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Peu yHanpea:
Y cpeguwity C/MKe — UOBEK

MoBOAOM CTOroAvILHbMLIE pOfersd C/MKapa W akademuka MaaaeHa CpbuHosvha, Tanepuja Cpnicke aka-
AeMMje HaYKa W YMETHOCTU, Y capaarbi ¢ My3ejom caBpemeHe yMETHOCTM, mpupefyje n3noxby Koja
0CBET/bOBA K/bYUHEe OCMEeKTe HeroBor Onyca KPo3 Npy3My 4end HacTaAmx Y nPBUM AeLieHnjamad YMeTH!-
KoBor pa3Boja. [Noa Hac/ioBoM , [BMX CTBAPM MePa je U0BEK ', MO30jM/LEHUM 04 UCTOMMEHOT TRUNTXA KOjU
CpbuHoBwWh CTBOPO YMPABO Y TOM pa34cbsby, n3noxba ce Bpaha BpemeHy KaAad je YMEeTHocT buna Aeo
LUVPer NPOjeKTa APYLUTBEHOr PA3B0jd — MOAEPHM3AUM]e, 30jeAHNLITBA U KYATYPHE eMaHumnaumje.

CpbuHoBMNEBO YMETHOCT M3 TOr MeproAd, HOPOUMTO POA0BM HOMEHSEHM JOBHOM MPOCTOPY ~ MOHYMEHTA/HM
MO3aVLWM, C/IVKe, rpapuKke, TanmMcepuje — CBeAoue O Bepy y UOBEKOd, O/ U O YMETHOCTV KOO CPeaCtBy
BPEAHOCHOr M ecteTckor 0b/nKoBarba 3ajeaHuue. 310xba 0cBeT/baBaA H-EroBY YAOTY Y MHCTATYLMO-
HO/HO] MCTOPUA YMETHOCTM — KOO MPOPecopd, UaaHd YMETHUUKX rpymnd, YUeCHVKa Be/MKUX AoMmahmnx 1
Mef)yHOPOAHMX MOHU(PECTaUMja, ¥ KO0 ayTopa PUA0Ba KOJW M AGHAC 00/MKY]Y WAEHTMTET JaBHUX 3rpaad
Y KYNTyPHUX MPOCTopa.

Hacno n3noxbe, MHcnvprcaH [MpoTaropuHOM MakcMMoM, Y BpeMeHy KaAa Ce 10 Mepd YoBeKd CBOKOAHEB=
HO A0BOAV Y MUTOHSE, MO3VBA HOC HO KPWUTUUKO MPOMMLL/bAH-E: AT /1 Je UOBEK 1 AC0/be Mepa CBUX CTBOPW?
AKO jecte, T0 MNULMPA 0ArOBOPHOCT, ETUKY W 30jeAHNUKY BpUry 3a CBET Y KOM XMBMMO. AKO HUje, YMeT-
HOCT MOXe O1TV NPOCTOP Y KOM Ce Ta Mepad Npencnutyje, peae@yHuLe, Nd MOXAQ W M3HOBO YCNOCTAB/bA.

Taj MOTeHUM|an YMeTHOCTM Aa OTBOPM MPOCTOP 30 MEOMMLL/bAHE W Ae/10BaHe MocebHO A01a3K 40 U3-
pOXaja y HauvHy Ha Koju je CpbuHoBMh 0bAMKOBOO He camo CBOja Aena, Beh 1 MpocTope Y KojuMa OHa
MOCTOje. JeAOH 04 HOM3Pa3MTUUX MPEMMEPd Te MOBE30HOCTM YMETHOCTM M MPOCTopd jecte camMd nanatd
Cpncke akaaemuje HayKa v YMEeTHOCTH.

[lok ce noctaska Hanasw y Fanepun CAHY y npusemsby, HajpenpeseHTawBHUM 4eo [Nanate - cBeuaHa
CO/10 W X0 UCMPeA Hoe, Ha APYroM Chpaty, YKPAWeHU Cy BUTpaxXuma Koje je CpbuHoBuh 13paamo ynpaso
30 0Baj ambujeHT. 0BM BUTPOXM He MPeACTaB/badjy CAMO YMETHWUKY AOMYHY GPXUTEKTYQEW, BEN Cy MHTe-
rpa/HN 40 YMETHUKOBOr KOHLIENTA YMETHOCTM Y JOBHOM NPOCTopy. oyt 4ena NpyKasaHWx Ha 13/10x6u,
1 OHM C/I0BE CBET/IOCT, 3HOHLE, U0oBEKA.. Beptkana 3rpoge moctaje Metawopa y3Av3arsa: 04 ranepujckor
MPOCTOPa Y MPU3eM/bY, HOMEHEHOT KOHTEMMAALMW, KO CBEUOHOM MPOCTOPY Ha Crpaty, obacjaHom oboje-
HOM cBet/oWny.

Y BpemMeHy Kaad je YMeTHOCT cBe uellhe MpBATHO, epeMepHa 1 30TBOPEHT Y CNeLmjan30BaHe KQyroBe,
CpbrHoBMNeBO Aeno Bpaha HAC MAeM YMETHOCTM KOO onwTer 40bpa — YMETHOCTM Koja He bexu y ectetn-
30M, HUTK Ce MOBWHYje NyKO] (PYHKLUMjW, Beh octaje Ha packpLwhy 13mel)y etmukor, ectetckor 1 ApyLITBe-
Hor. [poxeto BepoM Yy uoBeka, (pbvHoBMheBO CTBOPUACWTBO OTBOPA MPOCTOP 30 AWJO/0r — O HOLIMM
rPOHMLOMA, CTPAXOBMMA, /bybaByW, 30jeAHWMUKO] CyAbuHX. Y TOM CMUCAay, 13a0xba mpeactaB/ba OMax
YMETHUKY, O/I1 1 NOACTMLA] 40 TPOXVMO HOBE HOUMHE AQ MEpUMO U Pa3yMeMO CBET — He HyXHO MOHOBO
3 UOBEKOBE Mepcnek!ee, Beh Y MMe 3ajeaHVMUKOr CMMCAT KOjW Tek Tpebad Aa OTKQMeMO.

ap KatapuHa XvsaHosmh

A Prelminary Word:
At the Heart of the Image — Man

On the centennial of the birth of the Serbian painter and Academy member Mladen Srbinovic, the Gallery of the
Serbian Academy of Sciences and Arts, in callaboration with the Museumn of Conternporary Art in Belgrade,
IS organizing an exhibition that highlights key aspects of the artist's oeuvre through works created in the first
decades of his creative journey. Titled Measure of All Things Is Man, borrowing its name from the eponymous
triptych Srbinovic created during this time, the exhibition revisits an era when art was part of a broader project
of social development — modernization, solidarity, and cultural emancipation.

Srbinovi¢'s art from this period, particularly works created for public spaces — monumental mosaics, paintings,
prints, tapestries — embodies a belief in humanity and in art as @ means of shaping the maoral and aesthetic
values of the community. The exhibition highlights his role within the institutional history of art = not only as a
professor, member of artistic groups, and participant in major national and international events, but also as
the author of works that continue to define the identity of public buldings and cultural spaces today.

The exhibition's title, inspired by Protagoras” maxim, invites critical reflection in a time when this human mea-
sure is increasingly questioned: 1s man stil the measure of all things? If so, this implies responsibility, ethics,
and shared care for the world we inhabit. If not, art may become the space where that measure is reconsid-
ered, redefined, and perhaps newly established.

This potential of art to open a space for contemplation and action is especially evident in how Srbinovic shaped
not only individual works but also the environments in which they exist. One of the most striking examples of
this fusion of art and space is the buiding of the Serbian Academy of Sciences and Arts itself.

While the exhibition is housed in the Gallery on the ground floor, the buildings most representative part - the
ceremonial hall and its foyer on the second floor - is adorned with stained-glass windows created by Srbinovic
spedifically for this setting. These stained-glass works do not merely complement the architecture artistically;
they form an integral part of the artist's concept of art in public space. Like the warks displayed in the exhibition,
they celebrate light, knowledge, and humanity. The buildings verticality becomes a metaphor for ascent: from
the contemplative gallery space on the ground floor to the ceremonial hall upstairs, lluminated by colored light

At a time when art is becoming more private, ephemeral, and confined to specialized circles, Srbinovic's ceuvre
returns us to the idea of art as a common good - art that neither retreats into pure aestheticism nor submits
to mere functionality, but remains at the intersection of ethical, aesthetic, and social concerns. With its faith in
humanity, Srbinovic's work opens a space for dialogue — about our limits, fears, love, our shared destiny. In
this respect, the exhibition is not only an homage to the artist but also an invitation to seek new ways of mea-
suring and understanding the world = not necessearily again from a solely human perspective, but on behalf
of a shared meaning yet to be discovered.

Dr Katarina Zivanovic
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YMETHOCT Kao Mepa

ObenexaBarse Jybueja, yBek je moBoA Ad Ce /MUHOCT Kojoj je Jybune] moceeheH carneaa
V3HOBQ, Y HOBOM BpeMeHy ApyrviM nor/eaoM. [MpvpefeHa noBoAoM CToroaviumbuLe pohersa
MnaaeHa CpbuHosmha (1925-2009) n3noxba ,(Brx CTBapK Mepa je uosek” y Fanepuju Cpncke
oKagemuje Haykd M YMETHOCTM, HaCTanad y capaarby ca My3sejom caBpemeHe YMEeTHOCTU Y
bearpoay, mprkasyje YMeTHWUKO Aend 13 MPBMX MOCAEPATHIX AELIeH.

Ha3we n3noxbe Mpey3et je 04 UCTOMMEHOr TPMMTUXA, LUTO je HOBE/O QyTope M3/10xbe Aa
Je KoHUMMVPajJy KPO3 CUCTEM Mepd KOje AeMUHMLLE CaM YMETHUK. Kpo3 ocam 13/10xbeHmx
Le/VHT = YH1BEP3a/1HV 06pacUm vcTuHe, EMoTvBHM nej3axv, 3ajeaHvuka vHtvma, Orieaana
C1BOpar-a, JasHv rpoctopu ramhersa, HoBa tpaavumja, MucaoHa ectetvika v Peg/iek BHa
MVCGo — OKLEHTYJy Ce Mepe Kpo3 Koje je CpbuHoBMh HO CBOMM POAOBMMO AEMUHVCTO
CTaH0 M UCKYCTBA YOBEKA, O/M Ce M CaMW POA0BM A0BOAE Y HOBE Be3e W 04HOCE Koje
b mMorne MpeACtaB/bATM JeAQH HOUVH Car/eAdBaH0  BULWEAELIEHVICKOT YMETHIKOBOT
CTBOpanawtea. Moctaska 0byxsata Lesdecet AeBeT POA0BA — C/IMKA, rpa@ukad, LQTexd,
KOo 1 AOKYMeHTapHy rpahy, Kpo3 Kojy ce ykasyje Ha (pbuHoBvheBYy 3HauajHy yAaory Y
JYrOC/I0BEHCKOM YMETHUUKOM MPOCTOPY, G/ W'Y OKBYPY MehyHOpOoAHWMX MaHM(pectaumia,
HOPOUMTO TOKOM LecTe 1 ceame gelieHnje 20. Bexa. Takofe, 1310XboM ce Xeam ykasamm
I HO QYyTOPOBY MO3MLMJY Y BU3Yye/IHOM 0B/IMKOBOHY JaBHMX 0B]eKaTa v mpoctopd, Koy cy
MOCTQ/M AE0 KO/IEKTVBHOI BU3Ye/IHOI MAEHTUTETA.

Kao u3narau Ha BaxHuM gomahium 1M MefyHaOpoAHMM 1310X0amMa 1 MaH@ectaumjama,
Te A0BWTHUK Harpaaa Ha uctvM, CpbuHoBMN je 30y3VMao BOXHY MO3ULM]Y Y OKBMPUMA
JYroC/I0BEHCKOT MOAEPHW3MA KOO YMETHVK M UaaH BPOJHUX YMETHUUKUX YAQYXeHsa W
rpyna, a/m v Kao Npo@ecop Ha AKademuju /MKOBHWX ymetHoc y Beorpaay. Octajyfn
£0C/1eA0H UrypaLmin 1 NpeActasm /byACKOr Tenad Kpo3 Metapopy, Mut 1 cuvbon, MaadeH
CpbrHosvh pa3BKjao je MOAEPHWUCTUUKI M3pa3 304PXABajyhv TPOAMLMOHA/IHM 0AHOC Mpema
C/mum, npeHocehn UCTe nagje 'y Apyre TexHuke (rpaprky, Mo3avk, Tan1cepry 1 BUTROX).
Tpararsem 3a MepoMm (yMetH1uKe) uctHe 1 cxeatajyhii je, nomyT Mpotarope, Kao penatveaH
nojam, CpbuHoBKMN je TOKOM Ae10BaH-a HO YMETHWUKO] CLIgHW 0CTA0 A0C/eAaH Y Tpardrby
W UCTPOXMBAHY YHMBEP3Q/IHUX 000030LA KOO KOMEKTMBHE C/MKE CBETA, TPArakby Koje Huje
YBEK MPAT/I0 aKTye/He MOAERHUCTUUKE TeHAeHLM)e, Beh Ce BELUTO KPetaso uaMely uctmx
CTBOPQ]yNM CHOXQH MHAVBIAYQ/ICH 13pas3.

AyTopCKM /M

16

Art as Measure

Commemorating an anniversary is always an opportunity to reconsider the figure to whom it
Is dedicated - In a new time and from a different perspective. The exhibition OF All Things the
Measure is Man, organized on the centenary of the birth of Mladen Srbinovi¢ (1925-2009)
at the Gallery of the Serbian Academy of Sciences and Arts, and redlized in collaboration
with the Museum of Contemporary Art in Belgrade, presents works from the artists early
postwar decades.

The exhibition title is borrowed from the triptych of the same name, which inspired the cu-
rators to construct its concept around a system of measures defined by the artist himself
Through eight thematic units — Universal Palterns of Truth, Emotional Landscapes, Collective
Intimacy, Mirrors of Creation, Public Spaces of Remembrance, New Tradition, Cognitive Aes~
thetics, and Reflective Thought — the exhibition foregrounds the measures through which
Srbinovi¢ shaped human states and experiences in his works. At the same time, the works
are positioned in new relationships and contexts, offering one possible interpretation of his
decades-long artistic oeuvre. The exhibition comprises sixty-nine artworks = paintings, prints,
and drawings - together with documentary material that attests to Srbinovic's significant role
in the Yugoslav art scene, as well as in international manifestations, particularly during the
sixth and seventh decades of the 20th century. It also underscores his contribution to the
visual articulation of public buildings and spaces, which became part of a collective visual
identity.

As a participant in major domestic and international exhibitions and the recipient of numerous
awards, Miaden Srbinovi¢ occupied a prominent position within the framework of Yugoslav
madernism — not only as an artist and member of several associations and groups, but
also as a professor at the Academy of Fine Arts in Belgrade Faithful to figuration and to
the representation of the human body through metaphor, myth, and symboal, Srbinovic
developed a modernist expression that retained a traditional relation to painting, while trans-
ferring the same ideas into other media — printmaking, mosaic, tapestry, and stained glass.
In his pursutt of the measure of (artistic) truth, and in understanding tt, like Protagoras, as a
relative concept, Srbinovic remained consistent in his exploration of universal patterns as a
collective image of the world This approach did not always coincide with prevailing modernist
tendencies, yet he navigated among them with great skill, forging a powerful and distinctive
individual expression.

Author team



R 0b/INKOBAHE BPEMEHA

[o3numja MnaaerHa CpbrHoBKha

Y KOHTEKCTY 13abpaHnx perpeseHtaumia
JYroC/10BeHCKe YMETHOCTH LUe3Aecetx roavHa

S SHAPING TIME

The Position of Mladen Srbinovic

within the Context of Selected
Representations of Yugoslav Art in the 1960s




Mnaaer CpbrHoBYN, Kpaj Meaecetvx roavHa /
Mladen Srbinovic, late 1950s

METHIUKM MPOpUA Ceame AelieHnje ABadece-

TOr BEKO HOCTOO je KOO Pe3y/tat Ae/10BaHsa

PU3/MUNTUX J3NUKWIX, CTACKUX W1 NAEO/OLLKMX
Moaena. JeaHa oa bUTHWX 0apeaHMLA YMETHOCTH Tor
MeproAa jecte 0AHOC Npema Hac/ef)y neaecewx ro-
AVHO, 0 HOPOUWTO Apyre NO/0BYHE LWecTe AelieHuje,
KOAQ Ce KO0 K/bYUHW UMHWAGL, KYATypHE K/MMe
(POPMMPT  MOPAAUTMA  YMETHOCTU  COLMIA/MCTAUKOr
ectesma. 0B/KOBAHY eCTeTUUKOr MpopUAa Aelie-
HVje CBOJOM OKTVIBHOM Y/I0rOM AOMEUHEO Je U HX3

penpe3seHTaMBHYX Aorafgja y obnacwm manarauke
MO/MTUKE JyrocnoBeHCKe Apxase, b1io Aa je peu o
penyb/muKoM, CaBe3HOM Wan MefyHIpoAHOM HBOY
MpeseHTauUVje CaBpeMeHe YMETHOCTU.

[MpomoBmcarse ctBapanawtea MaaaeHa CpbrHosmha
KPO3 HO TO) HOUMH (POPMMPOHY KYATYPHY WHMPQ-
CTPYKTYpY 30QMNOXAMO HO 3HQUQJHUM AeLlaBaHsMMa
0BOr MeproAd, Kao Wwto cy npsv OKTobapcku canoH
1960. n npBo TpujeHa e /MKoBHe yMeTHOCTH 1961 ro-
AvHe. OBome Tpeba aoaaw v CpbuHoBmheso yuellhe
HO MefyHapoaHM Hactyrmma, nonyt XXXI buje-
Hona y BeHeumin 1962. roarHe, KOo v H-EroBy 3a-
CTYM/bEHOCT Y MPOrpaMCcKM aKTveHoCMMa My 3eja
COBpeMeHe yMeTHoCcM y beorpagy, wro ynyhyje Ha
30K/bYYOK AQ Ce paavi 0 YMETHUKY Uvju Cy AOMETH
KOPEeCNOHAVPAAM C HOJBULLMM KQUTEPM)yMUMA TOAQ
OKTyenHe ymetHuuke cueHe. [MocebHo je vHAvka-

he artistic profie of the 1960s emerged as a re-

sult of interacting linguistic, stylistic, and ideologi~

cal models. One of the defining characteristics of
the art of this period was s relation to the legacy of
the 1950s, particularly the second half of that decade,
when the paradigm of socialist aestheticism came
to shape the cultural climate. The aesthetic profile of
the decade was further formed through a series of
representative events within the Yugaoslav state’s ex-
hibition policy - whether at the republican, federal,
or international level of contemporary art presenta-
tion. Mladen Srbinovic's artistic career developed in
parallel with this cultural infrastructure, and his work
was prominently featured in key events of the period,
such as the inaugural October Salon in 1960 and the
first Triennial of Fine Arts in 1961 His presence also
extended to international platforms, mast notably the
XXX Venice Biennale in 1962, as well as to major pro-
gramming initiatives of the Museum of Contemporary
Art in Belgrade. These engagements affirm his status
as an artist whose work resonated with the highest
standards of the contemporary art scene. Particular-
ly teling was his participation in the 1961 competition
to create mosaics for the ceremonial space of the
Palace of the Federation — a site of both political sig-
nificance and artistic prestige, featuring warks by the
leading artists of the decade.




TVBHO HoeroBO Yuelhe Ha KoHKypcy 1961 roavHe
30 “3p04y MO3QMKO HOMEHsEeHVX LiepeMOHMO/HOM
npoctopy lManate (Pegepaumje — npoctopy Kou Je,
nopea BWCOKOr APYLITBEHOr 3HQuajd, BOXAH W 360r
Ko/ekumje Aena Boaehnx YMeTHIKa ceame AeLieHmje.

Y A0COACWHS0) CTRYUHO] Antepatypu onyc MaaaeHa
CpbuHoBMna oLeH-eH je Kao A0C/1eaHO CrpoBOheHse
(MrypasIHOr KOHLIeNTa KOMe je 0CTa0 BEepaH TOKOM
UMTaBOr CTBOPONAWTBA, O KOM je Y OCHOBM Bro y
(PYHKLMW MCTPAXMBOH-A MOryRHOCTV camor mMeauja.
JeaHo o4 BUTHUX 0A/MKO H-ErOBOr CTBOPO/OUKON
MOCTyrKa, nocebHo NEUCYTHO CpeavHOM  Lie3ae-
CeTUX FOAVHO, JecTe HAr/aWweHo VHTepecoBaHse 3a
ONWITe/bYACKY Er3vCTeHUM]Y, KOJy YMETHVK car/ie-
A0B0 KPO3 LUMPK UCTOPMICKO=(PI030(CKNA KOHTEKCT
1 peasm3syje /MKOBHO C/I0XeHUM mMetagpopamad. Mo-
nasefv 04 XYMOHUCTUUKUX 1Aednd, mpema Kouma
HUjeAHO APYLITBO HE MOXe, HUTV CMe BTV nHAWpe-
QEHTHO, KPO3 MPM3MY OPXETWMCKOr U HALMOHA/HOM
bvha, CpbuHoBrheBa Mo3vUMja y AQTOM BPEMEHY
MoCTaje jeaHa 04 K/bYUHWX Y MPOMOBMUCOHbY Jyro-
C/I0BEHCKE YMETHOCTV Ceame AeLieHuje.

CpburHoBMNEBO YMETHWUKA Q@UOMALMIO NOUMHE TO-
KOM CTyavja Ha 6eorpaacko] Akagemujn IMKOBHIX
YMETHOCTM 1 pO3BMIa Ce TOKOM LuecTe AeleHuje,
nocebHo o4 1953, roanHe, KOAa KQo rpa@uuap npsw
MyT COMOCTQ/AHO M3/1axe Y [pamuukoM KOeKTBy
y beorpaay.! OHa ce o4Bwja Ha Npeceky BpemeHd Yy
KOJeM Ce Ha JyroC/1I0BeHCKO] /IMKOBHO] CLIEHM JOBHO
1CNo/baBO OTNOP  A0TOACGWHEM HOMETOHsY WAe0-
MIOWKN ARUHACOHMX COAQPXaJa Y YMeTHocT. Taad
ce etab/vpa COUMJaMCTMUKA MOAEPH3OM KO0 A0~
MUHOHTHO YMETHWUKO Napaavrma, Ha uvjum he ce
OCHOBOMO (POPMMPOTV HE CAMO 3HOUTJHE MHCTUTYLIM)E

1 B. Kapanosuh, C. heavh, M. CpbuHosun, [aseouja pagpuuxkor
KkonekwBa, beorpaa, jaHyap 1953,

In art historical literature, Srbinovic's oeuvre has been
recognized as a consistent exploration of figurative
language to which he remained committed through-
out his career, employing it primarily as a means to
explare the potential of the medium itself. A crucial
feature of his artistic method, especially prominent
during the mid-1960s, was his pronounced engage-
ment with universal human existence, approached
through o broad historical and philosophical lens and
articulated through complex visual metaphors. Em-
bracing humanist ideals — which no society can, nor
should, remain indifferent to - Srbinovi¢ positioned
his work within the prism of archetypal and national
identity, thus becoming a central figure in the affirma-
tion of Yugoslav art during this pivotal decade

His public recognition began during his studies at the
Academy of Fine Arts in Belgrade and gained mo-
mentum throughout the 1950s, especially from 1953,
when he held his first salo exhibition as & printmaker
at the Graphic Collective Gallery in Belgrade ' His emer-
gence caincided with a broader cultural shift, as art-
ists on the Yugoslav scene began to openly resist the
imposition of ideologically prescribed artistic content.
It was in this context that socialist modernism was
established as the dominant artistic paradigm - one
that would shape the foundations not only of new
cultural institutions but also of major art manifesta-
tions instrumental in the affirmation of Yugoslav art,
both domestically and globally.

Chronologically speaking, this transformation in value
systems occurred after 1950, at a time when Yugo-
slav society was undergoing a structural reconfig-
uration. On the one hand, a bureaucratic apparatus
and technocratic class began to take shape: on the

1B. Karanavi¢, S. Celic, M. Srbinovi¢, Galerijia Grafickog kolektiva,
Belgrade, January 1953

Kyntype Beh 1 BpojHe yMeTHWUKe MaHWgectaumie,
HEe300b1Na3He y MPoLecy apUMEMaLMe Jyroc/10BeH-
CKEe YMETHOCTM — KOKQ Y OKBWPUMO JyrOC/I0BEHCKOr
YMETHIUKOI MPOCTOPA, TaKO W Wwupe, y MefyHapoa-
HOM KOHTEKCTY.

XPOHO/OWKY MOCMATPOHO, 0BO MPOMEHd cuctema
BPeAHOCTM aelwasa ce HakoH 1950. roavHe, kaaa
JyrocnoBeHCKa 3QjeAHWud, KOo ApYLITBO, MpPoaa-
311 KPO3 MpoLiec NPeob/IKoBaH-a CBOje AQYLLTBEHE
ctpykType. C jeaHe ctpaHe 40/103K 40 (POPMMPAHEQ
BVPOKPOTCKOr OMOPATa M TEeXHOKPOTCKMX C/10jeBd,
AOK VICTOBPEMEHO pacte CTeneH onwte /vbepamnsa-
Lpje, WTO 30 NoC/leAnly MMa 0TBapaHse MoryhHOCTH
30 ApYrausju 04HOC MPEeMd YMETHUUKOM Hac/eh)y,
0 NocebHo Mpema CaBpemMeHo] YMeTHOCTW. Hacymnpot
KOMEKTVBM3MY W MOTUCKMBOHbY — MEPCOHT/HOCTH
YMETHVKO, KOPAKTEPUCTUUHMM 30 paHX MOC/1epatHM
nepuoa COLMIa/MCTUUKOr Peas/M3mMa, TOKOM Lecte
[eleHvje apupmuie ce CybjeKTMBHOCT CTBOpAOLG,
Y BE/MKO] MepW 30CHOBOHO HO PA3/MUATM TeKO-
BMHOMO TPOAVLIMOHA/HOM MeF)ypatHor MHTMM3ma. Y
MPOKCM reHepaLmje YMEeTHUKG KOja CTaCaBA NOYUETKOM
neaecetx roauHa, Aeno Noctaje HOCWAAL, CaApXaja
KOJM HO HOjbo/bW HOUMH OCBET/bOBA MEMEOAY CBOrd
TBOpLA. Ko pe3yatat onucaHyx npoMeHd, YMeTHOCT
Aobuja sehy ayToHOMW]y, G MojeavH1 Teopetiuapy,
monyT C/MKOPa W /IMKOBHOr Kputuapa Muwoapa-
ra b. Mpowha, ouerbyjy 0BQj PO3BO] KOO MO3UTVB-
HO HOCTOjaH-E AQ Ce YMETHOCT CauyBd 04 YTLaja
NO/MTUUKe CPepe 1 Aa ce, nocebHo Y C/MKOPCTBY,
HQrNacK |, MOBPATAK HbEHO] 30HEMAPEHO] OHTO/IOLWKO)],
CTPYKTYPQ/HO] M CeMAHTUUKO] rpafy 1 peasHoct?
Ho 0BOKO 30CHOBOHWMM APYLITBEHUM MPEMMCaMA,
CpeaVHOM LecTe AeleHue (popMMpaHd je [Jeuem-
bapcka rpyna, kojo he MOCTaTV BOXOH MPOTArOHNCTT

2 Migko Suvakovi¢, Pojmovnik teorije umetnosti, Orion Art,
Beograd, 2012, 663.

MnaaeH CpbuHosuh y Pumy, 1954 /
Miaden Srbinovi¢ in Rome, 1954

other, an increasing liberalization opened space for a
renewed relationship with artistic heritage — particu-
larly with contemporary art In contrast to the collec-
tivism and suppression of artistic individuality that had
characterized the early postwar period of socialist
realism, the 1950s saw the affirmation of the artist’s
subjectivity, often grounded in the legacy of interwar
intimism. For the generation of artists emerging in the
early 1950s, the work of art came to embody content
that best expressed the inner nature of its creator.
As a result of these developments, art gained great-
er autonomy. Theorists such as panter and critic
Miodrag B. Proti¢ interpreted this shift as a positive
atternpt to protect art from political instrumentalization
and to reaffirm, particularly in painting, “a return to its
neglected ontological, structural and semantic content
and reality

Based on these social premises, the December Group
was formed in the mid-1950s, becoming a key pro-
tagonist in the postwar understanding of modernism
One of its founders was Miaden Srbinovic. Established

2 Migko Suvakovi¢, Pgimovnik teorije umetnosti (Lexicon of Art
Theort), Grion Art, Belgrade, 2012, 663



NOC/1epATHON CXBATAHSA MOAEPHM3MA, O UMW je jeaaH
04 ocHmBaua bro MnaaeH CpbuHosuh. 0Ba yMETHINY-
ka rpyna,® ocHoaHa 1955. roavHe, Aenosana je A0
KpQja AdeLleHnje 1 301arand ce 30 ayTOHOMU]Y C/n-
KOpCTBa, MOCebHO Heryjyhm TexHby Ka anctpakumm,
A0 KOje Cy HbEHU UNOHOBW A0NC3WM MyTem an-
CTPAX0BOHSA (POPME, KOHTPO/IOM rectd U KO/oputa,
Kpenpajyhn A0XuB/baj ,,COPUCTULIMPTHON PALMOHAN-
HOr CTBOPQ/QUKOr pead’, Ko Je, Y KPQjHe0] /IMHUA,
CBOje MCXOAMLLTE MO0 Y ,NOPUCKO] LWKOW™ 1 yMeT-
HAUKAM yTiuauma nonyT [vkaca v Mawica. dpy-
M BUTaH MOMEHAT y oapefjerby yMeTHWUKe npakce

3 YnaHosm Jeuembapcke rpyne, nopea M. CpbrHosmha, buam
cy: /lazap Byjakamja, Mnogpar b. Mpotvh, /lasap Bosapesuh,
Mwnow Bajuh, AparywiH Unrapunh, Anekcanaap /lykosu,
3o0paH Metposuh, AnekcaHaap Tomawesuh v CtojaH heanh.

[euembapeka rpyna: Mvoapar b. Mpowih, CtojaH heavih, Mnaaer Cpburosuh, AparytH Lurapuvh, AnexcaHaap /lykosuh,

3opaH Metposvih, Miunow Bajuh, aone: /asap Bosapesun, /asap Byjakmja u AnekcaHaap Tomawesuh /

December Group: Miodrag B. Proti¢, Stojan Celi¢, Miaden Srbinovi¢, Dragutin Cigartic, Aleksandar Lukovié, Zoran Petrovic, Miog Bajic,
below: Lazar Vozarevic, Lazar Vujeklija, and Aleksandar Tomasevic

in 1955, the group® was active until the end of the
decade and advocated for the autonomy of painting,
particularly nurturing a drive toward abstraction. Its
members approached abstraction through the simpli-
fication of form, controlled gestures, and refined use
af color, creating a sense of “sophisticated, rational
creative order” rooted ultimately in the “Paris schoal”
and influenced by artists such as Picasso and Ma-
tisse. Another important aspect defining the artistic
practice of the Decemnber Groyp — also characteristic
af Srbinavi¢ himself = was the need to return to “uni-
versal archetypal medieval fresco or folk thematics,

3 Members of the December Group, in addition to M. Srbinovic,
included: Lazar Vujeklija, Miodrag B. Prati¢, Lazar Vozarevic, Mi-
lo$ Bgji¢, Dragutin Cigarici¢, Aleksandar Lukovic¢, Zoran Petrovic,
Aleksandar Tomagevi¢, and Stojan Celi¢.

