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PEY YHAIIPE[]

Hsnoxbda u Karajor Ipefi Bama IocBeheHH Cy YMeTHHKY Koju
je Kpo3 cBoje cTBapajallTBO MOHYAHO OCODHUT MCKa3 MONEPHOCTH Yy
CPIICKOj YMETHOCTH. YMETHHUKY KOjH je YCIIeo /ja KIaCHYHY yMETHOCT
IIPHKa’ke KPo3 ONTHKY MOJepPHOTr IOoriefia. YMETHHKY KOjU Ce jeuHU
Mel)y cBojuM Koserama cinKapuma IpBe IoJoBHHe XX BeKa IITKOJI0BA0
y JloHmoHy. YMeTHHKY Koju je Harpahen CpebpHom Mezmamom YOpy-
JKema (DpaHIlyCKHX YMEeTHHKA. YMETHHUKY UYHja ce Jella uyBajy y 0poj-
HUM IIPUBATHUM KoJeKnujama y EBpomu, anu 1 y 1pKaBHOj KOIEKIHjU
Myseja Bukropuje u Andepra y JIoHIOHY. YMETHUKY KOjH je TOKOM
mefieceT TOfjHHA CTBapama W3HEPHO jeJHHCTBEHY JTHKOBHOCT Yy CPII-
ckoj ymeTHocTH. OH je [Tomopumman — Baca ITomopumar.

Huje cmyyajuo mito ce jydunej 175 ronuna ['anepuje Matuiie cpi-
cKe, oKTOOpa 2023. roguHe 3a0KpYy’Kyje uanokdom Bace [Tomopuimna.
Kaxo je odenesxaBame OBe 3HauyajHe TOJUIIBHIIE 3aI0YETO HU3JI0KOOM
IIPBOT CTHIIeHAHCTe Matuiie cpricke Ypouiem [Ipeguhem, meHa 3aBp-
IIHUIA je Y 3HAKy jeflaHaecTOT M Yje[lHO IOCIe[mher CTUIIEHIUCTe —
Bace ITomopumina. CTunieHnja je 3a MiIafie yMeTHHKe 3HAUUTIA IIPO30P
y CBeT, a 3a Matuiy cTBapame Besa ca Oyayhum BeTHKaHUMAa YMETHO-
cth. Tako ce [TomopHIIYeB yMETHHYKH IIYT PA3BHO Of pogHor Mogoa,
npeko 3arpeda, Munxena u Beorpapa, ra cse o Jlonzona u [lapusa. O
TOMe Jla je OMO IIPU3HAT Yy CBETY YMETHOCTH CBeloue DpojHe MOpyIIon-
He U Jlella U3BefleHa Yy Pa3lHYUTHM Me[HjuMa, PasHOBPCHE TeMaTHKe
U 3a pasiIHyHUTe NOTpede — off IOPTpeTa, PEIUTHO3HUX U MUTOJIOIIKHX
KOMITO3HIIHja Yy YibY, IPEKO UCTOPHjCKUX M HAPOLHUX MOTHBA Yy (pe-



CKO-CIMKapCTBY, BUTPaKAMa U WIyCcTpalifjama 3a KibHre, 10 HaI[pTa 3a
HOBYAHHIlE, AU U /[00ap IPHjeM KOJj KPUTHKE W IO3UTHBHA MHUIII/bE-
Bba Tajlallllbe CTPyYHe jaBHOCTH, Kojiera M Apyursa yommirte. Takobe,
capanma ca MaTHIIOM CPIICKOM HHje H30CTajla — yYeCTBOBAO je y opra-
Husanuju VI jyrocioseHcke usnoxoe y Hosom Camy moBozgom cToro-
IUIIBUIle MaTulle cpIcke, WiycTpoBao MaTHunHa HU3/jama, IOTOTOBY
nedja, a IoBepeHa My je W pecTaypalidja IIecT CIHKa U3 KOJEeKIHje
tazammer Myseja Matwuiie cpricke. 3aTo ce MATaMo Kako je moryhe na
je maHac y mupoj jaBHocTH uMe Bace [Tomopuiia HeJ0BOBHO ITO3HA-
To. HakoH cMpTH yMeTHHKa Ipupel)eHo je HeKOIHKO Behux M310K0H,
IIOIIyT PeTPOCIEKTHBHe H3710K0e y Mysejy caBpeMeHe YMETHOCTH Y
Beorpazny mnu HeflaBHO ofjpkKaHe usnokode y HapogHom Mysejy y 3pe-
BaHUHY, Koje cy OHWie off BEJIHMKOI 3Hauaja 3a NpefcTasbame [lomo-
puiyesor creapanamTsa. OBe rogune, y XempH jfa ce [Tomopuimaeso
HMe H JIeJI0 IOHOBO UCTaKHY H jOIII jefHOM yKajke Ha HeroB HEMEPIbUB
IOIPHUHOC CPIICKOj YMeTHOCTH, ['amepuja Matuiie cprcke y capajmby
ca MysejeM caBpeMeHe YMeTHOCTH y Beorpazmy npejcrasiba Iy0dnuu
u31I0K0Yy 1 Kartaiuor ,I[lomopural — Baca [Tomopumar .

[Tpeko CTO yMeTHHYKHX fleJla LOCTYIIHO je jaBHOCTH IIpe CBera
saxsaspyjyhu moppmnu [lomopuiueBnx cuHoBa ['opmana u Bojana,
Kao U OpPOjHHX MYB3ejCKHX yCTaHOBa — Myseja caBpeMeHe YMeTHOCTH
y Beorpany, Haponuor myseja Cpduje, Myseja npumMmemeHe yMeTHO-
cty, Bojaor myseja Cpduje, Myseja rpana beorpana, HapogHor myseja
3pewanns, Haponuor myseja [lanueBo, YMeTHHUKe raiepuje ,Hagexna
[TerpoBuh“ y Yauky, Hapogaor myseja IToxxapesan, HapopHor myse-
ja CmenepeBcka [lananka, amu u PoHza 3a MEH3WOHO W WHBAIH/CKO
oCHTypame Y 3pemaHrHy, Ka0 U OPOjHHUX IIPUBATHUX KOJIEKIIHOHApA.
[TocedHO, BeIMKO HaM je 3a70BOJBCTBO fla he Mel)y H3II0’KeHUM [leTH-
Ma OHTH U jeNHO HOBO /leJI0 — BUTpaXk Ipema [loMopuIlueBoj cKunu
nspahen saxsamyjyhu Aremey ,Crannmuh” n3 Comdopa, ¢ Kojuma je
YMETHHUK capahiBao IPHINKOM CBOjUX OPOJHHX OCTBapema y OBOj, Y
CPIICKOj YMETHOCTH PETKO 3aCTYT/beHO] TEXHHIIH.

Y carnenasamy [ToMopHIITYeBOr OIlyca U CTHIIAkY HOBOT IOrTIesa
Ha HeroBo CTBApajIalliTBO BEIHKY 3aXBATHOCT JyTYjeMO HCTOPHYAPH-
ma ymeTHocTH Ap AHu Epem, mcp Jlyku Bykuhesuhy u mp Murenu
bBrnanya, Koju cy ayTopu oBor KaTainora. Takohe, ouekyje Hac 1 MOHO-
rpadcka cTyauja, pBa IyonnKkanyja ose Bpcte nocsehena Bacu ITomo-
pumy koja he TpajHO IOTBPAUTH BPEJHOCTH HETOBOT fleJla U CBEO-



OyXBaTHO INPEe/ICTABUTH HEroB 3HAYaj 3a CPIICKO YMETHHUKO Haciele.
Y ToM CMHCITy, MECH]ja Hallle yCTAHOBEe U HaIIINX capajHuKa duhe Huciry-
BbeHa.

LlemoxymaH momyxBaT, KOjU IOJpasyMeBa H3JI0KOY, KaTajor H
MoHorpadujy, He 01 dHo Moryh de3 moxposBuTeba — MHUHHCTAPCTBA
kynrype Pemydnuke Cpduje u ITokpajuHCKOT ceKkpeTapujaTa 3a Kyi-
TYpY, jaBHO HH(pOPMHUCAEke U OfHOCE C BEPCKUM 3ajeflHUIIaMa, Kao U
CBeCpAHHX NapTHepa y BelukuM npojektuma — OTII danke Cpduje u
I IOOP ocurypama, Kojuma ce 0BOM IPHUIHKOM 3aXBalbyjeMo.

Jenena Oirwarosuh
KYCUWOCKUMA U3TI0NHCOe
LITomopuway, — Baca ITomopuway”






AHna Epew

MOJIEPHH MOTJIEN BACE TOMOPHIIIIIA
— TPAHCO®OPMAITHJE TPAITUITHAJE

Kana je Baca Ilomopuman 1919. roguHe [00HO CTHIEHIU)jY
Martuie cpIcke fia HaCTaBU CTyfHje YMETHOCTH y HEKOM Of IleHTa-
pa HOoBOOCHOBaHe KpameBuHe Cpda, XpBara u CloBeHala, OH OfJIas3H
Ha KpabeBCcKy BHIIy IITKOIy 3a YMjeTHOCT U YMjeTHH 0OpT y 3arpedy
rie noxaha kimacy npodecopa Pepne Kopauepuha, cimkapa mupcKor
IIJIEHEPUCTHYKOT Tiej3aka. [Tomopuiarly ce y 3arpedy 3ajgprkaBa camo
jenaH cemecTap, a 3aTUM HacTaBjba CTyZiHje Ha TeK OTBOPEHO] YMETHHY-
KO-3aHaTCKoj Ko y Beorpamy. Kako cy moryhHocTn 3a yMeTHHY-
Ko obpasoBame y Kpamesuru CXC HaxoH IIpBor cBeTckor pata duie
BEeOMa OrpaHHYeHe, MHOTH MJIA/IH jyTOCIOBEHCKH YMETHHUIH Cy OfJIa-
3WJIH J]a ce ycaBplllaBajy Ha YMeTHHUKHM aKajieMHjaMa U IIKoJaMma y
€BPOIICKUM yMETHHYKHUM IleHTpuMa, nomyT [lapusa, [Ipara uiu MuH-
xeHa. Baca [Tomopuimar ce, HaKOH jeJHOTOJUIIIET IToxal)ama HacTaBe
Ha 0eorpajckoj YMEeTHHYKO-3aHATCKO] IIKOIH, MehyTuMm, oftydyje Ha
IIyToBame Yy [pyroM CMepy y ofiHOCy Ha BehwHy cBojux Koinera. Ilog-
CTaKHYT HHTEPECOBambEM 3a H3yUyaBame KyIType Hapofa Jlamexor ucro-
Ka,' oH ce ynyhyje Ha myToBame y HHIH]y Koje ra Bogu nmpeko Exrnecke
mTo he, yMHOroMe, HaKo HEeIJIAHUPAHO, OJ[PEJUTH HETOBO YMETHHUKO
(opMHpame H TpacHpaTH HeroB CIMKapCKH pas3Boj, BaH IeHTPaIHHX
WIN IpelBU//BHBUX TOKOBA KOjUMa Cy Ce KpeTald HeroBH CaBpeMe-
Huny. [Tomopumar xpajem 1920. roguse kpehe myT JloHn0Ha ca Hame-

! Viopenu ca: Lj. Stojanovié, Vasa Pomorisac, Muzej savremene umetnosti,
Beograd 1986, 11, ¢H. 34.
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POM [la Hay4yH eHIVIeCKH je3WK M HACTaBW ITyTOBame jakbe ka MHIUjH,
Ha yHje TJ0, UCIIoCcTaBuhe ce KacHHUje, HUKa/a HHUje Kpouuo. Iberoso
IIyTOBame Ce KOMIUIMKYje W NPBH MOKYIIaj yiaacka y Benuky Bpura-
HHUjy OMBa HeyCIelllaH, TaKo Jla je IPUMOpAaH fia ce 3apku y bpuceny
I7le Kao MJIafi YMEeTHHK CTHYe HOBa MCKYCTBA (3amoIbasa ce y Gup-
MOITHCAYKO] PafbH Ha H3PAIH IPTeKa 3a peKiame), yriosHaje (hramaH-
CKO CJIMKapCTBO U CKJIAIa IPHjaTebCTBO Ca CABETHUKOM jYyTOCIOBEHCKE
ambacane Cranojem Cumuhem. Beh Hapense rogune [Tomopurnar cT-
e y JIoH7I0H U 3amollljbaBa ce y aTebey Bajapa PpeHcuca [lepBeHTa
Byna (Francis Dervent Wood), nemeror ckymnnropa moprpera. Tokom
YMETHHYKHX CTyAHja y JIOH[0HY OCHHBA IIOPOAHUILY, H HAKOH KpPaTKOT
dopaska y IlIBajuapckoj 1925. ronune, Bpaha ce y pogHu Mogoi, Te
HacTawyje y beorpany.

AKO OBJle CKHIIUpaHy XPOHOJIOTHJy JKHBOTHHUX HTHHepepa Bace
[TomopHuiIIIia IPOIIKPUMO Ha MoyeTak 1914. ronuHe, Kajia je Kao Mia-
Iouh HaIycTHO 3aBHMYaj [ja OM 3amoyeo CTy[Hje CIMKApCTBa Ha YMeT-
HUUYKO] akafleMHjH y MuHXeHy, IITO yOp3o IpeKkuzaa movyetak IIpsor
CBETCKOT paTa KOjH Ia, oIleT HeOUeKHBAHO, IIPeKOo ralulyjcKor (hpoHTa
u dutke y [lodpynu Bongu Ha geyeme Y MoCKBY U onopaBak Ha Kpumy,
opakie 1918. ronune, npeko Cudupa, Maniypuje, HHINjCKHM OKeaHOM
npeko Cyerna u Anekcaszipuje, cTiKe o ColyHa rjje ce aHraxkyje pu
CnukapckoM aTebey BpxoBHe KoMaHJle CpIICKe BOjCKe, IIpefi HaMa ce
oTBapa pasrpaHaTta Tomnorpadgcka mpesxa Mel)ycodHo ynameHnX MecTa/
rpajoBa y KOjuMa je y IepHOAY Of] HEIlITO BHIIlE Off leCeT rofiuHa 0Baj
YMETHHUK KHBEO U CTBApao y MUPHO/JOTICKUM H paTHUM yCJIOBHMa, CTe-
Kao ¢opMaTHBHA yMETHHYKA 3HaWa U BEITHHE HA HEKOIHKO yMeT-
HHUYKHUX aKaJleMHja, YII0O3HA0 HOBe KYJIType, Jbyfle U Ipefese, CKIO-
IIHO pas3INyuTe JPYLITBEHE U IpHjaTebcke OfiHOCe.” [IpyrumM peunma,
[Tomopuiian, je 3a pelaTHBHO KpaTKO Bpeme BHJIEO0, I0KHBEO U CYO-
YHO Ce ca HOBUM H Pa3IMYUTHM 3HABHUMA, PYIITBEHUM U KyJITYpPHUM
OKOJTHOCTHMA, IIPHPOAHUM U ypOaHHM aMOHjeHTHMa U COLHjaTHUM
CTpyKTypama 3axsabyjyhu IHHAMHYHOM IyXy MOZEpPHOT CBeTa II0YeT-
KoM XX BeKa KOjH je, Ha TeMebHMa yOp3aHOT Hay4YHOT, TEXHUYKOT U

% Baca ITomopwuimary je 1914. rogHHe MODHINCAH KAO BOJHHK ayCTPOYrap-
cKe Bojcke. Y HOBeMOpY 1914. ce Ha rajquiujckoM (poHTY IIpefiaje PycKoj BOjCIIH,
a 1916. roguHe mocile pamaBama y ounu y Jodpylu duBa IocIaT Ha Jedeme y
Mocxsy.



caodpahajHOT pasBoja, Ipy’kao CBOjUM CTaHOBHHIIMMa MOryhHOCT fa
OpyKe U fajbe IMyTYyjy U OyZy IOBe3aHH Ca Pa3IHYUTHM JelI0BHMA CBe-
Ta. XOpU30HT MOJIEPHOT CBETa 0TBAPao Ce [iBajieceTorofuimeM [Tomo-
PHIIIy HHTEH3HBHO, IIHPOKO M Yy PAa3IHMIHTHM IIPaBIHMa, JOCIE]-
HO (popMupajyhu merose JIH4YHe BU3Ype Kao CYIITHHCKH MOJIepHE Yy
CMHCIy IIpeMa KoMe ce DUTH MofiepaH Jje(pHHHUIIIe K0 OUBCTBOBAE Y
LOKpY’Kemy Koje Ham odehaBa aBaHTYpY, Moh, paziocT, pact, Tparcdop-
Mallfjy, Kako HaMma, TaKo U CBETY OKO HAC, H KOjH, y HCTO BpeMme, IpeTH
[la YHUIITH CBe IIITO KMaMo, CBe IIITO 3HAMO, CBe IIITO jecMo .
[TonasHa Tayka peTpoCleKTHBHe H310kde Bace [lomopwiiia
Hajasu ce y oBako cxaheHoj, TpaHC(OPMATHBHO] W HECTATHO) IpH-
poxu ofHOCa H3Mel)y MofepHOTr cyDjeKkTa U MOJEepPHHU30BaHOT CBeTa U
HEOIIXONHOCTH 3a IIpPeyCMepaBameM Ioriefia Ha HCTOPH]y MOJEPHOT
CIIMKapCTBa M3BaH JIHHEAPHUX U (DOPMATHUCTHYKH UCKIByYHBUX TeHea-
noruja. Hamepa Ham je na 3aodubemo u npesasuhemo mocrojehe cTui-
CKe NHXOTOMHje KOje y HCTOPH)CKO-yMeTHHYKHM HHTepIpeTanujama
o3HauaBajy [lomopulllyeB CJ0’KeH M OOMMaH YMETHHYKH OIIyC Kao
u3pa3 TPaJUIIHOHAIHOT U MOJEPHOT, KIACHYHOT U eKCIIPeCHOHHCTHY-

3 M. Berman, All That is Solid Melts into Air. The Experience of Modernity,
Verso, London 1983, 15.

Konombuja, 1918.
muct 16 n3 Ckurendnoka 1
Bojuu mysej Cpouje

Colombia, 1918
page 16 from the Sketch Pad I
Military Museum of Serbia
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KOT WJIH KOH3€PBATHBHOT W aBaHTApIHOT (M CIMYHO) W Ha Taj HAYHWH ra CBO-
A€ Ha HCKIbydHUBE€ H CI/IMHJII’I(i)I/IKOBaHe AHTArOHUCTHYKH IIOCTaBJ/b€HE OIIIITEe
u Heopipel)eHe KaTeropuje UCTopHje MojepHe YMETHOCTH." YMeCTo Tora Ipef-
TakeMo Jia ce pOPMAaTHO-CTHICKHUM U U €jHUM PasHOPOAHOCTHMA Y HErOBOM
OIlyCy HPHUCTYIH Kao IIpemMa KOMIUIEKCHHM TpaHcopManujama Koje He CTO-
je y IpOTHBPEYHOCTH, Hero y AHjalolkuM, Mel)ycodHo mpokumajyhum pena-
I[MjaMa, Kao M la ce CIMKapeBO MOCBeheHO W CTAaTHO HACTOjame O 0MUBHABA-
WY U peakTyalus3alldju TpajHlinje CPeHhOBEKOBHE CPIICKe YMETHOCTH CTaBH Y
HIupe, CJI0KeHH]e OKBUPe YMETHUKOBOT pasyMeBamba HCTOPUYHOCTH CIHKapCKe
OUCLIUILIHHE, ofdaIlyjyhu KoH3epBaTHBHOCT Kao odeleskje OBakBe yMETHHUYKE
nosunyje. [loMopHIINeB YMETHHYKHA MeTO[| IIpe/iCTaBba y HaIll0] YMETHHYKO)]
CPeluHH jeflaH TocedaH UCKa3 MOJEPHOCTH Koja ce HCTOBpeMeHO MaHHU(ecTyje
KpO3 NPOTPECUBHO/aBaHTaPAHO/PafiuKaTHO/HOBO, KA0 U KPO3 TPaJUILIHOHAIHO/
KJIACHYHO/KOH3€PBATUBHO/CTapo; ONHOCHO MOZIEPHOCTH Koja odehaBa u Oymyh-
HOCT ¥ UCTOPH]jy KPO3 ONTHKY Ca/lalllibOCTH.

Hrunepepn
CJIHKapeBOT MOZI€PHOT IIOrIefa

HanoxbeHH HapaTHB je KOHCTHUTYHCAH KpO3 UYEeTHPHU ILeJHHE Koje Tpef-
CTaBjbajy pasiuyuTe aclekTe omyca Bace [Tomopwuiia Kao 4eTHpH Iapaien-
He XPOHOJIOIIKH U JKaHPOBCKO-NIIPODJIEMCKH ypeleHe THHH]e pa3Boja HETrOBOT
YMETHHYKOT JleloBama: 1) XpOHOIOTHja HeroBOr CIMKAPCKOT Ioriefa mpema
HEIoCpeHOM MOIEPHOM OKpYJKey; 2) ralepHja mopTpera; 3) rajiepuja ayTo-
HopTpera; 4) CIHKAPCKHU OITyC Ca HCTOPH]CKOM H PETUTHO3HOM TEMATHKOM.

[TpBa u3n0KOeHa IleIMHA Malupa CIHKapeBa cyyejbaBama Ca IIPH30PHU-
Ma ¥ CTakbHMa MOJIEPHOT CBeTa NpaTehu merosa IyToBama U IPOMEHEe MecTa
dopaBka, npykajyhu nmocernornuma moryhHOCT fa Buzie cBeT y Kome je ITomo-
pHIIal, KUBEO W CTBApao II0Cpej0BaH YMETHUKOBUM roriefoM. OHa ce CHM-
Donmmuku oTBapa ayrtomoprpeToM [lomopuina us 1909. roguHe Kao yyeHHKa
caukapa CreBana Anexkcuha y pogaoMm Mopomnty u ymyhyje Ha aMOujeHT mero-
BHX [TIOYETHHUX HCKYCTaBa y 00J1aCTH PeJIUTHO3HOT CIMKApCTBa, 1ITO he 3HaUajHO
OIIPENUTH IIyTame YMEeTHHKOBHUX MHTepecoBama. KiacnuHe cliMKapcke BeIITH-

4L Tpudynosuh, Cptcko cruxapciiso 1900-1950, 2. usname, CpICcKa KHBUKeBHA
3anpyra, Beorpan 2014; M. B. Proti¢, Treca decenija. Konstruktivno slikarstvo, Muzej savre-
mene umetnosti, Beograd 1967, 36.



He, ykibyuyjyhu nprame akra, yrBphyje u ycaspuiasa kox npodecopa Fabpujena
¢dou Xakna (Gabriel von Hackl), Hemaukor cirkapa HCTOpr3Ma Ha YMETHHYKO]
akaneMuju y MHHXeHy, 0 4eMy CBe[lode CauyyBaHH CTYIE€HTCKH [[PTeXKH H3BeJ[e-
HH CHTYPHHM, TIPEIU3HAM U CTYJHO3HUM MOTE€30M Ha KOMe Ce TeMelbd [1omo-
puIgeBa podHbEHA CTHKAPCKA TEXHHUKA.

»Moj XuBOT OBzie Mory pehm ma Mm ce fjomaza jep cam MHOTO BHJIEO,
panuo 1 uyo a pasyme ce H HallpeJj0Bao, jep y OBOM [IPYIITBY y KoM ce Kpehem
MMa U HMIPEeCHOHHUCTA, (GPyTypHUCTa B CBAKOjaKHUX y30pa HapaBHO M xphaBux
aJl 3aTO HIIaK IIOYYHHUX Te ja KOJU caM pe3epBHCaH Camo CIyIlaM K IHTam",

HaBOJU MJIAJU CIHUKap y BesHu ca dDopaBKOM y MuHxeHy.” MHUHXeH je y OBUM
roguHaMa BUOpaHTaH IeHTap MOJePHHUX YMEeTHHUKHX JlelllaBama KOjH OKYII/ba
MIlafle yMeTHHKe U3 Pa3InuUTHX fenoBa EBpore u denexxu doraTy HU3I105KOeHY
aKTHUBHOCT: TOKOM TIpBe IoJ0BUHe 1914. ronuHe y MozepHoj ranepuju XajHpH-
xa Tanxaycepa (Moderne Galerie Heinrich Thannhauser) npupebere cy usio-
)x0e Bacunuja Kangunckor u @epaunanza Xomgepa, kao u ,IIpsa nsnoxda Hose
muaxeHcKke cerecrje” (,Neue Miinchener Secession®) Ha K0joj, n3mel)y ocrarux,
yuecTBYyjy ekcnpecnoHuctr Makc Bexman, Epuk Xeken, Anekcej ¢oH JaBieH-
cky, [Tayn Kine, Ockap Kokomika, Ayryct Make, Maxc [lexmnraju, Emun Honne,
mTo norephyje [ToMopuIyeBe yTHCKe 0 JHHAMHUYHHUM Jlell1aBalbiMa y MHHXeH-
CKOj YMETHHYKO] CpPeHHHU.

Knacnyna sHama u3 Mwunxena [Tomopuiman craBba y (YHKIH])y HEIITO
CI0D0O/IHHjeT U EeKCIIPeCHUBHHUjer JTHHEPAaHOT H3pa3a KOjUM OeleXH OKpyKe-
e CBOT OIopaBKa y MOCKBH (OPTpeTH Karuiapa ®u LpTex 3aipseHu u3 1917.
rofiiHe KOjU IpHKasyje TPeHyTakK BOjHHYKe 3adaBe) W NPH30pe ca IIyTOBama
on Kpuma, npexo Asuje u HHamujckor okeana, no ConyHa Tokom 1918. ronmu-
He, KOjH Cy CauyBaHH Yy YMETHHKOBOM CKHIIEHOIOKY Ka0o BH3yeTHOM [JHEBHUKY
ca IyToBama. Y lbeMy Ce Hajase LPTeXH IIyMalla H MO30pHINTa y MaHIlypuju
(Koju Ha yMeTHHKA OCTaB/bajy jak yThcak), mejsaxxu odare Curramypa, Llejmona
u Anekcanzipuje. TokoM oBor nepuopa [lomopuIal cBeT OTKpHUBa He CaMO Kpo3
HOBe BU3YeJIHe [J0JKUBIbaje, Beh u unTajyhu Kiacuke KiHKeBHOCTH B (PHI030(-
cky autepatypy: Ockapa Bajnpna, JlaBa Toncroja, IlnaTona, Hmanyena Kanra,

> OBaj Bamuc ce HaTasu y KOHIIeNTy nucMma Ha nonehunu [ToMopuIyeBor npreska
Banahanun kao nana (1914), nurupasno mpema: H. Kycosar, Panu pagosu Bace TTomopuwiya.
Lpwesnu, ckuye, cluyguje og 1914. go 1924, Haponuu mysej, Beorpan 1982, 5.

¢ Ommmpnuje y katanory manoxbe: Neue Miinchener Secession. Erste Ausstellung.
30. Mai bis 1. Oktober 1914, Miinchen, Verlag des Graphik-Verlag Miinchen, 1914.
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3aipmwenu, 1917.
Bojun mysej Cpduje

Embraced, 1917
Military Museum
of Serbia
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Xenpuka Hodsena, )Kan-Kaka Pycoa u lllonenxayepa, IITO yKasyje Ha Herosa
BHIIIECMEPHA HMHTepecoBama U JKeby 3a HOBUM CazHaBHMa Koja yCIOXKbaBajy
YMETHHKOBO pasyMeBare (MOfIepPHOT) CBeTa.

Haxon mto je moyetkom 1918. rogune npeMernrer y ColyH 3a paTHOT CTH-
Kapa IIpu BpxoBHOj KOMaHIU CPIICKe BOjCKe, OH HACTaBlba la DelekKu OHO IITO
HEIIOCPEeIHO [OJKUB/baBa: ClleHe Dopde m cTpasama ca partuinra. Opdamyjyhu
IOKYMEHTaPUCTHYKH, PEATHCTHYKA (HCTOPHjCKH) IPUCTYII CIHKAPCKO]j Perpe-
3eHTallUju paTa, [lomopHInal CynTHIHOM JHHEApPHOM CTHJIH3AIHjoM, Koja je
O/IMCKa jesnKy cUMOOIU3Ma U cellecHje, BUl)eHO IIPeBOJHU Y alerOpHjCKU KOH-
CTHTYHCaHe KOMIIO3HIIH]je y KOje YKIbyuyje CHMOOINYKe (DUType CMPTH, NTaTHe
U CTpajiama, CTaBbajyhu y IpBU IJIaH eMOIIMOHATHY [0JKUB/bA) paTa U3 JIHYHEe
Bu3ype. fberosu nprexu u akBapenu u3 1918. rogune Cy HEIOCPeSHH, IHPCKH,
CyDjeKTHBHHU jep HacTajy Opso, y IOCEOHHM YyCIOBHMAa M OKpYJKemy paTa, Te
CTOra He BeJlNYajy HeroB HCTOPHjCKH 3Hayaj, Beh ymyhyjy Ha meroBy pasop-
Hy IpHpopy, Busyanusyjyhu cynOuHY IojeJUHIIA Kao aleropujy KOIeKTHBHOT
cTpajama.’

7 Hagopu ce 71a je TTOMOPHIIIAI] TOKOM paTa H3BeO H TeTHAECT CIIHKA ,CHMOOTHIKOT
KapaxTepa“ Koje Cy OTKyIUbeHe Yy HEKOIHMKO IIpHBAaTHHUX KoleKudja y EHrmeckoj, mpema:



[TomopHIITYeBH pajOBH HACTATH TOKOM KPAaTKOTPajHUX CTyAHja y
3arpedy HaM HHCY IT03HATH, & U OHU HaCTalIl TOKOM DopaBKa Ha YMeT-
HUUYKO-3aHATCKO]j IIKonu y Beorpany, rie ctynupa y Kiacu mpodgecopa
Jbybomupa HBanosuha u Mwunana MunoBaHoBuha Tokom 1919/1920.
rofuHe, cy Mmanodpojuu. [lopen Tpu ayronoprpera, o Kojuma he KacHuU-
je dbutn BuIIe peun, Tama Hactaje u [lopwipeti Momuuna Hactacuje-
suha (maHac je HemO3HATO TZie Ce OBO /IO HalasH), MIALoT TeCHHKA
u Opara camkapa JKuBopazna HacracujeBuha ca kojum je TTomopurmarg
cTygupao y MuHXeHy, a IoToM H y Beorpapy, aau U jel1uo CIHKapCKH
atesse y ComyHny. OBaj mopTpet ymyhyje Hac Ha ApyIITBEHH MHJbe MJIa-
IHUX YMETHHKA OKPeHYTHX MOJlePHUM TeH/leHI[Hjama y Kome ce [Tomo-
pHIIIaI; KpeTao TOKOM OeorpafiCKor Ieprofia IIKOIoBamka, Kao | ApY-
IIITBEHO U HJI€JHO OKpY’Keme KoMe he ce BpaTHTH HAKOH IOBpaTKa y
Beorpan 1925. rogune. Hose npymTseHe Kontakre [Tomopuiarn najmse
rpanu y Bpuceny, roe passuja npujatectBo ca Ctanojem Cumuhem,
CaBEeTHUKOM Y jyTOCIOBEHCKOj amdacaii y OBOM Tpajly, KOjU ra aHra-
XKyje a H3pafy IOPTpPeT mwerose cympyre ([lopwpew ioctiohe Cumubh,
1920), Koju TpencTaBba jesaH Off HajpaHHjHX YMETHHKOBHX JKEHCKHX
IopTpeTa, HaroBelnTaBajyhu crenuduyHy JHPCKY CEH3UOMIHOCT U
copucTHIIpaHOCT Koja he 00ene)XKUTH TPeTMaH OBOT JKaHpA y Hero-
BOM orrycy. HapaskeHa eKOPaTHBHOCT y 00pafy M03aHHEe OBOT IOP-
TpeTa MOJKe Ce JOBECTH Yy Be3dy ca CIMKapeBHM aHTa)KOBambeM Ha U3pa-
IOW pekiama TOKOM OopaBKa y Bpucemry m meroBom ckioHomrhy ka
IIPO’KUMamy CIMKapCTBa U IPUMemeHe YMeTHOCTH. UHbeHHIIA /1a OBaj
IIOPTPET HacTaje y KOJIEeBIH ap-HyBoa oTBapa joll jeHy JTHHH]Y 3a pa-
3yMeBame CI0KeHHX IIOZCTHIIaja ca KojuMa je I[lomopuian 1oxasuo y
KOHTaKT TOKOM OBOT II€PHOfA.

Honazax y JloHmoH y mponehe 1921. ronuHe MIafioM CIHKapy
oTBapa HOBe U M3as30BHe Xopu3oHTe. [lopen moxahamwa cTyznuja ymer-
HOCTH Ha YMeTHHYKO] mmKkoau CBeror Mapruaa (St. Martin School of

T. Manesnh, ,Hanoxbda Bace [Tomopwuia. 35 roguHa cTBapanaykor paja“, Pedy-
onuka, 3. 11. 1953. [lanac HaM HHje II03HATO KAKO OBE CIHKe U3IIefajy.

O penpesenranuju [IpBor cBeTCKOr para y CPICKOM CIHKAapCTBY OIIIUD-
uuje y: A. Epemt, ,HMsnoxda paraux ciukapa (1919) u perpeseHTaryja HCKyCTBa
[TpBor cBeTcKoOr paTta y MofiepHOj ymeTHOCTH Y Cpduju®, y: KpeaiusHocti iy 8pe-
MEHUMA Kpu3a. YmewiHocll cpegrel sexa U mogepHol goba Ha uentpaniom ban-
kauy. 36opHuk pagosa, yp. M. Mapkosuh, ®unosodcku paxynrer, eorpan 2021,
269-284.

17



18

Arts) m ycaBpiiaBama TeXHHKe CIWKamba Ha CTakly Ha LleHTpamHO]
mkosm 3a ymerHoct u 3aHare (Central School of Arts and Crafts), on
penoBHO mocehyje MysejcKe H3T0XKOe U y4yeCTBYyje y HEKOJIHUKO yMeT-
HUYKUX WHHUIHMjaTHBAa U U3JI0KOHU. Y OBOM IepHOAy HACTajy Iiej3a’ku
H3Bef[eHH 0CI000h)eHUM KOTOPHCTHIKHAM recToM (Jydpo, 1921; ITpegeo,
1921; Ha Tem3u, 1922; Yosek uge, 1922), Koju peCcTaBibajy CBOjeBPCHE
eKCIIEpUMEHTE y YCIIOCTaBbakby YMETHUKOBE CIMKAPCKe METOO0IOTH-
je. Ilomopuan Ha OBHM IIPHMepPHMa UCUpobasa pa3iniynuTe IPUCTYIIe
rpahemy IUIOITHO KOHCTHTYHCAHOT IIPOCTOpa CIHKe U HCIUTYje HheHe
eKCIIpeCcUBHE MOTYhHOCTH, H3BECHO Ka0 peaKkIlhjy Ha akTyelHe yMeT-
HUYKe (peHOMeEHe ca Kojuma ce cycpehe y HOBoM okpyxkemy. Komuko
Cy 3a yMeTHHKa OWJIH 3HaYajHU BU3YeTHH IO/CTUIAjH MOJEPHOCTH ca
KOjMMa je [0JIasno y CyCpeT, CBemove /1Ba akBapena (AUcipakiina KOM-
dosuyuja, 1921, u Mawa aticlipak@na komiosuyuja — I1pegeo, 1922)
Hacraia oy yruckom Pyckor danera Cepreja [jarmmsesa [Tajayo ([Ipu-
ua o Bygony), Hactanor Ha mysuky Cepreja ITpokodjeBa, KojH je HAKOH
napucke peMujepe y jyHy 1921. ronuHe npemujepHo usBefieH y JIoHzo-
ny. [TomopuiryeBn akBapenu ymyhyjy Ha ¢parmeHnTe ciieHorpaduje u
KOCTHMa DajeTa Koje je OCMUCINO PYCKH aBaHTapAHHU yMeTHUK Muxa-
ni JlaproHOB, yKbydyjyhu MOTHBE W3 pycKe HapomHe U (POIKIOpHE
Tpajulldje y allCTPaKTHO OCMHUIIbEH ClleHCKH nusajH.® Hapenne, 1922.
roguHe, y Mysejy Bukropuje u AnbepTa je ofpkaHa Benuka MmehyHa-
ponHa M3JI0K0a MOJEpPHOT IO30PHUIIHOT Au3ajHa ,International Thea-
tre Exhibition. Designs and Models for the Modern Stage“ na xojoj cy
OWIM TpencTaB/beHN U JPYTH IPUMEPH KyOUCTHUKOT, PYTyPHUCTHUKOT
U allCTPaKTHOT CIIEHCKOI u3ajHa, Kako U3 Pyckor daineTa, Tako U W3
MIO30PHIIHUX IPOAYKIHja APYTHX eBPOICKUX IeHTapa, IITO je Ipef-
cTaB/paJio BajkaH jorahaj 3a OpojHe yMeTHHKe akTHBHe Y JIoHZIOHY,
nomyT ciukapa [Tomna Herma (Paul Nash), jemsor o meHTpanHux mpoTa-
TOHHUCTa MOflepHU3Ma y dOpHuTaHckoj MehypatHoj ymerHOCTH.” [To3opH-
mTe je 3a [ToMopHIIIa H3BECHO IIPeCTaBBaIO MeCcTo (acliiHaINje, O
yeMy cBefjoun u cinuka Medwpouonudien (1923, nanac usrybipeHa) Koja

8 0 Pyckom danery sumie y: J. Pritchard (ed.), Diaghilev and the Ballets Rus-
ses, 1909-1929. When Art Danced with Music, Victoria and Albert Museum, Lon-
don 2013.

® F. Spalding, The Real and the Romantic. English Art between Two World
Wars, Thames & Hudson, London 2022, 122.



IIpeHOCH fleTalb eHTepHjepa 030 PH-
mra MeTrpononutes, Bofeher mecra
3a u3Bol)eme KOHIlepaTa 1 BapHjeTea
TOKOM OBOT Tepuofa y JIoH10HY.
KoHTekcT IJOHZOHCKE yMeT-
HHUYKE CIleHe TIodeTKoM 1920-ux
roguHa, Mmehyrtum, Huje daBopu-
30Ba0 PpafiMKalHE eKCIIepHMEHTE,
nomyT osor JlapuoHoBor Beh je y
OpYIITBEHOM aMOWjeHTy Tocie-
paTHe Tpayme U IIOKyIllaja 0OHOBe,
TauyKy OCJTOHIIA TPa’kKHO Yy KIACHY-
HUM BpeJHOCTHMAa yMeTHOCTH. OBaj
(heHOMEH je Ipenu3Ho youno u (op-
mynucao T. C. Enuor numyhu 1923.
rofHe O TeK O00jaBbEeHOM YNUK-
cy Llejmca Ilojca. Haunn Ha koju je
Ilojc y pomaHy ymoTpedHO CTpYyK-
Typy XomepoBe Oguceje a IOHY-
0¥ HOBHU IIOTJIE[], HA MOJEPHH CBET,
Enmor HaswmBa ,MHTCKHM METOHOM"
(enr. mythic method), o ce Moxe
IIpEHeTH U Yy TOApYydje BU3YETHHX
YMETHOCTH, KOHKpETHHje CIHKap-
CTBa, IZle BeIUKH OpOj YyMETHH-
Ka aHraxkyje OBaKaB IpHUCTYIl W peadupmulle Haciehe Kiracuy-
He YMETHOCTH KpO3 OINTHKY MojepHoOr mnorinena. Muilicku mewwiog
npoHanasumo u y [ToMopuliryeBoM fiely, KOjH TOTOBO HCTOBpeMe-
HO ca IIOMEHYTHM aKBapelrnMa CTBapa HEKOJIHKO KOMIIO3HIIHja Koje
TeMaTu3yjy KJlIacHyHe HCTOPHjCKe HaparTuBe.'' Y Tpolecy cariefa-
Bama U Ca61agasara OOMMHE HCTOpHje CIHKapcTBa, Koja je Ilomo-
pHIIIy dHIa [OCTYIIHA 3a aHATH3Y Y JIOHAOHCKHM MYy3ejHMa, IIpe CBe-
ra y HanyoHanHoj rajepuju YMju ce KaTaJor ca PelpoiyKIjdjama W3

190 oBome ommmpruje y: S. Martin, The Mythic Method. Classicism in Bri-
tish Art 1920-1950, Pallant House Gallery, Chichester 2016.

1 Opn npuMepH, onyT ITapucogoi cyga (1924), meTasHo Cy aHATHSHPAHHA Y
texcty Jlyke Byknhesuha y oBom Karaiory.

Metupouonuttien, 1923.
HermnosHato BIacHUIITBO

Metropolitan, 1923
Ownership unknown
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KOJeKI[Hje CIUKapcTBa (praMaHCKe, XONAaHACKe W HeMayke IITKOJE
Hajasu y ’BeroBoj OMOIMOTENH, BajkaH MOCPELHUK OHO je U (paHIly-
cku ciaukap ITon CesaH, unju je MeTo[ TOfipasyMeBao IOCTYIIak ypele-
Ha MOZIEPHOT CIMKapCTBa Kpo3 HHTePIIpeTalinjy KIacHuHe Tpagulfje
dpanmycke ymernocta. Ciuka Kapiiawu (1924) TeMaTCKu ce THPEKT-
HO offHOCH Ha cepurjy Ce3aHOBHX HCTOMMEHHUX KOMIIO3HUIHja (HACTATHAX
y nepuony 1890-1894), koja je ITomopuriy dura mosHaTa Ha OCHOBY
penpozyKnrja u3 MoHOTpadHje 0 0BOM YMETHHKY KOjy je mocenosao.'?
CesaHOBe CIHMKe MOTao je BHIETH H Y)KHBO, Ha H3T0KOU (PpaHITyCKe
ymetHoctu ,The French School of the Last Hundred Years® kojy je
1922. rogune y YMmeTHHYKOM Kiydy ,Bepmmurron” (Burlington Fine
Arts Club) opranmsosao Poriep ®paj, MpOMHUHEHTHH JTHKOBHHA KPHTH-
yap u wiaH JloagoHcke rpyme. Tokom 1920-nx Ce3aHOBO CIMKapCTBO je
MMAaJo BETUKOT YTHIaja Ha OpUTAaHCKe YMETHHKE, YKIbydyjyhu U ciiu-
kapa Kpucrodepa Byza (Christopher Wood) koju 1923. roguse komnmpa
CesaHoBe Kapwawe."”

Kon INomopumiria je ciieHa Kaprama TPH MYyIIKaplia 3a CTOJIOM
IIOCTaB/beHa Y eHTepHjep Ipef OTBOPEHHM IIPO30POM KpO3 KOjH ce
IIpy’Ka IIOTJIef] Y PeYHH Iej3ak, alnyfrupajyhu Ha Tpaguiujy nuraiujas-
CKe peHecaHCe Y K0joj je 0BaKO IIOCTaB/beHa KOMIIO3HUIHja CHMOOIHCa-
Ja WIy3HOHUCTHYKY (DYHKIHjy caukapcTtsa. [lopen mposopa, Ha 3ufy
IIPOCTOPHje Yy KOjOj je CMeIlITeHa [leHTpalHa pajba, HACTHKAHe Cy CIIH-
Ke (Mej3akel ¥ IOPTPET) Kao atysHja Ha 0CODEHY PETOPUKY XOJIaHICKOT
JKaHp-ciukapceTBa XVII Beka y KoMe je IIpeficTaBbambe CAuke YHywap
CuKe HOCHJIO CHUMOOJIHYKe, CKDUBEHE W MOPAIU3aTOpPCKe MOpPYyKe Yy
Be3HU Ca HACTHKAHHM CIleHama. AKO yaMeMo y 003Hp ja Ce3aH MOTHB
KapTallla Ipey3suMa U3 KOpIyca X0JIaH/CKOT U (hpaHIlyCKOT KaHP-CIH-
KapcTBa, oHAa HaMm ce [lomopuirueB rect ymyhuBama Ha OBY CIHKap-
CKy TpajHuIlHjy OTKpPHBA Kao HEJBOCMHCIEHO IpHKa3HBame IIOMeHY-
TOT ,MHUTCKOT MeTOZla“ KOjH HHCUCTHPAa Ha U3Bolhemwy mapaiesna uamely
caBpemeHoCTH U Tpagunuje. CesaHoBU KapiWlawu TICHXHIKOM OIBO-
jenomrhy, Koja mocToju uaMel)y mojefnHauyHUX (pUTypa, HarIallaBajy
HaIeToCT YHyTap IPOCTOpa eHTepHjepa, OLHOCHO CIHKe, KOju je 30H-

12y Tlomopumryenoj Gubmmoreny Hanasu ce Monorpadmja: T. L. Klingsor,
Cézanne, ]. Lane, The Bodley Head Limited, London 1923.

13 0 smauajy Cesamoor crmkapcTsa 3a MehypaTHy yMeTHOCT y Bemmkoj
Bpuranunju onmupnuje y: F. Spalding, Has. geno, 237.



