to delve more deeply into the realm of
dreams and the subconscious.

Unlike Breton’s followers, Belgrade Surrealists accepted the
technique of automatism cautiuosly, modifying it to their own
experiences and experiments. The differences in understanding of

11In 1929, Dorde Kosti¢, Dorde
Jovanovi¢ and Oskar Davito
initiated the magazine Cetiri
strane itd. (Four Sides, etc.).
Published before the Nemoguce
almanac, it is often singled out as
the first true surrealist review in
Serbia. Dorde Kosti¢ talked about
this in the interview he gave for
RTS in 1994, in the film directed
by Dragan Cirjanic.

2 Breton defined the principle of
automatism in the first Manifesto
of Surrealism published in

1924, when postulating the
definition of Surrealism. He
described Surrealism as “Psychic
automatism in its pure state...
the actual functioning of thought
in the absence of any control
exercised by reason, exempt from
any aesthetic or moral concern.”
See: A. Breton, Three Surrealist
Manifestoes (Tri manifesta
nadrealizma), KruSevac: Bagdala,
1979, p. 38.

3 D. Sretenovi¢, The Frenzied
Mayrble: the Art and Politics of
Belgrade Surrealism (Urnebesni
kliker: wmetnost i politika
beogradskog nadrealizma),
Belgrade: Sluzbeni glasnik, 2016,
p. 55.
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this method led to disparities in the perception of its role, both during
the production of the work, and in the achieved results. Risti¢ and
Bor often discussed this subject, estimating that the application of
automatism in painting, or photograms, is, if not impossible, then of
a limited range.

SHORT HISTORY OF PHOTOGRAMS

The invention of photograms is connected to Christian Schad (1894
-1982), a member of the Zurich Dada group. Inspired by Cubist
collages, in 1919 he gathered objects from his environment and
added some paper clippings of different shapes before he enlightened
his compositions. Schad named his photograms shadowgraphs,
referring to the fact that he was the inventor of a new form of artistic
expression. Shadowgraphs appeared to be a technique somewhere
in between different media, with the name indicating one of its main
features - shadows.

Talbot exposed objects to light in a similar way. Before that, in the
18" century, Johann Heinrich Schultze (1687 -1744) had carried out
the technique. He noticed that light dimmed silver salts, proceed
pouring a mixture of chemicals into a bottle and cover its outer wall
with various shapes cut out of paper. After exposure to the Sun’s rays
and the paper’s removal, he noted that some shapes appeared on the
bottle and then suddenly disappeared due to a lack of a fixing agent.
Thomas Wedgwood (1771 -1805) applied shapes drawn on glass to
sensitive paper immersed in silver nitrate solution and exposed them
to sunlight. Pale silhouettes appeared in places where the shapes
covered the paper, while the exposed part of the paper remained
dark. After removing the paper from the chemicals, all the shapes
gradually disappeared. Talbot finally set the “disappearing pictures”
into place. He called photograms “photogenic drawings.™

With Man Ray’s arrival in Paris in 1921, the process of photogram
production continued. While developing photographsin the laboratory,
some objects fell into a chemical solution and left a mark on the paper
after exposure. The artist decided to name this visual form rayograph.
The writer Tristan Tzara (1896 -1963) was particularly delighted
with rayographs, and in the introduction to Ray’s first album Les
champs délicieux (Delicious fields), he compared them with a mirror
that shows the reflection of an object, or an echo, believing that, it
was only through this medium that the Dadaist principle of chance
was truly shaped.® Ray’s album was most likely related to the first
literary work completely written using the method of automatism,
Breton's and Soupault’s (Philippe Soupault, 1897 -1990) Magnetic
Fields (Les Champs magnétiques, 1920). The random arrangement of
words and sentences in Breton and Soupault’'s automatic debut could
be related to the accumulation of objects in Ray’'s photograms. After
he made the first twelve rayographs, the artist created forty albums,
containing photographs of his rayographs, printed on the finest matte
Fabriano photo paper. Back then, the albums were sold for twenty
dollars each, and one of them ended up in the Museum of Modern Art
in New York thanks to the then-director Alfred H. Barr (1902 -1981),

4 N. S. Weinberg, Photography
Without a Camera: Art of the
Photogram, New York: Taplinger,
1981, p. 15.

5 T. Tzara, “When Things Dream,”
Photographs by Man Ray, 105 works,
1920 -1934, New York: Dover
Publications, 1979, p. 84.

who purchased it directly from the artist during his trip to Europe
and visit to Paris.® The quality of the photographed rayographs was
exceptional: even the most sensitive eye could not see the difference
between them and their photographic ‘doubles.’

Working with objects from everyday life (with no subsequent
interference) and exhibiting them as artworks is associated with the
French Dadaist and conceptual artist Marcel Duchamp (1887 -1968).
Displaying bottle dryers, urinals, and chairs with bicycle wheels,
he first and foremost questioned the notion of the originality of
artwork and “handmade” art. After his contact with Duchamp, Man
Ray developed a special interest in objects and as early as 1920 he
exhibited industrially manufactured objects under different names.
His work, The Enigma of Isidore Ducasse (1920), consisting of a sewing
machine and an umbrella wrapped in an army blanket and tied with
raw string, fascinated the Surrealists. The features of the object
remained unknown, which added to the peculiarity of the displayed
work. Inspired by the The Songs of Maldoror (Les Chants de Maldoror
1868/69),” the novel of the controversial French writer of Uruguayan
origin, the Count of Lautréamont, Isidore Lucien Ducasse (1847
-1870), whom the Surrealists adored, this work was one of the most
amazing pieces by Man Ray, indicating that the combination of two
seemingly ordinary objects instigated a correlation which in turn
aroused diverse associations and interpretations. In this regard, Ray
observed:

“Duchamp thought it revolutionary if he simply put a sentence or his name on an
object found i a hardware store. No, I do not need one object, but two. Two objects
which are not connected and which I can combine and put together to create visual
poetry based on contrast.”

During the second half of the 1920s, surrealists developed a singular
affection for odd combinations of commonplace objects and their
juxtaposition became the basis of numerous artworks. As Milanka
Todi¢ noted, “Breton, in fact, simultaneously, theoretically and
practically, investigated the properties of the surrealist object on a
theoretical-philosophical level, but also by actively participating in
experiments with Dali, Giacometti, Ernst, and many other members
of The Parisian Circle.”” Furthermore, quoting Breton’s statement
from the journal Le Surréalisme au service de la révolution (Surrealism
in the Service of the Revolution) No. 3 from 1921, Todi¢ concluded that
Breton equally inscribed “sexual symbolism” in Ducasse’s text and
Ray’s Enigma: “An umbrella can represent a man, a sewing machine
a woman, and a table is the bed that unites life and death.”"

Interest in an object that goes beyond the Dada readymade and whose
meaning in Surrealism primarily depends on the individual desire
of the artist (and later also the observer), and transforms the object
into a fetish (in the Freudian sense of the term), culminated after Dali
(Salvador Dali, 1904 -1989) joined the movement in the late 1920s.
From the beginning of the 1940s, Dali began to actively contemplate
about sculpting, developing the concept of the oneiric object founded by
André Breton. In 1931, Dali presented an object functioning symbolically

6 L. A. Dafner, J. Pierce, “Man Ray’s
Champs Délicieux Turns 100,” Feh.
32022, https://www.moma.org/
magazine/articles/688. Accessed
on 30 May 2024.

7 Ray was inspired by a particular
Ducasse’s sentence at the beginning
of his book: “As beautiful as the

the chance encounter of a sewing
machine and an umbrella on an
operating table.” See: Lautréamont,
Les Chants de Malodoror
(Maldororova pevanja) , Belgrade:
Haos, 1990.

8 Taken from the conversation
between Pierre Bourgade and Ray
in 1972, published in “Man Ray,” Art
Notebooks (Likovne sveske) No. 6,
Belgrade: University of Art, 1980,
pp. 175-205.

9 M. Todi¢, The Impossible:
Surrealist Art (Nemoguce; Umetnost
nadrealizma), Belgrade: The
Museum of Applied Art, 2002, p.
50.

10 Ibid.
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(a shoe and a glass of milk], introducing a classification of six different
groups of surrealist objects that enable the ‘liberation” of subconscious
contents by means of the paranoiac-critical method."" He explained
the term ‘surrealist object’ in his 1929 essay,'? and up until 1936 he
wrote a series of polemics, intending to expound on his assemblages
or object-sculptures (Retrospective Bust of a Woman, 1933; Portrait of
Joella, 1933/34; Venus de Milo with Drawers, 1936). He also coined the
phrase “psycho-atmospheric-anamorphic object” which refers to the
relationship between the visible and the profound within each object.™

One of the few authors who did not use his name to define cameraless
photographs was the prominent Bauhaus professor Laszld Moholy-
Nagy (1895 -1946). The generally accepted name - photogram - was
presumably coined by Moholy-Nagy in 1925 and it was initiated by
his desire to refer to rapid telegraphic data transmission. He granted
the photogram a special place in art, considering that its specificity
lay in the fact that light “writes itself.”"* According to him, the
photogram, although without true representative content, can cause
an immediate optical experience based on our psycho-biological
visual organization.™

The Belgrade-based surrealist group resorted to the photogram
technique in the second half of the 1920s. The major part of their
photographs was created in Vrnjacka Banja, in the summer villa of
the Zivadinovi¢ family, where Vane Bor and Marko Risti¢ prepared
collaborative works of art which were later published in the L
Imposible almanac (1930). Although in the previous literature about
Belgrade surrealism, 1928 is almost as a rule underscored as the
year Bor’s and Risti¢’s photogram cycles were created,’ a letter from
the Legate of Konstantin Koca Popovi¢ and Leposava Perovi¢ in the
Historical Archive of Belgrade has shed new light on the possibility
of an earlier dating of the first Serbian photograms. This involves a
letter sent by Vane Bor to Popovi¢ (1908 -1992), on the letterhead of
the Zivadinovi¢ Sanatorium in Vrnjacka Banja, dated 5th September
1926. In one paragraph of this noteworthy document Bor mentions
Man Ray and his discovery of the rayograph:

“The famous photographer Man Ray, a.few years ago, came to anidea of setting various
objects on photographic paper and exposing them to the Sun, obtaining odd shapes. He
made some exceptionally beautiful things. That has been an excellent amusement here
Jfor us recently. I made a large number of these, Marko Ristié¢ even more. The one I'm
sending you can be replicated quite easily, though the paper we used is no good. The
photogram was much prettier before 1 fixated it. We have perfected the technique. We
use mirrors, diffused magnifying glasses, etc.””

11 For more details: S. Dali, ,Objets
surréalistes”, Le surréalisme au
service de la révolution, no. 3,12/1931,
Paris, pp. 16-17.

12 S. Dali, ,Objectes superrealistes.
Objectes onirics*, L'Amic de les Arts,
any IV, nim. 31, 31/03/1929.

13 S. Dali, “The object as revealed in
surrealist experiment,” This Quarter,
vol. 3, no. 1, 09/1932, London, pp.
197-207; S. Dali, ,Objets psycho-
atmosphériques-anamorphicques®, Le
surréalisme au service de la révolution,
num. 6, 05/1933, Paris, pp. 45-48;

S. Dali, ,Honneur a l'objet!" Cahiers
d'art, num. 1-2, 05/1936, Paris,

pp- 53-59; S. Dali, La Conquéte de
Pirrationnel, Editions Surréalistes,
Paris, 1935.

14 Man Ray talks about the same
characteristics of his rayographs:
“One day, while I was enlarging
some photos, I accidentally found

an object which had left a trace on
the photo-sensitive paper. After that,
[ deliberately (underlined by D. M.)
placed keys, chains, and pencils on
the photographic paper, letting the
light take care of their appearance.
The light deformed them, creating
refractions and (...) that's how I

fell into the process of making
cameraless photographs.” “Man Ray,”
Art Notebooks (Likovne sveske) No. 6,
Belgrade: University of Art, 1980, pp.
200 -205.