[etembapcke rpyne - a wrto he v CBOJCTBEHO U
CpbuHoBwny - jecte Notpeba 30 NOBPATKOM K4 ,YHW=
BEP30/1HOM OPXETVMCKOM CPeaH-OBEKOBHOM (PPECKO
WM (PO/IKNIOPHOM TEMOTU3MY, MOCPeACTBOM ancTpa-
XOBOHVX W MOANPUKOBOHWX MOCTKYOUCTUUKUX (Pr-
rypd v KOMNO3vUMoHMX pelersa” Mpencnutviearbe
MPVCYCTBA UCTOPUICKMX W TROAMLMOHOHAX TeMa Y
KOHTEKCTY CEMCKOr MOAEepHOr C/IMKOPCTBA® MOXe Ce
MCMO/bUTV Y 4B OCHOBHO CMepa: Kao 0bpasau, LUTo
ce Moxe TyMauuti 1 kao notpeba Aa ce, nyTem no-
HOB/bOFA Y30Q0 M3 MPOW/OCTM, 0ACTRAHW YTMLQ]
MOAEQPHW3MO KOjW UeCTO MPencnnTyje OKTye/HOCT — a
y oapeheHrM 0KO/HOCTMAa MOXe UMav 1 cybeep-
3MBHO AEJCTBO Y APYWTBY ~ W, C Apyre CTPaHe, Kao
TeHAEHUMO A0 Ce WCTOPMICKO Hac/ehe KOHTeKCTya-
mm3yje y capemeHom. Ouersyjyfim [euembapcky
rpyny Kao LEHTPAHY /MHW]Y pa3B0ja MPOrpecviBHOM
TOKO CPMCKOr MOAEPHM3MA CpeauHe MPOLL/IOr Bekd,
/lasap TpupyHoBMh Y pady OBe rpyne npenosHdje
YMpaBo MOMeHYTY CMOCOBHOCT KOHTeKCTYa/m3aumje
UCTOPUICKOr HaC/efa y CaBPeMEHY /IMKOBHY MEAKCy.
ako ecteTuka nAatpopma rpyne Hje buna jeavH-
CTBEHO, O HbeH M3PAXTJHA Je3nK KPEetao ce 04 (u-
rypaTMBHOM 130030, MPEeKO eKCrpecuBHe GopMe, A0
yMepeHo QnCTPOKTHON, OCOLMJATVIBHOM M reoMeTpun-
30BaHOr mavioma, 3a CpbuHosuha je Jeuembapcka
rpyna MpeActaB/baA0 3HOUQJOH Mepros  Pa3Boja
/MUHMX MHTEPECOBaH-A W MPEeNCrMTVBaH-A CaBpeMe™
HVX YTMLQJa, KOje MOuUvHbe BO/10 ONPEe3HO Ad YBOAN Y
CBOj peneptoap nAactuukmx 3axsatd. CpbuHoBmhesw
QOA0BM M3 Meproad 4enoBaHsa y okeupy [elem-
bapcke rpyne, ¢ kojom he M3naram cee A0 HoeHor
rawera, Hoce 0benexja TPaHCPOPMALMe /MKOBHOM
Je31Ka = 04 MHTUMMCTMUKOr A0XMB/bAjd KO HOBOM
MOAEQHOM MEUHLMMY TaAd OKTyesHe YMeTHWUKe
CueHe. CTpyKTypanHe MpoMeHe HO C/mUM, Koje Mo-

4 Migko Suvakovi¢, Pgjmovnik teorije umetnosti, Orion Art,
Beograd, 2012, 164.

5 /manja Mepennk, ,Oajeum ctape YMETHOCTU 1 NEUCYCTBO
MPOLL/IOCTV Y CABPEMEHOM CPMNCKOM C/IMKAPCTBY, 3600HMK
(Onno3opckor @akyeta - cnomennua Pagosaqa Camapiimha,
(Dnnosopcku pakyntet, beorpaa, 1994.

through abstracted and modified post-Cubist figures
and compositional solutions.™ The reconsideration of
historical and traditional themes within the context
of Serbian modern panting® can be manifested in
two principal ways: firstly, as a pattern that may be
interpreted as an effort to remove the influence of
madernism = known for frequently questioning rel-
evance - through the repetition of past models: this
modernist influence could, under certain circumstanc-
es, have a subversive effect on society. Secondly, it
Can appear as a tendency to contextualize historical
heritage within contemporary practice. Evaluating the
December Group as a central current in the devel-
opment of progressive Serbian modernism in the
mid-20th century, Lazar Trifunovi¢ recognizes in their
wark precisely the capacity to contextudlize historical
legacy within contemporary visual practice.

Although the group's aesthetic platform was not uni=
fied, and its expressive language ranged from figu-
rative expression through expressive form to mod-
erately abstract, associative, and geometric idioms,
for Srbinovi¢ the Decemnber Group represented an
important period of developing personal interests
and re-examining contemporary influences, which he
began to cautiously introduce into his repertaire of
plastic gestures. Srbinovic’'s works from the period
of his involverment with the December Group, with
which he exhibited until its dissolution, bear marks
of a transformation in his visual language - from an
intimate experience toward a new modern principle
characteristic of the contemporary art scene at the
time. Structural changes in the painting, intiated by
the decomposition of form, atomization of the whoale,

4 Migko Suvakovi¢, Pojmovnik teorije umetnosti (Lexicon of Art
Theort), Orion Art, Belgrade, 2012, 164.

5 Lidija Merenik, “Odjeci stare umetnosti i prisustvo proslosti

u savremenom srpskom slikarstvu” (‘Echoes of Old Art and

the Presence of the Past in Contemporary Serbian Painting’),
Zbornik Filozofskog fakultela — Spormenica Radovana Sa-
mardzica (Proceedings of the Faculty of Phiosophy = In Honor of
Radovan SemardZid, Faculty of Phiosophy, Belgrade, 1994.
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UMHbY PO3rpaaHs0M (POPME, OTOMM30BOHEM Lie/IVHE,
134BQjaHEM M HOM/OWAOBOHSEM A€Tasba, UMMe ce
YrpoXaBa PeasHoCT npeAMeTa, jaB/bajy Ce ynpaso
y 0BOM MepvoAy ¥ CBQjy MyHy Q@UEMALMjy AOCTUXY
TOKOM HapeaHe AdeueHmje. OBOM MpoLeCy npetxoan
peaykumja = ceofjerse NpeaMeTa Ha Hoeros NPUMOop-
AVOAHA 0BAMK = MEK YeMy TeMOTCKM OKBUMP A0bmja
nocebaH 3Hauaj, jep NPYXa MOryhHOCT , MPOXMMAaHEQ
CYMPOTHOCTV KOje Cy Pe3y/Tat Herose yHyTpaLHe
npowBpeuHoct”® OBe MpoMeHe Mory ce nPatti 1
HO Je4HOM 04 K/bYUHUX MOTMBO YMETHUKOBOM OMy-
€0, MOTMBY CO(PE: OHO HEerocpeaHo KOPecroHAMpa
C HOUMOHAAHAM T10M, 0 Yy CpbrHoBMheBoM CTBapa-
/AWTBY MPO/A3M KPO3 CreumnpuyHe TpaHcpopMaumje
1 MOCTaje HOCUAAL, PA3/MUNTMX 3HOUEHSA, MK Uemy
KPYXHQ NOBPLUMHA He CaMO AQ ASMUHALLE NOBLLMHY
cvike Beh v 0tBapa MoryhHOCT pedyKoBaHsa (popMe:
.o brix LWTO jacHWje 1CKa3ao jeaHy /MKOBHY npea-
ctasy, objekat, Tj. MpeameT Koy Ty MpeactaBy M3-
QOXaBA, CTOB/LAM Y HECTBOPAH MPOCTop. Ha npumep,
/MWOBOM CE MECTa HO KOMEe CTOM M Mo30AuHE Ha
KOjo] ce pepnektyje. XptByjem nepcnekwsy, oaba-
LyJeM KOHBEHLIIOHO/IHO M /IOKA/HO OMMCVBAH-E KO-
NIOPUCTMUKMX CBET/IOCHUX W MpO@UUKMX oaHoca. (Be
TO CBECHO 04ballyjem camo Aa Bn C/AMKaHM objexat
MOCTO0 WTO M3paxeHwju'” Ha 0BQj HOUMH KOHCTW-
TYUCaHW 0D, Y MPBYM FOAVHOMA Ceame Adelle-
HVje, AoxvBehe A0/be TPAHCPOPMALM}E 30CHOBOHE
HO YKMAGHSY HemocpeaHe Be3OHOCTM 30 mpeamet U
V3rpaarbk CybjeKTVIBHOr CBETa Ca CeneKTMBHIM 04~
HOCOM MPeMa CNO/bHAM Y TULJMA.

6 M. b. Mpowh, ,M3noxba M. CpbuHosvha”, HVH, Beorpaa, 25.
Aeuembap 1955.

7 . Miaden Srbinovi¢”, pasrosop Boano: Muameoje Muxajnosuh,
Miadost, 3.12.1958.

Mnaaen CpbuHosuh ucnipea cavke Cy3aHa v CTOpLK, CAMOCTANHA 13noxba y Tanepuin Y/YC-a Ha Tepasvjama y Beorpaay, 1955. /
Miaden Srbinovi¢ in front of the painting Susanna and the Elders, solo exhibition at the ULUS Galery at the Terazije St, Belgrade 1955

and the isolation and emphasis of detals - thereby
destabiizing the reality of the object — occurred pre-
csely in this period and reached full affirmation during
the following decade. This process was preceded by
a reduction — simplifying the object to its primordial
form — where the thematic framework gains partic-
ular significance as it allows for the “interpenetration
of opposites resulting from its internal contradictions. ™
These changes can also be traced in one of the key
moatifs of the artist's oeuvre - the matif of the sofra
(traditional low table): it directly corresponds with the
national context, undergoing specific transformations
in Srbinavic's work to become a bearer of multiple
meanings. The crcular surface not only defines the
picture plane but also opens the posshbiity for the
reduction of form. As the artist explains: “To express
a pictorial representation, an object, or rather the sub-
Ject that expresses that representation as clearly as
possible, 1 place it in an unreal space. For example, 1
deprive myself of the place where it stands and the
background on which it reflects 1 sacrifice perspec-
tive, reject conventional and local descriptions of color=
istic, light, and graphic relations. 1 consciously discard
all of this solely so that the painted object becomes
as expressive as possible” Forms constituted in this
manner, in the early years of the 1960s, underwent
further transformations based on the abolition of im-
mediate attachment to the object and the construction
of a subjective world with a selective relationship to
external influences.

6 M B. Prati¢, “1zlozba M. Srbinovica,” NIN, Belgrade, 25 Dec
1955

7 “Mladen Srbinovi¢,” interview by Milivoje Mingjlovi¢, Mladost, 3
Dec 1958



MpoLec MHCTUTYLMOHOM3aUMje Ky ATypHE MonMTU-
Ke Jyrocsiaeuje, uMy je AOMUHOHTAH 0B/IMK Y Mosby
COBPEMEHe /IMKOBHE YMETHOCTV 03HOUEeH TepMMHOM
COLMJa/MCTAYKM  MOABOHM3AM, O KOM QyTop OBOM
TepMyHa, Jelwa [eHerpu, Ae@yHULLE He Kao oapehe-
H/ CTvAa BeEN KOO ,YMETHUUKY K/MMY W YMETHUUKM
CKCTeM KOO BNOAQjyha AyXOBHO PACMO/NOXEHd W
VHCTUTYLIMOHO/HE QNapate CBeta YMEeTHOCTU YHYTap
'MEKOr JyroC/I0BEHCKOr CaMOYMPAaBHOr COLM)aM3Ma
Y TOKY AQYLTBEHO-MO/MTUKOr YCMOHA Y pa3aob/by
1950-1970" 8 tokoMm Lwesaecetx roauHa buo je obe-
NIEXEH (POPMMPOHEEM MHCTUTYLIVIO MY3€]a 1 ranepuja
penybAMUKOr 1 COBEe3HOr TMNd, KOO W OCHVBOH-EM
Beher 6poja /MKOBHUX MOHWQECTALM]T MO C/IMUHOM
MPVHUMNY. Ho camom nouetky ceame AdelieHvie, Ha
MHLWMaTVBY Hapoaror oabopa rpaaa beorpaaa v
Y3 capaary MogepHe ranepuje, yCTOHOB/beH je
YMeTHUKa cMotpa Oktobapckm cancH, Koja je y pe-
NyO/MUKM OKBUPMO W HO FOAVILLHSEM HUBOY Tpe-
60710 Aa ,NoKaxe Hajbo/ba Aend HAWWX YMEeTHUKG
M TVIMe WMCTOBPEMEHO Ad HajnoTNyHMjU Npecek Kpe-
TOHb0, WARJHWX W KBO/MTETHWMX MOMEPOHsd Y HALO)]
yMetHoctn'?

Owaparbe OkTobapckor CasoHa NPeactaB/basno je
MPBOPO3peATH APYWTBEHM Aoraha) KOjU je aHraxo-
BOO OpojHe aKTepe M3 Cpepe jOBHOr XMBOTA, O U3~
noxbe 0Be CMOTPe PeAOBHO je MPATUAO YMETHWUKG
KpUTVKQa, carne4aBajyfn Ux Koo BOXOH ApyLITBe-

8 Migko Suvakovi¢, . Kulturna politika i moderna umetnost od
socijalistickog realizma do socijalistickog modernizma - slucqj
Socijalisticke Jugoslavije 1945-1991", y: Sargjevske sveske, br.
51,5

9 Mviogpar b. Mpowh, , Oktobapckm canoH”, Komyruct, 10.
Hosembap 1960. Buaw y: Maxrsea - kpytvkal?, 50 roamHa
Oktabapckor casona. Mprpeanan: rpyna aytopa, KyatypHn
ueHtap beorpaaa, bearpaa, 2009, 47.

The process of institutionalizing Yugoslav  cultural
policy = whose dominant mode in the field of con-
temporary visual art is marked by the term socialist
modernism, as defined by JeSa Denegri — not as a
specific style, but as “an artistic climate and artistic
system representing prevaling spiritual tendencies
and institutional mechanisms within the art world of
the ‘soft Yugoslav self-governing socialism during the
socio-poltical ascent of the 1950-1970 period,® was
throughout the 1960s characterized by the establish-
ment of museum and gallery institutions at both the
republican and federal levels, as well as the found-
ing of numerous visual art manifestations based on
similar principles. At the very beginning of the 1960s,
on the inttiative of the Peaple's Council of the City of
Belgrade and in collaboration with the Modern Gallery,
the October Salon art exhibition was established. Tt
was envisioned as an annual event within the frame-
work of the Republic of Serbia, intended to “show-
case the finest works by our artists and, in doing so,
provide the most comprehensive overview of devel-
opments, idealogical directions, and qualitative shifts
in our art ™

The opening of the October Salon quickly became a
high-profile social event, engaging numeraus figures
from public and cultural life, and its exhibitions were
regularly followed by art criticism, which viewed the

8 Migko Suvakovi¢, “Kulturna poltika i moderna umetnost od
socijalistickog realizma do socijalistickog modernizma - slucg)
Socijalistitke Jugoslavije 1945-1991" (“Cultural Policy and Modern
Art from Socialist Realism to Socialist Modernism = The Case of
Socialist Yugoslavia 1945-1991), Sargjevske sveske, no. 51, p. 5
9 Miodrag B. Proti¢, “Oktobarski salon,” Komunist, 10 Nov. 1960
In: PaZnja - kritikal? 50 goding Oktobarskog salona (Attention

= Criticismi? 50 Years of the October Salor), edited by various
authors, Cultural Centre of Belgrade, Belgrade, 2009, 47

/Bojrm akt / Double Nude, 1954
[‘anepurja NMKOBHE YMETHOCTM
nok/1oH 36vpka Pajka Mamysuha /
The Gallery of Fine Arts Gift
Collection of Rajko Mamuzi¢

HW (peHomeH° MpBn OkTobaPCKM CasoH CBEUaHO je
otBopeH 19. oktobpa 1960. roanHe, youn faHa oc-
noboherba beorpoaa, v KOHUEMUMICKM je jeaHm
CBOJMM CErMeHTOM MPe3eHTOBOO OKTye/Hd A0C-
WIrHyha HQj3HQUQjHMMX MPEeACTABHUKA MefypatHe
YMETHOCTU, @ AQYTM NMPOMOBMCA0 YMETHUUKE TeH-
AeHuvie mnahe reHepauvje ctBapanaud. Ha npsom
OxTobapckom canoHy, CpbrHoBmnheso yuellhe Brio
Je obenexeHo ca Tpu paaa: Beswmka @urypa y npoc-
topy (1959), Ha 3em/bm (1960) u 3aycraB/beHo Bpeme

10 Y nybamkoBakby peLieHsvja 1 kputuka o CanoHy
YCTOHOB/bEHT je NPOKCA AT Ce NPBA KPUTMKA 00jaB/bYje Y
Joavtiun” nam HH-y Ha novetky apyre Heaesbe n3noxbe,
0 MOTOM Cy C/leawsie 0CTaNe KPUTVKE Y APYTVM rAaciamma.
lopaaHa Aobpvih, Moh 1 Hemoh kputvke”, Buan y: lNaxrsa -
kontvkal?, 50 roguHa Oktobapckar casoHa. Mprpeanan: rpyna
aytopa, KyatypHu LeHtap beorpoaa, beorpaa, 2009, 25.

Salon as a major cultural phenomenon ™ The first Oc-
tober Salon was officially opened on October 19, 1960,
on the eve of Belgrade's Liberation Day. In terms of
concept, one segment of the exhibition presented the
current achievernents of the most important repre-
sentatives of interwar art, whie another highlighted
the artistic tendencies of @ younger generation of art-
ists. At this inaugural edition, Srbinovi¢'s participation
was marked by three works: Large Figure in Space
(1959), On the Ground (1960), and Suspended Time
(1959). Al three works suggest that the artist transi-

10 The established practice for publishing exhibition reviews

was for the first critique to appear in Politika or NIN during the
second week of the exhibition, followed by others. Gordana
Dobri¢, “Moc¢ i nemot kritike” (“The Power and Powerlessness of
Criticism’), in: PaZnja - kritikal? 50 godina Oktobarskog salona,
Cultural Centre of Belgrade, Belgrade, 2009, 25



Sur Ia terre (Ha 3emvbm = fse qurype) /
Sur Ia terre (On the Ground - Two Figures), 1960
Ara CpbuHosuh / Ana Srbinovié




(1959). (Ba oM gena ynyhyjy HO 30K/byuyak Ad je
YMETHVK M3BOLLMO MPends 04 MHTUMUCTUKOr CXBa-
TaH0 C/MKe KA MOAEPHWJO] OPTMKYAALMIL U KQjHee
/mMuHO] npeactasmn. Durypa xeHe, kao CpbrHosuhes
AQTMOTVB, Y OBVM PQAOBVMA MOMQVUMA ApYraumjd
CBOJCTBA Y 0AHOCY HO MPETXOAHW Neproa, Y KojeM je
By TPEMPAHA KAO NyHA, CUHTETUUHA, KYOUCTUKM
cxBaheHa ¢opma. Caaa noctaje Aematepu)jaM3oea-
HO, CBeAeHO HO OCHOBHE, MPUMOPAMIQ/HE HO3HaKe
Te/IECHOr, NOTUCHYTA Y CTPOr0 PeayKOBaHY NAnety
COCTAB/bEHY 04 HEKO/IMKO MPUryLueHnx ToHosa. OHo
LUTO Ce MOXe MEVNMCaTV UCKYCTBY MPEeTX0AHor ne-
proaa” jecte HeHO KOMMO3WLMOHO Lemd: Tend cy
MOCTOB/bEHO XOPM30HTA/HO HA MOBPLLMHY, MO/IOXEHA
KOO MPTBO MPMPOAQ, HO TPAKACTO] MOAN03M Kaja 1c-
MyHABA CREAVILLHM Ae0 KOMMo3vLwvje. Tume je @ury-=
00 /MLIEHd MepCOHA/IHOCTV U Y MOTMYHOCTV YTOM/be-
HO Y ABOAVMEH3VOHOAHY MOBPLUMHY C/IMKE, UiMe
je YMeTHUK 13berao HenotpebHy AeCKEMNTMBHOCT W
0ea/M30BaO0 je Y HaJUMCTM]EM /IMKOBHOM Je3VIKY.

Y KoUTMuKoM 0cBpTy Ha npswm Oktobapcky canoH, /1a-
3ap TpupyHoBWN, KOHCTATYjyfm 4a je TpaavumoHas-
HO /WMHAQ CPNCKOM C/MKOPCTBA, AOMMHOHTHO TOKOM
UeTBpTe AeLleHnje MPOLW/or Beka, 0Ctand ,Ha MouH-
LM YMETHOCTV  TOUABCETX ToavHA ™ 1 caMm
M 13rybuna CBojy HeKaAQlWHsy OLITPVHY MPoAopd,
Honasn, mehywm, aa mefly maafum ymetHiLmMmMa
MOCTOJM JeaHa BATA/HA CTPY]C KOjd CBOJY MHCTMQALM)Y
He NMPOHA3M Y AGNEKMM eKCMPECUBHO=(POBMCTUKIM
y3opuma, Beh vy ymMetHiumMma nonyt Tabakosuwha,

11 /lasap TprpyHoBYN KOHCTATYje AQ je 04 CBIX U/1OHOBA
[euembapcke rpyne M. CpbrHosvin y Hajeeho] Mepy Be3OH 30
VHTMCTUUKY TpaavLvjy beorpaacke c/vikapeke Wkose. Buaw y:
Lrvkapcteo feuembapcke rpyne”, HVH. Beorpaa, 18. jaHyap 1959.
12 /lazap TpupyHosuh, | JeaHa Benmka 1310xba Koja peBnavpa
Heke gonpuHoce, Kputepuje 1 MoryhHocti, OkTobapckm canoH”,
y: Maxrea - kontvkal?, KyntypHn LeHtap beorpaaa, beorpag,
2009, 41.

Liprex (30 Moal / Drewing {for Foll) 1964
Ana Cpburosuh / Ana Srbinovic

tioned from an intimist understanding of painting to a
more modern articulation and a distinctly personal ex-
pression. The female figure, a recurring motif in Srbi-
novic's work, acquires new gualties in these paintings
compared to the previous period, during which it was
treated as a full, synthetic, Cubist-inspired form. Now,
it becomes dematerialized, reduced to the basic, pri-
mordial suggestions of corporealty, subdued into a
strictly limited palette of muted tones. What can stil
be traced to the earlier period" is its compositional
schema: the bodies are laid out harizontally on the
picture plane, positioned like a still ife upon a strip-lke
ground that occupies the central portion of the com-
position. Through this device, the figure is deprived of
individuality and entirely submerged into the two-di-
mensional pictorial surface, alowing the artist to avoid

T Lazar Trifunovi¢ observed that, within the December Group, M
Srbinovic was the most closely connected to the intimist tradition
af the Belgrade painting school. See: “Slkarstvo Decembarske
grupe,” NIN, Belgrade, 18 Jan 1959

[B03aeHoBMha, MuayHoBMhG, UMM HEroOBaH M3pa3 y
TOM TPEHYTKY, MO HEroBOM MVILL/bEHY, Pep/eKTyje
AQ/1eKO OBOHTOPAHVU AyX HEro y Mepuoay H-eroBor
HOCTOjaHsa. YMEOBO Y 10 KEWAo beorpaacke ymet-
HWUKe cueHe — Kojy TpugpyHoBMN CMATPa WM HAJNPO-
PECVBHVJOM NOJaBOM Ha (asIoHy, MaKO je U3HWKAT K3
TeMesba CPNCKOr TROAMLIMOHA/HOM C/MKOPCTBA ~ OH
antyvpa 1 ymetHoct MnaaeHa CpbrHosmha.

CpbuHoswh peaosHo n3naxe Ha OKTOBaPCKOM CasnoHy
y MPBMX MET roAyHa HeroBor MoctojaHba, Y nepro-
Ay KaAQ TO MOHWPeCTaum)a yCneBa Aa OKYNM roToBo
cBe Bogehe aytope tora BpemeHa. [osaaum ce 1966.
roanHe, Kaaa v cam (anoH A0XMB/bOBA KOHLENUM)C-
Ky MPOMEHY.

3a pa3mky og Oktobapckor canoHd, umja je avHa-
MWKO 04POXOBO/A0 TEMNO PO3BOj HAWE YMETHOCTH
y  penybnmukiMm  OKBMpUMA, ambuumie  OCHMBOUQ
TprjeHana caBpemMeHe /IMKOBHE YMETHOCTV NoAPasy -
MeBOMe Cy MpeceKk /AMKOBHEe MpodykKumje Ha jyro-
C/I0BEHCKOM, COBE3HOM HVBQY. [1pBM kopaum y npa-
BLY OCHVBOH-O JeAVHCTBEHE JyrOC/I0BEHCKE CMOTPe
HaumHbeHW cy 1952. roavHe, Kaaa je Ha 9. ceaHvm
CaBeta 30 KyATypy MPeasoxeHo Ad ce, umajyfm y
BUAY TEXOK MATepWja/HM MO/IOXA) /MKOBHUX CTBA-
pan0ua, ceake Tpehe roanHe opraHmMsyje jeaHa ,ca-
BE3HU CMOTPA [/IMKOBHE YMETHOCTH) Ha KOjoj bu ce
[envne Harpage n Otkynwie c/mke'™, Kako bu ce
MoACTOKOO PO3BOj MATEPU]O/HE CUMYPHOCTU YMETHM-
Ka. MNopea nobo/bLLaHa eKOHOMCKOr N0/10Xajd YMeT-
HVKQ, 04/TyKe 0Be CeaHunue umasne Cy 3a Uib 1 Ad
MOACTOKHY MPOLIEC 3BOHWUHE AenapTi3aumje 1 Aee-
TaM3aUVMje Y KyATypr = NO/MTAUKM NMEOLIEC KOJU HX=
KaAa Hje y MOTMYHOCTM PeasM30BaH, 4/M je 40Beo
A0 VH/LM]OTVIBE 30 OCHVBOH-E /IMKOBHE MOHW(PeCcTa-

13 bpanka Aoxknuh, KyatypHa nomtvka Jyrociasuje 1946-1963,
Cnyxbern rnacHvk, beorpag, 2013, 136.

unnecessary descriptiveness and render the subject
in the purest possible visual language.

In his critical review of the first October Salon, Lazar
Trifunovi¢ observed that the traditional line of Serbian
painting = dominant during the 1930s - had remained
anchored “in the principles of 1930s art™ and had
thus lost its former pioneering sharpness. Howev-
er, he also identified within the younger generation
of artists & vital current that did not draw its inspi-
ration from distant Expressionist or Fauvist models,
but rather from artists such as Tabakovi¢, Gvozde-
novi¢, and Milunovi¢ = whose cultivated expression,
in Trifunovic’s view, at that moment reflected a far
mare avant-garde spirit than it had at the time of its
emergence. 1t is precisely within this segment of the
Belgrade art scene — which Trifunovi¢ considered the
mast progressive presence at the Salon, despite its
roots in the foundations of Serbian traditional painting
- that he situated the wark of Miaden Srbinovic

Srbinovi¢ exhibited reqularly at the October Salon
during its first five years, a period in which the event
managed to bring together nearly all of the leading
artists of the time. He withdrew in 1966, the same year
the Salon underwent a shift in its conceptual direction

Unlike the October Salon = whose rhythm mirrored the
pace of artistic development within the republic - the
ambitions behind the founding of the Triennial of Con-
termporary Fine Arts aimed to provide a cross-section
of visual art production on the Yugoslav federal level
The first steps toward establishing a unified Yugoslav
art exhibition were taken in 1952, during the Sth ses-
sion of the Council for Culture, where It was proposed

12 Lazar Trifunovi¢, “Jedna velika izloZba koja revidira neke do-
prinase, kriterije i moguénasti Oktobarski salon” (‘A Major Exhibi-
tion That Revises Certain Contributions, Criteria, and Possibilties’),
in: PaZnjo = kritikal? Cultural Centre of Belgrade, 2009, 41



Lmje Jyroc/I0BEHCKOr Kapaktepd, ujy bu npumapHn
304ataK 610 NPeaCTaB/baHse COBPEMEHE YMETHUKE
CueHe. lMpeasor je peasmsoBaH 1959. roguHe, kaaa
(DoHa 30 yHanpeherse AMKoBHe ymetHocn |, Mowa
lnjage” AoHOCK 04NYKY A0 Ce 04 HapeaHe roguHe
ocHyje CtanHO m3noxba caBpeMeHe Jyroc/10BEHCKe
YMETHOCTW, €O 3040TKOM AQ Y PeaOBHUM TPOro-
AVILIH/M VHTEPBA/MMA NPATV pA3BOj OKTye/He Mpo-
AyKLVJe 1 0praHmn3yje n3soxbe paaosa CaBpeMEHUX
AmKoBHUX ymeTHUKa. (DopmmpaH je 1 OpraHm3auvon
0abop™ Koju je BPLUMO CenekLmjy paaoBa, Npy uemy
Je YCTOHOB/bEH MPUHLMM POAd MO KojemM bun jeaHo;
rpynv yMetHvka brmo ynyheH nosms 3a yuewhe, y3
MCTOBPEMEHY MOryhHOCT COMOCTA/AHOM MEUIOB/bU-
BOHbQ, O UeMy Je 04/TyuBa0 CTPYUHM Xupn. C 0b3u-
QOM HO TO AQ je pey 0 CMOTPU CABPEMEHE YMETHOCTH,
JeAaH 04 K/bYUHUX KOUTepMjyMa 10 Je A0 YMEeTHALW
He MOry KOHKYPWCOTV paaoBuMa Hactasmm npe 1958,
roavHe, uame je obesbeheHo aa TpujeHase y NpaBom
cmmcy byde penpeseHTOTMBOH Mpersies peueHtHe
npoaykuuje.

Ha [MpBOoM TOWjEHOAY /MKOBHUX YMETHOCTW, 0A4p-
xaHom 1961 roavHe, MaaageH CpbuHosvh yuectByje
no NO3MBY ¥ MPeACTaB/bA Ce Ca TP pPaAd Hacta-
na te roavHe: Komnosvuwja, MakegoHcka coppa 1l
n MakegoHcka coppa Nl (Ba ton Aena npunaAadjy
TematckoM Kpyry CpbuHoBuheBor C/mKapctea, ae-
(VMH1CaHOM Y neproay n3mehy 1958. 1 1964. roavHe,
y OKBWY KOjer ce 134Bajdjy ABe OCHOBHE Teme: (n-

14 OpraHv3aumon oabop MpBor TEVJeHNT /MKOBHIX YMETHOCTH
uHm cy: Kocta AHrerm Pagosarm, Bajap, CtojaH hieauh, cavkap,
HaHaop ma, Bajap, Kpcto Xereaywwh, camvkap, 3aeHko KaavH,
Bajap, (waa MapjaHosvih, acucteHt (nno3ogekar (pakyteta y
Capajesy, ap /lyumja Merawwe, aoueHt (Buno3ogpekor (akyeta

y /bybsbaHu, AHTOHME HMKOM0BCKY, ApeKTop 30B0Ad 30
30WTY cnomeHvka kyatype y HP MakeaoHuiy, Mapu Mperesb,
cwmkap, Mrogpar Mpowih, camnkap, Momunno CteBaHosuh, HayuHM
CapaaHvK HapoaHor my3eja y beorpaay, Munow Bywkosuh,
cwmKkap, n Anekca YeneboHosuh, ympaBHYK CTasHe n3noxbe. Buan
y: 1 trijenale lkovnih umetnosti, Beograd, 25. V=25. V11961, 6.

- considering the difficult material circumstances of vi-
sual artists — that a “federal exhibition (of fine arts) be
arganized every three years, where awards would
be granted and artworks purchased™ in order to
promote the financial security of artists. N addition
to improving their economic standing, the resalutions
of this session were also intended to encourage the
official process of de-partization and de-elatization in
culture - a paltical process never fully realized, yet
one which led to the inttiative of creating an art event
of Yugoslav character. Its primary goal would be to
represent the contemporary art scene. The proposal
was realized in 1959, when the Fund for the Advance-
ment of Fine Arts "MoSa Pijade” issued a decision to
establish the Permanent Exhibition of Contermporary
Yugoslav Art beginning the following year. Its purpose
was to monitor the development of current artistic
production through regularly scheduled exhibitions at
three-year intervals. An organizing commitee™ was
formed to select artworks, and a working principle
was established whereby a group of artists would be
formally invited to participate, whie others could apply
independently - subject to review by a professional
jury. As the exhibition was dedicated to conternporary
art, a crucial criterion required that submited works
be created no earlier than 1958, thus ensuring that

13 Branka Dokni¢, Kulturna poltika Jugosiavije 1946-1963 (Cultural
Policy of Yugoslavia 1946-1963), Sluzbeni glasnik, Belgrade,
2013, 136.

14 Organizing Committee of the First Triennial of Visual Arts
included: Kosta Angeli Radovani, sculptor: Stojan Celi¢, painter:
Nandor Glid, sculptor: Krsto HegeduSic, painter: Zdenko Kalin,
sculptor: Sida Marjanovi¢, assistant at the Faculty of Phiosophy
in Sargjevo; Dr. Lucija MenaSe, dacent at the Faculty of Philoso-
phy in Ljubljana: Antonije Nikolovski, director of the Institute for
the Protection of Cultural Monuments in the People's Republic of
Macedonia: Marij Pregel], painter: Miodrag Proti¢, painter: Momci=
lo Stevanovi¢, research associate of the National Museum in Bel~
grade: Miog Vugkovic, painter: and Aleksa Celebonavi¢, curator
of the permanent exhibition. See: 1 trijenale lkovnih urmetnosti,
Belgrade, 25 May~25 June 1961, 6

(CBevara coppa / Ceremonial Sofra, 1962
Ana CpbuHosuh / Ana Srbinovic



Makezgorcka coppa 1 / Macedonian Sofra 11 1961
My3ej caBpemere ymetHoc, beorpaa /
Museum of Contemporary Art, Belgrade




rypa XeHe v Tpnesa, 0AHOCHO KOMMO3WLWMjE 30CHO-
BOHE HA (POPMM KQEYTa. Ha camum Komrosvumia, XeH-
CKO (PUrypa je CMEeLUTeHd Yy MeTa@u3nuKi MpocTop,
/MLLIEHA BO/TYMMHO3HOCTV W YTOM/bEHA Y, CONCTBEHY
CBET/I0CT KOJO HOr/IOWaBd XOPULTE W emmMUeHTap
eHeprvje” — CBET/I0CT KOja, MO peuMMa YMeTHVKQ,
npeamety obesbef)yje HeroBy BAACTUTY BUTA/HOCT.”
Ynpaso 360r 0Be CBET/I0CTM TQjaHCTBEHOr MopeKd,
KOja Ce MojaB/byje HO CBAKO] (POPMM 3acebHO, Ha-
FNOWEHa je YHYTPOWHeO, MAACTMUHG  CTRYKTYpPa
Tend, WT0 je moActakno oapeheHe KputMuape Ad
0BQ] MepvoA HeroBOr POAQ 03HQUe KOO PeHAreHc-
Ky a3sy®. (pbuHoBrheB oaHOC Mpema c/mkama ca
KEHCKOM (PUypOM MeHa0 Ce Y MPaBLy NMoMepaHsa
TOUKEe MOCMATEOHA, PAC/I0jaBajyfm moraes: purypa
Je MCTOBpeMEHO MOCMATPAHA U3 BYLLE YT/1I0BO ~ OHA
CTOjM, 0/ MOXe Ae/0BaTM M K40 A /1eXu, NocMa-
TPOHO M3 BUCMHE. HbeH CTOTMUOH, NMOMOAO YKOueH
CTOB 0OCTOB/bA YTUCAK CBEUQHOCTW W nocebHor Aoc-
T0jaHCTBA. (/IMUaH MOCTYNOK YMETHUK MpUMeHsye v
Yy Cepuj MPTBYMX MPMPOAT €A TEMOM COPPE, 0AHOCHO
KPYy>XHe KoMno3uumje LieHTtpanHor wina. Coppa je Mo-
B KOM YMETHVKA OKyrvpa o4 1959. roavHe, Kaaa
Hactaje PoHAO 30 TpM TaHGMPA, HOKOH Uera crieae
bpojHe Bapujaumje ucte teme. MakeqoHcka copoa 1
LOHOCY MPeACTaBY KQYXHe TpMese YHyTap Be/mKor,
AVQy3HoM ceeT/owhy obojeHor Kpyra, Ha umjoj cy
MOBPLLMHM KOHLIEHTPUCAHO pacrnopefjeHe (popme umn-
HWja, Kpuara 1 Boha = OCHOBHWM 0b/MLM KPYTa W Mo~
NIYKQYra, NPaBe 1 KBOAPATA, BOPMPAHM U YMHOXEHN,
FPAMUUKIA MCLIPTaHW UM BONepckn ogpefjern. Mnas-
HO KQYXHO MACCTMUHO MOCO POLUYAOH-EHd je TaM-
HAM XOPW30OHTQ/OMO, O HHUXOBVM Cyue/baBaHEM
MOCTMXE Ce AMHOMM3aM W MAACTUUKA HONeToCT KOM-
nosvumje. AKO MoheMo 04 MCKOHCKOr 3HOueH-a TP~

15 Miaden Srbinovic, Galerija Kulturnog centra Beograd, mgj
1974.

16 Miaden Srbinovi¢, Moderna galerija, Beograd, 29. ma) - 12. jun
1961. Aytop Texcta y katanory: Aparocnas hophesuh, 4.

the Triennial would, in the fullest sense, serve as a
representative survey of recent production.