Kaptiawu (neram), 1924.
Mysej caBpemeHe yMETHOCTH,
Beorpan

Cardplayers (detail), 1924
Museum of Contemporary Art,
Belgrade

jeH, OpraHu30BaH YKHIamkeM THHeapHe IePCIeKTHBe U HIy3HOHUCTHY-
Ke yHKIHje ciukapcTsa.'* [Tomopuinan urosupa Ce3aHOBY KOMIIO3H-
IIUjy: OH 3a/jp’KaBa CMHPEHOCT U KOHTeMIUIaTHBHY aTMoC(epy y Kojoj
Cy KapTallli 3a0KyIUbeHH TOKOM HTpe M HarjlalllaBa je eJeraHTHHM,
MPHYIIHO3HO U3BEJJEHHM II0T€30M KOjH CBAKH Tpar UeTKHIle MacKHpa
¢uauM npemazom Ooje, anu, pasnuuuTto of CezaHa, OTBapa IPOCTOP
CTHKe yBOlemeM MOTHBA IIP030pa KPO3 KOjU IIPOAHPE CBETIOCT H Tea-
Tpajuayje ClieHy y eHTepHjepy. CI1HKapcKa HIys3Hja OBfle HHje CHMOO-
JTUYKU IPUKPHUBEHA ITepCIeKTHBHOM OPraHM3AalHjoM IIPOCTOpPa CIHUKE,
Beh je HcTakHyTa Kao CpefCTBO KOje OBY JKaHP-CIleHy KOHCTUTYHIIIE
Kao KOMIIIEKCHY CIHKapcKy peduieKcHjy o Ipodiemy perpeseHTalnje
peanHocTy. Hako je IpocTop y KOMe Cy KapTallld CMeIlTeHH IIpeficTa-
BJbeH IOIITYjyhu npaBHiIa THHEpaHe IMepCIeKTHBeE, IITO je HCTAKHYTO
HaUMHOM Ha KOjH je U3BeJeH I10]] eHTepHjepa y KOMe cefie, CTO 38 KOjUM
ce KapTajy MylIlIKe (pUType CMeIITeH je YHyTap IPOCTOpa CIHKe Kao

147 7. Clark, “House of Cards®, Modernist Games. Cezanne And His Card
Players, ed. S. Padiyar, The Courtauld Institute of Art, London 2013, 19-22.
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CaCBHM HB[JBOjeHH €HTHUTET Y IPOCTOPY, U3BPHYWIO OPTAaHU30BaH Tako
lla ce He yKJama, 3aIpaBo y IMOTIYHOCTH OfCTyIa Of JIOTHKE IITHper
IpocTopa code Koja je IepcleKTUBHO pellleHa. OBy TeH3Hjy Harjala-
Ba OITHKA IIOTJIefla KOjJOM je IPOCTOp CIHKe KaZpHpaH, a Koja yKasyje
Ha UBJUTHYTY TauyKy IIOCMaTpama CIHKapa ofi yodnyajeHe, IIITO JofaT-
HO UCTHYe IIPOCTOPHY ABOCMHUCIEHOCT OBE KOMIIO3UIlHje y Kojoj ITomo-
pHIIAI] TEXH []a HUCKa’Ke KIACHYHU edeKaT JyOHHe IIpoCcTopa CIHKe,
0es Herupama pearHOCTH BheHe MoBpiInHe. CIUKap Kao fa H3BOJH [IBO-
CTPYKH MUWICKU Melliog TIPATHKOM KOMIIOHOBama oBe ciuke: yuehu of
VTJIeLHOT MPeTXOofiHUKa, oH ypelyje Ce3aHOBY peleNIifjy KIaCHYHOT
CIIMKapCKOT 3Hama Harmalasajyhu mpocTopHe H KOMIIO3UIIHOHE aMOH-
BaJIEHTHOCTH KOj€e KOJ OBOT CIMKapa IIpPOHAJIas3’ YIOTPedOM KiIachy-
HUX CIIHKapPCKUX CpeJicTaBa Koje I10CTaB/ba y MOflepHe ofiHoce. BemTu-
He CIMKapcKe AucHuIuinHe [TomopwHian craBba y (QPYHKIH]y MOAep-
HOT CJIMKAPCKOT TIOTTIefia KOjH PeaTHOCT BUAH Kao CKyT HeyCKiIaheHnX
Pas3IUIUTOCTH Koje Tpeda ypenuTH, 3afipikaBajyhu JOTMKY MOZepHOT.
[Tomopurrues dopaBak y JIoH[OHY IIpefcTaBba KbyYHHU IEPUO], caspe-
Bamba BEroBe CIMKapCKe MeTONOJNOTHje Kojy he fame NpuMemHBATH U
ycaBpIllaBaTH y CBOM JleTy.

Toxom skuBoTa y JloHmony Ilomopwuinaln 3acHHBa IOPOIUILY:
1922. ronuHe ce Benuasa Epuxkom Beparyt (Erica Veraguth), konerntu-
I[OM ca CTyfiHhja, MJIaZloM YMEeTHHUIIOM Koja je u3 IlIBajuapcke pomuia y
Enrnecky u ca Kojom rofuHy faHa KacHHje foduja KhepKy JacMHHKY.
Ca nmopopgunom ce 1925. ronune Bpaha y Kpamesuny CXC u HacTamy-
je y Beorpany, rine ce Op3o HHTerpHllle y yMeTHHYKE KPYrOBe, PeloB-
HO yJeCTBYje Ha M3JI0)K0aMa U aHTaKyje ce y OpraHU3alluju YMeTHNY-
KOT JKHBOTA, IPAaTH YMETHHUKA JlelllaBamba U MHUIIle IUKOBHY KPHTHKY,
IPKH jaBHA IIpefiaBama O yMETHOCTH, H3BOM 3HauyajaH d0poj fena Io
HapyLIOMHH: BUTpake U (ppecke 3a jaBHE 00jeKTe, HKOHe, HKOHOCTACe
U pecTaypaTopcKe pajjoBe y IPaBOCIABHUM H KaTOJIMYKUM IIPKBaMa,
WIyCcTpalldje 3a KmbuUre, Hal[pTe 3a HOBYaHHIle U Mefake.”” Hacrasima
npujarescTBo ca JKuBopasom HacracujeBnhem ca kojum 1927. ropu-
He ocHUBa JIpymTBO yMeTHHKA 3orpad, mITo je y fomahoj HCTOpHO-
rpaduju JOOpPUM IeloM ofpefuio pasymeBame [lomopuilueBe ymeT-
HUUYKe TI03HIHje, YIPKOC TOMe IITO je BeroB OIlyC MHOTO CIOKEHHUJH
U W3J1a3U U3 OKBHPA T3B. 30rpapOBCKOT fleJoBama U penHTepIpeTa-

> Ommmpuuje y duorpaduju yMeTHHKA U IIOIIUCY pajoBa y OBOM KaTajory.



IIHje CPIICKOT Cpe/ji0OBEKOBHOT YMeTHUYKOT Hacueha. [IBa mena HacTa-
J1a TOKOM ODeorpajckor dopaBka Koja HOTBPlyjy yMeTHHKOB MeTOf
MOJIepHOT carjefjaBama U HHTepIIpeTallje KIaCHYHOT U Koja MOTBPhy-
jy oBy TBpAmY Cy: Kencku dopiupetd (1926) nu Mptisa tpupoga (1930).
Hspasura nocBeheHOCT leKOpaTHBHHUM JleTa’bMa TKaHWUHA H IIOpIie-
JaHa UCKa3aHa Ha OBUM IIpuMepuMa ymyhyje Ha 0codeH ofjHOC ITpeMa
MaTepHjaTHOCTH ciuKe Kojy [Tomopuiiarn Kpos yriaheny, mpodume-
Hy oOpajy MOBpIIMHE H3HOBA U3BOJU KAO CBOjEBPCHH NBOCMHUCIEHH
OfIHOC IIpeMa IIpodiieMy pellpe3eHTalldje CTBAPHOCTH y CIHKAapCTBY.
HsonoBaHe yHyTap apTH(MHIIHjEIHOT IPOCTOPA CIHKE KOjH je 3aTBOPeH
3aCTOpPOM, U JKeHCKa (bUTypa U MOPIeNaHCKU CEPBHC 3a Yaj yKasyjy ce
Kao IpH30pH oTylheHe MpUBATHOCTH. [10g 8e70M BEIITOT CIHKapeBOT
II0Te3a, KOjU He 0CTaB/ba Tpar ¥ THMe HMHTHpAa HIy3H]jy M0 pa’kaBama
CTBapHOCTH, OBU CJIMKaHU IIPU30PH Cy KOHCTHTYHCAHHU Ka0 eJIeraHTHU
TeaTPalHU reCTOBH KOjH HUCTHIY HHCIIEHHPAHOCT PEATHOCTH Yy CIIHIIH.
[TomopHuIIal; Npu3ope Koju IOTHYY U3 HEeroBOT HEIIOCPeJHOT OKpYIKe-
Ba Yy OBUM IIpUMEPHMA II0CTaBba y KIACHYHE PETOPHUYKe CTPYKType
CIIHKe KaKo OM lekopaTHBHOIIhY HaraacHo MoJiepHy II0jaBHOCT BHXO-
BUX aKTepa.

[Tpru3opH U3 JUPEKTHOT OKpY’Kemha MOCTajy CPeNHIIbY IpefiMeT
ITomopuIgeBOr CIMKapCKOT HHTepecoBama Kaja ce 1935. rogune ca
nopopurioMm cenu y Ilapus u Hacramyje Ha ByneBapy MoHmapHac, y
rpajicCkoM KBapTy KOjH OKyIl/ba BEIHKY MHTePHAIlMOHATHY YMeTHHY-
Ky 3ajepnuiy. OH y [lapusy pasBHja pelaTHBHO YCIIEIIHY H3Jarayky
Kapujepy H 3afip’kaBa ce y TOM Ipajly TOKOM HapefiHe YeTHPH TOfju-
He. Pasior oBor mpecebema HaM HHje IIO3HAT, a y KOHTeKcTy [Tomopu-
II1YeBe OIITpe KPUTHKe yCBajama (PpaHIlyCKUX YTHIIAja Y OHOBPEMEHO)]
yMmeTHOCT y CpdHju, YHHHU ce KOHTpaJuKTOpHOM.'® Ho, OH ycmeBa nia ce
CBOjHUM CIMKapCKHUM H3Pa3oM, KOjH He IIPaTH eCTeTHKY IapUCKe IITKO-
Je, eTabiHpa pa3IHKOM KOjy y OfIHOCY Ha OBY IOETHKY IIpeJCcTaBba y
MIAPHUCKO] YMETHHYKO] CPeJJUHH.

INapus y xoju ITomopuian ojj1asy HUje BUIIE CBETCKA IIPECTO-
HHUIA ,JTy/uX BafeceTHX . EKOHOMCKa W IOIHNTHYKA KpH3a H3a3Baje
Cy 3aCTO0j y IpYLITBEHOM JKUBOTY, BEIHKH OPOj yMeTHHKA H3DErTHX U3
Cosjerckor caBe3a u Hemauke Hanasu npuBpemeso yrouninre y [lapu-

16 p ITomopuman, ,KpHusa Hallle THKOBHe yMeTHOCTH , Jlewiotuc Mattiuue
cpucke, 316/2, 1928, 259-263.
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3y, pyILITBeHa pacjojaBama y I'pajly Cy CBe eBHIeHTHH]a, & YMETHHUYKHU
JKABOT 00eJerkeH je mpuripemama 3a CBeTCKY U30K0y 1937, Te BeTUKY
MehyHapoznHy HagpealucTHIKy Hanox0y 1938. ropuse. [Tomopuimye-
BH IIOIJIe[JH YIIPTH Cy y pyre TOKOBE TaMOIIber YMETHHYKOT JKHBOTA,
0 yeMmy 1937. rogume roBopH:

,Harnega mu dap mpema oHOMe INTO caM ja BHAeo y [lapusy,
la IaHac IMKOBHA yMETHOCT He M3dallyje BHILIEe OHE '3Be3fie’ Koje Cy
HeKajl BOfiiIe COOOM I10 YHTaBe IpyTle yMeTHHKA U laBajie TOH yMeT-
HHYKOM JKUBOTY. Bu 3HaTe, Kaxo je To duio ca [Tmkacom, ¢ Marucom
u fpyram. JlaHac, Tora Hema. YHHH MH ce [ja ce y YMETHOCTH JaHac
Tpa’ku YHCTHje, OATOBOPHHj€ U UBpIIThe YIIOPHUIITE, jep yMETHOCT Ce
Bpaha jenHoj KOHCTPYKTHBHO] (popmHu. (...) IIpe nsBecHOr BpemeHa
crapu Bujap n Bonap umanu cy HajBHIIIe ycIiexa, a BAXOBA U3JI0K0a
3HAUWIIA je TIpaBy CeHaallHjy. Ja IX HEOOMUHO BOJIUM, HAKO Cy OHH y
CTBapH Ha CyIPOTHHM CTAHOBHILITHMA CIMKAPCTBA Off OHOT HAa KOMe
ce ja Hasmasum.“"’

CIMYHO CBOJUM jyTOCIOBEHCKHM Kojerama KOjH HCTOBPeMeHO
bopase y oBoM rpagy (momyt Jbydune Ilyrne Coxuh, Borgana Illyrmy-
ta, [Ipenpara MunocasmeBuha, Bope Bapyxa u gpyrux), [Tomopwuan
y nejsaxxuma [lapusa Koje ciauka u300pom IMpHU30pa He IPEHOCH ClLieHe
U3 yKypOaHOT I'pafiCKOT JKHBOTA HUTH THIIMYHA oDenexkja rpaja. Ibero-
BU TIej3a’KH Cy Be3aHH 3a Mofpydje MoHmapHaca, a KapaKTepHIlle uX
cTaTHYHA aTMocdepa y Kojoj IpeTe;KHO MeCTO 3ay3HMajy MamwH Ioje-
IWHAYHU KaJIpupaHH TPafiCKu aMOMjeHTH Y KojuMa je JbyZicKa (urypa
TpeTHpaHa Kao MOTHB, a He Ka0 aKTUBHHU UMHHIAL] Y JKHBOTY Ipafia.
MopepHH I'paji U3 MEpCIEeKTHBE ,JUCKPETHEe U3MEIITeHOCTH U3 IJIaB-
HOT TOKa JelllaBama“'® oTBapa ce Kao IpocTop oTyheHocTH, ypdaHa
cmeHorpaduja Kojy TBope yiuIie, dacazie ¥ peKiIaMHe ITOPyKe U y K0joj
ce OfIMTPaBa THIIIHHA IIPOJIa3HOCTH MOJePHOT Tpaja. Hnak, pasmuauTo
Ofi IOMEeHYTHX yMeTHHKA YHjH je mories Ha [Japus nckasaH u3pakeHH-
joM rectyanHomthy, [TomopuIryeB pyKomuc safipKaBa JHCIIUIULINHOBAH
U CMHPEH JIHHEAPHH KapakTep, IITO Y HETOBUM IIaPHCKHM I1€j3aKHU-

17 I. B., ,Cniukap Baca [Tomopuian, koju Beh nBe roguse xusu y [lapusy,
TOBOPH HaM O KOHCTPYKTHBHOM IIpeodpa’kemy JIUKOBHEe YMETHOCTH. Kako use
Hamu ciukapu y Ilapusy®, IIpasga, 28. 8. 1937, be3 naruHaryje.

8. Uynuh, Teme u ugeje mogeprol. Cpicko cnukapciuso 1900-1941, npyro
nsname, ['anepuja Marure cpricke, Hosu Caz 2017, 65.



IIpegeo usz Ilapu3sa (neram)
1938.
Hapopuu mysej Cpouje

View of Paris Street (detail)
1938
National Museum of Serbia

Ma HarjaiaBa aTMoc@epy H30J0BaHOCTH y IPOCTPAHCTBHMA BEJTHKOT
rpaza.

Cpenunom 1939. ronuHe Ham yMeTHHK Hamymra [lapus ca Hame-
poMm na otmyTyje y Hranujy, Mel)yTum, mouerak [Ipyror cBeTckor para
Mema Hberose IIaHOBe U OH ce mpeko llIBajuapcke Bpaha y Beorpag,
IZle je JKUBeO 10 CBoje cMpTH 1961. ronure. Tpu cirke manor popmara
u3 1941. rofuHe OTKpPHBajy HaM HeroB MHTHMHH IIPOCTOP: CIHKapeB
KOHTeMILIaTHBHH IIOTJIe]] OfipakaBa Ce y THIIHMHU IIpefMeTa Harjalie-
HUX IeKOPATHBHHX CBOjCTaBa KOjU IPajie ’eroBY IPUBATHOCT 3aKIObe-
HY OJI PEaTHOCTH OKyTIaIlHje, ajli y CeHIIH TTopofnyHe Tparenuje (1941.
roguHe ymMupy meroB miahu cuH I'opjaH, a ydpso moTom u cympyra
Epuka).

ITo saBpuieTky [Ipyror cBeTCKOr para, y H3MemeHO] IOIHTHIKO)]
U YMETHHYKO] CHTyallUjH, uaMemeHe cy U pediexcuje [Tomopuirye-
BOT IIOTJIefja Ha cBeT. I3BaH OKBHpa Tafia JOMUHAHTHE PETOPHKE COLU-
JAINCTHYKOT peaJn3Ma eroBH Iej3a’kKH IpeHOCe HAIeTOCT THIIHHE
nociepaTHe HeM3BeCHe er3HCTeHIIHje. MelaHXOINYHH I1ej3aKu IIpH-
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pone, monyt Jy@pa Ha Jynasy (1946) u Cympaxa na ITanuhy (1950),
yryhyjy Ha eckanusam U3 JpyIITBeHe CTBAPHOCTH, JOK I'Pa/iCKH IIPH-
sopu Ciaygeniucku wpi (1949) u Ynuya Makcuma Iopkoi y Beoipagy
(1949) monaBmajy THI ypdaHOT Iejsa)ka W3 MapHCKOT TepHoa IpyTe
nosnoBuHe 30-ux roguHa XX BeKa y Jpyraunjoj rpajiCkoj U COIHjalTHOj
CTPYKTypH deorpazcke cpeguse. [TogpeheHoCT HEMUX By CKUX (UTY-
pa CyMOpPHOM Tpa/iCKOM aMOHjeHTy ocTaje UCTa y UBMEHBEHUM HIIe0]I0-
IITKAM OKOJTHOCTHMA. PeTku mipumepw totyT [Tocne paga (1948) u Ca
apucttianuwiia Yy Pujeyu (Pujeuka nyka, 1948) temaTusyjy CrieHe Koje
ce MOTY JIOBECTH Yy Be3y ca perepToapoM COIHjaHCTHYKOT peaansma,
al¥ 3a[prKaBajy KIaCHYHy PeTOpHKYy KOMIIOHOBama HapaTHBa Koja je
KapaKTepUCTHYHA 3a CIHKapeBY MeTOJ0JIOTH]Y.

[TomopwuIIyeB pyKONHC, ca Apyre CTpaHe, [JOKUB/baBa H3BECHY
IIpOMEHY: OH BHIIle HHUje IpelH3aH U JUHeapaH, 3aCHOBaH Ha jaCHOM
1prexy, Beh cedu pomyITa CyNTHIHY, KOJOPHUCTHYKH CIODOHH-
jy recryansoct. [IpoBosehn nera y mamom mecty MapTuHihuma Ha
janpaHckoM ocTpBy Llpec TokoM 50-HX rofHHA, OH CIIHKa I1ej3aXKe MOp-
cKe oDajle KOjH Cy HarjalleHH KpaTKUM II0Te3HMa H HaHOCHMa doje y
TOHCKH OpraHM30BaHUM OJHOCHMA. JeflaH Off TIOCIebUX Tej3axa [ op-
maue (Lpec), xoju je HacmuKao 1959. rofute, HacTaje Kao exadoparmja
CJIMKapeBOT II0TJIefla 0 HOBOM OKPYJKely ca KOjuM ce (paMHuInjapusyje.
[TomopuIIyeB Tej3ak MeJUTepaHCKe IPHPOJie pealnusyje ce Kao KOH-
TEMIITTATUBHHU OMaXK IIpeBolemy BUNeHOT y HeIIPETEHI[HO3HY PEalTHOCT
CIIHKe.

[TopTpeTu rpahancke kinace
— n3mel)y THTIa ¥ HHAWBALYE

3HavajaH feo omyca Bace [Tomopwimra ofHOCH ce Ha IIPOIYK-
LIAjy TIOpTpeTa Koje je CIMKA0 KOHTHHYHPAHO TOKOM CBOje YMETHHY-
Ke Kapujepe. Y CBAKOM HOBOM OKpY’KelbY y KOMe ce Halllao, 0p3o je
II0CTAa0 IIeHeHH CIUKap OBOT jKaHpa. [IoceDHO je mapucka JTHKOBHA
KPHUTHKa HCTHIIAJa BPENHOCT HErOBHX IOPTpeTa 300T JKMBOTHOCTH
KOjy Ccy IpeHOCHIH' U CIHKapcke OPUTHHAIHOCTH KOjOM Cy H3Bele-

PR J., .Les Yougoslaves de Paris®, Le Temps, 11. 4. 1937.



Hu.** Ha [Tapuckom canony 1938. rogune Harpalen je CpedbpHOM Mefia-
JBOM KOjy Hofielbyje YipyKeme (hpaHIyCKUX yYMeTHHUKa 3a [loptipei
Munanke Bacumes (1936). TlomopHIIIal je W3Beo Kako 3HavyajaH Opoj
HopTpeTa IO HapylIOMHH, TaKO U MOPTpPeTe CBOJHX IIpHjaTe/ba U 4ia-
HOBa IIOPOJHIle, OCTaB/bajyhu 3a coDOM IOCEDHY rajepHjy JTHYHOCTH
Koja oLpTaBa APYIITBEHO OKpYy)Keme y Kome ce Kperao. OH je y Haj-
Behoj Mepu mopTpeTncao IpHNafHUKe rpahaHcKke Kiace: JUILIOMATE,
JeKape, apXUTEKTe, My3Hdape U WIAHOBe BUXOBUX IOPOAHUIIA, OCIama-
jyhu ce Ha KIacuyHy TpafiuLikjy oBor KaHpa. Hako cy meroBe CKIOHOCT
U BellITHHA y H3pajH MOpTpeTa OWile HCKa3aHe W paHHje, HAajBaKHH-
ju moficTHIIA] Y odiIuKoBawy [loMopHIyeBor crenupUIHOr TPeTMaHa
OBOT JKaHpa MMa JIOH/IOHCKO HCKYyCTBO. [lopTpeTH Koje je CIHKao TOKOM
rofHa IpoBefeHnX y JIOHIOHY HaM laHAC HACY TI03HATH, a1H OHO IIITO
3HAMO jecTe Jja je aHATOMCKHU IIpelu3aH, pealduCTHYHHU IIpPHKa3 Iop-
TpeTHCaHe THYHOCTH IIPEefICTaBbao HMIIEPATHB y OPUTAHCKOM CIHKAap-
cTBY 1920-HX roffHa, IITO je H3BeCHO KapakTepucano u I[lomopumryese
HopTpeTe HacTaje y oBoj cpenuHu. CTyneHTHMA TOHA0HCKe KpabeBcke
aKajJieMHje CaBeTOBAHO je fla

...y TIOpTpeTuMa Tpeda usderaBaTH IIyKy UMHUTAIHjy 0e3 cTpaxa of
peanusMa, alu pealusma Koju je paBOpU30BaH TPETMaHOM H Bol)eH
CIIACOHOCHOM TpanuosHourhy nusajHa“?

AHraxyjyhu TpajuIlMOHalHe TeXHHKe H KJIaCHYHe KOMIIO3HIIHOHe
odpaclie Kako M ce HCTaKje CIHMKapCKe BPeJHOCTH, IOPTPET y OpH-
TaHCKOM CJIMKapCTBY OBOT ITIepHOJia Cy OfITHKOBAaJe CTHIH30BaHe MpeJ-
CTaBe MOPTPETHCAHUX Y CUMOOINYKH ypel)eHMM amOHjeHTHMA H 3a/|p-
JKaHHM IeCTOBHMA KOjH alyAupajy Ha Tpajulifje KIaCHIHOT (peHecaH-
CHOT) peIpe3eHTaTHBHOI HOPTpeTa TPaHCPOPMHCAHE KPO3 KOIODPH-
CTHYKH HHOBHPAaHY, MUHYIIHO3HY OITHKY MOJepHOT JH3ajHa.*
[ToMopHuIITyeBH MOPTPETH U3 Mel)ypaTHOT Ieprosa HaZoBe3yjy ce
Ha OBaKBY KOHIIEIIIHjy JKaHpa, IITO je eBHIeHTHO IIpe CBera y paHHu-
je momenyToM JKerckom doptlipeiy (1926?). CmemiTeH y crieHorpadu-
Jy MIMaruHapHOT IIPOCTOpa KOJH Ce 0TBapa Kpo3 IIej3a)K PeHeCaHCHOT

20 Vanderpyl, ,Les Yougoslaves de Paris®, Petit Parisien, 12. 4. 1937.

! TIpema: P. Elliott, S. Llewellyn, True to Life. British Realist Painting in the
1920s & 1930s, National Galleries of Scotland, Edinburgh 2017, 36.

22 Yemo.
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Ipocefiea, OBaj MOPTPeT HacTaje U3 HAIIeTOCTH U3Mel)y ciuKapcke Tpa-
nunrje (Koja je McKasaHa y HAYWHY KOHCTHTYI[H]e TIPOCTOPA CIHKE W
IIOCTYype TopTpeTHcane (GUTYpe) U MOJIEPHOCTH Koja ce oriesa y /1eKo-
paTUBHUM feTabuMa ofiehe, akcecoapa U MofiepHe (ppHUsype IperncTa-
BJbeHe Miafle KeHe. IbeH HIeHTUTEeT IpHUKas3aH je CUMOOINYKH, KPO3
OHO IIITO je HCKAa3aHO Ha CHOJBAIIBOCTH — IpedubeHe JjeTabe KOjH Cy
CITUKAPCKHU aKIIeHTOBaHHU IOJjjef[HAKOM jacCHOhoM Kao W IOpTpeTHca-
Ha JTHYHOCT, 03HayaBajyhu meH comujaran Mube. OICyTHUM HOTTIeoM
U IUCTaHLIHpameM Off IpHKasa eMOIlHOHAIHe/YHyTaphe HHUBHIYa-
HOCTH TIpHKas3aHe JUYHOCTH, 0Baj MOPTPET eTadiupa ce Kao THIICKH
JHK MOflepHe MIIafie JKeHe, H3BaHPeHU IIPHMep IIOpTpeTa U3BefleHOT
je3HKOM HOBOT peajn3Ma y CPIICKOM CIHKapcTBY. OfMepeHOCT U TICH-
XOJIOIIKA Cy3/IpKaHOCT, Kao recTyanHe popMme MojepHOr rpahaHcKor
IapMma, CyITHIHO HCKa3aHe MajCTOPCTBOM y 00paju CIHKaHe IIOBP-
IIMHEe U [jeTaba, KapaKTepHllle u fpyre noprpere: y Iloptupewy gp M.
Bacuh (1928) pe3epBHCAHOCT U CTPOTOCT Y H3Pa3dy MOPTPETHCAHE JKeHe
aKIleHTOBaHA je MUHYI[HO3HO H3BeJJeHOM OelI0M UHMIIKOM Ha HU3pe3y U
pyKaBHMa HeHe XabHHe OCaBpeMeHmeHOT, CBeJJeHOT BUKTOPHjaHCKOT
Kkpoja; Iopupeia Anhenuje [Iehepos (1933) moHaBba HETPETEHITHO3HA
CTaB [I0II0jacHO NpHKasaHe (PUType IPeKPIITeHUX PyKYy KOjH Y CBOjOj
CTATUYHOCTH U CMHPEHOCTH Upoiosapa o decorum-y ofjeBama IIpHIaj-
Huna rpahaHcke Kiace Kpo3 CIHKapCKU MPELU3HO TPeTHpaHe [eTabe
HaknTa (IPCTEHA ¥ HAYIIHUIE) U eleTaHTHY [[PHY YAIIKY Xa/bHHE, KOjH
Ilelyjy Kao 0o3HaKe [PYLITBEHOT cTaTyca.” HyeannsoBaHy CIUKY JKeH-
cke snemnore Ilomopuman nmoctuwxe y Iloptapewy Jacmurke ITomopu-
way, (1938), cBoje khepke. HeyTpainHa, cycrieHj0BaHa TI03aiiHA CITHKE
U HE)KHH KOJOPHUCTHYKH TPETMaH MHKapHATa CTaBbeHHU Cy Y CIyKOy
UCTHIIaka THXE TPAIHO3HOCTH (purype miaje >keHe. Beme caTeHcke
pyKaBHlIle ca NeKOPATHBHOM YHIIKOM, JUCKPETHH CHMOOJ JleBOojauke
HEBHUHOCTH, ITIOCEDHO je HarjalleH Kao HOCHJIAIl CHMOOINYHOT 3HaYema
OBOT TIOPTpeTa — UCKa3 ujjealHe JENOoTe CKPUBEH je Y BeHOj YeCTUTO-
CTH.

[Tomopuiian, cIuKa M IOPTpeTe MyIIKapama Koju Iocemyjy
HeJIBOCMUCIEHY IPYIITBEHO-CTATyCHY pellpe3eHTaTUuBHOCT. [loptlipetd

2 0 oBoMe BHIITe y: C. Uynuh, Ipaharcku mogeprusam u GodynapHa KYnuty-
pa. Edusoge MogHOT, GOMOgHOT u mogepHol (1918—1941), Tanepuja Maruiie cpricke,
Hosu Cap 2011, 87-88.



Jacmunka Ilomopuway, (netasms)
1938.
Tanepuja Mature cprcke

Jasminka Pomorisac (detail)
1938
The Gallery of Matica Srpska

apxutiextie Munana [IInania (1933) Hrsom getama yyhyje Ha mpodge-
CHOHAIHU H/IeHTHTET HopTpeTHcaHor: rpaheBuHe koje je Illnanr mpo-
jEKTOBAO CMeIITeHe Yy TO3aHHU CIHKe, JOK pyKaMma IToKasyje Ha apXu-
TEKTOHCKH IpTeX y npBoM Iuiany.* IllnaHra, Kao u gpyre MyIikapiie
KOJU Cy 3ay3HMaJIF HCTaKHyTe ApPYILITBEHe MO3HUIIHje, IOMYyT XHPypra
np Teonopa Boxxura (1941), mujarucre Benusapa Fobesna (1941), guruio-
maTe Muonpara Mapkosuha (Hegatnpan mopTper) u apyrux, [lomopwu-
11ary je opTpeTHcao OpMAaTHO OfeBeHe Y TAMHHM OZelnMa KIacHy-
HOT Kpoja ca [eJaHTHO CTHIM30BAHUM OelTHM HIIH CBETIHM KOIITy/hbama
M KPaBaToOM, YKpAIlleHe [JeITHOM MapaMHUIIOM. Pa3iInunTo Off JKEHCKHUX
IIOpTpeTa y KOjHMa [leTalbl MOIHOT akcecoapa UMajy IpUMapHY yJIOTy
y DeKoAupamy COLHjaTHOr CTaTyca, KOj MopTpeTa MyIukaparna [Tomo-
PHIIIaI] MOJIEPHOCT €JeTaHTHOT OfjeBama CTaBiba y CIy’KOYy IPHKa3HWBa-
’Ha CTADMIHOCTH M CTPOTOCTH II0OjaBHOCTH HMOPTPETHCAHHX, IITO YIIy-
hyje Ha BUXOBY BHCOKY [pYyILITBEHY [IO3UIIH]y, & YHMe Ce IIPaBHU jacHa
pasiuKa y poJHUM II03HUIHjaMa U BHXOBOj pPelpe3eHTalujH y OKBUPH-
Ma rpahaHcKor ApyITBa.

24 Nleramma anammsa oBOT noprpera y: A. Munomesuh, ,[loprper Munana
Hlnanra op Bace [Tomopummna®, C. YUynuh, Cmegepescku sbopruk, dpoj 6, 2018,
79-90.
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HsBecHa THIHBHPAHOCT Koja KapakTepuiile [TomopuiueBe mop-
TpeTe OCTaB/ba HEIOPEUEHUM HErOB CTaB IIpeMa MOPTPETHCAHUM JINY-
HOCTHMa U HBUXOBOM colHjamHoM cTaTycy. Kaja ce carnenajy kao
IleIHHA, OBH TOPTPETH HAroBellTaBajy CYNTHIHY TeH3H]y uaMely
ajupMmalnje U KPUTHKe pelpeseHTaluje rpahaHcke Kiace Kojy HHje
jeHOCTaBHO pas3pellnTH. [IBOJHOCT Koja IIOCTOjH Yy OBUM IIOpPTpeTHMa
usMel)y HHIUBUyaTHOT U THIICKOT HCKasyje CIOKEeHOCT OHOCA KOjy
MOjlepaH YOBeK I'pajy IIpeMa CBeTy, a y K0joj Cy JIHYHO U KOJIEKTHB-
HO HEOIBOJHBO YBE3aHM Kao YCIOBH KOHCTHTYHCama (feleHTprpaHe)
Cy0jeKTHBHOCTH.

Pictor doctus

Hajcrapuju cauyBanu aytonoprpet Bace [Tomopwuinma je ypahen
y TeXHHUIH prexka 1909. rogute (manac y koneknuju . [ToMmopHIIa)
U IIpUKasyje IIeCHAeCTOTOAMIIBEr YYeHHKa CIHKama (PPOHTATHO, C
OJIOBKOM Yy PYIIH JIOK IIpTa ayTOIOPTPeT, TocMaTpajyhu ce y orieza-
ny. KoHIIeHTpHCaH TOrIes UMIUIUIUPA OIyYHOCT Ca KOjOM Ce Mia-
oy [Tomopuinarn, ymyiira y mpoliec caBilajiaBama IIpTayke BeIITHHE U
OTKpHBama CBOje CIMKapcke cydjekTHBHOCTH. [Iporec cyouaBama ca
TpaHcdopmaljama COICTBa KPO3 HHUXOBY CIHKAPCKY BH3YyeTH3alld-
jy TOKoM BpeMeHa IpeTBopuhe ce y jeqHy of IHHHja KOHTHHYHUTETa
y CIMKapeBOM OIyCy Y KOMe Ce Hajla3u HajMame [leBeT ayTolopTpeTa
HaCTaJIHNX 3aK/bYYHO ca 1946. roqHHOM.

3a UCTOPHjYy MOZiepHe YMeTHOCTH JKaHp ayTOIIOpPTpeTa je OfUrpao
BeoMa 3HauajHy yiory dyayhu fa ce pasBHjao Kao ClI0jeBUTO 3HaYEH-
CKO TI0Jbe KOje je u3Heso (popMatHe HHOBAIH]je Y 00JTaCTH je3HKa CIUKe
U CIMKapCKOI Mefihja, IpoMeHe y HaYHHY Ha KOjHU YMEeTHHK IIOMMa U
IeKOHCTPYHIIIe CBOje podecHOHATHE U APYIITBEHO-TIOTUTHYKE II03H-
I[Hje U yJore, CJIOKEHOCT IICUXOJIOTHje MOJlepHe HHIUBUIYAIHOCTH, Te
npeodpaskaja Koju ce THUYy MOTyhHOCTH pelpeseHTaIHje Kao CpeiH-
mmwe (pyHKIHje ayTonopTpeTa.”” Kao mocedbaH THI mopTpeTa U3pasu-

23 O ayromoprpery y momepHH3MY pmeTamHuje y: Sh. West, Portraiture,
Oxford University Press, Oxford 2004, 163-185; U. M. Schneede, ,A Painter in
Changing Roles: Max Beckmann’s Self-portraits in Context®, y: The Self-portra-
it. From Schiele to Beckmann, T. G. Natter (yp.), Neue Galerie, New York; Prestel
Verlag, Munich 2019, 50-61. O ayTomnopTpeTy y CPIICKOM CJIHKapCTBY BHIIe :



TO ayTopeIeKCHBHOT KapakTepa, ayTOIOPTPeT MpefCcTaBba 3acedHH,
eKCITHIIUTaH HCKa3 O YMeTHHUKY KOjH, CTBapajyhu COICTBeHY CIHKY,
OTKpHBa MPEXKY CIOKEHUX OJJHOCA Ha KOjHMa Cy 3aCHOBaHH YMETHHY-
KH CyDjeKT M BeroBo MeCTO y CBeTY. Y3 CBe HaBefleHO, [loMopuIriesn
ayTOIIOPTPETH MOTY Ce TIOCMATPaTH U Kao eTalle yHyTap Ipoljeca Ipo-
Hajakema U fepUHUCamba YMETHUKOBOT CydjeKTa U MeCTa CIIpaM KOM-
IUIeKCHe TUCHUIIIHHE CTUKapPCTBA.

Panun ayromoprpeTH, Hactanu y roguHama 1919-1920, ceegoue o
HarJoM IIOCTYTIKY cydjeKkTHBH3alHje [ToMopHIIIa Kao caukapa jacHUX
€CTeTCKUX U NMpodheCHOHATHUX CTaHOBHUINTA. C €KCIIPECUBHUX U CHM-
DONHCTHYKKX [O3UIIHja (1Ba ayTomopTpera u3 1919. rogrHe) Koju mpo-
n3BOfle He(pUKCHUPaHe HIEHTHTETCKe HCKase, OH OP30 J0JIa3H /[0 THIIA
camopellpe3eHTanyje Koju he mocTaTH jeqHa BPCTa HErOBOT CIHKApP-
ckor dictum-a. Y Aytiotoptipetly ca ppanuyckom kadom (1919-1920)
[Tomopwumial ce IpefcTaBba Kao CaMOCBECHA HWH/IMBHZya Ca CTaTy-
CHUM amMmOieMHMa cBoje mpodecuje — MIaJH CIUKap HHTeJeKTyasal]
cIipeMaH je fa ocBoju cBeT (ymeTHOCTH). IIpodhecnoHaIHO caspeBame
U apTHKYJIHCambe CIMKAPCKe METOZIOJIOTHje YCIOBHIIO je YCIOKIbaBame
(bopMyie camopenpeseHTalHje Tako ja ce y Aytwiouopipeiiy s 1928.
roguHe [loMopwIal mpeacTaBba ca MaleTOM U KHCTOM Yy pyKama, y
KJIACHYHO] (PPOHTAIHOj MO3U U CUMOOJINYKO] CTPYKTYPH OBOT JKaHpa,
HEeZIBOCMHUCIIEHO Ce Ha Taj HauMH ynucyjyhu y Tpaguiujy caukapcTBa
Kao ’eH TIOIIToBAaIAl] ¥ HacTaBbad. MoJepHO OfleBeH, OH CIHUKY CBOje
pelpeseHTallje YCI0KbaBa CTHIN30BaHOM II0jaBHoIIhy Koja ayTo-
IIOPTPETY /laje 1BOjaKo 3HauYeme: OH je Y HCTO BpeMe YOBeK 801 8peme-
Ha; MOJIepaH CIUKap U CIUKap KOjH yBajkaBa TPafHIIH]y.

Uumenuna na ce Ilomopuinan osfe He IIpefcraBba y pagHOM
(ctmkapckom) omeny u ambmjeHTy aTelbea Beh (opmaniHO OffeBEH H
HarjamieHor, OfIyJHOr IIor1eia KOjH je YIIpT y TocMaTpaya, 0BOM ayTo-
HOPTpeTy jjaje jolll jeflaH 3HAUYEHCKHU OKBHP. Hamme, u3pasuT omHOC
rpeMa TPajuIlAjH U KIACHUHUM BpeHOCTHMA CIMKapCTBa Koju [Tomo-
pHIIIaI] HeTyje y CBOM Jlelly, MOJKe ce JIOBECTH Y Be3y H Ca CBOjeBPCHUM
npodecHOHATHUM NIPECTHKOM CIHKapCKe NUCIUIUIMHE KOja je HCTO-
pHujcku fedHHHCAHA y PeHECAHCH, Kajja Cy Kpo3 TeOpHjCKe TpaKTare
IIOCTaB/beHE OCHOBE 3a YCIIOCTaB/bake CIMKAPCTBA KA0 HHTeIeKTyalHe

C. Uynuh, Teme u ugeje mogeproi. Cpticko cruxapciieo 1900—1941, npyro uspame,
lanepuja Matuue cprcke, Hosu Cap 2017, 137-141.
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Banosuh Ciipaxura (zeram)
1936.
Bn. lopnan ITomopumiary

Banovic Strahinja (detail), 1936
Gordan Pomorisac Collection

Aytiotioptupettl ca tanetiom
(merasm), 1932.
Tanepuja Mature cprcke

Self-portrait with Palette
(detail), 1932.
The Gallery of Matica Srpska
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NeJaTHOCTH Koja IpefCcTaBba 3HaWbe BU3YEIHUM CpeficTBHMa.* Burre-
BEKOBHH IIpOIleC IPOU3BOJHE MOCEDHOT, CIelH(UIHOTr CTaTyca CIHU-
KapCcTBa Kao caMmoCTalHe JUCHUIUIMHE KOja ce 3aCHHBA HA MHCAOHOM
Ipoliecy, a He caMO Ha MaHyeJlHO] BEeIlITHHH, I0BPIIIeH je y MOJlepHH-
3MY, TOKOM IIpBe IonoBHHEe XX BeKa, Kafia je HCTOPHjCKH JIETUTHMHUTET
CIIMKapCcKe TUCHUIUIAHE JoOHO CBOjy MOTBpPAY. HcTopruHOCT cauKap-
CTBa je NODOPHUM [IeJIOM YCIIOCTaB/beHa KpO3 CIHKapCcKe IpaKkce IOIyT
[Tomopuryese, Koje cy JupeKTHO nofcehane Ha KamalUTeT CIHKap-
CTBa Jla Ce KpO3 IIOHOBHO IIPOMHIIUbate (MHBEHI[H]y) COTICTBEHE TPa-
IHUIHje IpeodInKyje y MoJepHy HHTeleKTyalnHy mpakcy. [lTomopuiarg
ce y Aywmotoptupetiy (1928) mpezcraBba y HaBeeHOM pedepeHTHOM
OKBHUPY — Kao CIHKap KOjH CIHKA PYKOM H HHTEJIEeKTOM, CBECTaH HUCTO-
pHje U CaBPeMEeHOCTH CIMKapCKe JUCIHILIHHE.

26 Netamamuje y: L. Graw, The Love of Painting. Genealogy of a Success Medi-
um, Sternberg Press, Berlin 2018, 10-13.



UeTHpH roflHe KacHHUje HacTaje Aywouopiupelti ca Uanewiom
(1932) koju mpexcraBba BpxyHar [lomopwuimyeBe mpodecroHanHe
cydjekTHBHUBalHje. 3agpyKaBajyhu cTaB W3 IPETXOLHOT ayTOIOpTpe-
Ta, ca TMaJeTOM M KHCTOM Yy pyKama, Herona II0jaBHOCT je CMHpPEHH-
ja, cysmprkaHHja, a PoKyc KOMIIO3HIIUje CTaB/beH je Ha aTpUdyTe CIIU-
Kapcke BeIITHHe YIOTIyHheHe CHMOOIHYKHM Ilej3akeM Y T03aJUHU
— Y [JOFEeM JIEBOM YTy CIHUKe Y HMardnHapHOM I1ej3ayky IpefCcTaB/beHe
Cy KOomaHUYKa (pUrypa M Iac KOjH ce jaBibajy U yHYyTap KOMIIO3HIIH]je
Banosuh Cwipaxura (1936), mTo 0Baj ayTOMOPTPET CTaB/ba y JHHHU)Y
KOHTHHYHUTETA U Ca OIIITOM (CBETCKOM) U Ca JIOKATHOM (CPIICKOM) CITH-
KapCKOM TPafHIINjOM, &l ¥ 2 KOHTHHYHTETOM YHYTap YMETHHKOBOT
omyca.

durypa kojy [Tomopuiar Kpeupa ¢ HamMepoMm Jia IpefiCTaBu CBO-
je IpHCYCTBO y ANMCIUILUIMHU CIHKAapCTBA OClama ce Ha H7ejy o pic-
tor-y doctus-y, mpoduiIy caiuKapa KojH je caBiajiao He caMO TEXHHUKe
BeILITHHE CBOje AUCLUIIINHE, Beh Kpo3 yueme U HHTeIEeKTyaaHy pasmMe-
HY ca npodecHOHAIINMA U3 IPYTUX JUCHHUILIHHA IIUPH U YCIOKHA-
Ba CBOje 3Hame Koje IpUMemyje Y CIHKapcKoj Ipakcu.” XyMaHUCTHY-
KM 00pasoBaH CIHKap Kao Heal peHeCaHCHOT YMeTHHKA IIPefiCTaBba
UCTOPHjCKYy (PUTypa 3a MPOjeKlHjy NpodeCHOHATHOr HeHTUTeTa Ha
[TomopumryeBoMm npumepy. Pictor doctus je CUMOOTHYKH IOCPELHHUK
cybjekTuBH3anyje 3a [loMOpHIIIIA KOjH YCIIOCTaB/ba HETOB CITUKAPCKH
CyDjeKT Kao pesyiTaT yKplITama pPa3lInYHTHX BellITHHA, 3Hamba H Tpa-
IHUIHja Koje y MOJIepPHOCTH Haja3e HAUMH /la OCTBape CBOje HaHWaIJIe]
HeCIIOjUBe penalyje.

»Ja caM JI0IIIa0 y KOHTAKT ca JleliMa BeIMKHX MajCTopa, BHIeO0
jellaH CBeT CAaCBUM PA3JIHYHT Off OHOTa KOJH caM ja 3Hao. YecTo, nMao
caM TeIlIKMX MOMeHaTa: Ha jeflHOj CTpaHH HeMOTI'yhHOCT acHMHIIAIIH-
je, Ha Ipyroj IpeKuHyT KOHTHHYHTeT.

27 Pictor doctus je TepMHH KOjH YBOJIH PEHECAHCHH T€OPETHYAP YMETHOCTH
Jleon Barucra Andepru (Leon Battista Alberti) y Tpakrary O crukapciugy 1435.
TOfMHE KOjHM Je(pHHHIINe CIHKapa peHeCaHCe Kao WHTeIeKTyallla KOjH Biaja
3HABUMA CI0DOHAUX YMETHOCTH.