15 S. Moholy-Nagy, Moholy-Nagy:
Experiment in Totality, London:
Cambridge Massachusetts, 1969, pp.
27 -28.

16 The inscription (probably by
Marko Risti¢) on the back of two
photograms by Vane Bor in the
Collection of the Museum of Applied
Art in Belgrade, singles out 1928

as the year when they were made.
However, it should be stressed

that like numerous other pre-
surrealist activities of our artists,

the photogram belonged to the
‘innovations’ that attracted them, and
with which they experimented with
joy. Thus, we could assume that some
photograms were made even earlier,
hefore above mentioned 1928.

17 Letter by Vane Bor to Koca
Popovi¢ dated 5 September 1926,
Historical Archive of Belgrade,
Legacy of Konstantin Koc¢a Popovié¢
and Leposava Lepa Perovi¢, 1603,
container 31. I am grateful to Jelena
Pera¢, MA, museum advisor of the
Museum of Applied Art in Belgrade,
who found this letter in the Legacy of
Kota Popovi¢ and drew my attention
to the possibility of assigning a

new year of production to the first
photograms in Serbian surrealism.

Belgrade surrealists closely followed all the events in Paris, so they
did not miss Ray's accidental photographic “discovery”. The basis of
both Bor's and Risti¢'s photograms, as well as, somewhat later, the
photographs by Nikola Vuco (1902 -1993) was surely a new way of
playing with objects, along with the possibility of manipulating light,
mirrors and magnifying glasses.” The use of a series of photograms
is typical of Vane Bor, who doubted the possibility of applying the
method of automatism in photograms. Risti¢’s and Bor’s photograms
seemed like contro L led and organized works, while Ray’'s were
perceived as randomly arranged combinations of objects found in the
artist’s nearby environment. Specifically, when working with objects,
Ray, rather than modifying them, placed them directly on paper and
lit them up with a beam of light of a certain intensity and duration.
The rayographs went unnamed, in order not to deprive the observer
of the possibility of free, associative play, as well as to avoid violating
Breton’s principle of automatism, at the moment of creation, as well
as during the subsequent encounter of the viewer with the completed
artwork. In 1922, the American magazine Vanity Fair published an
article with four rayographs and inscriptions by Man Ray, one of which
alluded to the surrealist automatic practice, and read as follows:
Composition with O b jects Selected with the Eyes Closed. However,
several decades later, while explaining his understanding of the
Dada principle of chance and surrealist automatism, Ray declared
that there was no such thing as chance. By trying to decipher the
‘accidentally’ est a blished correlations between objects in the
rayographs, he refuted his youthful attempts to ‘gratify’ Breton. He
ascertained that chance represented the principles and forces, not
yet named, that exist both in nature and within us.”

The affinity of Belgrade surrealists to ordinary objects is evidenced
in their sculptures, assemblages, and collages. Objects and their
combinations have determined the character of both Bor’s and
Risti¢'s photograms. If the special interest in the world of objects
in Belgrade Surrealism was initiated by the encounters of Serbian
artists with Breton, then it intensified and was reinforced following
the Bor-Dali corr e spondence. This is supported by Vane Bor's
documents in the Legacy of Marko Ristic in the Archive of the Serbian
Academy of Sciences and Arts (SASA), and particularly by Bor's letter
sent to Dali on 31 December 1932 in which he confirmed that he
had read his article on the surrealist objects in the magazine This
Quarter.? Only after that, Bor had understood why he was fascinated
by oil paint tubes, ‘realizing’ their sexual connotation and classifying
them among ‘simple objects with a symbolic function.’?" According
to Dali, “these objects, subject to minimal mechanical functioning,
are based on fantasies and representations that can arise from the
performance of subconscious actions. [...) Objects with a symbolic
function leave no room at all for formal preoccupations. They depend
only on the amorous imagination of each person and are extra-
plastic.”?? Objects were also the foundation of Vane Bor’s abstract
surrealist photog rams. At the same time, their appearance was
deliberately blurred and covered with shadows beyond recognition,
which made them mysterious and auratic.

18 For more details on photography
in Belgrade Surrealism, with a
special reference to the works of
Nikola Vuco and Vane Bor in the
context of Freud’s “strange” and
“uncanny,” see the text by Jelena
Pera¢, MA, in this catalogue.

19 “Man Ray,” op. cit., p. 205.

20 Although he does not refer to
an actual essay, there is no doubt
he was inspired by Dalf’s “The
object as revealed in surrealist
experiment.”

21S. 7. Bor, “A Letter to Salvador
Dali,” in: Z. Gavri¢, R. Matié-
Pani¢, D. Sretenovié (ed.), Stevan
Zivadinovié Bor, The Poetics of
20th Century Serbian Artists 4,
Belgrade: MoCAB, 1990, 84.

22 S. Dali, ,Objets surréalistes®,
Le surréalisme au service de la
révolution, no. 3, 12/1931, Paris,
pp. 16-17.
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VANE BOR: AUTOMATIC PAINTING, VISUAL AUTOMATISM AND
PHOTOGRAMS

In the concise and invaluable contribution to the study of photograms
“On Automatism in Fine Arts”, written at the invitation of German
professor and artist Floris Michael Neusliss (1937 -2020) and his
wife, conceptual artist Renata Heyne (1947 -] for the anthology Das
Fotogramm in der Kunst des 20. Jahrhunderts published in Cologne
in 1990, Vane Bor shed light on his understanding of automatic
painting, expressing doubt about the possibility of applying Breton’s
principle of automatism in photograms. Namely, Bor established a
clear distinction between automatic painting, i.e. mechanical painting
(which Marko Risti¢ also disputed, according to his own claims] and
so-called visual automatism:

“The insufficiency of automatic painting probably lies in the fact that the pivotal
condition in linguistic automatism was not the unhindered use of the pen, but the
unconstrained, flow of thought that precedes writing. The pen only registers this flow —
and not automatically, but according to proper writing.”*

Similarly, in contrast to mechanical painting (that is, automatic
painting in Breton’s understanding of the process), Bor proposed
the term “visual automatism”, implying that a painter would allow
images to appear automatically behind closed eyes, but then he
must rationally paint them, thus rendering the insights he had while
squinting. According to Bor, this was how he had painted Algae in the
Wind in 1928 (also known as Orb on the Apparent Horizon), a vision
that appeared to him one morning when he was half asleep, without
contemplating its theoretical implications.” Bor’s visual automatism
consisted of two phases that fused the irrational and rational, the
uncontrolled and controlled, the intuitive and real, or in other words,
they indicated the free play of memorized images, to be faithfully
reconstructed on the canvas with different artistic means.

Like Bor, Risti¢ also questioned automatic painting, though he highly
appreciated some mechanical techniques, such as Max Ernst's
frottage (Max Ernst, 1891 -1976), also endorsing the efforts of his
associates, for example the artworks of Oskar Davi¢o (1909 -1989)
and Dorde Kosti¢ (1905 -1995), printed in the L' Imposible almanac.
Furthermore, Kosti¢ subsequently denied the existence of pure
psychic automatism, claiming that it was always controlled by rational
thought. He regarded the application of the technique as a Freudian
delusion, considering the Surrealism a precursor of scientific
knowledge.? Clarifying the correlation between automatism and the
photogram, Bor concluded the following:

“In the photogram, I see insyfficient space for pure psychic automatism. However, some
can arise quasi-automatically, under limited control of the mind. I made a few myself
i the 1930s. Instead of deliberately arranging various objects on the photo paper, I
smashed a small glass bottle with a hammer directly on the paper and exposed it to the
light, without any changes. The result, therefore, was accidental and uwintentional. Surely
there are many other possibilities to make such “random photograms” — all of which could
be labelled ‘quasi-automatic.”””

23 Vane Bor, “Uber den
Automatismus in der bildenden
Kunst”, in: F. M. Neusiiss, R. Heyne
(eds.), Das Fotogramm in der Kunst
des 20. Jahrhunderts: die andere
Seite der Bilde: Fotografie ohne
Kamera, Kéln: DuMond, 1990, pp.
266 —272.

24'S. 7. Bor, “On Automatism in
Fine Arts”, in: Z. Gavri¢, R. Mati¢-
Pani¢, D. Sretenovié (ed.), Stevan
Zivadinovié Bor, The Poetics of
20" Century Serbian Artists 4,
Beograd: MoCAB, 1990, p. 85.

25 Ibid.

26 Nemogucée — Dorde Kostic,
director: Dragan Cirjani¢, RTS-
TVB, 1994.

27 S. 7. Bor, “On Automatism

in Fine Arts”, p. 86. One of the
photograms with a broken bottle
precedes the text “By the way”
(Uzgred budi re¢eno) by Marko
Risti¢ and Dusan Mati¢, published
in the Nemoguée almanac. Bor’s
work can be found on page 117.
Also, the Manifesto signed by

the thirteen Belgrade surrealists
which opened the Almanac, is
accompanied by Bor’s photogram
with a knot, whose secret
symbolism he explains in the text
“On Automatism in Fine Arts.”

Milanka Todi¢ drew attention to the ‘cinematic nature’ of Bor's
photograms arranged in a series, which negate the application of
Breton’s principle of automatism. She referred to several artworks
with a bottle, photograms grouped next to each other in a deliberate
and planned manner (with rearranged pieces of a broken bottle on
new papers), to form a cinematographic structure.?® (Catal. No. 85,
86) In this sense, only the photogram with the bottle broken for the
first time could be considered as created according to the method
of automatism, while the others were achieved by way of the artist’s
conscious action, i.e. by positioning pieces of glass on new photo
papers. This signifies that Bor had abandoned “the premises of the
automatic flow of thought for the sake of animation.”? In the 1940s,
Bor moved from Serbia to United Kingdom (Oxford) where he lived
until his death. In 1993 his legacy was returned to Belgrade. Most
likely, a certain number of photograms were not preserved due to
Bor’s travels, which explains gaps in the mini-series that disrupt
the full experience of “continuous movement” Bor was intending
to achieve. With this series of stills, the artist had deliberately
renounced pure psychic automatism, simulating the movement
between successive photograms. Unlike him, Man Ray rarely strived
for a sense of movement in his artworks, nor was he particularly
interested in the “cinematic nature” of rayographs. His experimental
short movie Return to Reason (Le Retour a la raison, 1923), represents
a direct application of the “rayographs” on celluloid film. Hence,
Ray moved smoothly from photography to cinematography, while
Belgrade surrealists (and more generally, the Serbian avant-garde
artists) regrettably failed to achieve any correlated aim.®

In his early photograms, Vane Bor attains the impression of an
‘absence’ of real, clearly visible objects. Using light on materials
of a different solidness, in the sense of production of more or less
transparent shadows on the photo-sensitive paper, he had managed
to ‘'modify’ the object and make it more difficult for identification.
Thus, he gradually introduced the observer to the world of the surreal,
revealing the “secret life” of the objects. Reflecting on objects and the
unexpected effects that can arise in photograms, Bor stated:

“In my early photograms, I was interested in dealing with objects. They were meant to
stand out clearly, although they were always deformed in some way: the bottle was broken,
the string was tangled in two loose knots (both works were reproduced in the L' Impossible
almanac, 1930), the fleece paper was finely crumpled — I also applied this technique in
painting 1 1929. Likewise, I often tried to evoke a nocturnal or cosmic impression.”!

28 M. Todi¢, The Impossible:
Surrealist Art, p. 61.

29 Ibid.

30 The affinity of Serbian avant-
garde artists towards film is

well known: they understood
cinematography as the art of
great possibilities. The Zenitists
and Dadaists were particularly
fascinated by film, but the
Belgrade Surrealists also sought
to apply film techniques in their
literary and visual works. On this
topic, consult: Levi, Pavle. Cinema
by Other Means, Belgrade: FCS,
MoCAB, 2013; Zecevi¢, Bozidar.
The Serbian Avant-garde and
Film 1920-1932, Belgrade: UFUS,
2014; Jovi¢, Bojan. Avant-garde
myth Chaplin, Belgrade: Sluzbeni
glasnik, 2018; Metli¢, Dijana.
“Zenitist Cinema: Influences

of Marinetti and Mayakovsky,”

in: Berghaus, Giinter (ed.),
International Yearbook of Futurism
Studies, vol. 9, Berlin: De Gruyter,
2019, pp. 236-268. Metli¢, Dijana.
,Branko Ve Poliansky: Editor of
Kinofon®, in: Suboti¢, Irina, Jovi¢,
Bojan (ed.), A hundred years of the
Zenit magazine 1921-1926-2021,
Kragujevac, Belgrade: Gallery
RIMA, Institute for Literature and
Art, 2021, pp. 521-543; Kruljac,
Vesna. Branko Ve Poliansky,
Belgrade: Fakultet primenjenih
umetnosti, 2022.