At the First Triennial of Fine Arts, held in 1961, Mladen
Srbinovi¢ participated by invitation, presenting three
works created that same year: Composition, Mace-
donien Sofra 1l and Macedonian Sofra Tl All three
belong to a thematic cycle that defined his painting
between 1958 and 1964, within which two principal
matifs emerged: the female figure and the table, ie,
compositions structured around the drcular form
In Composition, the female figure is placed within a
metaphysical space, devoid of volume and immersed
in “its own light, which accentuates the focal paint and
epicenter of energy” - a light that, in the artist's own
words, grants the subject its inner vitality ™ Precise-
ly because of this mysteriously sourced illumination,
which appears on each form individually, the inter-
nal, plastic structure of the body is emphasized. This
led certain critics to describe this period in his oeuvre
as his “X-ray phase™ Srbinovi¢'s treatment of the
female figure evalved toward a multiplicity of per-
spectives, fragmenting the gaze: the figure is viewed
simultaneously from several angles -standing, yet
potentially also lying down, seen from above. Its stat-
ic, slightly rigid posture evokes a sense af solemnity
and inherent dignity. A similar approach is applied in
his still life series dedicated to the motif of the sofra
- the low, round dining table — used as a basis for
crcular, centrally structured composttions. The sof-
ra first appeared in his work in 1959 with Rondo for
Three Plates, followed by numerous variations on the
theme. In Macedonian Sofra 1l the artist presents a
circular table enclosed within a large, softly lluminated
crcle, upon which forms = bowls, jugs, frut - are

15 Miaden Srbinovi¢, Galerija Kulturnog centra Beograd, May
1974

16 Mladen Srbinovic, Moderna galerija, Belgrade, 29 May - 12
June 1961 Text by Dragoslav Dordevic, 4

Komrioznumja / Composition, 1961
Konexumja KoHeH / Konen Collection
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ne3e — coppe ~ Kao Mecta oKyM/baHsa, HepaCKMAMBO
MOBE30HOr C XPOHOM, HOFOHOM 30 COMOOAPXAH-EM, d
VHAVPEKTHO 1 CO eMOTVIBHVM Y TOUMLLITEM, TOM/IMHOM
AOMQ, MO UOK 1 XTOHCKOM BE30M C Mpeuuma, OHAd
CO(PPa NOCTaje penpeseHT uaeje cabvparsa, YMHOXA-
BOH- 1 TPAjaHeA. OHO LUTO NOCebHO A0MPUHOCK 0BOM
3HOUeHbY JecTe ynoA/bMB M30CTOHOK /by ACKE (Ury-
pe Ho MecTy rae bv Ce HeHO MPMCYCTBO OUEKVBa-
/10 = 0ACYCTBO KOje je HOr/AaLeHo TParoBUMa /bya-
CKOr MEMUCYCTBE: NOCYHEM WM OCTALMMO HOMVQHUL.
Moan3aH-em MepcrekvBe U yCMepaBareM Mor/ieaad
040370 HOAO/e, COPPO MOCTaje C/ern/beHa, roToBO
CTOM/bEHO C MOBPLMHOM T10, (@UHIAPajyfM yTicaK
V3p0CTarbA M3 COMOr 3eM/byWTa. TMe je MoCTUrHyTa
KOHBEQreHLM|a Maeje 1 MAGCTUUKON M3p030 YMETHIKA.

A TMonyakt / Semi-nude

Wt riokpert /
Intimate Moverment, 1957

[‘anepumja nnKoBHe
YMETHOCT! MOK/10H

The Gallery of Fine Arts

concentrically arranged. These forms correspond to the
basic shapes of the circle and semicircle, rectangle and
sguare, varied and multiplied, rendered ether graphi-
cally or through tonal modeling. The main circular plastic
mass is segmented by dark horizontal ines, whose in-
tersection creates dynamic and plastic tension within the
compostion. I one considers the primordial symbolism
of the table - the sofra = as a place of gathering, insep-
arably linked to nourishment, the instinct for self-pres-
ervation, and, indrectly, to emational refuge, domestic
warmth, even a chthonic connection to one's ancestors,
then the sofra becomes a representation of the ideas of
unity, multiplication, and continuity. What especially rein-
forces this interpretation is the conspicuous absence of
the human figure in a setting where its presence would
naturally be expected - an absence marked instead by
traces of human activity: vessels or remnants of food
By raising the vantage point and drecting the gaze
downward, the sofra becomes flattened, almost fused
with the ground, suggesting that it springs organicaly
from the very sall In doing so, Srbinovic achieves a con-
vergence of conceptual and formal expression.

36upka Pajka Mamyauha /

Gift Collection of Rajko Mamuzi¢

30 a@VPMauUMjy JyrocioBeHcke KyAatypHe NosmMtvKe
04 nocebHe BaxHOCTV iAo je yueluhe Ha BeHeuwjaH-
CKOM BujeHany caBpemeHe YMeTHOCTW.  T1puHUMN
apupmaume Jyrocaaemje y Mef)yHIpoaHM OKBUpK-
MO MOUMBOO je HO YKPLITAHbY YHMBEP3Q/HOM CaBpe-
MEHOr 1 CMEeLMUHOr /IOKA/HOM Je3vka, ,,04HOCHO
TPAHCPOPMALMIM NIOKA/HOM KPO3 (POPMA/THO-CEMAH-
TMUKI OKBYVP YHMBEP3a/Hor ™, LITO je MpeacTaB/baso
[AOMVHOHTOH  MOZe/T eKCMOHVPaHea  Jyroc/10BeHCKe
caBpeMeHe ymetHoc y ceety. C apyre CTpaHe,
MpOrpamcko  Haueno bujeHana nogpasymeBano je
A0 YMETHUK KOjW MpeAcTtaB/ba CBOjy 3emsby Tpeba
A0 NEVKOXe KYATYpHE W HOLWMOHO/AHE Creumgmny-
HOCTV MoAHeb/ba W3 KOjer A0N03K, U3peueHe /10~
6aHAM Je31KOM MOC/1epaTHOr MOAEPHM3MA, LITO bu
L0NPUHE/0 HoeroBOj MPEN03HAT/bUMBOCTV Y OKBUOW-
MQ VMHTePHOLMOHOHEe npe3eHTaumje. Pykosoaehm ce
™M KPUTEPMJYMUMO, JyrOC/IOBEHCKM CeMeKTopH Cy
MEWVKOM 1300p0 YMETHUKO KOO jeAQH 04 BOXHUX
(pOKTOPA, ,,0CMM KBO/MTETA M KAPAKTEPd HoUXOBYX
0CTBAPEH-Q”, UCTAK/M M 30XTEB AQ Je YMETHUK A0
1040 CTeKao MehyHapoaHy penytauvjy, notepheHy
OCBOJOHSEM HAMPAAQ HA 3HAUQHUM MehyHOPoAHUM
MaHMpeCTaumjama.

loavHe 1962. (popMmpaHo je 1 nocebHo teno - Kome-
Capujat - Koje ce BaBWAO UCK/BYUMBO Ce/1EKLMIOM
YMETHUKO MPeaCTaBHUKa Ha bujeHany y Bereuwn,
d UMK Cy UNaHOBM BN NPEACTABHWLM JyroC/10BeH=
CKMX yMeTHWuUkmx LieHtapa. Oanyky o tome ko he
npeactaB/bam Jyrocnasujy Ha XXXI BeHelmjaHCKOM
bujeHany 1962. roavHe aoHeo je Komecapmjat vy cac-
1aBy: bopuc BuxwtvH, komecap nsnoxbe, KatapuHa
Ambpo3uh, KyctockuHsa HapoaHor My3eja, boxo
bek, avpektop lanepuje cyBpemMeHe YMJETHOCTU Y
3arpeby, 3opaH KpxuwHvk n Anekca YeneboHo-

17 Axa Epew, JyrociaBuja Ha BeHeLwjarHckom bujerasy (1938~
1990} Ky/myjoHe no/mtvke v no/mtvke u3zoxbe, Fanepuja
Matmue cpncke, Hosw Caa, 2020, 139.

Participation in the Venice Biennale of Contermporary
Art held particular significance for the affirmation of
Yugoslav cultural policy on the international stage.
The core principle behind Yugoslavias international
cultural positioning was rooted in the interplay be-
tween the universal language of contemporary art
and specific local idioms = “that is, the transformation
of the local through the formal-semantic framework
of the universal™ This became the dominant model
by which Yugoslav contemporary art was presented
abroad On the other hand, the Biennale’s own cura-
torial premise emphasized that artists representing
therr countries should express cultural and national
particularities through the global language of postwar
modernism, thereby enhancing the recognizability of
their artistic identity within the context of international
presentation. Guided by these criteria, Yugoslav selec-
tors highlighted, “apart from the quality and character
or the artist's work”, the importance of an already es-
tablished international reputation, typically confirmed
through awards at major international exhibitions. 1
1962, a special body was established - the Commis-
sariat - tasked exclusively with the selection of artists
for the Yugoslav Pavilion in Venice. Tts members were
drawn from the country’s leading art institutions and
centers. The decision on the Yugoslav representation
at the XXXI Venice Biennale (1962) was made by a
committee consisting of Boris ViZitin (commissioner
of the exhibition), Katarina Ambrozi¢ (curator of the
National Museum in Belgrade), BoZo Bek (director of
the Gallery of Contemporary Art in Zagreb), Zoran
Krzignk, and Aleksa Celebonovi¢. Previous practice
had favored showcasing artists aligned with modern-
ist tendencies, but with the aim of achieving a balance
between modernist aspirations and national heritage,
the selection also deliberately included artists whose

17 Ana Eres, Jugoslaviia no venecijienskom Bijenalu (1938-1990)
kulturne poltike i poltike izloZbe (Yugoslavia at the Venice Bien-
nale (1938-1990) Cultural Policies and Exhibition Poltics), Gallery
of Matica Srpska, Novi Sad, 2020, 139



Buh. Mpakca aotoaawkHser nsnarama bwuna je aa ce
Y JyrOC/I0BEHCKOM NOBW/BOHY MPeACTaBe HOCWOLW
MOAEPHVCTUUKMX TeXHbM, 0 paAy YCnocTaB/baHsa
paBHOTEXE M3Mef)y MOAEPHUCTUUKMX CTPEM/beHsa U
CMEeLMPUUHOT HOLMOHOHOM HaC/eha, Kao NpoTvBTe=
X0, C NOCEOHOM NAXHEOM YK/bYUVBAHY CY YMETHUL
KOjW y CBOM OMnyCy YCNOCTaB/bajy Be3y C HALUMOHA -
HAM BW3Ye/HAM MOTVBUMA HO HMBOY Teme. Ha XXXI
bujeHany lyrocnaseujy cy npeactaB/bam JaHes bep-
HvK, OtoH [amxa, Oara JaHuvh v MnaaeH CpbrHosmh.
Ha XXXI bujeHany y Bereumjn 1962 roavHe CpbuHo-
BYh je M3/10XV0 Aecetak Aend, rotoso CBA HACTAAA Te
roavHe® Tum noodom, KatapvHa Ambposnh benexm
cneaehe: , KoHLeNuMa Herose /IMKOBHE MVIC/ XVBY Y
CMOVI031 KOHKPETHOr 11 GNCTPAKTHOr, MOCEOHOr U yHIn-
BEp30/HOr, y CBONerby MprpoAe He Ha MpeaMeT — Hero
HO jedHy /bYACKY AMMEH3M)Y KOJO] YMETHUK 0AMEQa-
BO TPajaHbe W MHTeH3wTeT. ™ Komecap n3noxbe, bopic
BuxmvH, ogpeflyje mpeumsHvje HeeroBy MO3vUMly Y
OKBVPY Jyroc/ioBeHcke cenekupje: |, LamkapctBo Mna-
Aera CpbuHosynag, MHCMMEMCAHO BOraTM (PO/IK/I0POM
POAHOr KQOja, Pe3y/1tat je A0C/ieAHOr /I0MAUKOr 0a380ja
JeAHOr KOHTVHYWTETA KO HOM je CBOJOM (POPMA/THOM
0cjehajHoM KOMMOHEHTOM HeoBuHO B/1M30K Jep ce Bexe
30 /10 Y KOME HOM je OMOryReHo pacno3HOBaH-e Ha-
wwmx gomahmx upta,

Y jow yBek BAaaajyhoj] atmocpepun anctpakumie, Cpbmn-
HOBVNEB HOCTYN HA BujeHasTy 3anaxeH je Kao ayTeHt-
UaH MEVCTYM Y OKBUPY (PUNYPOMBHOT 130030, 13BecHa
MOMEeparba W OTK/I0H 04, NPeACTaB/bAUKOr CBOKAKO CY
MEUMETHW, MOAT Ce W Adsbe Kpehe Y AOMeHy peasHo-
CV Wiy aTprby ™ MOA/IeXY MPOLIECY TPaHCPopMALme
W CMHTETULLY Ce Y JeaHy HOBY, APYrauvjy peasHocT. Ha
nojeaHM  Ae/Ma CaMO  QCOLMJATVBHOCT  KO/10pMTd

18 Mladen Srbinovi¢, XXXT biennale di Venezia, 1962, Jugoslavia,
Tipografia Graficki zavod Hrvatske, Zagreb, 1962.

19 KatapuHa Ambposvih, | Cankapcteo Mnaaera CpbuHosmuha”,
KromxesHe HoBuHe, beorpaa, 27. jyn 1962,

20 , Predstavnici stvaralacke individualnosti nase zemlje”, AK.
Novosti, Rijeka, 29. maj 1962.

work integrated national visual motifs at the level of
subject matter. At the XXXI Venice Biennale, Yugosla-
via was represented by Janez Bernik, Oton Gliha, Olga
Jan¢i¢, and Mladen Srbinovic

For the 1962 Biennale, Srbinovi¢ presented around ten
works, almost all created that same year® On this
accasion, Katarina Ambrozi¢ observed: “The concept
behind his visual thinking exists in a symbiosis of the
concrete and the abstract, the particular and the uni-
versal - in a reduction of nature not to an object, but to
a human dimension through which the artist measures
duration and intensity ™ Boris ViZitin, commissioner of
the exhibition, more precisely defined Srbinovic's place
within the Yugoslav selection: “The painting of Miad-
en Srbinovi¢, inspired by the rich folklore of his native
region, is the result of a consistent and logical devel-
opment of a continuty that, through both its formal
and emational dmensions, feels remarkably close to
us — because It is rooted in @ terrain where we can
recognize familiar domestic traits 2

At a time when abstraction still held sway, Srbinovic's
appearance at the Biennale was noted as an authen-
tic contribution within the realm of figuration. Certain
shifts and a degree of departure from representation
are indeed apparent, although his work remains an-
chored in @ domain of realty whose altributes are
subject to transformation and are synthesized into a
new, altered reality. In some warks, only the sugges-
tive quality of color alludes to a specific object, while
the visual link to the subject is disrupted. During this
period, alongside deep tonal relationships and a dis-
tinctive sfumato, the artist also introduces somewhat
coarse, heavy applications of paint (as in Earth and

18 Mladen Srbinavic, XXX1 Biennale di Venezia, 1962, Jugoslavia,
Tipografia Graficki zavad Hrvatske, Zagreb, 1962

19 Katarina Ambrozi¢, “Slkarstvo Mladena Srbinovica,” Krjizevine
novine, Belgrade, 27 July 1962

20 “Predstavnici stvaralacke individualnosti nase zemlje,” AK
Novosti, Rijeka, 29 May 1962

Moj ctyamo / My Studio, 1961
MovBatHO BAacHMwTBo / Private collection



ynyhyje Ha KOHKQPETOH Mpeamet, AOK je BY3yesHa Besa C
npeaMetoM HapylleHa. Y 0BoM Mepurody, noped Aybokumx
BO/IEOCKVX 0AHOCO W CMELM@UUHON C(YMOTA, YOUBbMBO je
A0 YMETHVK HO MOjeAvHAM Ae/MA KOPMCTV MOMA/I0 Orope,
Telke bojeHe HaHoce (3emyba 1 metas, 1962), KapakTepmc-
TWUHe 30 NojeaHe BIAOBE TaAQ aKTYe/He ancTpakLpe, mo-
cebHo eHpopmena. C 0b3vpoM Ha HeeroBy 0460JHOCT Mpema
ynotpebn HeC/MKAPCKMX MOTepU|aIa — LUTO CaM NOTBpHyje
V3j0BOM A0 Ce TPOAVLVIOHO/HOM YMoTpeboM C/IMKaPCKUX
CPeACTaBd Moxe CBe Mochv?' — MoxXe Ce 3aK/byu Ad
YMETHV/K YMPOBO TROAVLMOHAHAM COeACTBMAMA M3paXa-
BaHO (UHMARG ynotpedy. [octi3arsemM OBOKBE BU3Yes-
He Wy3vje, OH OCTaje Y AOMeHy Wy3VBHOr, MOTUCKY]yfm
OCHOBHY WZag]y HempeACtaB/baukor, OHTVECTeTCKOr C/m-
KapCtBa. Ha 1aj HouH oCTaje A0C/eAH yBepersy Ad Tpa-
AVILOHO/HO C/IMKOPCKA 0eq/M3auMjd MMA MOTeHUMjan Aa
00yXBQ MOTOBO CBE (POPME CABPEMEHON /IMKOBHO rOBOPC.

21 Ljijana Slijepcevic, Miaden Srbinovic, retrospektivna izloZba
1950-1980, Muzej savremene umetnosti, Beograd, maj-jun 1981, 34.

Crapu wHctpyment / Oid Instrument, 1962
Konekumja KoHe / Konen Collection

Melsl, 1962), reminiscent of certain modes of abstrac-
tion then in vogue, particularly art informel Given
his aversion to the use of non-painterly materials =
something he affirms by stating that everything can
be achieved through tradtional painterly means? - it
may be concluded that the artist simulates the use of
such materials through traditional methods alone. In
achieving this kind of visual illusion, he remains within
the domain of the illusory, thereby resisting the core
tenets of non-representational, anti-aesthetic painting
In doing so, he remains commited to the belief that
traditional painterly execution holds the potential to
encompass nearly all forms of contemporary visual
expression.

21 iliana Sliepcevic, Miaden Srbinovic: refrospektivna izloZzba
1950-1980, Museum of Contemporary Art, Belgrade, May-June
1981, 34.

Kaao je 1961 roavHe 30BpLIEHT M3rpaarbd HOBE
3rpade jyroc/ioBeHcke Bnade, taadwreer CaBesHor
V3BpLHOr BENO — JeAHOr 04 HOJ3HQUQHWUX CPXM-
TEKTOHCKMX  objexata nocnepatHe Cpbuje n Jyro-
C/I0BMje — Mopes Tora LWTOo je 34AaHe MPOMOBMCaN0
(POPMMPQaH-E HOBOM COLMJA/MCTMUKOr rpaAad Ha N1eBoj
obanm Case, OHO je NOCTA/0 W CHOXAH CMO0A jeavH-
CTBEHE APXABE W HEPACKMAVBE MOBE3UHOCTA HoeHIX
penybavka. Vctopujat marpaarse Manate CasesHor
M3BPLWHOr BeNa YKa3yje HO C0XEHOCT MO/MTUUKMX,
VCTOPMJCKMX, KYATYPHWX M YMETHUUKVX 0a4HOCa Y
Jyrocnaeumju y nepuoay o4 1948. ao 1961. roavHe. MNa-
/1070 je CBeUOHO 0TBOPeHa Yy centembpy 1961, roamHe,
0 HemocpeAaH NoBoa bro je 0aPXaBaHse [1pBe KoH-
(PEpPEHLMe LUe(MOBO APXOBA W BAQAQ HECBPCTAHMX
3emasba y beorpaay.

TOKOM M3rpadHbe, Koo M HenmocpeaHo HOKOH OTBa-
QOHb0, JeAdH 04 NEUOPUTETHWX 304ataka buno je
ypeherbe eHtepujepa nanate. Y Ty cepxy, 1961 ro-
AvHe, (neumjanHa YMETHUUKO KOMMCWJO 30 OTKYn
YMETHWUKMX 4end, Kojy je ocHoBano (aBesHo u3-
BPWHO Behe, pacrmMcana je KOHKYPC KOW Ce MOxe
CMATPATV JeaH M 04 HajBehvx MOC/epaTHWX pacnmca
13 00610CTM /MKOBHE W MpUMeHseHe ymMeTHocTv. Ko-
MUCU]Y CY UMHWW YTeaHA MPeACTaBHALM KYATyp-
HOM 1 JOBHOM XMBOTA APXOBE: Te0PeTMUadp YMETHOCTH
n cwkap Mvoapar b. Mpowh, Bajap Casa CaHauh,
c/mKap 3opaH lNasaosvh, Bajap VBaH LIBETKO 1 cam-
KOPKO, O KOCHUje W KYCTOCKMHO YMeTHUUKe 301vpKe
Manate Qeagepauvije, lWemca [aBpaHkanetaHoBuh.
HbuxoB 304ataK 61O je A0 04 MEWCMe/MX PAOAO0BC
134BOje Hajycneavie, vy CKaaay C yHanpead Aepu-
HVCOHUM KpUTEpMjyMMa. Kputepmjymmn 3a n3bop pa-
£0BO BUAM Cy 30CHOBOHM HO 30XTEBY AQ /IMKOBHE
YMETHOCTM, O HOPOUMTO C/MKOPCTBO, HO Hajbos/by
HOUMH MOKOXY PACKWA € CTAPWMM W MOUeTaK ,HOBOM
A06a”. LU je bro aa ce nHayrypuile ectetka Ho-
BOr BpemeHd, yTemesbeHa Ha notpebu Aa ce Aota-

When, in 1961, construction of the new Yugoslav gov-
ernment buiding - then known as the Federal Execu-
tive Council = was completed, it became not only one
of the most significant architectural achievements in
postwar Serbia and Yugoslavia, but also a powerful
symboal of the new socialist city built on the left bank of
the Sava, as well as of a unified state and the insep-
arable interconnectedness of its republics. The history
of the bulldings construction reveals the complex web
of poltical, historical, cultural, and artistic dynamics
that shaped Yugoslavia between 1948 and 1961 The
Palace of the Federal Executive Council was officially
opened In September 1961, timed to coincide with the
First Conference of Heads of State or Government of
the Non-Aligned Movement, held in Belgrade.

Among the immediate priorities during and after
construction was the interior decoration of the pal-
ace. To this end, in 1961, the Federal Executive Coun-
cil established a Special Art Commission to oversee
the acquisition of artworks, launching what became
one of the most extensive postwar calls for the sub-
missions in the fields of fine and applied arts. The
Commission was composed of distinguished figures
from the cultural and public spheres: art thearist and
painter Miodrag B. Proti¢, sculptor Sava Sandi¢, paint-
er Zoran Pavlovi¢, sculptor Tvan Cvetko, and painter
and future curator of the Palace of the Federation’s
art collection, Semsa Gavrankapetanovié. Their task
was to select the most successful artworks from the
submitted entries, in accordance with clearly defined
criteria. These criteria emphasized the need for the
visual arts = particularly painting - to signify a break
with the past and the begnning of a "new era” The
aim was to inaugurate an aesthetic aligned with the
ideals of @ modern time, grounded in the desire to
evalve the artistic language beyond the confines of
socialist realism, toward a new approach: a specif-
ic form of modernism, “socialist in content, national
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Mosauk (tBgparse Hose Jyrocsiasuje, 1962. nesu 4e0 TPUNTUXT

a, Hoeu beorpaz /
Mosaic The Creation of the New Yugoslavia, 1962, left segment of triptych

Palace of the Federal Executive Council, New Belgrade

Manata (VB



Mo3savk CtBaparbe Hose Jyroc/iasuje, 1962. LEHTPAAHT KOMMO3VLMIO TPUITUXA

Manata CMB-a, Hosu beorpaa /

Mosaic The Creation of the New Yugoslavia, 1962, central segment of triptych

Palace of the Federal Executive Councl, New Belgrade
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AQWHK Je31K YMETHOCTM MOAEPHM3Y]e 1 YCMERW Ka
MPEeBa3VIOXeHbY COLMIAMCTUUKOr Pea/m3ma, 30paa
MPe3eHTOBaH-0 HOBOM MPUCTYNA YMETHOCTV — CneLm-
(MYHOr 0bAMKO MOAEPHW3MO ,,COUMJa/MCTAUKOT MO
COAPXAjy, O HALWIOHAHOT MO (opMK”. 3axBasby]yhin
pea/m3auUmMu 0BOKO C/I0XEHOr Mporpama ypehjersa
eHtepujepa, yHytpawreocT [anate (CaBesHor u3-
BPLWHOr Beha MpetBopeHa je Y CBOJeBPCHY ranepujy
YMETHAUKMX  4end  HOJ3HQUT]HMWMX  JyrOC/I0BEHCKMX
YMETHIKO ABOAeCeTor Beka.

MpeMa MpeuvsHo Ae@UHMCaHOM nAaHy, Bwuao je
npeasuheHo A0 y CpeauHsem Mpoctopy, Kao 1y
YNO3HAM  X0/10BMMO, AOMANM  YMETHVLM  13Beay
Mo3avke ykynHe nospwmHe 1000 kBoApaTHWX Me-
Tapa. Jyroc/a0BeHCKM CanoH, wam cana ,Jyrocnasmja’,
MPeACTaB/bao je HajpenpeseHTaMBHW]Y NPOCTOPUY
y Ma/a™, Koja je TOKOM CBEeUdHVX npujema mMoraa A
MpVIMK BULLE 04 ABE XU/baae roctuy. Tematckm c1oj
C/IMKOPCTBA Y 0BOj cam tpebasno je Aa UCKaxe nagje
0 MpocnepuTeTy v Bepn y by ayhHoct maaade coumja-

#'/IJ'

(CseuaHa cana Jyrocnaswja, Manata CMB-a, Hosw Beorpaa
Ceremonial hall Yugoslavia, Palace of the Federal Executive Council, New Belgrade

in form.” Thanks to the successful realization of this
ambitious program, the interiors of the Palace were
transformed into a veritable gallery of artworks by
the mast prominent Yugoslav artists of the twentieth
century.

Folowing a meticulously planned layout, domestic
artists were commissioned to execute masaics aver
a total surface area of 1,000 square meters, cover-
ing the central hall and entrance lobbies. The Yugo-
slav Salon - or the "Yugoslavia Hall" - stood as the
most representative space within the palace, capable
of accommodating more than twa thousand guests
during state receptions. The thematic content of the
artistic program in this hall was intended to convey
messages of progress and fath in the future of the
young socialist state. Guided, among other things, by
these imperatives, the Commission selected works by
artists who represented the very pinnacle of Yugo-
slav art at the time: Petar Lubarda (Flight info Space),
Lazar Vujaklija (On the Roads of Yugoslavig), and the



/mctnuke gpxaee. Pykosogehu ce, namel)y octasor,
WM 3axTteBumMa, Komucvja je oaabpana gena ymet-
HVKO KO CY Y TOM TPEHYTKY MpeaCtaB/bam Cam
BOX jyroc/ioBeHcke ymetHoct Metpa /lybapae /et
y kocmod), flasapa Byjakvje (Mytesumva Jyrocia-
BUMjE), KOO 1 TPUNTUX-MO3aUK (TBGOaH-e HoBe Jyro-
C/1aBvje 1040 MAaaor aytopa MnaaeHa CpbuHosmna,
KOjW je Ha KoHKypcy bro HarpaheH NPBOM HarpaaoM.
0BO MOHYMeHTasHO Aeno, nospwmHe 150 kBaapat-
HWAX METapa, M3BEAEHO je HO MOAYXHOM 3uay CBe-
uaHe cane ,Jyrocnasmja’. Tpuntux-mMo3aunk (TBgoars-e
HoBe Jyroc/asuje caunreeH je o4 TpW 3acebHe, Te-
MOTCKM MOBE30He KOMMO3ULMOHE Le/He, CMeLLTeHe
Y TV NM/IMTKE HUe, rpaheBUHCKM NoAe/beHe Nuaac-
TPVMO, U/ME Je MOCebHO UCTAKHYT MOMEHOT MPOXm-
MaHO apxmTeKType 1 cavkapctea. 0Baj cermeHT je
CBOKOKO B1O 3HQUT]OH W HOFAALWEH Y MO/MTULM KY/1-
Type AQtor BpeMeHd, 0 UemMy CBeAOUM W HOpOUMTa
npenopyka Caseta 3a kyntypy Hapoare Penybnvke
Cpbuje, KOJoM Ce UCTUUe BOXHOCT M HeOMXOAHOCT Mo-
Be3VIBOHbA 0BA ABU OCMEKTA YMEeTHOCTV

CpbrHoBuhes Mo3auk (TBgparke HoBe Jyroc/iasuje
KOHLMMMPOH je KPO3 TpM TemMatcke UeavHe — Ky~
TYpY, HayKy 1 nHayctpujy. LleHtpanHa KomMnosuumia
MOCTOB/BEHA Je Yy HeKy BPCTY MeadsboHa, rae Cy Mo
XOPW30HTA/H/M M/IOHOBMMO pacnopefjeHe CTam30-
BOHE (Urype XOPCKMUX MeBaud, LUMPOKO OTBOPEHVIX
yCTa, A0K Je APaMaTMUHOCT KOMMO3WLM]e MOCTUrHY T
36ujeHowwny @Urypa, Koja ce rpaaaumnjckiA WwrpKn Ka
noc/leaHsUM PeaoByMa, pacnpckasajyhm ce y Buay

22 Y Tpenopyum ce Takohe HOBOAV M HOuUMH 13bopa
YMETHWUKIX pOA0BO, 0AHOCHO HOAOXe Ce Aa ce u3bop

BPLLM KOHKYPCOM, MyTEM XMpUja, KOO 1 AQ Ce Mpenopyuyje
,MHBECTWTOPVMO CBUX 3HOUQjHVX 0DjeKkaTa, MPBEHCTBEHO
0bjexata jaBHOr W APYLITBEHOr KOPOKTEPa, AT Y MPOrpaMmMa
CBOJUX VHBECTULWMIO Npeasunajy MpUMeHy Aena /IMKOBHIIX
YMETHOCTV KOja B1 MO BPEAHOCTH, TeMOTULIM 1 BPCTM Hajbo/be
oaroapana [.] 3Hauajy MHBECTULMIE”, O YMETHULIAMA AT
,p03BMjaJy CMVCOO U MHTEPECOBOHLE 30 MPVMEHY Aenad
/MKOBHIX YMeTHoc [.] 1 aa aonprHoce Kopuuhersy Aena
Y VHBECTLWMOHO] m3rpaarem’”. Mpenopyka Caseta 3a Kytypy
Penybnuke Cpbwie, beorpag, 1958.

triptych-mosaic The Creation of the New Yugoslavia
by the then-emerging artist Miaden Srbinovi¢, who
was awarded first prize in the competition

This monumental work, covering an area of 150
square meters, was executed on the longtudinal wall
af the ceremonial "Yugoslavia Hall” The triptych-mo-
saic The Creation of the New Yugoslavia is composed
af three distinct yet thematically interconnected units,
placed within three shallow niches architecturally sep-
arated by pilasters — an approach that highlights the
integration of architecture and painting. This aspect
was of particular importance in the cultural policy of
the period, as reflected in @ recommendation issued
by the Council for Culture of the People’s Republic of
Serbia, which emphasized the significance and ne-
cessity of connecting these two art forms %

Srbinovic's mosaic The Creation of the New Yugo-
Slavia is conceived as three thematic sections cul-
ture, science and industry. The central panel, is set
within a kind of medallion, where stylized figures of
chair singers with widely opened mouths are ar-
ranged along horizontal planes. The dramatic intensity
aof the composition is achieved through the density
of the figures, which gradually expands towards the
back rows, bursting outward as a visual equiva-
lent of sound. The flanking compositions, somewhat
smaller in scale, support the central image through
scenes of frenzied enthusiasm, yet display a more
subdued visual language. On the leftthe symboalic link
between science and culture, featuring a sun at its
center — undoubtedly a symbal of the new state -
with two dominant figures on either side in postures
of sun-worship. The composition on the right, is more

22 The Recommendation also included instructions for selecting
works of art, specifying that artworks should be selected by
competition and jury, and encouraging investors in major public
and social buldings to include visual arts in their investment plans,
and artists to develop a sense for the applied use of art. See:
Preporuka Savels za kulturu Republike Srbje [Recommendation
of the Cultural Coundil of the Republic of Serbia), Belgrade, 1958

/MKOBHOT eKBMBO/IEHTA 3BYKY. BouHe komnosvumje,
HEWTO MOHe MO AMMEH3MjaMd, MOAPXOBQjy OBY
LEHTPO/HY CLeHOMO  (PPEHeTUUHOr  0AYLUEeB/beHsd,
/M Cy CMVPEHVje MO CBOM /IMKOBHOM M3pasy. C
/leBe CTpaHe Honasv ce cmbo/MuHa MPeacTaBa
Cnpere Hayke 1 KyAatype Koja Yy CpeavilrsemM aeny
COAPKA MPeACTaBy CyHUO — HECYMHMBO Cmbo-
/10 HOBE APXOBE ~ 0 /1eBO W AECHO CY MOCTOB/bEHE
Mo 4Be AOMVHOHTHE (Urype y CTaBy 0O0XaBOH-O.
Komnosvumja ca gecHe CTpaHe HEWTO je CA0XeHm]a.
NHayctpujckn pasBoj 3em/be cumbo/IMuHo Je npea-
CTOB/bEH (€O ABe CTM/M30BOHE (Urype MyLIKapLad
W XeHe y AeCHOM aeny, AOK je mopea HUX pOaHVK
30 MOLWMHOM, MOAMMHYTMX PYKY: UMTOBO MPeACTaBd
COAPXW JOCHY QNy3vjy HO MOPOAVUHA W APYLUTBEe-
HV XMBOT POAHVKO Y HOBQ] APXABW. HO LeA0KYMNHO]
Komnosunuvn (TBaparse Hose Jyroc/1asuje AOMVHQG
/bYyACKa Qurypa, brno y CBeUYaHOM CTOBY CN0B/bA,
Y VHTVIMHOM A0AVpY MapTHepd UM Y OKTVIBHOM MO~
/I0XAJy 30 MAWWHOM — Y CBOKO] 04 TWX CUTyauuja
UOBEK je ,,OpXMTEeKTa CBOje CyabuHe”, 0 HeroB 3Haua]
noavrHyT je Ha nujedectan boxaHctea. CHara mo-
HYMEHTQ/IHOCTM /IMKOBO COAPXOHO Je y CXBATOHbY
(PUrype Kao sbyacke rpafjeBrHe, Koja, nako CnyTaHa
BAACTATOM MOTepujanHowhy, Texm Kd nomeparsy
FPOHVL MOTEepU)aaHOr 1 eBA3MBHOCTA M3BOH CBe-
0 OrpaHKuUerba. V13BeaeHa y TeXHLM MO3avKa vy
CUMBO/IMUKOM K/bYUY KOJW Y MOTMYHOCTM 0A4roBapd
TeMu, Komnosuumja (TBaparse HoBe Jyroc/iasuje no-
Ka3yje CBY C/10jeBMTOCT /A0TOACWHEr C/ANKAPCKOr
Onyca YMeTHVKA, MPouCTeKay npe CBera U3 WHTeH-
LMje ayTopa Ad ce € MPM30p0M KOMYHULMOPA U TMe
13berHe ONACHOCT AQ COMA Tema 30TBOPU C/IKY Y
OyTOHOMOH eCTeTCKM npeamer.