3 M. JleckoBa1, ,Hsnoxbda Munoma I'onybosuha, Bace Ilomopumna u
JKupojuna Jlykuha y Canony 'llsujera 3ysopuh™, Bpeme, 18. 4. 1927.

33



34

Tpagunuja u3 BU3ype LeKOPATHBHOT

,110 CBOjOj IICHXMYKOj CTPYKTYPH U ocehaHoj THHUjH, ja cam caB
y CTapHM HKOHama, hpecKama. Ja UX BOIHM, Ca Uy[HAM HBHXOBHM
HEMHUM JKHBOTOM, MOJK/]Ja CTEPEOTHIIHUM 110 (pOpMH, Oe3 JHHAMHIY-
HOCTH, aJli Cca HEOOWYHOM, TPAjHOM M BEYHOM jeJHOM CHarom, koja
ce KpHje H3a THX 0e3WUBPA3HHX JNLA, 0DaBHjeHUX MHPHCOM Tamja-
Ha u documpka.”” B. I1.

OTkpuBajyhu CBeT ,CacBHUM PaslIWYMUT Oj] OHOTA KOjH je 3Hao,
Baca [Tomopwuiral je #3rpaio u yTBpAHO OJHOC U IIpeMa CBETY KOjH Ta
je opMHpao U KojH je cMaTpao U3BOPHO CBOjUM. IberoB OMCKH offHOC
IIpeMa CIMKapCKoj TPaiuLIujH Byye KopeHe U3 (POpMaTHBHOT ITepruoja
yuema U paja Koxi CreBana Anexkcuha, Iie je IpBa cIMKapcka 3HaWa U
BEIITHHE CT€KA0 Y OKBUPHUMA I[PKBEHOT CIHKAPCTBA: Konupajyhu uiy-
cTpoBaHe 1UCcTOBe budnuje u acucrtupajyhu My y )KuBonucamy IjpKkaBa
U U3pafy UKoHa. [Jpyrum peunma, HHUILIHjaTHHU CyCcpeT ca yMeTHOIIhy
Koy ITomopuImima ce ofiBHja0 KpO3 IIPaBOCIABHY PETHTHO3HY YMeT-
HOCT, IIITO je 3a HeroBo flajbe CIUKAPCKO (hopMHUpame UMAalo BEIHKOT
3Havaja. U Kaya ctynupa Ha deorpazickoj YMeTHHUKO-3aHATCKO] IIIKOIH
1919/20. ronuHe, HETOBO HHTepeCOBame Oyqu 00MIa3aK CPelHhOBEKOB-
HUX MaHactupa y Cpduju ca npodecopom Jbydbomupom Heanosuhem.

[MopcTunaj fa Heryje W MpoAydH CKIOHOCT Ka Haciely npkse-
He, CpeJlhOBEKOBHE YMETHOCTH OH 100Hja TOKOM dopaBKa Y JloHmO-
Hy. YMETHHYKO 00pa3oBame U YMeTHHYKA ClieHa y Benukoj Bpuranu-
ju OBOT IlepHOfia Cy y 3HaKy ODHOBe yMEeTHHYKe Tpajulldje U OKpe-
Tamka KIACHYHHM BPELHOCTHMA CIMKAapCTBA (MTATHjaHCKe peHecaHce,
(pramanckux u xonasackux majcropa XVII u XVIII Beka, dpaHiyckor
KJIACHYHOT CIMKAapCTBa U eHrJeckor ciaukapcTBa XIX Beka), peHOMe-
Ha KOju HOCH HasuB revivalism. OBa IojaBa y OPHTaHCKO] MOJIEpHO]
YMETHOCTH IIPETIOCTaB/ba IOTPAry 34 UBPCTHM U JUCHHITHHOBAHUM
YMETHUYKHUM H3Pa30M Yy OKOJHOCTHMA [IPYIITBEHE HECTaOHUIHOCTH
U IoTpede 3a KOHCOMHIAIIMjOM HAKOH Tpayme [IpBor cBeTcKor paTa,
ald U peaklHjy Ha aHaXpPOHH3aM BHKTOPHJaHCKOT KYJITYpHOT KOfha y
OPHUTAHCKOM JIPYIITBY KOje jOIl yBeK HHje IIPOHU3BENI0 HOBe (MOfepHe)
BpenHocTH. OBaj heHOMEH 00yXBaTao je U 0OHOBY TpafuIlfje JeKopa-

2 Hewo.
30 |, Spalding, Has. geno, 249.



THUBHOT CIMKAapCTBA peaan30BaHy KpPo3 BeIUKH Opoj MopylI0HHa 3a jaB-
He nIpocTope y JIoHn0HYy HakoH 1919. rofuHe Koje cy H3BONHIN MIagu
YMETHHIIH, 3a Koje je HajIpecT KHHUja Harpajga y MelypaTHoM Iepu-
ofly duja CTHIEH[Hja 3a JeKOPATHBHO CIMKAPCTBO KOje je JoJebhuBa-
na Bpurancka mkona y Pumy.”’ ODHOBa OBe CIMKapcKe AUCIUIUIAHE Y
OpPHTAHCKOj YMETHOCTH OJJHOCHJIA Ce Ha IOBpaTak Ba’)kKHOCTH I[PTe’Ka,
(burypaTHBHOI CIMKapCcTBa U OCHOBHHX eJeMeHaTa je3HKa peanusa-
Ma y BeIHKHM (popMaTHMa H ,CTapUM‘ TeXHHKama (ppecke U ybaHe
Temrepe.”> MakcuMma ,[oBpaTak usBopuma“ (eHr. return to the sources)
Ouia je MpoMOBHCAHA Kao fodap U MOKebaH YMETHUYKH METOl y OHO-
BpeMeHOj TUTepATypH, 0 YeMy nuille U panuje nomernytu T. C. Ennor
cMmaTpajyhu zia je usyyaBame MPOIIIOCTH Of] 3HaYaja 38 yMeTHUKe Kako
OM pasyMenHd CBOj 3Hauaj u yJIOTy y CaflalllbhoCTH.”

Y OKBHpHMa OBe II0jaBe MOJKeMO pasyMeTH W HHTepec Myseja
Buxropuje nu AnbepTa fja OTKyIIH TPH I[pTeXKa — KollHje pecaka U3
MaHacTHpa Manacuje Koje je Ilomopwuiarn ypanuo BepoBaTHO 1922.
rofHe IPHINKOM KpaTkor dopaBka y KpameBuHu CXC: KTHTOPCKY
npepcraBy fecrnoTta Credana Jlazapesuha, CBetor paTHHKa MepKypH-
ja u CBeror patHuka Apeta.” Tokom KpaTkor dopaBka y Cpduju ucre
rofiiHe OH je KoIHpao IeT ¢dpecaka y MaHacuju™ Koje cy IpBOOUT-
HO IIyOJHMKOBaHe y NPECTHKHOM HCTOPH)CKO-YMETHHYKOM YaCOIIHCY
Bepnunition (The Burlington Magazine) y tekcry Case Ilomomha®

310 oBome onmupsyje y: P. Elliott, S. Llewellyn, nas. geno, 27-28.

32 Heitio, 28.

BT Eliot, ,Tradition and the Individual Talent® (1919), nutrpaso npema:
P. Elliott, S. Llewellyn, nas. geno, 30.

My noxyMmeHTanuju Myseja Bukropuje u Andepra Konuja mnpezcrase Cie-
TOr paTHHKa MepKypHja 3aBefieHa je Kao [lopilipelli 6naciienuna, a IpefcTaBa
Ceeror parHuka Apeta kao Cs. Kcenon. OBe mofaTke 00H1IH cMo JbydasHoIIhy
Kozera u3 Myseja Bukropuje u Andepra.

33 TlomopuIman je HauMHHO KOIHje TeT dpecaka: KTHTOPCKe MpeicTaBe
necrora Credana Jlazapesuha, cBeTor paTHuKa MepKypHja, CBeTOT paTHHKa Ape-
Ta, HEIIOBHATOI CBETHTeba U Kpaba ColIOMOHA.

36 Caga ITonopuh (1891-1943) je yMeTHHK U THKOBHH KpHTHYAp 0OpasoBaH
Ha MHHXEHCKO] YMeTHHYKOj akagemuju. Ox 1915. o 1931. ronuse je xuseo y JloH-
IOHY, HaKOH yera ce Bpaha y Beorpaz. 3a codoM je ocTaBHO BeJIUKH OPOj TEKCTOBA
0 YMETHOCTH, leroBa JieTajbHa duo-dudnuorpaduja focrymnHa je y: V. Rozic, Likov-
na kritika u Beogradu izmedu dva svetska rata (1918-1941), Jugoslavija, Beograd
1983, 409-411.
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JKenugba Jywanosa, 1935.
Hapopau mysej Cpouje

The Marriage
of Emperor Dusan, 1935.
National Museum of Serbia
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,Five Frescos from the Manassia Monastery“” Y oBoM TeKCTy ayTop
uctuye pecke u3 Manacuje Kao IpuMepe 1MocedHe CIUKAPCKe IIIKOIe
Ha bankaHCKOM IOTyOCTpPBY YHje cefuInTe ce Hanazuuao y Cpouju y XIV
BEKY, a K0ja ce pasBuia 0]} TOKAJIHUM YTHIAjHMA, LITO je pasyMeBambe
Koje je u [TomopHIIan HaBofHUO Yy KACHHJUM paspafiama pasBoja Cpef-
HOBEKOBHOT ciuKapcTBa y Cpduju. Ppecko-ciukapcTBo U3 MaHacu-
je je, Kao pUMep HU3BOPHOTI CTHJA cllape cpucke YMeWHOCWU U3BaH
IHUPEKTHUX YTHUIaja BH3AHTH]JCKOI U POMAaHHYKOT CIMKAapCTBA, 3ay3H-
Majo nocedHo MecTo y IToMopHIITyeBOM OfHOCY IIpeMa CpelHhOBEKOB-
HOj TPaJUIIHjH U IIPeJICTaB/baslo y30p 32 OOHOBY OBe TpajHUIlHje Y BHero-
BOM CJIIHKapCTBY.”

YcaBpIiaBame y 00l1aCTH CIHKamba Ha CTaKIy Y KOHTEKCTY KpeTa-
Bba Ha JOHJOHCKO] YMETHUYKO] clleHH [IoMOpHIIIILy je OTBOPHJIO LIHpe
yBHJle Y caBlajilaBame U HHOBAIUjy CIHKapCcKe TPafHlldje ca CTAHOBH-

7S, Popovitch, "Five Frescos from the Manassia Monastery”, The Burling-
ton Magagzine for Connoisseurs, Vol. 42, No. 240 (March 1923), 142-148.

8 Onmupauje y pykonucy B. [Tomopumiia 3a npefaBame ,Eqementu cpi-
CKe CpefllbOBEKOBHE YMETHOCTH" KOje Ce UyBa y IPHBATHO] JOKyMeHTauju ['op-
nana [Tomopwuimna.



1ITa JleKopaTuBHe yMeTHOCTH. OH ce y 0BOj odiacTu 0p3o apupmucao:
BUTpax ca npencraBom Ceetor Bopha (1923), cBoj 3aBpIIHE CTyZEHT-
CKU paf, uanake y BpuTaHCKOM NaBUBOHY Ha BelHnKoj MelyHapongHO]
H3JI0JKOH JIeKOPaTHBHHUX yMeTHOCTH y [lapusy 1925. ronuHe u fo00uja
MIOYACHY JJUILIOMY (ppaHIlycKor MHUHHCTapCTBa TPTOBUHE U HHIYCTPH-
je. Hcre rogune (1925) objaBbeHe Cy pBe BECTH O BeMY y D€0rpajicKoj
NEPHOJUIA Be3aHe 3a IpefcTaBy Yciewa bolopoguuye, Kojy je cIuKao
3a KaTOJIUJKY IIPKBY Y POofiHOM MoJolily H Koja je jefHO KpaTKo BpemMe
Omia H3J0JKeHa y KaToNUYKoj IpkBu y KpyHckoj ynunu y Beorpagy,
Kazia Muxauno Ilerpos ITomopHuIiiia HCTHYE Ko CIHKapa Koju ycIie-
IIIHO peaiusyje ,IPOAyKeme IPeKUHyTe THHHje y HAIlloj CIUKAPCKO]
Tpagunuju cpehHom moBe3aHoIIhy BHBaHTHJCKOT U caBpeMeHOTr"”
[TomopumyeBa faba HACTOjamba IMPHIHKOM OCHHBamba H JleloBama y
okBUpY [lpymTBa yMeTHHKa 3orpad u adupmanuje ujieje o 0OHOBH
cTape CpIICKe yMeTHOCTH,” alu U KacHHje [eloBambe Yy 00IaCTH [JeKO-

I M. C. ITerpos, ,Cnukap ITomopumar, Bpeme, 8. 10. 1925, 6.
400 TMomopuueBom aenosamy y JlpymTBy ymeTHEKA 3orpad, BHITE y:
JK. I'BospenoBuh, ,[lojaBa '3orpada’ y cprckoj HCTOpHjU yMeTHOCTH", [ pywuitiso
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paTHBHE YMETHOCTH KpO3 jaBHe HapylIOHWHe U IT0jefHHAYHA Jlefia, Heo-
IBOjUBA Cy Off HBETOBOT JIOHZOHCKOT HCKYCTBA TOKOM KOT je HCTaH4ao0
CBOje IIOTJIefle U BEIITHHE, & 3aTHM U Ca’Keo 3Hama Ha OCHOBY KOjHX je
pasBHO MocedaH M y HAIIO] YMETHHUKO] CPeIMHH jeUHCTBEH CIHKAp-
CKH MeTof uarpalhen Ha gujanory usmel)y Tpaguiiyje 1 MOlepHOCTH.

YMecTo 3aKibyuyKa

Y xonexuuju 'amepuje MaTuile cpIcke yyBa ce jejlaH HU3y3eTHO
3aHUMIBHUB ITpuMep U3 [TomopuITyeBor omyca y 0d1acTy JEKOPAaTHUBHOT
CIMKapCTBA, KOJH IpeJCTaB/ba 3HAYEHCKY CI0KEHOCT BeroBOTI CIHKap-
CKOT IIOCTyIIKa Y KOHTEKCTY OfHOca IpeMa Tpapunuju. Hacramra xao
IIpejyIor 3a IEKOPaTUBHHU IaHO Y Hepeaau30BaHOM NaBHbOHY Kpabe-
BuHe CXC 3a CBeTcky usnoxoy y Punanenduju (1926) y okonHOCTHMA
KOje joIIl yBEeK HUCY JJOBOJBHO PEKOHCTpYyHCaHe,!' a HeloCpefHO HaKOH
[TomopurryeBor fonacka us JloHnoHa y Beorpaz, oBa CKHIla LOHOCH
nocedbaH MKOHOTpaCKH pelepTroap H3BelleH eNeraHTHOM M MHUHY-
I[HO3HOM JHHeapHOIIhy KapaKTepHCTHYHOM 3a CIHKapeB PYKOIIHC.
LleHTpaTHO MECTO y KIACHYHO OPTraHH30BaHO] KOMIIO3HUIIUjH 3ay3UMa
JKeHCKa (pUrypa aJeropujckor KapakTepa ca BPeTeHOM H IIPeCIHIIOM
y pyKama, ofieBeHa y CTHIM30BaH KOCTHM KOjH HOCH CIHYHOCTH Ca
ofie’Kflama CPIICKUX BIaJapKH y CPelHhOBEKOBHOM CIMKapCTBY.* 31at-
HHU OPeoJI KOJH HOCH, Kao H [[pBeHH TPOH Ha KOMe CeflH, 10[JaTHO YIIy-
hyjy ma je oBa ckuIla HacTaua 1o y3opy Ha CpPe[lOBEKOBHY BIaZlapcKy

ymetinuka 3oipag. 80 ioguna og tpse usnoxcbe [pywitiea ymetwnuka 3oipag,
Mysej pyZHHYKO-TaKOBCKOT Kpaja, [opmu Munanosar 2011, 17-38.

4 IIpunpeme 3a yuemhe KpameBune CXC na CBerckoj usnoxou y duna-
menduju 1926. ronuHe odenekuia Cy Hecaarama U KOH(GIUKTH naMely yMeTHH-
Ka u3 Beorpana u 3arpeda y Be3u ca aHTra’koBameM Ha [eKOpaldju eHTepujepa
HaI[MOHAIHOT IIaBU/bOHA, 300T Yera je ofilyuyeHo fia ce off yyeltha Ha 0BOj H3JIO-
KOu opycrane. OmmupHHje y: A. 3. CrameHKoBuh, Apxutiekiiypa HayUOHAIHUX
aasumona Cpbuje u Jyiocnasuje Ha mehyrnapogrum usnoxdama 1900—-1941. iogune,
IOKTOpcKa fucepranyja, Punosodceku daxkynrer, YaupepaureT y beorpany 2017,
194-206.

42 Hajpumme cruasoCTH Yy OpHaMeHTalIHHM JleTa/bUMa H THIIy KOCTHMAa
TlomopuryeBa LeHTpanHa (urypa uma ca (ppeckom Koja IIpHKasyje KHErH-
my Mununy Xpebempanosuh u3 maHactupa JbybocTuma (HacTala je MOYETKOM
XV Bexa).



Ckuuya 3a gexopattiusHu
faro 3a ceetlicky usnoxoy y
Dunagenguju (netasm), 1926.
Tanepuja MaTuue cpricke

Sketch for the Decorative
Panel for the World
Exhibition in Philadelphia
(detail), 1926

The Gallery of Matica Srpska

HKOHOTpadHjy U3 CpICKOT (hpecKo-cIHuKapcTBa. bouHo of cpepulibe
JKeHCKe (urype, nparehu nupaMuiaTHo CTPYKTYpHPaHy KOMIIO3HUIU-
jy cluKe, cMelllTeHe Cy iBeé CHMETPHUYHO IIOCTaB/beHe JKeHCKe (PUrype
(ameropmwje): 1eBa cemu 3a MPECTHIIOM (KOJIOBPATOM), IOK OHA HA IeCHO]
cTpaHH Bese. H mpemya 1eKOpaTHBHH eJIeMeHTH KOCTHMA IIpeJCTaBbe-
HUX JKEHCKHX (PUTypa yKasyjy Ha CPICKY CPeABOBEKOBHY YMETHHUKY
TPaJIAIIHjy, OBa KOMIIO3HUI[Hja Ce MKOHOIPAaCKH MOJKE [JOBECTH Y Be3y
U ca MUTCKOM ¢urypom IleHesnorne, Koja ce y eBPOIICKOM CIHKapCTBY
IpeficTaBba Kao TKaka, CAMOOIHIIyhH BEpHOCT | jbydaB IIpemMa CBOMe
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cynpyry Oznucejy Kora je ofaHO YyeKala /iBaJleCeT rOJJUHA fia Ce BpaTh
u3 Tpojanckor para.” CHMOOTHYKH KpeHpaH Ilej3ak KOjH ce IMPOCTH-
pe y o3a/JuHA KOMITO3HUI[H]je /1eJIoM Mo pKaBa Ipudy o [leHesonuHOM
yeKamy: JleBa CTpaHa Ilejaaka je KOHIIUIIMPaHA Kao MCTOPHUjCKHU TIpe-
1leo ca TamujoM Koja TuIoBH MopeM (IITo oret acorupa Ha OfucejeBo
IyTO TyTOBame), IOK /leCHA cTpaHa yryhyje Ha HHAYCTPHjCKH (Mozmep-
HH) T€j3aK, IIITO 0BOj KOMITO3HIIMJH [ofaje CaBpeMeH Kapakrep. AKO
Yy BHIy IMaMO Jia je KOHIIeIIHja apXUTEeKType U JleKopaliyje IaBubo-
Ha KpameBuHe CXC 3a CBeTcky usnox0y y Punanenduju HHCHUCTH-
pala Ha peacdupMallUjH HAIlHOHATHOT JyXa y YMETHOCTH, OBaj Ipe-
JIOT 3a IeKOPaTHUBHU IaHO Ce y JaTOM KOHTEKCTY Yuilid Kao CI0jeBUTH
OMa’X CIHKapCcTBY y (PYyHKIHJH MOJ€pHe peIlpe3eHTalldje HUCTOpH]e.
CyuesmaBajyhu dorare TpapnIije MATOJIOIIKOT (KIACHYHOT €BPOIICKOT)
U CakpaTHOT (CPIICKOT CpeImOBEKOBHOT) CIMKAapCTBA, IloMopwHIIal
MOJIEPHHUM je3HKOM (HOBOT) peaar3mMa MAHYI[HO3HO Kperpa CHMOOIIHY-
KH HapaTHB KpO3 KOjH Ce MCTOpHja IpeCcTaBba Kao CI0jeBHTa CIHKa
caTKaHa Ofi pa3lIHYHUTHX HCKyCTaBa M TPaJHIIHja KOje CBOje IIpeodIn-
KOBame W HOBO 3Haueme Hajlase y cafjairmocTH. OBaKO KOHITUIIHPAH
~MHTCKH MeTo[* Bace [TomopHuIIia CIMKapCTBY IPHCTYIIA Kao AHUCIH-
IUINHU JlyTe HCTOPHje Kojy Tpajie CTalHe TpaHcdopmallhje W HOBa
pasymeBama IPETXONHUX Tpajunmja (crukapcrsa). FberoB mopepHH
CIMKapCKHU TIOINefl, yTeMe/beH Ha pasyMeBamy TpajjuIlHje, KOHCTH-
TYHIIle CIUKe KOje PeTOPUKOM IIPOILLIOCTH OTKPHBAjy yBHJE O HecTa-
OMJIHO) ¥ IPOMEHIBHBO] PEalHOCTH CIHKapeBe CABPEMEHOCTH.

30 npencraBd [leHenome y OpHTaHCKOM CIMKapCcTBY IIpepadaenura
meranHo y: S. Poé, “Penelope and Her Suitors. Women, War, and Widowhood in
a Pre-Raphaelite Painting”, The Journal of Pre-Raphaelite Studies, New Series 11,
Spring 2002, 68-79.



Jlyxa Byxuhesuh

AOHAOHCKO UCKYCTBO
W IIOBPATAK PEAY

YMETHHUKO IIKOJIOBame W cracaBame Bace IloMopwuInma Hario
je nmpexkunyo Benuku par. OKoJIHOCTH Koje cy mpaTuie HajBehy npy-
IITBEHY KpH3y, Koja je moropuiaa EBpormy y meHO] HOTa/allmbo) HCTO-
pHju — xaoc, de3Hal)e U decliepClIeKTHBHOCT — CHa)KHO Cy yTHIale Ha
Tla/bl pasBoj KOHTHHEHTaaHe yMeTHOCTH. HcrocraBuio ce fja eBpor-
CKHU TIPOCTOp HAKOH CTPajiaika, pasapama U IyCTOILIU Koje Cy JOHeIn
paTHHU CyKOOH, IpefiCTaBba MOTOAHO TIIO 33 Pa3B0Oj PEATHCTUYKOT CIIH-
KapcTBa. HacTaHak u pasBoj cIMKapcTBa O3HAYeHOT ILIypalHHM Tep-
MHHOM HOBU peanusmu, ofpas je OIIlTe JyXoBHe Kiume MmelypaTHor
nepuofia. Y OKBHpHMA KYJITypa 3HayajHUX 3a TeHe3y HOBUX Peanusa-
ma — UTalujaHCKe, HeMauke U (paHIlycKe — OBaj (peHOMEH CBeJJOuYH O
ocllamamy Ha TPaIulIHOHATHE BPEJHOCTH YMETHOCTH, KIbHKeBHOCTH 1
¢dunosoduje, [OK 1M03KMBa Ha NPEUCIIUTHBAKbE U OOHOBY XYMaHUCTHY-
KHX BPELHOCTH; HCTOBPEMEHO, HaIJlallleHO ITPOJKUMame THX KyITypa
CTBapa of] HO8UX Peanu3ama AHTePHALIMOHATHN CIHKAPCKHU TTOKPET.

Enrmecka, mocMaTrpaHa y KOHTEKCTY UOBpailika pegy HAIH HOBUX
peanusama, CTOjH U3[JBOjeHO y ONHOCY Ha IIOMEHYyTe €BPOIICKE 3eMIbe.
[Tpempa cy TeHpenuje tospalika pegy Tpelle ca KOHTHHEHTa W Ha
OPHTaHCKO OCTPBO, Y €HINIECKOM CIHKAPCTBY je JOMUHHUPAsa TPaLHIlH-
ja Benukux noprperucta PejHonsca u 'eHcdpoa,' Kao U CHa)KHO yTeMe-
JbeH HaI[HOHAJHH JleBeTHaeCTOBEKOBHHU IOKPET CIHKapa tpepagpaenu-
wa ca yJyemeM bHXOBOT TTIaBHOT TeopeTHyapa 1 upeosora [Tona Packu-

! Enrnecka je, Kao 3eMJba BeJINKe IIOPTPETHE TpanHque, H3BECHO yTHIIaIa

oa ce OBaj MOTHB YyBPEXH H (H)OCTaHe ydyecrao H Yy HOMOPHHI‘IGBOM II0OTOmEM
CTBapajallTBy.
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Ha. [lonasak Bace [Tomopumna Ha cTynnje y JIOHJ0H, KOJH je TOYeTKOM
nBageceTux rofrHa XX Beka OM0 HHTepHAITHOHAIHA U KOCMOIIOTHTCKA,
aJld y YyMeTHHYKOM CMHCIIy KOH3epBaTHBHA H IIACEHCTHYKH HACTPOjeHa
CpefiiHa, pesyaTar je cTHIaja oKonHOCTH. C jefHe cTpaHe HeMAIITH-
Ha Koja ra je mpaTuia TOKOM IIIKOJOBama y 3arpedy mpecynunia je na
npuxsatu nosus Hoke JopanoBrha u HacTaBu cTynuje y Beorpany, roe
je y YMeTHHUKO] IIKOJIHM MOTao /ia IOIyHH 00pa3oBame 3HalbeM Koje Y
Munxeny HHje Morao jja ctekse. C ipyTe, Xeba fia oTmyTyje y Hanujy
onsena je Bacy Ilomopumina y npectoHully YjenumeHor KpameBcTBa
IZle ce YIIyTHO HCKIbYYHBO 300T HaMmepe fia ofie y HHAH]y, y Kojy ce npy-
rauydje HUje MOIJIO. YIIHCAO je IPBO BeuyepwmH Teuaj INKOBHO-YMeTHHY-
ke mKkoixe Ceror Mapruaa (Saint Martin School of Arts), na ou, Texe-
hu na moHMINTH pasnuKe u3Mel)y THKOBHe U IPHMebeHe YMETHOCTH a
y JKeJbU fla 00jeJUHU eJleMeHTe U jeflHe U pyTe, YIIHCA0 BeUePHhH Teua]
cnrKkama Ha cTakiy y LlenTpansoj mkonn ymersocTr u 3aHata (Central
School of Arts and Crafts).* 3aBpimBiu xog mpodecopa Kapia [Tap-
COHCA TEXHHKY CIHKama Ha CTaKIy, I0CTA0 je IIPBH IIIKOJIOBAaHU BUTPA-
xHucTa Mel)y cprickum ymerHunuma. Cymapao rosopehwu, ITomopwuinarg
je cBoje cIMKapcKo odpa3oBame 3aBPIIIHO Y 3€eMJBH KOja Ce U3]jBaja, Kao
U TEXHHUKY KoOja Cce U3]Baja.

Onnasak B3 pojiHe 3eMibe, OBOT IIyTa CBOjeBOJbHO H Yy MHPHO/OTI-
CKHM YyCJIOBHMA, Ka0 H OfICYCTBO TOKOM IIpBe IIOJIOBHHE [BaeCceTHX
roguHa XX Beka, yYYMHHIH cy ja Baca Ilomopuinarn He dyze cyneoHH-
KOM TEIIKOT IOPAaTHOT 00HAaBIbaha OTAIIONHE H IeHOT KyJITYpPHO-YMeT-
HUJYKOT JKHBOTAa. MehyTuM, HHje MHMOHIIAO CIOKEHYy M He3aBHIHY
Cy[OHHY CBOjHX KoJlera-CyHapoJHHKa, HAPOYUTO Ha IIOYETKY CTyAHja Y
JlonnoHy Kazia cy ra mpaTHie MaTepHjaaHe Hellahe, Hello3HaBamwe je3U-
Ka U IPUMOPAHOCT Ha TeXKak paf.

% 1j. Stojanovi¢, Vasa Pomorisac 1893-1961. Retrospektivna izlozba 1907
1961, Muzej savremene umetnosti, Beograd 1986, 12.



[Ipepadaennszam
U KOHCTPYKTHUBHO CIUKapPCTBO

DopMaNTHO-CTHICKH U TEMAaTCKO-CaZlp’KUHCKHU TUBEP3UTET youa-
Ba ce y [loMopHIIIueBOM CIHKapCTBY jOII Off HETrOBOT (POPMATHBHOTL
neprofa. [IBe ciIuKe Koje cBeflode 0 TOMe HacTaje Cy 3a BpeMe CTy[H-
ja ymetHOCTH Yy JIOHIOHY Yy pasmaky of ABe romuHe: [lapucos cyg n3
1923, Kao uspasuTo (Heo)knacuyapcka, u Ilnau mawiepe Boxgje ns 1921,
Kao M3PasuTo (IIOCT)eKCIIPECHOHUCTHYKA CcuKa. Te nKoHHIHE [ToMo-
pHIIINEBe CIUKe’ cy Mapafgurma jiBejy AnjaMeTpasHo CyIpPOTCTaBbeHUX
IIOETHKA U eCTeTHKA, KapaKTepUCTHYHHX 34 JIOHIOHCKY CPeflHHY JBa-
fleceTHx rofuHa XX BeKa, a To Cy Upepagpaenutlicku TpajiuIiHOHaTH3aM
U MOJIEPHO KOHCWPYKWUBHO CIUKAPCWB0 KOje ce TOCTeIeHO HHKOP-
IOpPUPAJIO y eHITecKy ymeTHOCT. Oda mpaBlia Cy pealucTHYKa ajlu ce
IUXOBH pealH3MH PasluKyjy: pepaghaenusam je 3aCHOBaH Ha Mume-
3ucy IPUPOJIE, a KOHCWPYKWUBHO CIUKAPCIB0 HA CTUKAPCKAM 3aKOHH-
Ma CTapHuXx MajcTopa.

Ilpepagaenuitiu mpucTymnajy nogpaxasamy CTBADH H3 IIPHPOJE

»-JJa OW Ce ca pUMa JKHUBeJIO y DJIMCKO] Bes3H, Koja omoryhyje oTKpH-
Bame HBUXOBHX TajHH U MHUCTHYHE JYXOBHOCTH, a He /la OM Ce OHe
nprkasuBane“’

Tume ce moTBphyje HYKHOCT HOBOT HaTypalu3Ma jep ce IPUPOAH IIPH-
3Hajy CyLITHHCKa ITOETHYHOCT U CMHCA0 HCKOHCKE DOJKaHCKe IIopyKke,
aJId Kao CpefCTBO 3a BbE€HO YhTambe HE O3HadaBa Ce ocehame nmpupone
Beh mocBehena, morTeHa, MeJjlaHTHA CIMKAPCKa TEXHUKA CTAPUX Maj-
CTopa u BaHaTJII/Ija. I'maBHU TeopeTu4dap, 3aCTyIIHUK U HIE€0JIOT CTUKapa
upepagaenuitia Ilon PackuH HazoBesyje ce Ha credo HOBOT HaTypalH-
3Ma Te30M ,Jla CBa JIella Jlela Mopajy WM HaMepHO MofpakaBaTH IIPH-
pOZiHe 00NHKe WU Ha BHUX JUIUTH

3 o Bykocasu IlonoBuh: JequHo IITO X cIiaja jecTe [OmyIIe HeJOBOBHO
HCTaKHYT yTHIA] ppaHIfycKor Kyousma: ITapucos cyg mpefcTaBba eKCIIePHMEHT
Ha 0a3w KyOHCTHUKOT TpeTHpama (opMe, ca CKyINTOPCKHM MOMEHTOM Y MOJie-
JallAju U TeOMETPHjCKOj KOHCTPYKLHjU (popMe, y HEKUM IapTHjaMa ca jaCHHUjHM
KyOHBHpameM.

4 B. K. Apran, Mogepra ymetinoct 1770-1970-2000, 11 xmura, Clio, Beo-
rpag 2004, 152.

5 J. Ruskin, Lecture on Architecture and painting, Jlongon 1907.
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CxBarama KOHCWpYKWUBUCWA, ca CBOje CTpaHe, HOY Ka TOME [Jja
CTMKapCTBO HHUje HMHTAIHja MpHpoze (IperpTraBame KOHTYpa U IIpe-
cruKaBame 0oja ca cTBapH Ha TIaTHO) Beh mpupopa Koja je Ha CIH-
II1 TpaHC(OpMHCaHa WK allCTPaxoBaHa, a TO Ce O[jBHja 110 U3BECHUM
3aKOHHTOCTHMA KOje y 0Baj HOBH CBeT yBofie pefi. OTya ce TeOMeTpHj-
cke (popMe, Tena U BUXOBU OHOCH KOPHCTE Kao CPeACTBa 3a yBohe-
Be pefia Ha ciuny. [loctaBmame popMu y reoMeTpHjcKe OfHOCE HHje,
HapaBHO, HUKaKaB IIPOHala3aK /iBajeceTHX rofguHa XX BeKa, OHO je
ycaheHo y YoBeKy Kao cTalHa IIoTpeda 3a pefjoM U jacHOhOM.

Y30pHH IPHMepPH 32 paslIuKoBame Upepapaenuitickol TpajuIiuo-
HaJIM3Ma Off aKTYeIHOT KOHCUPYKWUBHO! CAUKapciiiea, jecy oMeHyTe
[Tomopumryese ciauke [lapucos cyg u I1nau maiiepe boxje. Hacrane y
TOKY JIOHZOHCKOT Teproga (1921-1924) oHe MapKupajy pasBOjHH IIyT
Bace ITomopumina, noradyehn KopeH U3 €BpOICKe OIMKe HIH Jjabe
IIPOIIUIOCTH — M3 HEOKIACHI3Ma U peHecaHce ([Tapucos cyg), OFHOCHO
13 HEKHX CABPEMEHHX TOKOBA €BPOIICKe YMETHOCTH — ,yMePeHOT" KOH-
CTPYKTHBH3MA U ekcrpecronnsma ([Inau matiepe Bosxgje). HcriocTaBu-
he ce na u jenan u APYrH CIMKapCKH IIpaBal] NpecTaBba TeHIEHIIH]y
HOBUX peanusama W dospatika pegy, a TOMe y IPHJIOT Hile H y/be Ha
nnaTHy Hcekywere ceettioi Anttionuja HacTano 1927. roguHe. XpoHOJIO-
IIIKK CMEIITEHO HAKOH JOHJOHCKOT IIEPHO/A, [1eJI0 My IIaK Yy IMOTIIyHO-
CTH IIpHUIazia, cafipkehu eremeHTe U jeflHe U Jpyre IIOMEHYTe CIIHKe.
Baca I[Tomopuian mume 3akibydyje cBoj (popMaTHBHY IEPUOJ U HACTA-
BJbA Jla CTBApa y CBOM CIHKAapCKOM HIHOMY Y KOMe KJIaCHYaH H3pa3
npeosialyje Hall eKCIIPECHOHUCTHIKHM.

Ilapucos cyg

Hacrana 1923. roguHe ciauka Ilapucos cyg aKTOBCKA je KOMIIO-
3UI[Mja CMeIITeHa Yy I1ej3a’k U JUKOBA OfIeBEHUX Y MHTOJOIIKO PyXo,
Ipo(HBEHOT B CBETIOr KOJIOPUTAa U aKopZia TOHOBA, U3BeJeHa je Kao
par excellence mpepadaeIuTCKO CIHKapCKO OCTBapeme ca MUHYIIHO-
3HO H3paX€HHM peaJuCTHYKHM [JeTabuMa, KOje IIpoXXuMa [yx paHe
peHecance u atmocdepa anamoraa BormaenujeBom (Sandro Botticel-
li) IIponehy. Criena U3 aHTHYKe MHTOJIOTHje HACTHKAHA je HEOKJIACH-
4YapCKky, ca BHA/BHBOM FEOMeTpHBaHHjOM 00IIHKA U BHHXOBHM JKHBHUM
PHTMOBameM, Kao CHHTe3a [Bajy CTHICKHX KpHTepHjyMa — JernoTe u



ITapucos cyg (zeram), 1924.
Tanepuja Marure cprcke

The Judgement of Paris
(detail), 1924
The Gallery of Matica srpska

ucrune. [Tpsu, Anbeprujes (Leon Battista Alberti) kpurepujym semore
paHe peHecaHce Jia ,,0HO IIITO CIMKaMO MOPaMO yBeK y3UMAaTH U3 IIPHU-
poZie U U3 Be yBeK OMpaTH Hajilemnie cTBapu”,® oparuiohyje ce y myTe-
HOJ JIEIIOTH TPHjy DOTHIba TPUKOr IaHTeoHa — Xepe, ATHHe H AdpoguTe
— Koje pasofieHyTe CToje HCIpe[ TpojaHcKor npuHIa Ilapuca. Caka
Off BUX ouyeKyje fia he damr oHa off mera HOOUTH 31aTHY jabyKy Yy 3HaK
IIpU3Hama Jia je Hajiemnia. [lapucy je naTo fa BUIH BHUXOBY OOHA)KEHY
JIeTIOTY Yy LIeJIOCTH, [JOK Cy IToCMaTpadyy aKTOBU OOTHIa NPHUKa3aHHU Y
pasIUYUTUM II03aMa: IIPBa C JIeBa je y MOTIYHOCTH OKpeHyTa Jehuma
ImocMaTpady, lleHTpalHa je U TeJIOM H INIABOM Y MOIyIpoduiy, a Tpe-
ha c neBa je Temom crpesia a rmaBoM NpoUIHO oKpeHyTa. LleHTpa-
Ha 0OHa)KeHa JKeHCKa (hUrypa HOCH Ha IJIaBH IIUIEM PHMCKOT BOjHHKA,
IITO I1e0 HApaTHB HEJIBOCMHCIEHO CMEIITa y aHTHYKO foda. Hacnuka-
HU fleTasb IIpefiCTaBba K/byyaH IIpeBeHTUBAH apryMeHT fla Iy0/IuKa He
Oyne cKaHJanu30BaHA IIPHKa3aHOM OOHa)keHOIIhy. AHTHUYKe OOTHHE
IIpHKas3aHe Cy Kao CMepHe, y3BHIIIeEHe U TOTOBO He3aHHTepecoBaHe 3a

® E. BranT, Ymetnuuka weopuja y Hanuju 1450-1600, Clio, beorpaz 2004.
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CBOjy CEKCyalIHOCT, II03UIIHOHHpaHe y HIeaTHn30BaHOM IIej3aKy, a He
CTBapHe 0code CMellITeHe y peajaH IIPOCTOP aKTyeJlHOT TPEeHYTKa, Koje
~HeTpeMHIle TIeflajy y mocMaTpaya, ca decpaMHOM caMoyBepeHoIThy 1
0e3 MKaKkBe cpamoTe 300r cBoje Haroctu".’ [Jorahaj ce ogBuja y IINTKO]
CLIeHH, IOIIYT IPOCLeHHjyMa, CACTaBbeHO] Of] 3eJIeHOT TeIlHXa JIHUBafie
Y Pa3HOBPCHOT U IIpeJJUBHO HACIUKAHOT I1Beha, Te orpaHHYeHOT MacoM
OyjHO ONHCTANHX KpOIIBHU ApBeha, Kpos Koje MECTHMHYHO IIpodujajy
IUIaBETHHIO HeDa W BoJeHe Mace.

Opyru, Packiaos (John Ruskin) kpurepujym koju oppelyje cuky
jecTe KpUTepHjyM HCTHHe; y IUTamwy je credo mpepadaennusma 1o Kome

....CIINKapH Tpeda /ja oipaskaBajy MpHUPOAY KaKBa jecTe, 10 IOCIe] -
BeT JleTaba ca CBUM HheHHUM HeCaBpIIEHOCTHMA: [la Uy y IPHPORY
YHCTOT CpIia Ca jefHUM IHbeM — fla TIPOApY Y BeHy CyIITHHY He
opdanyjyhu HuiTa, He ofadupyhu HUIITA U He Tpeaupyhu HUIITA.“®

PackuH 3aXTeBa BUJJBUBOCT Y MPEIU3HOM IIPEHOIIIEY CBAKOT eTasba’
,TAKO JIa Ce CIMKAa MOJKEe CIODOJHO W ca JIYIIOM IJIeaTh a [ja HHIITa
He u3rydwu of cBoje BpenHocTr* (1iBehe, munrhe, aHaTomuja Tena, KUBO-
THEbE).

TepMmuH Gpepagpaenusam o3HavaBa yriefame HA YMETHOCT paHe
peHecaHce, mpe mojaBe ciukapa Padaena Canrnja. [Ipepadaenntn cy
CMaTpaiH [ia Cy CIMKaph Yy TOM pasnodiby CTBapaid HCKPEHO, TyDOKO
MPOXKETH PETUIHjOM B MHEMO (IOTMATHYHHX) aKaJleMCKHX MOYKa, JOK
cy je Padaen u MajcTopu BHCOKe peHeCaHCe CBOJHM MPETBAPAHEM Y
WHTEJIEKTyaTHY aKTHBHOCT TIOKBAPHIIH.

... TIOpeJ] YIIOpHOT II03WBama Ha HTAIHjaHCKe YMETHHKe quattro-
cento-a (Torfonu u Bornuenw, MauTema 1 Kapmayo), ciukapcTBo tpe-
pacgpaenuiia ce He O3WBA HBPHIHTO HA CTHI OBHX YMETHHKA: MOTJIO
Om ce pehw fa cy oHHM BHIIIE CIYKWIA Kao IIPAMep MpodeCHOHATHE
eTHKe Hero Kao JIHKOBHH MojeiH. !’

7C. Bapronena, Mawe — ienuju ymewinocttiu, beorpan 2012, 46.

8 1. Ruskin, Pre-raphaelitism and other essays upon art. Lectures on architec-
ture and painting, J. M. Dent and Sons, Jlornon 1920.

® Mumnyrpnosna [ToMOpHIIYEBa TeXHHKA Koja obpaha Maiy Ha CBaKH
IeTa’s BU/JbHBA je W Ha iBeMa ciukama us Hapoxsor myseja Cpouje (uBeha), xao
u Ha Kap@iawuma n3 Myseja caBpeMeHe ymeTHOCTH y Beorpany (omyriy, tyie,
KyTHja [IAOHIA Ha TIOY).

10 B. K. Apran, ras. geno, 151.



Iapucos cyg roBopu na ce Baca [Tomopwuimarn mpoHarao y ape-
pagaenuitickom CXBaTamy CIAKapCTBa Kao (PUrypalHe Hapaluje ca
JKeJbOM Jia OyZle HCTHHOJbYOHBA, cafipkajHa U yOOKOo HaJlaXHyTa. YMeT-
HOCT TI0 BUMa He Tpeda fa yoelyje Hero na Oyme HHTHMHO yBepJbHBa:
camo Tako he OuTH ToesHja jep je y I0e3HjH AyX HUCTHHE, Koja je y
CYIITHHH CTBAPH KaO H JbY/H.

Baca Tlomopuriar je y CIMKapcTBY Upepachaenuilia mpernosHao
U JlaJbe yCaBpIIIaBa0 MHUTOJIOIIKY KOMIIOHEHTY Yy CBOM fely. 3Hauaj
MHTa Kao HajaxHyha u ueje noTpedHo je HarnacuTu oyayhu fa je MuT
Ba)KHa Komua m3mel)y cprckor u eBporickor melyparHor ciaukapcrsa.
MuTtonomky TemaTuKy Baca Ilomopmuimar je ycBojuo mpe cycpeta ca
upepaghaenuiiuma, joIl y MOJOIIKOM aTejbey CBOT IIPBOT yuynTeba CTe-
BaHa Anmekcuha.

»...AlleKcHh je, Kao HeCBpIIEHH CTyZleHT MHHXeHCKe AKaJleMHje, I10-
ZydyaBao CBOT yYeHHKa CIMKapCKHM IIOyKama y IyXy CeBepHauKor
cHMOOIM3Ma, OTTYHBEHOT MeTadopaMa CMPTH, CKIOHOT HaTJIaIIeHO]
eKCIIPECHjH U TIPeTepaHOM TeCTy H, Haj3aj, TeMama U3 MuTosorgje. !