31S. 7. Bor, “On Automatism in
fine art”, p. 86.
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As a film critic for the literary and cultural-political magazine
Danas,”? a review with a solid leftist orientation, and the daily
newspaper Politika, Bor demonstrated an excellent knowledge of
cinematography and the essential features of film language.®® An
entire series of his early photograms can be grouped into cycles
of two or three frames, thus establishing the apparent expression
of the movement of static objects, as in the fashion of early silent
cinematography. In his polemic, “Fetish as Magician,” commenting
on Friedrich Wilhelm Murnau’'s (1888 -1931) film Nosferatu, A
Symphony of Horrors (Nosferatu -Eine Symphonie des Grauens, 1922),
Bor identified the use of a film trick that enables “the movement of
dead things”. He further stressed: “An object is photographed in its
immobility, though it moves between each shot.”3 Thus he expressed
his wish to produce a cinematic feeling by using the so-called stop
motion effect in photograms, photomontages and photography. Along
with photograms with a bottle, as well as those with ghostly, hard-
to-recognize objects (Catal. No. 81, 84, 88], some other obvious
examples of “cinematic thinking” can be found in the photo-portraits
of Croatian theatre director Vladimir Habunek and a young woman,
Milica S. Lazovi¢ (Catal. No. 73). A shadowy atmosphere, noir-like
lighting and extreme shooting angles transformed the mentioned
photographs into film stills with a strong sense of both, the passage
of time and the ‘locomotion’ of the actors in front of the camera.
The fact that Serbian avant-garde artists never actually shot a film,
but produced only the so-called “paper movies” (Branko Vuéicevic¢'s
term),® in no way diminishes the importance of their desire to move
from static to moving images. According to Bozidar Zecevic, the
nature of the film medium in various ways determined the character
of both the literary and visual heritage of Serbian avant-garde art.*

There is hardly any evidence today of Vane Bor’s involvement in
production of unusual, surrealist film Belgrade Mysteries directed
by American pianist and director Esther Johnson, who visited
Serbia in the 1930s. A few details, reconstructions based on fleeting
memories and writings about the documentary that had its premiere
at the Aero-club in Uzun Mirkova Street (attended by the composer
Josip Slavenski, but not Vane Bor!), before it vanished, are tenuous
indications for its further study. And yet, certain testimonies of artists,
noted by the poet and essayist Branko Aleksi¢, suggest that the
‘nature’ of this film was guided by Bor’s affection for the neglected,

devastated, dark and mysterious spaces of the capital city and that
its uncanny®” atmosphere was similar with the impression provoked
by the descriptions of Paris in the works of Breton and Aragon, or
even the Paris documented in the photographs of Eugéne Atget (1857
-1927).

At that time, a bridge over the Sava was being built in Belgrade. The workers
demolished some buildings or just knocked down the walls of taverns, and the eerie-
looking images that were all that was left of the buildings caught Bor’'s eye. (...) On
some walls, there were paintings of gentlemen, as naive as those by Henrit Rousseau,
Le Douanier. Particularly interesting were the orthopedic aids in the window of a
ground-floor shop i Balkanska Street.”s

32 Editors Miroslav Krleza (1893-
1981) and Milan Boganovi¢ (1892-
1964), initiated the magazine in
January 1934, in Belgrade. The
magazine had only five issues
before it was prohibited.

33 In addition, Bor discussed the
importance of film in some of the
official surrealist publications.
Such is, among others, the text
Anti-Wall, written with Marko
Risti¢ in 1932. His most famous
polemic is “Introduction to

Film Criticism” written for the
literary magazine Danas in 1934.
See: S. Z. Bor, “Introduction to
Film Criticism,” pp. 150-153.
According to Bozidar Zecevic,
Bor’s understanding of film was
decisively influenced by Dali and
his Brief Review of the Critical
History of Film (1931-1932).
According to Bor, Dalf’s text
belongs to the “surrealist view

of the world and the spirit of

the avant-garde as a poetics of
resistance.” More: Zetevic, op. cit.,
pp. 218-220.

34 S. 7. Bor, “A Fetish as a
Magician,” p. 167.

35 About avant-garde film and the
so-called ‘paper films, consult: B.
Vucicevi¢, Traveling entertainment
acts, Belgrade: Film Center Serbia,
2023.

36 Consult: B. Zecevic, The Serbian
Avant-garde and Film 1920-1932.
37.Freud’s term ‘uncanny’ (Das
Unheimliche), could also be taken
into account here. Regarding
architectural photography of
Paris and Berlin, in the context

of Freud’s uncanny, consult:

M. Cuk, “Strangely Familiar:
Some Remarks on Photographic
Representation of Uncanny
Spaces,” in: D. Metli¢, M. Cuk
(eds.), Photography as a Method

of Visual Research, Novi Sad:
Academy of Arts, 2019, pp. 60 —75.

38 B. Aleksi¢, “Endless simulacra of
Vane Bor” in: Z. Gavri¢, R. Mati¢-
Pani¢, D. Sretenovié (eds.), Stevan
Zivadinovié Bor, Belgrade: MoCAB,
1990, pp. 55 —57.

Where this joint surrealist cinematographic experiment by Bor and
Johnson is located today remains an unsolved puzzle. Undoubtedly,
it reached America, as in a letter from Oxford (24 July 1983), Vane
Bor claimed that it was intended for viewers in America and that it
was almost certainly shown there [if not in large cinemas, then in the
art-house small theatres).?” Expressing the hope that in the future
someone might find it in the United States film archives, Zecevi¢
concluded that it was a film “made in the manner of surrealists - one
of those films that is worth seeing because it reveals something new
to us from that unrecognized or unperceived relationship with reality
that breaks out in dreams, in automatic texts or inchoate jokes, by
which thoughts are not (yet) amused.”*®

MARKO RISTIC: IMAGES, DREAMS AND RECOLLECTIONS

During the second half of the 1920s (while spending summers
in Vrnjacka Banja with Vane Bor), Marko Risti¢ created a series of
photograms dedicated to his wife, Jelica Seva Risti¢ (1906 -1995). (Fig.
11, 12, 13, 14; Catal. No. 92-105) Milanka Todi¢ dated at least fifteen
of these photograms to 1928. It is quite possible that this was the year
of their creation, as they are most often associated with Risti¢’s post-
Parisian period, i.e. the time after his honeymoon, first to Verona,
and then to Paris, where his wife and him arrived in November 1926.
There they intensified their professional and personal contact with
André Breton and his surrealist colleagues. On the other hand, it is
not impossible that, according to the testimony of Vane Bor,*' Ristié’s
photograms were created some time earlier, probably in 1926,
before his wedding ceremony in Ljubostinja monastery (Fig. 15). The
expressive possibilities of collage, photography and film intertwine
in these photograms. Static images positioned in rows are organized
into a photo-novel and resemble Risti¢'s collage diary made during
his voyage in France, named A Mobile Life (La vie mobile, 1926). This
visual journal consisting of two drawings and eleven collages was
composed of clippings from newspapers, magazines, parts of letters
and telegrams, postal stamps, playing cards, used exhibition tickets,
etc. As Milanka Todi¢ noted, in this work of art, whose title is inspired
by a verse from Vane Bor’s poetry,

“..., were rejected, first of all, the traditional materials: paint, oil, canvas, and then,
although collages use images which are technical and massive, their authors, as well
as their original milieu, are irrelevant. They are uncovered and ready-made images
of objects, as Breton calls them, reused in collages, while their original functions and
previous history are forgotten.”?

The specific nature of Risti¢'s photograms lies not only in their
composition consisting of several images (windows/screens appear
within the photograms, introducing the main characters of the story
and providing new information), but also in an unusual emergence of
human figures in them (portraits of Seva or Marko Risti¢, as well as
parts of woman’s body). If most of the artists explored the “secret life”
of the objects in their photograms, as well as the effect of light on the
surface of the object, then Risti¢'s artworks are by all accounts an

39.According to Zecevié, op. cit.,

p. 227.
40 Ibid.

41 See the letter to Koca Popovié

mentioned above.

42 M. Todié¢, The Impossible:

Surrealist Art, p. 41.
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exception in both Yugoslav and European experimental photography
practice during the 1930s. Photography is the constitutive element
of the photogram which becomes a kind of meta-photography.
Combined with carefully selected personal items from the life of
the Risti¢ couple, such as lace, a wedding ring, a chain, and a heart
pendant, which Milanka Todi¢ defines as the souvenirs-of-love, these
representations develop into rather intimate scenes of everyday
life filled with an atmosphere of warmth and happiness. With his
extraordinary storytelling, Risti¢ managed to produce a photo-
novel in which the image is self-sufficient text. His photograms are
arranged in a series and his visual method addresses film aesthetics.
The recognizable juxtaposition of objects and photos points to the
significance of collage and assemblage, which Risti¢ also practised
in the surrealist period. With numerous shadows, overlapping
scenes, double exposures, and the slight movement of objects and
their blurring, the artist surpassed the firmly established boundaries
between different artistic forms, thus proving his desire to achieve
at once surreal and contemplative effects. Despite this emergance
of surreal in the real, Risti¢ leaves nothing to mere ‘chance.” His
photograms are not created according to Breton's principle of
automatism, whose validity Risti¢ questioned. Milanka Todi¢ rightly
pointed out that “Risti¢’s photograms represent the early emergence
of screen pictures,” and that “the montage juxtaposes figures and
objects (...}, with, as a result, the photogram being perceived as a
poetic picture in which an atmosphere of a diary brimming with
private memories and souvenirs prevails.”*

The use of screen pictures can be seen in several photograms: most
often in the upper left or lower right corner, Risti¢ positions a bright
window (screen) for his or Seva’s photo portrait (Catal. No. 92-94, 104,
105). The use of “picture-in-picture” can be linked to Breton's definition
of painting as a window into the inner world of the artist, rather than
an image based on a mimetic model. For example, on photogram
No. 21756 in the Collection of the Museum of Applied Art in Belgrade
(Catal. No. 92], over a quarter of the surface occupies a photograph
of Seva Risti¢ sitting in front of a window. Here, the impression of a
deliberate play with openings is created, as a bright screen appears
on the surface of the paper with the profile of the artist’s wife against
the background of the ‘real’ window of the house in front of which Vane
Bor photographed her. The same photograph of Seva (Catal. No. 95,
104) was used in creating different photograms (Photogram with lace
and heart and Photogram with ring and bracelet), along with the fact
that the second photo is slightly curvy, so the female figure appears
somewhat enlarged and deformed. On photograms 21757, 21758,
21759 (Catal. No. 93-95), there is an image of the artist and his wife,
although the presence of the woman is merely implied. Instead of her
face, awoman’s legs can be seen in the 1920s elegant evening shoes.
The implicit presence of this “mysterious lady” whose legs protrude
above the artist’s head indicates that she is always on his mind. Vane
Bor’s photo from 1926, showing Seva Risti¢ behind a ladder, were used
in several of Risti¢'s photograms. (Catal. No. 63), Once again, the use
of Bor’s photo points to the possibility of an earlier dating of Risti¢’s
photogram series (in 1926, rather than in 1928, as was accepted) and
stresses the importance of collaborative work in Surrealism.

43 M. Todi¢, op. cit., p. 60.

It is worth noting that the natures of Risti¢'s and Bor’s photograms
are different. While Bor primarily focused on objects and the effects
of light on their surface, with an inevitable evocation of cinematic
continuity by applying the so-called stop motion technique, Risti¢
created a personal diary dedicated to his wife through a constant
combination of photographs (showing Seva’s or his face) and intimate
objects as signifiers of their love and commitment. It is interesting
to note that in 1922, in his photography, Man Ray also celebrated
his muse and model Kiki de Montparnasse (Alice Prin, 1901 -1953).
However, while Ray subjected the live model to some kind of
“X-ray,” and obtained a pale, solid outline on the photo paper, Risti¢
incorporated the “photographed reality” in his photograms, using
photography as the material source, while the “picture-in-picture”
imagery contributed to the impression of storytelling.