Koa je peu 0 ,Xxepojckum KomMMosvumjama” Koje y
ceby Hoce OPXeTMNCKY MOHYMEHTO/HOCT, KOKBa je
Mo3avk (TBaparb-e Hose Jyroc/iasuje, notpeba ayTto-
PO A0 Ce U3pa3W KPO3 MOHYMEHTa/Hy (popMy braa
Je nctoBpemMeHo 1 notpeba Aa ce npesasui)e OKBYP
LITAMeNa)jcKor C/MKOPCTBA, WT0 U CaM YMETHUK 1C-

Jletasb Mo3avka / Mosaics detall

complex. The industrial development of the country is
symbolically represented by two stylized male and
female figures on the right side, next to a warker
operating @ machine with raised arms. The entire
scene clearly alludes to both the familial and social
life of workers in the new state. Human figures dom-
inate the mosaic The Creation of the New Yugoslavia
= whether in celebratory poses, intimate gestures of
partners, or actively engaged in work at @ machine.
In every instance, the human being is portrayed as
the “architect of their own destiny,” and their rale is
elevated to that of a deity. The monumental power
of these figures lies in the conception of the human
form as a kind of living architecture - confined by its
material nature, yet striving to transcend the bound-
aries of the material world and escape the limitations
It imposes. Executed in the mosaic techniqgue and in
a symboalic register that fully aligns with the subject
matter, The Creation of the New Yugoslavia reveals
the layered complexity of the artist's painterly ceuvre
to that paint — driven above all by the intention to
engage in a visual dialogue with the viewer and thus
avoid the risk of the theme reducing the image to a
self-contained aesthetic object

When working on “heroic compositions” imbued with
archetypal monumentality — such as the mosaic The
Creation of the New Yugoslavia = the artist's drive
to express himself through @ monumental form also
reflected a desire to transcend the limits of easel
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Mo3savk (tBaparbe Hose Jyroc/iasue,

a, Hosu Beorpaa /
Mosaic The Creation of the New Yugoslavie, 1962, righ

Palace of the Federal Executive Council, New Belgrade

Manata CVB

segment of triptych
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Mnager CpbrHosuh ca rpynom
/byav vicnpea mosavka 04 syka
40 /bybuanie, ViHayctpuja
oaehe ,Mpsn Maj”, Mupor,
ceaaMaecete roanHe /

Mladen Srbinovi¢ with a group

of people in front of the mosaic
From Onion to Violet,

the Clothing Industry factory “First

Etabmparse coumjamcTukor MogepHnsma kao 4o-  The institutionalization of socialist modernism as the
MMHOHTHOr /IMKOBHOM KOHLIENTa TOKOM Le3gecewx  dominant artistic framework during the 1960s was
rOAVHO MEOLL/Or BEKO MPeAcTaB/bano je K/byuHu o decisive factor in the founding of the Museum of

™ue: , M1 Heryjemo Wtagenajcko C/MKapCTBo Kaje je
y peay, am He bu tpebano aa byade Haw uws/b... Ha
LTapenajy ce Petko MOXe PeasM30BaTV OBOKBA B~
cta gena’”®

EHtepmiep Manate (MB-o nokpuBona cy 4enda
HOJ3HQUQJHUMX YMETHVKO TOra BpeMeHd, umja je
MPeTX0AHa aMVPMaLM]a HeaBoCMUC/1IeHO yiyhmBana
HO 30K/bYUak Aa he Te ApxaBHe NPOCTopuje A0CTOj-
HO PEeMPe3eHTOBATV CBOj 3Haua] v Apywtsy. M36op
CpbuHosmha Bmo je y MOTNYHOCTV 30CHOBAH HA MO-
3HOBOHbY PO3BOJO H-EMOBOM CTBOPQ/AWTBA ~ Y TOM
TPeHytKy Beh je B1o Hocunaw, MPEeCTMXHX Aomahinx
1 Mef)yHOpOAHWX MPU3HOHQ: jJeAaH 04 NPeACTaBHU-
KO Jyroc/10BeHCKOr Hactyna Ha bujeHany y BeHeuwjm
1954, aobutHrk Harpoge Oktobapckor canoHa 1958
33 rpagviky, AcbutHvk lNMpemyje 3a rpaguky y 3a-
rpedy 1960, OtkynHe Harpage 3a cvkapctso y Cao
Maony 1961, a ucte roamHe ocsojuo je u I Harpa-
Ay 'y AnexcaHapuiy 30 C/AMKapCTBO, Kao 1 Harpoay
30 C/MKOPCTBO Ha [MpBOM TPMjeHaNY jyroC/10BeHCKe
YMETHOCTM Y beorpaay.

23 Toma Rasuli¢, ,Umetnast je oruzje u odbrani istine”, 4. jul,
Beograd, 8. februar 1966.

May’", Pirat, 1970s

painting. As Srbinovic himself remarked: “"We practice
easel painting, which is fine, but it should not be our
ultimate goal.. Works of this kind can rarely be real~
ized on an easel

The interior of the SIV (Federal Executive Council) Pal-
ace was adorned with works by some of the most
prominent artists of the time, whose prior recognition
and acclaim ensured that these state rooms would
be suttably represented in both artistic and ideological
terms. Srbinovi¢'s selection was based entirely on a
thorough understanding of his artistic development
By that point, he had already received numerous
prestigous national and international accolades: he
represented Yugoslavia at the Venice Biennale in 1954;
was awarded the October Salon Prize for printmak-
ing In 1958; received the Graphic Art Prize in Zagreb
in 1960; the Purchase Prize in S&o Paulo in 1961 and,
in the same year, the Second Prize for Painting in
Alexandria, as well as the Painting Award at the First
Triennial of Yugoslav Art in Belgrade.

23 Toma Rasuli¢, “Umetnast je oruzje u odbrani istine” (‘Art is a
Weapon in the Defense of Truth’), 4 jul Belgrade, 8 Feb. 1966

U/HWAOLL KO Je A0BeO 40 OcHvBaHea My3eja ca-
BpeMeHe ymetHoc y beorpoay. My3ej je otBopeH
20. oktobpa 1965. roanHe, a Beh Ha camom nouet-
Ky AEMVHCOHA e HeroBa y/10ra Kao yCTaHoBe Koja
Tpeba A0 PA3HO/MKY YMETHWUKY MPAKCY ,KOHBEP-
Tyje” Y je3uk MogepHM3ma — Kao 0Bk AocaeaHo
CMPOBEAEHOr VHTEPHOLMOHA/HOM YMETHUUKOr roBopa
= Y U/bY Penpe3eHToBaH-a COLMja/MCTMUKE BU3M)E
KYy/Type 1 nagje Jyroc/1I0BeHCTBa. Y TOM AyXy, NpBu
ynpasHWK My3eja, cavkap 1 TeOpeTMUap YMETHOCTH
Mwoapar b. Mpowih, yjeaHo v aytop npBee CTasHe My-
3gjcke MOCTaBKe, YTemMesbio je 1310XbeHn KoHLenT
HO TPV OCHOBHO HOUENQ: HAuesTy OPraHCKOr jeaviH-
CTBQ, HaueNy ecTetcke BPeaHOCTM Kao npedyc/108ad
30 CTMLOHSEe MCTOPMICKE BPeAHOCTM 1 Haue/Ty MpumMa-
0 VCTOPWICKE HOA VHAVBMAYT/IHOM XPOHONOrUjoM. >
Ha ocHoBY TaKO YCMOCTAB/LEHWX MPUHLMNG (POPMM-
QQHN CY MOTCKM HV30BY KOjW CY (POPMO/IHO 000030~
BO/IM HOPATMB JyroC/10BEHCKE YMETHOCTU ABOAECETOr
BeKa. Y KOHTEKCTy MpBe CtasHe noctaske Mysejq,
CpburHOBMNEBO C/AMKOPCTBO, 30CHOBAHO HA ,.(pOPMa/T=
HM MPEMMCOMO K/IQCUUHWX CXBATAHSA O MOTMYHOM
JeAVHCTBY C/IMKe ™, 03HOUEHO je He Kdo XPOHO/OLL-
kv Beh KOO CYLUITMHCKW OpMJEHTVP 30 Car/1eA0BaHLe
MOUETHMX MPOLIECa PAC/0jaBaHLa PeaaHr, WTo he y
AQ/bEM PO3BOJy JyrOC/I0BEHCKE YMETHOCTV Pe3yntn-
0QTV TPAHCMOHOBOH-EM PEA/HOr KO OCOLM]ATMBHOM U
QNCTPOKTHOM /IMKOBHOM M3pa3y.2

24 Miodrag B. Prati¢, ,Muzej savremene umetnosti - razlozi i
ciljevi”, y: Muzej savremene umetnosti, Beograd, 1965.

25 Wcto, 44.

26 'Y okBupy npee ctasHe noctaske MCY-a 1965. roanHe
MnageH CpbuHoBuh je MpeACTaB/beH caeaehM CmKama:
MakezoHcka coppa 11(1961), HeouekvBarm TpeHyTak (1961/63)
1 3em/ba u Metan (1962). Buav y: Katazior nasioxerHnx Aesa,
My3ej caBpemeHe ymetHoct, beorpaa, 1965.

Conternporary Art in Belgrade. The museum officially
opened on October 20, 1965, with a clearly defined
mission from the outset: to “translate” the diverse
range of artistic practices into the language of mod-
ernism - understood as a consistently applied inter-
national visual vocabulary - in order to represent both
the socialist cultural vision and the ideal of Yugoslav
unity. In that spirit, the museum's first director, painter
and art theorist Miodrag B. Proti¢ — also the author of
the institution's first permanent display - established
the exhibition concept on three foundational principles:
the principle of organic unity, the principle of aesthet-
ic value as a prerequisite for historical significance,
and the principle of the historical primacy over indi-
vidual chronology?* Based on these criteria, poetic
seqguences were formed that collectively articulated
a narrative of 20th-century Yugoslav art. Within the
context of the museum's first permanent exhibition,
Srbinovi¢'s painting = rooted in “formal premises of
classical understandings of total image unity ® - was
not presented as a chronological marker but rather
as a conceptual anchor. His work served as a key
point of orientation for understanding the early stages
of the fragmentation of the real, a process that would,
in the evolution of Yugoslav art, lead to a transposi-
tion of the real toward associative and abstract visual
expression?

24 Miodrag B. Proti¢, "Muzej savremene umetnasti - razlozi i
clievi” ("Museumn of Contemnporary Art - Reasons and Goals),
in: Muzey savremene umetnosti, Belgrade, 1965.

25 1bid., 44.

26 In the Museum's first permanent display in 1965, Miaden
Srbinovi¢ was represented with the following works: Macedo-
nian Sofra 111961, Unexpected Moment (1961/63), and Earth and
Metal (1962). See: Kalalog izloZenih dela (Exhibition Catslogue),
Museum of Contemporary Art, Belgrade, 1965



Ca otBaparsem My3eja caBpemere ymetHocw (MCY),
aotaaawren CanoH MoaepHe ranepuje noctaje Ca-
noH MCY-a, Koju 3040XaBa KOHLEeNUM]y ASQUHACOHY
jow 1961 roanHe - aa byae jeanHa rpaacka rane-
pWjO CO JOCHOM OPWIEHTALMIOM HO MPeaCTaB/baHse
1 npaherbe 4ena CaBpeMeHVX YMeTHVKa. Ta ysora
€aA0 BrBa OCHOXEHT HOBYIM MHCTUTYLMOHT/THAM MO~
ryhHoctuma, Te (anoH moctaje mpeuvsHue npopun-
/MCOH Yy MPOBLY He COMO BO/10PU30BOHO PELIeHT-
HVX MojaBa Beh 1 MPOWMPUBAHEA U OKTYO/M30BAH-A
MPOrpaMCKe 4eNdTHOCTV KOja Ce 0ABMjand y OKBYPY
My3eja caBpemeHe ymetHocTv. CpbuHoBun je v Cano-
Hy My3eja jow 1961, y npeoj roanHm paaa CanoHa,
npupearno camoctasHy m3noxby Koja je Taaa npea-
CTaB/bONA ,BEOMA MPOMMLL/BEH 1300p, jep ce Tume
noTBpHWBAO MCTOKHY M CTatyc Uene /[euembapcke
rpyne, Koja je HerocpeaHo npe tora (1960) okoHuana
30jeaHnuKy denatHoct”

CpbuHosmh Hactas/ba aa m3naxe y CanoHy My-
3eja0 caBpemeHe YMeTHOCTM 1968. roauHe, a M3/10X-
Oy je MPUTMO HOBOYCTOHOB/bEH TWM KATA/0rd, KOju
Je 03HOUOBOO AQ Ce paav 0 YMEeTHWKY Koju je Beh
jeaHom m3narao y CanoHy. Tume je CanoH mctakao
CBOJy Y/0ry YCTOHOBE KOjd KOHTUHYMPOHO NPati pe-
LieHTHe MojaBe HO Aomaho] CUeHW, O/M U pa3BOjHe
TOKOBE MOAEPHU3MO Y LWMpEM cMmcy 2 3a pasmky
04 npeTtxoaHe m3noxbe n3 1961, roamHe, Ha Kojoj je
YMETHUK COXETO MPeACTaBMO CBOjA A0TOAAWHSA MC™
KyCTBO, HO 0BO] M3/10XbK, rae Cy mMEUKA3aHd Aend
Hactana nsmehy 1965. 1 1968. roanHe, Mory ce 3a-
nasum ogpefjeHe MOPQO/IOLLKE MPOMEHe HO C/MLMN.
CTATMYHOCT KOMMNO3WLWIO 30MEeHeHa je AMHAMUYHOM
MOBPLLUVMHOM, AOK Cy 40104 HermomuuHe (opMe Mno-
CTa/1e BONYMUHO3HM]E, MOKPEHYTE U YCKOBUTAOHE Y
MPOCTOPY KOjM Je 1 AQ/be HeASMPVHCAH 1 aTeMnopa-
naH. (BET/I0CT, KOja je Y MPeTX0AHOM neproay mcuja-
BO/0 M3 CBAKE (POPMe MOHAocob, caad je y (yHKUmm

27 Trina Suboti¢, ,Salon Muzeja savremene umetnosti: prve
decenije”, y: Prilozi za istoriju Muzeja savremene umelnosti,
Beograd, 2016, 179.

28 Wcro, 183.

With the opening of the Museum of Contemporary
Art, the former Salon of the Modern Gallery was re-
fined as the Salon of the Museum of Contemporary
Art (MOCAB Salon), retaining the concept originally es-
tablished in 1961 - to serve as the citys only gallery
with a clear focus on presenting and monitoring the
work of contemporary artists. Now strengthened by
the institutional capacities of the newly established
museum, the Salon assumed a more defined role
= not only in evaluating recent developments, but
also in expanding and updating the museum’s overall
program. Srbinovi¢ had already held a solo exhibition
at the Salon in 1961, its inaugural year, in what was
cansidered a “highly considered selection, confirming
the prominent status of the entire December Group,
which had only recently concluded its collective activ-
tties (in 1960)."%

Srbinovi¢ returned to exhibit at the Museum's Salon
in 1968. This exhibition was accompanied by a newly
introduced catalogue format, denoting that the artist
had previously shown work at the venue. Through
such gestures, the Salon affirmed its role as an insti-
tution committed not only to tracking current develop-
ments on the domestic scene, but also to observing
broader trajectories of artistic modernism 2 Unlike the
1961 exhibition, which provided a concise overview of
the artist's prior work, the 1968 exhibition - featuring
works created between 1965 and 1968 - revealed
a distinct shift in visual language. Static compositions
gave way to dynamic surfaces, whie previously im-
mobile forms became more voluminous, animated,
and agitated within a still undefined, atemporal space.
The light, once radiating from individual forms, now
became a force that animated the material world it-
self. The artist's thematic repertoire also expanded to
include subjects of greater psychological and symbolic

27 Trina Suboti¢, “Salon Muzeja savremene umetnosti: prve
decenije” ("The Salon of the Museum of Contemporary Art: The
First Decades”), in: Prilozi za istoriju Muzeja savremene umetno-
sti(Contributions to the History of the Museum of Conternporary
Art), Belgrade, 2016, 179

28 Ihid, 183

Cerke / Shadows, 1961
Konexuvija KoHer / Konen Collection



Crvkap, Mogen v nnogosm / Painter, Model. and Fruits, 1965
Konekuuja KoHer / Konen Collection




NOKPET/bMBOCTM Matepuje. Takohe, TeMatckin penep-
TOOP Ce WVpM 1 YBOAV HOBE, MO 3HQUeHy BULLEC—
/I0JHE W NMCYXOAOWKM KOMM/IeKCHUje Teme. W aasbe
AOMVHOHTHO  (DMrypad XeHe A0XVB/bOBA 036u/bHY
TPOHCPOPMALM]Y: 04 (PAHTA3MAropuUUHe cuayete No-
CTaje MNM3MPaHT (PU3MOHOMM]A, HO NOjeAVHAM M-
MepVIMa rOTOBO MOPTPETHO MPeno3HAT/bMBaA (AHMHO
cerka, 1967) wn uyHo y3Hemipena (Cy3aHa Oxpna-
cka, 1968). Ha nojeayHim aeanma, Kao wro ¢y C/m-
Kkap, Moges v niogomn (1967) ww [oBpatak y poarn
Kkpaj (1967), MeTa@13nUKM CaapxXaj CMELLTeH je Y HoB
MPOCTOPHM OKBMP Y KOJeM CY (PPOrMEHTY KOHKPETHOM
30p06/bEHN Y AEPOPMMCAHAM, TEOMETPMICKM 0D/nN-
KOBOHVM M/IQHOBUMO,  (POPMMPA]YRM  MOALIMOHT/THM
npoctop. 3a Heera /1. TpngpyHoBUh KOHCTaTYje AQ Hutje
,HVILLTO AQYro Hero cmbon TPaHCLeHAeHLMe, voBe-
KoBOr 0c/n1060f)era, Herose Mofm A0 CjeanHW CBeCT
C HECBECHMM COAPXTjeM AyXa 1 TMMe OCTBAPU CBOJY
/uHocT" 2 ToBopehn 0 (peHOMeHY Hempo/Ia3HOCTM Y
UOBEKOBO] /MUHOCTK, Aen0 13 1968. roavHe Otrigp je
UOBEKOBA AEPUHALMIA Y MKOBHOM CMWC/TY HOJA0~
C/legHvje CMPOBOAM OBY Te3y W HO M3BECTOH HOUMH
QHTLMMMPO PO3BO] YMETHUKA Koju he ycrean y
HOpeAHM AelieHnjama.

29 Lazar Trifunovi¢, ,,lzmedu anime i logosa’, Buan y: Mladen

Cy3ara Oxpuacka / Susenna of Ohrid, 1968
Ana CpbiHosuh / Ana Srbinovie

complexity. The dominant figure of the woman under-
went a significant transformation - from a phantas-
magorical silhouette to a mare typified physiognomy,
at times  bordering on portrait-ike recognizability
(Anna’s Shadow, 1967) or rendered with intense sen-
sual charge (Susana of Ohrid, 1968). In certain works,
such as Painter, Model, and Fruit (1967) or Return to
the Homeland (1967), metaphysical content is staged
within @ new spatial framewaork in which fragments
of the real are trapped within distorted, geometrically
defined planes - creating irrational spaces. As crit-
ic Lazar Trifunovic observed, this space is “nothing
other than a symbol of transcendence, of man’s lib-
eration, of his ability to unite consciousness with the
unconscious and thereby achieve the fullness of his
being " Speaking of the idea of permanence within
human identity, the 1968 painting Resistance Is Man's
Definition most consistently articulates this thesis in
visual form and, in many ways, anticipates crucial
developments in Srbinovic's later work:

29 Lazar Trifunovic, “Tzmedu anime i logosa” (‘Between Anima
and Logos'), in: Miaden Srbinovic, Galerija kulturnog centra,

Srbinovi¢, Galerija Kulturnog centra, Beograd, mgj 1974. Belgrade, May 1974, lNospatak y 3aBmuaj /
Return to the Homelond, 1967

Ana CpbuHoswh / Ana Srbinovic




/ibepasm3aumja KyaATypHe MO/MTUKe  Jyrocnasuje
TOKOM LLUe3Aecemx roanHa omMoryhnna je pasgoj Ky -
TypHE VHPPACTRYKTYPe, (POPMMRaHE UHCTUTYLIMIO Y
MEXTHM3aMa Koju he 40NpUHET pa3BOjy YMETHUUKOD
CTBOPQ/ALWTBA ¥ 0besbeavtn apypmMaumjy 1 Npoacp
HO Aomahoj, G/ U MHTEPHOUMOHO/HO] YMETHUUKO]
CLeHv cTBapaoLyma Mehy Kojuma je cBakako 1 Maa-
AeH (pbuHosuh. Y TOM CcMMCAY, MO NEUCYTHOCTA HO
peCneKTabuaHAM /IMKOBHM CMOTRAMA, KOje Cy uma-
Ne K/bYUHy ynory y npouecy WHTepHaLMOHaM3a-
Lmje 1 AVIPEKTHOr WM MHAMPEKTHON YK/bYUnBaHd Y
3anaaHe TOKOBE MOAEpHEe W COBPEMEHE YMETHOCTH,
CpbrHoBMN je penpeseHTaTBHM YMETHVIK TOr BpemMe-
Ha. VcToBpeMeHO, HoeroBa a@MPMALMa CyLTUHCKM
Je 04paXaBO/AA CBY C/I0XEHOCT U KOMM/IBKCHOCT MC-
TOPWJCKOr TPEHYTKA Y KOjeM je CTBOPAO U Y KOjeM je
[en10B0A0 0apeheHa KyAtypHa no/mmwika. OHo Wwto
ra je UHIAO NPMBAAUHAM Y KOHTEKCTY 0b/MKOBaH-a
OKTYE/IHUX YMETHWUKMX QTprbyTa HOBE KyATypHe
NO/MTVKE JecTe A0C/1eAHOCT Y PA3BOjy (EUrypasHor
KOHLeNTa, QHTPOMOLEHTPUYHa MEMPOAQ  HoeroBor
C/MKOPCTBA, MHCMMPMCOHOCT MUTCKVIM W HOLMOHA 1=
HWAM, KOO 1 HOrAALWEeHa XyMOHUCTUKG HOTa. /ILweHo
er3vcTeHUMja/He AenPecVMBHOCTY KOja je brna mpu-
CYTHO y 4e/mMMa NojeavHnX NPeACTaBHVKA |, TAMHOM
MOZEPHM3MA”, HEroBO CTBAPAANAWTBO, UadK 1y Te-
MOTCKM HOJCIOKEHM]IM MPeACTaBaMA, 30npaBo C/1a-
BM XMBOT, LTO NOTBPHYyje ¥ COM YMETHVK: ,AKO Y
MOJUM C/MKOMO MOCTOM MOPYKd, OHAQ OHA roBOPM
A0 je X1BOT OBOKAB KAKOB jeCTe 3aHUM/bYB 1 AQ Ia
Bpean NOTYHO MPOXVBETV, W AQ/bE, KOAD C/IMKAM
CMPT, Xe/MM A0 13030BeM aCoLMjaum]y HO XmBOT.”

ctoBpemeHo, ctBapanawteo MnaageHa CpbuHosmha
HVje /LEHO KPUTMUKOM MPOMULL/baHSA TPEeHYTKa Y
Kojem xvBu. BefwHa cumb0o1a Koje YMETHVK KOUCTH,
bvno Ao cy npeysew U3 GHTVKe, CPeArbOBEKOBHE
YMETHOCTW, HOLWIOHO/HOM (PO/IK/10pa WM Ce paam O
VKOHUUKUM 3HOLWMMO VHTErpUCaHAM Y CUMBOUKY

The liberalization of Yugoslavia's cultural policy during
the 1960s enabled the development of cultural infra-
structure and the establishment of institutions and
mechanisms that significantly contributed to the ad-
vancement of artistic production. These changes cre-
ated new opportunitties for artists to gain visibility and
recognition, both within the country and internation-
ally - opportunties that notably shaped the career of
Mladen Srbinovic. In this context, his consistent pres-
ence at prominent art exhibitions - events that played
a pivotal role in the processes of internationalization
and in facilitating both direct and indirect inclusion into
Western currents of modern and contemporary art
- positioned Srbinovic as a representative figure of
the period. At the same time, his recognition and in-
stitutional support reflected the historical complexity
and the multlayered nature of the cultural policy of
the time. What made Srbinovi¢ particularly compelling
within the framework of evolving artistic paradigms
of the new cultural policy was his unwavering com-
mitment to a figurative concept, the anthropocentric
focus of his painting, his engagement with myth and
national themes, and an underlying humanist tone.
Free from the existential pessimism often present
in the work of artists associated with the so-called
“dark modernism’, his ceuvre = even in its most the-
maticaly complex moments - ultimately celebrates
life. This outlook is best articulated in the artist's own
words: “If there is @ message in my pantings, It is
that life, just as it is, is interesting and worth living
fully: and even when 1 paint death, 1 wish to evoke an
association with life”

At the same time, Srbinovic's work is not without a
critical awareness of the moment in which it was cre-
ated The symbols he employed — whether drawn
from antiquity, medieval art, national folklore, or iconic
forms recontextualized into symbolic compositions —
are expressions of a deeply personal, subjective inner

MpeAactaBy, M3pas Cy CybjeKMBHON, KpajHse /IMUHOM
MPOXVB/bOBAHEA YHYTPAWHSEr CTAHSA AyTopa. YMo-
TpeboM enemMeHaTa 3aUetiX Y APYTMM YMETHUUKIM
CTW/I0BMMO, YMETHVK MPOLIeCOM CVHTEe3e 0TBapa M-
TaHbe MPUCYTHOCTV MCTOPKCKOT Y caBpemeHoM. Maaa
COAPXT] HbErOBKX MHTEPECOBaH-A HUje Y AMPEKTHO]
B3N CO CTPYKTYpOM W MOjaBOMO Y APYLITBY KOO
UCTOPUICKMM  KOTeropujama, Kpo3 TPaHCpopMauujy
KOHKPETHVX 3HOKOBO Y MWTCKM 3HOK YCMOCTOB/bA Ce
HOBO penauuja u3mehy cteapaoLa (cybjexta) u Bpe-
MEHO, UMME HOCTQje YHMBEP3O/HO MPMUd 0 ersuwc-
TeHUW cseta. [Noav3arbem Tauke NOCMaTPaHea Ha
OMWTV HMBO Er3uCTeHUMje, YMETHUK 13beraBa roBop
KOM Cagpxu npoBokauujy wam cybsepsunjy, 0aHOC-
HO KOHKPETHY KQWUTUKY AQYLWTBEHMX 0AHOCA, U TMe
0CTaje WM3BOH AOMALLA)A NO/MTUKE KOHTPO/E, 304~
XaBajyfn y/10ry GKTVBHOM U/HMOLO Y MOAE/10BOHY
YMETHUUKOr AMCKYPCa CBOra BpeMeHa.