Bacu ITomopHuiIIy je cBakako, Kao IMpeTeXHO KIaCHYapCKOM CIIH-
Kapy, OiroBapao KJIaCHYapCKH IpaBal] Kakap Upepachaenusam jecre
Oro, anu ra TO Kao yMeTHHKA HHje CIIPEeYHsIo fla TEXKH U Ka JPYyTUM
CPOJHHM IIpaBIHMa, IIPeBaCXONHO PAaHO] PEeHeCaHCH Kao HCXOMH-
LITY aHTHKe W U3BOPHUIITY HCTOPHjCKOT Heoknacuyusma. IlorpedHo je
HarJIaCUTH Jla je 3a H3J10XeHocT Bace [Tomopuima peHecaHCHEM Hfje-
jaMa u BHUXOBOM YIUIUBY Y CIHKAapCKO CTBapajallTBO 3acly’kKaH yTH-
11aj npepadaennsma: ,...Fberos dopasax y JIoHnony, ogaxie he morehn
BErOBO MHTEpPEeCOBame 3a MajcTope peHecaHce.” ' MelyTum, cxBaTame
fla ce CIMKap TeK Tajla yIo3Haje ca peHecaHCOM H Jia Taf IOoYhibe [a
CTBapa y BeHOM JINKOBHOM IIpocefiey, BpJIo je criopHo. O ToMe TOBOpPH
ynmeHHNa fa je [Tomopwumarn, jomr Tokom cryguja y Munxeny 1913.
u 1914. roguHe, Ha CBOJHUM OCTBapembHUMa HCIIOBHO H3Y3eTHO BaJame
PE€HECaHCHHM TeKOBHHAMAa: JIHHEAPHOM H Ba3[YIIHOM IIePCIeKTHBOM,
aHaTOMH]OM H IpoNopLHjama. 3aTHM je, y paTHHM roguHama 1917. u

1y Kycosan Panu pagosu Bace ITomopuwya. Liptiexu, ckuue, ciliyguje og
1914. go 1924, Haponuu mysej beorpan 1982, 7.

2B B Cyjuh, Baca ITomopuway, Kyntypru nenrtap Beorpaza, Beorpag
1970.
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1918, ocTBapuo HHU3 IIpTEXA U CTYAHja Yy PEATUCTHIKOM U KIACHIHOM
HauyuHy n3Bohema. M31Baja ce npTex 3aip/seHu Ha KOMe Cy IpUKa3aHu
CPIICKH, PyCKH B PYMYHCKH BOJHHUIIH y Koy ca rpahaHuMa; IIpTeX je
ca’KeT, HarJallleHa je JTUHEeapHOCT, IPUCYTaH je M3BeCTaH BEPHCTHY-
KM HauUH BeroBOr cxBaTama. CIHKapeBa HAKIOHOCT IIpeMa PeHeCcaHCH
HCIIOJbUIIA Ce U Ha BeoMa yCIeluM cTyaujama npeha, ypal)eHuUM 0y10B-
KOM M akBapesoM Ha JINCTOBHMa, 1107, HasuBuMa Makosu 1 Yuuak, Koje
je caunHno TokoM 1918. ronuHe. HaBeneHe cTyznuje

~.mopcehajy Ha CIHYHE CTyAuje peHeCaHCHHX yMeTHHKa (..) Ta
HOCTaJITHja Ka KJIACHIIH3MY OCTaja je Kon IloMopwHIIIa yBek IpH-
cytHa“."?

CnukapcTBo Upepagaenuitia Iipema MEMETHYKO HHje napuyp-
Napm@uctiu4Ko; TToCenyje peluruo3He, MOpalHe U OPYIITBEHE IIHJbEBE,
KOJU 110 M3BeCHe IpaHHIle KOPeCIOHAHMPAjy ca Hlejama BHIBHBHM Yy
omycy Bace ITomopuinna, mpemsja My HHACY CBH MMaHeHTHH. CpIICKH
cIuKap Takohe HHje duo napuypnaptiucitia: fonackom y 3arped 1919.
roguHe W yIHCHBameM Tamollme 1lIKore 3a yMjeTHOCT B 00PT, HaIlao
ce y CpeIMHH Y K0jOj je joIlI OMO CHa’kaH yTHUIaj, y paTy yralleHe rpyie
~Menynuh“. Baca [Tomopwuiial je IpuXBaTHBIIH credo TpyTe fa je

»-.CIINKA pe3yiTaT ICUXHYKOT Ipolleca U [la 3HAUW BHIIE Ofl HaCJIH-
KaHOT IIPU30Pa H Jla 01 CBe IITO YHHU YOBEKOBY CpelHHY Tpedaso fja
“Ma yMeTHHIKY dopmy '

U THMe eKCIUIMIIUTHO HErHupao Napuyprapliucitiuuku KO y CBOM OILy-
cy. Ilopen auntiunapuypnapwiuciiuukol craBa Upepagaenuiia, CpI-
CKOM CIHKapy je H3BeCHO HMIIOHOBAaJla BHUX0OBA U3PHUYNTA JKejba [ja Ce
CYIIPOTCTaBe OyXy BpeMeHa U fja, ofdujajyhu cBakM KOHBEHIIMOHAIHU-
3aM, POMaHTHYHO Tpajke TOETHKY OEKCTBa y HECTBAPHHU CBET U H3TY-
OJbeHy UeKIUBY JIETIOTY, HEKa/jallllhe MUTCKO BUTEIIITBO, MUCTHIIU3aM
KOjH yMe Jla OTKYIIH CTBapHO U cBakuzamme. To je jenan mpodumeHn
¥ 4apoOHH ecTeTH3aM KoMe ce [TomopuIial] NpUKIOHHO, 000TaTHBIIH
CBOj TUKOBHH H3pas.

Kao HemuHOBHO ce Hamehe U carnefaBame YMETHHUKOT KOHTEK-
cra y KoMe je Baca [Tomopumar Haciukao I1apucos cyg. To je nepuop

By, Mywuna, Baca ITomopuway, ITocedan otucaxk us Becruka Bojrol my3e-
Jja, dp. 16, Beorpag 1970, 150.

14 1. Stojanovi¢, nav. delo, 11.



3aBpIeTka [IpBor cBeTCKOr paTa, Kafa HacTajy U CIMKapCKHA IpPHUMAaT
IIpey3uMajy TeHZIeHIIHje HOBUX peanu3ama, KOHIUIIUpaHe Ha JJOJKHU-
BJbAjy W 3aMHUIIIJbaly IIPE3eHTHE U ayTeHTHYHe CTBAPHOCTH, OMIO Ja
je pey 0 KOHBEHIIHOHATHUM TeMaMma CIHKapCTBa — MOPTpeTa, Iej3axka
WIIA MPTBe IIPHPOJie — UK O IIpeJiCTaBjbaby CaBpeMEeHOT JKUBOTA. Hosu
peanusmu ce TIOfiBajajy Ha [jBa KpUJja: IeBO, y KOMe Ce Tparame 3a Jero-
TOM H HJleaJoM 3aHeMapyje HCTHHCKOM, IIPU3EMHOM CTPAHOM JKHBOT-
He CTBapHOCTH, U JIeCHO, KOje 3a/ip;KaBa eCeHIUjalHO Y YMETHHYKO)]
IIpefiCTaBU U CTBapame YMEeTHOCTH 3a BEYHOCT."” JacHo je na [Tomopu-
IIar y ciuKamMa MHTCKe TeMaTHke (T03HAaTa je W HheroBa MHTOJOIIKA
KoMTIo3uIHja Jlega ¢ nabygom) 3aysuma TIOSHITH]Yy ,JEeCHOT Kphia“ u
Hajasy NPHOEKHIIITe U3 XaOTHYHE U HeCUT'ypHe CTBAPHOCTH, y apKa-
IHjCKUM CBETOBHMa pefia U yckiahenoctu. [IpudmmkHAja ofpenHuLa
[TomopHuITyeBOr CTBapaallTBa Off eCTEeTHKe OHUIa O HocaenHOCT BuH-
KeJIMaHOBOM ITOMMamy HENPOJIasHOCTH KIACHYHUX 0DJIHKA Kao BEYH-
TOj, BAHBPEMEHCKO] KaTerOpHjH; TO 3HAUYM AHMjaJOT Ca TPafHIHjOM H
nponuromthy ,koja ce He MmoxKe u3dehu, Beh mopa moxaharu“.'®

Ilon Packun u meroso yueme

l'oBopehu o 3Hauajy IPOIIIOCTH U TpafHUIiHje Y YMETHOCTH Upe-
pagaenuitia, ania U yMeTHOCTH TeHepanHoO, 3a dopmupame I[lomo-
pHIIIla Kao CIMKapa HeW3oCTaBHa Cy cxBarama IloHa PackuHa, 3a-
CTYTIHHKA, KpUTHYapa U TeopeTHYapa npepadaenuTa, Koju je fe@uHH-
Cao CIMKapCTBO KPO3 OHOC IIpeMa PeNIUTHjH, HAllujH U KPO3 HeroBy
YIIOTY y I PYLITBY.

Ilon PackuH ce 3ay3umMao 3a OuyBame 3aHATCKe TeXHHKEe y yMeT-
HHUYKOM CTHILy, KOJy je CBeIpPHCYyTHH]a HHIYCTpHja HapyllaBala H
HUIojamTaBana. HakIoOHOCT 3aHATy M CIMKAapCKOj BEIITHHH ONYyBeK
je, U 3ayBek, Kpacuia yMeTHHKa [lomopuiiia Kao AparoleHH jerar
IeBeTHaecTor croieha u duia meroB dacTHOH ouyBama JOOPOT yKyca
u ocehaja 3a u3BaHpeNHOCT paja. 3anaxyhu ce 3a ecTeTuky upepaga-

> U. Pebepcku, Peanusmu geageceitiux ioguna y Xpeatickom CAUKapciisy.
Maiuuno, knacuuro, objexitiusHo. MaiuuHu peanusam, HeOKIACULUSAM, HOBA Pea-
HOCU, 00jeKTusHa PeanHoctll, KpUluuky peanusam, HHCTHTYT 3a IIOBHjeCT yMjeT-
HocTH, 3arped 1997, 40.

1671, Mepenuk, ,JlenukarHe dubke”, Krwwiwesra peu, Beorpag, 25. 12. 1986.
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enutia, PackuH je 3ajenHo ca Bunujamom Mopucom Bujieo paspelile-
e IIpodeMa y HY’KHOCTH IT0OBpaTKa Ha CPefBOBEKOBHY ITODOKHOCT.!
[TocmaTpajyhu yMeTHOCT Kpo3 IpPHU3MY PeIUTHO3HOCTH, PackuH je
HOfleIMO YMETHOCT Ha CaKpalHy W IpodaHy; cakpalHa je y3BHILIEeHHU-
ja 0ynyhwu na joj je penuruja TemMaTCKU IpeJOMHHAHTHA y OfHOCY Ha
packoIll U 3a/10BO/BCTBO KOjU Cy OfJIMKa mpodaHe ymeTHOoCcTH. H3bop
usMel)y 1Be BpcTe YMETHOCTH je IHCjyHKTHBAH (HIH-HIIH) 3aTO LITO Ce
He MOJKe TOBOPHTH O CTelleHy PeTHIHO3HOCTH Y yMEeTHOCTH; PackuH
TBP/IM /la peIUTHja He MOJKe OUTH Ha IpyTOM MeCTy — OHa je WJIH IJIaB-
Ha WM je HeMa — H 3akibydyje: ,OHaj koju Bory Hynu fpyro mecro, He
HyZIH My 3ampaBo Humra.“'® [Ipepagaenuiiiv Cy, ca CBoje CTpaHe, IIpH-
CTyTIaJTH JTHKOBHOM CTBapamy C aCKeTCKOM peBHoOIIhy U mpefaHomihy
xpuithaHckoj penuruju. Ibuxosa npeosnahyjyha opmyka s3a crapy u
cakpaaHy HaMecTO MojiepHe U IIpodaHe YMETHOCTH, IIPOJKETA je eTHY-
KO-peTUTHO3HUM UMILIHKAI[ijaMa; IIOCBETUIIH Cy Ce IIPBOj 3aTO IITO jOj
je MopainHa cBpxa HMaHeHTHa. [lJoMopHIIIly je OuHuIIeHO OUIO DIUCKO
upepagaenuilicko CTAHOBHILTE O YHCTOTH W HCKPEHOCTH CIHKapCTBa
noda Bepe,” dynyhu fia je joll y MOZOIIKOM aTejbey CTe€Kao ,TpajHy
HaAKJIOHOCT IIpeMa PeIUTHO3HOM CIHKapCTBY,” a KacHHje jy je joi
pasBHO Yy BHUIIE H/I€O0TOIIKOM HETO CTBapalaukoM HMITyicy Jpymrea
yMeTHHKa 3orpad.

Cneneha cTaBka Ipeko Koje je PACKHHOBO yueme, H3BECHO je, UMa-
70 yTuiaja Ha [Tomopuiina, OKI0 je BeJIHKO IIpH/iaBabe 3Hayaja mojmy
Hall{je WIN HallHOHAJTHOT y yMEeTHOCTH. PAaCKHH TBpAH /ja je ,yMeTHOCT
caMo BHJIJbUB 3HAK HallHOHAJTHe BpIUHe..."”' U yKasyje 1la je HallHOHAT-
Ha TpajjuIhja ,CTBAPHU TeMesb O KOMe Ce MaJlo MUCTTH Kajla je Ha HheMy
MIOJUTHYTA cjajHa rpaleBUHA, alu TeMesb Mopa mocTojatu”. Yeuhajyhu
Ila TeMelb yMeTHHUKe Tpajuiuje y Cpda u meHa HajBpe/jHHja OCTBape-
Ba IIpeJCcTaBbajy yMeTHHYKA Oylara HacTaja y /iBa claBHa Beka Hema-

17 B. K. Apran, Has. geno, 98.

18 1 Ruskin, Pre-raphaelitism and other essays upon art. Lectures on archi-
tecture and painting, ]. M. Dent and Sons, JToazon 1920, 158.

1% Cam mojam ,z06a Bepe* yoyhyje mpeBacXoqHO Ha CpelmbH BeK, Kako y
EHIJIECKOM TakO M y CPIICKOM KOHTEKCTY, C THM /ia Ce Yy IIOTOmeM HCKIbydyje
IojaM paHe peHecaHCe jep ce CTHIIajeM HCTOPHjCKUX OKOIHOCTH HHje yrpafuia y
CPIICKH YMETHUYKH IIPOCTOP.

20 M. C. ITetpos, ,Cnuxap Baca [Tomopuman®, Bpeme, Beorpag, 8. 10. 1925.

2ty Kycosar, nas. geno, 10.



wrha, [TomopuIar je mperao fja oHa, Koja cy Kao y pusHHIIaMa Ioxpa-
HBeHa y CPIICKUM CpPelbOBEKOBHUM MaHACTHPHMA, Oy/ly Ipe3eHTOBaHA
HHOCTpaHOj IMyOnunyu u jaBHOCTH. H3adpao je na, kao HajperpeseHTa-
THBHHje, U3pajHu IeT Komuja ¢dpecaka n3 MaHacTHpa MaHacHje, cMa-
Tpajyhu fa caukapcTBo IpkBe CBeTe Tpojurne® npepcraBba KIAMaKC
KOjU je aHOHMMHH CIHKap CPICKOT Cpefmer BeKa JOCTUrao U HaKOH
KOT [l0JIa3W [0 OIafiama, 3aTHpama W 3aMHupama MeJHueBaTHCTHYKe
yMeTHocTH y Cpda. Konuje uspalhene Tokom kpaher dopaska y Cpou-
ju 1922. ronuHe foHeo je y JIOHOH U U3JI0KHO KX 3ajeHO ca BUTpa-
KoM Ceettiu Bophe ybuja axgajy 1923. ronuHe * y IpUBaTHOM CTaHy Ha
He)opMaTHOj U3JI0KOU KOjy je opraHusoBana ciukapka [loportu By,
yHja je cBpXa dumia fja ce MOKaxy fieja Hea)UPMHUCAHUX a KBATUTETHUX
YMETHHKA, Te Jla ce IIOMEHYTH ITOBEXKY Ca MOTeHIINjaTHUM aTPOHUMA.
[TomopHuIINeB ycmex je DHO HECYMBHB, 38 YMETHHUKY 30HpPKY BHKTO-
pHja u AndepT My3seja OTKyIUbeHE Cy TPH Of] IIeT U3JI0KeHHX KOIIHja,
a y mucty Westminster Gazette ayTop NprKasa He IIOMHBbe YTHCKE O
(bpeckama, aru HaBOJH fla Ce ,Ha UBTI0KOM MOTY BHIETH BUTpaku Bace
[ToMopHuIIIa, MIagoT CPICKOT yMETHUKA CHa)KHe HH/IUBHYaTHOCTH >

Hajsan, [Tomopuimar je nenno PacknHOBa cxBaTama W O ITHTaBbY
yJIoTe YMETHOCTH y ApyLITBY. PackuH yBula 1a y MofiepHOM [IpYIITBY
HHje MoIJIa IOCTOjaTH MoJilepHa YMeTHOCT:”

~Ja OF yMETHOCT MOTJIa fia IIPEXKUBH, IIOTPEDHO je fa ce TIpoMe-
HU JIPYLITBO, a TO 01 Tpedaso fa dyne MUCHja yMETHHKA, > yKIbydy-
jyhu u ,onnemenuBame 00/IHKa IIpefiMeTa CBaKOJHEBHe yroTpede.

Baca ITomopuiali, ciefcTBEHO CBOM JTHKOBHOM 00pasoBamy U yMeT-
HUYKOM pas3Bojy, HHTYHTHBHO IIPHXBaTa Hjejy fa je

22 [IpasHuKy KOMe je MaHACTHpCKa IIpkBa Manacuje miu Pecase mocsehe-
Ha.

2 Ceewiu Bophe yobuja axgajy 3aBpiren 1923. kao guruiomcku pax 3a Cen-
tral School of Arts and Crafts; mpema nogarnuma 'opgana [Tomopwuiiia BUTpax je
nocsehen CBerom Dopl)y kao samTuTHUKY rpazfa JIoHmoHa.

24 Westminster Gazette, Jlouzon, 7. XII 1923; mpuBaTHa apXHBa.

25 Mucou ce Ha YMETHOCT eHIllecKux Iejsaxucra Tapaepa u Koncrejona y
pBoj monouHHU XIX Bexa.

26 B, K. Apran, Mogepra ymetarocia 1770-1970-2000, Clio, Beorpazg 2004,
151.

27, Mapuh, npexnrosop y ksusu Bpegroctiu Llona Packuna, Kynrypa, Beo-
rpag 1965.
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~..yMETHHUK 3aHaTIHja Koju m3palyje cIuKy; ¢ 003UpOM fia je CIu-
Ka HJealHU IIpefMeT U TeXHUKa Koja je cTBapa je upeanHa. To je
OHO JI0 YeTa Cy Ha TEOPHjCKOM IUIaHy U Ca jJaKHM [0Ka3uMa I prKall
Ilon Packur n Bummjam Mopuc y Errneckoj, Hactojehn na ce Ha Taj
HauUH CyNIpPOTCTaBe [eKaJeHINjH yKyca, TyOHUTKY ocehaja 3a JyXoB-
HOCT pajia, KOjH Cy IIPOy3POKOBAaHU TEXHUYKHM MEXaHHYKHM PajoM
¥ yTHIATapHOIINY WHAYCTPHjCKHUX IIPOou3Boza.

CxopHO HaBe[lJeHOM, JIOTHYHO ce HaMmehe 3akibyyak fa je packu-
HOBCKO 3ajlarame 3a CpefilbH BeK, PeJTUTHO3HOCT U HaI[HOHATIHY I10Ced-
HOCT y YMETHOCTH, & KOJHUM Cy C€ Y CBOM IIPAaKTHYHOM pajly BOSHIN
upepaaenuitiu, yTHIATO Ha ciukapa Bacy ITomopuiia ca mpogyske-
HUM [IejCTBOM. 3aje[JHO ca CIMKapHUMa-HCTOMHIIUbEeHUIIIMA Y OTallou-
HU 0CHOBao je 1927. ronuHe [JpymTBo yMeTHHKA 3orpad, IpyIy Koja je
CBOje H3BOPHIITE TPaXkKHia y CPIICKOM CPelHhOBEKOBHOM CIMKAapCTBY.>
Hmajyhu y Buly OyXOBHY CPORZHOCT M OJIHCKO IPOIPaMCKO IOJa3H-
IIITe eHIJIeCKe U CPIICKe yMETHHUYKe TpyIle, HHAje De3 0CHOBA Te3a fia ce
30ipaghosyu MOTY CMaTpaTH CPIICKHM Upepapaenuiuiuma.

[TocmaTpame Kpo3 HHCTPYKTHUBHY IIPU3MY HOBUX Peanu3ama nin
uospaiixa pegy y XpBaTCKOM CIMKapCTBY [BajleCeTUX rofuHa™ mpyrka
OpHINKY fia ce [lapucos cyg cariefa U CMeCTH, y HajIIHPeM CMHUCIY,
usMel)y Be cIHMKapcKe TeHZeHIIMje — 00jeKTHBH3allHje U HIeanusa-
nuje. ITapucosom cygy ofroBapa MecTo YHyTap Healu30BaHE U 3auy-
hyjyhe cimuke crBapHOCTH (a TO je HeOKIACHIM3aM, IOPEJ KOra CToje
MAardjCKA peannsam W MOCTKyOW3am) a He YHyTap 00jeKTHBHE CIIHKe
CTBAPHOCTH (KPHTHYAPCKH peain3aM, XpOHHIAPCKH HEOHATYpPaIn3am
u HauBH3am).>! Knacuuna komiaoHenia, kao mpeosaahyjyha y ITomopu-
IITY€BOj MUTCKOj CJIHIIH, aJId U y BEJIOM Jlelly BheToBOr CTBapalalliTBa, je
BeOMa CJI0jeBHTa W HHUje 3aCHOBAHA CaMO y KJIACHJHO] (UnTaj — Hiean-
HOj) hOpMH, HEro Yy PaBHOTEKH MPHUPOJE U CTHIA, €EKCIIPECH]e U Xap-
moHuyje. [Topes HeCyMBUBUX KOHCTAHTH — IPHOIMIKaBambe KIaCHYHOM
CBETOHa30py, OOHaB/balke KIACHYHHMX BpefHOCTH W Bpahame y mpo-
LITOCT — II0OCEOHO 3HaUewe IPUIINCYje ce H08PatliKy MUMY.

28 B. K. Apran, Has. geno, 98.

21 Tpudynosuh, nas. geno, 186.
op Pebepcku, Has. geno, 38.
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ITnau matiepe Boxgje

Cnuxka ITnau mattiepe Boxgje ua 1921. ronuHe 1pejCcTaBba KOHTPa-
yHKT [Tapucosom cygy v IPOrpaMCKH IOTIIYHO Ofly/iapa of 1bera, eMH-
Tyjyhu cacBUM gpyraunjy eHeprujy; yMecTo macTopaie u Hinie, H30H-
ja IpaMaTHYHOCT W3BefleHa MATeTHYHUM TeCTOBHMA ITPOTAarOHHUCTA.

KomMmosunuja pelrurnosHe TeMaTHKe CBeJleHa je W I10jeHOCTa-
BJb€HA KaKo 110 Opojy yuecHuka (Xpucroc u Boropoauna), mo pacmope-
ny (urypaaHOCT je yCcTpojeHa IO [EeHTPATHO] BEPTHKAIHN), H3PABHTO
3aracuToj, TaMHOj, DHTYMEHCKO] IaJeTH (1714, T03aJHHe U KPCTa), TAKO U
110 e(heKTY BEIITAYKOT KapaBal)0OBCKOT 0CBeT/hema Koje usfBaja purype
(jemnHO Ccy OHe jacHO BH/BHBE, CIIpaM cBera octaior). Ciuka 1o 6poj-
HUM CBOjUM eJleMeHTHMa, Kao u 1o ¢opmarty, jecTe MUHHjaTypHAa alu
HOCH MOHYMEHTaJIHY HOTY Ouajama, LITO joj faje CHary ,HeMOI MYH-
KoBCKOT Kpuka“. [Ipukasyjyhu y xpumrhaHcTBy BeoMa yBpesKeHY Clie-
HYy imago pietatis (ommakuBama Xprucra), [lomopuriarg He ,podyje” Xpu-
mhaHCKoj HKOHOIpadCKoj cXeMHu — He IPUCTYTA joj Kao KaHOHY Beh
Kao HEeJJBOCMHUCIEHO BIACTUTOM ,HKOHOTpadckom anokpudy". 3uavaj-
HO je uctahu na he onpehenum dOynyhum nenruma perurnosHe TeMaTH-
ke [Tomopwuian npuiasuTu Takohe HEKAHOHCKH M Ca CBOjUM CTBapa-
JTaYKUM TIPOCeZIeOM, Kao IIITO Cy 3HfIHe CIHKe 3a IpKBe y Mooy u
Boromty n3 1924. u noTome yibe Ha IUIATHY Hckywere cettiol ARTOHU-
jans 1927. ronune.

Heyobuuajena cBojcTBa yoduuajeHe mpezcrase Ha [1nauy mattiepe
Bosxje ounTyjy ce Ha BHIIle BH3YeITHHX IUIaHOBa: 1. XpHCTy HHUCY pas-
MaKHyTe pyKe I0f IPaBHM YIJIOM Y OJHOCY Ha TOp30 (HHje pasarer),
HETO Ce Y3IHKY IIOf] YIJIOM Off CTO OCaMZleceT CTEIIeHH y OfTHOCY Ha Bep-
THKaJIy KPCTa, II1aKa 3aKyIlaHUX eKCepHuMa 3a KPCT KOjH e jefiBa Has3H-
pe y TaMu; OTyzia pyKe B TOpP30 BHCe II0 BepTHKaly; 2. XpUCTOBa I1aBa
ce Hajla3| IpedayeHa Ha ropmH fieo neha, Kao fa joj je BpaT CKpxaH, a
necHa Hora je, usHeHahyjyhe, d1aro caBujeHa y KojeHy a He CITyIIITe-
Ha (0ba MOMEHTa cTiajiajy y IOMeH eKCIIPeCHOHUCTHYKE fedhopMarnuje);
3. IpHIHKa 3TypeHa oKo XPHUCTOBHX CToNajla y 3rpueHoM (heTyCHOM
rosoxkajy je boropopuiia, unje aulle HUje BUIJBUBO a KOjy pasfupe 0o
300T pacmeTor cCHHa.

Leno IInau matuepe Boxgje ca HarialleHHM eKCIPEeCHOHH3MOM
(hopme, KOHKpeTHH]e YITaCTOCTH U IIPeIOMIbeHOCTH (DUTYpa Kao OIJIH-
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IThau mattiepe Bosxgje (neram)
1921.
Bi. Topnan I[Tomopwurmarg

Virgin Mary in Tears (detail)
1921
Gordan Pomorisac Collection
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Ka TOTHKe, OTKpPHBA CBOje ceBepmayko rnopekio. Baca [Tomopumiar ra
je U3BeCHO HACIMKAO IOJ YTHUIajeM [JyXOBHE U yMETHHUKe KIHMe Y
MpunxeHy, rpafy y KoMe je moxahao HacTaBy Ha JINKOBHO] akajleMHju
TOKOM JIeTer cemecTpa 1913/1914. rogune. ITokasano ce na mpoMeny
y IOMeHy fyXa IIpaTH IIpoMeHa Yy fomeHYy ¢dopme. baBapcka mpecto-
HUIIA Ce THX TOAMHA, HaKO Mame KOCMOIIOIATCKA cpefjuHa Hero [lapwus,
MIO3UIIMOHUPAJa Kao He3a00WIa3HO CPelUIlTe MOflepHe yMEeTHOCTH,
spauehu jegnum punosogcrujum gyxom.” ITopey cimka MHOTOOPOjHHX
ayropa Koju cy y MuHXeHYy ToTr fobda CTBapalH [ejla MOIEPHOT eKC-
IIpeCUOHU3Ma, Ha HacTaHak [Inaua maiiepe Hojxje mMoria je yTHLIATH
crynuja Popmantu upobnemu iotiuxe (1912) Bunxenma Bopurrepa, kao
PEYHHK MOJIEPHOT €KCIIPECHOHU3MA.

Jlerno je HACIUKAHO y IyXy €KCIIPeCHOHH3MA KOjH je, mpeMa Xep-
BapTy Banneny, nsgaBauy Der Sturm-a, oTBOpeHa BeuHa IIIKozna Oe3
onpehenor cruna mako ca oppehenom ¢unosodujomM, Koju ce odHa-
Bjba IIpey3UMameM aKTyelTHHX 0DJIHKa U CpefcTaBa /ja Ou Heros me-
mento duo XKUB y BpeMeHY. PyHIaMeHTAIHU IIOKPET eBPOTICKE MOJiep-
He KYJIType, OH je PeBUMHPAO0 U CIIOjHO PEBOIYIHjY y 001acTH popme

32 X. Pup, Hcwopuja mogeprot cnukapctisa og Cesana go Iukaca, Jyrocna-
Buja, beorpan 1967, 33.



ca peBOIYIIHjOM y 00JIACTH iyXa U ocehama, HAIJHOHATHO W YHUBeP3aJl-
HO, KOHKPETHO-COIIHjaIHO Ca allCTPaKTHUM-MeTa(pU3HIKHAM.

ITnau matiepe Bosxje ce MoKe UITYUTABATH IOCPECTBOM IeTHA-
€CT CyIIPOTCTaBbEHHUX CTaBKHU Koje je nedunucao ®pann Po* kako du
HaIlpaBHO PasiHKy u3Mel)y ekcrpecHoHH3Ma Kao JJOPATHOT IIpaBlia, U
TIOCTEKCITPECHOHN3MA (M HO8€e 00jeKIlUBHOCTHU) Kao TTOPATHOT TIPaB-
1a. PasmaTpaHo Ha TakaB HauWH JI0J1a3u ce [0 3aK/bydyka fa je Ilnau
mattiepe Bosje NCTOBpEMEHO U eKCIIPECHOHUCTHYKO U IIOCTEKCIIPeCHO-
HHUCTHYKO JIeJI0 jep Iocefyje KapaKTepUCTHKe U jeHOT U ipyTOT IIpaB-
I1a, a To Ccy:** (eKCIIPeCHOHUBaM — IIOCTEKCIIPeCHOHU3aM): 1. exciliatiiuy-
He Wieme — TeMe U3 CBaKOJHEBHIle; 2 . IPUKPHBambe IpeameTa — Upeyu-
3upamwe upegmetua; 3. putiMu4ar — pernpe3eHTaTuBaH; 4. eKCTpaBaras-
TaH — UYPUCTIUUKU CUUPOT; 5. gUHAMUYAH — CTaTHJYaH; 6. OydyaH — WUX;
7. caxcetll — UCIIpIIaH; 8. MOHYMeHIanan — MUHHjaTypaH; 9. y upsom tina-
HY — Uy IPBOM H Yy pyroM Iutany; 10. wotiao — xnazaH; 11. rycra dojeHa
TEKCTypa — WaHKa ciukana tospwuna; 12. Tpyd — inagak; 13. Harma-
caKk Ha BHIJBHBOM CIHKapCKOT IIpoleca — bpucarse cAuKkapckoi upoyeca;
14. exctipecusHo geghopmucaru upegmeti — KPUCTATHO JaCHH TIpefMe-
TH; U 15. KOMIIO3HUIIHja Koja ,,0e’KH1" IIpemMa UBHIlaMa CIUKE — KOMUO3U-
yuja ,yxeahena®y oxsupy cnuxe.

Beh je Ha camoM moyeTKy doraTor cTBapaJavykor oiyca OUIo

»...HEMOT'yhe He IOTPa’kKUTH OTOBOP Ha ITUTAambe KaKBe Cy OHIIe yMeT-
HUUYKe W JKUBOTHe IIPEUCIIOBHIIHje Koje Cy yTHIale fia ce Yy Hely
jemHor ayTopa yKpCTe B TOTOBO CyKoOe /iBe OIIpeyHe TOeTHKe — jefl-
Ha M3PasHuTO MOJlepHa Koja je ofroBapaja M3a30BHMa YMETHHYKOT
TPeHyTKa a Jpyra HarjiamleHo TpafuIHOHATHA Koja je 3axTeBaia fja
ce y YMETHHUYKOM [lelly OOHOBE [JaBHO IIOCTUTHYTe (popmaliHe Bper-
HOCTH".*®

Bpeme y kome [TomopHIar, cTBapa oBe CIHKe je IIepHoj] y KOjeM
je Beh HaHeT IPBH BEIHKH yZapal] peYHHKY pajiHKaIHOT MOJepHH3MA
(moueTkom IIpBOr CBETCKOr paTa), HAITYNITAkheM HEMHMETHIKOT ITHK-

3 R, Roch, Expressionisme/Post-expressionisme, y: Les Realismes 1919—
1939. Entre Revolution et Reaction, Centre George Pompidou, Paris, 1980, 149.

34 Mehy HaBeeHUM CyIIpOTHOCTHMA Y IIapOBHMA, KYP3HBOM Cy filaTe OHe
Koje KapakTepHIy ciuky [Inau matiepe Losxgje.

35 J. HecroroBuh, ,Ckiuaz onpeyHnx moetuka“, Jegunciigo, [lpumtuna, 27.
12. 1986.
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TypaJHOT 3HaKa Off CTpaHe yMeTHHKa-HHHIHjaTopa Kyousma (ITnkaco),
dosusma ([lepen) u pyrypusma (Kapa u CeBepurn). [Tnkaco je yuraBor
CBOT JKHBOTA, IIapaJleIHO ca NKOHODOPauKUM JlelhMa Koja Cy Ta yYHHHU-
7a CIaBHUM, CTBapao jefHO YHCTO ,KIACHYHO" IeJio, a Koje HHUje Marbe
3HauajHO. Ma KOJIMKO MO3HAaTO fafiaucTryko feno Ota [lukca, oHO ©Ma
Mamy TeKHHY HeTo JieJIo Koje CTBapa [iBaZleCeTUX U TPHIeCeTHX Tofu-
Ha. Miagu Kapa, GyTypHCTHYKH MHINTAHT, Off Mawer je 3Hayaja Hero
Kapa xoju ctBapa og 1921. Cam ITomopumar ce, y IOHJOHCKOM pasfo-
Oy, ca Ipyre cTpaHe, OKyIlao y OeclpefiMeTHOM CIHKapCTBY HAaCIHU-
KaBIIH fena Adctipakiina komtosuyuja — Banew Jjaiunesa (1921) u
Mamwa aticupaxina komuosuyuja — I[Ipegeo (1922) anu 10 Cy eKCKIy-
3WBHE aIlCTPAKTHE CIHKe y BerOBOM IIeJOKynHoM omycy. Hacraie cy y
TPeHYTKY Kajia je Bepa [ja ce YHyTpallllha CTBAPHOCT Hajdoke 1A u3pa-
3UTH Yy CyTeCTHBHUM allCTPaKTHUM ¢opMama, oueTKoM Tpehe felte-
Huje XX Beka, apkana [Tomopumna 3ajenHo ca [lerpoBuM, Bujenrnhem
u PagoBuheMm,” naxie ca yMeTHHIIUMA YHje je CTUKAPCKO 00pasoBame
BesaHo 3a Hemauky u Cpenmy EBporry. YBepeme Koje Cy [JeTHIN U IIpe-
HeJIW Ha IJIaTHO, U3pajkaBajyhu ce HEMUMETHUKUM ITUKTYPaIHUM 3Ha-
KOM, TIOBJIQYHJIO je 3a CODOM ofidanmBame ciojeBa (urypanuje wu(im)
IpefiMeTa, &l TO je OMiIa KpaTKoTpajHa aBaHTypa y [TomopunryeBom
CIIUKapCTBY.

Hosu peanusmu, y 4ujuM je IPOrPaMCKHM OKBHPHMAa CTBapao
ITomopumali, y BeJTHKO] MEpH Cy OHIIH CULULCKU (heHOMEH, TIpem/ia caM
3HAKOBHU JTHMKOBHU OOJIMK WU HHUje OHO HajBa)KHUje — OUTHUJH Cy OWIH
ciawe gyxa u ogpehere wWeHgeHyuje — KOjU Cy HaCTalHU I0f yTHIajeM
pasBoja MHAYCTPHjCKe IUBUIM3alHje Kao ofjpasa Apyradujer, HHTe-
JeKTyalHHUjer U, peKJIOo OH ce, allaCHOHATHHjeT ca3Hama Koje CHaKHO
flelyje Ha YMeTHHYKY BH3H]y. CTHICKa KOHKpeTH3allhja ce IoKasyje
Kao BHUXO0Ba IIpeIo3HAT/hUBA JeTepMUHAHTa, a Oynyhu na je ymeTHOCT
ayTOHOMHA U Jla je 30Hp COIICTBEHHMX BapHjeTeTa, IOpacTao je 3Hauaj
cTHa U cxBaheHa HEONXOZHOCT CTHIICKOT IITypannusma.’’

MehycobHy TeH3Hjy [Bajy IpaBalla Ha OPHUTAHCKOM OCTPBY
[Tomopuinar, cTHIIaBa U paspelllaBa y cedu ycBajajyhu enemeHTe u
jemHOT U JPYTOT, OK BHUXOBY KOH(POHTALIH]y Ha IITUPEM IUIaHY Mpef-

L Tpudynosuh, Cpucko cnukxapcuiso 1900—1950, CpIcka KmbUKeBHA
3azipyra, beorpagn, npyro usgame, 2014, 162.
. Pebepcku, Has. geno, 37.



yrpehyjy Hosu peanusmu (Kojer je KOHCWPYKIWUBHO CIUKAPCIUBO YBOI-
HO II0TJIaBjbe), arcopdyjyhu mupuHOM mornena tpepagpaenuicko Cia-
KapCTBO y CBOJy, (hurypanno-dopmanny opdury. Ilpepapaenuitiv Tako
OWBajy MHKOPIIOPUPAHH y €BPOIICKE HO8E peanusme, a 3acayrom Bace
[Tomopumira noctajy ,IpUAPY’KEHHU YIaH" HO80Peanucttiuukol CIuKap-
crBa y Cpda. ExiaTaHTHO je 1a je CIMKapeBO CYIITHHCKO IIpHXBaTambe
AHTPOIIOIIEHTPUYHOT CTaBa peHecaHCe IpaTHIa Haflorpafma jefHHUM
HOBHUM, CABPEMEHUM CXBaTakbeM CIHKapCTBa — KOCMHUYKHM.

~KOCMHYKHM cXBaTameM CBe CTBapH ryde cBoje edeMepHe H
eBeHTYyallHe ODIIHKe, U 00Hjajy CBOj DUTaH ODJIHK (...) A THM HavelHn-
Ma ce OTBapa ITyT MOHyMeHTanHoj yMmeTHOCTH XX croneha.*®

[To nmoBpatky y oranduny Baca [Tomopuiar ce ogmax ,,yXBaTHO
y KormTaly® ca mpodieMuma opme y CPIICKOM U jyTOCIOBEHCKOM CIIH-
KapcTBY, ofajyhu moBpemMeHO y CBOjeM fiajbeM CTBapalarTBy homma-
ge paHOPeHEeCaHCHO] TeXKBH Kao HajBHIIEM y30py JeroTe u upepaga-
enutlickoj KOHIEIIIUjU cTBapama y oyxy deckoMIpomucHe ucTuHe. Ha
Taj HAUWH Cy JUBEPreHTHHU TOKOBH [IoMOpHIIIYEBOT CIHMKAPCTBA, 3aye-
TH Ha IIKOJIOBamy y JIOHIOHY, HACTaBHIU CBOj PasBoj.

Buheme [TomopuiryeBor crpapanaliTsa
y CPIICKO] TEOPHJH U HCTOPHJH YMETHOCTH

Axo ducMo ce 3ajpyKaiH y BpeMeHy HacTaHKa /iBe ofjadpaHe H
aHAJIMBHpaHe CIUKe, Takile y IPBOj IOJOBHHH /iBafleCeTHX roguHa XX
BeKa, U3BECHO je 1a He DMCMO OWIH y IPHUIHIY [la JaMO U3PHJUT Cy[ Y
KoM mpas1y he ce ciukapcrso Bace IToMopuinna pasBujaTu — y mIpas-
Iy KJIaCHIIH3Ma WK eKCIIpecrnoHu3Ma. Tek je (OTOBHM) KpHTHIaApHMA
Ouio faTo fja, Ha OCHOBY yBH7la Y cBeyKyIHH omyc Bace [Tomopuia,
HMHTEPIPEeTHPajy HeroBo cTapanamtso. MelyTum, u oHH cy ra carie-
NlaBald TI0jeJHOCTAB/EHO U Ca CIMYHHX IO3HUIHja; Ka0 MPEBACXOJHO
HEOKJIACHYapCKO M aHAXPOHO CTBapalalliTBO. Y TaKBOj OIEHHU IIpe-
maun Anekca UeneboHoBrh Koju y cBojoj kwusu CaspemeHo ciukap-
cweo y Jyiocnasuju u3 1965. ronuHe Kapakrepuile Bacy [Tomopurna

3811 Hodposuh, ,Hamoxbda I'. Emanyena Buposmha. — Hsnoxda IT. JoBaHa
Bujemmha, Iletpa [odposmha, Cmda Mmnmunha®, Cplcku kliesHu nacHux, 6,
Beorpaz, 16. HoBemdap 1921, 465—466.
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Kao HeyBpeMemeHOI CIHKapa W alCTHHEHTAa Ofl HOB0PeanuCUudkux
uneana, Kao U M0DOpHUKA (IpeBasuheHOT) HCTOPH)CKOT HEOKNACULU-
3ma XIX Beka, mpusHajyhu My CIMKapCKy MOJIEPHOCT Te€K y Ha3HaKa-
Ma,” y BHUIY MOBpPeMEHOT HCKpcaBama KyOHMCTHUYKOT HCKycTBa. [Ipo-
oieMm je y Tome mto Anekca Yernedonosuh Huje (y)BHEO CE3BaHUCTHIKY
KoMIOoHeHTY Yy [loMopHIITYeBOM CTBapaslalliTBy M IITO HHje CXBaTao
ancopdyjyhy mupuny cesanusma. Muozpar b. IIpotuh, nako y cBojoj
crypuju Tpeha geuenuja. KonclipykiiusHo cnukapcitiso U3 1967. cBp-
craBa [Tomopumina Mel)y cinkape-IpoTaroHUCTe ,Has3ajfiHe" eCTeTHKe
caukapcerBa [pymTBa ymeTHHKa 3orpad,” omnpasiaHo ra IMOMHbE U
y OKpHJBY MOJEPHUCTHYKOT eKcIipecHoHu3Ma dopme. TakBo MO3HUITHU-
onupame Bace [Tomopuinina, 3ajefHo ca Tesom Jlazapa Tpudynosuha
na 'y Ilomopuiny ynopezo KUBe [Be TeHJeHIIHje, eEKCIIPeCHOHHU3aM U
KJIACHITU3aM, OTBapa IIyT 3a Iy0/be U KOMIIEKCHHje pasMaTpame Hero-
BOT Pa3HOBPCHOT H CJIOJKEHOT CIHKAapCTBa.

Excripecnonusam y ITomopuIiirgeBoMm Jieny ce jecTe dypHHje eKcC-
IIOHUpAO Ha CaMOM II0YETKYy CIHKapeBOT IIyTa, ajlH je KacHHUje KIacH-
II3aM HeJJBOCMHUCIIEHO IIpey3eo mpumar. Pasior Tome je I[Tomopuiiye-
Ba OJIIyKa /la Ce IOCBETH €HI'POBCKOM M KJIACHYapCKOM HAuyHWHY IIpTa-
Ba, IITO je IOoApasyMeBalo OIPOMHY JHKOBHY KyJITYpy, CaKHMame
IJJACTHYHHUX OJ/IMKA aHTHKe, peHecaHCe H HeOKJIaCHIIH3Ma, YT paj u
BEJIMKO MTPAKTAYHO 3Hame. [[OMOPHIIYEBO ,JIHHEAPHO CITHKAPCTBO (...)
cTOjH (...) K40 jeNMHCTBEH H TOTOBO H30JOBAH CIydyaj y HAIIIOj JTHKOB-
HOj yMeTHOCTH.“"' OHO ce TeHepHIlle TIOMepameM aKIleHTa ca CIIOHTa-
HOT, HarOHCKOT, Ka CBECHOM, IIpoMHUIIUbeHOM — [ToMopuIan Huje THI
XYZOKECTBEHHKA HET0 YMHHKA Yy YMeTHOCTH.*” CyIITHHCKH, y ITHTamby
je U3BeCTaH KJIacHYapCKH MHTeNEeKTyaausaM Koju kpacu Bacy ITomo-
PHIIIIIA JOIII Off HajpaHHUjUX laHa — yBajKaBambe ITepHojia 3peIoCTH, KOjU
Cy 4ecTo OWIM KIacHuHHja 100a, Iepuoja IpOMHUIIIbamka, ca3peBama U
Tpajiuiidje, HacIIpaM flaBama IPeHOCTH IToYelliMa YMETHUKA, 1€ THH-
CTBHMa, eIloxama IIpeKusia ¥ OHOMe IITO je ouurnenHa tabula rasa.®

3 A. Yeneborosuh, Caspemero cnukapcitieo Yy Jyiocnasuju, Jyrociasuja,
Beorpap 1965, 13-14.

40 M. B. [Iporuh, Tpeha geuenuja. Konctlipykiiusro cnuxapciiso, Mysej
caBpeMeHe ymeTHOCTH Beorpap 1967, 35.

41 A, Yenebonosuh ,CinmkapcrBo Bace [Tomopummma“, bopba, 15. 11. 1953.

42 Kpnexxujancka mojena Ha yMETHHKE KOjH ,yMYyjy* — YMHHUIIN U OHe Koje

»2HOCH" ocehame — Xy/10/KeCTBEHHUITH.
BK. Knep, Kputtiuka mogeproctiu, Aned I'pagam, Beorpan 2018, 57.