After all, it is worth mentioning that the Renaissance and Baroque
masters opened a “virtual window” in the background of their
compositions, offering the possibility of different interpretations of the
main theme and introducing the so-called layered narrative, in which
the 'background’ image was frequently a guide to understanding the
entire scene. Thus, it is possible to understand Risti¢'s photograms
in the light of the aforementioned ‘interpretation.” All the visible and
distinguishable objects belong to a singular and idolized woman who
constantly appears before the artist as his support and inspiration,
both in his reality and dreams. Numerous surrealist muses* were
active as models and supporters of their more praised husbands
and artists. Their artistic production has been discovered recently
and they undoubtedly deserve more attention: from Gala Dali (1894
-1982) and Nusch Eluard (1906 -1946), from Lee Miller (1907 -1977)
and Dora Maar (Dora Maar, 1907 -1977), to Seva Risti¢, Lula Vudo
(1899 -1985) and Lela Mati¢ (1907 -1986).4

BOR’S RETURN TO PHOTOGRAM

After several decades, Vane Bor returned to photograms in 1988, in
Oxford, where he had lived for many decades. He had been invited by
artist and professor Floris Neustiss, to contribute to an Anthology
of the 20th-century photograms. In this paper, Bor explained his
relation to photograms after almost sixty years:

“My current artworks go in the same direction, but my main interest is focused on
shadows, and I choose objects depending on the visual effect [wish to achieve. Usually,
objects can produce unexpected phenomena thanks to the overlapping of their shadows
(Dream Figure, 1989). I also work with multiple shadows (Disturbed Night, 1988) and
Sloating shadows (Arctic Poet, 1988). (...) In other words, before I discover objects, I am
overwhelmed with the realm of shadows. But, at the same time, I also try, as much as [
can, to evoke nocturnal or cosmic atmosphere.”*

44 The Surrealist exhibition

“31 Women”, organized in New
York at the “Peggy Guggenheim”
Gallery in 1943 was one of the
first shows solely dedicated to
the works of surrealist female
artists, in order to show that they
were more then just surrealist
models or muses. In an informal
conversation, Marcel Duchamp
supposedly proposed to Peggy
Guggenheim to organize an
exhibition of Surrealist female
artists to reveal the diversity of
their poetics and to prove that they
cannot be treated as the “invisible
participants” of the movement.
The “star” of the exhibition was a
Mexican painter Frida Kahlo, but
a Serbian artist, illustrator and
poet Milena Pavlovi¢ Barilli also
attracted public attention with
her paintings. Further consult:
https://www.gothamcenter.org/
blog/the-notorious-31-women-
art-show-of-1943. Accessed on 22
June 2024.

45 Consult: M. Todi¢, “Wife, muse,
artist: a woman in Belgrade’s
Surrealism,” The Journal of
modern art history department,
Faculty of Philosophy, University
of Belgrade, 16-2020, pp. 37-75,
https://reff.f.bg.ac.rs/bitstream/
handle/123456789/4780/
bitstream_11535.pdf?sequence=1.
Accessed on 25 May 2024.

46 S. 7. Bor, “On Automatism in
Fine Arts”, p. 86.
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One of the key innovations in the 1980s photograms was the
appearance of titles, which did not exist in his surrealist works.
Correspondingly, certain objects could be more easily identified: a
ruler, a protractor, a plaster male profile, a papillote, and a glass cup
with a star-shaped base. Frequently, the same object reappears in
several artworks, and other objects related to it vary. In at least three
photograms, a plaster male profile is combined with a coin (Arctic
Poet), a ruler (La géometrie supérieure), and with pieces of cotton wool
and a pen cap [Lastronome séduit). Thus, Bor established a narrative
structure of three images and motivated an observer to play a little
game: by combining different objects with a plaster profile, one could
recognize three diverse professions: a poet, a mathematician, and
an astronomer. An interrelated male profile is also present in his
paintings Night Silence and Mad Architect dated in 1970s.

The compositions of other photograms were created by combining
cups, rulers and papillotes. Outlines on the paper appeare either as
three-dimensional (due to the sharper angle of light hitting a surface)
or as flattened, distorted shapes (the papillote turns into a complex two-
dimensional grid). The artist also applied light screens, as in the work
Le fenetre mysterious, in which the edges of the visible structure are
concealed by black surfaces. Although it may seem nonrepresentational
/ abstract, the photogram Oiseau nocturne (1988) establishes an
important connection between Bor's painting and photograms. It is
achieved due to the presence of a figure with wings in the centre of the
structure, seen in the 1970s paintings such as Ambiguous Angel, Huge
Wings, and Man-Bird, as well as in the series of artworks whose titles
contain the phrase ‘introverted bird," referring to a figure whose wings
are turned inward. The winged figure was one of the frequent symbols
in Bor's painting and could be interpreted as a woman-bird, i.e. the
metaphor of a woman-mother (a bird with its wings widely spread] or a
woman-erotic being (a bird with lowered wings).

Bor’s photograms from the 1980s were similar to his surrealist
experiments. The artist still oscillated between his need to turn to
cinematography by slightly moving objects in static arrangements
of the photograms and his desire to explore the complex relations
between light and shadow, i.e. objects and reflections. Calling to
mind Man Ray and the French surrealists, once again, Bor questioned
the possibilities of discovering the subconscious, with the constant
interplay of symbolic objects chosen from his surroundings.

AFTER SURREALISM: AUTOMATISM AND PHOTOGRAMS

Surrealism arose during Freud’'s significant experiments in the
realm of dreams and the unconscious, as well as the dissemination
of Einstein’s (Albert Einstein, 1879 -1955) ideas related to the Theory
of relativity. It glorified the individual and encouraged the breaking
of taboos and ethical principles that originated in the family, school,
church, and society. Dreams, the subconscious, the oneiric, the
secretive, the unfathomable, hallucinations, delirium, sexuality, and
the exploration of men’s inner life were the crucial preoccupations of
the first phase of Surrealism. In parallel with the French movement
in Paris, from the beginning of the 1920s, the young intellectuals who

underwent the traumatic experience of the First World War and who
were mainly educated in France and Switzerland were inspired by the
same ideas in Belgrade. Dealing with various forms of literary and visual
expressions, Belgrade surrealists created an authentic avant-garde group
in the Kingdom of Yugoslavia. Numerous proto-surrealist revues, which
were in line with European literary magazines, made Belgrade Surrealism
one of the most coherent and independent movements outside of France.

The principles of automatic writing and painting attracted both French and
Serbian artists, and at one point it seemed that the appropriate method for
creating ‘authentic’ surrealist artworks was found: it denied rational control
and it strived to reject conscious action in the process of artmaking. Was it
possible to sustain such a state of mind during the work? At the onset of his
career, Man Ray accepted this principle both in painting and in photography.
Interested in objects and their interactions, in 1922 he produced his first
album of rayographs, Les champs delicieux, in which he foresaw Breton’s
automatic principle defined in 1924. Ray nevertheless noted in the 1930s
that every form of creativity was rationally controlled and motivated by
certain life circumstances and that it is subjected to certain rules of mind.*’
In fact, the majority of Serbian artists were sceptical about automatism. A
key contribution to the surrealist theory of automatism was Bor’s definition
of the method of “visual automatism” postulated in 1990, which contained
two phases and which established the difference between mechanical
painting and visual automatism. Thereby, Bor found a compromise: he
proposed that the artist was to succumb to the subconscious thoughts
and images with his eyes closed, and then, consciously and rationally,
transfer the contents onto a canvas by using various available means. For
him, the so-called quick transmission of thoughts into an image was not
possible, as it is always associated with successive, rational interventions
of an artist. Similarly, Risti¢ departed from the principle of automatism in
visual arts: he expressed his desire to refer to certain events in his life with
rationally selected elements of reality and create his ready-made pictures,
as Milanka Todic labelled them. As in the collage diary La Vie Mobile, in
the 1920s photograms, Marko Risti¢ expressed his feelings of love and
affection to his wife Seva, by using objects and photographs that referred to
the intimate moments of their relationship.

Although the photogram eventually lost the importance it had during
Surrealism, it appeared in the works of artists of the second half of the
20th century. The Dadaist Raoul Hausmann (1886 -1971) intensively dealt
with photograms during the 1950s in a similar way as with photomontages;
Robert Rauschenberg (1925 -2008) and Susan Weil (1930 -) examined the
‘transparency’ of the body and its modification under the influence of light;
Floris Neusliss created the first real “Nudograms” in the history of art by
“printing” a body in life size on photographic paper, just as Yves Klein (1928
-1962) printed naked female bodies in his blue anthropometries. In 1989
James Welling (1951 -}, for example, made two /RTS and /IRBX monochrome
photograms, the successors of Alexander Rodchenko’s (1891 -1956) or
Barnett Newman'’s (1905 -1970) related painting accomplishments: yellow
and red monochromes were obtained by exposing blank photo paper and
altering the colour filter during the exposure. Numerous practices of
contemporary art reveal the new life of photograms. From the experimental
character it held in the era of historical avant-gardes, over time photogram
has become a legitimate and widely accepted art form.

47 See: “Man Ray,” pp. 200-205.
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At the large international exhibition about surrealism called
Surrealism beyond Borders held in New York and London in 2021 and
2022," among the objects selected to present the prevalent art of
Surrealism by means of diverse paradigms beyond the boundaries
of time and space, also exhibited was the photograph of Nikola Vuco
(1902 -1993), The Arrested Flight of Surreality from 1929. (Catal. No.
43) This is one of the main works of Belgrade Surrealism, originally
published in the most eminent publication of the Belgrade surrealist
group, the Nemogude - L'impossible almanac (1930}, which represents
the apex of their collective activity.? In the Surrealism beyond Borders
exhibition and the accompanying publication, the photograph The
Arrested Flight of Surreality was presented as part of the The Uncanny
of Everyday Life segment. Vuco's enigmatic photograph, created
by a double exposure process in which the model, the artist’s wife
Jelka Vuco, was shot twice on the same negative, from the front and
the back, with her hands over her ears,® has been interpreted as a
manifestation of the concept of Das Unheimliche (Eng. The Uncanny),
an image that creates doubt as to whether a living being or an
inanimate object is displayed.*

1 The exhibition was held at the
Metropolitan Museum of Art in
New York, from 11 October 2021
to 30 January 2022, and then at
the Tate Modern in London, from
25 February to 29 August 2022.
The aim of the exhibition was

to reposition Surrealism, one of
the most significant movements
of the 20th century, and present
it as a more dynamic movement
exceeding the French borders and
developing beyond the official
group, pointing out the historical,
national and local peculiarities

of Surrealism in different world
centers during a period of almost
eight decades.

2 Vuco’s photography was given
a prominent place, as the only
visual artwork published twice in
the almanac - at the beginning,
on the front page and at the end,
within the By the way program
text of the Belgrade Surrealists. In
that place, along with Vane Bor’s
photogram and two more photos
by Vuco - The Wall of Agnosticism
and We need not Convince Anyone
- the photograph The Arrested
Flight of Surreality forms part of
the conceptual whole - the visual
program of Serbian Surrealism:
M. Todi¢, The Impossible:
Surrealist Art (Nemogudée: umetnost
nadrealizma), Belgrade: The
Museum of Applied Art, 2002,
pp. 57-58. Ms Jelena Jovanovic,
Marko Risti¢’s cousin, donated the
original photo to the Museum of
Applied Art as part of his legacy,
which, according to her wishes, is
exhibited as the Legacy of Jelena
Jovanovic.