MnazeH CpbrHoByh y aterbey, koaj Wwesgecetx roavHa /
Mladen Srbinovi¢ in studio, late 1960s

experience. By incorporating elements rooted in other
artistic traditions and synthesizing them into his own
visual language, the artist opened a dislogue on the
continued presence of history in the contemporary.
Although the content of his work does not directly en-
gage with social structures or historical phenomena in
a documentary or poltical sense, his transformation
of concrete signs into mythical symbols establishes a
new relationship between artist (subject] and histor-
ical moment = one that gives rise to a universal re-
flection on existence. By elevating his perspective to o
general, existential level, Srbinovi¢ delberately avoided
visual language that might provoke or subvert, or that
might offer over social critique. In doing so, he re-
mained outside the reach of political censorship, whie
stil maintaining an active and influential role in shaping
the artistic discourse of his time.






beorpaa / Belgrade, 1855
My3ej caBpemere ymeTtHocTH, Beorpaa /
Museum of Contemporary Art, Belgrade
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Wctopuja beorpaaa / History of Belgrade

kpaj neaecetnx / late 1950s

My3ej caBpemMeHe ymeTtHocTH, beorpaa /

Museum of Contemporary Art, Belgrade



liaptp / Chartres, 1955
Ara CpbuHosuh / Ana Srbinovié




Tpeha sapwjarTa / Third Version, 1955-56
My3ej caBpemere ymetHoctw, beorpag /
Museum of Contemporary Art, Belgrade

Motea ripvpoaa / Stil Life, 1956
[a/1epuja /MKOBHE YMETHOCT MOK/I0H 301pka Pajka Mamyauha /
The Gallery of Fine Arts Gift Collection of Rako Mamuzi¢



lNoa Bogom / Underwater, 1958
[a/1eprja /IMKOBHE YMETHOCTU MOK/0H 30rpka Pajka Mamyauha /
The Gallery of Fine Arts Gift Collection of Rgko Mamuzi¢

Xera ca aurHytom pykom / Woman with Raised Hond, 1959
MpusatHo BAacHUWTBO / Private collection



Obare bereja / The Banks of the Begej, 1959
[a/1eprja /IMKOBHE YMETHOCTU MOK/I0H 30upka Pajka Mamyauha /
The Gallery of Fine Arts Gift Collection of Rajko Mamuzi¢

Motsa mpvpoaa kaacnuna / Classical Stil Life, 1960
Ana Cpburosuh / Ana Srbinovic



JyTp0 Ha peuw / Morning on the River, 1960
Ana CpbiHosuh / Ana Srbinovié




Heouexkvsarm tperytak / Unexpected Moment, 1961-63. besa v xyta ceetsia / White and Yellow Lights, 1960
My3ej caspemere ymetHoctv, beorpag / Ara CpbuHosuh / Ana Srbinovié
Museumn of Contemporary Art, Belgrade




berejcka Berepa / Venus of Begej, 1959
3tupka Canora Oto buxasbi-Mepur (My3ej HavBHe 1 MaprvHaHe ymetHoc, Beorpaa) /
Collection of the Salon Oto Bihalji-Merin (Museum of Naive and Marginal Art, Belgrade)

Y Boatma / In the Doorway, 1960
My3ej caspemere yMetHoc, beorpaa /
Museum of Contemporary Art, Belgrade



Ligehe v ckysntypa / Flowers and Scujpture, 1958-60
YmetHinuka 3oupka CAHY / SASA Art Collection

Makeaorcka coppa 1V (Lipsera coppal /
Macedonion Sofra IV [Red Sofra) 1961
MovBatHo BaacHMwTeo / Private collection




Yrnawera / Frightened. 1962
APTE konekumja / ARTE Collection

LipHo~6es0-ipBero [Aynia komrosnuma) /
Black-White=Red (Double Composition), 1962
Konekumja KoHer / Konen Collection




TajHa Lypseror / Secret of Red, 1962
MpviBaTtHo BAacHMwTBo / Private collection




PatHnk Ha Korsy 1 xerHa / Warrior on Horseback and Woman, 1961
MpuBaTHO BAGCHWWTBO / Private collection

Crvika ca 3armcmma / Painting with Inscriptions, 1961-63
MprBaTHO BAGCHWWTBO / Private collection



Pyctura / Rustic Painting, 1962
My3ej Zepter / Zepter Museum

[ogosm Ha besom / Fruits on White, 1963
la/1eprija /IMKOBHE YMETHOCTU MOK/I0H 36rpka Pajka Mamyavha /
The Gallery of Fine Arts Gift Collection of Rajko Mamuzi¢




nogosu n aybarsa / Fruits ond @ Skull, 1964
Ana Cpburosuh / Ana Srbinovié

Y3Hemuperin naogosy / Disturbed Fruits, 1964
Ana CpbuHosvih / Ana Srbinovié




Oanasak / Deperture, 1965
My3ej caspemere yMetHocti, Beorpaa /
Museum of Contemporary Art, Belgrade

Tag recrmka / A Poet's fall 1965
My3ej caBpemere ymetHoctw, beorpag /
Museum of Conternporary Art, Belgrade




Ymetruk u jaje / Artist ond Eqgg, 1966 '
Ana Cpburosuh / Ana Srbinovic




IaBo orseqasno / Blue Mirror, 1965
Ana CpbiHosuh / Ana Srbinovié

TMag / Fall, 1964-65
Ana Cpburosuh / Ana Srbinovic




Vamehy cuna / Between the Forces, 1964-65
MovBatHo BAacHMWTBO / Private collection




o W

A )

i T

av

MytHo arsieaano / Cloudy Mirror, 1965 Jletetwi naogosm / Flying Fruits, 1965
Ara CpbuHosuh / Ana Srbinovié Ara CpbuHouh / Ana Srbinovié
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Ana CpbuHosuh / Ana Srbinovic
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Xyw koct / Yelow Cross, 1966
Ara CpbuHouh / Ana Srbinovié




TMperoc tpaguumie / Transmission of Tradition, 1966
MovBatHO BAacHMwTeo / Private collection Beswikn koHctpyktap / Great Constructor, 1966
MpuBaTHO BAACHWWTBO / Private collection




Cmkap, Mogen v korsarmk / Painter, Model, and Horsman, 1968
Konexuwja Koxer / Konen Collection

Hecriopasymn / Misunderstandings, 1967
Ana Cpburosuh / Ana Srbinovic




Aorahaj Ha Ayrasy / Occurrence on the Danube, 1969-71
Ana CpbuHosuh / Ana Srbinovic




[MoBpatak y Mojy otaubuHy [y wapenn koaj) /
Return to My fatheriond (to the Colorful Region), 1970
MpvBatHo BAacHMWTBO / Private collection




Amvajmie ymetrmka / Artists Amulets, 1968
Ana Cpburosuh / Ana Srbinovic




(Owwep - MetpocjaH /

Fisher - Petrosian, 1971
[LlaxoBcky case3s beorpaaa /
The Belgrade Chess Federation




Onnozop / Phiosopher, 1971
Jenera Apakyuh / Jelena Drakulic




Beuntv kpyr = Mowua o Masaxy / Eternal Circle = The Story of Palach, 1969-70
Jenera Apakywih / Jelena Drakulic




Pasrosopy
CQ YMETHNKOM

Conversations
with the Artist



~4oBek je 30 MeHe jow yBeK Kuuma cser
KMBOr M MPTBOr NOCTOjaHA"

nuh:

Kaa je Beh peu o Bawem CAMKApCTBY, MHTepe-
COHTHO je TO AQ CTe BM W AQ/be 0CTa/M A0C/eACH
(UrypaTvBaLL, AQHOC, KOAQ Ce ancTPaKumia, T0 ject
HeEUrypaTMBHOCT, CMATPA M3pA30M BPEMeHa.

CpbuHoBmN:

Ja AMUHO HICaM JoL MXVBEO CBOj 0AHOC Ca npea-
METOM 1 BepyjeM Ad ce T Hehe Aecutv Y CKopoj
byayhHoctn. Caaa, Kaaa My MOCTAB/bATE 0BO
MTaHE, TPeHYTHO MPETNOCTAB/bAM Ty EBEHTYA/HY
MOryhHOCT Aa Ha cBojum by ayhium naatHuma He
BMAVIM BULLE OHO LUTO 30BEMO OUMMO, OUMMA KOje
raeadjy, pykama Koje Mvpyjy Wan UMHe AVCKPeTHe
rectoBe, Te TQJOHCTBEHe M Hepa3ymM/bMBe penaumie
13mef)y UoBeKa 1 MOTBUX W, Y UCTO BPEME, XMBMX
CTBOPY, HO KOje HaWAa3MMO W Ca KOjJUMa CMO CBAKOr
yaca y cyaapy.

Ta, KaKo pekox, eBeHTyaHa MoryhHOCT Aa tora
BuLLE He byae, eBo, Beh Me y 0BOM UaCy UmHM
HecpehHm!

‘hophesuh:

Balwe camke cy rotoBo bes n3y3etka nocseheHe
npobiemMy /byacke @Urype U NpeaMeTtMa Koju je
OKQYXY]Y, X1BE CQ HOM...

CpbuHoBmN:

UoBek je 30 MeHe jOLL YBeK K1uMa CBEr XMBOr W1
MPTBOr MOCTOjaH-0. Ta HeroBa eMaHaLMja je 3a
MeHe jeanHa CTBApHOCT. Maaa cTBapHOLLRY MOXeMO
HO3BOTV CBE MPOTMBYPEUHOCTV UM Cy MO/I0BW AQ-
HOC yAQ/bEeHN BULLE HO MKOAQ POHMje, jO COM 3a1cTa
30yHoeH 1y ToMe Ce He cHana3wm. [a bux ce 3a
HEeLUTO YXBATVO 04 TOra CBera, ja ce NpenyLTam
CBOJUM Uy/MMO A0 OHO MPOKPUe MyT KPO3 0BQ) XM~

113 pasrosopa MnoaeHa CpbuHosvha, Aparocaasa hophesuha
1 AywaHa Navha emutosaHor mpexko Paano beorpaaa 1961,
roavHe: y Srbinovic, Galerija Kulturnog centra Beograda, maj
1974, 3-5.

“For me, man remains the backbone of
all living and dead existence.”

llic:

Regarding your painting practice, it is interesting that
you have consistently remained a figurative artist,
even today, when abstraction, or non-figurative-
ness, is often considered the defining expression of
our time.

Srbinovic:

Personally, 1 have not yet exhausted my engage-
ment with the object, nor do 1 believe this wil happen
in the near future. Now, in response to your ques-
tion, 1 can envision a possible future moment when
1 might cease to discern on my canvases what we
call eyes, eyes that watch, hands that remain stil
or make subtle gestures, and other such mysteri-
ous and enigmatic relationships between man and
dead yet somehow living entities we encounter and
confront every hour

That very prospect, as 1 said, the possibility that
this might no longer happen - already makes me
unhappy at this moment.

Dordevic:

Almost without exception, your paintings are devoted
to the problem of the human figure and the objects
that surround it, that live with it..

Srbinovic:

For me, man remains the backbone of all living and
dead existence His emanation is, for me, the only
reality. Although we might call reality all contradic-
tions whose poles are today further apart than
ever before, 1 am truly confused and cannot find
my way through it. To hold on to something amidst
it all, 1 surrender to my senses, letting them clear a
path through this life, which is blurred, among other

1 From a Conversation between Miaden Srbinovi¢, Dragoslav
Dordevi¢ and Du3an lii¢, Broadcast by Radio Belgrade in 196:
Srbinovic, Gallery of the Cultural Center of Belgrade, May 1974,
pp. 3-5.
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BOT, KOJW je 3aMar/beH, M3mef)y 0CTasor, 1 HawuMm
PO3/MUMTIM KATeropmjama UctuHe 1 nenote. OBgj
eMOLIMOHA/HWA MMMY/IC HWje JOLU A0BO/bAH W ja ra
noTkpens/byjem ceelny Aa brx CTBOPUO Y 13BECHOM
Cyrnacjy TaKO3BAHW 0PraHM30BaHM ocena;.

‘hophesuh:

Cyaefm Mo BAWMM C/MKAMO, M3r/1ead Aa CTe jeaHy
04 KATeropuja UCTHe 1 /enaTte oTkpum baww y @u-
YW XeHe, jep Ce 0Ha jaB/ba Kao HajueLLhn MOoTuB,
KOKO Y BaLLEM C/MKAPCTBY, TAKO MCTO Y FpapuLm?

CpbuHoBuh:

XeHy cMaTpaMm 30 jeaHy 04 ABe AOMVHOHTE 0BOr
brncarsa, na byayhm aa cam nog NPUTMCKOM He
CaMO HoeHe Bro/oLLKe, Beh 1 MCMX00LWKe Mohn,
]a ce BOTVM MO TOj MArHETHO-MArNUHOj ANHA
CYMPOTHOCTU. W ja Je, HeOCMOPHO, MOCMATPAM U Ca
TQUKe (PeHOMEeHa epOTCKOr, O TO CTOra jep CaM HbeH
CYNpOTHY Nnon. V1 koaa cee 0Be eniemMeHTe cabepem,
30K/bYUVM A0 je 0BA MOjd OnceaHyToCT OnpaBAdHa
YHYTPQLHEMM PA3/103VIMA KOjW Cy MOCTOja/M U KOA
UOBEKO M3 NMPEeMcTopuje, 1 OHOr M3 Cpearber Bexa,
na npema toMe AaHac v cyTpa he taj mpobiem
0CTaTV NOTMYHO e/1eMeHTaPCH, jep Ce Taj 0AHOC He
A0 V3MEHUTV Y CBOJO] CYLLTUHM.

Nnvh:

Ay KGKBOM 04HOCY CTOje MPTBe MpVpoAe, Haue
VICTO TOKO UeCT MOTVB BALLEr C/IVKOPCTBA, Mpema
/bY/ACKO] (Urypn? Moxaa oHe, cyaefin Mo HsMXOBO]
PA3HOBOCHOCTH, MMQjy HeKy npeaHocT?

CpbuHoBuh:

JeaHa Mana CynepropHOCT, KOja je BepOBATHO MW-
BMAHO, UMHV AQ NOUMHSEM CBOje 30XBATE CA MPTBIM
MPMPOAAMO, AOK MV /bYACKO (Urypa 30 COAQ He
£03B0/bOBA oW Ty NpeaHocT. BeposatHo je aa ce
0BAe pUAv 0 HeKOj MOjoj Mpeapacyan.

Thophesuh:

Ha BaLwLoj 1310Xx6K MOr/e Cy ce 3anasuTv U3BecHe
cneLmpuuHocT. CKopo Ce CTULIao YTmcak Ad Cy
BaLLIE C/MKe MoABPrHYTe ARJCTBY Heke , peHAreH-

things, by our differing categories of truth and beau-
ty. This emoational impulse alone is not yet sufficient,
so 1 support it with consciousness in order to create,
in a certain harmony, what we call an organized
feeling.

Dordevit:

Judging by your paintings, it seems that you have
discovered one of the categories of truth and beauty
precisely in the figure of @ woman, as she appears
as the most frequent matif in your painting and in
your graphic works?

Srbinovic:

1 consider woman to be one of the two dominants
of existence. Since 1 am influenced not only by her
biological but also by her psychological power, |
revolve along the magnetic-magical line of oppo-
sites. Undeniably, 1 also view her through the lens of
the erotic - this is because 1 am her opposite pole.
When 1bring all these elements together, 1 conclude
that my obsession is justified by internal reasons
that existed both in prehistoric and medieval man
Accordingly, today and tomorrow this problem wil
remain fundamentally unchanged, as this relation-
ship, in its essence, cannot be altered.

llic:

And what is the relationship of you stil lifes = other-
wise an equally frequent matif in your painting - to
the human figure? Perhaps, judging by their diversi-
ty, they hold a certain advantage?

Srbinovic:

A certain preference - perhaps only imagined -
leads me to begin my wark with still lifes, while the
human figure does not yet grant me that advantage.
It is lkely that this is a prejudice of mine.

Dordevit:

Certain specificities could be observed at your
exhibition. One almast got the impression that your
paintings had been subjected to some kind of
“X-ray” anatomical and spectral analysis that divided



CKe" OHOTOMCKE M CMeKTPa/He aHa/m3e Koja ux je
AeAnna Ha nocebHe bojeHe LigHTpe, Ha Heky BPCTY
XAPULLTA KOJa TMHbA]Y HEKMM MOCEBHM YHY TApHoMM
CBET/MMO, 1 TO, PeK/10 by ce, MO MEVHLMMY HeKor
KOHTPaCpymata?

CpbuHoBwmN:

Y MOjM Noc/ieArsUM CAMKAMA 3a1MCTa MocToju
HELUTO LUITO MOXEMO HO3BATV HejacHM obprcima
WM MEKOHM Fyb/beHsMa LIPTEXA (PU3MUKE (DOp-
Me, UK = KOKO Je 1o Beh yobuuajeHo Aa ce Kaxe —
cpymarto. Mef)ytim, Moj cpymato ce pas/mkyje o4
K/QCMUHOr C(YMOTA MO TOME LUTO je LieHTap jeaHor
MO MpeAMeTa HOjcBeT/M)a Tauka. OHAG To xapuLwte
A0BOAVIM A0 HajBeher MHTeH3NTeTa, 04 Kora ce
MPOMUAM NOUMHLY HEJacHo AQ 3aMars/byjy, Aad bu
HOj304 W3 Te Mar/ie WAn YpoHum y ayboky tamy,
N0 (POCPOPECLMPAA 13 TOT MPaKQ, WAV NOC/e Tor
C(PYMMPOHOr MOCaXa, MPendsin y CBeT/10 NO/be.
Koa knacvuHor cpymata noctoju cnosbHo, brio
MPMPOAHO B0 BELTAUKO 0CBET/beHbe, Koje NaAd
HO NPeAMET C jeaHe CTPaHe, AOK Ce ApYTvi KQa]

TOr NpeAMeTa rybu v ytana y no3aavHy. Ja nak
MOKYLUOBOM A0 NpeaAMeT noceayje CBojy CONCTBeHy
CBET/I0CT KOja HAr/aLWaBa XapuLLITe 1 enviLeHtap
eHeprvje v Me xesmM Aa obesbeavM npeamety
BAQCTUTY BMTA/HOCT, O TQj CQYMOTO KOJU ra UMATABOrT
OKQYXOBO C/1yXM M1 KOO CPeACTBO Y NPUAOT 10
BWTO/AHOCTV, @ MPOTVIB OMMCMBOHLA NpeAMeTa. Jep,
OMMCKYBaH-e br 0BAe 6110 CTBAP ODJEKTUBMCTUUKIX
Mepuna, a To Hvje Moj Mpabsiem. Ja bux xeneo Aa
MOj Mpobnem byae Ha CynpoTHOj CTPAHM, 0 TO je Ad
Ce MoKpeHe CTaHe Ayxa.

‘hophesuh:

Mprmeto brx Aa ce MPUAYKOM TUX TPaXeHsa
CAYXWTE KNOQCUUHM C/IMKOPCKM MetoAama u
CPeACTBIMO, HOCYMPOT HeKMMA KOju ce Mpu C/n-
KQHbY C/yXe W HOBMM COBPEMEHNM MEeToAMMA,
ynotpeb/baBajyhin pasHe HeC/MKapCKe Matepujane,
KQO LUTO Cy ac(pant, KpMe 1 C/MUHO.

CpbrHosuh:
To je tauHo. O6jacHWhy Bam 36or uera. [1pBo, 3aT0

them into distinct color centers — some kind of foci
that smolder with a special inner light, seemingly
according to a principle of contrasfumata?

Srbinovic:

In my recent paintings, there is indeed something
that could be called vague outlines or soft dissolu-
tions of the drawing of physical form = or, as it is
commonly said, sfumato. However, my sfumato dif-
fers from classical sfumato in that the center of one
of my objects is its brightest paint. 1then bring this
focal paint to the highest intensity, from which the
profies begin to blur indistinctly, so that finally they
either plunge from that haze into deep darkness,
then phosphoresce from that darkness, or after this
sfumato passage, transition into a bright field.

In classical sfumato, there is external lighting — either
natural or artificial = that falls on the object from

one side, while the other end of the object fades
and merges into the background 1, on the other
hand, attempt to give the object its own light that
emphasizes the focal point and epicenter of energy.
With this, T aim to provide the object its own vitality,
and the sfumato that surrounds it entirely serves
as a means to support that vitality, rather than to
describe the object Because here, description would
imply objective criteria = and that is not my concern
Rather, my concern lies on the opposite side: to
evoke a state of mind

Dordevi¢:

I may observe that in these endeavors you rely on
classical painting methods and tools, unlike some
artists who use new contemporary technigues,
employing various non-traditional materials such as
asphalt, rags, and the like

Srbinovic:

That is true. Let me explain why. First, because |
believe that anything one wishes to achieve can be
done with classical methods and materials. Second,
because this approach provides, to some extent,
durability. It is @ matter of the material's longevity,
which already has a substantial history behind it Of
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LUTO COM MVILL/bEeHSA AT Ce KAQCUUHAM MeToAMMa 1
CPeACTBMO MOXe CBe YunHWTH WTo ce xohe. Apyro,
LUTO Taj Metoa obesbehyje, AoHEK1e, TPAJHOCT. To

Je MUTaH-E er3vcTeHLMje Matepujana Koju 13a cebe
yma Beh A0BO/BHO MCKYCTBa. HapaHo, ynotpebuhy
JOLL 1 OHO CPeACTBA Yy KOja MMaM NoBepeH-a Ad Me
Hehe 13HeBepUTV Y MATeEW]aHO] Fpaarbi C/vKe,
MOroToBY GKO MM MOC/TyXe AQ CBOjy MVCAO joLu
MPELW3HM]e 13pa3UM.

Thophesuh:

Kaaa cmatpate 4a Cte CBojy MMCao y MOTyHOCH
V3p03WM, WA APYTIM PeYMMa, KOz je, Mo Ballem
MVILL/beHbY, C/MKA MOTNYHO A0BPLLEHA?

CpbuHoBvh:

To je 30 MeHe yBek TELLKO YXBOT/bMB TPEHYTaK Y
BpemeHy. Havme, mAaTHO C/Ivkam 0bnuHO A0CTa
Ayro, AOK MU Ce He YUMHX AQ Ce Y jeaHOM Tpe-
HYTKY, KOrG YeCTO HCOM H1 CBECTOH, HO HeKK
Heoapef)eH HauUMH NOK/0MAG NMPOJeKLa C/nKe

0 NPOJEKLIMIOM OHOMa LUTO Me je MOKPEeHyY/10 Ad

Ty C/WMKY NouHeM. TO je joLL KOMM/IMKOBAOHWM]E Hero
LUTO M COM MUC/MM. TO je 3aKCTa Uy AQH TReHYTaK
y KOMe Ce CThuy 1 CBECT, ¥ eMoLwja, 1 Xesba.

Tor TpeHyTKa M1 Ce YUMHW AQ C/MKO NOUMHse A0
VM0 CBOj B/IGCTUTA KPBOTOK 1 AQ JO] BULLE H/COM
notpebaH.

Taj KPBOTOK, ¥ Ta] HoeH XMBOT ja 30BEM CAAPXT)EM.
Mpy3Hajem A0 MK Ce BYLLE Hero UecTo AeLaBaso Aa
£0feM A0 TOr TPeHyTkd, 0 AQ COM AOUHM]E KOH-
CTQTOBAO A4 je bvo AOXaH = CTOra CaM ra W HO3BaO
Hey XBAT/bUBVM.

course, 1 also use those materials in which 1 have
confidence - materials that will not fall me in the
physical construction of the painting — especially if
they help me express my ideas more precisely

Dordevi¢:

When do you feel that you have fully expressed
your thought - or in other words, when, in your
opinion, is a painting truly finished?

Srbinovic:

For me, that is always an elusive moment in time.

1 usually work on a canvas for quite a long period,
until it seems — at @ moment 1 am often not even
consciously aware of - that the projection of the
Image has, in some vague way, aligned with the
prajection of whatever initially moved me to begin
the painting. It is even more complex than 1 myself
can fully grasp. tis a truly strange moment in which
consciousness, emotion, and desire come together
At that paint, 1 feel as though the painting begins

to develop a bloodstream of its own and no longer
needs me.

1 call this bloodstream - and the lffe it takes on = its
content.

1 admit that more often than nat, 1 have reached that
moment, only to realize that it was false. That is why
1 call it elusive.



WUrpa koja Boau ka
HecnyheHuM BUCHHOMO

BPXYHCKA ABAHTYPA AYWE A MATEPUIE 2
['oBopu Npopecop MaaaeH CpbrHoBKN, akaaemcKu
C/MKap

CBake tpehe roanHe, 13 onyca CpouHoBMheBmx
MPEOKYNaLM)a M3pacte NOHeKa CAyTHea, Aviema
WM NOPYKQ MPEKO LIaXOBCKe umaruHaumje. Mc-
TOPV}a C/IMKOPCTBA He NAMTM TaKO MHTEH3VIBaH
MPOroH LUaX0BCKOr HaaaxHyha kome je CpbrHosvh
NOA/IOXAH JOLW 04 COMOr MOYeTKa CBOr CTBOPa-
NaWwTBa. Heka BPCTA MAGCTMUHOT MeanjyMa Koju
CBOje0bPa3HAM CTU/IOM AELPPY]e MHOrOC0X-
HOCT CBETOBA M XVB/berba LWAX0BCKe urpe. AKo ce
3Ha Aa je CpbrHOBMNEBO AETMHECTBO MPOTEK/O Y
(POHOTVYHO] 0AQHOCTH LIPHO-be/M BepTMKaAaMa,
A0 Je y NPesoMHOM TpeHyTKy ycpeacpehyBara
Ka byayhem HaroH 3a C/MKaHs-emM HaA4jauao, oHAa
HarafaHa MpekrAa NPOCTa MaKCUMMa Aa e NPBa
/bybaB HYKaA He 3060paB/ba.

Brno je besbonHo..

MNa Kako To Ry T/bKBE Mrpa UCrpeaad XmBOT MPEKO
HajRY T/bUBM]E YMETHOCTN?

,/IMO HEKO/IMKO MOTMBA KOJU Me CTaaHO Bpahajy
waxy”, kaxe CpbuHoBMN.

.Jol y paHoj M/I040CTV OCETVO COM BULLIEC/1I0JHOCT
LUOXOBCKE Wrpe y eMOTVIBHOM W MCUXO/I0LLKOM CMIC™
ny. Wax je 30 MeHe noctao BuLe Hero vrpa, bosbe
pehw, 1o je 3a MeHe Br/10 NPebUParse CTaK/AEHUX
Mep/m, Uan oL NpeLmsHuie: rpd Kaoja Me Boanad
KQ TOKBVM BMCMHOMA €O KOJUX, CXBATMO COM, HeMa

2 VHtepsjy je objaBsbeH 1977. roavHe y CneumjanHoM A04AaTKy
Duge, NoBOAOM Meya 30 MTy/1y NPBAKA CBETa Y waxy. Mey

je ogpxaH y beorpaay, oa 1. HoBembpa 1977. 4o 10. jaHyapa
1978. roavHe, y [BopaHn [oma cuHavkata, usmeh)y Briktopa
KopuHoja 1 bopuca Cnackor v 3aBpLueH je nobeaom Buktopa
KopuHoja. VHtepsjy je Boanna MunyHka /la3apesuh, LWaxoBCKky
BE/1EMQjCTOP W HOBMHAQ.

A Game that Leads to Unimagined
Heights

THE ULTIMATE ADVENTURE OF SOUL AND MATTER?
Interview with Miaden Srbinovi¢, artist and professor

Every three years, from the body of Srbinovic's
artistic preoccupations, a sense of premonition, a
dlemma, or a message seems to emerge — chan-
neled through the imagination of chess. The history
of painting remembers no such intense and per-
sistent pursuilt of chess as a source of inspiration as
that to which Srbinovi¢ has been subject since the
very beginning of his artistic career. A kind of plastic
medium, deciphering - through a highly individual
style - the layered complexity of the worlds and
modes of living within the game of chess. If we
know that Srbinovic's childhood unfolded in fanatical
devotion to black-and-white verticals, and that, at
the critical turning paint of focusing on the future, the
urge to paint ultimately prevaled, then all speculation
is silenced by the simple maxim: one never forgets
ones first love

It was painless..

So that's how this silent game spins a life = through
the most silent of arts?

“There are certain matifs that keep drawing me back
to chess,” says Srbinovic.

“Even in my youth, 1 sensed the emotional and psy-
chological depth of the game. For me, chess became
more than @ game — more like a sifting of glass
beads, or, more precisely, a game that carried me
to such heights from which, 1 realized, there was

2 The interview was published In 1977 in a special supplement of
Duga magazine, on the occasion of the World Chess Champion-
ship match. The match was held in Belgrade, from November
1,1977, to Jenuary 10, 1978, ot the Dom sindikata Hall, between
Viktor Korchnol and Boris Spassky, and ended in Viktor Korch-
nai's victory

The interview was conducted by Milunka Lazarevi¢, chess
grandmaster and journalist
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noBPATKA — MeHW. (BOKM NoueTak naptvje A0~
XVMB/bOBAO CAM TPAYMATVUHO 1 CO eKCTA30M, O HoeH
TOK KOO eMOTVIBHO C/1040CTRAWNE 1 KMBOT HOJUH-
TEH3WBHYje BoheH. Yekao cam noroAaH TpeHyTak Ad
ra Hanycwm 1 oH je aowao. 080 je trmno besbon-
HO — LUTO CaM Npe4 CoboM MMA0 BE/MKO MNTaH-E
C/MKaPCTBA.”

,Lnoboaa je kateropuja noctojeha y Hama 1 npe Ho
LUTO CMO Br/m CrocobHM Aa je YOuMMO W (popMY=
/mwwemo. CaumHseHy Mo TAKO Ad o] Texmmo, Aa je
0CBQJAMO, O/M W AQ A0AVIPHYBLUM HoeHO BOTPEHO
/MLE, Y UCTV MOX ONas/beny, Bexvmo o4 He. Tako
Jé MOryhHO LLGX0BCKOM QMCTPAKLMIOM W HEHM
TPAjaH-EeM A0CTUAM 0AHOCHO A0AMPHY M c/ioboay. To
Je jeaaH o4 pasaora BUTAAHOCTM LLIAXOBCKe urpe.”
.Y Uacy Kaad cMo younn y30ypKaHY 30KOHWTOCT
Laxa 1 MoryhHOCT AOHOWeH-0 KOMEeHTapa 30 HoBe
30KOHMTOCTK, TOr Yaca CMO CXBATW/M Aa je Moryhe
bUTCaV HOBY PEA/HOCT Yy KOJy CMO 30M/10BUAN,
HaMyLwWwtajyh 0By HaM MO3HATY. Tako CMO YUMHU-
/W BE/WKY 30MeHy. VIMarvHaopHa peanHocT Ham je
UeCTo APaXa 04 CTBOPHE 1 0TyAQ Hale 6eKcTso v
HaLe NcUXMUKe BPATo/IoMUje, HaLle KAaTapaHse Mo
30MOMHVIM YT/10BAMA LIpHO-0e/1MX M0/ba 1 TajaH-
CTBEHO] HeAOKYUVBOCTI KOOPAMHATA MpyHLMNG.”
,LLax je, Kao 1 cBe YMETHOCT! U Mrpe, (PeHOMEH
4ea/HOr roBOPA U CNOPa3yMeBaHsd, MOTMOMOrHY'T
UBPCTVM M CBVMO MO3HOTMM 30KOHMMA pead, MoHa-
WaHea, A03BO/beHOr, 3a0bparseHor. Ty M3HeHahersa
HeMa v C Te CTpaHe CTPaxoBa He Moxe butn. VHctn-
TyLM]a LWaXa je HojnpaBHYja 4PXaBA YOBEUTHCTBA.
Kao popma Lax je MMCoHa ectetuka, Kojd v3 yaca
Y Uac MeHsa CBOj U3r/1ed 1 0bauK 1y TOMe /1exu
HbeHa Hajeha tajHa v (Moxaa) HeeHa BeuntocT.”
,/IOBMOVHT je cumBoA 3aMPLLEHOCTH, MUCrpen/ieta-
HOCTV, U3HEHOheH-a ¥ HeCVIyPHOCTM Y UCXOAMLLTE,
AAKAe cmMBo/ CaMOr XVBOTA U YCOM/beHe CMp-

. Kao LUTO MOXemMO A0KO W jeaAHOCTaBHO Yhm y
NOBMPVHT, TOKO MPOCTO ¥ HOOKO HOVBHO Y/AQ3VIMO

Yy Wax-urpy Aa brcmo ce ybp30 NotoM M3HeHaad
HOLL/M HO CTO30MA ONACHUM W MPEBPT/bUBKM. Ty
HOCTaje rpO3HMUOBA OBOHTYPA C KOPALWMa Herpea-
BMA/BYBMM 1 UeCTO QHArpamckim. [prUMopaHmn cvmo

no return - for me. 1 experienced the start of each
game with both trauma and ecstasy, and its course
as a kind of emotional rapture, a life most intensely
lived. 1 watted for the right moment to leave it behind
- and that moment came. Tt was painless — because
before me stood the great question of painting”
“Freedom is a category that exists within us even
before we are capable of perceiving ar articulating

it We are made in such a way that we strive for t,
seek to conquer it — yet, when we touch its fiery face,
we are scorched and instantly retreat. In this sense,
It is possible, through the abstraction of chess and its
duration, to reach or even touch this freedom. That is
one of the sources of the games vitality.”

“The moment we naticed the turbulent logic of chess,
and the possibiity of proposing new principles, we
realized that it was possible to inhabit a new reality

= one into which we had set sall, leaving behind the
familiar. Tn doing so, we enacted a great substitution.
Imagnary realty often becomes more appealing than
the real one, and so comes our escape, our mental
acrobatics, our drifting through the seductive corners
of black-and-white fields and the mysterious inscru-
tability of the coordinates of principle itself”

“Chess, like all arts and games, is a phenomenaon of
ideal language and communication, upheld by solid
and well-known laws of order, conduct, of what

is permitted and what is forbidden. There are no
surprises here — and thus, no fear. The institution
of chess is the most lawful state of humanity. As

a form, chess is @ mental aesthetics, constantly
changing its appearance and shape —and in that lies
its greatest secret and (perhaps) its eternity.”

“The labyrinth is @ symbal of complexity, entangle-
ment, surprise, and uncertainty of outcome - thus, a
symbal of life itself and of solitary death. Just as we
enter a labyrinth easily and without much thought,
S0 too do we step into a game of chess — simply,
almost naively - only to suddenly find ourselves on
dangerous and deceptive paths. What follows is a
feverish adventure, with steps that are unpredictable
and often anagrammatic We are forced to sum-



A0 PO3BMjEMO CTRALLHE eHeprvje Y Ui/by 131ac-

KQ, Y /by TPQjaHsa, Y Wby XvBeota. BusyenHo
JEAHOCTABHO Cy MOCTaB/beHa 64 nosba y nopeherby
CO NABUPVHTOM. V13r/1e4a MEYNPOCTO Ta LUAXOBCKA
1abnal Pactyha nporpecuja M3HeHahersa 1 pauBaHse
MOryhHOCTM CeH3aumja A0BOAM HAC Y MArMUHO
CTaHbe CXM30(PPEHM]T, Y BPXYHCKY OBOHTYPY Aylle
¥ MaTepuje, y PU3VIK HOA XVBOTOM.”

[Llox kao ctpateruja, cAaBa, cMPT

.Y OKBUPY LUOXOBCKE ANCLMIN/IMHE KOO HOBE Peasn-
HOCTV KOJOM CMO Ce 0A/1er/M 04, 3eM/be W BU-
Hy/IM y HOBQ MPOTMBPEYja, MM MNAK BOAVMO XMBOT
HaLe 13AalHe CyAbVHe 1 0BO3eMA/bCKMX CTPACTM.
OtenotBopyjyfm HoBe Ctpateruje 1 TaKTKe, HOBG
MAOHMPOHSA U CUCTeMe, HoBe Mobese v nopase,
HOBe C/1aBe 1 CMPTH.”