Hcxywere ceettioi AHIOHUja

Heno Hckywewe ceettiol AHOHUja HACIUKaHO je 1927. ropuHe,
Jlakjie XpOHOJOIIKH IlIeflaHo He IpHIafia JOHLOHCKOM IuKiIycy Bace
IMomopwuira (Koju ce 3aBpiaBa 1924), anu je ocTBapeme Koje CBOjoM
CTHJICKOM H HJI€jJHOM IIOTKOM H II0 OPOjHHM ITapaMeTpHuMa HeBOCMH-
CIIEHO 3ay3HUMa MecTo Mel)y nenuma Koje je ciukap ypaguo y JIonnony
U KOje 3aKi/pyuyje I[e0 IIepHOJ; HAaKOH IpeloMHe 1927. rofuHe KiIacH-
nusam Koy ITomopuina TpajHO IpeysuMa IMpUMaT y OJHOCY Ha eKC-
IIpeCHOHUCTHYKH H3pa3. ClluKa je cpofHa ca [Inauem mattiepe Bosxje 10
PeTUTrHO3HOj TEMATHIIH U TI0 HOBOM IIPUCTYITy KAHOHH30BAHUM TeMaMa
xpuithancke nkoHorpaduje. Itbenum nopehemem ca I1apucosum cygom
monasu ce, MelyTHM, 10 JTOTMYKOT 3aKbydka na xpuirhancko Hcky-
were ceetliol AHWOHUja ©Ma MHOTO BHIIle 3aje[HUIYKHUX eleMeHaTa ca
naraHckuM [lapucosum cygom HeTo ca pelurHo3HuM [Inauem matiepe
Bosgje. Y muTamy je KIacuyaH HauYWH U3BeN0e — 0De KOMIO3HIIHje Cy
peleHe ca ¢urypama y ILIHTKOM IIpocTopy omeheHHM OyjHEM Kpo-
IIBaMa OLHOCHO TPOMAaJHOM CTEHOM, ca OOHa)KeHHM U CeH3yaTHUM
JKEHCKHM TeJHMa y IPBOM IIaHY YHje Cy aHATOMCKe OJJINKe U3BefleHe
y ,CTHIIIAHO] CTHIA3ALMjH .

Llentap Kommosunuje Hckywera je cBeTH AHTOHH]je, IIpefcTa-
B/bEH Yy IIPHOj JpallepHju OKOJO Kora Cy CydjeKTH HCKyllaBama. [IBe
Jeme Miafie leBOjKe, HATHK eHTPOBCKHUM OJalHCKaMa, jeflHa JIeBO Off
CBETHTesba [pyra HCIOJ Ihera XOpH30HTAIHO IOJOXKeHa, Yy IPOBOKa-
TUBHUM II03aMa Hyjle IyTeHy W 3eMasbCKy JbydaB, MOKyIaBajyhu na
oziByKy naxkmy CBeTor AHTOHHja Off TocBeheHOr ImpoyyaBama pelu-
rHo3HuX cnuca. Ca cBeTUTebeBe JleCHe CTpaHe, MaJlo HaHWKe, Halasu
ce (HenmeHTH(UKOBAHN) HAMProheHH cTapal] HAJyTOr CTOMaKa KOjH
IPIKH ACTIPaKIbEeHY Yallly y pykama (IIITo ce MOKe CXBATHTH Kao TepCo-
HU(HKalKja MHjaHdema W daxanana yorrire). OpraHu3annjoM 106po
OCMHUIIUbeHUX U JUHAMHUYHO ITOCTaBbeHUX PUTMOBA, (PUTYype y IPBOM
IUIaHy OpPraHM3Yjy KpyT uhju je enuneHTap CBern AHToHH]je. CKyII-
TOPCKH OOJIMIM jepHUX JKEeHCKHX Tejla CIy’Ke yMeTHHKY H /la IIOCTHUI-
He KOMITO3UIIHOHO jeIHHCTBO Ca HCIIOCHUYKOM (DUTYpPOM CBETHUTEbA, &
Ila TPUTOM He CKpPHABH [[yXOBHO IOJHEeDbe IPU30Pa 3aTBOPEHE CIHKe
KOjy IPHUXBAaTaMO Kao CBOjeBPCHY MOJlePHY HKOHY.

59



Hcekywere ceettiol AHTWOHUja
(meTam), 1927.

Mysej caBpeMeHe YMETHOCTH,
Beorpan

Temptation of Saint Anthony
(detail), 1927

Museum of Contemporary Art,
Begrade
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,CIleHa je CMeIlTeHa y IPOCTOp O3HJaH IIJJaHWHaMa, TecaH H
Hauaries 0e3 M3nasza, 0e3 MOryhHOCTH pelllema, y IepMaHeHTHOM
IIOHaBJbalby, ald ca IPHUCYTHOM IapaleqHOM HIejoOM OTBapama y
moryhHocT ysnnsama.

& *

[IBe ananusupane cauke Bace [ToMopuina cy ocTBapema fujame-
TPaIHO CyIPOTHHUX CTHICKHX Ipasana — I[Tapucos cyg (1923) npumnazna
(Heo)kmacuruamy, a IInau matiepe Boxge (1921) (mocT)ekCrpecHOHHA-
3my. CnuKap WX je HacIuKao y cBoM (popmaTHBHOM mepuony y JIoH-
TIOHY, Kajia je OMO H3JI0JKeH YyTHIajuMa TPaJIuIHOHATHOT Upepapaenu-
3Ma eHTJIeCKe CpelfuHe U MOIEePHOT KOHCWUPYKIWUBHOT CIUKAPCIBA KOje

4 K. I'pospenosuh, ,Ilojasa "3orpacda’ Yy CPIICKOj HCTOPHjH yMETHOCTH",
Lpywitiso ymeturuka 3oipagp, Mysej pyJHHIKO-TAKOBCKOT Kpaja, 'opmu Mwuna-
HoBary 2011/2012, 15-36.



Hcekywere ceettiol AHTORUja
(meTam), 1927.

Mysej caBpeMeHe yMeTHOCTH,
Beorpan

Temptation of Saint Anthony
(detail), 1927

Museum of Contemporary Art,
Begrade

je ctusano us EBpome. Ode ciauke cy pesyinTaT TeHAeHIHja U08Palli-
Ka pegy WIN HOBUX peanusama OYAyhH fa je eKCIaH3HjoM HOB0peanu-
cluukux TeHflelldja IIXPOM 3aIlaJHOT CBeTa IIOpacTao 3Hayaj CTHIA U
cxBaheHa HEOIXOMHOCT CTHIICKOT ILTypainusMa. PasmmautocT uamel)y
BUX IOTBPlyje yMETHHUKY CBECTPAHOCT cirKapa [Tomopuiina, mupHu-
HY CTHJICKOT ILTypajan3Ma, Kao U CTame oyXa U TeHIeHILHUjy tospalika
pegy. IlocnepaTHH HCTOpHYAPH CPIICKE YMETHOCTH OIPABJAHO HCTHIY
na [Tomopwuiial, Huje camMo CIHKap ,Ha KIacHYHOM Tiy“ Beh na uma y
cedH 1 eKCIIPECHOHUCTHYKY KOMIIOHEHTY. CyMapHO, JUBEP3UTET YMeT-
urka (Bace ITomopwIiia) KONHIEAEpPA ca TuBepauTeToM emoxe (EBpo-
a /iBajieceTux) U To ce moTBphyje u Tpehom ciukom emoxe Hckywe-
rwem ceelliol AHWOHUjA.
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Muwena bnanywa

KHUBOT 11 YMETHOCT
BACE ITOMOPHWIILIA

Y IpoydyBamy HCTOPHJCKOI pasBoja MOflepHE YMETHOCTH IIpBe
nosnoBHHe XX BekKa Ha jyroCIOBEeHCKOM IIPOCTOPY HMe H CTBapalallTBO
Bace ITomopuina je He3a00UIa3HO 110 CBOM 3Hayajy, LITO MOTBphyje
U peBaJopHsalidja [JoCafjallllbuX HayyHux cryauja. [Tocmatpajyhu
[TomopuIyeBo [0 y IeIuHHU, Moryhe je yOUHTH CTHICKe IIpOMeHe
TOKOM HeroBOT pa3Boja: IIoUeTak y 3HAKY CelleCHje H eKCIIpeCHOHH3Ma
HeMauke CTHIH3AaIlHje, KpaTak HCKOPaK Yy allCTPaKTHO H, TOKOM Tpe-
he menenuje, pokyc Ha cTpore opme a nmorom doje. [TomopuiraeBo
CTBapasallTBO IPOTKAHO je eJeMeHTHMa peHecaHCe, pealn3ma H Kia-
CHIIM3Ma, BU3aHTH]CKO-CPIICKe YMETHOCTH H CellecHje, Koje je 3Halau-
KH IIpeJiCTaB/ba0 Ha CBOJUM fleTHMa KPO3 OMHJ/beHe TeMe (DUTYpaTHHUX
KOMTIIO3HUIIHja cakpaiaHe U mpodaHe cafpKuHe, Tej3ake H MPTBE MIPHU-
pofie, alu U MOPTpeTe Y KOjHUM je a0 BPXYHCKa OCTBapema, KOPHCTe-
hu ce cBUM MefHjuMa YMETHHUKOI H3pa’kaBama BpeMeHa y KojeM je
KHBeo. IberoB JKHBOTHH U YMETHHYKH Pa3BOjHH ITIyT MOKEMO OKapak-
TepHCcaTH Kao celrUuIaH U OPUTHHAJAH, [PYTaunju Off OHUX KOJUM je
unnia BehrHa CpICKUX CIHKapa HberoBoT Ieproa.

Baca [Tomopuarn je pohen 15. neremdpa 1893. ronuHe y HeKaja-
mameM Mopoiry, fasac Jama Tomuh. [IpBo 1MKOBHO 0dpasoBame 110
3aBpIIeTKy OCHOBHe IIKOJIe, Ha IpeyIoT MeCHOT Iapoxa, 3aIl04eo je
1905. roguHe y aTelbey M IIKOIH akafgeMcKor ciukapa CreBaHa Ajex-
cuha (1876-1923). TOKOM TETOTOJUIITEHET IIIKOJIOBaba Yy POLHOM Trpagy,
nope[; IPKBEHOT CIMKapcTBa AlleKcuh je y meMy MOOYy[HO 3aHUMambe

63



Y aremmey CreBana Anexcuha (rope neBo)
y Mogomty (Jamia Tomwuh), 1907.

Baca ITomopwmiar (fone 1eBo) u

Crnasko I'mruh (mome mecHo)

In the Atelier of Stevan Aleksi¢

(upper left-hand corner) in Modo$

(Jasa Tomic), 1907

Vasa PomoriSac (lower left-hand corner)
and Slavko Gigi¢ (lower right-hand
corner)

3a MUHXEHCKH CHMOOJIN3aM KOjH je OHO 3a0KyIUbeH MeTacopama CMp-
TH, CKJIOH HarJalleHoj eKCIIpeCHjH B IpeTepaHOM TecTy, Kao U TeMaMa
u3 muTonoryje.! CreueHa yMeTHHYKa 3Hama 1okasyje Beh 1910. ronune
Ha ciuny Caanusare mowttiujy Ceetiol Case, Kojy je ypanuo ca Cias-
koM ['mruhem, HacTanoj 1o feny weroBor yuntekra CreBana Anexcuha.
Beh cienehe rogune Hacraje Pohewe Xpucitioso (1911) 1 omyc ciuka u
nKoHa 3a npxse y [Iporapy, l'agy u Cpnckom Cserom Ilerpy y Pymy-

Hamymta Mopom u onnasu y Hosu Cap rie he y nmepuony of 15.
mapra fio 1. jyHa 1912. rofuHe y panmy ,IIPKBEHHX yTBapH  TProBlia
Jlyke AxcenTtujeBuha pagutu ukoHe. Te ToquHe ypaguo je 1 HKOHOCTAC
3a CpIICKY IIpaBoCIaBHY IIpKBY y CupHry. YOp3o ce ofnydyje a KpeHe
Ha IIKoloBame y MuHXeH rie ce 1913. rofuHe ynucyje Ha IPHIPeEM-
HHU Kypc 3a AKaJileMujy, a IOTOM U 3BaHUYHO NOCTaje cTyneHT KpambeB-
CKe aKajieMHuje JTHKOBHHX YMETHOCTH Ha LPTauKOM OficeKy Ipodeco-
pa B. Xakena, HCTOBpeMeHO ca CBOJUM CyHapojHHIHMa JKHBOpazom
HacracujesuheM, Bunkom I'enanom n ®@ununom Byukosuhem. Ty he

T Kycosan, Paxu pagosu Bace ITomopuwya. Lpiiexcu, ckuue, ciiyguje og
1914. go 1924, Haponuu mysej, Beorpag 1982, 4.
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ce CyCpecTH ca cellecHjoM Koja he Hamame Behum fenrom IpokuUMaTH
BEroBa Jiesla, IoCcedHO y TeXHBH 3a ,CTBapameM HOBOT HallHOHAIHOT
ctuna“’? Mehytum, bopaBak Ha MUHXEHCKO] AKaZleMHjH je Tpajao Kpart-
KO, caMo jefjaH cemecTap Tokom 1913. 1 1914. rofuHe, Kajja je 300r capa-
jeBckor aTeHTara npuHyheH na Hanmyctn Hemauky u BpaTu ce Kyhu rie
je 1Mo momacky ModuiIncaH y AycTpoyrapcky BojcKy. bes od3upa miTo je
IIOCTa0 BOJHUK AyCTpPOYyTpacKe BOjCKe, O[MaXx ce JeKIapucao Kao jyro-
CIIOBEHCKH HaIlHOHAIHCTa Te 300T CBOJUX CTaBOBa 3aBpIllaBa y 3aTBO-
py, a moToMm ra mnpedartyjy Ha ¢ppoHT y anunujy.’ Ycnesa fa nmoderse
y HoBeMOpY 1914. rofiiHe U IPHK/BYYH Ce pycKoj Bojciu. ITocie ocHu-
Bama CpIcKoT KodpoBosbayKkor ofpena (HoBembpa 1915), yBpinTeH je y
IErOB CacTaB, a 1Mo ocHuUBamwy U Cpricke nodbpoBokauke puBuswuje (16.
ampuia 1916) ca moM y cactaBy 47. pyckor Kopiryca y jeceH 1916.* yue-
cTByje y dopdama Ha [lodpyliu Ifie je WCTe TOUHE pameH Ofl CTpaHe
Oyrapcke Bojcke. HakoH pamaBama Je4ro ce U oropasibao y Jlazapery
MOCKOBCKOT [IBOpjaHCKOr KiIyDa,” a 110 H3/1aCKy OCTaje KpPaTKo [a KHUBH
y MockBu 1 iotoM oznasu y Opecy. 3a 1mokasaHy xpadpoct of Pycuje
je IpUMHO [1Ba OIJIUKOBamBa, jeflHO pyMyHCKO 1 Mezamy Musomia Odu-
nuha.’ Kao pekonBanecneHT y Pycuju he focta IjpraTi U yIosHaTH ce
ca PYyCKHM Cpe[jlbOBEKOBHHM CIHMKapcTBoM. HacTaje IIUKIyC IpTeka
Koje oDjaBibyje y pyCKHM HOBHHAMA, a yPaZifo je H HEKOIHKO ITOPTpeTa
y TEXHHUIH ysba Ha IUIaTHY. [loueTkom 1918. rofuHe, mocie onopaBkKa,
ca CprickoM 0OpOBO/BAYKOM IHBH3HJOM IIyTYyje Ipeko Cudupa, Mas-
ypuje, XoHrkonra, llejaona, Huanjckum okeanom, mpeko Cyena u
Anexcaszpuje Ha CoIyHCKH (PPOHT I7ie ce IPHAPYIKYje CPICKOj BOjCIIH
M CBOjUM Koserama cadoprimma JKusopany Hacracmjesmhy, Mutomry
l'onybosuhy, Muxaury Munosanosuhy, Berky CraHojeBuhy H, Bepo-
BaTHO APYTY ca cTyauja y Munxeny, Bunky I'erjany.” 30or mociepguia
pamaBama He Hjle BHILle Ha (DPOHT U [00Hja IpeKoMaHay y BpxosHy

2 B. B. Cyjuh, Baca ITomopuway, Kynrypuu nentap Beorpapma, Beorpapn
1970, 1.

S H. llyuna, Baca ITomopuway, Ilocedan orucax us Becrhuka Bojrol myseja,
op. 16, Beorpan 1970, 146.

4 o cBeflouelmy yMeTHHKOBOr cuHa ['oppana Ilomopummna y larepuju
Martuue cprcke, Hosu Caz, y centemdpy 2023. ronuse.

SH. Kycosar, nas. geno, 6.

SH. Iywna, Has. geno, 146.

7H. Kycosar, nas. geno, 6.
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Baca TTomopuiari (gecHo)
Kao CPIICKH T0OpOBOIbALL

y Pycuju, 1917.

Vasa Pomorisac (right-hand side)
as a Serbian military volunteer

in Russia, 1917

KOMaHZy, Ilie pafil Kao paTHH ciukap. Tana je HacTao HHUB3 I[pTeXa U
CUMOOIMYKHUX KOMITO3HIIHja BEBaHUX 3a PaT U CTpajiame CPIICKOT Hapo-
na. Y Bojcrm octaje fo 31. mapta 1919. ronuHe Kaj je 1eMOOMINCAH U
HacTaB/ba CTy[Hje CIUKapCTBa.

Behy jecen 1919. ronune onnasu y 3arped rze ce ynucyje y [lIkory
3a yMjeTHOCT U yMjeTHHYKHU 00pT, Koz mpodecopa Peppa Kopauesuha,
Pynonda Banpena u Jbyde bBaduha, rrie je mpoBeo jeman cemecTap, anu
y0Opso, Ha HaroBop Bajapa Dopha JoBaHoBmha, KacHUjer BelIUKOT MIpH-
jatema,® Beh y okTodpy 1919. nonasu y Beorpan u ymucyje ce Ha Tek
OTBOPeHy YMETHHYKO-3aHATCKY IIKOIy Kof mpodecopa Jbyde HBaHo-
Brha m Munana MunoBanoBrnha. Ca HBanoBnheM 0dmiasum MaHaCTH-
pe Crynenuny u Jbydoctumy u uspalyje npse Konuje ¢gpecaka. Hcre
TOflHEe yYeCcTBYje U Ha U3JI0KOH jyrOCI0BEeHCKUX yMeTHHUKA y [lapusy.
Beh cnenehe, 1920. ronune Hamymta Beorpan u myTyje Ka JloHIOHY,
anu ra dpuraHcke Bractu Bpahajy us JloBepa 300r HefjocTaTKa HOBIIA,
Ila ce IpUHYZAHO Hamao y bpuceny’ y KojeM je pafgno Kao (pupmornucarg
nia 01 0de30elH0 HOBAIL 3a HACTaBaK IIKOJI0Bama y JIOHIOHY.

Y eHIJIecKy IIpecTOHHILy cTHKe 1921. rofuHe W yIHCYyje IpUBAT-
Hy CIMKapcky mkory Cseror Maprura (St. Martin School of Arts)
Ha K0joj je cTyAupao y nepuony on ampuiaa 1921. no 12. anpuna 1922.
Crnenehe ropuse ynucyje 10HIOHCKY LleHTpanHy IIKOIY 38 yMETHOCT

? Tlo cBeflouemy yMeTHHKOBOI cuHa [oppana I[lomopummna y Tanepuju
Martune cpucke, Hosu Cag, y centemdpy 2023. roguse.



u sanare (Central School of Arts and Crafts) u ox okrodpa 1922. mo
jyHa 1924. Kao IpBU CPIICKU CIMKAap CIIelHjalnusyje ce Ha OfiCeKYy 3a
CIHKame Ha cTakiy. MelyTum, sxuBoT y JIoHI0HY HHje OHO JaK, IIa ce
cHanasuo pasehu pasmumunTe mociaoe. Y3 nomoh np Katapune Mek-
(en, Kojy je Kao nekapky modpososiia ymosHao y ComyHy (KacHuje
ocHmBaza feyvje dbonuuiie y beorpany n Cpemckoj Kamenuriu), 1odno je
penoBaH Iocao Kof HCTaKHYTOT Bajapa u mpodecopa lepsenTta Byna.
Y11ao je y Kpyr TaMOUIBUX CIHKapa X JbyOHUTeba YMETHOCTH KOJH Cy
y CBOjUM CTaHOBHMAa OpPraHHU30BAIU H3JI0JKOe, IPYKHO Ce ca HaIluM
OUIUIOMaTaMa, CIMKao MOPTPeTe U 110 IIPBHU IIyT Ce 0’KeHHOo EHrnecku-
HBOM IIIBajIjapCcKor mopekia. Hampasuo je gBa off yKYIIHO TPH Bajapcka
nena: Mmenamy Karapune Mexkdeunn u pesed Muonpara Mapkosuha,
Tpehe je Mepasa amepuukor LlopiiTayH yHUBep3uTeTa 3a JyroCIOBeH-
cke crypuje.”’ Y meto 1922. ronuHe U3pafHo je IeT Konuja ppecaka us
MaHacTHpa MaHacHje'' off KOjux cy TpH OTKyIUbeHe 3a BukTopmja u
Anbept myse] y Jlongony. I[Tox cHa>KHHM yTHIIajeM peHECAaHCHHX Hjieja
U KJIACHIUCTHYKHUX eJleMeHaTa KOjH ce Besyjy 3a yTHIa] Ipepadaennt-
CKOT CTHKapCTBa, 1924. rofuHe je HACIUKAO HEKa Off CBOjUX Haj3HAYAj-
HUjux jena, [lapucos cyg u Kaptiawe, 1 HamycTHo JIOHIOH.

Y jecen 1924. ronuHe ce BpaTHO y 3eMJby U 0f] 1925. rofjuHe )XUBH U
paznu y Beorpany, ca mpexkugom 1935-1939. kazia je dopasuo y Ilapusy.
To je pasnodbe y KojeM je 4ecTo W 3amakeHO H3Jarao, MHOTO CIHKAOo,
IIACao KPUTHKe, pafiio BUTpaske, pecke, WIycTpaliyje, HaI[pTe 3a HOB-
yaHHIle, IIpefjaBao I[pTame U CIUKambe Yy Pa3HUM IIIKOJaMa U 3aBpIINO
Kao mpogecop AkajieMuje TpUMeHeHNX YMeTHOCTH. [lo moBparaky us
Jlonnona 1924. ronuHe U3paiuo je HKOHe 3a CPICKYy IIpKBY y BoTomty,
a IIOTOM je HaCIHKao OJITapCKy KOMIO3uLHjy Baswecewe Bolopoguue
(1925) 3a pumokaToaruKy 1pkBy y Jamu Tomuhy. Ha oBuM pagoBuma
IIpeTo3Hajy ce KOMIIPOMHCHA pelllera Ha OCHOBaMa Hjieja mpepadae-
JIUTa Koje Cy OCBeKeHe YTHIlajeM CHMOOIN3Ma U CellecHje.

Toguny 1927. odenexxuhe mweroso yuyemthe y ocHUBamYy [lpyiiTsa
yMeTHHKa 3orpad 3ajento ca Kusopagom Hacracujesuhem u Hnujom
Konaposuhem, Cramrom Benoxanckum, Pagmunom Munojkosuh, Ce-
tonukoM JlykuheM, Jocunom Ilapem, 3npaBkom Cexkynuhem u apxu-
tekrama Bpanuciasom Kojuhem u Bormanom Hecroposuhem. Hhruxos
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IIporpam 3acHOBaH je Ha HJejH Jla YMETHOCT OyZe HacTaBaK CPIICKe
CpeNmBOBEKOBHE YMETHOCTH M TpafiUIlyje, a HUKAaKo oficjaj Tyhe ,3amaj-
Bauke yMeTHOCTH . HeKolnKo YMHHIAIA YCIOBUIIO je CTBapame Ipy-
IIe: CBe jaud MPOJOp CaBpeMEeHHX YMETHHUKHX TeH/eHIlHja ca 3araja,
OCHHUBame HampejHe rpyne ,00auk”, II mel)yHapogHH BH3aHTOJIOLIKH
KoHrpec y Beorpany, anu u cama CKIOHOCT YMeTHHKA, YJIaHOBA Tpy-
ne. [Tomopunar je, nenyjyhu yHyTap rpyie, cBoj yYMeTHHUKH (DOKYC ca
peHecaHce YyCMepHO IIpeMa CPIICKOM CPeJji0BEKOBHOM CIHKapCTBY U
CTBapao y NyOOKHM yBepemHMa U BeJIUKOj HHCIIUPAIH)H KOjy je Hajla-
3HO0 y COTICTBEHO] 3eMJbH, IIPOTUBHO I11aDJOHCKOM ITOHAIIIaky BHI)EeHOT
y BEJTMKHM I[eHTpHMa.'? Y IIPUIOT TOMe TOBOPH pellpe3eHTaTHBHO elI0
sorpadckor nepuopa Aywoaopipe ca tanewom (1932). Tlopen ayTo-
IopTepeTa y TOM MEPHOAY HACIHKAo je OpojHEe KIACHIIUCTHYKE IOP-
TpeTe U U3Y3eTHY PEIUTHO3HY KOMIIO3HIH]Y Hckywerwe ceettiol AHIUO-
Huja (1927). Hako he mouyeTkoM nBajeceTHx rofuHa, momyT Bujemwha,
Panosuha u [leTpoBa, HAKPATKO eKCIIEPUMEHTHCATH Ca allCTPaKIIHjoM,
BHZIJBHBO je 1a he ce ydOp3o BpaTUTH eKCIpecHOHU3MY 00je U TOBPaTH-
TH JIMHH]Y Y CIHKY. [JpymiTBo ymeTHHKa 3orpad ce 1940. ronuHe pac-
najno, a HajBehu Opoj wiaHoBa Ipelao je y rpymy ,Jlaga“, mehy muma
u ITomopuiar,

Toxom ueTBpTe femenuje XX BeKa U aKTHBHOT yMETHHUYKOT fleJI0-
Bama y KpameBuHm JyrocmaBuju HampaBuhe jeqHy 3HauYajHy yMeT-
HUUYKY elM30[y CBOJUM ojinackoM y [lapus, HemocpefHoO Iocie IpH-
BpeMeHOT IeflaroIIKor pasia Kaja je on 1929/1930. roguHe npenaBao
I[pTame y YMeTHHUKO] IIKonu, samemyjyhu Bery Bykanosuh. ITocie
Kpatkor dopaska y IlIBajiapckoj 1933, y mpecTOHHUILy CBETCKE yMeT-
HocTH cTiKe 1935. ronuHe. Ty he manaratu ca CprcKUM CIHKapuMma U
opranusoBaTH 1937. ronuHe IpBY caMOCTaIHy HU310k0y y ['anepuju e
Hugo (Galerie le Niveau). TokoM meroBor dopaBka ofpikaHa je | IpBa
3ajeJHUYKA H3JI0JKOA jyTOCIOBEHCKHUX YMEeTHHKa Koju >kuBe y Ilapu-
3y, y Tanepuju I[Tapusa (Galerie de Paris) Ha Kojoj je, mamely ocra-
sior, uanoxuo noprpere Ciwianoje Cumuh (1936) n Ymewinukosa khu
(Jacmunka ITomopuway, 1938), kao u Aywouoptpeiu (1938). Crnenehe

123K Tosmenosuh, ,[lojaBa "3orpaca’ y CpIICKOj HCTOPH]H YMETHOCTH, Y:
Lpywitiso ymetinuxa 3oipag, Mysej pyJHHYKO-TAKOBCKOT Kpaja, ['opmu Mwuna-
HoBarg 2011/2012, 31.

13 Mo mremenom CBemoveny yMeTHHKOBOT cuHa ['oprana [Tomopurma (Tare-
puja Marure cpricke, Hosu Cap).



rofiiHe yJecTBYje Ha U3I0KOH ,JKeHa KakKo je BHIe CIHKAapU” ofiprKa-
Hoj y ['anepuju e Huso, rne noduja cpedpry menasmy Ilapuckor casuo-
Ha 3a nmoptpeT Munarke Bacumes. HacTaBba HHTEH3UBHO [la U3JIaKe H
1939. ronuHe yyecTBYyje Ha HM3JI0KOU y mapHckoj [amepuju caBpemeHe
ymerHoctr (Galerie Contemporaine) u fpyroj sajemHUYKOj H3T0KOH
jyrocioBeHckux ymeTHHKa y Ilapusy Koja je moTom ImpeHeTa y Xar.
[Topepn Xara, Jlongnona u Ilapusa nsnarao je y bupmunremy, /ladbnumy,
Bapcenonn,' Bpuceny u Poreppamy, a XonaHgcKa yMeTHAYKA KPUTHKA
HajJTerIIIIe MHIIe 0 BeMy, HAPOUNTO 0 ciunn Aywouopiuped (1938) Kojy
je orkymnHo mysej y Xary."”” MHoru ¢paHITyCKH, OEITHjCKH U eHIJIeCKU
JTHCTOBH nHcahe yMeTHHYKe OCBpPTE O HeroBOM CTBapanamTsy. [Ipeu
je unanax u3 1932. Kaza je mo3HaTu denrujcku JHeBHU nUCT La Flandar
Liberal mopen octaisor odjaBuo aa

~[loMopHian y cBoMm Aywiotoptipeiity TOTBphyje KBaIHTeTe
IIPBOT pefia, ia Ce Kof| ’hera mpuMehyje yTHIlaj H3BeCHUX PYCKHX CIIH-
Kapa, 7ia je BpJIo 0djeKTHBaH y TBpAohH B cyXxohH KIACHYHOT CIHKama
U Jla ce KpO3 TO y3[[Ke [0 BUCOKOT pefia jeHOT Beaukor Exrpa.*'

Xarmku qucT Resiedenti bode 1939. ronuHe oliemyje BeroBe U3I0KeHe
CIHKapCcKe pafioBe H HCTHYE /la Cy OHU BPJO ,AHT€PECAHTHH Ca IICHXO-
JolIKe Tauke rieguinTa“. [lomopuInal je Mo KpUTHYapy Tora JIHCTA,
JKeba W Hajla HaIIMX jaHa. McTumuyhw meroB cmmcao 3a BHOpPAHT-
Hy (dopMy, KOjEMa Cy IIpOKeTa Hberoba CIUKapcKa fela, TUCT 0BaKO

3aKJpyuvyje:

»MH OBJle HCTO TaKO HAJIA3UMO Of] TOT TAJTEHTOBAHOT M HCTaK-
HYTOT CIHKapa jefjaH Iejsaxk peke, jenas yrao Cere...""”

L HaIllH CTPpYYHH KPUTHYAPH BHCOKO CY OLICHHBAIN HEroB
YMeTHHYKH pafi. OHU Cy HCTHLIAIH KO, Hera, IIpe CBera jaCHy TeXXIby
Ia Ha 0asy 3aHATCKOT ycaBpIlaBama I[pTeka, (popme, KOIOPHUTA,
YHCTO JIHKOBHHUM CPEACTBHMA, 3Ha [a IIpUKa)ke IIpupoay, ald He

4 1o CBeflouelmy yMeTHHKoBor cuHa ['oppana Ilomopummna y larepuju
Martune cpucke, Hosu Caz, y cenremdpy 2023. ronuse.

15 M. TI. Josanogwuh, ,Baca ITomopuiman H31axe y HaIlleM cpesy Yy APYIITBY
ca Bajapom Hujom Konapesuh®, Hosu tyi, CBeTosapeso, 28. 3. 1959.

18 1. J., La Vie artstique & Bruxelles. Art Yugoslave contemporain, La Flandre
Libérale, Gan, 17. XII 1932.

17-¢., Ipen CIMKapCKy H31I0KOy CcTpaHa KpUTHKa o pasy Bace Ilomo-
pumna’®, 3perwarun, 3pemanus, 13. 3. 1954.

CpedpHa Mefiaba YIpysKema
(ppaHIyCKHX yMeTHHKA
nopemena Bacu [Tomopuiy
1938. rogune y Ilapusy

Silver Medal of the Association
of French Artists awarded to
Vasa PomoriSac in Paris, 1938
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Baca ITomopumar
Burpax y xory srpage
Aepo-kiyda y Beorpany

Stained-glass window
in the lobby of the
Aeroclub building in
Belgrade
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OHAKO Kako je BuheHa, HeTo kKako je mpoocehana. Lprex je y [Tomo-
PHIITYEBOM JIeTy 110 BUMa [JOMHHAHTAH eJTeMeHT.

Hakon oBor puHamuyHor nepuopa y Ilapusy m Esponu Bpaha
ce y Beorpan u 1940. roguse 1o pacnany [pymTsa ymeTHHKA 3orpad
nocraje wiaH ,Jlage®. /Ise ronuHe KacHHje, 1942. IMeHOBaH je 3a IPO-
(becopa Ha AKafleMHjH JTHKOBHUX yMeTHOCTH y Beorpany, a o 1944. je
wran YJIYC-a. Ha mosus I'pagckor myseja y Ilerposrpany (3pemaHuH)
1945. rofvHe TIOUMBeE f1a paii Kao capafiHUK Ha BaIlITHUTH KYJITYpPHHUX
modapa M BOJY IPaJICKU CIMKAPCKU Tevaj, e ce YYHIo IpTame U CIH-
Kame ,II0 THUIICY W JKHBOM MOflelly, akT, MpTBa Ipupofa U mej3ax"."”
[Tocturao je u BUAHE pesynTaTe y BUTPaKy. JoIl Kao CTyfeHT y JIoH-
noHy uspasauo je crakio Ceewtiu Bophe 3a Koje je moduo Harpangy.” Y
MelhypaTHOM IlepHOfly HAIpaBHO je 3HauYajHe [leKopallhje BUTpaXKH-
ma Jlegan u Hrap y Aepoxiydy, Becilianka 3a YMeTHHUYKH NaBUbOH
LBHujera 3ysopuh®, ITapucos cyg 3a Buny [lanuha u Mysuka 3a BHILY
azBokata Henemkosuha y Beorpany. 'onune 1947. noduja nopynouny
Ila OCIIMKa JleceT BUTpaka ca MOTHBHMa M3 Dopde, 0OHOBe M H3Tpaj-
e 3a cBevany cany [Ipesunujyma (CkyninrraHa rpajga Beorpaza), 1948.
3a BUTPaXX y JyroclIOBeHCKOM IaBH/bOHY Ha H3JI0KO0M MHHHCTapCTBa
rpaheBrHapcTBa y Hamupy — Typcka, a 1956. u mopyliduHy IlecHaecT
BUTpaka 3a Xoten ,Merponon“?' [Topen Butpaxka [lomopuinar he 3Ha-
YajaH NOIPHHOC OCTBAPUTH Ha I10JbY WIyCTpallfje y KibHrama HapojHe
noesuje — usname Haponue kiwure (1956), anu U y HIYyCTPOBaby KHHTa
3a felty.

On 1950. mounme fja paju Kao BaHpenHH mpodecop Ha AKaje-
MHjH IpUMelmeHuX yMeTHOCTH Y Beorpany. [Tpupenuhe npy petpo-
CIIeKTHBHY H310K0y 1953. rofuHe y YMeTHHUKOM TaBUBOHY ,llBHjeTa
3ysopuh“y Beorpany.

Ymupe 9. centemdpa 1961. rogune y Beorpany.

18 Hewo.

¥y Apaban, Baca [Tomopuway, — og wipaguyuje go mogepre, Haponau
My3ej 3pemaHuH, 3pemanus 2018, 42.

20 Jp. Crojanosuh, Baca [Tomopuway, 1893-1961. PetipoclieKUBHA U3TO-
wba 1907-1961, Mysej caBpemeHe ymeTHOoCTH, Beorpan 1986, 17.

2! o nucmenom CBefloyey YMeTHHKOBOr cuHa ['opmana I[lomopumima
(Tanepuja Marune cpricke, HoBu Capn). [JaHac je cauyBaH jefiaH KOjH ce HaJIasH Ha
(bacapu Xorena ,Metpomnon” Ha ByneBapy Kpasa Anexcannpa.
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HTtruHepepu cnrKapeBOT MOZIEPHOT TOTIefa
Itineraries of the painter’s modern point of view

CreBaH Anexcuh

Cuiyguja mywxapua (Baca Iomopuwau)
yibe Ha IaTHy, 112 X 59 cm

Konexnuja 'oppana [Tomopurina

Stevan Aleksi¢

Study of a Man (Vasa Pomorisac)
oil on canvas, 112 X 59 cm

Gordan Pomorisac Collection
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CreBaH Anexcuh

Becenu banahanu

(Quxa IMukyna u Baca [Tomopuwau,), 1914.
yibe Ha miaTHy, 80 X 60,5 cm

Tanepuja MaTwuie cpricke

Stevan Aleksic¢

Happy Banat People

(Uncle Pikula and Vasa Pomorisac), 1914
oil on canvas, 80 x 60.5 cm

The Gallery of Matica Srpska



Aytotioppei, 1909.
0JI0BKa Ha mamupy, 12 X 9,5 cm
Konexmuja 'opnana Ilomopumina

Self-portrait, 1909
pencil on paper, 12 X 9.5 cm
Gordan Pomorisac Collection
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Baca ITomopwumar

Crnasko 'mrmh

Cesetiu Bophe youja argajy
1909.

yibe Ha miatHy, 80 X 55 cm
Haponun mysej [TaryeBo

Vasa Pomorisac

Slavko Gigi¢

Saint George Killing

the Dragon, 1909

oil on canvas, 80 X 55 cm
National Museum in Pancevo
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Baca ITomopwumiar
CnaBko ['uruh

Ceewuu Hirnawuiuje botonocau, 1909.

yJbe Ha IIaTHy, 123,5 X 65,5 cm
Tanepuja Marune cprcke

Vasa Pomorisac

Slavko Gigic¢

Saint Ignatius of Antioch, 1909
oil on canvas, 123.5 X 65.5 cm

The Gallery of Matica Srpska
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Cruua [paiomup Yaduh
(Bojuuk ca wy6apom), 1910.
0JI0OBKa Ha mamupy, 13 X 8,5 cm
Konexnuja ['opnana [Tomopurina

Sketch of Dragomir Capié

(Soldier with Traditional Serbian Cap), 1910
pencil on paper, 13 X 8.5 cm

Gordan Pomorisac Collection

Cuyguja komwa, 1911.
0II0BKa Ha mamupy, 13 X 11,6 cm
KonexnujaToprana ITomopumina

Study of a Horse, 1911
pencil on paper, 13 X 11.6 cm
Gordan Pomorisac Collection



Cuyguja gewiewia, 1910.
TyIl Ha manupy, 8 X 7,3 cm
KonexnujaTopranaIlomopuinma

Study of a Child, 1910
india ink on paper, 8 X 7.3 cm
Gordan Pomorisac Collection
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Ciyguja tokpetia, 1914.
0JI0BKa Ha mamupy, 18,7 X 10 cm
Konexmuja T'oprana Ilomoprmina

Study of a Motion, 1914
pencil on paper, 18.7 x 10 cm
Gordan Pomorisac Collection



Cwwojehu mywxu axat, 1914.
OJIOBKa W Kpefia Ha nmanupy, 50,5 X 27 cm
Konexnuja 'opgrana [Tomopumina

Standing Male Nude, 1914
pencil and chalk on paper, 50.5 x 27 cm
Gordan Pomorisac Collection
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Cegehu axd, 1914.
OJIOBKa W Kpefla Ha manupy, 52 X 30 cm
Koneknuja Bojana ITomopuima

Sitting Nude, 1914
pencil and chalk on paper, 52 x 30 cm
Bojan Pomorisac Collection



Mywrku axi@ ca 6pagom, 1917.
IpBeHa OJI0BKa Ha mamupy, 45 X 34 cm
Konexnuja Bojana [Tomopumina

Male Nude with a Beard, 1917
red pencil on paper, 45 X 34 cm
Bojan Pomorisac Collection

Mywxu axt ¢ neha, 1920.
0JI0BKa Ha mamnupy, 39,8 X 29,8 cm
Konexnuja Bojana [Tomopumina

Male Nude from the Back, 1920
pencil on paper, 39.8 X 29.8 cm
Bojan Pomorisac Collection
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Bpka ca wewupom, 1914.
OJIOBKa Ha Tamupy, 38 X 28 cm
Konexnuja 'oppana [Tomopuriia

Mustache Man with a Hat, 1914
pencil on paper, 38 X 28 cm
Gordan Pomorisac Collection



Cumbonuuna komiosuuuja, 1914.
OJIOBKa W Temmepa, 17,8 X 21,8 cm
Bojuu mysej Cpouje

Symbolic Composition, 1914
pencil and tempera, 17.8 X 21.8 cm
Military Museum of Serbia
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Yexcrwa, 1918.
akBapels Ha nmanupy, 19,5 X 31 cm
ITprBaTHA KOTEKIHja

Longing, 1918
watercolor on paper, 19.5 X 31 cm
Private Collection



Aneiopuja cmptiu, 1918.
axkBapeJl Ha nmanupy, 19,5 X 31 cm
ITpuBaTHA KOIEKIIHja

Alegory of Death, 1918
watercolor on paper, 19.5 x 31 cm
Private Collection
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O Boxe, bosce, 1918.
akBapels Ha nanupy, 23 X 30 cm
Konexmuja I'oprana ITomopuimma

Oh God, Oh God, 1918
watercolor on paper, 23 X 30 cm
Gordan Pomorisac Collection



Ob6ana cmpiiu, 1918.
OJIOBKA U OJIOBKA Y boju Ha nanupy, 26,8 x 33,8 cm
Bojru mysej Cpouje

The Coast of Death, 1918
pencil and colored pencil on paper, 26.8 x 33.8 cm
Military Museum of Serbia
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Yerxwa 3a otwaybunom, 1918.
yibe Ha IaTHy, 28 X 34 cm
Bojuu mysej Cpouje

Longing for Homeland, 1918
oil on canvas, 28 X 34 cm
Military Museum of Serbia



Tenia, 1918.
0JI0BKa Ha manupy, 10,4 X 16,8 cm
Bojuu mysej Cpouje

Tenga, 1918
pencil on paper, 10.4 X 16.8 cm
Military Museum of Serbia
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Lopoba, 1918.
OJIOBKa Ha manupy, 14 X 32,5 cm
Konexnuja Bojana [Tomopurmina

The Combat, 1918
pencil on paper, 14 X 32.5 cm
Bojan Pomorisac Collection

Anekcangpuja, 1918.

nucr 17 u3 Cxunendmoka I

OJIOBKA Ha TaNupy, IIaTHEH! 1T0Be3
10,5 X 17 cm

Bojuu mysej Cpduje

Alexandria, 1918

Page 17 from the Sketch Pad I
pencil on paper, canvas binding
10.5 X 17 cm

Military Museum of Serbia

ITejzaor, 1918.

suct 24 u3 Crurendinoka 11

OJIOBKA Ha IaNupy, IIaTHEH! 1T0Be3
10,5 X 17 cm

Bojuu mysej Cpouje

Landscape, 1918

Page 24 from the Sketch Pad IT
with twenty-eight pages

pencil on paper, canvas binding
10.5 X 17 cm

Military Museum of Serbia
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I'nasa gesojxe, 1920.
yJbe Ha IIIepIuiovy, 31,4 X 23,2 cm
Konexnuja 'opgana [Tomopumina

The Head of a Girl, 1920
oil on plywood, 31.4 X 23.2 cm
Gordan Pomorisac Collection
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Ilopwpeiw mnage rneme, 1922.
0JI0BKa Ha manupy, 20 X 26,5 cm
Koneknuja Bojana [Tomopurna

Portrait of a Young Woman, 1922
pencil on paper, 20 X 26.5 cm
Bojan Pomorisac Collection
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Cruua 3a inakai (?) 3a
otnawasarse yuiapewa, 1930-e
akBapeJ Ha manupy, 11 X 10 cm
Mysej npuMermeHe yMETHOCTH

Sketch for a poster advertising
cigarettes, 1930s

watercolor on paper, 11 X 10 cm
Museum of Applied Art

98

Ckuua 3a anaxai

Jbes oua u majke®, 1919.
akBapeln Ha nanupy, 15 X 8,4 cm
Mysej npumemneHe YMETHOCTH

Sketch for the poster

“Without Father or Mother”, 1919
watercolor on paper, 15 X 8.4 cm
Museum of Applied Art



Hnycwupauuje sa noHgoxcke
HoeuHe, Jlormon, 1921.

TyIII Ha rmanupy, 23 X 16 cm
Mysej mpuMemeHe yMeTHOCTH

Tllustration for a London
newspaper, London, 1921
India ink on paper, 23 X 16 cm
Museum of Applied Art

Hnycwupauuja sa nongoucke
HoesuHe, JloamoH, 1921.