3 According to the recollection of
the author stated in: M. Todi¢, op.
cit., p. 72, footnote 135.

4 N. Radwan, “The Uncanny of
Everyday Life” in: Surrealism
Beyond Borders, by Stephanie
d’Alessandro, Matthew Gale, New
York: The Metropolitan Museum
of Art, 2021, pp. 260-269.
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DAS UNHEIMLICHE:
THE HISTORY OF THE CONCEPT AND ITS THEORETICAL USE

Das Unheimliche® represents one of the most dominant discourses
in the discussions and interpretations of the art of surrealism
during the last decades, as part of the wider theoretical use and
contextualization of this concept, which developed during the second
half of the 20" century in various humanistic disciplines, from
literature, art, philosophy, to film studies, theories of architecture
and sociology, and in recent years in the field of robotics and Al.¢ The
term Das Unheimliche itself, as an expression describing a certain
kind of feeling, has been in use since the end of the 18™ century. In
romanticism, it describes the collective feeling of the world, a kind
of “modern anxiety,” arose as a consequence of industrialization and
urban alienation.” At different times, the term Unheimliche has had
different meanings and taken on different forms, and in the modern
discourse it appears somewhat sinister, relating to the decline of the
cultural, social, geopolitical order in the modern world.® The zeitgeist
in the third decade of the 21¢' century is thought to be unheimlich,
produced by the “coexistence of incompatible realities,” which makes
us feel like strangers on our own planet.’

The key reference for all reflections in the field of aesthetics
is the essay of the same name by Sigmund Freud (1856 -1939]
from 1919, in which the creator of psychoanalysis develops
Das Unheimliche as a psychoanalytic concept, pointing out its
aesthetic component.” The essay was created as a result of
Freud's return to an unpublished previous article, supplemented
by the experience of the First World War and its aftermath.™

5 The expression Unheimliche is
difficult to translate into other
languages, considering that its
root contains the word Heimliche
which, by adding the prefix Un-
turns into its opposite. In the
English-speaking world, the term
uncanny is accepted as the most
adequate, while in the Serbian
language the translations “eerie,”
“odd,” “strange,” “peculiar” and
“disgraceful” appear. In this text,
we will use the original term
Unheimliche, as the original name
of the concept itself.

6 A. Masschelein, “The Concept
as Ghost: Conceptualization of
the Uncanny in Late-Twentieth-
Century Theory,” Mosaic: An
Interdisciplinary Oritical Journal,
Vol. 35, No. 1 (March 2002), pp.
53-68; N. Royle, The Uncanny,
Routledge, New York 2003; A.
Masschelein, The Unconcept:
The Freudian Uncanny in Late-
Twentieth-Century Theory, New
York: State University of New
York Press, 2011; M. Cveti¢, Das
Unheimliche: Psychoanalytical
and Cultural Theories of Space
(Das Unheimliche: psihoanaliticke
U kulturalne teorije prostora),
Belgrade: Orion, 2011.

7 N. Royle, op. cit., pp. 11-12;

M. Cuk, “Strangely Familiar:
Some Remarks on Photographic
Representation of Uncanny
Spaces,” in: D. Metli¢, M. Cuk
(eds.), Photography as a Method
of Visual Research, Novi Sad:

Academy of Arts, 2019, pp. 60 ~75.

8 F. “Bifo” Berardi, “Unheimlich:
The Spiral of Chaos and the
Cognitive Automaton,” e-fluz,
March 2023.

9 Ibid.; M. Stankovi¢, A Second
Chance (Druga Sansa), Belgrade:
Belgrade Cultural Center, 2023.

10 For the purposes of this

paper, one of the later English
translations of the essay was used:
S. Freud, The Uncanny, ed. Adam
Phillips, trans. David McLintock,
New York: Penguin Books, 2003.

11 S. Freud, op. cit., p. 123; M.
Cveti¢, op. cit., p. 4.

12 S. Bahun, Modernism and
Home, awaiting publication. I wish
to express my gratitude to Prof.
Sanja Bahun, PhD, for kindly
providing and permission to use
the unpublished manuscript.

The author builds on the study of Ernst Jentsch (1867 -1919) On
the Psychology of the Uncanny (Zur Psychologie des Unheimlichen)
from 1906, as well as the definition of Friedrich Wilhelm Joseph von
Schelling (1775 -1854]) in the book Philosophy of Mythology (Philosophie
der Mythologie) from 1835, according to which “Unheimliche is what
one calls everything that was meant to remain secret and hidden and
has come into open.”™ Freud developed Schelling’s definition and
relates it to repression, recognizing the frightening element in the
fact that something that was once familiar and close to our psyche
(Heimlich) became alienated by being repressed, only to reappear
and become Unheimlich. This strange transformation is explained
by using the word Unheimliche in the German language, which
allows the known (das Heimliche) to be turned into its opposite (das
Unheimliche)." Freud further developed the concept of Unheimliche
by pointing to its numerous manifestations, which arise from infantile
fears and desires, or beliefs, such as the fear of losing one’s eyes,
motifs of inanimate objects (dolls, automatons, mannequins) that
come to life, motifs of ‘doubles, repetitions (characteristics, actions),
fear of ‘spells,” death and dead bodies (ghosts, the reanimated dead),
states of madness and epilepsy, darkness, silence or loneliness.™

The concept Unheimliche was introduced in the last decades of
the 20" century in the theoretical discourse of the interpretation
of Surrealism in the visual arts. Rosalind Krauss, an American
art critic and theorist, was the first to point out the connection
between this concept and surrealist photography, in which she
found various manifestations of Das Unheimliche.'* The thesis on the
correlation between French Surrealism and the Unheimliche concept
was expounded on in a large study by the American critic and art
historian Hal Foster, suggesting a connection between the term
‘marvelous,” the central motif of surrealist aesthetics, and Freud’'s
Das Unheimliche."” Foster’'s premise is that Surrealism should be
interpreted by a concept distinctive of that period,'® referring primarily
to the experience of Das Unheimliche, molded to a significant extent
by the traumas of the First World War, and not a direct connection
with the text translated into French only in 1933." Foster focused on
Freud's “return of the repressed,” a phenomenon that makes the
individual anxious and the repressed itself ambiguous. This in turn
leads to the impossibility of distinguishing between the real and
the imagined, which is the essence of Surrealism, as well as to a
misperception between the living and the inanimate (wax figures,
dolls, mannequins, automatons), some of the basic motifs of the
surrealist repertoire.”? Foster recognized in surrealist automatism
the physical mechanism of compulsive repetition and the death drive,
motifs associated with Das Unheimliche. He also referred to the two
‘avatars’ of Das Unheimliche - the “evil eye” and the “doppelganger,”
which the surrealists were obsessed with; both creating unease - the
“evil eye” by representing the gaze as a castrating threat, and the
“doppelgénger” by depicting a protective figure that is transformed
into a “grisly harbinger of death.” These two repressed states,
castration and death, represent the essence of Das Unheimliche for
Freud.”

13 S. Freud, op. cit., pp.132, 147-148.
14 Ibid., pp. 147-148.

15 Ibid.

16 Krauss, “Corpus Delicti,” in:

R. Krauss, J. Livingston, L'amour
Fou: Photography & Surrealism,
‘Washington, D.C.: The Corcoran
Gallery of Art, New York: Abbeville
Press Publishers, 1985, pp. 55-112.

17 H. Foster, Compulsive Beauty,
Cambridge, Massachusetts-
London: The MIT Press, 1993, p. 7.
18 Ibid, p. xvii.

19 Ibid., pp. xi-xxi; Somewhat
earlier, in 1927, another influential
text by Freud, Beyond the Pleasure
Principle (Jenseits des Lustprinzips)
was translated into French: M.
Cveti¢, op. cit., p. 91. Marko Risti¢
owned a copy of the French
edition, and it can be found in

his Legate in the Library of the
Serbian Academy of Sciences and
Arts.

20 H. Foster, op. cit., p. 7.

21 Ibid., pp. 7-9.
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DAS UNHEIMLICHE AND PHOTOGRAPHY
- PHOTOGRAPHY AND SURREALISM

One of the contextualizations of Das Unheimliche concept in recent
decades is also related to the medium of photography.?? It points to
the fact that, although both the concept and the technology were only
developed in the 19t century, the idea of photography, as well as the
notion of Das Unheimliche, appeared as early as the 18" century.?® As
an image of the represented and a copy by definition, the photograph
contains within itself the motif of duality, the central symbol of Das
Unheimliche. The photographic camera, or the “mechanical eye,” is
likened to an automaton, which casts doubt on whether the depicted
- something that seems alive - is really a living being, that is, whether
a “non-living” object can come to life.?» Ph otography expresses
“merely, and surely, what had been,”? it is the art of return, which is
the essence of Das Unheimliche.?*

The mimetic nature of photography, i.e. the understanding that it
represents a faithful ‘copy’ or ‘duality’ of reality whose truth and
trustworthiness is unquestionable, is the property that placed this
medium at the center of surrealist research. The documentary
nature of photography is put to the service in order to confirm the
basic principle and concept of the movement - the belief in the equal
existence of two realities, the visible, physical and the invisible,
psychological.”’ André Breton (1896 -1966), the ideologist of the
surrealist movement in France, set photography at the center of
surrealist journalism, asking himself (in 1925) the following question:
“When will all the books that are worth anything stop being illustrated
with drawings and appear only with photographs?” His next three
main works, the first being Nadja (1928), were indeed ‘illustrated’
with photographs.?

22 R. E. Krauss, “Uncanny,” in:
Y-A. Bois, R. E. Krauss, Formless:
A User’s Guide, New York: Zone
Books, 1997, 192-197; M. Cvelic,
op. cit., pp. 134-137; C. Raymond,
The Photographic Uncanny.
Photography, Homelessness, and
Homesickness, Palgrave Macmillan:
Cham, 2019. All the mentioned
texts refer to Roland Barthes’
book Camera Lucida, one of the
key studies on photography, in
which Das Unheimliche itself is

not mentioned, although many
terms and motifs which Barthes
uses to explain the nature of
photography belong to that
discourse: R. Barthes, Camera
Lucida: Reflections on Photography,
Belgrade: Rad, 2004.

23 C. Raymond, op. ¢it.,pp. 3-9.
24 M. Cvetié, op. cit., p. 136.
25 R. Barthes, op. cit., p. 84.

26 C. Raymond, op. ¢it., pp. 140-141.

The element of the unconscious
can also be found in the process
of the photographer choosing the
object: M. Cvetié, op. cit., p. 136,
while the process of developing
the negative image is linked

to Schelling’s definition that
“everything that was meant to
remain secret and hidden and has
come into open”: C. Raymond, op.
cit., pp. 19-26.

27 R. Krauss, “The Photographic
Conditions of Surrealism,” October,
Vol. 19 (Winter, 1981), pp. 3-34;
R. Krauss, “Photography in the
Service of Surrealism,” in: R.
Krauss, J. Livingston, L'amouwr Fou:
Photography & Surrealism, pp. 13-
54; M. Todi¢, op. cit., p. 55.

28 R. Krauss, “The Photographic
Conditions of Surrealism,” p. 14.

The photographs in Nadja, authored by Jacques André Boiffard
(1902 -1961), displayed the landmarks and buildings of Paris and
accompanied, along with ‘Nadja's’ drawings, a text describing
Breton's daily encounters with an unknown woman on the streets
of Paris. “Although some authors called the photographs in ‘Nadja’
“absolutely banal,”? referring to the words of Walter Benjamin (1892-
1940) written only one year after the publication of the novel (1929),%
they are by no means banalin themselves.” Benjamin pointed out that
the photograph “extracts from centuries-old architecture its banal
obviousness, in order to hand it over with the most original power to
the depicted event,” indicating that there was a deeper connection
between the text and the photographs. The photographs in Nadja are
not only illustrations of the text, they point to its metaphysical level.
The sites that Nadja and Breton visit are related to historical events,
primarily to uprisings and revolutions, abundant in French history.
Boiffard's photographs portray places that are mostly deserted,
lacking any persons, albeit not ‘empty,” as the photographs give a hint
of a presence in the past, and indicate the presence of a person or an
event that will take place there in the future.’” They are associated
with historical events that are part of the collective memory, and are
marked to a significant extent by violence, which in turn creates a
kind of insecurity and discomfort. In Nadja’s visions, Paris becomes
the place of Unheimliche memories of events that were once known
and then forgotten, only to thenceforth appear in front of the reader.®?
Benjamin noted that Nadja “had achieved a true, creative synthesis
of the artistic novel and the documentary novel.”® In a similar
way, Marko Risti¢ (1902 -1984), the spiritus movens of Belgrade
Surrealism, wrote about the correlation between the documented
or the real, and the surreal layers, in connection with photographs
in the novel.* The fact that Nadja is illustrated with photographs,
according to Risti¢, “...is not at all irrelevant as an emblem of the
true, the everyday, the documented, the undisguised and real in
relation to the supernatural,” “as those photographs, ordinary yet
also hallucinatory with their muted eloquence, are only a sign that
the surreal is immanent in the real.”® Marko Risti¢'s words clearly
indicate how photography was perceived in this circle.