.Y PEe/MIUjCKOM CMUC/TY LIOX0BCKA 1rpd bu Mor/a
BOAVTM KO Cnacerby, 13bas/berby. Kpo3 etnuko
HQUe/0 0 AyXHOCTM NpemMa cebu 1 Apyrima, KPo3
MEVHLMN peaad v MOHAWAHSA, KPO3 CBECT O CABECTU.
Y (PM/1030(PCKOM CMMC/TY LWaxX By MOrao BoAUTY Ka
TPOXEeHbY CMMC/T W 3HQUEeHsA CBeTa. [1oHOBHOM pa3-
YMEBQHY UOBEKOBUX 0COBMHA, HeroBYX MOpaHsa,
3QTOYEHVX C jeaHe CTPaHe KOHCTUTY TUBHWM YC/10BY-
MQ 1 e/IeMEHTMMA PeasHor, O C Apyre, CTPACHOM,
BeNn yTMCHYTOM, HOAOM Y Hemoryhel”

,TaKO ce y HemMy nouctoehersemM €a ToM 3ame-
HOM 04 HOPOAQ, BOJHMKA, KPQ/bEBA M BOjCKOBONG

cverbyjy Mpomete), Mkap 1 Cnsmg!l”

M. /.

mon tremendous energies — in order to find a way
out, to endure, to survive. Visually, the 64 sgquares
appear simple when compared to a labyrinth. The
chessboard seems almost primitivel But the mount-
iNng progression of surprises and the branching of
sensory possibilties lead us into a magical state of
schizophrenia, the ultimate adventure of the soul
and matter - a risk beyond life itself”

Chess as Strateqy, Glory, Death

“Within the discipline of chess — as a new reality
through which we have detached ourselves from
the earth and soared into fresh contradictions - we
nonetheless continue to live out the path of our
generous destiny and earthly passions. We embody
new strategies and tactics, new plans and systems,
new victories and defeats, new glories and deaths”

“In a religious sense, the game of chess could lead
to salvation, to deliverance. Through the ethical prin-
ciple of duty - to oneself and to others: through the
principle of order and conduct: through the aware-
ness of conscience. In a philosophical sense, chess
might guide us toward the search for meaning, the
meaning of the waorld itself. A renewed understand-
ing of human traits, of obligations trapped - on one
side — by the constitutive conditions and elements
of the real, and - on the other - by a passionate,
aready inscribed hope for the impossible!l”

“Thus, in the game - through identification with this
stand-in for the people, saldiers, kings, and com-
manders — Prometheus, Icarus, and Sisyphus take
their turnsl”

M. L.
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ANATOMY OF THE GAZE:
Analysis of the Body in the Prints
and Drawings from 1950s and 1960s



Mrazen CpbuHosyh, 1965. /
Miaden Srbinovi¢, 1965

YMecto yBoAa - KPATKa UCTOPUja M3/1aramba

0 CPMCKO] 1 JyrOC/I0BEHCKO] YMETHWNUKO] CLIeHN

TOKOM Apyre MO/I0BMHE ABOAECETOr Beka, a Y

OKBMQY rpa@uuKe npoaykumje HOpoumto y np-
BUM geliernjama noce 1950. roauHe, MaaaeH Cpbu-
Hoswh (1925-2009) cTBAPAO je Y pa3MUMTM Meauji-
Ma, UCTPaxyjyhn MoryRHOCTM CBOJUX MAEja U (POPMK
Apyraumum cpeacteuma. Mako je bro nogjeaHako
OKTMBOH KOO C/MKAP W MO3amMuap, TOKOM Meaecetx
W Wesaecewx roavHa CpbuHoBmMN je 3ay3vMao 3Ha-
UQJHO MECTO M HO rpapuuKo] cueHn. O HeroBoM Mo-
/10Xajy Y 0B0j 06/10CTM CBEAOUM 1 UMHEHWLIO AT je 30
QCMCTEHTA HO AKaAeMUU /IMKOBHMX YMETHOCTV Y be-
orpady, Ha npeamety rpagyka, 13abpaH Bpao paHo,
Beh 1953 roavHe,' 0 MOTOM WMEHOBOH 30 AOLIEHTd
19572 te ABO MyTa BMPOH 30 BOHPEAHOr MPOMeco-
pa, 1963. 1 pensbopom 1968. roauHe> CpbuHoBKhesa
no3uLMIa Y NMOC/1epaTHO) rpapULIM YCNoCTaB/beHd je,
n3meh)y octasor, 3axs8asbyjyhn yuelhy Ha Be/MKOM
bpajy 13n0xbM y Jyrocnasmj, KQao M HO U3Y3eTHO
BOXHM MOHUQECTALMIaMA v FYMHUM 1310xbama y
MHOCTPAHCTBY.

CpbuHoBvh ce mpBM MyT MPeACTaBvo nybamum y
Fanepun paguukor konekwsa y beorpagy 1953.
roavHe, rae je M3n0XMo CBOje rpaguKe 3ajeaHo Ca

1. CumeoHosuh heswh, Boemerisios kpo3 80 roavHa:
Axagemuja / (Daky/1tet mKoBHUX yMETHOCT y beorpaay,
Beorpaa: (Dakyntet /mkosHKx ymetHocw, 2015, 56.

2 Ibid,, 58.

3 1bid, 64.

Instead of an Introduction: A Brief History of Exhibiting

ithin the Serbian and broader Yugoslav art

scenes of the second half of the twentieth

century, and particularly in the domain of
printmaking during the early years after 1950, Mlad-
en Srbinovi¢ (1925-2009) developed a multifaceted
practice that spanned several media, using each to
explore variations of his formal and conceptual con-
cerns. Whie equally engaged as a panter and mo-
saicist, he maintained a prominent position within the
field of graphic arts throughout the 1950s and 1960s.
His standing in this sphere is underscored by his
early appaintment as Assistant in the Department of
Printmaking at the Academy of Fine Arts in Belgrade
in 1953, followed by promation to Assistant Profes-
sor in 19572 and his election to the rank of Asso-
ciate Professor in 1963 and upon reappointment in
1968 Srbinovit's postwar printmaking practice was
shaped, in part, by his active participation in numer-
ous exhibitions across Yugoslavia, as wel as in ma-
jor international events and several landmark group
shows abroad

He made his public debut with prints in 1953 at the
Graphic Collective Gallery in Belgrade, exhibiting along-

11 Simeonovi¢ Celi¢, Vremeplov kroz 80 goding: Akademija /
Fakuttet Tkovnih umetnosti u Beogradu (Time Travel through 80
Years: Academy / Faculty of Fine Arts in Belgrade), Belgrade:
Faculty of Fine Arts, 2015, 56

2 lbid, 58

31bid, 64



MnaaeH CpbrHosuh 1 CtojaH
henvih, Fanepuja ¥Y/1YC-a Ha
Tepasvjama, Hosembap 1955. /
Mladen Srbinovi¢ and Stojan
Celi¢, ULUS Gallery in Terazije St,
Belgrade, November 1955

fera CpbuHoBMNG YKa3yje Ha Hberosy butHy ynory  Modern Prinfmoking” His participation in- these: events
y N0C/IEATHO] reHepaLiv rpapuuapa. confirms his established position within the conternporary

art field and specks o the recognition his work received

bowkom KapaHosuhem n CtojaHom hemhem? Ca
VMO Fie 1310raT NOHOBO, Y WCTOj ranepujy, 1955.
n 1957. roavHe, a Ha Kpajy Adeuenvje, 1959, npea-

ctaBuhe cBoje padose y KabuHety rpagpuke JA3Y
y 3arpeby. YuecTBOBAO je M Ha MEBWM [pa@UUKmM
bujeHamma y /bybsbaHm,> kao v Ha [1pBoj n3noxbm
JyrocnoBeHcke rpaguke y beorpaay 1954. v lpsoj
3arpebauxo] n3noxbm jyrocnoseHcke rpaguke 1960.
roanHe® Mopea yuelnha Ha BAXHVM jyroC/10BEHCKUM
n3noxbama, CpbrHoBMh je CBOje rpapuKe Mpeacta-
BVO 1 HO pepEpeHTHM MefjyHapoAHAM MaHW(eCTa-
Lvjama, Kao wro cy 27. brjeHane y Bereuwm 1954,
Tpeha mefyHapoaHa nsnoxba Bianco e Neroy /lyra-
Hy ucte roanHe, Apyro MehyHapoaHo bujeHane rpa-
ouke y Tokujy v Llecto bujeHane y Cao Maony 1961
roavHe, te Ha u3noxbu (1o /MCToBa Jyroc/108eHCKe
MozaepHe rpapuke’ 0BakBa yuelwha notephyjy Hee-
roBYy MO3WLM]Y HO YMETHMUKO] CLIEHM 11 rOBOpe 0 pe-
Lienumju HEroBOr paAa 04 CTPAHE XMEU|a Y MHCTUTY -
LM]O KOJW CY OPraHM30B0/M W CE/EKTOBA/M YMETHUKE
30 0Be npectuxHe gorafjaje. Mako cy Ha bujeHany y
BeHeuwm 1954. roanHe MpYKQ3aHW PaAOBW BE/MKOD
6p0ja Jyroc/ioBeHcKMX yMeTHuKa,® npucycteo Mna-

4 Anexca YeneboHosuh, ,M310xba rpapuke”, bopba, beorpaa,
18. jaHyap 1953; Masne Bacuh, |0 mpukasy Hawe rpaguke nog
3aHM/BKBAM YTioM”, [Tosmtvka, beorpaa, 6. webpyap 1955.

5 W3narao je Ha bujeHammva 1955, 1957, 1959, 1961. 1 1965. roanHe.
6 JobutHrk je Mpemuje 3a rpagrky Ha MpBoj 3arpebauko]
13710%01 JyroC/I0BEHCKE rpaguyke, AodesbeHe o4 ctpare (P
CnoseHvie.

7 L. Maga3 Bilandzic, ,1zlozba ,Sto listova jugoslovenske
moderne grafike’ Komisije za kulturne veze sa inostranstvom i
njezina uloga u razvijanju kulturnih veza Jugoslavije s inozemst-
vom u prvoj polovini 1950-h", Peristil: zbornik radova za povijest
urmjetnosti, br. 62, Zagreb, 2019.

8 Mopea CpbrHosvha, cBOJM rpa@Vikama Ha brjeHany npeactasum cy
ce Metap Bubwvh, BecHa bopuvih, /lasap Byjakwmja, Bunko Mavxa Cenan,
3peHko Mpaanw, Puko Aebersak, boxmaap Jakau, Bowko Kaparoswh,
Anbept Kurept, ToHe Kpasb, BpaHue Kpasb, Muxa Manew, Mapvio
Mackapenw, MvpjaHa Miuxah, OpaHue Muxenu, AHkmua OnpetuHmk,
Muxawnno Metpos, MapjaH Moraunnk, Mapuj Mperesb, 3natko Mpvua,
Boxwnaap MpoaaHosuh, Hikana Pajcep (Reiser), Jocvn Pectek, Jocvn Poug,
Bum Ceeursak, Makevm Ceaej, Aparocaas Crojarosuh Cvin, CtojaH
heamh, Aywar Llamorsa n Anexcaraap Wneepr, y: A. Epew, Jyrociasua
Ha BereLwjaHckom bujerany (1938-1990): ky/typHe ro/mtvke v mo/mvke
n3/10x6e, Hosv Caa;: Fanepwja Matmue cprcke, 2020, 128.

side Bosko Karanovi¢ and Stojan Celie.* The trio ex-
hibited together again at the same venue in 1955 and
1957 At the end of the decade, in 1959, Srbinovic
presented his work at the Print Cabinet of the Yugo-
slav Academy of Sciences and Arts [JAZU) in Zagreb.
During this period, he also took part in the early edi-
tions of the Ljubljana Biennial of Graphic Arts> the
First Exhibition of Yugoslav Printmaking in Belgrade
in 1954, and the inaugural Zagreb Exhibition of Yu-
goslav Graphic Art in 1960° Beyond his contributions
to key Yugoslav exhibitions, Srbinovi¢ also presented
his prints at several internationally significant venues,
including the 27th Venice Biennale in 1954, the 3rd
Bianco e Nero International Exhibition in Lugano that
same year, the 2nd Tokyo International Print Bien-
nale, and the 6th Sao Paulo Biennial in 1961, as well
as the exhiblion One Hundred Sheets of Yugosiov

4 Aleksa Celebonovic¢, “Izlozba grafike” (Exhibition of Prints),
Borba, Belgrade, January 18, 1953; Pavle Vasi¢, “0 prikazu
nade grafike pod zanimijivim uglom” (On the Presentation of
Our Graphic Art from an Interesting Angle), Poltika, Belgrade,
February 6, 1955.

5 He participated in the biennials held in 1955, 1957, 1959, 1961,
and 1965.

6 He was awarded the Graphic Arts Prize at the First Zagreb
Exhibition of Yugoslav Graphic Art, an honor bestowed by the
Socialist Republic of Slovenia

OBO KPOTKA WCTOPUO M31QraHa MPYXA HAM HO
COMOM MOUETKY OCHOB 30 CAr/1eAdBaH-e  A0Me-
10 CpbuHoBvhese rpagpuuke npoaykuuje, koja he
Ce BPEMEHOM MersaTVi, NapadsesHo Cd  HeeroBUM
cmvkapckum pagom. OBa ABO yMETHWUKO Meaujd Yy
HErOBOM C/yuajy paseujajy ce ynopeao, cayxehm
Ko nosba MefjycobHor menvtveamsa. Victm motwism,
/IMKOBW 1 KOMMO3MLMOHO pellera jaB/bajy e uy
C/MKOMO W HO rpapukama, Mpu uemy LpTeX YBek
CAYXM KOO WMCLQMHO Mpurnpemd, a7 1 AvpeKTaH
13p03 YMETHMKOBE Memopuje. Y CBOJOj LIe/sIoKYMHO]
YMETHMUKO] Mpakcy CpbuHoBMN Y (POKYC MOCTaB/bA
TeM10, UCTPAaXYjyhn HoeroBa CTarbd, 0AHOCE W UKO-
Horpawy. Y pOAoOBMMA M3 Meaecetx 1 LWe3aecetux
roAvHO MOry ce W3ABOJMTM Pa3anumte Kateropuje
TeNa — epoTcko, MPTBO M yMupyhe — Kao 1 HaumHK
0b/1MKOBaH-Q MPOCTOPA KOJU YU HA Te/10 U HoeroBy
npeactaBy.

Ipaguukn oacek A/lY, 1953, /
ALU Printmaking Department, 1953

from the juries and institutions responsible for organizing
and selecting artists for these prestigious events. Athough
many Yugoslav artists were featured at the 1954 Venice
Biennale ® Srbinovi¢'s inclusion marked him as a significant
figure among the postwar generation of printmakers.

This brief overview of his exhibition activity provides a
framework for examining the scope and evolution of
Srbinovic's printmaking ceuvre, which developed in tan-
dem with his painting In his practice, these two media
progressed side by side, serving as parallel fields of
exploration. The same moatifs, figures, and composi-
tional solutions appear in both his paintings and prints,
with drawing functioning both as an extensive prepa-
ratory tool and as a drect expression of the artist's
visual memory. Throughout his artistic career, Srbinavic
placed the human body at the center of his inquiry,
examining its states, relationships, and iconography. In
works from the 1950s and 1960s, several distinct cat-
egories of the body can be identified - the erotic, the
dead, and the dying - as well as spatial configurations
that shape both the body itself and Its representation

7 L Magas$ Bilandzi¢, “Izlozba ‘Sto listova jugoslovenske moderne
grafike Komisije za kulturne veze sa inostranstvom i njezina uloga u
razvijanu kulturnh veza Jugoslavile s inozemstvom u prva) polovini
1950-ih,” (The Exhibition One Hundred Sheets of Yugoslav Modern
Graphic Art by the Commission for Cultural Relations with Foreign
Countries and Tts Role in Developing Yugoslavias Cuttural Relations with
Foreign Countries in the First Half of the 1950s), Peristi zbornk radova
za povijest urryetnosti no. 62, Zagreb, 2019

8 Alongside Srbinovi¢, the Biennale also featured warks by Petar
Bibi¢, Vesna Borti¢, Lazar Vujaklia, Viko Gliha Selan, Zdenko Gradis,
Riko Debenjak, Bozidar Jakac, Bosko Karanovic, Albert Kinert, Tone
Kralj, France Kralj, Miha Male$, Mario Maskareli, Mirjana Mihac,
France Minel¢, Ankica Opre3nik, Minailo Petrov, Marjan Pogacni,
Mari) Pregel}, Zlatko Prica, Bozidar Prodanovi¢, Nikola Reiser,

Josip Restek, Josip Roca, Vilm Svecnjak, Maksim Sedgy, Dragoslav
Stojanovie Sip, Stajan Celi¢, Dugan DZamonja, and Aleksandar
Sivert, in- A Eres, Jugoslaviia na Venecjianskomn bijenalu (1938-1990)
Kutturne poltike i poltike izloZbe (Yugoslavia at the Venice Biennale
(1938-1990}: Cultural Policies and Exhibition Palitics), Novi Sad: Gallery
aof Matica Srpska, 2020, 128.



Epotcko u epotu3oBaHo Teno

Y YMETHVKOBO] Brorpapuju 1 nperaeamma Jyroc/a1o-
BeHcke rpaguke nocae 1950, roauHe HemsbexHo ce
HOBOAM MoAdTak Aa je MaaaeH CpbuHosuh M3paano
ABe rpaguuke mane HoaaxHyte noesvjom Deaeprka
lapcuje /lopke. MpBY Many, UHCMMEUCOHY POMAHCOM
HesepHa xeHa,” n3noxvo je y Fanepujn paguukor
KosektvBa 1953. roavHe, Ha n3noxbu ca bowkom Ka-
paHosvhem v CtojaHoM hesmhem: ca HoiMa je Takohe
Y UCTOM npoctopy 1955, roanHe M3noXuo n Apyry,
no4 Hasvsom /by.au 1 MpTBe nvle.

Ipagpuke 3 mane HesepHa xera (1952-53), koje ce
UEeCTO 03HQUABQjy K40 MAyCTpaumMie, Mory Ce car/e-
ACBOTV M M3BOH Tor nojma.® Kao nmtepapHW npea-
NOXAK NOCAYXUAQ Je MCToMMeHa /IopKMHO poMaHca,
amm CpbuHosuh y rpa@ukama He Crieav A0C/I0BHO
HOpaB, Beh BM3yenHo 00/MKYje 0aHOCe, CTaHsa
1 gorafaje /AMKoBA. TeKCT, MHKOPNOPMPAH Kao jead-
HOKO BOXOH e/1eMeHT paad, Cyrepue pagmby W
omoryhaBd HOM AQ MPATVMO HOPATVIBHW TOK MEeCMe.
Onpeaesberbe 30 rpa@UuKy Mamy Kao (popMy, Kojd
Je bunao mprcyTHO jow o4 MehypaTHor neproad Co-
LMO/He rpagrke, NPeACcTaB/baso je AOrMUaH Cr1es
Y pO3BOjy MOC/1EpATHE rpapuuke NpoAyKLumje, noro-
TOBO Y MPBVM rOAMHOMO LWecTe AelieHvje. JeaaH o
pasnora 3awrto ce (pbuHoBMh ompedesbyje 30 0BY
(POPMY CBOKAOKO Je U CTPYKTYPa COMOT KHo/KEBHOM
Aena, 04HOCHO noesuje, KOja YC/10B/bUBA CEeKBEH-
LMJO/HOCT ¥ omoryhaBa 40 ce Kpo3 nojeAHauHe
pOA0BE MPUKAXY MPOMEHe Y CTaHsMMA M 0AHOCUMMA
/MKOBQ. Y TOM CMUC/TY, TRAMUUKA /ICTOBY MOTY Ce
MOCMATEATV Kao Mpogyxetak /lopkuHe noesuje, Kao
COMOCTA/OH /IMKOBHY 13003 KOJW CTUXO0BE Y31Ma Kao
MPeANOXAK 30 UCTPAXVBAHLE Y OKBMPY rPaHWLA rpa-
(prukor Meavja. CpbrHosuh kpo3 bakponne, ApBopes,
/MTOrPAPU]y 1 GKBATMHTY 00/KYje /bybaBHM 0AHOC

9 lMpeBoan ce v Kao HesepHa cyrpyra.
10 Y nvtepatypm v KaTa103Ma 0BM PO4OBM CE HOBOAE KaO
Mnyctpaumja 3a noemy lapcnja /lopke HesepHa xeHd'.

The Erotic and Eroticized Body

In both the artist's biography and the wider critical
discourse on Yugoslav printmaking after 1950, it is
important to note that Mladen Srbinovi¢ produced
two print portfolios inspired by the poetry of Fed-
erico Garcia Lorca The first portfolio, based on Lor-
cas poem The Unfaithful Wife® was exhbited at the
Graphic Collective Gallery in 1953, in a joint exhibition
with Bosko Karanovic and Stojan Celi¢ — an artist
group that would return to the same venue in 1955
The second portfalio, Peaple and Dead Birds, followed
shortly thereafter.

The prints from The Unfaithful Wife (1952-53), often
described as ilustrations, may also be viewed be-
yond the confines of literary ilustration™ While Lorca's
poem served as a conceptual starting point, Srbinovic
does not follow & literal narrative thread. Instead, he
constructs visual representations of relationships,
emotional states, and events surrounding the char-
acters. Text, incorporated as an equally important el
ement of the work, suggests the plot and allows us
to follow the narrative flow of the poem. Choosing the
print portfolio format = a common medium i inter-
war social graphic printmaking = Srbinovic advances
a postwar graphic tradition, particularly prominent
in the early 1950s. One reason he gravitated toward
this form may lie in the very structure of the literary
source: poetrys fragmentary and sequential nature
invites transformation into a series of individual vi-
sual warks reflecting shifts in psychological or rela-
tional states In this way, Srbinovic's prints function
as a visual extension of Lorcas poetic world = an
autonomous artistic expression using poetic verse as
a conceptual framework within printmaking. Through
etching, woodcut, lthography, and agquatint, Srbinovic
stages a romantic encounter between two figures as

9 La casada infiel, also translated as The Unfaithful Housewife
10 In literature and exhibition catalogues, these works are listed
as “Mlustration for Garcia Lorcas Poem The Unfaithful Wife”
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HeseoHa xera / The Unfaithful Wife, 1952
My3ej caBpemere ymetHocTi, beorpaa /
Museum of Contemporary Art, Belgrade

Hesepra xera / The Unfaithful Wife, 1952
My3ej caspemere ymetHoc, beorpaa /
Museum of Contemporary Art, Belgrade

Wnyctpauvia 3a HesepHy xeHy /
llustretion for The Unfaithful Wife, 1953
Ana Cpburoswh / Ana Srbinovic



Vinyctpaumia 3a HesepHy xeHy /
llustration for The Unfaithful Wife, 1953
Ana CpbuHosuh / Ana Srbinovic

Vinyctpaumia 3a HesepHy xeHy /
llustration for The Unfaithful Wife, 1953
Ana Cpburosuh / Ana Srbinovic

Vinyctpaumia 3a HesepHy xeHy /
llustration for The Unfaithful Wife, 1953
Ana CpbuHowh / Ana Srbinovic

HesepHa xera / The Unfaithful Wife, 1953
My3ej capemeHe ymetHocv, Beorpas /
Museum of Contemporary Art, Belgrade



Wi can vorm mereasee

A TORAJAE LY Q4 CEUX LERTA

P o DEBU LY Ga TEARD

B NLAA U BEX CTOECESRA
e X

Wnyctpauvia 3a HesepHy xery / lustration for The Unfaithful Wife, 1953

Ara CpbuHosuh / Ana Srbinovié

HesepHa xera /' The Unfithful Wife, 1953
My3ej caspemere yMetHocTw, Beorpaa /
Museumn of Contemporary Art, Belgrade

n3Mefly ABoje MojeanHaLd KOO HOJAMPEKTHU UnH
Te/1ecHe MPUCYTHOCTW, MUCTPaXYjyhn uy/HnM 1 Heao-
peueHn cBeT /lopkuHe noesvje. Y Taj CBET YMETHVK
Y1031 €A 3040TKOM UCTPOXMBAHSA /bY/ACKe NEupo-
[ie V3 YrAo epotckor mor/iead Ha xeHy, Koja he y
HEr0BOM CTBOPO/NAWTBY NOCTATM GBHX MPOTAro-
HCTa. Ho 0BVMM rpa@ykama MyLIKOpaL, 1 XeHa cy
HarM, CMELITEeHN Y UMArVHOPaH Mej3ax WM anctpa-
XOBOH MPOCTOP, MPW UeMy Ce HarAawaea ceHsyan-
HO NMEVPOAQ Tena v TenecHa /bybas. 3a pas/vky o4
/IopkiHEe noeswje, Koja UCMnTyje 1 A0BOAW Y CYyMHbY
APYWTBEHe HopMe W KoHBeHuMje, CpbuHoswn, |, Me-
kohom rpaguuke matepuje’™, nprctyna Temu Tena -
Mpe CBEera XeHcKor Tena = Yy OKBMPY YCTAHOB/bEHMX
napaaurMX- 3anaaHe YMEeTHOCTW, €O HOr/1ackoM Ha
Te/1eCHOCT 1 epotmsaumjy. l'apcvja /lopka, Koju ,Bruan
peanHocT Kpo3 MuT ™2, wto je mpucytHo m koa Cp-
brvHoBMha, yCMepaBa CBO] TEMOTCKM Pereptoap Ka
MUTY W MPOLW/OCTM, eBOLMPajyfn 1X enemMeHtMa
MOAEQHOr M3pa3a, MOKO YBEK YHYTOp TPoAMLMO-
HO/HOT MeAauja, UecTo rpageln UMarHOPHe CBeTOBe
WM 30MULL/BEHE, er30TUUHe MpojeKuUmje peasHoCTL.
CpbrHosmhesa mpeokynaumja /IopkUMHOM  MOe3rjoM
Y PAHMM roAvHaMA W NPBYM rpagukama bamncka je
MECHWKOBMM UCKYCTBMMO paTd, O/ U HoeroBoj Not-
0031 30 Hajayb/BUM, HOJTAMHUM W HOJTAJHOBUTM
y /byaMa 1y 3emsbmn®

HCrviprcaH x1BoToM 1 Ky/typom Poma y AHaany-
3mjn, Tapavja /lopka 1928. roamHe objaB/byje 3bmp-
Ky LuraHcku pomancepo (Romancero gitano), y Kojoj
ce ,cycpehemo ca jeaHnm 6apbapckvM CBUETOM Y
KOjemM NMPeoB/1a0ABaJy MCKOHCKE CTPAcT!, MyTHO Bje-
POBOH-O M (PATA/MCTMUKO MpeAdBaHee CyabuHn. ™
Ho tom Tpary, rpagvike HeBepHa XeHa WCMUTY]Y W

T'M. NMywwmh, ,MocnepatHa cpnecka rpaguka’, boratctea
Bu3ye/He cteapHoctv, bearpaa: Clio, 1995.

12 C. Maurer, “Poetry”, A Companion to Federico Garcia Lorca,
ed. Federico Bonaddio, Tamesis, 2007, 19.

13 N, Milicevi¢, . Spanjolska knjizevnost’, Poviiest svjetske kn-
Jjizevnosti, knjiga 4, ur. Mate Zori¢, Zagreb: Miadost, 1974, 318.
14 1bid., 320.

the most immediate expression of bodly presence,
probing the sensual and tact dimensions of Lorcas
poetry. The artist enters this symbolic terrain with
the intent of examining human nature from the per-
spective of eroficized female subjectivity — a figure
that remains central throughout his artistic practice. In
these prints, male and female figures appear nude,
situated within imaginary landscapes or abstracted
spaces that emphasize sensualty, intimacy, and the
erotic charge of physical proximity. Unlike Lorca's po-
etry, which often critiques societal conventions and
moral boundaries, Srbinovic approaches the subject
of the body - primarily the female body - through the
established paradigms of Western art, foregrounding
themes of corporeality and eroticization, and render-
ing his prints with the “softness of graphic mater ™

Garcia Lorca, who “sees reality through myth™ - o
sensibiity shared by Srbinovi¢ - directs his thematic
repertoire toward myth and the past, evaking them
through elements of modern expression, yet always
within the bounds of the traditional medium. His work
often constructs imaginary worlds or idealized, exotic
projections of realty. Srbinovic's early engagement
with Lorcas poetry and his first prints echo the po-
el's experience of war, but also a guest to explore
the deepest, darkest, and most muysterious aspects
of both people and landscape® Inspired by the lffe
and culture of Andalusian Roma, Garcia Lorca pub-
lished Romancero gitano (The Gypsy Ballads) in 1928,
a callection in which “we encounter a barbaric world
dominated by primal passions, obscure beliefs, and
fatalistic surrender to destiny ™ In this vein, Srbinovi¢'s
prints from The Unfaithful Wife explore human na-

TIM. Pugic, “Posleratna srpska grafika” (Postwar Serbian
Graphic Art), Bogatstva vizuelne stvarnosti (Treasures of Visual
Realty), Belgrade: Clio, 1995

12 C Maurer, “Poetry,” in A Companion to Federico Garcia Lorca,
ed. Federico Bonaddio, Tamesis, 2007, 19

13 N. Miicevie, “Spanjolska knjizevnost” (Spanish Literature), in
Povijest svjetske knjizevnosti (A History of World Literature), vol
4, ed Mate Zori¢, Zagreb: Miadost, 1974, 318

14 bid, 320



UCTPAXY]Y MEUPOAY UOBEKOBY Y HbEHOM HOjAMPEKT-
HVjEM ¥ HOjcvpoBMjeM 00AMKY, MpuKasyjyhn Kya-
Typy Poma Kao ersomuHy. Mywkapaw v xeHd Ha
OBMM TpOMVKOMO MOCTAjy MpeaMeT MocMatpaHsd,
0 MOr/1e4 HO XeHy 0AroBapa KOHUEMTY MyLUKOr no-
rrieqa (male gaze), Kako ra je aepuHMcao /lakaH.®
Nctopnuapka ymetHocr /busbaHa Camjenuesnh v
TeKCty 30 katanor (pbuHosvheBe PETPOCMEKTBHE
n3noxbe ogpxaHe y My3ejy caBpemeHe YMETHOCTH Y
beorpaay 1981 roanHe 30k/byuyije A0 Y 0BMM paa0-
BVMQ ,200TMKA M36Mja KPO3 HAJMAEMEHUTUN /IMOCKI
3BYK ™. XeHcka 1 MyLLIKa Tena, NnoctaB/beHa y npsw
MOH, NOJeAVHOUHO WK Y B/IMCKOM KOHTOKTY, HOCe
OKLEHOT HO epoTCKOM OCMeKTY Tena: Ha Hberosoj ny-
TEHOCTV M TAKTUAHOCTH, Be3 eKCr/mMUMTHOM MPUKa3a
CeKCYQHOr UvHA. /IopKUHO Noe3uja ce y HOBUJMM UC-
TPOXMBAHLMMA Car/1eAdBa U3 NepcneKkTuBe |, epoTcke
(PycTpaumje rej yMeTHKa™, na ce v Heros 04HoC
MpemMa XeHW, Tesy 1 0AHOCMMA M3mef)y MyLIKapLa
M XeHe TyMaun Yy OKBVPY KBWP Teopuje, y3 mpu-
MeHy ,MOCTMOAEPHUCTUKE CTPATervje aucpynumie,
(pParMeHTaLmje 1 MpoHMUHe camoocBellneHocT ™. Y
TOM K/byuy, POMOHCA HEBEpHO XeHa uata ce Kao
eBOLVPaHee KOPHA/He /bybaBM U JeAHOCTABHOr 30-
AoBosbetea.® (pbrHoBKN OKLEHTY]e epoTcki nor/ea
HO XeHy, /1 3006paH-EHOj 1 HeOCTBOPMBO] /bYbaBY
MCTOBPEMEHO Adje POMOHTUMUOH TOH, Xesnefn, Kako
COM KOXe, A0 M3pasn ,HeyxBaT/bMBY METAMEU3NKY
cynpotHoc 2.

15 ). Lacan, X1 Seminar: Cetiri temeljna pojma psihoanalize.
Zagreb: Itro Naprijed, 1986.

16 /busbana Crvjenuesuh, Magaer CpbuHosmh. Petpocriek tvBHa
n3710x6a 1950-1980, beorpaa: My3ej caBpemMeHe yMeTHOCTH,
1981, 10.