TyII Ha Manupy, 16 X 23 cm
Mysej mpEMemeHe yMeTHOCTH

Tllustration for a London
newspaper, London, 1921
India ink on paper, 16 X 23 cm
Museum of Applied Art
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Yoeexk uge (Kopauu), 1921.
yJbe Ha mamupy, 36 X 17 cm
Myszej caBpemene ymeTHOCTH, Beorpan

Man Walks (Footsteps), 1921
oil on paper, 36 x 17 cm
Museum of Contemporary Art, Belgrade



Aucwipaxiwina komiuosuuuja (banew jaiumwes), 1921.
akBapes Ha nanupy, 16 X 14 cm
Mysej caBpemene ymeTHOCTH, Beorpan

Abstract Composition (Ballet Diaghilev), 1921
watercolor on paper, 16 X 14 cm
Museum of Contemporary Art, Belgrade
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Jyuwipo, 1921.
yJbe Ha KapToHy, 17 X 27 cm
Mysej caBpemene ymeTHOCTH, Beorpay

Morning, 1921
oil on carboard, 17 X 27 cm
Museum of Contemporary Art, Belgrade



£ = Ej—

Mama atictipakt@na Komuosuuuja —
IIpegeo, 1922.

axBapel Ha manupy, 15 X 10,5 cm

Mysej caBpeMeHe ymeTHOCTH, Beorpap

Little Abstract Composition —
Landscape, 1922

watercolor on paper, 15 X 10.5 cm
Museum of Contemporary Art, Belgrade
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Kapmawu, 1924.
yibe Ha miaaTHy, 101 X 111 cm
Mysej caBpemene ymerHocTH, beorpap

Cardplayers, 1924
oil on canvas, 101 X 111 cm
Museum of Contemporary Art, Belgrade







Mpiiea Gpupoga ca jabykama y 3genu, 60kaniom u WKaHUHOM, 1926.
yibe Ha KapToHy, 30 X 42,2 cm
Konexnuja Bykuyesuh

Still life with Apples in a Bowl, a Jug and a Cloth, 1926
oil on cardboard, 30 X 42.2 cm
Vukicevi¢ Collection
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Hesen ugehe, 1927.
yibe Ha IIaTHy, 42 X 35 cm
Tanepuja MaTuue cpricke

Marigold Flowers, 1927
oil on canvas, 42 X 35 cm
The Gallery of Matica Srpska

ITsehe, 1932.
yibe Ha IjIaTHy, 64,7 X 50 cm
Hapopuu mysej [TanueBo

Flowers, 1932
oil on canvas, 64.7 X 50 cm
National Museum in Pancevo
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I'naguone, 1937.
yibe Ha IIaTHy, 92 X 75,5 cm
Mysej caBpeMeHe ymeTHOCTH, Beorpan

Gladiolus, 1937
oil on canvas, 92 X 75.5 cm
Museum of Contemporary Art, Begrade



Mpwea apupoga, 1933.
yibe Ha IIaTHy, 60 X 47 cm
Hapopau mysej Cpduje

Still life, 1933
oil on canvas, 60 X 47 cm
National Museum of Serbia
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Ilapus, 1934.
OJI0OBKA Ha mamupy, 25,5 X 31,5 cm
ITpuBaTHa KOJeKIIHja

Paris, 1934
pencil on paper, 25.5 x 31.5 cm
Private Collection



Buma, 1932.

yibe Ha miaTHy, 40 X 50 cm
Konexnwuja I'Bosnena [Tepkosuha

Winter, 1932
oil on canvas, 40 x 50 cm
Gvozden Perkovi¢ Collection
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Cug ([Tosopuwite Ogeon), 1937.
yibe Ha IJIaTHY, 54 X 65 cm
ITpuBaTHA KONEKIHja

Le Cid (Odeon Theater), 1937
oil on canvas, 54 X 65 cm
Private Collection







114

Ilpegeo us Ilapusa, 1938.
yJbe Ha IIaTHy, 47 X 33 cm
Haponuu mysej Cpouje

View of Paris Street, 1938
oil on canvas, 47 X 33 cm
National Museum of Serbia



Kuwa, 1938.

yibe Ha IJIaTHy, 49 X 59,5 cm
Konexmuja CumoHe 1 Bykammuaa Yynmha

Rain, 1938
oil on canvas, 49 X 59.5 cm
Simona and Vukasin Cupi¢ Collection
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Mywru axiu y doxpeiny, 1936.
LpBEHa 0JI0BKa Ha mamupy, 18,6 X 26,2 cm
Konexknuja Bojana [Tomopurma

Male Nude in Motion, 1936
red pencil on paper, 18.6 X 26.2 cm
Bojan Pomorisac Collection

AT W) g

Cuyguja uosexa, 1937.
TYIII Ha Iamupy, 8 X 7,3 cm
Konexnwuja 'oppana [Tomopumina

Study of a Man, 1937
india ink on paper, 8 X 7.3 cm
Gordan Pomorisac Collection



Epmuxa ITomopuran pol). BeparyT
Ymewnux ogmapa, 1939.

OJIOBKa W akBapes Ha mamupy, 18,5 X 27,5 cm
Koneknuja I'oppana [Tomopumina

Erica Pomorisac, born Veraguth

Artist Resting, 1939

pencil and watercolor on paper, 18.5 X 27.5 cm
Gordan Pomorisac Collection
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Coba y atmmiemey, 1939.
yibe Ha IJIaTHy, 35 X 27 cm
Konexnuja 'opgana [Tomopumina

A Room in the Atelier, 1939
oil on canvas, 35 X 27 cm
Gordan Pomorisac Collection



H3 maoje cobe I, 1941.
yibe Ha IJIaTHy, 46 X 38 cm
Konexnuja 'opgana [Tomopumina

From My Room I, 1941
oil on canvas, 46 X 38 cm
Gordan Pomorisac Collection
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beoipagcra ynuua, 1937.
yJbe Ha IIIaTHy, 71 X 59 cm
Konexnuja 3natudopa XajouHa

Belgrade Street, 1937
oil on canvas, 71 X 59 cm
Zlatibor Hajdin Collection



Ynuua Maxcuma I'opkot y Beoipagy, 1949.
yibe Ha miatHy, 80 X 59 cm
YMmerHruka ranepyja Hanexna ITerposuh”, Jauak

Maksim Gorki Street in Belgrade, 1949
oil on canvas, 80 X 59 cm
Art Gallery “Nadezda Petrovic¢”, Cacak
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Jywipo na lynasy, 1946.
yibe Ha miaTHy, 43,1 X 53,2 cm
Tanepuja Marune cprcke

Morning on the Danube, 1946
oil on canvas, 43.1 X 53.2 cm
The Gallery of Matica Srpska
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Ca tpucmianuwimia y Pujeuu, 1949.
yJbe Ha JJECOHHTY, 38 X 55 cm
Tanepuja Matune cprcke

From the Pier in Rijeka, 1949
oil on hardboard, 38 x 55 cm
The Gallery of Matica Srpska
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T'umnasuja y Tpebumwy, 1953.
yJbe Ha IIaTHy, 55,7 X 38 cm
Koneknuja Byknuesrh

Gymnasium in Trebinje, 1953
oil on canvas, 55.7 X 38 cm
Vukicevié¢ Collection



Ha 6anxony, 1956.
y7be Ha IIIepIuIoyy, 78,3 X 54,3 cm
Konexnuja Bojana [Tomopura

On the Balcony, 1956
oil on plywood, 78.3 X 54.3 cm
Bojan Pomorisac Collection
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I'pomaue, 1959.
yJbe Ha JIECOHHTY, 46 X 65 cm
Koneknuja 'oppana [Tomopura

Drystone Walls, 1959
oil on hardboard, 46 X 65 cm
Gordan Pomorisac Collection
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Maptaurnwhuua, 1959.
yibe Ha ImIaTHy, 50 X 71,5 cm
B Pemydnnuku doup [THO, dunujana 3pemaHuH

Martinscica, 1959

oil on canvas, 50 X 71.5 cm

The Pension and Disability Insurance Fund of the
Republic of Serbia, Branch Office Zrenjanin



3anue y Mapiaurnwhuuu, 1960.
y7be Ha KapToHy, 55 X 73 cm
Haponuu mysej 3pewanux

Bay in Martinséica, 1960
oil on cardboard, 55 X 73 cm
National Museum in Zrenjanin
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[Toprpetn rpahancke xiace
Portraits of the bourgeoisie

Kencku tioptapetut, 1926.
yJbe Ha IJIaTHy, 62 X 50 cm
Haponuu mysej Cpduje

Portrait of a Woman, 1926
oil on canvas, 62 X 50 cm
National Museum of Serbia
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Iopiwipeiwi 3gpasxa Cexynuha, 1926.
yibe Ha IIaTHy, 48,5 X 40,5 cm
Hapopau mysej Cpouje

Portrait of Zdravko Sekulic, 1926
oil on canvas, 48.5 X 40.5 cm
National Museum of Serbia

131



132

Iopwipetwi Muogpaia Maprosuha
yJbe Ha KapToHy, 38,5 X 26,5 cm
Hapopuu mysej IToxxapesaig

Portrait of Miodrag Markovié¢
oil on cardboard, 38.5 X 26.5 cm
National Museum in Pozarevac



Iopwipewi gp M. Bacuh, 1928.
yibe Ha IIaTHy, 95 x 70,5 cm
Mysej caBpemeHe yMeTHOCTH, Beorpay

Portrait of Dr. M. Vasic, 1928
oil on canvas, 95 x 70.5 cm
Museum of Contemporary Art, Belgrade
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Apxuinexiwa Munan IlInant, 1932.
yJbe Ha IJIaTHy, 65 X 94 cm
Hapoguu mysej Cmenepescka Ilananka

Architect Milan Slang, 1932
oil on canvas, 65 X 94 cm
National Museum in Smederevska Palanka



Munanka Bacumwes, 1936.
yJbe Ha Jlaciy, 54,5 X 45,5 cm
Hapopgau Mysej 3pemaHHH

Milanka Vasiljev, 1936
oil on wood board, 54.5 X 45.5 cm
National Museum in Zrenjanin
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Amnbenuja Illehepos, 1933.
yibe Ha IIaTHy, 85 X 65 cm
Tanepuja MaTu1e cprcke

Andelija Secerov, 1933
oil on canvas, 85 X 65 cm
The Gallery of Matica Srpska



Kena y enttiepujepy, 1939.
yJbe Ha IJIaTHy, 78,5 X 54 cm
Tanepuja Matune cprcke

Woman in the Interior, 1939
oil on canvas, 78.5 X 54 cm
The Gallery of Matica Srpska
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Jacmunra Ilomopuwau, 1935.
yibe Ha IIJIaTHy, 54 X 43 cm
Konexnuja l'oprana ITomopwuia

Jasminka Pomorisac, 1935
oil on canvas, 54 X 43 cm
Gordan Pomorisac Collection



Jacmunra Ilomopuwau, 1938.
yibe Ha IIaTHy, 92,5 X 65,4 cm
lanepuja Matuie cprcke

Jasminka Pomorisac, 1938
oil on canvas, 92.5 X 65.4 cm
The Gallery of Matica Srpska
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Jacmunka boxcun, 1935.
yJbe Ha IIJIaTHy, 38 X 33 cm
lanepuja Matu1ie cprcke

Jasminka BoZin, 1935
oil on canvas, 38 X 33 cm
The Gallery of Matica Srpska



Hean Boycun, 1935.

yJbe Ha IIIaTHy, 38,5 X 33 cm
Taneprja Maruie cpIcke

Ivan Bozin, 1935
oil on canvas, 38.5 X 33 cm
The Gallery of Matica Srpska
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A p Hnse Boxcun, 1941.
yJbe Ha KapToHy, 55 X 46 cm
lanepuja Marune cprcke

Dr Ilse BoZin, 1941
oil on cardboard, 55 X 46 cm
The Gallery of Matica Srpska



Ap Teogop Bosxcun, 1941.
yJbe Ha KapToHy, 55 X 45,5 cm
lanepuja Maruie cprcke

Dr Teodor Bozin, 1941
oil on cardboard, 55 X 45.5 cm
The Gallery of Matica Srpska
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bojan ITomopuwat, oko 1950.
yJbe Ha IIJIaTHY, 28,5 X 24 cm
Konexmuja Bojara ITomopumna

Bojan Pomorisac, around 1950
oil on canvas, 28.5 X 24 cm
Bojan Pomorisac Collection

144

Topgan Ilomopuwau, 1951.
y/b€ Ha KapToHy, 27 X 22,5 cm
Konexnuja l'oppana ITomopumina

Gordan Pomorisac, 1951
oil on cardboard, 27 x 22.5 cm
Gordan Pomorisac Collection



Cmumnka I'pouh ITomopuwau, 1941.
yJbe Ha JIECOHUTY, 42,7 X 37,6 cm
Komnexmuja 'oprara ITomopurima

Smiljka Grbi¢ Pomorisac, 1941
oil on hardboard, 42.7 X 37.6 cm
Gordan Pomorisac Collection
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Benusap I'ohesau, tujanuciia, 1941.
yibe Ha JJECOHHTY, 85 X 65 cm
Tanepuja MaTuue cprcke

Velizar Godevac, pianist, 1941
oil on hardboard, 85 x 65 cm
The Gallery of Matica Srpska



Mnagu Josan Xpuciwiuh, 1948.
yJbe Ha IIaTHy, 38,7 X 46,5 cm
Tanepuja MaTuue cpricke

Young Jovan Hristic, 1948
oil on canvas, 38.7 X 46.5 cm
The Gallery of Matica Srpska
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Pictor doctus

Aywmiotiopipetu, 1919.
yJbe Ha KapToHy, 23,5 X 17,7 cm
Konexmuja l'oppana [Tomopurmia

Self-portrait, 1919
oil on cardboard, 23.5 X 17.7 cm
Gordan Pomorisac Collection
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Aytmotiopitipeii ca (ppanuyckom katom, 1919-1920.
yJbe Ha KapToHy, 44,5 X 33,5 cm
Tanepuja MaTuie cpricke

Self-portrait with French Beret, 1919-1920
oil on cardboard, 44.5 x 33.5 cm
The Gallery of Matica Srpska
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Aywmiotiopiipet, 1919.
0JI0BKa Ha manupy, 19,1 X 14 cm
Konexnuja Bojana [Tomopuria

Self-portrait, 1919
pencil on paper, 19.1 X 14 cm
Bojan Pomorisac Collection

Aywiotiopuipew 11,1922/1923.
0JI0BKa Ha manupy, 20,4 X 13,7 cm
Konexnuja Bojana [Tomopuria

Self-portrait 11, 1922/1923
pencil on paper, 20.4 x 13.7 cm
Bojan Pomorisac Collection



Aytouopuupein, 1919.
yJbe Ha KapToHy, 25,5 X 30 cm
Konexknuja l'opnana [Tomopuiina

Self-portrait, 1919
oil on cardboard, 25.5 x 30 cm
Gordan Pomorisac Collection
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Aywouopiupeiu, 1928.
yibe Ha miaaTHy, 107 X 66 cm
Mysej caBpemeHe ymeTHOCTH Beorpap

Self-portrait, 1928
oil on canvas, 107 X 66 cm
Museum of Contemporary Art, Belgrade



Aymotopiupe ca uanewom, 1932.
yJbe Ha JecoHury, 102,5 X 77,8 cm
Tanepuja MaTuue cprcke

Self-portrait with Palette, 1932
oil on hardboard, 102.5 x 77.8 cm
The Gallery of Matica Srpska
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Aywouopiupeiu, 1938.
yJbe Ha IIaTHy, 73 X 60 cm
Konexmuja Bykruesnh

Self-portrait, 1938
oil on canvas, 73 X 60 cm
Vukicevié¢ Collection
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Aytiouopiupetn, 1946.
y/b€ Ha KapToHy, 27 X 22 cm
Koneknuja l'oppana [Tomopumina

Self portrait, 1946
oil on cardboard, 27 X 22 cm
Gordan Pomorisac Collection
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Tpanunuja us BU3ype [eKOPATHBHOT
Tradition through the prism of the decorative

Pieta, 1921.
rBall Ha KapToHy, 23,5 X 30,5 cm
Mysej caBpemene ymeTHoCTH, Beorpay

Pieta, 1921
gouache on carboard, 23.5 X 30.5 cm
Museum of Contemporary Art, Belgrade
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Ceettiu JosaH, 1922.
yibe Ha IaTHy, 126,5 X 91 cm
Mysej caBpemeHe ymeTHocTH, beorpap

Saint John, 1922
oil on canvas, 126.5 X 91 cm
Museum of Contemporary Art, Belgrade
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Ilapucos cyg, 1924.
y’be Ha IIaTHy, 39,8 X 52 cm
Tanepuja MaTwuue cpricke

The Judgment of Paris, 1924
oil on canvas, 39.8 X 52 cm
The Gallery of Matica Srpska
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Cruua 3a Jlapucos cyg®, 1923.
0JI0BKa Ha manupy, 20 X 26,5 cm
Koneknuja Cphana Rypunna

Sketch for the "Judgement of Paris”, 1923
pencil on paper, 20 X 26.5 cm
Srdan Curcin Collection
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Jlega c nabygom, 1927.
yibe Ha m1aTHy, 90 X 75 cm
ITpuBaTHA KOIeKIHja

Leda and the Swan, 1927
oil on canvas, 90 X 75 cm
Private Collection
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Hcekywerne ceettiol AntioHuja, 1927.
yibe Ha mIaTHy, 95 X 103 cm
Myzej caBpemeHe ymeTHOCTH, Beorpay

Temptation of Saint Anthony, 1927
oil on canvas, 95 x 103 cm
Museum of Contemporary Art, Begrade
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Ceettiu Bophe, 1931.
yJbe Ha IIIepIUIodH, 43 X 35 cm
Haponau mysej Cpouje

Saint George, 1931
oil on plywood, 43 x 35 cm
National Museum of Serbia



Banosuh Ciipaxumwa, 1936.
yJbe Ha KapToHy, 93 X 113 cm
Konexmuja l'oppana Ilomoprmima

Banovic Strahinja, 1936
oil on cardboard, 93 x 113 cm
Gordan Pomorisac Collection
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Pactehe, 1942.
yibe Ha ImraTHy, 195 X 132 cm
Koneknuja l'opnana [Tomopuiina

Crucifixion, 1942
oil on canvas, 195 x 132 cm
Gordan Pomorisac Collection




[Thau matepe Bosgje, 1921.
yibe Ha maaTHy, 91,5 X 61,5 cm
Konexnuja 'oppana [Tomopurmima

Virgin Mary in Tears, 1921
oil on canvas, 91.5 X 61.5 cm
Gordan Pomorisac Collection
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Jluk ceetuuiuena, 1934.
yJbe Ha IHICY, 52 X 47 cm
Taneprja MaruIe cpIcke

Image of a Saint, 1934
oil on plaster cast, 52 X 47 cm
The Gallery of Matica Srpska

JIuk ceettuiiesvke, 1934.
yibe Ha ruicy, 61 X 50,5 cm
Tanepuja Mature cprcke

Image of a Female Saint, 1934
oil on plaster cast, 61 x 50.5 cm
The Gallery of Matica Srpska



Komitiosuuuja, 1939.
yibe Ha miatHy, 200 X 135 cm
Haponrn mysej 3SpemaHHH

Composition, 1939
oil on canvas, 200 X 135 cm
National Museum in Zrenjanin
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Kpamesuh Mapxko kasyje

Ha Kome je uapciieo, 1936.
TeMrepa Ha nanupy, 104,5 X 39 cm
Mysej rpana Beorpana

Prince Marco announces

to whom the Empire will be left, 1936
tempera on paper, 104.5 X 39 cm
Belgrade City Museum
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360p 300puna ioctioga xpuwhancka, 1936.
TeMIiepa Ha nanupy, 104,5 X 36 cm
Myzej rpaga Beorpana

Christian Cavaliers in the Assembly, 1936
tempera on paper, 104.5 X 36 cm
Belgrade City Museum




2Kenugba [Jywanosa, 1935.

OJIOBKA, TyIIl B aKBapeln Ha manupy, 90 X 75 cm
Konexnuja Bacumesnh

The Marriage of Emperor Dusan, 1935
pencil, India ink and watercolor on paper, 90 X 75 cm
Vasiljevi¢ Collection
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Kenugba JJywanosa, 1935.

OJIOBKa, TYIII B aKBapel Ha mamnupy, 77 X 230,7 cm
Tanepuja Marune cprcke

The Marriage of Emperor Dusan, 1935
pencil, India ink and watercolor on paper, 77 x 230.7 cm
The Gallery of Matica Srpska
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Ilpoinawere Jywano6ot 3akoHUKA
TBaIll Ha Tamupy, 58 X 145 cm
Haponuu mysej Cpduje

Proclamation of Dusan's Code
gouache on paper, 58 X 145 cm
National Museum of Serbia
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3ugawe manaciiupa ca guiypama
ceetiiutienpa u Kuwuwopa, 1934.
(pecka TpunTHx, 75 X 70 cm, 75 X 60 cm, 75 X 69,5 cm

Koneknuja l'oppana [Tomopuina

Building the Monastery with the Figures

of Saints and Founders, 1934
fresco triptych, 75 X 70 cm, 75 X 60 cm, 75 X 69.5 cm

Gordan Pomorisac Collection
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Butpasku, ckulle 3a BUTpake U 3UJHE CIHKe
Stained-glass windows, sketches for stained-glass windows
and wall paintings

Haupiu sa sumuipayc ,bnaiosecuiu”, Jlouzow, 1923.
axkBapel Ha nanupy, 35,5 X 27,5 cm
Mysej npumemeHe YMETHOCTH

Sketch for the stained-glass window
"Annunciation”, London, 1923
watercolor on paper, 35.5 X 27.5 cm
Museum of Applied Art
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Ckuua 3a suttipac ,Ceewitu Bophe
youja axcgajy”, 1923.

akBapes Ha mamupy, 54 X 28,5 cm
Koneknuja l'oppana [Tomopurma

Sketch for the stained-glass window
"Saint George Killing the Dragon”, 1923
watercolor on paper, 54 x 28.5 cm

Gordan Pomorisac Collection
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Basnecemwe boiopoguue, 1925.
CKHIIa 3a CITHKY

Y KaToJIMYKOj PKBH Yy Mogorry
akBapels Ha nanupy, 35 X 13,5 cm
IIpuBaTHa KoNeKIHUja

Dormition of the Mother of God, 1925
Sketch for the painting

in the Catholic Church in Modos
watercolor on paper, 35 X 13.5 cm

Private Collection
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Cruua 3a mogowky Boiopoguuy, 1925.
TeMIlepa Ha IiatHy, 18,5 X 31 cm
Konexnuja I'oprara [Tomopurmma

Sketch for the Virgin Mary in Modos Church, 1925
tempera on canvas, 18.5 X 31 cm
Gordan Pomorisac Collection
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Cruua 3a gekopamiuéHu UaHo

3a ceellicKy u3noxoy y Punagenguju, 1926.
akBapel W TemIlepa Ha Imanupy, 45,6 X 52,2 cm
Tanepuja MaTuie cpricke

Sketch for the Decorative Panel

Jor the World Exhibition in Philadelphia, 1926
watercolor and tempera on paper, 45.6 X 52.2 cm
The Gallery of Matica Srpska







Ilapucos cyg, 1928-1941.
BUTpax, 90 X 36 cm

(yeTHpH jenHaKa ferna)

Mysej TprMemeHe yMETHOCTH

The Judgment of Paris, 1928-1941
stained-glass window, 90 x 36 cm
(four equal panels)

Museum of Applied Art
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Cruua 3a sumipaxc y Ckyuwiuunu ipaga beoipaga
OJIOBKa Ha mamupy, 53,5 X 43,5 cm
Komnexmuja T'opnara ITomopurmma

Sketch for the stained-glass window in the Belgrade
City Assembly

pencil on paper, 53.5 X 43.5 cm

Gordan Pomorisac Collection



Haupw 3a sutupaxc Jlapucos cyg”
3a euny Ilanuha, Beorpan, 1928.
TeMIlepa Ha mamupy, 44 X 22 cm

Mysej mpuMemeHe yMEeTHOCTH

Sketch for the stained-glass window
“The Judgement of Paris”

Jor the Panic¢ Villa

Belgrade, 1928

tempera on paper, 44 X 22 cm

Museum of Applied Art
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Hauptu 3a sutupaic y xony
3ipage Aepo-knyba, 1932.
axkBapel Ha naycy, 56 X 14,5 cm
Mysej npuMemeHe yMeTHOCTH

Sketch for the stained-glass window
in the lobby of Aeroclub building, 1932
watercolor on tracing paper, 56 X 14.5 cm
Museum of Applied Art




Anetopuja
sasgyxounoscuiea, 2023.
BHTpPaX, 80 X 300 cm

Ha OCHOBY HalpTa 3a BHTPaXX
y 8rpagu Aepo-kiyda
Hspana: Arese ,,Cragnmuh®,
Combop

Tanepuja MaTuue cprcke

The Allegory

of Aviation, 2023
stained-glass window

80 X 300 cm

based on the sketch

for the stained-glass window
in the building of Aeroclub
Production: “Stanisi¢” Atelier,
Sombor

The Gallery of Matica Srpska
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Cruua 3a sutupaxc ,My3uxa“

Y kytionu tanatie Anexcangpa Hegenkosuha, lapus, 1937
akBapes Ha nanupy, 21 X 21 cm

Mysej mpuMemeHe yMEeTHOCTH

Sketch for the stained-glass window “Music”

in the dome of the Aleksandar Nedeljkovi¢ Palace, Paris, 1937
watercolor on paper, 21 X 21 cm

Museum of Applied Art



Cruua 3a nHeuseegeHy ppecky na Wasanuuu sune Paga Ilawuha, 1931.
akBapeJ Ha I1ayCy KallhpaH Ha manup, 39 X 38,5 cm
Mysej npuMemeHe yMeTHOCTH

Sketch for the non-painted fresco on the ceiling of the Rado Pasic Villa, 1931
watercolor on tracing paper, laid on paper, 39 x 38.5 cm
Museum of Applied Art
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Tajorsij i 'Fu iE

Haupw 3a sutipaic y Jyiocnosenckom uasubony
y Hsmupy, Beorpan, 1945-1960.

akBapeJs Ha mamupy, 23 X 19 cm

Mysej mpuMemeHe yMeTHOCTH

Sketch for the stained-glass window

of the Yugoslav Pavilion in Izmir, Belgrade, 1945-1960
watercolor on paper, 23 X 19 cm

Museum of Applied Art
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Haupiw 3a sutipaiic 3a 3ipagy
Ipupogro-matiemaiiuukol paxyniieia, Beorpan, 1960.
TeMmIlepa Ha mnanupy, 21 X 34 cm

Mysej npuMemeHe yMETHOCTH

Sketch for the stained-glass window for the Faculty
of Natural Sciences and Mathematics, Belgrade, 1960
tempera on paper, 21 X 34 cm

Museum of Applied Art
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HrycTparnuje 3a KibATe W HOBYAHHI[E
[lustrations for books and banknotes

196

Munera Jakmruh

Heuja 306upra tiecama u apose
Hiycrpanuje Epuke ITomopuinar pol). Beparyr
Marumna cprcka, 1929.

Mileta Jaksic¢

Children's Book of Poetry and Prose
Ilustrations by Erica Pomorisac, born Veraguth
Matica Srpska, 1929

JoBaH JoBaroBHh 3Maj

Heuja 36upxa decama
Hycrpanuja Bace [Tomopumina
Maruna cprmcka, 1929.

Jovan Jovanovi¢ Zmaj
Children's Book of Poems
[lustrations by Vasa PomoriSac
Matica Srpska, 1929
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Kenugba Jywanosa, 1956.
rBalll Ha Hanupy, 27,5 X 22 cm
Koneknuja l'oppana [Tomopuia

The Marriage of Emperor Dusan, 1956
gouache on paper, 27.5 X 22 cm
Gordan Pomorisac Collection
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Hecnum 6pkom ce Hacmejasa, 1956.
TYIII B aKBapeln Ha manupy, 30 X 24 cm
Mysej mprMemeHe yMEeTHOCTH

The Right Side of His Mustache Quivering
from Laughter, 1956

India ink and watercolor on paper, 30 X 24 cm
Museum of Applied Art

O Ilpujesga, sojéogo Ciianahka, 1956.
TyII ¥ akBapel Ha nanupy, 30,5 X 22,5 cm
Mysej mpEMemeHe yMEeTHOCTH

Oh, Prijezda, Duke of Stala¢, 1956
India ink and watercolor on paper, 30.5 x 22.5 cm
Museum of Applied Art



0j, bota wu, KHexcesa 60j60go, 1959-1966.
TyII B aKBapes Ha mamupy, 23 X 17 cm
Mysej TprEMemeHe yMeTHOCTH

In God's Name, Duke's Commander, 1959-1966
India ink and watercolor on paper, 23 X 17 cm
Museum of Applied Art

[P P e s RN TEr ]

~Ilage eesup y wipasy na inasy*
TBalll Ha Tammupy, 28 X 23 cm
Konexnuja I'opgara [Tomopumina

“Vizier falls headfirst into the grass”
gouache on paper, 28 X 23 cm
Gordan Pomorisac Collection
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Knesicesa seuepa — ,Ja negjepa Hukag 6uo Hucam*
TBalll Ha Tamupy, 28,5 X 21,5 cm
Konexnuja I'opgana [Tomopumina

The Duke’s Dinner — “I have never been unfaithful”
gouache on paper, 28.5 X 21.5 cm
Gordan Pomorisac Collection
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»,Cae ce uapgax u3 wemema wpece“, 1952.
TBalll Ha Tamupy, 25 X 19 cm
Konexnuja ['opgana [Tomopumina

“The Entire Tower is Shaking”, 1952
gouache on paper, 25 X 19 cm
Gordan Pomorisac Collection



boj na Jlenuipagy
rBalll Ha Mamupy, 24 X 17 cm
KonexnujaT'oppanallomopumma

Battle at Deligrad
gouache on paper, 24 X 17 cm
Gordan Pomorisac Collection

Oobpetuienuje inase uapa Jlasapa, 1959.
axBapes U TYII Ha nanupy, 19 X 14 cm
Konexnuja 'oppana ITomopumina

The Finding of Prince Lazar's Head, 1959
watercolor and India ink on paper, 19 X 14 cm
Gordan Pomorisac Collection
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Cruua 3a Ho8UAHUUY

0g 1000 gunapa, Beorpaz, 1934.
OJIOBKA M TeMIlepa Ha Mamupy
19,5 x 12,5 cm

Mysej npuMemeHe yMeTHOCTH

Cruua 3a HOBUAHUUY

0g 1000 gurapa, Beorpaz, 1942-1943.
autorpaduja, 18 x 10,5 cm

My3ej IpHMemeHe YMETHOCTH

Sketch for the one-thousand-dinar
banknote, Belgrade, 1934

pencil and tempera on paper

19.5 X 12.5 cm

Museum of Applied Art

Sketch for the one-thousand-dinar
banknote, Belgrade, 1942-1943
litograph, 18 X 10.5 cm

Museum of Applied Art



Cruua 3a Hosuaruuy og 500 gunapa
Beorpap, 1935-1945.

OJIOBKA, TYII H aKaBpes Ha Iamupy

19 X 12 cm

Mysej mpuMemeHe yMeTHOCTH

Sketch for the five-hundred-dinar
banknote, Belgrade, 1935-1945

pencil, India ink and watercolor on paper
19 X 12 cm

Museum of Applied Art

Cruua 3a Hosuaruuy og 500 gunapa
Beorpan, 1935-1945.

O0JIOBKa, TyIIl U aKaBpeJl Ha Naltupy

19 X 12 cm

Mysej npuMemeHe yMeTHOCTH

Sketch for the five-hundred-dinar
banknote, Belgrade, 1935-1945

pencil, India ink and watercolor on paper
19 X 12 cm

Museum of Applied Art
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FOREWORD

The exhibition and the catalog we have put together are dedicated to
the artist whose artistic creation offered a distinctive expression of modernity
in Serbian art. The artist who successfully presented classical art through
the prism of the modern. The only artist among his peers from the first half
of the 20th century to have studied in London. The artist who was awarded
the Silver Medal of the Association of French Artists (Société des Artistes
Frangais). The artist whose works are kept in numerous private collections
throughout Europe, as well as in the state collection of the Victoria and Albert
Museum in London. The artist who, over the course of fifty years, created a
unique artistic style in Serbian art. His name is Pomorisac — Vasa Pomorisac.

It is no coincidence that the exhibition of works by Vasa Pomorisac
planned for October 2023 was selected to conclude the celebrations of the
175" anniversary of the Gallery of Matica Srpska. Just as the celebrations
of this important anniversary commenced with the exhibition of works by
the first recipient of the Matica Srpska scholarship, Uro$ Predic, it is only
natural to conclude them with the eleventh and final scholarship recipient,
Vasa PomoriSac. For young artists, the scholarship was a window into the
world, and for the Matica Srpska it was a way of forging bonds with the great
artists of the future. PomoriSac’s artistic development began in his hometown
of Modos$, continued in Zagreb, Munich and Belgrade, and took him as far as
London and Paris. His recognition in the art world is evidenced by countless
commissions and works he created in various media, for different purposes
and depicting a wide range of themes - portraits, religious and mythological
compositions painted in oil, historical and folkloric motifs on frescoes,
stained-glass windows, book illustrations, and banknote designs. His works
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were always well received by the critics and garnered positive reviews of the
experts of his time, his peers and society in general. He also cooperated with
the Matica Srpska on several projects — he participated in the organization of
the Sixth Yugoslav Exhibition in Novi Sad on the occasion of the centennial
of the Matica Srpska, he illustrated its publications, most notably children’s
books, and he was entrusted with the restoration of six paintings from the
collection of the former Museum of Matica Srpska. All of the above having
been said, we could not help but wonder why the name of Vasa Pomorisac
has remained relatively unknown. Following the artist’s death, several large
exhibitions were organized, such as the retrospective exhibition at the
Museum of Contemporary Art in Belgrade, or the most recent one held at
the National Museum in Zrenjanin, both of which played an important role
in shedding additional light on Pomorisac’s work. This year, with the desire
to revive the name and work of Pomorisac and to once again underline his
immeasurable contribution to Serbian art, the Gallery of Matica Srpska, in
cooperation with the Museum of Contemporary Art in Belgrade, presents to
the audience the exhibition and catalog “PomoriSac — Vasa Pomorisac”

More than a hundred works of art have been made available to the
public, mainly thanks to the support of Pomorisac’s sons, Gordan and Bojan,
as well as numerous museum institutions — the Museum of Contemporary Art
in Belgrade, the National Museum of Serbia, the Museum of Applied Arts, the
Military Museum of Serbia, the Belgrade City Museum, the National Museum
in Zrenjanin, the National Museum in Pancevo, the “Nadezda Petrovi¢” Art
Gallery in Cacak, the National Museum in Pozarevac, the National Museum
in Smederevska Palanka, the Pension and Disability Insurance Fund in
Zrenjanin, and various private collectors. We are particularly proud to include
a new work of art in the exhibition — a stained-glass window done according
to sketches by Pomorisac, created with the help of the Stanisi¢ Atelier from
Sombor, with which the artist collaborated on numerous works made in this
technique not very common in our region.

We would like to extend our sincere gratitude to art historians and
the authors of this catalog, Ana Eres, PhD, Luka Vukicevi¢, MA, and Misela
Blanusa, MA, who helped us delve into Pomorisac’s oeuvre and offered a new
perspective on his work. Furthermore, we look forward to the publication
of the monographic study, the first of its kind dedicated to Vasa Pomorisac,
which will leave a lasting testimony to the value of his work and provide
an all-encompassing overview of his importance for our country’s artistic
heritage. In this sense, the mission of our institution and our associates will
have been fulfilled.



The entire project, which includes the exhibition, the catalog, and
the monograph, would not have been possible without our sponsors — the
Serbian Ministry of Culture, and the Provincial Secretariat for Culture,
Public Information and Relations with Religious Communities, as well as
our long-standing partners in large projects — OTP Banka Srbija and DDOR
Osiguranje. We would like to take this opportunity to express our heartfelt
gratitude to all of them.

Jelena Ognjanovic
Curator of the exhibition
,<Pomorisac — Vasa Pomorisac®
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Ana Eres

THE MODERN VISION OF VASA POMORISAC
— TRANSFORMATIONS OF TRADITION

In 1919, when Vasa PomoriSac was awarded the Matica Srpska
scholarship, which allowed him to continue his art studies in one of the
centers of the newly-established Kingdom of Serbs, Croats and Slovenes, he
enrolled in the Royal School of Arts and Crafts in Zagreb, where he studied
under professor Ferdo Kovacevié, a painter of lyrical plein air landscapes.
PomoriSac completed only one semester in Zagreb, whereupon he continued
his studies at the newly-opened School of Arts and Crafts in Belgrade. As
the post-war Kingdom of Serbs, Croats and Slovenes offered rather limited
opportunities for art education, scores of young Yugoslav artists pursued their
further development at art academies and schools in European art centers,
such as Paris, Prague or Munich. After studying for a year at the School of
Arts and Crafts in Belgrade, Vasa Pomorisac decided to travel in a direction
different from that taken by many of his peers. Inspired by his interest
in studying the culture of the peoples of the Far East', he embarked on a
journey to India, which would take him across England. Although unplanned,
this detour was to greatly determine his artistic development and pave the
way for his evolution far from the typical or predictable paths taken by his
contemporaries. At the end of 1920, Pomorisac left for London, determined to
learn English and continue his journey to India, on whose soil, as it later turned
out, he would never set foot. He encountered difficulties during his journey
and his initial attempt to enter the United Kingdom failed. As a result, he
was forced to stay in Brussels, where the young artist gained new experience
(he worked in a sign-making store, creating drawings for advertisements),

! To be cross-referenced with: Lj. Stojanovi¢, Vasa Pomorisac, The Museum of
Contemporary Art, Belgrade 1986, p. 11, fn. 34.



learned more about Flemish painting, and befriended Stanoje Simi¢, advisor
to the Yugoslav Embassy. The very next year, PomoriSac arrived in London
and found employment at the studio of Francis Derwent Wood, a well-known
sculptor of portraits. While studying art in London, he started a family and,
following a brief stint in Switzerland, he returned to his hometown of Modos
in 1925, after which he settled permanently in Belgrade.

If we extend the above chronological summary of the itineraries of Vasa
Pomorisac’s life to include the beginning of 1914, when, as a young man,
he left his homeland to study painting at the Royal Academy of Fine Arts
in Munich, which was quickly interrupted by the outbreak of World War
I, which, once again unexpectedly, took him from the front in Galicia and
the battle of Dobrudza, to medical treatment in Moscow and recovery in
the Crimea, from where he embarked on the long journey across Siberia,
Manchuria, the Indian Ocean, the Suez Canal and Alexandria — all the way to
the front in Thessaloniki in 1918, where he was assigned to the painting studio
of the Serbian Army Supreme Command, a vast topographical network of
places/cities distant from each other opens up before us. These are places
where the artist lived and created in the course of a little more than ten years
in times of peace and war, acquired formative artistic knowledge and skills at
several art academies, learned about new cultures, peoples and regions, and
forged various social bonds and friendships.? In other words, in a relatively
short period of time, Pomorisac saw, experienced and encountered a plethora
of knowledge, diverse social and cultural circumstances, rural and urban
environments and social structures, thanks to the dynamic spirit of the
modern world of the early 20th century, which, due to the rapid development
of science, technology and transport, enabled its inhabitants to travel faster
and further while remaining connected with different corners of the planet.
The horizon of the modern world opened up to twenty-year-old Pomorisac
in all its intensity and vastness, spreading in different directions, which led
to the formation of his personal perspective as essentially modern, when
being modern was defined as existing in ,an environment which promises
adventure, power, joy, growth, transformation, to us and the world around us,
and at the same time threatens to destroy everything we own, everything we
know, everything we are®.

2In 1914, Vasa Pomorisac was mobilized as a soldier of the Austro-Hungarian
Army. In November 1914, he surrendered to the Russian army at the front in Galicia.
In 1916, after being wounded in the battle of Dobrudza, he was transported to Moscow
for treatment.

3 M. Berman, All That is Solid Melts into Air: The Experience of Modernity, Verso,
London 1983, p. 15.
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The starting point of the retrospective exhibition of Vasa Pomorisac’s
works lies in the nature of the relationship between the modern subject and
the modernized world, which is perceived as transformative and unfixed,
and in the need for a decentered view of the history of modern painting,
removed from the genealogies which are linear and exclusive in terms of
forms. Our intention was to avoid and overcome the stylistic dichotomies
which, interpreted through the prism of art history, characterize Pomorisac’s
complex and extensive artistic oeuvre as an expression of tradition and
modernity, classicism and expressionism, or conservative and avant-garde
(and the like), thus reducing it to exclusive and simplified, mutually opposed
general and ill-defined categories of the history of modern art.* Instead,
we propose to approach the formal, stylistic and conceptual divergences in
his oeuvre as complex transformations which do not contradict each other,
but stand in harmony and complement each other, as well as to place the
artist’s dedicated and continuous efforts to revive and revitalize the tradition
of Serbian medieval art within a broader, more complex framework of his
perception of the historicity of painting, and to reject conservatism as a
feature of such an artistic perspective. The painterly method of Pomorisac is
a unique and specific expression of modernity in the art of our region, which
manifests itself simultaneously as progressive ; avant-garde / radical / new
and traditional / classic / conservative / old, a modernity that promises both
future and history, through the prism of the present.

[tineraries of the painter’s modern point of view

The exhibition narrative is comprised of four segments, each
representing a different aspect of Vasa PomoriSac’s oeuvre, as four parallel
lines of development of his artistic work, arranged chronologically and
by genre: 1) chronology of the artistic view of his immediate modern
surroundings, 2) gallery of portraits; 3) gallery of self-portraits; 4) paintings
depicting historical and religious themes.

The first segment of the exhibition tells the story of the painter’s
confrontations with the settings and conditions of the modern world, as it
follows his travels and sojourns in various places, allowing visitors to see the
world in which PomoriSac lived and created through the eyes of the artist. It

4 L. Trifunovi¢, Srpsko slikarstvo 1900-1950, [Serbian Painting 1900-1950],
2. edition, Srpska knjizevna zadruga, Belgrade 2014; M. B. Proti¢, Treca decenija:
konstruktivno slikarstvo, [Third Decade: Constructivist Painting], The Museum of
Contemporary Art, Belgrade 1967, p. 36.



begins symbolically with a self-portrait of PomoriSac from 1909, as a disciple
of painter Stevan Aleksi¢ in his hometown of Modo$, and evokes the ambience
of his initial experiences in the field of religious painting, which will largely
determine the artist’s further interests. He acquired and perfected painting
skills, including drawing nudes, under Professor Gabriel von Hackl, a German
historicist painter, at the Academy of Arts in Munich. This is evidenced by the
preserved drawings he created as a student, executed with confident, precise
and meticulous strokes, which form the basis of Pomorisac’s sophisticated
painting technique. ,I can say that I enjoy my life here, because I have seen,
done and heard a lot and, understandably, evolved. I have crossed paths with
impressionists, futurists, and all kinds of role models. It goes without saying
that not all of them are good, but they are useful nonetheless, and, reserved
as I am, I just listen and ask them questions®, said the young painter about
his stay in Munich.’ During this period, Munich was a vibrant hub of modern
artistic trends, which brought together young artists from various parts of
Europe and hosted a large number of exhibitions: the exhibitions of works
by Vasily Kandinsky and Ferdinand Hodler, as well as the First Exhibition of
the New Munich Secession (Neue Miinchener Secession), which, among others,
included works by expressionists Max Beckmann, Erich Heckel, Alexei von
Jawlensky, Paul Klee, Oskar Kokoschka, August Macke, Max Pechstein, and
Emil Nolde,* were organized in the first half of 1914 at the Modern Gallery
Heinrich Thannhauser (Moderne Galerie Heinrich Thannhauser), which
confirms Pomorisac’s impressions of the dynamic events in the art milieu of
Munich.

PomoriSac applied the classical knowledge he had acquired in Munich
to a somewhat more liberal and more suggestive linear expression, which he
used to capture the environment of his convalescence in Moscow (portraits
of corporals and the drawing Embraced from 1917 depicting a moment of
entertainment among the soldiers), as well as scenes of the journey from the
Crimea through Asia and across the Indian Ocean to Thessaloniki in 1918,
which were preserved in the artist’s sketchbook as a visual travel journal. It
contains drawings of actors and theaters in Manchuria (which left a strong
impression on the artist), landscapes of the coasts of Singapore, Ceylon and

> This is an excerpt from the draft of a letter penned on the back of Pomorisac’s
drawing Man from Banat as Lala (1914), quoted from: N. Kusovac, Rani radovi Vase
Pomorisca - crtez, skice, studije od 1914. do 1924, [The Early Works of Vasa Pomorisac
— Drawings, Sketches, Studies from 1914 to 1924], The National Museum, Belgrade
1982, p. 5.

% More details in the exhibition catalog: Neue Miinchener Secession: erste
Ausstellung; 30. Mai bis 1. Oktober 1914, Miinchen, Verlag des Graphik-Verlag
Miinchen, 1914.
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Alexandria. During this period, PomoriSac learned about the world not only
through new visual experiences, but also by poring over literary classics and
philosophical literature: Oscar Wilde, Leo Tolstoy, Plato, Immanuel Kant,
Henrik Ibsen, Jean-Jacques Rousseau, and Schopenhauer. This reflected his
wide-ranging interests and thirst for new knowledge, which added a complex
dimension to the artist’s understanding of the (modern) world.

After he had been stationed as a war painter with the Serbian Army
Supreme Command in Thessaloniki in early 1918, he continued to capture
on paper the things he had directly experienced — scenes of fighting and
suffering on the battlefield. PomoriSac rejected the documentary, realist
(historical) approach to the artistic representation of war and used subtle
linear stylization, reminiscent of the language of Symbolism and Secession,
to convert what he saw into allegorical compositions in which he incorporated
symbolic figures of death, suffering, and anguish, foregrounding the emotional
experience of war from a personal point of view. His drawings and watercolors
from 1918 are direct, lyrical and subjective, for they were executed quickly, in
the specific war conditions and environment. Therefore, they do not glorify
the historical significance of the war, but emphasize its destructive nature,
depicting the fate of the individual as an allegory of collective suffering.’