29 Ibid., p. 17. On “banality,” as the
most often emphasized quality of
these photographs, see: D. Ades,
“Photography and The Surrealist
text,” in: R. Krauss, J. Livingston,
L' amour Fou: Photography &
Surrealism, pp. 161-163.

30 “In such passages in Breton,
photography intervenes in a very
strange way. It makes the streets,
gates, squares of the city into
illustrations of a trashy novel,
draws off the banal obviousness of
this ancient architecture to inject
it with the most pristine intensity
toward the events described, to
which, as in old chambermaids’
books, word-for-word quotations
with page numbers refer. And

all the parts of Paris that appear
here are places where what is
between these people turns like
arevolving door.” W. Benjamin,
“Surrealism, the Last Snapshot
of the European Intelligentsia”
(,Nadrealizam, poslednji trenutni
snimak evropske inteligencije®),
in: Essays (Eseji), Belgrade: Nolit,
1972, p. 264.

31 D. Bate, Photography &
Surrealism: Sexuality, Colonialism
and Social Dissent, London, New
York: I. B. Tauris, 2003, pp. 91-97.
32 Ibid., p. 101. W. Benjamin,

op. cit., p. 262.

33 W. Benjamin, op. cit., p. 262.

34 M. Todi¢, op. cit., p. 55. Risti¢
discusses his impressions after
seeing the first edition of Nadja,
which he received from Paris,
with a dedication by Breton. The
edition is preserved in the Legacy
of Marko Risti¢, in the collection
of the SASA Library.

35 “The Jaw of Dialectics”
(,Celjust dijalektike”), in: The
Impossible (Nemoguce), Belgrade:
Surrealist Editions, 1930, p. 45.
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PHOTOGRAPHY IN BELGRADE
SURREALISM AND THE UNHEIMLICHE CONCEPT

The practice of photography within the framework of the Belgrade
surrealist group is based on the work of three authors - Nikola Vuco,
whose photographic oeuvre is the most extensive, Stevan Zivadinovi¢
- Vane Bor (1908 -1993), an interdisciplinary artist who, in this media
framework, realized a large number of photographs and photograms,
and Marko Risti¢ and his photogrammetric creations.® None of these
authors were trained in classical art, and their photography practice
was at an amateur level, in accordance with the principles advocated
by the surrealist movement.

Nikola Vuco is considered the official photographer of the Belgrade
surrealist group, his position being similar to that of Man Ray (1890
-1976) in French Surrealism. Despite the fact that he was not a
signatory to the Belgrade Surrealist Manifesto and was not formally
a group member, he worked closely with Marko Risti¢, the central
figure of the Belgrade movement.¥” Vuco started with the art of
photography in Paris, where he remained after finishing his studies
of law, economics and sociology, which was the beginning of the
Surrealist movement.®® Of his first photographs, only the Roof over
the Window, which is linked to the poem of the same name by his
brother, Aleksandar Vuco (1897 -1985) from 1926, can be precisely
dated (Catal. No. 9]). Therefore, it was unfailingly created only two
years after the publication of the Surrealist Manifesto, while the
photographs, preserved in Vuco's small Parisian photo album, may
have been created even before that, given that he had been living in
the French capital since 1921 (Catal. No. 1-11).%°

Inanimate objects

among the photos still preserved in this album is a photo called
Beethoven | [Catal. No. 1). Nikola Vu¢o was an excellent pianist, and
therefore it was not unusual that one of his first photos is a tribute
to the famous composer, as were the motifs of his later photographs
associated with music (Catal. No. 37-40). Beethoven's face is
presented as a mask, with eyes closed, through which the keyboard
passed.” Vuco's intention was undoubtedly to use photographic
means to achieve the effect of the fundamental identification of the
composer, also known for his revolutionary piano technique, with the
instrument, i.e. music itself, as well as possibly indicating its constant
presence in the ‘head’ of the composer, i.e. his thoughts or dreams.
It is not irrelevant, in connection with the choice of this particular
composer, to point out that Ludwig van Beethoven (1770 -1827)
was an author with strong political and social views, which are also
present in his compositions. He was sympathetic to the ideals and
values of the Enlightenment, being a republican and a democrat by
political orientation as well as an opponent of traditional authorities
and social and class ranking. Such political and social attitudes are
close to surrealist, just as surrealist interest in the content of the
unconscious can beinterpreted as a continuation of the Enlightenment
tradition of reason and rationality, in which irrational phenomena can
be subject to rational consideration and interpretation.*

36 J. Tijardovi¢, “Zur Fotografie
von Vane Bor,” in: Das Innere der
Sicht, Wien: Osterreichisches
Fotoarchiv im Museum moderner
Kunst, 1989, pp. 69-72; M. Todic,
JZur surrealistische Fotografie in
Belgrad®, in: Das Innere der Sicht,
Wien: Osterreichisches Fotoarchiv
im Museum moderner Kunst, 1989,
pp. 63-67; M. Todi¢, Nikola Vuco:
Fotografien aus der Sammlung des
Kunstgewerbemusewms in Belgrad,
Wien: Osterreichisches Fotoarchiv
im Museum moderner Kunst,
1990; J. Tijardovi¢-Popovié, One
Minute Before the Murder (Jedan
minut pre ubistva), Belgrade:
Museum of Contemporary Art,
2002; M. Todié¢, The Impossible:
Surrealist Art (Nemogudce: umetnost
nadrealizma), pp. 35-63. The
collections of Belgrade Surrealist
photography are kept for the

most part in two institutions, the
Museum of Contemporary Art

and the Museum of Applied Art in
Belgrade. See more on Bor and
Risti¢’s photograms in the text by
Professor Dijana Metli¢, PhD.

37 M. Todi¢, The Impossible:
Surrealist Art (Nemogude: wmetnost
nadrealizma), p. 58. The fact

that they jointly conceived the
photographs is indicated by the
preserved correspondence: Letter
from Nikola Vuco to Marko Risti¢
dated 17 February 1930, Legacy

of Marko Risti¢, SASA Archive,
Belgrade.

38 M. Todi¢, The Impossible:
Surrealist Art (Nemogudée: umetnost
nadrealizma), p. 239.

39 Ibid., p. 55. Vuco’s Paris photo
album is owned by his daughter
Beka Vuco, to whom I extend my

gratitude for making it available for

the exhibition, along with Nikola
Vuéo’s album from a trip to Spain.
40 The effect was achieved

by replicating photographs

on the same negative image

or overlapping two different
negatives.

41 D. Bate, op. cit., p. 9.

The way Beethoven is presented, as a mask with closed eyes, creates
doubt whether the figure is a living being or an inanimate object -
a doll or an automaton, which points to the concept of Unheimliche.
In analyzing this manifestation of the concept, Freud started from
the mentioned study of Ernst Jensch, in which, as an example of
something that causes a strong feeling of uncertainty and discomfort,
he singled out “doubt as to whether an apparently animate object
really i s alive and, conversely, whether a lifeless object might
not perhaps be animate.” In this regard, Jensch referred to the
impressions given by the wax figures, dolls and automatons.*? Jensch,
and after him Freud, found their foothold in the story The Sandman by
E. T. A. Hoffmann (1776 -1822), the most famous representative of
German romantic novels, whom Freud called “the unrivaled master
of the uncanny in literature.”* The main motifs of the story are the
mysterious ‘sandman’ who steals children’s eyes, and the female
character, Olympia, who is not actually a living being, but a doll, that
is, an automaton. Building on these examples from psychoanalysis,
which indicate that many children have a fear of damaging or losing
their ey es, a phobia which often persists into adulthood, Freud
connected them with the fear of castration, and concluded that the
Unheimliche element in The Sandman is anxiety caused by the infantile
castration complex.* Freud found the same element in the motif of a
doll that comes to life, which he also associated with childhood, that
is, children’s attitude towards dolls, with which they play as if they
were alive, without fear that the non-living object will come to life.
In this case, the Unheimliche effect arises not from infantile fear, but
from infantile desire, that is, from belief.*®

Non-huma n characters - wax figures, dolls, mannequins and
automatons - are a ubiquitous part of the surrealist repertoire, as
Hal Foster pointed out. He referred to Breton’s Surrealist Manifesto,
in which modern mannequins and romantic ruins are mentioned,
without f urther elaboration, as examples of the ‘marvelous.’
According to Foster, both images create an Unheimliche confusion
between t he living and the inanimate - the mannequins as a
crossing from human to non-human, and the ruins as a mixing of
the historical and the natural.*® Breton's connecting of these motifs,
where the first signifies mechanical commodification (the female
body being transformed into a mannequin, that is, the male body into
an automaton, a machine), while the second denotes something that
is ‘outmoded’ or 'surpassed’ (a cultural form replaced by a regime of
machine production and commodity consumption), was interpreted
by Foster as a dialectical relationship, in which one element defines
the other. The outmoded is Das Unhemliche, according to Foster,
in another way: as familiar images and objects made strange by
historical repression, as heimisch things of the 19" century returned
as Das Unheimlich in the 20" century.*

Vuco’s interest in the issue of the correlation between living beings
and inanimate objects is shown by a photograph taken a few years
later. It presents a construction of an anthropomorphic shape, which,
based on the content of Nikola Vuco's letter to Marko Risti¢ in February
1930, was identified as a “man-bicycle,” one of the ‘pictures’ that
they had “worked on together in the vineyard.”*® (Catal. No. 31, 32)
The vertical construction, composed of a bicycle, men’s clothing and
ropes simulating a human head and limbs, belongs to the corpus of

42 S. Freud, op. cit., p. 135.

43 Ibid., p.141.

44 [bid., pp. 139-140.

45 Ibid., pp. 140-141.

46 H. Foster, op. cit., pp. 21, 125.
47 H. Foster, op. cit., pp. 21, 126-
127.

48 Letter from Nikola Vuco to
Marko Risti¢ dated 17 February
1930, Legacy of Marko Risti¢,
SASA Archives, Belgrade; M.
Todié¢, The Impossible: Surrealist
Art (Nemogudée: umetnost
nadrealizma), p. 52.
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surrealist objects, which Salvador Dali (1904 -1989) called “psycho-
atmospheric-anamorphic objects.” Created by the joint activity of
the Belgrade group, Vuco's photography transforms the object from
ordinary to surreal,® and the very label - “The man-bicycle” - refers
to a hybrid that oscillates between animate and inanimate, a human
being and an automaton, creating the Unheimliche effect.

Der Doppelgdnger

The key undertakings of Nikola Vuco in the process of creating
a photographic image, as pointed out by Milanka Todi¢, were
duplication and repetition.5” Rosalind Kraus® also focused on the
surrealist strategy of duplication. She connected this procedure in the
construction of surrealist photography with the process of forming
meaningful linguistic structures, through the doubling of syllables,
but also indicating that the doubling created the impression that a
copy of the original had been added.%® Doubling is a variation of the
idea of the ‘double,” one of the basic manifestations of Freud's Das
Unheimliche concept, a thesis that Rosalind Kraus introduced and
further developed through a discourse on surrealist photography.>
Among the motifs that can be attributed to Das Unheimliche effect,
Freud, starting again from the literature of E. T. A. Hoffman. singles
out the idea of a ‘double’ (Doppelgénger) as the most impressive, “in
all its nuances and manifestations - that is to say, the appearance
of persons who have to be regarded as identical because they look
alike.”® Freud built on Otto Rank’s (1884 -1939) slightly earlier study
Der Doppelgénger, which deals in detail with the motif of the double,
exploring its connection with mirror images, shadows, guardian
spirits, the doctrine of the soul and the fear of death. According to
Rank, the double originally represented an insurance against one’s
owndeath,an “energetic denial of the power of death”; he believed that
most likely the immortal soul was the first double of the body.% When,
according to Freud, the stage of primitive narcissismis surpassed, the
meaning of the double changes: while it once ensured immortality, the
double now becomes an Unheimliche harbinger of death.%’

49 Ibid., pp. 49-53. The
construction resembles, in name
and form, the object photographed
by Man Ray in 1918, composed of
various mechanisms (gears, parts
of an apparatus), called Man. The
photograph is kept in the Musée
National d” Art Moderne, Paris,
reproduced in: J. Livingston, “Man
Ray and Surrealist Photography,”
in: R. Krauss, J. Livingston, L'amour
Fou: Photography & Surrealism,
pA21.