17 C. Maurer, “Poetry”, A Companion to Federico Garcia Lorca,
ed. Federico Bonaddio, Tamesis, 2007, 16.

18 C. Perriam, “Gender and Sexuality’, A Companion to Federico
Garcia Lorca, ed. Federico Bonaddio, Tamesis, 2007, 150.

19 Tbid., 153.

20 ,Noceta aterbey cmkapa MaaaeHa CpbuHosmha', MHTEEB]Y
30 Paavio beorpag 1961, Pasrosop Boanm Aparocnas
‘hophesuh, kyctoc MoaepHe ranepuje, 1 Aywan Wauh,
capaanvk Paavio beorpaaa.

ture in its mast direct and unrefined form, portraying
Roma culture as an exotic Other. The male and female
figures depicted become objects of observation, while
the gaze directed at the woman corresponds with the
concept of the male gaze, as defined by Lacan® Art
historian Ljiljana Slijeptevi¢, writing in the catalogue
for Srbinovic's 1981 retrospective at the Museum of
Conterporary Art in Belgrade, notes that in these
works “eraticism breaks out through the noblest
lyrical sound ™ The female and male bodies, placed
prominently — whether portrayed individually or in in-
timate proximity = foreground the erotic dimension of
the body: its sensudality and tactiity, without explicit
depiction of the sexual act In mare recent scholar-
ship, Lorca’s poetry has been examined through the
lens of the “erotic frustration by a gay artist,”” and
his portrayal of wormen, the body, and male-female
relations has been interpreted within the framework
af queer theory, employing “postmodern strategies of
disruption, fragmentation and ironic selfF-awareness ™
In this context, the ballad The Unfaithful Wife is read
as an evocation of carnal love and simple pleasure ®
Srbinovi¢, while emphasizing the erotic view of the fe-
male figure, also infuses his imagery with a romantic
tone of forbidden and unattainable love, seeking to
express, as he stated, the “elusive metaphysics of
opposites

157 Lacan, X Seminar: etiri temelina pogima psihoanalize
(Serminar XI: The Four Fundamental Concepts of Psychoanalysis),
Zagreb: ltro Naprijed, 1986

16 Ljijana Slijepcevi¢, Miaden Srbinovic. Retrospektivig izloZba
19501980 (Miaden Srbinovic. Retrospective Exhibition 1950~
1980), Belgrade: Museum of Contemporary Art, 1981, 10

17 C Maurer, “Poetry,” in A Companion to Federico Garcia Lorca,
ed. Federico Bonaddio, Tamesis, 2007, 16

18 C Perriam, “Gender and Sexuality,” in A Cormpanion to Federi-
o Garcia Lorca, ed Federico Bonaddio, Tamesis, 2007, 150

19 1bid 153

20 “Vist to the Studio of Painter Miaden Srbinovi¢”, interview

for Radio Belgrade, 1961. Conducted by Dragoslav Dordevie,
curator of the Modern Gallery, and DuSan li¢, associate of Radio
Belgrade

Motee nuue / Dead Birds, 1955
Ana Cpburosuh / Ana Srbinovic

MptB0 U ymmnpyhe tesno

[pyra Mana rpa@uka noa Hasmsom /by.au 1 MpTBe
nge n3 1955, rogvHe y MHOTO uUeMy Ce pas/vKyje
o4 npee. [ok ce NpBa Mana BEPHO MPUAPXABA /-
TepapHor npeanowka, CpbuHoBwuh y 0BO) cepuin
paaosa y3auma /lopkury necmy Jaojl (Ay) v 1928.
COMO KOO OKOCHMLLY 30 MPMKA3MBaHSE MCKYCTBA PaTa.
MecMa vMa My3WuKy CTPYKTYPY — KOPWCTU TULLVHY
1 nay3e KaKko b1 HaroBectMna 3/10unHe,? Kao 1 Har-
NaLeHy PenetMIvBHOCT, NonyT uutase 3ovpke [loe-
MO 0 KGHTE XOHAY, KOja NMpynaaad My3uukoM XaHpy
QHAOAY3WJCKOT (PAIAMEHKA. Y NecMu, ,My3uKa je Me-
TAPOPV30BaHA 2, WTO UmHW 1 CpbuHoBKA Y CBOjUM
rpagykama. YoBek je y MecMn yCamsbeH, Y Clamby
Ayboke Tyre U NAtHee, OCTAB/bEH y MO/bY A4 M/1aue.
Y 1a0kBOj atmocpepn besHaha, ctpaxa u ouaja, Cp-

21R. A Quance, In the Light of Contradiction. Desire in the
Poelry of federico Garcia Lorca, Modern Humanities Research
Association and Routledge, 2010, 153.

22 Ibid., 154.

The Dead and Dying Body

The second print portfolio, Pegple and Dead Birds
(1955), differs significantly from the first. Whie the
earlier series closely follows the literary source, in this
one Srbinovi¢ takes Garcia Lorcas 1928 poem iAy/
merely as a conceptual point of departure for visual=
izing the experience of war. The poem, with its mu-
sical structure, evokes violence through silence and
pauses ? relying on pronounced repetition - features
characteristic of the entire collection Poema del Can-
te Jondo (Poem of the Deep Song), which draws on
the Andalusian flamenco tradition In /Ay! “the music
is metaphorized,” a strateqy mirrored in Srbinovi¢'s
prints. The figure in the poem is alone, immersed in
sorrow and suffering, left in the field to weep. Within
this atmosphere of despair, fear, and hopelessness,

21R. A Quance, In the Light of Contradiction: Desire in the Poetry
of federico Garcia Lorca, Modern Humanties Research Associa-
tion and Routledge, 2010, p. 153

22 bid., 154

Wnyctpaumja 3a /byae v Motee e |
Nustration for The People and Dead Birds, 1355
Ana CpbuHosuh / Ana Srbinovic



Lebesm bor | The fat God, 1955
Ara CpbuHosuh / Ana Srbinovic

Yosek ca MptBoM nvuom 11 / Man with & Dead Bird 1], 1955
Ana Cpburosuh / Ana Srbinovic

Yosex v MptBa nva / Man and ¢ Dead Bird, 1955
Ana CpburHosuh / Ana Srbinovic

Yosex u jaa / Man and Misery, 1955
Ana CpbuHosuh / Ana Srbinovic

Yosex ca MptBoM MTvLoM [
Man with @ Dead Bird, 1955

BrHOBMM MPOHO/A3M MPOCTOP Y OKBUEY KOjer Moxe
BM3Ye/IHO PO3PAANTV TREHYTHY OKYNaUM]y TPArVKom
1 13pahyje Many o4 0Cam rpamyka. f1pe Hero LWTo je
30noueo paa Ha o0Boj cepujn, CpbrHosuh ce 0C/1I0HMO
HO jeaHy apyry necmy. Hawme, [Mecma 3a LpHy 4e-
BOjJKY /IHrCTOHa Xjy30 NOCAYXWAQ je Kao AMTepapH¥
MPeAnoXaK 30 pa4oBe €O TeMATMKOM CTPaAaHsa W
CYpOBOCTM MOjeAvHLO M Apywtea npema pyrom,
/M je YMETHUK 04yCTao oz Te naeje? Heayro notom,
Bpaha ce /lopkrHO] Noesuju. Y Hs0] NOHOBO NPOHANA-
31 HeAOPEUEHOCT KOJy MOXEe paspaantvt BU3yesH/M,
eKCMPeCMBHAM CPeACTBMMO. [1onyT cammx rpamuka,
,/IopKa je BOAVO HO MOBPLLMHY, HE KOHKPETHY /bya-
CKY NQTHbY, C HoEHVM Y3pOLMMA 1 NOC/beanuama,

23 ,Moceta atesbey cvkapa MnageHa CpbuHosuha”, MHTepBjy
3a Paavio beorpag 1961, Pasrosop Boanm Aparocnas
‘hophesuh, kyctoc MoaepHe ranepuje, 1 Aywan Wauvh,
capaaruk Paavo beorpaaa.

Srbinovic¢ finds a space for conveying the immediacy
of tragedy, producing a suite of eight prints. Before
starting this portfolio, Srbinovi¢ had considered us-
ing another poem - Langston Hughess Song for a
Dark Girl = as a literary source for works addressing
suffering and society's cruelty toward the Other. He
eventually abandoned this idea? Shortly thereafter
he returned to Lorcas poetry, once again recogniz-
ing in its ambiguity a space for visual and expres-
sive elaboration. Like the prints themselves, “Lorca
brought to the surface not concrete human suffer-
ing with its causes and consequences, but rather its
echoes and symbols#* In this series, Srbinovi¢ does

23 "Visit to the Studio of Painter Mladen Srbinovi¢”, interview for
Radio Belgrade, 1961. Conducted by Dragoslav Dordevic, curator of
the Modern Gallery, and DuSan Ti¢, associate of Radio Belgrade
24 N. Miicevie, “Spanjolska knjizevnost” (Spanish Literature), in
Povijest svjetske knjizevnosti (A History of World Literature), vol
4, ed Mate Zori¢, Zagreb: Miadost, 1974, 319

Ana CpburHowh / Ana Srbinovic

Hero oapase 1 cumbose Te nate ! CpbrHoBuh y
0BOM C/1yuajy He npat /IopkvHy mecmy A0C/AeaHo.
Kako je cama (opma mecme Kpatka, oHa ce y3uma
KOO CBOjEBPCTAH 3HAK, CMMBO/MUKA NO3ULMIA U3 KOje
CpbuHoBvn paspaf)yje yHMBEP3aHy TeMy CTPaAaHsa
¥ Moc/eavua pata, w3 yraa ersvcTeHUm)aamMcTnuKke
aTMOC(PEPE, Y HOMEPW A0 OArCHETHE HOJMPauHuje
Y /byACKO] MPMPOAM W MEUKOXe JeaHy ,ayTeHTnu-
Hy QnoKa/MNTuHy Br3njy . Canky obelleHor Tend,
K0ja ce nojaBsbyje Y Xjy30BUM CTUXOBUMT, YMETHVK
je npeHeo y rpagvky Obewwery (1955), koja je aeo
mane /byav v Mptee mmue. MNpeactase ymupyhmnx n
MQTBVIX /bYW M MTMLG, Te/secHe KOHTOP3vje Ha rpa-
(puKama Yosek v jaa, Yosexk v MpTBa ntvua, Hosek ca
MOTBOM MTvLOM W [ebesm 6or nctoBpeMeHo Ccaapxe

24 N. Milicevi, . Spanjolska knjizevnost”, Povijest svjetske knji-
Zevnosti, knjiga 4, ur. Mate Zori¢, Zagreb: Miadost, 1974, 319.
25 /b. Crmjenuesuh, |, Mpapuka beorpaackor kpyrd”,
Jyrocnosencka rpaguika 1950-1980, beorpaa: My3ej caspemene
yMetHocti, 1985, 24.

not follow the poem literally. Its brevity allows it to
function as a sign = a symbolic pasition from which
Srbinovi¢ unfolds a universal theme of suffering and
the consequences of war. His interpretation is shaped
by an existentialist sensibiity, and a desire to deci-
pher the darkest aspects of human nature, offering
an “authentic apocalyptic vision

The image of the hanged body, which appears in
Hughes's verse, is transposed by the artist into the
print Hanged (1955), part of the portfolio Pegple and
Dead Birds Depictions of dying and dead humans
and birds - the contorted bodies in Man and Misery,
Man and a Dead Bird, Man with a Dead Bird, and The
fat God — embody at once the presence and absence

25 j. Shijeptevic, “Grafika beogradskog kruga” (Graphic Art of
the Belgrade Circle), in Jugoslovenska grafika 1950-1980 (Hugo-
slav Graphic Art 1950-1980), Belgrade: Museum of Conternpo-
rary Art, 1985, 24



1 NEUCYCTBO M 0ACYCTBO XMBOTA. [POTECKHN /IMKOBM
KOU NOMEHTVPA]Y HOA Te/mma OBeLleHVX /byan U
MQTBMX MWL, Y HEAEMPVMHCOHOM, PA30peHOM Mpoc-
TOpY, MPeActas/bajy Noc/eAnLe UOBEKOBMX OKLMA
y LWMPEM HOPOTMBY WCKYM/beHsa WM TRArUUHOr
naaa™?. OHM Koju Cy MpexviBesn CTpaaaHse U Koju
0uQjaBaQjy HOA CyAbMHAMAa MPTBMX MTULG U obelue-
HMX /byan, Takohe cy ymupyha tena - Koja ueka
CyABVHO OHMX KOje Y TOM TPeHYTKY mocmatpdjy.

MpoMeHe y NAGCTMUKOj CTPYKTYpH Tena

Y rpagukama MaaaeHa CpbuHosuha 1957. gonasm ao
CBOJEBPCHOr eKCKYPCa Y 0AHOCY HO H-eroBy A0Ta-
AQUWHSY TRAEUUKY NEOAYKLMY KOJW UMH NMPeioMHY
TQUKY 30 HEroBO A0/bE CTBAPANALWTBO.Y Havme, Ha-
KOH noBpatka 13 Mapu3a ucte roavHe, CpbuHosuh y
[anepuim papyuKor KoNeKea, NoHoBOo ca hemhem
1 KapaHoBuhem, M310xe Cepujy paA0BA HACTA/MX
noA yiLajemM NOoCTKYOUCTUUKMX pa3nararsa gurype
v npoctopa?® MeomeTpr3aumia 0bmKa y rpapukama
Kao wro cy Ateswe, [lnec empwm [Danse macabre)
n (Betsioctv 13 1957. roavHe yKdsyje HO MPOMEHY
(POKYCQ KO PELLOBaHbY WCK/bYUMBO MAACTUUKMX M-
TaH-a. MeHsa Ce 0AHOC MpemMa teny, Herosoj Cmbo-
/MUKO] BPEAHOCTU 1 CTReM/bERbY KO YHVBEP3O/HOM
NCKYCTBY, KakBO Je obenexaBano (pbuHoBMhese
pOaoBe A0 1aAQ. TesecHa CTaHsa NOCTAB/bEHT CY Y
APy MOH, 0 Y MPBY NAGH 401031 TeXHsa K4 Mpo-
HONOXerby pellersa 30 naactvuke npobneme. Ko-
prcteln /IMKOBHM Je3UK CPeaHb0BEKOBHE YMETHOCTM
M OPXQMUHW 113003, MOMYT QHTMUKUX (P30Ba (Ma-
KeAoHcKku putam, 1957) nam KacHOGHTUUKUX pesbe-
(pa HO capkopa3smma, CpbrHoBmMh HACTOM Aa CTBOPK

26 P. Fifield, “The Body, Pain and Violence”, The Cambridge
Companion to The Body in Literature, ed. D. Hilman, U. Maude,
New York: Cambridge University Press, 2015, 121.

27 /bwbara Cavjenuesuh, Maaaer CpbuHosmh. Petpocriek tvBHa
n3/10x6a 1950-1980, beorpoa: My3ej caspemeHe yMeTHoCTH,
1981, 13.

28 lMomeHyTta n3noxba aocbuna je Oktobapcky Harpaay 1958.
roavHe. HV/H, beorpaa, 19. oktobap 1958, 8.

af lfe. Grotesque figures lamenting over the bodies of
hanged men and dead birds, set in a desolate, frac-
tured landscape, evoke the consequences of human
actions within a “broader narrative of redemption or
a tragic fall " The survivors, mourning the fate of the
dead birds and men, are themselves dying bodies -
destined to share the fate of those upon whom their
gaze now falls

Changes in the Plastic Structure of the Body

The prints Miaden Srbinovi¢ produced in 1957 mark a
departure from his earlier graphic work and signal a
turning point in his artistic development #” Upon return-
ing from Paris that same year, Srbinovi¢ presented a
new series of prints at the Graphic Collective Gallery,
once again exhibiting alongside Celi¢. and Karanovic.
These works reveal the influence of post-Cubist inter-
pretations of the figure and space? The geometriza-
tion of forms in prints such as Atelier, Dance of Death
(Danse macabre), and Lights (all 1957) paints to a shift
toward addressing purely plastic concerns. The art-
ists earlier approach - characterized by a symbolic
treatment of the body and a striving for universal
experience — gives way to a more formally driven in-
vestigation. Bodily states recede into the background,
while the resolution of plastic problems maves to the
foreground. Drawing on the visual language of medi-
eval art and archaic expression ~ including references
to ancient friezes (Macedonian Rhythm, 1957) and late
antigue sarcophagus reliefs — Srbinovi¢ seeks to es-
tablish a continuous dialogue with the art of past eras
In this context, the lithagraph In Honor of Ddrer (1957)
serves as an homage to the great artist, placing him

26 P Fifield, “The Body, Pain and Violence,” in The Cambridge
Companion to The Body in Literature ed. D. Hilman, U. Maude,
New York: Cambridge University Press, 2015, 121

27 Ljiliana Slijepcevi¢, Mladen Srbinovic. Retrospektivna izloZba
1950-1980 (Retrospective Exhibition 1950-1380), Belgrade: Muse~
um of Contemporary Art, 1981 13.

28 This exhibition received the October Award in 1958 NIN,
Belgrade, October 19, 1958, 8.
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KOHTMHYVPaHY Be3y Ca yYMeTHOLhy MEOLL/mX enoxa.
Y tom amvcay, avtorpaguia Y uvact Avpeoa (1957)
MPeACTaB/bA OMOX BE/IMKOM YMETHVKY, cMeLtajyhin
ra y paaHv npoctop. Taj MpocTop je Mo/mnepcrneKkT-
BOH M NOPLMIO/M30BAH; QTE/bE He Cyrepuie uay3ujy
TPOAVMEH3MOHA/IHOCTY. [peACTaB/beHM Harv Moge-
/N COMO Ce HaroBeLTaBajy 0bpucuma Tena u /nKa,
[I0K Je (Urypa YMETHVKQ JaCHO AePUHACAHT. Y OBOM
paay CpbvHoBuh MCTpaxyje M3paxajHe W NAaCTAU-
Ke MOryhHOCTM rpapuUKe He3UBMCHO 04 C/MKOPCTBA.
Hexonmko BapujaH paaa Atesse 3 1957. teno no-
CTOB/bAJY UCK/BYUMBO (PPOHTA/HO — peLlerse Kaje he
OUTV KOPOKTEPUCTMUHO W 30 rpapuKe U3 Wesaece-

Atesve - BapujaHta 11/ Atelier = Version 11, 1957
My3ej caBpemeHe ymetHocv, Beorpag, /
Museum of Contemporary Art, Belgrade

within a studio setting. The space is fragmented and
polyperspectival it resists the illusion of three-dimen-
sional depth. The nude models are only faintly sug-
gested by the outlines of their bodies and faces, while
the figure of the painter is rendered with clarity. In this
work, Srbinovic explores the expressive and plastic
potential of printmaking as an autonomous medium,
independent of painting Several variants of Afleler
from 1957 present the body exclusively in frontal view
— @ compositional approach that would also become
a defining feature of his prints from the 1960s. The
body no longer reflects inner emotional states, human
drives, or the social dimensions of corporealty, but



Y vact Avpepa | In Honor of Diirer, 1957
My3ej caspemere ymetHoc1, beorpaa /
Museumn of Contemporary Art, Belgrade

WX roanHa. Teno BuULE He Pem/ekTyje YHYTPaLHsa
CTaHbQ UOBEKA, HoeroBe HaroHe ¥ AQYLITBeHW OCneKT
Te/1ecHoCTv, Beh MoCTaje WACT 3HaK (M3mehy Tom 3Ha-
k@, 1957) 1 nosbe 30 PelaBaHse /MKOBHUX MPpob/iema
npea Kojuma ce CpbuHoBMN, Yy NOTPA3N 30 CHOXHUM
VHAVBMAY O HAM 13pa3oM, Hawao. Og 1957. roguHe y
QHO/M3V TeNa HO HberoBUM rpa@UKaMa v LpTeXmMMa
3aNaxa Ce ¥ TeHAeHUO KO MPpUKa3vBaHbY Tena Kao
aHaporeHor. OBy MHTEPNPETaLM]y NOAPXABA ¥ TymMa-
uerbe CpbrHoBrheBe yMeTHUUKe MPaKCe KPO3 JyHro-
BY TEOpWjy MCWXWUKe OHAPOrvHMje,”® 0AHOCHO KO3
apxewine aHuMyca n aHume

29 M. Fend, . Androgin”, Recnik tela, ur. B. Andrije, 7. Boet
(prevela Q. Stefanovi¢), Beograd: Sluzbeni glasnik, 2010, 26.
30 /1. TpvpyHosvh, ,V13mehy aHuMe 1 forocd” (Tekct y
katasory), beorpaa: KyatypHu Lertap beorpaaa 1974.

instead becomes a pure sign (Between Three Signs,
1957) and a site for solving formal challenges in the
artist's pursut of a distinctive individual expression.
From 1957 onward, the analysis of the body in Srbi-
novic's prints and drawings also reveals a tendency
toward androgynous representation. This shift may
be interpreted through the lens of Jungs theory of
psychic androgyny? - the archetypes of the animus
and anima - as a framewaork for understanding Srbi=
novi¢'s evalving artistic practice *°

29 M. Fend, “Androgin” (Androgyne) in Recnik tels (Corps du
monde), eds. B. Andrieu, G. Boétsch, translated into Serbian by
0. Stefanovi¢, Belgrade: Sluzbeni glasnik, 2010, 26.

30 L. Trifunovi¢, “lzmedu anime i logosa” (Between the Anima
and the Logos) (catalogue text), Belgrade: Cultural Centre of
Belgrade, 1974.

lpafjerbe camke tena

HaKoH mpomeHa y NAactMukom ob/mkoBamsy, (pbu-
HoBWN CBe BHLLE NMOUMH-E A0 Ce BaBM UCMUTMBOHEM
C/MKOPCKUX e/1eMeHaTa y rpapuum, yeek kopuctehin
30 T0 CPeACTBO MPAPUUKOr M3paxasaHsa. Tako he y
Q0A0B/MAO M3 We34ecetx roanHa aohm Ao nojase
UABHTUUHX KOMMO3VLWIOHNX pelleHa HO C/ArKama
M rPaMUKaMA, Kao LWTo Cy, HO npuMep, c/mka Y-
/aweHa 3 1962. v rpaguka Y ctpaxy w3 1963. ro-
AviHe. CHOXQH rpagu3aM, Kao v Ae@UHICaHse MpOC-
TOpa Kpo3 bojeHa nosba v Marse uan Behe Napje
boje, aepvHmwy CpbrHOBWNEBY rpa@UKy Yy CeAMoj
AetieHnjn. O3HaueHa Ko peHAreHcka @asa® cm-
KO Tena Ae@UH1CaHO Kao ,MOjaBHOCT Tena npea
cobom™2, rpafjeHa je TaKO AQ Orosbyje MOBPLUMHCKM
CN0j, Aonywrtajyhm vHBA3VBaH MOraed NOCcMATPa-
ua ka yHytpa. Ourypa, geqpuHMcaHa Kpo3 obpuce
MMM 1 KOCTW]Y, MOCTAB/bEHA Je (PPOHTA/HO U Y
MPBY NACH. Ho rpagykamMa v LptexmMMa, npeAactasa
- Hajuelhe XeHCKOor Te/1a — NOCTUB/bEHT je UCToBPe-
MEHO 1 y CTOHe MpOMeHe COMCTBEHe, PeBMAMPaHE
C/MKe O Teny, a7 1 Nor/iead Ha Teno KakBo jecte.
Kopwcteh orneaano kao uect MOMB — HO PAOBMMA
KQo Wrto ¢y XeHcka qurypa ca orieqasem (1955),
Xera v orseaana (1960) v Jesojka riopes rosme v
orzieqasa (1961) = CpbuHoBMN MCKYCTBOM Or/1eAa/-
He C/MKe MPYXa 1 CaMOj (PUrypy AVPEeKTaH norsea,
U/ME KOHCTRYMLLE HeeHy C/MKY Tend, WT0 Ce Moxe
A0BECTV Y Be3y Ca /IoKOHOBOM TEOPUIOM Or/1eAdsHe
(pa3e. (/KA yHYTap C/IVKe Ha rpa@ykama ceame e~
LieHu]e MEVCYTHO je 1y MCYXO/0LKOM ¥ (POPMT/THOM
cmmcny. eno Y3HemmpeHa orseqana v 1967. nnyc-
Tpyje 060 MPMHLMNG, Ca 0APA3MMA HEKO/MKO (Urypa
Y U3MELTEeHM CTaHbVMO MOKQeTa W 3anAaweHoCcTu.
MowiB ctpaxa, NpucyTaH jow oA rpaguka w3 1955,
roAvHe, HOCTaB/bA Ce W Yy POAOBMMA W3 Cceame ae-
ueHvje = Ha rpapvum (toax 13 1969. v uptexy (toax

31 4. hophesvih, CpburHosmh, Beorpaa: MogepHa ranepumja, 1961.
32 P. Schilder, The Image and the Appearance of the Human
Bodly, Routledge, 1999, 1.

Constructing the Image of the Body

Following changes in his approach to plastic form,
Srbinovi¢ increasingly turned to examining painterly
elements within printmaking, always employing the
means specific to the graphic medium. In his works
from the 1960s, identical compositional solutions ap-
pear in both paintings and prints = for example, the
painting Frightened (1962) and the print In Fear (1963).
Strong graphic line, along with the definition of space
through colored fields and smaller or larger areas
of pigment, characterize Srbinovic's prints in this de-
cade. Referred to as the “X-ray phase™' of the image
of the body, and defined as “the body's appearance
before itself"*? this mode exposes the surface layer,
allowing the viewer an invasive gaze inward. The fig-
ure - articulated through the outlines of muscles and
bones - is set frontally and placed in the foreground.
In prints and drawings, the depiction = most often of
the female body - is situated both in a process of
changing its own revised self-image and in presenting
the body as it is. Frequently employing the motif of the
mirror = in works such as female Figure with @ Mirror
(1955), Woman and Mirrors (1960), and Girl beside @
Shelf and Mirror (1961) = Srbinovi¢ uses the experi-
ence of the reflected image to provide the figure itself
with a direct gaze, thereby constructing its image of
the body. This can be linked to Lacan's theory of the
mirror stage The “image within the imMage” appears in
Srbinovi¢'s prints of the 1960s in both a psychological
and formal sense. The work Disturbed Mirrors (1967)
exemplifies  both principles, presenting reflections
of several figures in displaced states of movement
and fear. The motif of fear, already present in his
prints from 1955, continues in works from the 1960s
- such as the print Fear (1969) and the drawing fear
(1967) The frightened female fiqures respond to an
unknown situation, expressing their inner state while

31D. Dordevi¢, Srbinovic, Belgrade: Modern Gallery, 1961,
32 P. Schider, The Image and the Appearance of the Human
Body, Routledge, 1999, 1



Y ctpaxy / In fear, 1963
My3ej caspemere ymetHocv, beorpaa /
Museum of Contemporary Art, Belgrade

Crapay v caH / Old Man ond Dresmn, 1967
My3ej caspemere ymetHoctv, Beorpaa /
Museum of Contemporary Art, Belgrade

13 1967. roavHe. 3annaleHe XeHcKe purype pearyjy
HO HOMQ HEeMo3Haty CUTyauwjy, UCnosbasajyhm ceoje
YHYTQOLWHE CTaHee, A1 MEUTOM NOCTajy M emaHa-
Lja Ctpaxa, cvmboamMuKa npeactasa v, Metamn-
31UKO KOHKPETHOCT 2. Y A0MEHY MeTa@r3nuKar je v
rpapuka (tgoay v caH w3 1967. roavHe, y Kojoj ce
AyX 04B0ja 04 Tena, matepujaamsyjyhm notmcHyTa
ceharba y cHoe* Y okBWpy rpagvke, MomyT npo-
30p0, 13A4Bajajy Ce /MK CTapUd WU OpHAMEHTM KOUMa
Ham CpbuHoBMn yKasyje Ha NyT 04 OHOrd KO CaHe@
[0 CHOBO W Ha304 Y CHOBMMO Teso Takohe Mersa
CTaHeA Tes1ecHoCTH, omoryhaeajyhm comum tena Ad
TPOHCMOHYje CBOje acmekTe Uy HOCTU M AQyLITBe-
HOCTV Y OHVIPUUIKO.

33 M. Tywwmh, ,MNocsiepatHa cpnicka rpaguka’, boratctsa
Bu3yesnHe cteapHocty, beorpas: Clio, 1995.

34 F. Paro, “San", Recnik tela, ur. B. Andrile, Z. Boet (prevela 0.
Stefanovi¢), Beograd: Sluzbeni glasnik, 2010, 396.

simultaneously becoming the embodiment of fear, a
symbalic representation, and a form of “metaphysical
concreteness.™* Also belonging to the metaphysical
realm is the print Old Man ond & Dream (1967), in
which the spirit separates from the body, materializ-
ing repressed memoaries in dream form* Within the
print, framed like a window, the image of the old man
and the accompanying ornaments indicate the path
from the dreamer to the dreams and back again. In
dreams, the body likewise changes its states of cor-
poreality, alowing the image of the body to transpose
its aspects of sensudlity and sociality into the onelric

33 M Pusi¢, “Posleratna srpska grafika” (Postwar Serbian
Graphic Art), Bogatstva vizuelne stvarnosti (Treasures of Visual
Redlity), Belgrade: Clio, 1995

34 F Parot, “San” (Dream), in Recnik tels Corps du monde), eds
B. Andrieu, G. Bogtsch, translated into Serbian by 0. Stefanovi¢,
Belgrade: Sluzbeni glasnik, 2010, 396.



0aHoc Tena u npoctopa

Jow jeaaH npobsiem Kou ce MOXe carn1eaat y pa-
aosmma MnageHa CpbuHoBMha jecte Ae@UHMCAHLE
npocTopa, M 10 y Asa cmepa. [peu obyxsata pe-
LWOBOHbE MEOCTOPA YHYTOP CAMOr Meaujd, d Apyru
04HOC Mpema MPOCTOPY CTBOPHOCTV KPO3 CKYLE 3a
MO30VKe W ApYra nMpocTopHa pelersa. Ha rpagvka-
Ma 1 uptexmuma CpbuHosmh npoctop 0bmkyje KPo3
ONCTPAX0BaH-e OO0JeHUM MO/BMA UM OPHOMEHTOM.
XeHCKa (urypa 3ay3vmMa LEeHTPa/HY Nosuuvjy Ha
rpagukamva PoptyHa (1958), ¥ 3eserom (1960) u
Cerrrembap (1960), mpu uemy YMETHUK MpuMerbyije
MEVHUMNE pO3/10raHsa Tend A0 QHATOMCKMX 0bpu-
€O W Ae@UHVLE MPOCTOP MCK/bYU/BO KOO PABHY
BojeHy M0Xy, €O WOXOBCKUM MO/bUMA, YKQACMMA
1 cumbomMmMa Ko ynyRyjy Ha 3Hauersa paaa wam
C/lyXe UMCTO ecTetcko) cBpcv. Ha nojeanHum pa-
A0BMMO BOjeHa Mo/ba MPeKMHYTa Cy Napjama ca
(PUryPaTUBHAM M FEOMETPUICKIM 0b/MUMMA, UiMe Ce
nocxe epekat MefynnaHa. C/mka yHytap ke
npvcyTHa je Ha paaosma /bybasHim (1969), Masm
bakpormc (1964), beorpaacku necHyk w beorpaacku
nectyk 11 (1965), umme ce MPOCTOp rPaPUUKOr /ICTa
NPEVO/IMXOBA C/MKOPCKOM HOUMHY PewaBaHed COMC-
TBEHe CTBOPHOCTHL.

TOKOM AdelieHnja CBOje YMeTHWUKe aKvBHoCM (p-
brHoBMN je Bro ayTop BMWE MO3aWKa, O CKuue 30
MO3aMKe W MPOJeKTe KOJU HICY M3BEeAEHV CBeAOUE O
PO3BMJEHOM OPXMTEKTOHCKOM MPUCTYMY W MEOMWLL-
/b0HbY TPOAUMEH3MOHAHOCTM NpocTopa. Y anepujm
Cpncke akagemvje Hayka 1 ymetHoctv 1998. roguHe
npvpeheHa je n3noxba LpTexa 1 ckuud 30 Mo3au-
Ke 1 Tanucepurje, 0 Y OKBMQY Kataaora 0bjaB/beH je
1 CpbuHosvhes texkct O uptexy r3 1963, aonyrseH
HOBMJUM CTOBOBMMO ¥ PO3MATPOHEMMA O OBOj Te-
Mn* Ho HoBedeHO] 13n10xbW MUCLPNHO Cy MPUKasa-

35 MnageH CpbuHosuh. Liptex v npojekv 3a MO3avik v
tarmcepvjy, beorpaa: Cpncka akaaemmia Hayka 1 YMeTHOCTH,
1998.

The Relationship between Body and Space

Another aspect evident in Miaden Srbinovic's work
is his treatment of space, approached in two distinct
ways: first, the resolution of space within the medium
tself, and second, his engagement with real, physical
space through sketches for mosaics and other spatial
compositions. In his prints and drawings, Srbinovic
structures space through abstraction, using fields
af color or ornament. The female figure occupies a
central postion in prints such as fortuna (1958), In
Green (1960), and September (1960), where the artist
applies principles of reducing the body to its anatom-
ical contours and defines space solely as a flat, col-
ored plane, enriched with chessboards, ornaments,
and symboals that etther convey meaning or serve
a purely aesthetic function. In certain works, these
calor fields are interrupted by figurative or geometric
elements, creating an effect of an intermediate plane.
The “image within the image” appears in works such
as Lovers (1969), Blue Copperplate (1964), Belgrade
Poet, and Belgrade Poet 11 (1965), where the space
af the graphic sheet approaches a painterly mode of
resolving its own reality.

Over the decades aof his artistic career, Srbinavi¢ cre-
ated numerous mosaics, and his sketches for unre-
alized mosaics and projects testify to his developed
architectural sensibilty and ongoing engagement with
the three-dimensionality of space. In 1998, the Gallery
af the Serbian Academy of Sciences and Arts pre-
sented an exhibition of his drawings and sketches for
mosaics and tapestries, accompanied by a catalogue
that included Srbinovit's 1963 text On Drowing, sup-
plemented with more recent reflections on the sub-
Ject* The exhibition offered an extensive presentation
of realized mosaic projects as well as selected works

35 Miaden Srbinovic: Crte? | projekti za mozaik i tapiseriju Draw-
ings and Designs for Mosaic and Tapestry), Belgrade: Serbian
Academy of Sciences and Arts, 1998.