The works of Vasa PomoriSac created during the brief semester of his
studies in Zagreb will forever remain unknown. Furthermore, the works
created during his studies at the School of Arts and Crafts in Belgrade, where
he studied under professors Ljubomir Ivanovi¢ and Milan Milovanovi¢ in
1919/1920, are also rare. In addition to three self-portraits, which will be
discussed in more detail later, during this period he also created the Portrait of
Momcéilo Nastasijevi¢ (whose whereabouts today are unknown), a young poet
and the brother of painter Zivorad Nastasijevi¢, with whom Pomorisac studied
in Munich and then in Belgrade, and shared an art studio in Thessaloniki.
This portrait alludes to the social circle of young artists gravitating towards

7 It has been said that during the war Pomorisac created fifteen paintings
of “symbolic character”, which were purchased for several private collections in
England, according to: T. Manevi¢, “Izlozba Vase Pomorisca. 35 godina stvaralackog
rada”, [“Exhibition of works of Vasa Pomoriac. 35 years of artistic creation®],
Republika, 3.11.1953. Today, we do not know what these paintings look like. More
on the representation of World War I in Serbian painting in: A. Ere§, "Izlozba ratnih
slikara (1919) i reprezentacija iskustva Prvog svetskog rata u modernoj umetnosti
u Srbiji*, [“Exhibition of works of war painters (1919) and the representation of
experiences from World War I in Serbian modern art”], in: Kreativnost u vremenima
kriza: umetnost srednjeg veka i modernog doba na centralnom Balkanu. Zbornik radova,
[Creativity in times of crisis: medieval and modern art in the central Balkans. Journal of
works], ed. M. Markovi¢, Faculty of Philosophy, Belgrade 2021, p. 269-284.



modern tendencies, to which Pomorisac belonged during his school years in
Belgrade, as well as to the social and ideological environment that awaited
him upon his return to Belgrade in 1925. Pomorisac continued to establish
new social contacts in Brussels, where he befriended Stanoje Simi¢, an
advisor to the Yugoslav Embassy in that city, who commissioned him to paint
a portrait of his wife (Portrait of Mrs. Simi¢, 1920), one of the earliest female
portraits by PomoriSac, and one that indicated the specific lyrical sensibility
and refinement which would characterize his attitude towards this genre.
The strikingly ornamental background of this portrait can be associated
with the painter having dabbled in designing advertisements during his stay
in Brussels and his tendency to intertwine painting and applied arts. The
fact that this portrait was painted in the birthplace of Art Nouveau allows
another approach to understanding the complex impulses which influenced
Pomorisac in that period.

Upon his arrival in London in the spring of 1921, new and challenging
horizons opened up before the aspiring artist. Besides studying art at the
St. Martin School of Arts and perfecting the stained-glass technique at the
Central School of Arts and Crafts, he regularly visited museum exhibitions
and participated in several art initiatives and exhibitions. During this period,
he created landscapes with an unrestrained coloristic gesture (Morning, 1921;
Landscape, 1921; On the Thames, 1922; Man Walks, 1922), which could be
considered an experiment of sorts in the development of the artist’s painterly
methodology. With these works, PomoriSac tested various approaches to the
construction of a two-dimensional pictorial space and explored its expressive
possibilities, undoubtedly in response to the current artistic phenomena
he had encountered in this new environment. The importance of the visual
stimuli of modernity to which the artist was exposed is evidenced by two
watercolors (Abstract Composition, 1921, and Little Abstract Composition
— Landscape, 1922), inspired by the ballet Chout (The Tale of the Buffoon),
performed by Sergei Diaghilev’s Ballets Russes and based on the scores
written by Sergei Prokofiev, which premiered in London in June 1921,
following its premiere in Paris. Pomorisac’s watercolors refer to fragments of
the ballet’s set and costumes designed by Russian avant-garde artist Mikhail
Larionov by incorporating motifs from Russian folklore tradition into an
abstract stage design.® In 1922, a large international exhibition of modern
theater design, International Theater Exhibition: Designs and Models for the
Modern Stage, was organized at the Victoria and Albert Museum and featured

8 More about the Ballets Russes in: J. Pritchard (ed.), Diaghilev and the Ballets
Russes, 1909-1929: When Art Danced with Music, Victoria and Albert Museum,
London 2013.
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more examples of cubist, futurist and abstract stage designs, both from the
Ballets Russes and from theater productions from other European centers.
This was an important event for many artists working in London, such as
painter Paul Nash, one of the leading exponents of modernism in British
interwar art.” Pomorisac was undeniably fascinated by theater, as evidenced
by the painting Metropolitan (1923, now lost), which depicts a detail from
inside the Metropolitan Theater, the leading venue for concerts and variety
shows in London at the time.

However, the context of the London art scene in the early 1920s was not
inclined towards radical experiments, such as Larionov’s. Instead, in the social
environment of post-war trauma and attempts at reconstruction, it sought
support in classical artistic values. This phenomenon was pinpointed and
formulated by T.S. Eliot in 1923, when he wrote about the newly-published
Ulysses by James Joyce. Eliot refers to the way in which Joyce used the structure
of Homer’s Odyssey in the novel to offer a new view of the modern world, as
the “mythic method”, which can be applied to the field of visual arts, and
painting in particular, where a large number of artists used this approach and
affirmed the legacy of classical art through the lens of a modern perspective.'
The mythic method can also be observed in the works of Pomorisac, who,
practically simultaneously with the aforementioned watercolors, created
several compositions inspired by classical historical narratives.!! The French
painter Paul Cézanne, who based modern painting on the interpretation of
the classical tradition of French art, was an important link in the process
of analyzing and mastering the extensive history of painting, available to
Pomorisac in London museums, especially in the National Gallery, whose
catalog of reproductions from the collection of Flemish, Dutch and German
painting found its place in his library. The theme of his painting Cardplayers
(1924) is a direct allusion to a series of Cézanne’s compositions of the same
name (created between 1890 and 1894). Pomorisac knew these works from
the reproductions in the monograph dedicated to this artist, which he
owned.”” He also had the opportunity to see Cézanne’s paintings in person
at the exhibition The French School of the Last Hundred Years, organized in

°F. Spalding, The Real and the Romantic. English Art between Two World Wars,
Thames & Hudson, London 2022, p. 122.

10 More details in: S. Martin, The Mythic Method: Classicism in British Art
1920-1950, Pallant House Gallery, Chichester 2016.

1A detailed analysis of these examples, such as The Judgment of Paris (1924),
is provided in the text by Luka Vukiéevi¢ in this catalog.

12 pomorisac owned the monograph T. L. Klingsor, Cézanne, . Lane, The Bodley
Head Limited, London 1923.



1922 at the Burlington Fine Arts Club by Roger Fry, a prominent art critic
and member of the London group. Cézanne’s work had a great influence on
British artists in the 1920s, including painter Christopher Wood, who created
a replica of Cézanne’s Card Players in 1923.7

PomoriSac set the scene of three men playing cards at a table before
an open window overlooking a river landscape, thus alluding to the tradition
of the Ttalian Renaissance in which this particular composition structure
symbolized the illusionistic role of painting. Next to the window, on the wall
of the room where the central action takes place, we see paintings (landscapes
and a portrait), which allude to the specific rhetoric of Dutch genre painting of
the 17" century, in which a picture within a picture contained symbolic, hidden
messages and morals related to the scenes depicted. If we take into account
the fact that Cézanne found the motif of the card player in the corpus of
Dutch and French genre painting, then we can perceive Pomorisac’s reference
to this painting tradition as a clear demonstration of the aforementioned
mythic method, which insists on drawing parallels between modernity and
tradition. The psychological remoteness between the individual figures in
Cézanne’s Card Players emphasizes the tension looming in the room and in
the pictorial space, which is compact and organized through the elimination
of linear perspective and the illusionistic role of painting.* Pomorisac
introduces new elements into Cézanne’s composition: he retains the serenity
and contemplative atmosphere in which the card players are immersed,
emphasizing it with an elegant, meticulous brushstroke that disguises every
trace of the brush with a fine layer of paint, but unlike Cézanne, he opens up
the pictorial space by introducing the motif of the window which allows light
into the room and gives the scene inside a theatrical air. The painterly illusion
is not symbolically obscured by the perspectival organization of the pictorial
space. Instead, it is underlined as a means that establishes this genre scene
as a complex painterly reflection on the problem of representing reality.
Although the room in which the card players are seated is depicted according
to the rules of linear perspective, which is emphasized by the way the floor of
the room is executed, the table at which the men are playing cards is placed
in the pictorial space as a completely separate entity. It defies perspective and
appears as if it does not fit in, in fact it completely deviates from the logic of
the wider space of the room, painted in perspective. This tension is reinforced
by the view that frames the pictorial space, indicating the painter’s elevated

13 More on the importance of Cézanne’s work for interwar art in the United
Kingdom in: F. Spalding, op. cit., p. 237.

47 J. Clark, “House of Cards”, Modernist Games. Cezanne And His Card Players,
ed. S. Padiyar, The Courtauld Institute of Art, London 2013, p. 19-22.
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point of observation, which further highlights the spatial ambiguity of this
composition, in which Pomorisac attempts to express the classical effect of
the depth of the pictorial space without denying the reality of its surface.
The painter seems to execute a double mythic method in the construction of
this painting: learning from a prominent predecessor, he revises Cézanne’s
reception of knowledge about classical painting, and highlights the spatial
and compositional ambivalences which he observes in Cézanne’s work,
applying the means of classical painting that he inserts into modern concepts.
PomoriSac puts artistic prowess at the service of modern painting, which
views reality as a series of inconsistencies that should be depicted, while
maintaining the logic of the modern. His stay in London represents a decisive
phase in the development of his painterly methodology, which he continued
to apply and improve in his work.

During his life in London, Pomorisac started a family: in 1922, he
married Erica Veraguth, a fellow student and young artist who had come
to England from Switzerland, with whom he had a daughter, Jasminka,
the following year. In 1925 he returned with his family to the Kingdom of
Serbs, Croats and Slovenes, and settled in Belgrade. Soon thereafter, he
joined art circles, regularly participated in exhibitions, organized, attended,
and kept up with art events, and wrote art reviews, gave public lectures on
art, and created a considerable number of commissioned works: stained-
glass windows and frescoes for public buildings, icons, iconostases and
restoration works in Orthodox and Catholic churches, book illustrations,
designs for banknotes and decorations.” In 1927, together with his friend
Zivorad Nastasijevié, he founded the Association of Artists Zograf, which to
a great extent determined the perception of PomoriSac’s artistic position in
local historiography, although his oeuvre is much more complex and goes
beyond the scope of the so-called zograf activity and the reinterpretation
of Serbian medieval art heritage. The two works created during his stay in
Belgrade, which bear witness to the artist's method of modern perception
and interpretation of the classical and attest to the above statement, are
Portrait of a Woman (1926?) and Still Life (1930). The remarkable devotion
to the ornamental details of fabrics and porcelain shown in these examples
underlines a specific attitude towards the material features of the painting,
repeatedly executed by PomoriSac through the polished, refined treatment of
the surface as an ambiguous viewpoint of the problem of representing reality
in painting. Isolated in the artificial pictorial space, closed off by a curtain,
both the female figure and the porcelain tea set appear as scenes of alienated
privacy. Veiled under the artist’s skillful brushstroke, which leaves no trace,

15 More in the artist’s biography and the list of works in this catalog.



thus creating the illusion of an imitated reality, these scenes are painted as
elegant theatrical gestures that emphasize the staged nature of reality in the
painting. In these examples, PomoriSac places the scenes from his immediate
surroundings within the classical rhetorical structures of the painting and
uses the decorative to highlight the modern appearance of their protagonists.

When he relocated to Paris with his family in 1935 and moved into
a house on the Boulevard du Montparnasse, a neighborhood where a large
international art community assembled, the scenes from his immediate
surroundings came to the forefront of Pomorisac’s artistic interest. He spent
the next four years in Paris where he relatively successfully exhibited his
works. The reason for the relocation remains unknown and seems at odds
with Pomorisac’s harsh criticism of the assimilation of French influences in
contemporary Serbian art.' Nevertheless, he managed to position himself
with his artistic expression, which did not conform to the esthetics of the
Parisian school, precisely because he differed from such poetics in the
Parisian art environment.

The Paris to which Pomorisac had traveled was no longer the world
capital of the ,Roaring Twenties” The economic and political crisis resulted
in a stagnant social life, numerous artists who had emigrated from the Soviet
Union and Germany found temporary refuge in Paris, the social stratification
in the city became more and more evident, and artistic life was focused on
preparations for the 1937 World Exhibition and the large International
Surrealist Exhibition of 1938. PomoriSac was interested in other trends in
Parisian artistic life, of which he spoke in 1937: ,Judging by what I saw in
Paris, it seems that the fine arts no longer produce those ,stars* who once
spearheaded a whole group of artists and set the tone of artistic life. I am sure
you remember Picasso, Matisse and others... Nowadays, there is no such thing.
Iam under the impression that art today is seeking a cleaner, more responsible
and more grounded basis, because art is returning to a constructive form...
Some time ago, old Vuillard and Bonnard were a roaring success and their
exhibitions were nothing short of sensational. I am strangely fond of their
work, even though their views on painting are completely opposite to mine.”"”

16y Pomorisac, "Kriza nage likovne umetnosti’, [“Crisis in our fine arts”], The
Chronicle of Matica Srpska, vol. 316/2, 1928, p. 259-263.

17D B. "Slikar Vasa Pomorisac, koji ve¢ dve godine zivi u Parizu, govori nam
o konstruktivnom preobrazenju likovne umetnosti. Kako zive nasi slikari u Parizu ”,
[“Painter Vasa Pomorisac, who has been living in Paris for two years, talks to us about
the constructivist transformation of fine arts. The lives of our painters in Paris®],
Pravda, 28.08.1937, no pagination.
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Like his Yugoslav colleagues living in the city at the same time (such as
Ljubica Cuca Soki¢, Bogdan Suput, Predrag Milosavljevi¢, Bora Baruh, and
others), PomoriSac opted not to paint scenes from the bustling city life or
typical landmarks in his renderings of Parisian landscapes, and thus, they
instead depict the area of Montparnasse and are characterized by a static
atmosphere, dominated by fragmentary frames of urban environments,
in which the human figure is treated as a motif rather than as an active
protagonist of city life. Viewed from the perspective of ,discrete displacement
from the main stream™?, the modern city opensup as a space of alienation, an
urban setting made of streets, facades and advertisements, in which the silent
transience of the modern city unfolds. However, unlike the aforementioned
artists, who expressed their views of Paris using more pronounced gestures,
in his Parisian landscapes, Pomorisac does not deviate from a disciplined and
tranquil linear character, which emphasizes the atmosphere of isolation in
the vastness of the big city.

In mid-1939, our artist left Paris with the intention of traveling to Italy;
however, the outbreak of World War II forced him to change his plans, and
he returned to Belgrade via Switzerland, where he lived until his death in
1961. Three small paintings from 1941 shed more light on his intimate space:
the artist’s contemplative vision is reflected in the silence of objects with
accentuated decorative features that make up his privacy, concealed from the
reality of the occupation, but affected by a family tragedy (his younger son
Gorjan died in 1941, and his wife Erica not long after).

After the end of World War II, the altered circumstances in politics
and art brought changes to the reflections of Pomorisac’s views of the world.
Abandoning the framework of the then-prevailing rhetoric of socialist
realism, his landscapes convey the silent tension of the uncertain post-war
existence. Melancholic natural landscapes such as Morning by the Danube
(1946) and Dusk by the Pali¢ Lake (1950) allude to escapism from social
reality, while urban scenes Student Square (1949) and Maksim Gorki Street
in Belgrade (1949) resemble the type of urban landscape from his Parisian
days of the second half of the 1930s, albeit in the distinct urban and social
structure of the Belgrade environment. The subordination of the silent human
figures to the gloomy urban ambience persists even under altered ideological
circumstances. Rare examples such as After Work (1948) and From the Pier in
Rijeka (Port of Rijeka, 1948) thematize scenes which can be associated with the

183 Cupié, Teme i ideje modernog. Srpsko slikarstvo 1900-1941, [Themes and

Ideas of Modernity — Serbian Painting 1900-1941], second edition, The Gallery of
Matica Srpska, Novi Sad, 2007, p. 65.



repertoire of socialist realism, but retain the classical rhetoric of narrative
composition typical of the painter's methodology.

On the other hand, PomoriSac’s signature style underwent a certain
change: it is no longer precise and linear, based on a detailed drawing.
Instead, the artist allowed himself a subtle, more colorful and less restricted
use of gestures. In the 1950s, he spent his summers in the small town of
Martinséica on the island of Cres in the Adriatic Sea and painted seaside
landscapes accentuated by short brushstrokes and layers of paint applied
in tonal harmony. One of the last landscapes, Drystone Walls (Cres), which
he painted in 1959, was conceived as an elaboration of the painter’s view of
the new environment he was becoming familiar with. PomoriSac painted the
Mediterranean landscape as a contemplative homage to the translation of the
seen into the unpretentious pictorial reality.

Portraits of the Bourgeoisie
— Between type and individual

A significant portion of the oeuvre of Vasa PomoriSac is made of
portraits, which he painted continuously throughout his artistic career.
He quickly established himself as a respected painter of this genre in each
new environment. Parisian art critics, in particular, praised the value of
his portraits due to the vibrancy they exuded" and the artistic originality
applied in the execution.®® In 1938, he was awarded the Silver Medal of the
Society of French Artists (Société des Artistes Frangais) at the Paris Salon
for the Portrait of Milanka Vasiljev (1936). Pomorisac created a considerable
number of commissioned portraits, as well as portraits of his friends and
family members, leaving behind a distinct gallery of personalities which
illustrates his social milieu. He portrayed mainly members of the bourgeoisie:
diplomats, doctors, architects, musicians and their family members, drawing
on the classical tradition of this genre. Although he had demonstrated his
skills and prowess in portraiture before, the main impetus for Pomorisac’s
specific treatment of this genre was his London experience. Today, we are
not familiar with the portraits he painted during his London years. What we
do know, however, is that an anatomically precise, realistic depiction of the
person portrayed was an imperative in British painting of the 1920s, which was
unquestionably typical of Pomorisac’s portraits painted in this environment.
Students at London’s Royal Academy were advised to ,avoid mere imitation

PR J., "Les Yougoslaves de Paris”, Le Temps, 11.04.1937.

20 Vanderpyl, "Les Yougoslaves de Paris”, Petit Parisien, 12.04.1937.
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in portraits without fear of realism, but realism favored by treatment and
guided by the saving grace of design®* Applying traditional techniques and
classical compositional patterns to emphasize painterly values, portraiture in
British painting of this period is characterized by stylized depictions of the
persons portrayed in symbolically decorated settings and restrained gestures
that allude to the traditions of the classical (Renaissance) representative
portrait transformed through the meticulous prism of modern design,
innovated in terms of colors.”

PomoriSac’s portraits from the interwar period are in line with this
concept of the genre, which is particularly evident in the aforementioned
Portrait of a Woman (1926?). Placed in an imaginary setting, opened through
a Renaissance landscape, this portrait is a product of the polarity between
the painting tradition (expressed in the way the pictorial space is constructed
and in the posture of the portrayed figure) and modernity, reflected in the
ornamental details of the clothing, accessories and modern hairstyle of the
portrayed young woman. Her identity is represented symbolically, through
appearance — fine details that the painter accentuates as precisely as the
woman portrayed, indicating her social milieu. The absent gaze and the
distancing from the depiction of the emotional/inner individuality of the
person portrayed establishes this portrait as a typical image of a modern
young woman, a remarkable example of a portrait created in the language
of the new realism in Serbian painting. We can also observe the composure
and psychological restraint, as gestures typical of modern bourgeois charm,
subtly expressed through the masterfully crafted painting surface and details,
in his other portraits: in the Portrait of Dr. M. Vasi¢ (1928), the restraint and
rigidity in the expression of the portrayed woman are further emphasized
by the meticulously executed white lace on the neckline and sleeves of
her dress created in a modern, simple Victorian design; the half-length
Portrait of Andelija Secerov (1933) is another example of the unpretentious
attitude of the figure portrayed with her arms folded, whose stillness and
tranquility speak about the decorum of the clothing worn by members of the
bourgeoisie through the detailed depiction of the jewelry (ring and earrings)
and the elegant black lace of the dress, which symbolize their social status.?

A According to: P. Elliott, S. Llewellyn, True to Life. British Realist Painting in the
1920s & 1930s, National Galleries of Scotland, Edinburgh 2017, p. 36.

> Ibid.

2 More in: S. Cupi¢, Gradanski modernizam i popularna kultura: epizode
modnog, pomodnog i modernog (1918-1941), [Bourgeois Modernism and Popular
Culture: Episodes of Fashionable, Faddish, and Modern (1918—1941)], The Gallery of
Matica Srpska, Novi Sad, p. 87-88.



Pomorisac painted an idealized image of female beauty in the Portrait of
Jasminka Pomorisac (1938), his daughter. The neutral, subdued background of
the painting and the soft tones of her skin are used to emphasize the serene
grace of the young woman’s figure. The white satin gloves decorated with
lace, a discreet symbol of her innocence, are particularly highlighted as the
bearers of the symbolic meaning of this portrait — the expression of ideal
beauty is hidden in her chastity.

PomoriSac also painted portraits of men, which were a clear
demonstration of their social status. A number of details in the Portrait of the
Architect Milan Slang (1933) indicate the professional identity of the portrayed:
the buildings designed by Slang are painted in the background, while he
points with his hands to the architectural drawing in the foreground.* In the
portraits painted by Pomorisac, Slang and other men who held important
social positions, such as surgeon Dr. Teodor Bozin (1941), pianist Velizar
Godevac (1941), diplomat Miodrag Markovi¢ (undated portrait), and others,
are dressed in classic, formal, dark suits and neat white or light-colored
shirts and ties, decorated with pocket squares. In contrast to the portraits
of women, where the primary role of accessories is to aid in deciphering
their social status, in the portraits of men, Pomorisac uses the modernity
of elegant clothing to depict the stability and rigidity of the portrayed men,
which indicates their high social position, thus making a clear distinction
between gender positions and their representation within bourgeois society.

A certain uniformity typical of PomoriSac’s portraits does not allow
us to discern his attitude towards the portrayed persons and their social
status. Viewed as a whole, these portraits reveal a subtle polarity between
affirmation and criticism of the representation of the bourgeoisie, which is
not easy to resolve. The ambivalence between type and individual, visible
in these portraits, reflects the complexity of modern man's attitude towards
the world, in which the personal and the collective are inextricably linked as
prerequisites for structuring a (decentered) subjectivity.

24 Detailed analysis of this portrait in: A. Milo$evi¢, "Portret Milana Slanga od
Vase Pomori$ca”, [“Portrait of Milan Slang by Vasa Pomorisac”], Journal of Smederevo,
issue 6, 2018, p. 79-90.
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Pictor doctus

The oldest preserved self-portrait of Vasa Pomorisac was created in 1909
using the drawing technique (presently kept in the collection of G. Pomorisac),
and depicts the sixteen-year-old painting student frontally, with a pencil in
his hand, while drawing a self-portrait and looking at himself in the mirror.
His focused gaze reveals the determination with which the young Pomorisac
strives to master the art of drawing and discover his painterly subjectivity.
The process of facing the transformations of selfness through their artistic
visualization would gradually become one of the lines of continuity in the
painter's oeuvre, which includes at least nine self-portraits created by the
end of 1946.

The genre of self-portrait played a significant role in the history of
modern art, as it developed as a multi-layered field of meaning, which brought
formal innovations in the language of painting and the painting medium,
changes in the artist’s perception and deconstruction of his professional,
social and political positions and roles, the complexity of the psychology
of modern individuality, and transformations related to the possibilities of
representation as the central function of the self-portrait.?® As a specific type
of portrait of a particularly self-reflexive nature, the self-portrait represents
an independent, explicit statement about the artist who, through the creation
of his own image, reveals an intricate network of relationships on which the
artistic subject and its place in the world are based. Moreover, Pomorisac’s
self-portraits can also be viewed as stages in the process of searching for and
defining the artist’s subject and place in the complex discipline of painting.

The early self-portraits, created in 1919 and 1920, bear witness to
the rapid subjectivization of PomoriSac as a painter of clear esthetic and
professional standpoints. From the position of expressionism and symbolism
(two self-portraits from 1919), which produce statements of identity that
are not fixed, he quickly reached a type of self-representation that would
become his painterly dictum of sorts. In Self-portrait with French Beret
(1919-1920), Pomorisac depicts himself as a self-confident individual with the
status symbols of his profession — a young painter and intellectual ready to
conquer the (art) world. After he had matured professionally and articulated

25 More on self-portrait in modernism in: Shearer West, Portraiture, Oxford
University Press, Oxford 2004, p. 163-185; U. M. Schneede, ,A Painter in Changing
Roles: Max Beckmann'’s Self-portraits in Context”, in: The Self-portrait. From Schiele
to Beckmann, T. G. Natter (ed.), Neue Galerie, New York; ?restel Verlag, Munich 2019,
p. 50-61. More on self-portrait in Serbian painting in: S. Cupi¢, Teme i ideje modernog.

Srpsko slikarstvo 1900—-1941, [Themes and Ideas of Modernity — Serbian Painting 1900
1941], second edition, The Gallery of Matica Srpska, Novi Sad, 2017, p. 137-141.



his painterly methodology, his self-representation formula became more
complex, which is evident in Self-portrait from 1928, where Pomorisac
portrays himself holding a palette and a brush, in a classical frontal pose
and the symbolic structure of this genre, thus unequivocally securing his
position in the tradition of painting as someone who both respects and
continues it. Dressed in modern clothes, he adds more layers to the image of
his representation with a stylized appearance that gives a double meaning to
the self-portrait: he is at the same time a man of his time, a modern painter
and a painter who respects tradition.

The fact that this painting does not depict PomoriSac in a work
(painter’s) uniform in a studio, but dressed in formal clothes and with a
piercing, determined gaze directed at the viewer, adds another meaning to
this self-portrait. In other words, his distinct attitude towards tradition and
classical values of painting can also be associated with a certain professional
prestige of painting that was historically defined during the Renaissance,
when theoretical treatises laid the foundation for the establishment of
painting as an intellectual practice which represents knowledge through
visual means.”® The creation of the special, specific status of painting as an
autonomous discipline based on the contemplative process, and not solely
on manual skills, began centuries ago and was completed in modernism,
during the first half of the 20th century, when the historical legitimacy of the
painting discipline was reaffirmed. The historicity of painting was established
to a great extent through painterly practices such as that of PomoriSac, which
directly suggested the ability of painting to transform itself as a modern
intellectual practice by re-reflecting on (reinventing) its own tradition. In his
Self-portrait (1928), Pomorisac portrays himself within the aforementioned
frame of reference — as a painter who uses both his hand and his intellect to
paint, and is aware of the history and modernity of painting.

Self-portrait with Palette was created four years later (1932) and
represented the pinnacle of Pomorisac’s professional subjectivization. In
the same posture as in the previous self-portrait, with a palette and a brush
in his hands, he appears more serene and reserved, while the composition
focuses on the attributes of the artistic prowess complemented by a symbolic
landscape in the background — in the lower left-hand side corner of the
painting we see the figure of a horseman and a dog which also appear in
the composition Banovi¢ Strahinja (1936), which brings this portrait in line
with the continuity of both the general (global) and local (Serbian) painting
tradition, as well as with the continuity within the artist’s work.

26 More details in: I. Graw, The Love of Painting. Genealogy of a Success Medium,
Sternberg Press, Berlin 2018, p. 10-13.
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The figure that PomoriSac creates in an attempt to signal his presence
in the painting discipline is based on the idea of pictor doctus, the profile of
a painter who has not only mastered the technical skills of his discipline,
but through learning and intellectual exchange with professionals in other
disciplines, develops and expands his knowledge, which he then applies in his
artistic practice.”” A painter educated in the spirit of humanism as the ideal of
a Renaissance artist is a historical figure onto whom PomoriSac projects his
professional identity. Pomorisac considers pictor doctus to be a symbolic link
of subjectivization and creates his painterly subject as a result of combining
various skills, knowledge and traditions, which recognize modernity as a
format in which they can realize their seemingly incompatible relations.
»1 came into contact with the works of great masters, saw a world entirely
different from the one I knew. I oftentimes experienced difficult moments: on
the one hand, the inability to assimilate, on the other hand, the interrupted
continuity.*

Tradition through the prism of the decorative

,Old icons and frescoes are what best suits my mental structure and
emotional preferences. I love them for their peculiar silent life, perhaps
stereotyped in terms of form, lacking dynamism, but with an unusual,
permanent and everlasting power hidden behind those expressionless faces,
shrouded in the fragrance of frankincense and basil** V.P.

By discovering a world ,entirely different from the one he knew",
Vasa Pomorisac developed and consolidated his attitude towards the world
which shaped him and which he considered intrinsically his own. His close
relationship with the painting tradition can be traced back to the formative
period of studying and working with Stevan Aleksi¢, where he acquired
his first painterly knowledge and skills in the context of church painting:
by creating replicas of illustrated pages of the Bible and assisting Aleksi¢ in
decorating churches and painting icons. In other words, PomoriSac’s initial
encounter with art was through Orthodox religious art, which was of great
significance for his further development as a painter. During his studies at

27 pictor doctus is a term coined by Renaisance art theorist Leon Battista Alberti
in his treatise On Painting from 1435, in an attempt to define a Renaissance painter as
an intellectual who has mastered the knowledge of liberal arts.

28 M. Leskovac, "Izlozba Miloga Golubovica, Vase Pomorisca i Zivojina Lukiéa u
salonu ,,Cvijete Zuzoric¢®, [“The exhibition of works of Milo$§ Golubovi¢, Vasa Pomorisac

and Zivojin Luki¢ in the ,Cvijeta Zuzori¢* salon®], Vreme, 18.04.1927.
297
1bid.



the School of Arts and Crafts in Belgrade in 1919,20, his interest was sparked
by a tour of Serbian medieval monasteries, taken together with professor
Ljubomir Ivanovié.

During his stay in London, he was additionally motivated to foster
and intensify his fondness for the heritage of religious medieval art. Artistic
education and the art scene in the United Kingdom during this period were
characterized by the revival of artistic tradition and the return to the classical
values of painting (Italian Renaissance, Flemish and Dutch masters of the
17th and 18th centuries, French classical painting and English painting of
the 19th century), a phenomenon referred to as revivalism. This phenomenon
in modern British art implies the search for a solid and disciplined artistic
expression in circumstances of social turmoil and the need for consolidation
after World War I and the trauma left in its wake, as well as a reaction to the
anachronism of the Victorian cultural code in British society, which had not
yet managed to create new (modern) values.*® This phenomenon also included
the revival of the tradition of decorative painting, reflected in a large number
of commissioned works created by young artists for public spaces in London
after 1919. The most prestigious award of the interwar period for such artists
was a scholarship for decorative painting awarded by the British School in
Rome.”" As part of the revival of this painting discipline in British art, drawing
and figurative art were once again relevant, as were the basic elements of the
language of realism in large formats and the ,old“ techniques of fresco and
oil tempera paint.”? The slogan ,return to the sources” was propagated in the
literature of the time as a good and preferred artistic method, also elaborated
on by the aforementioned T. S. Eliot, who believed that studying the past was
important if artists were to comprehend their relevance in the present.*

In the context of this phenomenon, we are able to better understand
the interest of the Victoria and Albert Museum in purchasing three drawings
- replicas of frescoes from the Manasija Monastery, which PomoriSac most
likely created in 1922 during his brief stay in the Kingdom of Serbs, Croats
and Slovenes: the depiction of the patron despot Stefan Lazarevi¢, the Holy
Martyr Mercurius, and the Holy Martyr Arethas’ During a short stay in

NE, Spalding, op. cit., p. 249.

31 More in: P. Elliott, Sacha Llewellyn, op. cit., p. 27-28.

32 Ibid, p. 28.

33 T.S. Eliot, ,Tradition and the Individual Talent* (1919), quoted from Patrick
Elliott, Sacha Llewellyn, op. cit., p. 30.

34 In the documentation of the Victoria and Albert Museum, the replica of the
image of the Holy Martyr Mercurius is filed as Portrait of a Nobleman, and the image
of the Holy Martyr Arethas as St. Zeno. This information was kindly provided by our
colleagues from the Victoria and Albert Museum.
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Serbia in the same year, he created replicas of five frescoes from the Manasija
Monastery*, which had originally been published in the prestigious art and
history magazine The Burlington Magazine in a text by Sava Popovié¢*® entitled
~Five Frescos from the Manassia Monastery“* In his text, the author highlights
the frescoes from Manasija as examples of a specific school of painting in the
Balkans, whose center was located in Serbia in the 14th century and which
developed under local influences. The same understanding was asserted by
PomoriSac in his later discussions on the development of medieval painting in
Serbia. The fresco painting from Manasija, as an example of autochthonous
style of old Serbian art which was not directly influenced by Byzantine and
Romanesque art, held a special place in Pomorisac’s attitude towards the
medieval tradition as a model on which he based the revival of this tradition
in his work.*

Advanced training of the stained-glass technique in the context of
trends on the London art scene allowed him further insight into the mastery
and innovation of the painting tradition from the perspective of decorative
arts. He quickly established his position in this field: his graduate work, the
stained-glass window depicting St. George (1923), was exhibited at the British
Pavilion of the large International Exhibition of Modern and Industrial
Arts in Paris in 1925, and was awarded an honorary diploma by the French
Ministry of Trade and Industry. In the same year (1925), the first news about
him appeared in Belgrade periodicals in connection with the depiction of
the Dormition of the Mother of God, which he had painted for the Catholic
Church in his hometown of Modo$s and which was briefly displayed in
the Catholic Church in Krunska Street in Belgrade, when Mihailo Petrov
singled out PomoriSac as a painter who successfully ,continues the broken
line in our painting tradition in a felicitous combination of Byzantine and
contemporary"* Pomorisac’s further preferences related to the founding and

35 pomorisac created replicas of five frescoes: the depiction of the patron despot
Stefan Lazarevi¢, the Holy Martyr Mercurius, the Holy Martyr Arethas, an unknown
saint, and King Solomon.

36 Sava Popovi¢ (1891-1943) was an artist and art critic educated at the Art
Academy in Munich. He lived in London between 1915 and 1931, whereupon he
returned to Belgrade. He wrote a large number of texts on art, his detailed bi(bli)
ography is available in: V. Rozi¢, Likovna kritika u Beogradu izmedu dva svetska rata
(1918-1941), [Art Criticism in Belgrade between the Two World Wars (1918-1941)),
Jugoslavija, Belgrade 1983, p. 409-411.

373, Popovitch, "Five Frescos from the Manassia Monastery”, The Burlington
Magagzine for Connoisseurs, Vol. 42, No. 240 (March 1923), p. 142-148.

3 More in V. Pomorisac’s manuscript for the lecture Elements of Serbian
medieval art, kept in the private documentation of Gordan Pomorisac.

39 M. S. Petrov, "Slikar Pomorisac”, [“Painter Pomorisac*], Vreme, 8.10.1925, p. 6.



his activities within the Association of Artists Zograf and the affirmation of
the idea of reviving old Serbian art®, as well as his later activities in the
field of decorative arts through public commissions and individual works,
are inextricably linked with his London experience, during which he refined
his views and skills and then synthesized the knowledge which he used to
develop a distinctive painterly method, unique in our artistic environment,
based on the dialog between tradition and modernity.

In place of conclusion

A very interesting example from Pomorisac’s oeuvre in the field of
decorative art is kept in the collection of the Gallery of Matica Srpska. It
illustrates the multifaceted nature of his painting process in the context of his
attitude towards tradition. This sketch, made as a proposal for a decorative
panel in the pavilion of the Kingdom of Serbs, Croats and Slovenes for the
The Sesqui-Centennial International Exposition in Philadelphia (1926), which
never materialized due to circumstances that remain unexplained to this day,"
immediately upon Pomorisac’s arrival in Belgrade from London, brings with
it a specific iconographic repertoire executed with the elegant and meticulous
linearity typical of the painter’s style. In the foreground of this classically
organized composition, we see an allegorical female figure holding a spindle
and distaff and wearing a stylized costume reminiscent of the dresses worn
by female rulers in medieval painting.*” Her golden halo and the wooden

40 For more on Pomorisac’s role in the Zograf Association: Z. Gvozdenovic,
LPojava Zografa u srpskoj istoriji umetnosti®, [“Zograf Phenomenon in Serbian Art
History”], in: Drustvo umetnika Zograf, [Association of Artists Zograf), 80 godina od prve
izlozbe drustva umetnika Zograf, [80 years from the first exhibition of the Association
of Artists Zograf], The Museum of the Rudnik and Takovo Region, Gornji Milanovac,
2011/2012, p. 17-38.

4 Preparations for the participation of the Kingdom of Serbs, Croats
and Slovenes in the World Exhibition in Philadelphia in 1926 were marked by
disagreements and conflicts between artists from Belgrade and Zagreb regarding
the persons who were to decorate the interior of the national pavilion. For this
reason, it was decided to withdraw from participation in this exhibition altogether.
More in: A. Z. Stamenkovi¢, Arhitektura nacionalnih paviljona Srbije i Jugoslavije na
medunarodnim izlozbama 1900-1941. godine, [Architecture of national pavilions of
Serbia and Yugoslavia in international exhibitions 1900~1941], doctoral thesis, Faculty
of Philosophy, University of Belgrade 2017, p. 194-206.

42 In terms of ornamental details and the type of costume, Pomorisac’s central
figure most resembles the fresco depicting Princess Milica Hrebeljanovi¢ from the
Ljubostinja Monastery (created in the early 15" century).
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throne on which she is seated add to the impression that this sketch was
modeled on medieval icons of rulers from Serbian fresco painting. Following
the pyramidal composition of the painting, the central female figure is flanked
by two symmetrically arranged female figures (allegories): the one on the left
is seated behind a spinning wheel, while the one on the right is weaving.
Although the decorative elements of the costumes worn by the depicted
female figures allude to the Serbian medieval artistic tradition, in terms of
iconography, this composition can also be associated with the mythical figure
of Penelope, depicted in European painting as a weaver, symbolizing devotion
and love for her husband Odysseus, faithfully awaiting his return from the
Trojan War for twenty years.*” The symbolic landscape that spreads out in the
background of the composition upholds to some extent the story of Penelope's
wait: the left portion of the landscape is conceived as a historical landscape
with a galley on the sea (which again alludes to Odysseus’ long voyage), while
the right portion refers to an industrial (modern) landscape, which gives
this composition a contemporary character. If we take into account that the
concept of architecture and decoration of the pavilion of the Kingdom of
Serbs, Croats and Slovenes for the World Exhibition in Philadelphia insisted
on reaffirming the national spirit in art, this proposal for a decorative
panel can be interpreted in the given context as a multi-layered homage to
painting through a modern representation of history. By juxtaposing the
rich traditions of mythological (classical European) and religious (Serbian
medieval) painting, Pomorisac meticulously creates a symbolic narrative
using the modern language of (new) realism, which presents history as a
multi-layered image woven from various experiences and traditions that are
reshaped and given new meaning in the present. Conceived in this way, Vasa
PomoriSac’s ,mythic method" approaches painting as a discipline with a long
history, built up through constant transformations and new understandings
of earlier (painting) traditions. With his conception of modern painting,
based on an understanding of tradition, he produces paintings that use the
rhetoric of the past to provide insights into the unstable and volatile reality
of the painter’s present.

43 More on the representation of Penelope in British Pre-Raphaelite painting in:
S. Poé, “Penelope and Her Suitors: Women, War, and Widowhood in a Pre-Raphaelite
Painting”, The Journal of Pre-Raphaelite Studies, New Series 11, Spring 2002, p. 68-79.



Luka Vukicevic

THE LONDON EXPERIENCE
THE RETURN 70O ORDER

The artistic education and development of Vasa PomoriSac was abruptly
interrupted by the Great War. The circumstances of the deepest social crisis
that Europe had ever witnessed - turmoil, hopelessness, and despondency -
strongly influenced the further development of continental art. The European
space, ravaged by suffering, devastation and misery caused by war conflicts,
proved to be a suitable ground for the evolution of realist painting. The birth
and blossoming of painting referred to in the plural as new realisms was
a reflection of the general state of the spirit in the interwar period. In the
context of the cultures relevant to the genesis of the new realisms — Italy,
Germany, and France — this phenomenon attests to reliance on traditional
values of art, literature, and philosophy, while advocating a reassessment
and revival of humanistic values. At the same time, the strongly intertwined
cultures turned the new realisms into an international art movement.

Observed in the context of the return to order or the new realisms,
England stands apart from the aforementioned European countries.
Although the trend of the return to order spilled over from the continent to
the island of Great Britain, the predominant traits of English painting were,
in fact, the tradition of the great portraitists Reynolds and Gainsborough'
and the firmly rooted 19th century national movement of the Pre-Raphaelites
with the teachings of their leading theorist and ideologue, John Ruskin. As
chance would have it, in pursuit of his studies, Vasa Pomorisac arrived to
London, which was an international and cosmopolitan environment in the
early 1920s, but one that still upheld tradition and clung to the past in terms
of art. On the one hand, financial hardship during his studies in Zagreb led

! As a country with a rich portraiture tradition, England undoubtedly influenced
Vasa Pomorisac to adopt this theme and use it frequently in his later works.
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him to accept the invitation of Doka Jovanovi¢ to continue his education at
the School of Arts and Crafts in Belgrade, which would provide him with the
knowledge he could not acquire in Munich. On the other hand, his desire to
travel to India took Vasa Pomorisac to the capital of the United Kingdom,
as this was the only route to India at the time. First, he attended an evening
course at the Saint Martin School of Arts, whereupon, with a desire to blur
the lines between fine and applied arts and to synthesize the components of
both, he enrolled in an evening course in stained-glass at the Central School
of Arts and Crafts.” Upon completion of the course in stained glass, taught
by professor Carl Parsons, he became the first trained stained-glass painter
among Serbian artists. To sum up, Pomorisac completed his art education in
a country which stood out, and opted for a technique which, again, stood out.

The departure from his homeland, this time voluntarily and in times
of peace, as well as his absence in the first half of the 1920s allowed Vasa
Pomorisac not to witness the arduous reconstruction of the country and the
restoration of'its cultural and artistic life after the war. He could not, however,
dodge the dire straits shared by his colleagues and compatriots, particularly
at the beginning of his studies in London, when he was beset by financial
hardships, a lack of understanding of the language, and forced to resort to
hard manual labor.

Pre-Raphaelite and constructivist painting

The diversity in terms of form, style, themes and content in Pomorisac’s
work can be traced back to his formative period. This is evidenced by two
paintings created two years apart during his art studies in London: The
Judgment of Paris from 1923, as a clearly (neo)classical, and Virgin Mary in Tears
from 1921, as a clearly (post)expressionist painting. These iconic paintings
by PomoriSac® are paradigms of two entirely opposite poetics and esthetics,
typical of the mid-1920s London, namely Pre-Raphaelite traditionalism and
modern constructivist painting which was gradually absorbed into English
art. Both trends are realist; however, their realisms differ: Pre-Raphaelite

2 Lj. Stojanovi¢, Vasa Pomorisac 1893-196 1. Retrospective Exhibition 1907-1961,
The Museum of Contemporary Art, Belgrade, 1986, p. 12.

3 According to Vukosava Popovi¢: The only feature they have in common is
the insufficiently emphasized influence of French Cubism: The Judgment of Paris is
an experiment based on the Cubist treatment of form, with a sculptural moment in
the modeling and geometric construction of the form, with a more evident Cubist
method in certain portions of the painting.



painting is based on the mimesis of nature, while constructivist painting is
based on the painterly principles of old masters.

Pre-Raphaelites replicate the things they see in nature “in order to
establish an intimate connection with them, which would allow them to
discover their secrets and mystical spirituality, and not to depict them®.* The
need for a new naturalism is thus confirmed, for nature is recognized as the
bearer of the essential poetics and meaning of the original divine message.
Nature, however, is not read through feelings, but through the devoted,
honest, meticulous painterly technique of the old masters and craftsmen.
The leading theorist, exponent and ideologue of Pre-Raphaelite painting, John
Ruskin, adds to the credo of the new naturalism with his postulate that “all
beautiful works must either intentionally imitate or resemble natural forms”?

Constructivists, on the other hand, view painting not as an imitation of
nature (by tracing the contours and copying the colors of things onto canvas),
but as transformed or abstract nature, executed according to certain laws
that bring order to this new world. For this reason, geometric shapes and
figures and their relations are used as a means to bring order to the painting.
Needless to say, establishing geometric relations between shapes is not an
invention of the 1920s, but is ingrained in humans as a constant need for
order and clarity.

PomoriSac’s aforementioned paintings, The Judgment of Paris and
Virgin Mary in Tears, best illustrate the distinction between Pre-Raphaelite
traditionalism and current constructivist painting. Created during his stay in
London (1921-1924), they map the development of Vasa Pomorisac, who drew
inspiration from recent and ancient European past alike — neoclassicism
and Renaissance (The Judgment of Paris), or from certain modern trends in
European art — “moderate” constructivism and expressionism (Virgin Mary
in Tears). Both art movements proved to be representative of a tendency
towards new realisms and return to order, as evidenced by the oil on canvas
Temptation of St. Anthony painted in 1927. Although this work was created
several years later, it undeniably belongs to the London period, as it contains
elements of the two paintings discussed earlier. With this painting, Vasa
PomoriSac concluded his formative period and continued to create using his
distinct painterly language, in which classicist expression prevailed over the
expressionist one.

ta o Argan, Moderna umetnost 1770-1970-2000, II knjiga, [Modern art
1770-1970-2000 H], Clio, Belgrade 2004, p. 152.
5 J. Ruskin, Lecture on Architecture and Painting, London, 1907.
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The Judgment of Paris

Created in 1923, this nude is set in a landscape and exudes an air of
mythology. Characterized by its refined and bright hues and color chords,
it was executed as a work of Pre-Raphaelite painting par excellence with
meticulously expressed realist details, imbued with the spirit of the early
Renaissance and an atmosphere analogous to that of Botticelli’s Primavera.
The scene from ancient mythology is painted in the neoclassical style, in
which the forms were placed in geometric relations and given a vibrant
rhythm, as a synthesis of two stylistic criteria — beauty and truth. The first,
Leon Battista Alberti’s early Renaissance criterion of beauty, which states
that “we must take what we paint from nature and always choose the most
beautiful from nature™, is embodied in the sensual beauty of three goddesses
of the Greek pantheon — Hera, Athena and Aphrodite — standing bare before
the Trojan prince Paris. Each of them is anticipating his acknowledgment of
her as the most beautiful and being given a golden apple. Paris is allowed
to see their naked beauty in its entirety, while the viewer is shown the nude
figures of the goddesses in different poses: the first one on the left has her
back facing the viewer, the middle one has her body and head in semi-profile,
while the third one on the left has her body turned to the front and her head
in profile. The central nude female figure wears a Roman soldier’s helmet,
which unequivocally situates the entire narrative in antiquity. This detail was
painted as a key argument to prevent the audience from being scandalized
by the nudity depicted. The ancient goddesses are portrayed as chaste,
glorious and almost indifferent towards their own sexuality, positioned in
an idealized landscape, rather than as actual persons in the real space of the
present moment, who “stare at the viewer, shamelessly self-assured, without
a trace of self-consciousness caused by their nudity“’ The stage of the event is
shallow, resembling a proscenium, comprised of a green meadow carpet and
diverse and beautiful flowers, and framed by a multitude of lush canopies of
leaves, interspersed by the blue of the sky and the water.