50 M. Todi¢, The Impossible:
Surrealist Art (Nemoguce: umetnost
nadrealizma), pp. 52- 53.

51 Ibid., p. 56.

52 R. Krauss, “The Photographic
Conditions of Surrealism,” pp. 3-34.
53 Ibid., p. 25; R. Krauss,
“Photography in the Service of
Surrealism,” pp. 28-31.

54 R. Krauss, “Corpus Delicti” in:

R. Krauss, J. Livingston, L'amour
Fou, Photography & Surrealism, pp.
82-86.

55 According to Freud, this
relationship is intensified by

the transfer of mental processes
from one person to another, so
that one becomes a co-owner

of the knowledge, emotions and
experiences of others. A person
can identify with another and thus
become insecure about their real
self; or they can substitute the self
of another for their own. The self
(identity) can thus be duplicated,
doubled and replaced: S. Freud, op.
cit., pp. 141-142.

56 Ibid., p. 142.

57 In the later stages of the
evolution of the ego, the concept of
a double acquires a new content.
Slowly a special authority is formed
within the ego, which can oppose
the rest of the ego, performing the
function of self-observation and
self-criticism, a kind of psychic
censorship, and thus becoming
what we call a ‘conscience’
(consciousness). Freud admitted
that the Unheimliche quality of the
figure of the double had remained
unfathomable to him to the end,
and that it could only be safely
deduced from the fact that the
double is a creation belonging to

a primitive stage in our mental
development, a stage which we
have overcome, and in which it
had a more tenuous meaning, after
which the double became an object
of fear: Ibid., pp. 142-143.

According to Freud, the same principle can be used to judge other
types of ego disturbances that Hoffman discussed in his texts. They
include a return to individual stages in the evolution of the sense
of self, regressions to a time when the ego has not yet positioned
itself against the external world and others, and can also produce
the impression of Unheimliche. The same sensation, in certain
circumstances, can undoubtedly causes repetition of the same thing;
Freud compared it to the feeling of helplessness that we have during
certain states of sleep.%®

The idea of a doppelganger, as hinted at, is already contained in
Vuco's early photograph of Beethoven, where the mask represents
a replacement, a ‘double’ of the real figure of the long-deceased
composer. The photograph The Arrested Flight of Surreality, created
by the process of double exposure, with the same person being
photographed twice on the same negative image, along with creating
doubt whetheritis aliving being or an inanimate object, also refers to
this manifestation of Unheimliche. Apart from double exposure (Catal.
Nos. 37, 38, 39, 41), VuCo applied the process of doubling in his oeuvre
in various forms® - as a reflection in a mirror (Catal. Nos. 36, 44,
53), a reflection on a rearview mirror (Catal. Nos. 33-35) or a shadow
(Catal. Nos. 18, 19). The motif of repetition is also common in Vuco's
artworks, whether choosing fragments of reality that already contain
repetition or the repetitions is staged, such as rows of balls (Catal.
No. 27); bricks (Catal. Nos. 45, 46); the pattern on collar laces and
lace on chair backs (Catal. No. 47), crystal on a chandelier (Catal. No.
20), floors in a building (Catal. Nos. 14-16), plates (Catal. No. 21), or
openings on the mesh over a woman'’s face (Catal. No. 51).

The photographic self-portraits of Nikola Vuco, as well as those
of the others (Marko Risti¢, Jelka and Lula Vuéo, Catal. Nos. 47-
59) can also be seen as a form of Unheimliche - photographic
representations as doubles of the persons depicted. Observed in the
context of the idea of doubles, Vuco’s photograph from 1930, Untitled,
is particularly interesting (Catal. No. 36), as it was created as part of
the joint experiments of the Belgrade Surrealists. It depicts a man
photographed in a counter-light, holding a mirror with the image of
a man above his head who in his raised hands holds another mirror,
maybe. The props of the staging are, therefore, at least three persons
and a mirror: the photographer, the man depicted in the counter
light as a shadow, and the third man who appears as a reflection
in the mirror.®® That man, whose character is very reminiscent of
Marko Risti¢, appears as a vision, a reflection in a mirror, a mystical
doppelganger whose appearance of a possible foreshadowing of
death, brings the feeling of Das Unheimliche into play.

One of the manifestations of the Surrealists’ interest in psychoanalysis
and the area of the unconscious, also present in the Belgrade group,®'is
the recording of dreams. Vane Bor’s dream, preserved in a manuscript
in the archives of Marko Risti¢,* is particularly indicative in the context
of discussing the relationship between Surrealism and the concept of
Das Unheimliche. We offer some broader extracts from it:®

58 Ibid., pp. 143-144.

59 M. Todi¢, The Impossible:
Surrealist Art (Nemoguce: wmetnost
nadrealizma), p. 56.

60 Ibid., pp. 58-59.

61 The first texts about Freud’s
psychoanalysis in the context of
the Serbian avant-garde appeared
in 1923-1924: D. Sretenovic,

The Frenzied Marble: the Art and
Politics of Belgrade Surrealism
(Urnebesni kliker: wmetnost i
politika beogradskog nadrealizma,),
Belgrade: Official Gazette, 2016,
pp. 145-192.

62 In the folder named
“Documents” 1932, there is a
segment entitled “Dreams,” in
which, in addition to “children’s
dreams” (1925) and Vlatko
Habunek’s dream, a description
of Vane Bor’s dream from 1928 is
also preserved: Legacy of Marko
Risti¢, SASA Archives, Belgrade,
container LXXVL

63 We present the text in its
original form, without any
corrections. Vane Bor has
underlined the parts of the text,
thus listed.
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“... Now I am looking at a mirror whose contours disappear, along with those of the
room. What I see is even more unbearable and difficult for me than the last scene. But
T am still calm.

In the mirror you can see three pictures of me upright. They are pictures of myself
naked, black as bronze from the sun, but the left hand s covered, almost entirely, by
green rust.

My doubles stand wp straight and make exactly the same movements. They turn their
left side to me. The left hand is bent, so that the fist is at shoulder height. With the other
hand, they bend that green hand in a hundred ways. I feel that vaguely, as if it is
happening to me, albeit very weakly.

I recently noticed that the third one no longer makes the same movements as the first
two. That surprises me. I watch his every movement with the utmost attention. The
reflections in the mirror become more and more independent of me and of each other,
and, as this independence grows, I feel more and more of myselfin them, so that I sense
the three persons in the mirror.

1 suddenly notice a fourth person, who appears and disappears; thus several times,
until he settles down. The persons, the images n the mirror, are now completely free
and touch each other when they move; I sense all for them. The fowrth person, who
always moves like an automaton, and the first approach each other, from time to time,
and kiss on the mouth. I also feel the double contact on the mouth. Then both bodies in
one swing, with belly forward, touch each other...

I'm lying in bed, in a elongated bedroom; there are other beds next to mine. One person
18 lying in each bed, just like in a hospital. The room is semi-lit...

A faint noise can be heard from the corridor. Some people whisper fearfully and
meaningfully: “Death is coming!” We all lie perfectly still and wait; we know death is
coming for one of us. An eerie being - death - enters the door. We all wait and see which
way it will go. It heads to the left, to my side. It walks by one bed, then another..., then a
third... it walks slowly and silently... it comes closer, it approaches my bed... it passes
by... but then it stops and turns to me, looking at me sideways. It approaches me slowly.
I'm terrified, but I dow’t try to run or scream. It is quite close, sitting on the bed. I feel
its presence in an awful way, and I am completely motionless, not breathing. It leans
towards me, constantly looking at me with a fixed and significant glare, putting its
hand on my chest...”"

The dream, full of associations with Das Unheimliche (doppelgangers,
automatons, gazes, death), in addition to indicating the familiarity of
this experience to the Belgrade Surrealists, also indicates that the
photograph of Untitled, and perhaps some others, could represent a
setting of one of their dreams.

“Modern Anxiety”

Features of Unheimliche can also be seen in Vuco's photographs
of deserted city streets and isolated buildings: The Garage at Night
(Catal. No. 13), Belgrade (Catal. No. 12), and We Need Not Convince
Anyone (Catal. No. 44). All three represent nighttime shots of empty
city surroundings: The Garage at Night, an abandoned building in
the dark, defined only by interior lighting; Belgrade, the deserted
Kneginje Ljubice Street (where Marko Risti¢ and Aleksandar Vucéo
lived, in the same building); We Need Not Convince Anyone, a lonely
kiosk in an empty, unfamiliar part of town. Vuco's nighttime shots

64 There is a note by Bor at

the end of the dream: “The
psychoanalytic interpretation of
this dream is very simple. The
main moment in the dream is

the glare of that being, death.
Judging by many other dreams, it
is certain that in my childhood I
was scared (be this justified or not)
by unwavering glares, the same
ones — somewhat sideways ones.
In this dream, it would be futile to
look for the hidden fulfillment of
desires according to the principle
of pleasure. In this dream, that
inexplicable fear that suffocates
(angst) is repeated and thus the
inner tension is reduced and the
entire effort of the psyche is eased.
All the elements of the dream:

the bedroom, the hospital, death,
also caused fear in me, which is
why they were used here...” “...
This fear of the evil eye is very
significant. Lévy-Brill specified its
role in all primitive tribes. All folk
tales involve witch doctors with
the evil eye. In Italy, especially in
its southern part, there are still

Jettatori, who with their evil eye,

often unwittingly, bring misfortune
and drive people mad...”: Dream

of Vane Bor from 1928, Legacy

of Marko Risti¢, SASA Archive,
Belgrade, container LXXVIL.

are connected with Boiffard’s photographs for Nadja, as well as
with the photographs of desolate urban milieus by Brassai (1899
-1984) and Man Ray.®> Boiffard’s photographs have been described
as ‘disturbingly empty,” and through their emptiness “the structure
of loss echoes.”® The same sense of loss characterizes the
photographic aesthetics of Jean-Eugéne Auguste Atget (1857 -1927),
in whose artworks the qualities of surrealism,*” as well as the feature
of Das Unheimliche,*® can be recognized. Atget was discovered by
Man Ray, his neighbor, who bought several of his photographs and
reproduced some of them in the surrealist magazine La Révolution
Surréaliste; this appropriation gave the photographs a new meaningin
the context of surrealism. Atget’s photographs of old Paris - isolated
staircases, winter gardens, old shop windows, entrances, cul-de-
sacs represent untouched places through which history, repressed
by the “architectural repression” manifested in Georges Eugene
Haussmann's (1809 -1891) reconstruction of Paris, reappears.®’

Atget photographs the hidden (geheim) places of old Paris, and makes
them visible by giving them the quality of Das Unheimliche.”® The
French Surrealists treated history in the same way. They perceived
historical settings and ‘old’ architecture as psychological spaces,
and the revival of these once-known representations, which were
suppressed by the traumatic effects of capitalism (industrialization,
modernization, urban alienation), creates Das Unheimliche in their
works.”" This feeling of “modern anxiety”’? pervades Vuco’s nighttime
shots of deserted city environments and empty buildings, as well
as his photographs of structural design - one-storey buildings with
closed window and door frames, giving the impression that no one
lives in them (Catal. Nos. 15, 16) or of an empty inner courtyard where
the presence of people is revealed only by laundry drying on the floors
(Catal. No. 14).

The motif of death

In the photographs of Stevan Zivadinovi¢ - Vane Bor, one of the most
intriguing authors of Belgrade Surrealism, Unheimliche is revealed,
as in Atget and Boiffard, in the depictions of urban spaces that are
shown in his photographs as historical locations and symbolic topoi
of collective memory.” Two famous photographs by Bor from 1935,
Two Minutes Before the Crime (Milica S. Lazovi¢ as a shadow) (Cat. No.
73), and One Minute Before the Murder (Cat. No. 72), depict a semi-
abandoned underpass in Dorcol; the space in them is occupied by one
or two human figures. The photographs are carefully set to look like
a couple of movie frames.” The two massive walls that line the road
where the figures are located form the two main compositional lines
that extend towards the horizon of both paintings. The two horizons in
Bor’s photographs indicate the contrast that epitomized Belgrade in
the 1930s. In the photo Two Minutes Before the Crime (Milica S. Lazovi¢
as a shadow), where the view points towards Dubrovacka Street, a
concoction of various building styles can be seen - single-storey
houses in the Turkish style, two-storey baroque buildings as well
as modern ones which represent indications of the “architectural
repression” that also permeated Belgrade in the first post-war
decades.

65 M. Todi¢, The Impossible:
Surrealist Art (Nemogude: wmetnost
nadrealizma), p. 57.

66 D. Bate, op. cit., p. 107.

67 In 1931, Walter Benjamin
called Atget’s photographs of
Paris the forerunners of Surrealist
photography: W. Benjamin, A
short history of photography,

20, downloaded from: https://
monoskop.org/images/7/79/
Benjamin,Walter: 1931-1972, A
Short History of Photography.pdf
68 M. Cuk, op. cit., pp. 60-75; C.
Raymond, op. ¢it., pp. 41-71.

69 M. Cuk, op. cit., p. 63.

70 C. Raymond, op. cit., pp. 41-71.
71 H. Foster, op. cit., pp. 157-192.
72 M. Cuk, op. cit., p. 62.

73 Ibid. The author analyzes

this phenomenon through the
photographic practice of the
contemporary German artist
Thomas Demand: Ibid, pp. 67-72.
S. Bahun, “History and active
thought: The Belgrade surrealist
circle’s transforming praxis,” in:
Historical Modernisms. Time,
History and Modernist Aesthetics,
ed. by Jean-Michel Rabaté and
Angeliki Spiropoulou, London:
Bloomshury Academic, 2022, pp.
215-233.

74 M. Todi¢, The Impossible:
Surrealist Art (Nemoguce: umetnost
nadrealizma), p. 62; S. Bahun, op.
cit., p. 220.
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The horizon in the second shot, facing the Danube (One Minute
Before the Murder), is depicted by a deserted shoreline and a recently
constructed canal. There is no ‘murder’ indicated in the title of Bor’s
photograph, but it resonates in the surprising emptiness of the urban
space, in the play of geometric lines and shapes, the darkness and
light,”> which displays a similarity to Atget's photographs of deserted
Parisian streets.” Unlike Atget, Bor focuses on the human being and
the (possible) attack on the human being, and his photographs invite
interaction. The composition and close-up in the photo Two Minutes
Before the Crime (Milica S. Lazovic as a shadow) draw the viewer into this
setting, while the girl in the photograph One Minute Before the Murder
looks as if she is interacting with someone under the bridge or on the
other side, while a passer-by, whom she fails to notice, is approaching
her. The careful spatial setting of the partakers in Bor’s shot places the
viewer in the position of being not merely a witness to the murder, but
also, hypothetically, the perpetrator or even the savior.”

The location that Bor chose as the setting for his photographs is
an urban space with a long and turbulent history. Certain parts of
it, related to suffering and death which were hidden for a long time,
were revealed exactly at the time the photographs were taken and
must have been known to their author. In 1935, in the vicinity of
the Dorcol underpass, a Greek necropolis with an “entrance” into
Hades was excavated, as well as a temple dedicated to the Greek
goddess Hecate.” In April 1934, workers involved in the construction
of the underpass unearthed the skeletons of soldiers who had
unsuccessfully defended Belgrade against the Central Powers in the
decisive battle of the First World War.”

Like Boiffard's photographs in Nadja,® Bor's shots, taken in a location
permeated by the atmosphere of death since antiquity, point to tragic
events from the recent past, but also foreshadow the equally terrible
ones that are to occur in the near future: under the bridge that Bor
depicted in the photographs, a few years later, in 1941, a large group
of Jews and Roma were escorted from Dorcol to the railway station
or the notorious Banjica camp, on their way to certain suffering and
probable death.®

Motifs related to death are also present in Bor’s other photographs.
Death, and all the phenomena related to it (corpses, the reanimated
dead, ghosts, etc.), according to Freud, cause in most people a strong
feeling of Unheimliche, which he interpreted as a constant return of
the primal fear of death, a subjective feeling that has been repeated
in the same form since primitive times.®? Bor's photographs of
Cemetery | (Cavtat] (Catal. No. 66), Cemetery I/ [Cavtat] (Catal. No. 67)
and Cemetery lll [Saint Tropez] (Catal. No. 68), all from 1931, as well
as three photographs of Saint Tropez from 1932 (Catal. Nos. 69-71),
depict places directly related to death. Bor’s letters addressed to
Marko Risti¢ and Ko¢a Popovi¢ (1908 -1992] testify as to his extremely
personal experiences of these spaces, which were aesthetically
shaped through the medium of photography. The “Marine Cemetery,”
the motif of the three Saint Tropez photographs, evoked in Bor a
supreme aesthetic experience which he associated with Surrealism,
about which he enthusiastically wrote to Risti¢ in August 1931:

75 Ibid., p. 221.

76 S. Bahun-Radunovié, “The Value
of the Oblique (Notes on Relational
Funhouses, Historical Occlusions,
and Serbian Surrealism,” in: The
Avant-Garde and the Margin:

New Territories of Modernism, ed.
by Sanja Bahun-Radunovié¢ and
Marinos Pourgouris, Newcastle:
Cambridge Scholars Press, 2006,
pp. 43-44; S. Bahun, “History

and active thought: The Belgrade
surrealist circle’s transforming
praxis,” p. 222.
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S. Bahun, “History and active
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222.

78 S. Bahun, “History and active
thought: The Belgrade surrealist
circle’s transforming praxis,” p. 221.
79 Ibid., p. 222.

80 D. Bate, op. cit., pp. 91-97.

81 S. Bahun, “History and active
thought: The Belgrade surrealist
circle’s transforming praxis,” p.
229.

82 S. Freud, op. cit., pp. 148-149.

“..Nevertheless, this St. Tropez and everything that happens in it has something
so incredible, it is neither crazy or hallucinatory or inhwman, it has a real
imaginativeness, delightful women, wonderful sailboats, yachts. Amazing things can
be seen, like that completely mad cimetiere marin, and Dali, Max Ernst, and totems at
the same time. And then the endless forest fires strewn by the terrible wind, submarines
with slaves, while the world curses from the shore. And always there are events, which
exceed the power of survival. There is almost no solitude. Man is not crazy but rather,
the events are incredible. I am sending you some photos, so you can see that all this is
not merely a matter of imagination...”’

Bor’s fascination with cemeteries and their mystical atmosphere is
referred to in his letter from Cavtat penned to Koca Popovic, written a
few months earlier (January 1931):

“It can be beautiful here, but there is always something that takes away the mystery,
that diminishes it,what Twant to say is that there is a lot of mystery. Thereis a cemetery
with a mausolewm (onwhich sits a black angel) on the incline of the promontory; next to
the sea, between the pine trees, there is a wice path, for walking around the promontory
under the cemetery. When viewed from that road, the cemetery and mausolewm look
quite mysterious in the evening. Between the road and the cemetery, built-up terrains
slowly rise, with a cypress tree here and there. Since there are holes and walls, you
can never inspect the entire landscape and see if there is a person there, or even a
black dog. It is an ambience very much like in the works by Conan Doyle, and certainly
cultivated and very strong, especially when a completely silver moon appears.

Then again, it's scary when you go down the same road in the sun at midday, there’s
no one about, and from time to time I look to see if you can see the mausolewm, which
is often hidden by walls and reeds, and then quite unexpectedly I can spot the black
angel, only him floating above one wall, and I go forward in vain, I only see him for
a long time. I remember Dr. Faustus in the movie when the devil spreads out over the
city. This is even more wonderful perhaps because it is in the full sun, like the plague
i Nosferatu.

There are many more such things, and this is a place which never exonerates...”™"

Bor's photographs of the Cavtat cemetery were created in a
completely different atmosphere than that of Saint Tropez, colored by
a mood that Risti¢ called ‘melancholic’ in his response to Bor’s letter
(February 1931), parts of which follow:®

“Dear Marko, I thought I had calmed down. I thought that an absorbing of one’s
personality tmto one conscious movement could bring about the inevitable miserable
removal of intense feelings. Let me tell you frankly: I dow't know what's happening to
me, but it’s terribly difficult for me. Like before. And I thought this - when a person
renounces forever his entire personality and everything related to the concept of
mdividual protest and adventure, then he is protected from such depression, let's say
Jfrom despair. But it hasw’t been working for me, for several days now. I can barely sit
at the table, I eat almost nothing, and the cook is sad when I don’t touch even one meal.
However, it so happens that I can’t even notice it. I am unable to do anything, and that
is the reason I am writing to you. I can’t just walk around all day...”s

83 Letter from Vane Bor to Marko
Risti¢ dated 21 August 1931, Legacy
of Marko Risti¢, SASA Archive,
Belgrade.

84 Letter from Vane Bor to Koca
Popovi¢ dated 21 January 1931,
Historical Archive of Belgrade,
Legacy of Konstantin Ko¢a Popovi¢
and Leposava Lepa Perovi¢, 1603,
container 31.

85 Letter from Marko Risti¢ to
Vane Bor dated 8 April 1931,
Legacy of Marko Risti¢, SASA
Archive, Belgrade.

86 At the end of the letter, Bor
concludes what the real reason is
for this feeling: “Finally, I know
why I am so ruined. la repression
externe de la sexualité...": Letter
from Vane Bor to Marko Risti¢
dated 23 February 1931, Legacy
of Marko Risti¢, SASA Archive,
Belgrade.
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To the analysis of the motif of death, the manifestation of the
Unheimliche concept, which is most often present in Bor's works,
evidently as a reflection of personal feelings and moods, we can add
the portrait of the Zagreb theater director Vladimir Habunek (1906
-1994), published in the Nemoguce-Limpossible almanac:¥’ a portrait
with eyes closed and a half-open mouth, with the subtext “a shot of
the head of V. H. on the plane of immanent death,” which is an obvious
simulation of this state.

At the conclusion of reflecting on the correlation between the
psychoanalytical concept Das Unheimliche and the photography of
Belgrade Surrealism, we should referto some earlier psychoanalytical
readings of Vane Bor’'s works,® as well as to his correspondence
preserved in the archives of Marko Risti¢ and Koca Popovic, which,
in addition to published texts, indicate Bor's intense interest in
this discipline. Of a particular interest is the letter addressed to
Koca Popovi¢ in 1929, in which he rendered a psychoanalytical
interpretation of his friend’s personality, in the light of which Bor’s
1932 photographic portrait of Koca Popovi¢ could also be interpreted.

ko k

Das Unheimliche appears as one of the paradigms that connect
the traumatic period after the end of the First World War, in which
surrealist activity took place, with the contemporary, post-pandemic
moment, which is marked, on the one hand, by accelerated
technological development, and on the other, by drastic political,
social and economic upheavals that lead to growing anxiety among
most of humanity. The Unheimliche feeling in the modern world can
be associated with phenomena such as “architectural repression” to
which urban cores are increasingly exposed or the constant feeling
of the presence of death, caused by pandemics and permanent war
conflicts, and is perhaps most clearly sublimated in the correlation
with generative artificial intelligence (GAI},® an area that shows
accelerated development from day to day, and which is perceived
as a non-living but intelligent existence, a ‘double’ of the human
signifying a threat to humanity and being a ‘forecaster’ of its demise.
It is presented in a similar way in which non-human creatures, such
as Golem or Nosferatu, were represented in film adaptations of
legends and novels at the time of surrealist activities. The parallels
between the two historical moments are numerous, opening up
space for further interpretations of the art of surrealism and the use
of surrealist experiences in the light of their constant actuality.
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