The second, Ruskin’s criterion which determines a painting, is the
criterion of truth. It is a Pre-Raphaelite credo which asserts that “painters
should represent nature as it is, down to the smallest detail, with all its
imperfections: go into nature with a pure heart, with a single aim which is
to delve into its essence without rejecting anything, selecting anything and

¢ A. Blunt, Umetnicka teorija u Italiji 1450-1600, [Artistic Theory in Italy 1450~
1600], Clio, Belgrade, 2004.

73, Bartolena, Mone — geniji umetnosti, [Monet: Masters of Art], Belgrade, 2012,
p. 46.



despising anything.” ® Ruskin calls for visibility in the precise capturing of
every detail,’ “so that the painting can be viewed even with a magnifying glass
without losing anything of its value” (flowers, leaves, body anatomy, animals).

The term Pre-Raphaelitism refers to art inspired by the art of the early
Renaissance, before the time of Raphael Santi. They believed that the artistic
creation of the painters of that period was sincere, deeply imbued with religion
and beyond (dogmatic) academic teachings, while Raphael and the masters
of the High Renaissance corrupted art, by turning it into an intellectual
activity. “Despite constantly referring to the Italian artists of the Quattrocento
(Gozzoli, Botticelli, Mantegna, and Carpaccio), the Pre-Raphaelite painting
does not explicitly invoke the style of these artists: one might say that they
served more as an example of professional ethics than artistic models “!
The Judgment of Paris attests to the fact that Vasa Pomorisac embraced the
Pre-Raphaelite conception of art as a figurative narrative that strives to be
truthful, meaningful and profoundly inspired. In their opinion, art should
not convince, but be intimately persuasive: only in this way does it become
poetry, because poetry carries with it the spirit of truth that lies in the essence
of both objects and people.

Vasa PomoriSac recognized the mythological component in the Pre-
Raphaelite painting and perfected it in his later works. The significance
of myth as an inspiration and an idea must be highlighted, as myth is an
important link between Serbian and European painting of the interwar
period. Vasa PomoriSac adopted the theme of mythology before his encounter
with the Pre-Raphaelites, way before, in the studio of his first teacher Stevan
Aleksi¢ in Modos. A former student of the Munich Academy who had never
formally graduated, Aleksi¢ taught his disciple painting in the spirit of
Nordic symbolism, “engrossed with the metaphors of death, and which had a
penchant for pronounced expression, exaggerated gestures, and mythological
themes»."

A classicist trend, such as Pre-Raphaelitism, undoubtedly suited a
predominantly classicist painter such as Vasa Pomorisac. This, however,

8 The meticulous technique of Vasa PomoriSac which focuses on every detail
can also be observed in two paintings from the National Museum (flowers), as well as
in Cardplayers from the Museum of Contemporary Art in Belgrade (cigarette butts,
pipes, a box of matches on the floor).

?7. Ruskin, Pre-Raphaelitism and other essays upon art. Lectures on architecture
and painting, ] M.DENT and SONS, London, 1920.

g c. Argan, op. cit., p. 151.

. Kusovac, Rani radovi Vase Pomorisca — crtezi, skice, studije od 1914. do

1924, [The Early Works of Vasa Pomorisac — Drawings, Sketches, Studies from 1914 to
1924], The National Museum, Belgrade 1982, p. 7.
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did not prevent him as an artist from gravitating towards other similar
movements, above all the early Renaissance, as the origin of antiquity and the
source of historical neoclassicism. We should highlight that Vasa Pomorisac
was exposed to the ideas of the Renaissance and their impact on painting,
precisely through the influence of Pre-Raphaelitism: “his sojourn in London,
which was to become the source of his interest in the Renaissance masters”."?
However, the assumption that this was the painter’s first encounter with the
Renaissance and that it was only then that he began to apply its principles
in his painting is highly questionable. This is evidenced by the fact that,
during his studies in Munich in 1913 and 1914, PomoriSac demonstrated an
extraordinary mastery of Renaissance concepts in his works: linear and aerial
perspective, anatomy, and proportions. In the war years of 1917 and 1918, he
created a series of drawings and studies executed in a realist and classical
style, including, most notably, the drawing Embraced, depicting Serbian,
Russian and Romanian soldiers dancing the kolo with civilians. The drawing
is concise, with emphasized linearity and a certain veristic perception. The
painter’s penchant for the Renaissance is also evident in his highly successful
flower studies, which he created in 1918 with pencil and watercolor on sheets
9 and 10, entitled Poppies and Burdock. These studies are “reminiscent of
similar studies by Renaissance artists... the nostalgia for classicism has
remained omnipresent in Pomorisac’s works”."?

Although mimetic, Pre-Raphaelite painting is not of the lart pour
Part nature; its aims are directed towards religion, morality and society,
and correspond to some extent to the ideas presented in the oeuvre of Vasa
PomoriSac, even if they are not all immanent in his work. The Serbian painter
was also not a follower of the 'art pour I'art principle: after he had arrived
in Zagreb in 1919 and enrolled in the School of Arts and Crafts, he found
himself in an environment which was still strongly influenced by the Meduli¢
group, disbanded during the war. Vasa PomoriSac accepted the group’s credo
that “painting is the result of a mental process and means more than merely
a painted scene and that everything that surrounds humans should be given
an artistic form™*, thus explicitly rejecting the l’art pour 'art code in his work.
In addition to the dismissive attitude of Pre-Raphaelites towards l'art pour
Uart, the Serbian painter undoubtedly appreciated their explicit desire to defy
the spirit of the times and, by rejecting all conventionalism, to romantically
seek a poetics of escape into an imaginary world and a lost, wistful beauty,

12y, Suji¢, Vasa Pomorisac, Cultural Center of Belgrade, Belgrade, 1970.

13 N. Suica, Vasa Pomorisac, Special print from the Journal of the Military
Museum, no.16, Belgrade 1970, p. 150.

14 Lj. Stojanovi¢, op. cit., p. 11.



mythical chivalry of bygone days, a mysticism which can provide refuge from
the mundane and from reality. It was a refined and magical estheticism, to
which PomoriSac conformed, thus enriching his artistic expression.

The artistic context in which Vasa PomoriSac painted The Judgment
of Paris must also be analyzed. It was the period after World War I, when
the tendencies of the new realisms emerged and dominated the painting
discipline. They were based on the experience and imagination of the present
and authentic reality, both in the conventional painting themes — portraits,
landscapes or still life — and in the representation of modern life. The new
realisms were divided into two wings: the left, which neglected the search for
beauty and the ideal in favor of the true, simple side of reality, and the right,
which preserved what was essential in artistic representation and created art
for eternity'. It is safe to say that Pomorisac sided with the “right wing” in his
mythical paintings (such as his mythical composition Leda and the Swan) and
found refuge from the chaotic and uncertain reality in the Arcadian worlds
of order and harmony. Rather than escapism, PomoriSac’s artistic creation
would be better described as consistent with Winckelmann’s conception of
the permanence of classical forms as an everlasting, timeless category; this
implies a dialog with tradition and the past “which cannot be avoided, but
must be revisited “.'¢

John Ruskin and his teachings

In the context of the importance of the past and of tradition in Pre-
Raphaelite art and art in general, the concepts of John Ruskin, exponent,
critic, and theorist of Pre-Raphaelitism, who defined painting through its
relationship with religion, the nation and through its role in society, are
essential for the formation of Pomorisac as a painter.

John Ruskin advocated the preservation of craft technique in art,
a technique which was becoming increasingly derogated and was being
underestimated by the omnipresent industry. Being partial towards
craftsmanship and painting had always been and remained a prominent
feature of the artist Pomorisac, as a valuable legacy of the 19th century, and

13 1. Reberski, Realizmi dvadesetih godina u hrvatskom slikarstvu: magicno,
klasicno, objektivno: magicni realizam, neoklasicizam, nova realnost, objektivna
realnost, kriticki realizam, [Realisms of the 1920s in Croatian painting: magical,
classical, objective: magical realism, neoclassicism, new reality, objective reality, critical
realism], Art history institute, Zagreb, 1997, p. 40.

167 Merenik, Delicate plants in Knjizevna rec, Belgrade, 25.12.1986.
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was a bastion in which good taste and the sense for excellence of a work
were preserved. A proponent of Pre-Raphaelite esthetics, together with
William Morris, Ruskin found the solution to the problem in the need for a
return to medieval piety.”” Ruskin viewed art through the prism of religiosity
and divided it into religious and profane art. Religious art is more sublime
because religion was its predominant theme, in contrast to the opulence and
delectation typical of profane art. The two types of art are mutually exclusive
(either-or), since there can be no different degrees of religiosity in art. Ruskin
claimed that religion could not come second - it was either pre-eminent or
nonexistent — and concluded: “He who puts God second has, in fact, nothing
to offer him”'® The Pre-Raphaelites approached artistic creation with ascetic
commitment and devotion to the Christian religion. Their predominant
preference for ancient and religious art over modern and profane art is
imbued with ethical and religious implications; they were fully committed to
the former due to its immanent moral purpose. Pomorisac evidently shared
the viewpoint of the Pre-Raphaelites regarding the purity and sincerity of the
painting of the “Age of faith””, since he had acquired “a lasting predilection
for religious painting* in the studio in Modo$, which he later developed in
an ideological rather than creative impulse of the Zograf group.

The next point in Ruskin’s teachings which undoubtedly influenced
PomoriSac was the great importance attached to the concept of nation or
the notion of national in art. Ruskin asserts that “art is solely a visible sign
of national virtue...” and adds that the national tradition is “the actual
foundation, seldom discussed when a magnificent building is erected upon
it, but the foundation must exist nonetheless” Having realized that the art
treasures created during the two glorious centuries of the Nemanji¢ dynasty
were the foundation of the Serbian artistic tradition and its most valuable
accomplishments, PomoriSac insisted that they, kept in Serbian medieval
monasteries as if in treasuries, be presented to the foreign audience and
public. He decided to create five replicas of the frescoes from the Manasija

17G.c. Argan, op. cit., p. 98.

181 Ruskin, Pre-Raphaelitism and other essays upon art, Lectures on architecture
and painting, ] M.DENT and SONS, London, 1920, p. 158.

19 The term “Age of Faith” primarily refers to the Middle Ages, both in the
English and Serbian contexts. The latter, however, does not encompass the period of
the early Renaissance, as it was not represented in the Serbian artistic space due to
historical circumstances.

20 M. S. Petrov, Slikar Vasa Pomorisac, [Painter Vasa Pomorisac], Vreme,
Belgrade, 8.10.1925.

2Ly, Kusovac, op. cit., p. 10.



Monastery, as the most representative, in the belief that the painting of the
Church of Holy Trinity* was the peak attained by an anonymous Serbian
medieval painter, whereupon the medieval art among the Serbs began to
decline, fade, and ultimately vanished. He brought the replicas he had created
during a brief stay in the country in 1922 to London and exhibited them in
1923 together with the stained/glass window St. George Killing the Dragon®
in an apartment at an informal exhibition organized by the painter Dorothy
Booth, the purpose of which was to showcase the works of emerging and
talented artists and put them in touch with the potential patrons. Pomorisac’s
success was undisputed and three of the five exhibited replicas were purchased
for the art collection of the Victoria and Albert Museum. The author of the
review in the “Westminster Gazette* did not elaborate on the impressions of
the frescoes; however, he did mention that “the exhibition featured stained-
glass windows by Vasa PomoriSac, a Serbian artist of strong individuality”*

Lastly, Pomorisac shared Ruskin’s views on the role of art in society.
Ruskin believed that modern art could not exist in modern society®: “For art
to survive, society must change, and that should be the artist’s mission™,
which includes “polishing the form of everyday objects™. In accordance with
his artistic education and development, Vasa Pomorisac intuitively embraced
the idea that “the artist is a craftsman who creates a painting; if a painting
is considered an ideal object, then the technique used in its creation is also
ideal. This was advocated by John Ruskin and William Morris in England, on
a theoretical level and with strong evidence, in an attempt to raise their voice
against the decadence of taste, the loss of the sense of spirituality in work,
caused by technical, mechanical work and the utilitarian nature of industrial
products”?

In view of all of the above, it is only natural to conclude that Ruskin’s
advocacy of medieval tradition, religiosity and national individuality in art,
which were the guiding principles of the Pre-Raphaelites in their practical

22 Holiday to which the monastery church of Manasija or Resava is dedicated.

B gt George Killing the Dragon was completed in 1923 as the graduate work
at the Central School of Arts and Crafts — as recounted by Gordan Pomorisac — the
stained-glass window was dedicated to St. George as the patron saint of the city of
London.

24 Westminster Gazette, London, 7.12.1923; private archive.

25 Reference to the art of English landscape painters Turner and Constable in
the first half of the 19 century:

%G, C. Argan, Moderna umetnost 1770-1970-2000, [Modern art 1770-1970~
2000], Clio, Belgrade, 2004, p. 151.

273, Mari¢, preface to John Ruskin’s book Ad Valorem, Kultura, Belgrade, 1965.

Ba.c Argan, op. cit., p. 98.
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work, had a lasting influence on the painter Vasa Pomorisac. Together with
painters who shared his viewpoints, in 1927 he founded the Association
of Artists Zograf, a group which based its ideology on Serbian medieval
painting.”

The spiritual affinity between the English and Serbian groups of artists
and the similar starting points of their programs, uphold the premise that
the members of the Zograf group may safely be considered Serbian Pre-
Raphaelites.

Observed through the instructive prism of the new realisms or the
return to order in Croatian painting of the 1920s,*° The Judgment of Paris can
be viewed and located in the broadest sense between two painterly tendencies
— objectivization and idealization. The Judgment of Paris fits better into an
idealized and surprising image of reality (that of neoclassicism, along with
magical realism and Post Cubism), than into an objective image of reality
(critical realism, neo-naturalism in chronicling, and naive art)*. The classical
component that prevails in Pomorisac’s mythical painting, but also in a large
portion of his oeuvre, is multi-layered and is based not solely on the classical
(that is, ideal) form, but also on the balance between nature and style,
expression and harmony. In addition to indisputable constants — adoption
of the classical view of the world, revival of classical values and return to the
past — special importance is attached to the return to myth.

Virgin Mary in Tears

This 1921 painting is the antithesis of The Judgment of Paris and stands
in direct contrast to it in terms of program, radiating an entirely different
energy; the pastoral and idyllic scene is replaced by a dramatic tone expressed
through the despairing gestures of'its protagonists.

The religious composition is plain and simplified in terms of the
number of persons depicted (Christ and the Virgin Mary), the layout (the
figures are positioned along the central vertical), a strikingly somber, dark,
bituminous color palette (ground, background, and cross), as well as the effect
of Caravaggio’s artificial lighting, which puts the figures in the spotlight (as
the only ones visible). This painting is miniature in terms of size and the
elements it contains; however, at the same time it carries a monumental
note of despair, which impregnates it with the power of “Munch’s silent

27, Trifunovié, op. cit., p. 186.
07 Reberski, op. cit., p. 38.
31 Ibid, 38.



scream”. By depicting the scene of imago pietatis (Christ of pity), a scene
widely represented in Christianity, Pomorisac does not “blindly” conform
to the Christian iconographic scheme — he does not view it as a canon, but
unequivocally as his own “iconographic apocrypha”. We should highlight that
PomoriSac approached some of his later religious works as non-canonical and
applied his own creative process, namely the murals painted for churches
in Modo$ and Botos in 1924 and the oil on canvas Temptation of St. Anthony
from 1927.

The uncommon features of a common depiction are evident in Virgin
Mary in Tears on multiple visual levels: 1. Christ’s arms are not extended at
right angles to the torso (he is not crucified), instead they are raised at 180
degrees to the perpendicular of the cross, with the hands nailed to the cross,
which is barely visible in the darkness; arms and torso thus hang vertically; 2.
Christ’s head rests on the upper part of his back, as if his neck were broken,
and his right leg is unexpectedly slightly bent at the knee and not touching
the ground (both elements are typical of expressionist deformation); 3. the
figure crouching in a fetal position around Christ’s feet is the Virgin Mary,
whose face is not shown and who is tormented by agony for her crucified son.

The painting Virgin Mary in Tears reveals its Nordic origin through the
pronounced expressionism of the form, the visible plication and the figures
arched at an angle typical of Gothic art. It is safe to say that Vasa Pomorisac
painted it under the influence of the intellectual and artistic climate in
Munich, the city where he attended the Academy of Fine Arts during the
summer semester of 1913/1914. As is so often the case, a change in the realm
of spirit was accompanied by a change in the realm of form. In those years, the
Bavarian capital, although less cosmopolitan than Paris, had positioned itself
as a major center of modern art and exuded a more philosophical spirit™. In
addition to the paintings by numerous artists who created works of modern
expressionism in Munich at the time, the study “Form Problems of the Gothic”
(1912) by Wilhelm Worringer, as a dictionary of modern expressionism, may
have had an influence on the creation of Virgin Mary in Tears.

The work was painted in the spirit of expressionism, which, according
to Herwarth Walden, the founder of the magazine Der Sturm, is an open,
eternal school without a particular style, albeit with a certain philosophy that
is revitalized through the adoption of current forms and means to keep its
memento alive in time. As a fundamental movement in modern European
culture, it summarized and linked the revolution in the field of form with the

2y Read, Istorija modernog slikarstva od Sezana do Pikasa, [A Concise History
of Modern Painting], Jugoslavija, Belgrade, 1967, p. 33.
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revolution in the field of spirit and feelings, the national and the universal,
the concrete-social and the abstract-metaphysical.

Virgin Mary in Tears can be interpreted on the basis of 15 opposing points
defined by Franz Roh * to distinguish expressionism as a pre-war movement,
and post-expressionism (or New objectivity) as a post-war movement. Analyzed
in this manner, Virgin Mary in Tears can simultaneously be referred to as
an expressionist and a post-expressionist work of art, for it possesses the
features of both movements, namely* (expressionism — post-expressionism):
1. ecstatic themes — everyday themes; 2. concealment of an object — indication
of an object; 3. rhythmic - representative; 4. extravagant — purist rigid;
5. dynamic - static; 6. loud - quiet; 7. concise — detailed; 8. monumental -
miniature; 9. in the foreground — in the foreground and in the background;
10. warm — cold; 11. thick layer of paint — thin painted surface; 12. rough —
smooth; 13. the painting process is visible — the painting process is erased; 14.
expressively deformed objects — crystal clear objects; and 15. a composition
that “leaks” to the edges of the painting — a composition “captured” within the
painting.

From the very beginning of his prolific artistic career, it was “impossible
not to wonder what kind of artistic predilections and life circumstances led to
two entirely opposite poetics crossing paths and nearly clashing in the work
of an artist — a distinctly modern one, which went hand in hand with the
challenges of current trends in art, and a second, pronouncedly traditional,
which called for the restoration of long-attained formal values in a work of
art.”%

The period in which PomoriSac created these paintings was the period
in which the vocabulary of radical modernism suffered its first major blow
(the beginning of World War I), when the artists — founders of Cubism
(Picasso), Fauvism (Derain) and Futurism (Carra and Severini) abandoned
the non-mimetic pictorial sign. Throughout his life, Picasso had created a
purely “classical” body of work simultaneously with the iconoclastic works
that brought him fame — which is equally important. As well-known as Otto
Dix’s Dadaist works were, they are not as significant as those he created in
the 1920s and 1930s. The young Carra, a militant futurist, is less important
than the Carra who created from 1921. As for Pomorisac, he tried his hand

3 F. Roch, Expressionisme/Post-expressionisme, in: Les Realismes 1919—1939:
Entre Revolution et Reaction, Centre George Pompidou, Paris, 1980, 149.

34 The features of Virgin Mary in Tears from the pairs of opposites are marked
in italic letters.

37, Despotovic¢, Sklad oprednih poetika, [Harmony between the opposing poetics],
Jedinstvo, Pristina, 27.12.1986.



at abstract painting during his sojourn in London with the works Abstract
Composition — Diaghilev's Ballets (1921) and Little Abstract Composition —
Landscape (1922). These were the only abstract paintings in his entire oeuvre.
They were created at the time when PomoriSac shared the conviction of
Petrov, Bijeli¢ and Radovié*®, painters whose artistic education was linked to
Germany and Central Europe, that the inner reality could best be expressed
through suggestive abstract forms. Their common belief which they displayed
on the canvas by using non-mimetic signs to express themselves, implied
the rejection of multi-layered figuration and/or objects. However, this was a
short-lived experiment in Pomorisac’s work.

The art of Pomorisac was aligned with the programs of the new realisms,
which to a large extent represented a stylistic phenomenon, even though the
symbolic art form was not considered essential — what mattered more were
the state of mind and certain tendencies. The new realisms emerged under
the influence of the development of industrial civilization as a reflection of a
different, more intellectual and impartial knowledge which strongly impacted
the artistic vision. Defining a style was one of their recognizable traits. Since
art is autonomous and is a sum of its own varieties, style became increasingly
important and the need for stylistic pluralism was recognized.”

Pomorisac appeased and resolved the tension between the two currents
in Britain by adopting elements from both, while their confrontation
on a broader scale was prevented by the new realisms (which began with
constructivist painting). Their perspective was broad enough to absorb
the Pre-Raphaelite painting into its own orbit of figures and forms. Pre-
Raphaelites were thus integrated in European new realisms, and thanks to
Vasa PomoriSac, they also “joined” the circles of the new realist painting
among the Serbs. We cannot overlook the fact that the painter supplemented
his fundamental acceptance of the Renaissance anthropocentric view with a
new, contemporary perception of painting — the cosmic one. “Through cosmic
perception, all things are stripped of their ephemeral and transient forms and
gain their essential form... these principles pave the way for the monumental
art of the 20th century”3®

Upon returning to his homeland, Vasa PomoriSac immediately
“tackled” the problems of form in Serbian and Yugoslav painting. With his art

36 1. Trifunovi¢, Srpsko slikarstvo 1900-1950, [Serbian Painting 1900-1950),
Srpska knjiZzevna zadruga, Belgrade, second edition, 2014, p. 162.

37 1. Reberski, op. cit., p. 37.

38 petar Dobrovi¢, Exhibition G. Emanuel Vidovi¢. — exhibition GG. Jovan
Bijeli¢, Petar Dobrovi¢, Sibo Mili¢i¢, Srpski knjiZzevni glasnik 6, Belgrade, November
16th 1921, 465-466.

243



244

he occasionally paid homage to the aspirations of the early Renaissance, as
the ultimate model of beauty, and to the Pre-Raphaelite concept of creation
in the spirit of uncompromising truth. In this way, the divergent currents
of PomoriSac’s painting, which had begun during his studies in London,
continued to develop.

The perception of Vasa Pomorisac's Art
in Serbian art theory and history

If we were to limit ourselves to the period when the two selected and
analyzed paintings were created, that is, to the first half of the 1920s, we
would undoubtedly not be able to make a definitive judgment on the direction
in which Vasa PomoriSac’s painting would develop — towards classicism
or expressionism. Only (later) critics had the opportunity to interpret his
work on the basis of an insight into his entire oeuvre. However, their views
of Pomorisac’s work were simplistic and uniform - they labeled his art as
predominantly neoclassical and anachronistic. The leading exponent of such
an evaluation was Aleksa Celebonovié, who described Vasa Pomorisac in his
1965 book Contemporary Painting in Yugoslavia as an outdated painter who
distanced himself from neo-realist ideals and was a follower of (obsolete)
historical neoclassicism of the 19th century, acknowledging only hints of
modernity in his art* manifested in the occasional appearances of cubist
experiences. This was the result of Celebonovié's failure to observe the
Cezannist component in Pomorisac’s work and to grasp the absorbing breadth
of Cezannism. Although Miodrag B. Protic¢ classifies PomoriSac among painters
— representatives of the “backward” esthetics of Zograf* painting in his 1967
study Third Decade. Constructivist Painting, he rightly mentions him in the
context of modernist expressionism of form. Such a characterization of Vasa
PomoriSac, together with Lazar Trifunovi¢’s assertion that two tendencies,
expressionism and classicism, coexist in Pomorisac, lays the foundation for a
complex, in-depth analysis of his diverse and multifaceted art.

At the beginning of his career, expressionism was the predominant
feature of Pomorisac’s work; however, in later years classicism unquestionably
prevailed. This was the result of Pomorisac’s decision to focus on drawing
in the spirit of Ingres and classicism, which implied an extensive artistic

39 A. Celebonovi¢, Savremeno slikarstvo u Jugoslaviji, [Contemporary Painting in
Yugoslavia), Jugoslavija, Belgrade, 1965, p. 13-14.

40 M. B. Proti¢, Treéa decenija: konstruktivno slikarstvo, [Third Decade:
Constructivist Painting], The Museum of Contemporary Art, Belgrade 1967, p. 35.



knowledge, a combination of the plastic features of antiquity, the Renaissance
and neoclassicism, meticulous work, and abundant practical knowledge.
Pomorisac’s “linear painting (...) stands (...) as a unique and practically
isolated case in our fine arts”* It arises from the shift of emphasis from the
spontaneous and instinctive to the conscious and thoughtful — PomoriSac is
the type of artist who is guided by reason and not by feelings.** In essence,
this was a certain classicist intellectualism typical of Vasa Pomorisac since
his beginnings — the appreciation of periods of maturity, which oftentimes
implied classical periods, periods of reflection, maturing and tradition, in
contrast to the preference for the artists’ beginnings, childhood, the periods
of interruptions and what is obviously a tabula rasa.*’

Temptation of St. Anthony

The painting Temptation of St. Anthony was created in 1927 and there-
fore chronologically does not belong to the London cycle of Vasa Pomorisac
(which ended in 1924). Nevertheless, it is a work of art which, due to its stylistic
and conceptual structure and other numerous parameters, unequivocally
deserves its place among the works that PomoriSac painted in London,
and one which concludes this entire period. The year 1927 was the turning
point, when classicism permanently took precedence over expressionism in
PomoriSac’s art. This painting resembles Virgin Mary in Tears in terms of
its religious theme and the new approach to canonized themes of Christian
iconography. A comparison with The Judgment of Paris, however, leads to
the conclusion that the Christian Temptation of St. Anthony has many more
elements in common with the pagan The judgment of Paris than with the
religious Virgin Mary in Tears. This pertains to the classical rendering of
both compositions, where the figures are placed in a flat space bounded by
lush canopies and a large boulder, with nude, sensual female bodies in the
foreground, their anatomical features executed with a “muted stylization”.

St. Anthony is placed in the center of the composition, swathed in black
cloth and surrounded by objects of temptation. Two beautiful young women,
reminiscent of Ingres’ odalisques, one on his left, the other lying before him,

4L 5 Celebonovié, Slikarstvo Vase Pomorisca, [Painting of Vasa PomoriSac],
Borba, 15.11.1953.

42 A classification of artists, devised by Krleza, into those who rely on reason
and those who are guided by feelings.

43 J. Clair, Kritika modernosti, [Critique of Modernity], Alef Gradac, Belgrade,
2018, p. 57.
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try to seduce the saint with sensual and earthly love and distract him from the
devoted study of religious scriptures. A little further down, to the right of the
saint, we see a scowling (unidentified) old man with a distended belly holding
an empty glass (which can be interpreted as a personification of inebriation
and debauchery in general). With well-conceived and dynamically placed
rhythms, the figures in the foreground form a circle, with St. Anthony in the
epicenter. The artist uses the sculptural forms of voluptuous female bodies to
achieve the unity of the composition with the ascetic figure of the saint, without
desecrating the spiritual aspect of the scene of a closed image perceived as a
modern icon. “The scene is set in a space bordered by mountains, narrow and
seemingly without exit, without solution, in constant repetition, but with the
parallel idea of opening into the possibility of ascent”*

*
% *

The two analyzed paintings by Vasa PomoriSac are works of two entirely
opposite styles — The Judgment of Paris (1923) in the (neo)classicist style and
Virgin Mary in Tears (1921) in the (post)expressionist style. The artist painted
them during his formative years in London, when he was exposed to the
influence of traditional English Pre-Raphaelitism and modern constructivist
painting emanating from Europe. Both paintings are the result of the
tendencies of the return to order or the new realisms. With the spread of neo-
realist trends in the Western world, style became increasingly important and
the need for stylistic pluralism was recognized. Their differences attest to
the artistic versatility of Vasa Pomorisac, as well as to the breadth of stylistic
pluralism, the state of mind and the tendency of the return to order. Post-war
historians of Serbian art rightly underline that PomoriSac is not only a painter
“on classical grounds”, but also that he carries an expressionist component.
To sum up, the diversity of the artist (Vasa Pomorisac) corresponds to the
diversity of the epoch (Europe of the 1920s), which is also confirmed by the
third painting of the epoch, Temptation of St. Anthony.

4 7. Gvozdenovic, JPojava Zografa u srpskoj istoriji umetnosti®, [“Zograf
Phenomenon in Serbian Art History”], Drustvo umetnika Zograf, [Association of Artists
Zograf], The Museum of the Rudnik and Takovo Region, Gornji Milanovac, 2011/2012,
p. 15-36.



Misela Blanusa

THE LIFE AND ART
OF VASA POMORISAC

In studying the historical development of modern art in the first
half of the 20th century in Yugoslavia, and re-evaluating existing scientific
studies, one would be amiss to overlook the importance of the name and
artistic creation of Vasa PomoriSac. Analyzed in its entirety, his work may be
divided into phases corresponding to the stylistic shifts in his development:
the early years, marked by the Secession and expressionism influenced by
the German style, a brief foray into the abstract, followed by focus on strict
forms, and subsequently, colors, during the third decade of the 20th century.
His works are permeated by elements of the Renaissance, realism and
classicism, by Byzantine and Serbian art, as well as by the Secession, which he
skillfully implemented in his works. His favorite themes included figurative
compositions, both religious and profane, landscapes and still life, but also
portraits — as the field which spawned some of his greatest achievements, and
he continuously applied all the means of artistic expression available in his
time. Both his life and his artistic development can be described as authentic
and original - different from the paths taken by most of Serbian painters
during that time.

Vasa Pomorisac was born on December 15, 1893, in present-day Jasa
Tomi¢, once known as Modos. As soon as he had finished elementary school,
at the suggestion of the local priest, he began his art education in 1905 at
the studio and school of academy-trained painter Stevan Aleksi¢ (1876-1923).
During the five years in which PomoriSac was schooled in his hometown,
Aleksi¢ managed to spark his interest not only in religious painting, but also
in Munich symbolism, which was engrossed with the metaphors of death, and
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which had a penchant for pronounced expression, exaggerated gestures, and
mythological themes.! He demonstrated the artistic skills he had acquired
as early as in 1910, in the painting Burning of the Relics of St. Sava, which he
created together with Slavko Gigi¢, and which was based on the work of his
teacher, Stevan Aleksi¢. The very next year, he painted the Nativity of Christ
(1911) and an opus of paintings and icons for churches in Progar, Gad, and
Sanpetru Mare in Romania.

He left Modos and moved to Novi Sad, where he painted icons in the
religious goods store held by merchant Luka Aksentijevi¢, between March
15 and June 1, 1912. That same year, he painted the iconostasis for the
Serbian Orthodox Church in Sirig. Soon thereafter, he decided to leave the
country and travel to Munich in pursuit of education, where he enrolled in
the preparatory course for the Academy in 1913, and then officially became
a student of the Royal Academy of Fine Arts, in the drawing department of
Professor G. von Hackl, together with his compatriots, Zivorad Nastasijevic,
Vilko Gecan, and Filip Vuc¢kovi¢. Munich was the place of his first encounter
with the Secession, which largely influenced his later works, particularly his
attempt to “create a new national style™. However, his stay at the Academy
in Munich lasted a single semester in 1913/1914, when he was forced to leave
Germany and return to his homeland due to the Sarajevo assassination.
Shortly thereafter, he was mobilized for the Austro-Hungarian army. Despite
having become a soldier of the Austro-Hungarian army, he immediately
declared himself a Yugoslav nationalist, was imprisoned for his views, and
swiftly transferred to the front in Galicia.’ He managed to flee in November
1914, and joined the Russian army. He became part of the Serbian Volunteer
Squad shortly after it was formed (November 1915). Upon formation of
the Serbian Volunteer Division (April 16, 1916), as part of the Russian 47
Division, in the fall of 1916* he participated in the battle of Dobrudza,
where he was wounded by the Bulgarian army that same year. Following
the incident, he underwent treatment in the Military Hospital set up in the
Merchants’ Club in Moscow®. Upon recovery, he was discharged from the
hospital and stayed in Moscow for a short time, after which he traveled to

IN. Kusovac, Rani radovi Vase Pomorisca — Crtezi, skice, studije od 1914. do 1924,
[The Early Works of Vasa Pomorisac — Drawings, Sketches, Studies from 1914 to 1924),
The National Museum, Belgrade 1982, p. 4.

2V B. Suji¢, Vasa Pomorisac, Cultural Center of Belgrade, Belgrade 1970, p. 1.

3 N. Suica, Vasa Pomorisac, Special print from the journal of the Military
Museum, no.16, Belgrade 1970, p. 146.

4 According to a written testimony of the artist’s son Gordan Pomorisac (The
Gallery of Matica Srpska, Novi Sad)

SN. Kusovac, op. cit., p. 6.



Odessa. He was awarded two decorations by Russia, one by Romania, and
the Milo§ Obili¢ Bravery Medal for bravery demonstrated during the war.*
During his stay in Russia as a convalescent, he drew abundantly and learned
about Russian medieval painting. He created a series of drawings, which were
published in Russian newspapers, as well as several portraits executed in
the oil on canvas technique. In early 1918, following his recovery, together
with the Serbian Volunteer Division, he embarked on the long journey across
Siberia, Manchuria, Hong Kong, Ceylon, the Indian Ocean, the Suez Canal,
and Alexandria, that would take them to the front in Thessaloniki, where
he joined the Serbian army and his comrades-in-arms, Zivorad Nastasijevic,
Milos Golubovi¢, Mihailo Milovanovi¢, Veljko Stanojevi¢, and perhaps his
fellow student from Munich, Vilko Gecan.” Due to his injuries, he could no
longer fight at the front, and was instead assigned to the Supreme Command,
where he worked as a war painter. During this time, he created a series of
drawings and symbolic compositions depicting the war and the suffering of
the Serbian people. He remained in the army until March 31, 1919, when he
was demobilized and continued his painting studies.

In the fall 0f 1919, he moved to Zagreb, where he enrolled in the School
of Arts and Crafts, led by professors Ferdo Kovacevi¢, Rudolf Valdec, and
Ljubo Babic¢. After one semester, at the insistence of sculptor Dorde Jovanovié,
who would later become his great friend®, he arrived to Belgrade in October
1919, and enrolled in the newly-opened School of Arts and Crafts, under
professors Ljuba Ivanovi¢ and Milan Milovanovi¢. Together with Ivanovic,
he visited the Studenica and Ljubostinja monasteries and created his first
replicas of frescoes. That same year, he participated in the exhibition of works
by Yugoslav artists in Paris. In 1920, he left Belgrade and made his way to
London, however, the British authorities refused him entry in Dover due to
lack of money, which led to an unplanned stay in Brussels’, where he worked
as a sign-maker to earn enough to allow him to continue his education in
London.

He arrived to the British capital in 1921 and enrolled in the private
St. Martin School of Arts, where he studied between April 1921 and April
12, 1922. The following year, he enrolled in the Central School of Arts and
Crafts in London, and spent the period between October 1922 and June 1924
as the first Serbian painter specializing in painting on glass at the respective

6 N. Suica, op. cit., p. 146.

7 N. Kusovac, op. cit., p. 6.

8 Ibid.

? According to a written testimony of the artist’s son Gordan Pomorisac (The
Gallery of Matica Srpska, Novi Sad).
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department. However, life in London was not easy, and he had to make ends
meet by working different jobs. With the help of Dr. Katherine MacPhail, a
volunteer doctor he had met in Thessaloniki (she later founded children’s
hospitals in Belgrade and Sremska Kamenica), he was employed by the
prominent sculptor and professor, Derwent Wood. In the summer of 1922,
he created five replicas of the frescoes from the Manasija Monastery', three
of which were purchased for the Victoria and Albert Museum in London.
Strongly influenced by Renaissance ideas and classicist elements related to
the influence of Pre-Raphaelite painting, in 1924 he painted some of his most
significant works, such as The Judgment of Paris and Cardplayers, and left
London.

He returned to Serbia in the fall of 1924, and settled in Belgrade in 1925,
where he would go on to live and work, with a brief hiatus lasting from 1935
to 1939, when he lived in Paris. During this time, his works were frequently
exhibited and attracted the attention of the public. He also painted extensively,
wrote reviews, created stained-glass windows, frescoes, illustrations, designed
banknotes, taught drawing and painting at various schools, and became a
professor at the Academy of Applied Arts. Upon his return from London in
1924, he created icons for the Serbian church in Botos, followed by the altar
composition Dormition of the Mother of God (1925) for the Roman Catholic
church in Jasa Tomié. These works reflect a compromise between the ideas
of the Pre-Raphaelites and the new elements inspired by Symbolism and the
Secession.

The year 1927 was marked by his participation in the founding of
the Zograf group, together with Zivorad Nastasijevi¢, Ilija Kolarovi¢, Stasa
Belozanski, Radmilo Milojkovi¢, Svetolik Lukié, Josip Car, Zdravko Sekulic,
and architects Branislav Koji¢ and Bogdan Nestorovi¢. Their program
was based on the idea that art should represent a continuation of Serbian
medieval art and tradition, and in no way a reflection of foreign “western
art”. The group came into being as the result of several factors: the growing
influence of modern artistic trends from the West, the establishment of the
progressive group “Oblik”, the Second International Congress of Byzantine
Studies in Belgrade, as well as the personal preferences of group members.
During his involvement in the group, Pomorisac shifted his artistic focus
from the Renaissance to Serbian medieval painting, his creation led by strong
convictions and great inspiration, which he found in his homeland, in contrast
to the conventional modus operandi in major art centers." This is evidenced

' Ibid.
17 Gvozdenovic, JPojava Zografa u srpskoj istoriji umetnosti®, [“Zograf
Phenomenon in Serbian Art History”], in: Drustvo umetnika Zograf, [Association of



by the representative work from the Zograf period, Self-portrait with Palette
(1932). In addition to self-portraits, he also painted a number of classicist
portraits and the remarkable religious composition, Temptation of St. Anthony
(1927), in this period. Although he experimented briefly with abstraction in
the early twenties, as did Bijeli¢, Radovi¢, and Petrov, his subsequent return
to the expressionism of color and the use of lines in painting was prompt
and evident. The Zograf group was disbanded in 1940, and the majority of'its
members, including Pomorisac, joined the “Lada” group.

During the 1930s, which saw him as an active participant in the art
scene of the Kingdom of Yugoslavia, he embarked on a significant art journey
and left for Paris immediately after completing his stint as a teacher, when
he taught drawing at the Art School in 1929 and 1930, stepping in as a
substitute for Beta Vukanovi¢. Following a brief sojourn in Switzerland in
1933", he arrived in the art capital of the world in 1935, where he would go
on to exhibit his works together with other Serbian painters, and organize his
first independent exhibition at the Galerie le Niveau in 1937. The first joint
exhibition of Yugoslav artists living in Paris was organized at the Galerie de
Paris during his sojourn. The portrait Stanoje Simic¢ (1936) and The Artist’s
Daughter (Jasminka Pomorisac) (1938), as well as Self-portrait (1938) were
among his works shown in this exhibition. The following year, he participated
in the exhibition “Woman through the Eyes of Painters”, held at the Galerie
Le Niveau, where he was awarded the Silver Medal of the Paris Salon for the
portrait of Milanka Vasiljev. He continued to exhibit his works frequently,
taking part in an exhibition at the Contemporaine Gallery in Paris in 1939,
and in the second joint exhibition of Yugoslav artists living in Paris, which
was later transferred to The Hague. In addition to The Hague, London and
Paris, his works were also exhibited in Birmingham, Dublin, Barcelona®,
Brussels and Rotterdam, where he was lauded by Dutch critics, in particular
for his painting Self-portrait (1938), which was purchased by a museum in The
Hague." Countless French, Belgian, and English newspapers wrote reviews
of his art. The first such article was published in 1932, when the well-known
Belgian daily, La Flandar Liberal, wrote, among other things, that “Pomorisac
Artists Zograf], The Museum of the Rudnik and Takovo Region, Gornji Milanovac,
2011/2012, p. 31.

12 According to a written testimony of the artist’s son Gordan Pomorisac (The
Gallery of Matica Srpska, Novi Sad).

13 According to a written testimony of the artist’s son Gordan Pomorisac (the
Gallery of Matica Srpska, Novi Sad).

14 Mp. Jovanovi¢ ,Vasa Pomorisac izlaze u nasem srezu u drustvu sa vajarom

Tijom Kolarevi¢*, [*VASA POMORISAC is exhibiting his works in our county together
with sculptor Ilija Kolarevi¢“], Novi Put, Svetozarevo, 28.03.1959.
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confirms his highest qualities in his Self-portrait, that the influence of certain
Russian painters can be observed in his work, that he is very objective in
the rigor and dryness of classicist painting, and that it helps him secure his
place among the ranks of great painters such as Ingres”" In 1939, the Hague
newspaper Resiedenti bode reviewed his paintings on show and described
them as quite “interesting from a psychological point of view”. The critic from
this newspaper referred to Pomorisac as the quintessential aspiring artist of
the time. Emphasizing the sense of vibrant form that permeates his paintings,
the author concludes: “This talented and prominent painter also shows us a
river landscape, a corner of the Seine..”'"®. “Our critics also spoke highly of his
art. They highlighted, above all, his clearly visible tendency to depict nature
as he felt it and not as he saw it, using purely artistic means, based on a
craftlike refinement of drawing, form, and colors. In their opinion, drawing is
the predominant element in Pomorisac’s work.”"”

Following this dynamic period spent in Paris and Europe, he returned
to Belgrade and, after the disbandment of the Zograf group, joined the Lada
group in 1940. Two years later, in 1942, he was appointed professor at the
Academy of Fine Arts in Belgrade, and in 1944 he became a member of the
Association of Fine Artists of Serbia (ULUS). In 1945, at the invitation of the
City Museum in Petrovgrad (Zrenjanin), he was employed as an associate
for the preservation of cultural goods, and began teaching a course in which
students learned to draw and paint “on plaster and live models, nudes, still
life, and landscapes”'® Stained-glass was another field in which he achieved
commendable results. While still a student in London, he created the stained-
glass window St. George, for which he received an award.” In the interwar
period, he created remarkable decorations using the stained-glass windows
Daedalus and Icarus at the Aeroclub, the Vestal Virgin for the “Cvijeta
Zuzori¢” Art Pavilion, The Judgment of Paris for the Pani¢ Villa, and Music
for attorney Nedeljkovi¢’s villa in Belgrade. In 1947, he was commissioned to
paint ten stained-glass windows depicting scenes from the war, renovation
and reconstruction for the ceremonial hall of the Presidium (Assembly of the

151 J. La Vie artstique a Bruxelles, Art Yugoslave contemporain, La Flandre
Libérale, Gan, 17. XII 1932

16 3. “Pred slikarsku izlozbu strana kritika o radu Vase Pomorisca®, [“Before
the exhibition, foreign critics on the work of Vasa PomoriSac|, Zrenjanin, Zrenjanin,
13.03.1954.

'7 Ibid.

187 Aradan, Vasa Pomorisac — od tradicije do moderne, [Vasa Pomorisac — from
Tradition to Modernity], The National Museum, Zrenjanin, 2018, p. 42.

19 Lj. Stojanovi¢, Vasa Pomorisac 1893-1961. Retrospective Exhibition 1907—
1961, The Museum of Contemporary Art, Belgrade, 1986, p. 17.



City of Belgrade), in 1948, the stained-glass window for the Yugoslav Pavilion
at the exhibition organized by the Ministry of Construction in Izmir, Turkey,
and also received a commission for sixteen stained-glass windows for the
Metropol Hotel™ in 1956. In addition to stained-glass windows, PomoriSac was
a particularly prolific illustrator of folk poetry books - the edition of Narodna
knjiga (1956) and illustration of children’s books.

In 1950, he began working as an associate professor at the Academy of
Applied Arts in Belgrade. His first retrospective exhibition was organized in
1953 at the “Cvijeta Zuzori¢” Art Pavilion. He died in Belgrade on September
9, 1961.

20 According to a written testimony of the artist’s son Gordan Pomorisac (The

Gallery of Matica Srpska, Novi Sad). Only one has been preserved to this day on the
facade of the Metropol Hotel in Bulevar Kralja Aleksandra.
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