Y 3enieqom [ In Green, 1960
My3ej caspemere ymetHoc, beorpaa /
Museum of Contemporary Art, Belgrade



Jlexeha ourypa ca nogurHy M Horama [Ckvua 3a Berepy) /
Reclining Figure with Raised Legs (Sketch for Venus), 1959
MoveatHo BAacHMWTBO / Private collection

QoptyHa / Fortuns, 1958
My3ej caBpemere ymetHoc1, Beorpag /
Museumn of Contemporary Art, Belgrade

HV PEa/IM30BOHM NMEOJEKTM MO3AMKA, KOO 1 NojeanHw
0040BM 30 MPOCTOPHE NpojekTe. Liptexun nog Hasw-
BuMa (korvwe, 3emrbotoec y (korby w Ckoncka
Xe/e3Hnuka ctaHvya 3 1969, ogHoce ce Ha WCTo-
uMeHn aorafjaj m3 1963, roavHe. OHO WTO M3reaa
KOO CMOMEHVK ~ (POPMUPAH 04 CTyB0BA W, HO OCHOBY
uptexa /lebaehe ourype y 3aTBOPEHOM MPOCTOPY W3
UCTe roaviHe, cabujeHnx Tena y KOHTopauu — y cebn
COXMMA UCTOBPEMEHO NATHsY U TRUYM( HOA, Tpariu-
H/M- gorahajem. Koo Mecto Memopuje, Y no3aauHu
je MpeACTaB/bEHO PA3PYLLEHT 3rpaAd XesesHuuke
CTOHV1LE, KOJO] 0BQj HEM3BEAEHW CMOMEHVIK, €A KOO~
XVIPOHAM (PUrypama /by an UCNOA U OKO Hoerd, mpu-
AQje 3HQUQj TPAMMUHOT, /M W TEUJYMEAHON NPOC-
T0pa cehamsa. Mo3vumia Tena y 0AHOCY Ha MPOCTop
MOCTAB/bEHA Je Y noapeheH MoaoXaj, Ca HAr/AaCKoM
HO MepUenuUVM Kojy MocMatpay “Ma y 3amMuLL/bEHOM
npoctopy. (BECT 0 MecTy UoBeKd HACMPAM MPOCTop-
HUX KoMMo3uupja pesyatat je (pbuHoBmheBor paaa
HO MO3QULWYIMO BE/IVIKOT (POPMATA Y JOBHUM U MW=
BATHWM 0bjeKT M.

for spatial designs. Drawings titled Skopje, Farthquoke
in Skapje, and Skopje Railway Station (all 1969) relate
to the catastrophic 1963 earthquake. What appears
as a monument = formed from columns and, based
on the drawing Floating Figures in an Enclosed Space
(1969), compressed bodies in contortion - exemplifies
both suffering and triumph over tragedy. As a site of
memory, the ruined railway station is depicted in the
background, with this unrealized monument, populat-
ed by collaged human figures beneath and around it,
endowing the site with the character of both & tragic
and triumphant space of remembrance. The bodys
position within space is subordinated, with emphasis
placed on the viewer's perception inside the imagined
environment. The awareness of the human presence
in relation to spatial compositions stems from Srbi-
novic's experience in creating large-scale mosaics for
public and private buildings.



Ckuua 3a VB 1-3 / Sketch for The federal Executive Council -3, 1960
Ara CpbuHosuh / Ana Srbinovié
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30K/byUHa pa3MaTpar-a

Pa3s0j o4Hoca npemMa Teny y rpa@ukama 1 upte-
xuma Mnogena CpbuHoBuha 04 paHMx Meaecetnx
na CBe 40 KPaja LWe3aecetmx roamHa Merbao ce y
CKAO4y €O passojeM Moc/epdtHe rpaguke. Kao
MEUNOAHVK reHepaumie rpa@UuUapa Koja je paawna
HO O0OHOBW PAMUUKOr Meauja 1 KOO0 MPOpecop Ha
AKOAEMUM IMKOBHWX YMETHOCTW, TAe Je MpeaaBado
rpagviky, CpburHoswN je HECYMHEMBO jeaHa 04 K/byu-
HVX /IMUYHOCTW Y UCTOPUIM TPOQUKE AQYre NO/oBUHE
ABOAECETOr BEKA, O Y LUVPEM CMUC/TY U CPncke w
JYroCc/10BeHCKE YMETHUUKE ClieHe. Kpo3 mpumeHy 13-
QOXQJHOr je3wka, 04 /WMPCKOr, MPEeKo eKCnpecuBHOM
A0 CMOONUKOr, 0AHOC MPemMa MEVKa3vBaHY Tend
Y HEr0BOM OMyCy PA3BMIAO CE KPO3 MHTEPECOBaH-E
30 AVBEEreHTHa CTaHea /byAacke npupoae. Oa npsor
JOBHOM MPeACTaB/baHsa Heorpaackoj nybauumn rpa-
(MKOMO  MHCMMPUCOHUM  /IOPKUHOM  MOe3njoM  Kao
/NTEPAPHAM NPEANOWKOM = LUTO je Braa onwTa TeH-
AEHUM|O MOC/1IepaTHe rpa@rke™® — NPeko TparaHa 3a
JEAVNHCTBEHM /IMKOBHM M3pa30M W MPOHO0XeHsa
M M3rpaambe jake MHAVBMAYA/He NOeTKe Y ceamoj
AeteHniy, CpbuHosKh je TOKOM ABe AeKaae opMu-
QOO0 MPEno3HOT/bMB M3pA3, CA /bYACKOM (UIYpPOM
M C/MKOM TeNnd Y HOjWMpeM CMWCAY KOO LeHTpaa-
HOM TemMoM. KOHTVHYMPOHO UCTPOXMBAHSE Y Mpa@yLm
M 0AHOC MPema LPTexy Kao MpoLecy OTKEMBAHSQ,
AENPPOBAHA MOPA/HAX 1 er3UCTEHLMIAHMX MO0~
61ema 1 Ctamsa, Y BUAY CBOJEBOCHE AHEBHWMUKE be-
MEWKe, 30jeAHNUKT je /MHWJa KOja Ce MOXe NMpatm
TOKOM LUesor tor neproaa. Camka xeHe y CpbuHo-
BWNEBO] YMETHMUKO] MPaKC MeHsana Ce 04 epoTckor
MPMKO30 Tena 40 Tena Kao emaHauuvje yHVBep3an-
HVX CTOHO M MCKYCTOBA, CBOAENM XeHCKy @urypy
Ha cmboN M MeTapopy, U3MELLTEHY W3 KOHKPETHOM
BPEMEeHa ¥ MPOCTopd. YMETHUKOBO HenocpeaHo uc-
KyCTBO BOAWIO IO je 04 /MTEPapHUX (OPMM, KO3
PEMVHUCLIEHLIV]E MEOLL/IOCTA U PA3/10raH-e (PU3NUKOT

36 M. NMywwh, ,MocnepatHa cpneka rpagpvka”’, boratctea
Bu3yesHe ctegpHocty, beorpag: Clio, 1995.

Concluding Remarks

The evolution of the representation of the human
body in Miaden Srbinovic's prints and drawings, from
the early 1950s to the late 1960s, unfolded in parallel
with the development of postwar graphic art As a
member of the generation of printmakers who con-
tributed to the renewal of the graphic medium, and as
a professor of printmaking at the Belgrade Acadermy
of Fine Arts, Srbinovi¢ stands as one of the key fig-
ures in the history of graphic art in the second half of
the twentieth century, and more broadly, within the
Serbian and Yugoslav art scenes. Employing a visual
language ranging from lyrical through expressive to
symbolic, his approach to depicting the human body
developed in response to an ongoing interest in the
divergent states of human nature. From his first public
presentation in Belgrade - prints inspired by Lorcas
poelry as a literary point of departure, in line with
broader tendencies in postwar graphic art*® - to his
pursut of a distinctive artistic voice and the estab-
lishment of a strong personal poetics in the 1960s,
Srbinovi¢ shaped, over the course of two decades, a
recagnizable expression centered on the human fig-
ure and the image of the body in its widest sense. His
sustained exploration of printmaking as a medium,
and his treatment of drawing as a process of uncov-
ering and deciphering moral and existential dilemmas
and conditions = akin to a form of diary entry - runs
as a continuous thread through this entire period. The
image of the woman in Srbinovic's oeuvre evolved
from an eratic depiction of the body to the body as
an emanation of universal states and experiences, ul-
timately reducing the female figure to a symbol and
melaphor, detached from any specific time or place.
The artist's direct experience led him from lterary
sources, through reminiscences of the past and the
deconstruction of the physical body, to essential an-

36 M. Pusi¢, “Posleratna srpska grafika” (Postwar Serbian
Graphic Art), Bogatstva vizuelne stvarnosti(Treasures of Visugl
Redlity), Belgrade: Clio, 1995.

Ckori/we | Skopje, 1969

Ana CpbiHosuh / Ana Srbinovie

TeNd, A0 OCHOBHMX OHOTOMCKMX Mepd. XeteporeHe
Kateropuje Koje ce Uy MpeactaB/barsa /byACKOr
TeNd, YeCTo KO0 NPVKa3a nagje, MeTamu3nMUKor 3Ha-
KO, MEUXO/OWKOr CTaHsa WM oapefjeHe atMocpepe
y deny, 04paxXaBdjy Ce y LPTEXMMA W rpa@rkama
Mnaaera CpbrHoBMNG 1 KOPOKTEQWILLY HeeroBO CTBA-
PO/OLTBO LUeCTe 1 ceaMe AelieHuje.

atomical proportions. The heterogeneous categories
related to the representation of the human body - of~
ten as a projection of an idea, a metaphysical sign, a
psychalogical state, or @ particular atmaosphere - are
reflected in Srbinovic's prints and drawings and re-
main defining characteristics of his waork throughout
the 1950s and 1960s.







Aytonoptpet / Self-portrait, 1951
Narodni muzej Kraljevo / National Museum in Kraljevo



IMua / Bird, 1954
Ana Cpburosuh / Ana Srbinovic
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Vinyctpaumja 3a necMy /laHrcToHa Xjy3a 3a jeay LioHy 4eBojky |
llustration for Langston Hughes's Song for a Dark Girl. 1952
Ana CpbiHosuh / Ana Srbinovié



Cetsiocn /| Lights, 1957 Tiec empw [Danse macabre] / Dance of Death [Danse macabre), 1957
Ara CpbuHosuh / Ana Srbinovié Ara CpbuHosuh / Ana Srbinovié



Makezgorckum pytam | Macedonion Rhythm, 1957 Ha besiom |/ On White, 1959
Ana Cpburosuh / Ana Srbinovic My3ej capemeHe ymetHocv, Beorpas /
Museum of Contemporary Art, Belgrade



Liptex 3a /mtorpapujy (Besviko orseaano) /

te collection

Ctyavja aesojke y npasoyracHuky [Orneaano) /
Study of a Girl Within a Rectangle (Mirror), 1955

MPYBATHO BAACHMLITBO / Priva

ography (Big Mirror), 1955

MpuBatHo BAACHWWTBO / Private collection

It

Drawing for i



be3 Hazvea / Untitled, 1961
Ana CpbuHosuh / Ana Srbinovic

ABojimn axt |/ Double Nude, 1960
[a/epuja /IMKOBHE YMETHOCTI MOK/I0H 30upka Pajka Mamyavina /
The Gallery of Fine Arts Gift Collection of Rako Mamuzi¢
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JleBojka nopes nosme v orneaasnua /
Girl Beside the Shelf and the Small Mirror, 1961
Xericka qurypa ca orsieqasiem [(Betsioct y orseaany] / MpvBatHo BAacHWWTBO / Private collection
Female Figure with o Small Mirror (Light in the Mirror), 1959
MpvBaTtHO BAGCHWTBO / Private collection



Xewa v orneaana | Wornan and Mirrors, 1960

MpvBatHo BAacHMwTBO / Private collection Cenrembap | September, 1960

MpuBaTHO BAGCHWWTBO / Private collection



bBeorpaacku necrvk | Belgrade Poet, 1965
My3ej caBpeMeHe ymMetHocv, Beorpaa /
Museum of Contemporary Art, Belgrade




Xopx N1/ Georges 1l 1957
MpvBatHo BAAcHAWTBO / Private collection

Cogpa / Sofra, 1963
My3ej caBpemere ymetHoctw, beorpag /
Museum of Contemporary Art, Belgrade



[nasu bakporvc | Blue Copperplate, 1964
Hapoarn My3ej Kparbeso /
National Museum in Kraljevo

be3 Hazvea / Untitled, 1965
Ana CpbuHosuh / Ana Srbinovic

Coue moje [Yosex koju rwe] /
My Hearth (Man Who Writes), 1965 e B BT S oAt A

HapoaHy my3ej Kpasbeso / Rt o Aapuon- 3 i S aatic mhﬂa;: f
National Museum in Kraljevo e R St e
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Y3Hemvpera orsieqana | Disturbed Mirrors, 1967
Ana CpburHouh / Ana Srbinovic
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IMospatak 11/ Return 11 1967

Ana Cpburosuh / Ana Srbinovic beorpagckv niechvk 1/ Belgrade Poet 1965

Ana Cpburoswh / Ana Srbinovic



/Ba novsnaa / Two Apparitions, 1968
Ana Cpburosuh / Ana Srbinovic

Crpax / feor, 1969
My3ej caspemere yMetHocw, beorpaa /
Museum of Contemporary Art, Belgrade
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] A Ara CpbuHosuh / Ana Srbinovie

/byéasHmm | Lovers, 1969
Ana Cpbuosuh / Ana Srbinovic L
Crpax (Ynnaweral / fear (Frightened), 1967 ot & S R !.',"‘f-f'l'" oI
Ara Cpbwroevh / Ana Srbinovic s WY - A



JaHoBa Aywa xp/m Ka cMvoajy AGHG —
Koartas ctpun o maazaom Jory |

Jan's Soul Hastens toward the

Calm of the Day’s End

(Short Comic Strip about Young Jon), 1969
Ana CpbuHosuh / Ana Srbinovic




Yeton esmrice (Cty.amja 30 /byacka Ao6a) | Four Elipses (Study of Human Ages), 1967
Ana CpbuHowh / Ana Srbinovic

/lebaehe gurype y 3atBopeHom ripoctapy (Ckuua 3a camky] /
Floating Figures in an Enclosed Space [Skeltch for a Painting), 1969
Ana Cpburosuh / Ana Srbinovic



Ty

emywotpec y Ckonswy ca Tom taukel / Earthquake in Skopje (with Three Dots), 1969
Sembotpec y Ckorby [ Earthquake in Skopje, 1969 Ana CpbrHoswh / Ana Srbinovic
Ana CpbuHosuh / Ana Srbinovic
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Ckorywe | Skopje, 1969
Ana Cpburosuh / Ana Srbinovic

Ckoricka xesesHnuka ctanmua | Skopje Railway Station, 1969
Ana Cpburosuh / Ana Srbinovic



berewka 3a nospatak bayaHor cvHa [ Sketch for The Return of the Prodigal Son, 1970

Ara CpbuHoswh / Ana Srbinovié



brorpapu]a

biography
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MaaaeH CpbuHosuh v BojeLw, Hiw, 10. mapt 1946. /
Mladen Srbinovi¢ in army, Ni$, 10. March 1946

nageH CpbuHosvh poheH je 29, Hosembpa
M1925. y Cywwvum koa locvBapd, AQHAWHSG

CeBepHa MakeaoHwja. C mopoaviiom ce 1930
roamHe cenm y beorpoa, rae 3oBpwasa OcHOBHY
wkony ,Kpasb AnekcaHaap 1. Y neproay 1940-1944.
noxaha cavkapcky wkony MaaaeHa Jocvha. Matypu-
pao je 1943. y 1l MyLLKoj rumHa3vjm y beorpaay, a Beh
Crieaehe roavHe MobuaMcaH je 1 nocaat Ha Cpemcku
(PPOHT. JdemobrancaH je y mapty 1947.

o noBpatky y beorpaa yrmcyje Akagemujy AMKoB-=
HX ymetHoc (A/1Y), rae ctyavpa koa Heperbka
[Bo3aeHoBuha, VBaHa Tabakosuha, Kocte XakmaHa,
/bybuue Cokmh 1 Muxamna Metposa. Tokom Ctyava,
1948. 1 1949, yuectByje Ha n30xbama pPaAoBa CTY-
AeHata A/IY 'y YMETHWUKOM naBW/boHY Y beorpa-
ay. Avnnomupa 1951, o HopeaHe Age roavHe noxaha
CNeumjasHm Teyaj Ko npopecopa MBo3aeHosmna.

Oa 1953, GKVBHO CTyNQ HO YMETHUUKY CLeHy Kado
UNaH papUUKOr KONeKTBA, YApYXeHsa /IMKOBHMX
ymetHrka Cpbuje (Y/1YQ) n rpyne Camoctasntn. /Be
roAvHe KacHvje noctaje jeadH o4 ocHuBaua Jetem-
bapcke rpyne, y Kojoj he cTBOpaAQUKM Aea0BATM CBE
A0 HeHor rawersa 1960. roanHe.

0a 1954 na ToKoM HOpeaHUX MeTHOecT roavHa bopa-
BW HQ BPOJHMM CTY AVJCKMM My TOBOHSMMA W Y CaBOLLA-
BOHBMMO Y MHOCTPAHCTBY: Y Wtamjm (1954), Mapusy
v /loracHy (1955) kao cineHavicta Baaae HP Copbuie,
noHoBo Y Mapw3y (1957), y Mosbekoj (1958) v ton me-
ceua y /loHaoHy (1958) kao cwineHancta BoHaa 3a
yHanpeherse AMkosHe ymMetHoctv , Mowa lMjage”, @
3aim 1969. vy WBeackaj, rae npuper)yje 1 camoctan-
Hy 1310X0Y.
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laden Srbinovic was born on November 29,
M1925, in Susica near Gostivar, in what is now

the Republic of North Macedonia In 1930, his
family relocated to Belgrade, where he completed
elementary school at “King Alexander 1" From 1940
to 1944, he studied painting at Miaden Josi¢'s private
schaal n 1943, Srbinovic graduated from the 1l Male
Gymnasium N Belgrade, and the following year he
was mobilized and sent to the Syrmian Front. He was
demobiized in March 1947.

Upon returning to Belgrade, Srbinavic enrolled at the
Academy of Fine Arts (ALU) in Belgrade, where he
studied under Nedeljko Gvozdenovic, Ivan Tabakovic,
Kosta Hakman, Lubica Sokic, and Mihallo Petrov. During
his studies, he participated in the ALU student exhibi=
tions of 1948 and 1949 at the Art Pavilon in Belgrade.
He graduated in 1951 and continued for two years in a
special course under Professor Gvozdenovic

From 1953, Srbinovic became an active participant
in the contemporary art scene as a member of the
Graphic Collective, the Association of Fine Artists of
Serbia (ULUS), and the Independents group. In 1955,
he co-founded the December Group, with which he
exhibited regularly until its dissolution in 1960.

Between 1954 and 1969, Srbinovic undertook nu-
merous study trips and residencies abroad, includ-
ing ltaly (1954): Paris and London as a scholar of the
National Republic of Serbia Government (1955); Paris
again (1957); Poland (1958} a three-month residency
in London through the "MoSa Pijade” Fund for the
Advancement of Fine Arts (1958); and Sweden (1969),
where he held a solo exhibition.



Meaarowkm pagd Ha A/TY 3anoumnkbe 1953. KO0 aCUCTEHT.
30 AoueHta je m3abpaH 1957, 30 BOHPeAHOr MPEOMEeco-
pa 1963, AoK je y 3BOHE PeAOBHOr NMEOPecopa 13abpaH
1972. roavHe. [lyxHoct gexaHa 0baB/bao je o4 1969, ao
1971, roanHe.

Tokom 1960-1x 1 1970-Mx MHTEH3VBHO M3/10Xe Y 3eM/bU
W MHOCTPOHCTBY, 0cBajajyhm bpojHe Harpaae. Mopea camn-
KOpCTBA W rpa@vike, BaBMO ce 1 WAYCTPaLUMiOM, BUTPA-
XOM, TANMCepUjoM 1 MO3QVKOM. Hberosa MOHYMeHTaHa
£1eN0 NOCTAB/bEHA CY Y MHCTUTYLWIOMO LUVPOM 3EM/bE.

3a gonmcHor unaHa Cpncke akagemuje HOyKa 1 ymet-
Hoctv (CAHY) n3abpa je 1981, a 3a peaosHor 1988. roan-
He. 04 1990-1x aKBHO yuectByje y BpajHAM Ky ATy pHAM
v akagemckum teammva, a 2003, noctaje notnpeaceaHnk
CAHY n twtynapHm unaH EBpomcke akogemuje ymet-
HOCTV, HOYKQ ¥ XYMOHUCTUUKMX HOYKQ.

MpemuHyo je y beorpoay, 12. maja 2009, rae je v ca-
XPaHseH, Y Aneju 3acayxHux rpafjaHa Ha HoBom rpobrby.

CamMoctasiHe u3/oxbe

1953.

Beorpaa, Fanepuja Mpaguukor kosekvea (ca CtojaHom he-
nvihem 1 Botukom Kapaxosuhem)

1955.

Beograd, Graficki kolektiv, Karanovi¢, Srbinovic, Celi. Grofike
Novi Sad, Galerija Matice srpske, Karanovi¢, Srbinovic, Celi¢
Grafike

Cmesaepeso, MvHasva (ca M. Capvihem)

beorpaa. lanepuja Y/1YC

1955/56.

Hosw Coa, TpubuHa Maaamx

1957.

Beorpaa, Fanepuja Mpapuukor Konektvea (ca b. KapaHosrihem
v C. Tesvhem)

1959.

Zagreb, Kabinet grafike JAZU, Celi¢, Karanovi¢, Srbinovic
1960.

Ckonje, PabotHMUkM aom

1961.

Beograd, Salon Moderne galerije, Srbinovic

1966.

Huw, 3n10x6eHn nasuboH Yy Tephasu

1967.

Beorpaa, Manepvja Aoma JHA

Srbinovi¢ started his academic career as an assistant at the
Academy of Fine Arts in 1953 He was appointed assistant
prafessor in 1957, associate professar in 1963, and full pro-
fessar in 1972 He served as dean of the Academy from 1969
to 1971 and retired in 1985.

During the 1960s and 1970s, Srbinovic exhibited widely in Yu-
goslavia and internationally, receiving numerous awards. In
addition to painting and printmaking, he worked in flustration,
stained glass, tapestry, and mosaic. His monumental works
are represented in institutions throughout the country,

In 1981, he was elected a corresponding member of the Serbi-
an Academy of Science and Arts (SASA), and in 1988 became
a full member of the Department of Fine Arts and Music From
the 1990s onward, he served on numerous cultural and aca-
demic committees, and in 2003 was appointed vice president
of SASA and a titular member of the European Academy of
Arts, Sciences, and Humanities

Srbinovic passed away in Belgrade on May 12, 2009, and
was interred at the Alley of Distinguished Citizens in the New
Cemetery.

Solo Exhibitions

1953

Belgrade, Graphic Collective Gallery (with Stojan Celi¢ and Bogko
Karanovic)

1955

Belgrade, Graphic Collective, Karanovi¢, Srbinovic, Cel¢. Prints
Novi Sad, Gallery of Matica Srpska, Karanovi¢, Srbinovic, Celi¢
Prints

Smederevo, Gymnasium (with M. Saric)

Belgrade, ULUS Gallery

1955-56

Novi Sad, Youth Forum

1957

Belgrade, Graphic Callective Gallery (with S. Celi¢ and B. Karanovic)
1959

Zagreb, Prints and Drawings Cabinet of the Yugoslav Academy
of Science and Arts, Celi¢, Karanovi¢, Srbinovi¢

1960

Skopje, Workers' Union Building

1961

Belgrade, Salon of the Modern Gallery, Srbinovic

1966

NiS, Pavilion in the Fortress
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Mnaaen CpbuHosuh y AOHAOHy_, 1958. /
Mladen Srbinovi¢ in London, 1958




1968.

Beograd, Salon Muzeja savremene umetnosti, Mlagen Srbinovic
1969.

Stackholm, Galleri Scandinavia, Mladen Srbinovic

1970.

Halland, Hallands Museum, Miaden Srbinovic

1973.

Novi Sad, Galerija savremene likovne umetnosti, izlozbene
prostorije Galerije Matice srpske, Miaden Srbinovic

Huw, Fanepmja caBpemeHe YMETHOCTH

1974.

Beograd, Galerija Kulturnog centra Beograda, Srbinovic
1974-1975.

Cpemcka Mutposmua, Fanepwja ,./lasap Bosapesuh”

1981.

Beograd, Muzej savremene umetnosti, Mladen Srbinovic.
Retrospektivna izlozba 1950-1980.

1982.

Hosu Caa, Manepurja /MKoBHE YMETHOCTV MOK/0H 3bmpka Pajka
Mamyauha, ¥ vact hype Jakwwha. MaageH CobuHosuh. V310x6a
CWKa

1984.

/leckoBaL, anepuwja HapoaHor My3eja, M3/10x6a rpapuka
1985.

beorpaa, Fanepuja CARY, loxutaj, rpewwHy CuHaamHe

1988.

KpyLwesau, YmetHnuka ranepuja ,Kpywesay', MagaeH CobuHo=
Buh

1991.

Macksa, l'anepuja Akagemmie Hayka 1 ymetHoctv, Myp Maaaeqa
CobyHoBmua

1995.

Hosu Caa, Manepmrja MKOBHWX YMETHOCTV MOKA0H 3bvpka Pajka
Mamyauha, Camke 1985-1995.

Yauak, YmetHuuka ranepuja ,Hoaexaa Metposuh”, Cavke
1985-1995

1996.

Moxapesaw, Hapoarn my3ej

Anawh, Fanepwja ,Mearnaap”, Cvkgoctso MaaaeHa CpbuHosmha
1997.

Ckomje, /kosrmn canoH MAHY, Cavkim - mpuctanHa w3/ox6a
1998.

beorpaa, Manepuja CAHY, MaaaeH CobuHouh. Lijptex v mpojekt
30 MO3aVIK W TGrcepujy

2001.

beorpag, Manepuja , Xapuama”, XeHa

2005.

beorpag, Fanepuja CAHY, Maaaer CpbuHosuh. Crvke

2006.

Hosu Cag, OrpaHak CAHY, Tanepuja , Platoneum’”, Magaeq
Cpburosuh

Yxviue, poacka ranepuja Yxuue

1967
Belgrade, Gallery of the Central Miltary Club
1968
Belgrade, Salon of the Museumn of Contemporary Art, Maden Srbi-
novic
1969
Stockhalm, Galleri Scandinavia, Mladen Srbinovic
1970
Halland, Hallands Museum, Miaden Srbinovic
1973
Novi Sad, Gallery of Contemparary Fine Arts, Exhibition spaces of
the Gallery of Matica Srpska, Miaden Srbinovic
NiS, Gallery of Contemporary Fine Arts
1974
Belgrade, Gallery of the Cultural Centre of Belgrade, Srbinovic
1974-75
Sremska Mitrovica, “Lazar Vozarevi¢” Gallery
1981
Belgrade, Museum of Contemporary Art, Mladen Srbinovic. Retro-
spective Exhibition 195019580
1982
Novi Sad, The Gallery of Fine Arts Gift Collection of Rako Mamuzi¢,
In Honor of Dura Jeksic Miaden Srbinovic. Exhibition of Painfings
1984
Leskovac, National Museum Gallery, Exhibition of Prints
1985
Belgrade, SASA Gallery, Make Haste, Sinful Sinadin
1988
KruSevac, Art Gallery “KruSevac’, Miaden Srbinovic
1991
Moscow, Gallery of the Academy of Sciences and Arts, The World
of Mladen Srbinovic
1995
Novi Sad, Gallery of Fine Arts Gift Collection of Reko Mamuzi¢,
Paintings 1985-1995
Catak, Nadezda Petrovic Art Gallery, Paintings 1985-1995
1996
Pozarevac, National Museumn Pozarevac
Apatin, Meander Gallery, The Paintings of Miaden Srbinovic
1997
Skopje, Fine Arts Salon of the Macedonian Academy of Sciences
and Arts, Paintings = Admission Exhibition
1998
Belgrade, SASA Gallery, Mladen Srbinovic. Drawing and Prajects for
Mosaic and Tapestry
2001
Belgrade, Harizma Gallery, Woman
2005
Belgrade, SASA Gallery, Mladen Srbinovic. Paintings
2006
Novi Sad, SASA Division, Platoneum Gallery, Miaden Srbinovic
Uzice, City Gallery
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I'pynHe u3nombe - n3bop

1953.

Beograd, Muzej primenjene umetnosti, Sto listova
jugoslovenske moderne grafike (iz kolekcije Komisije za
kulturne veze sa inostranstvom)

Sao Paulo, Rio de Janeiro, Buenos Aires, Santiago de Chile,
Montevideo, 100 estampes yougoslaves modernes; Athina,
Thessaloniki, Iserlohn, Hagen, Passau, Bonn, Berlin,
Warszawa

1954.

Zagreb, Umietnicki paviljon, Samostalni

Beograd, Umetnicki paviljon, 1izloZba jugoslovenske grafike
SLUI

Lugano, Villa Ciani, Tl Mostra Internazionale di Bianco e Nero
Cincinnati, The Cincinnati Art Museum, Third International
Biennial of Contermporary Color Lithography

Venezia, XXVII Biennale Internationale dArte

1954/55.

Beograd, Galerija Doma INA, Iz miade slikarske generacije
1954-1955.

1955.

Ljubljana, Moderna galerija, I mednarodna graficna razstava
Alexandria, Musée des Beaux-Arts, Premiere Biennale de la
Méditerranée

beorpaa, YMetHnuku nasu/boH, Jeuembaocka rpyrna

1956.

Sarajevo, Umjetnicki paviljon, Decembarska grupa
Beograd, Umetnicki paviljon, Decembarska grupa Beograd
1957.

Ljubljana, Moderna galerija, I mednarodna graficna razstava
beorpaa, YmMetHnuku naBu/boH, Jeuembaocka rpyna

1958.

Warszawa, Galeria Sztuki, Grupa Decembarska

Zagreb, Umietnicki paviljon, Decembarska grupa Beograd
bearpaa, YMetHuukin naBusboH, Ocva ms/oxba , [eLiembap-
cke rpyne” beorpaa

Grenchen, Kunsthaus, 1 Infernationale Triennale fir farbige
Originalgraphik

1959.

Ljubljana, Moderna galerija, /Il mednarodna graficna razstava
fleHnHrpaa, 3pmutax, CoBpemeHHas rpapyka Kroc/ asm
Kves, CoBpemerHasi rpapvka Kroc/iasm

MockBa, BbicTaBouHble moMeLLeHns Ha Ky3HeLKom Mocty,
CoBpemerHas rpapuka torocaasmm

Zagreb, Moderna galerija JAZU, Umjetnost u revoluciji
1960.

Zagreb, Kabinet grafike JAZU, 1 zagrebacka izlozba grafike
[NoHueBo, Hapoanwn my3e), JeLiembapcka rpyna beorpas
Yaouak, CBeuaHa ABOpaHA rumHa3ve, Memopuian Hagexae
[Metposuh
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Selected Group Exhibitions

1953

Belgrade, Museum of Applied Arts, One Hundred Sheets

of Modern Yugoslav Graphic Art (from the Commission for
Cultural Relations with Foreign Countries collection)

S&o Paulo, Rio de Janeiro, Buenos Aires, Santiago de Chile,
Montevideo, 100 eslarmpes yougoslaves modernes. Athens,
Thessaloniki, Iserlohn, Hagen, Passau, Bonn, Berlin, Warsaw
1954

Zagreb, Art Pavilion, Independents

Belgrade, Art Pavilion, First Exhibition of Yugoslav Prints of the
Association of Fine Artists of Yugoslavia

Lugano, Vila Ciani, 1l International Exhibition Bianco e Nero
Cincinnati, Cincinnati Art Museum, Third International Biennial
of Contemporary Color Lithography

Venice, XXVII International Art Biennale

1954-55

Belgrade, Gallery of the Central Miitary Club, From the Young-
er Generation of Painters 1954-1955

1955

Ljubljana, Modern Gallery, ** international Exhibition of Prints
Alexandria, Museum of Fine Arts, First Mediterranean Blen-
nale

Belgrade, Art Pavilion, December Group

1956

Sargevo, Art Paviion, December Group

Belgrade, Art Pavilion, December Group Belgrade

1957

Ljubljana, Modern Gallery, 2™ International Exhibition of Prints
Belgrade, Art Pavilion, December Group

1958

Warsaw, Gallery Sztuki, December Group

Zagreb, Art Pavilion, December Group Belgrade

Belgrade, Art Pavilion, Eighth Exhibition of the “December
Group” Belgrade

Grenchen, Kunsthaus, First International Triennial of Colour
Print

1959

Ljubljana, Modern Gallery, 3¢ International Exhibition of Prints
Leningrad, State Hermitage Museum, Contermporary Yugoslay
Prints

Kiev, Contermporary Yugoslav Prints

Moscow, Contermporary Yugoslav Prints

Zagreb, Modern Gallery of the Yugoslav Academy of Scienc-
es and Arts JAZU), Art in the Revolution

1960

Zagreb, Prints and Drawings Cabinet of the Yugoslav Acad-
emy of Sciences and Arts JAZU), First Zagreb Exhibition of
Yugoslav Prints

Pancevo, National Museum, December Group Belgrade



MnaaeH CpbuHosmh BEY, MoueTak Ceaamaec

Miaden SgRinovic in SHEio, eWOs

Beograd, 1zlozbeni paviljon, Oktobarski salon

New York, The Solomon R. Guggenheim Museum,
Guggenheim International Award

beorpaa, YMetHnuku nasusboH, Jeuembgocka rpyna
Tokyo, National Museum of Modern Art, 2% Infernational
Biennial Exhibition of Prints

1961.

Beograd, Beogradski sajam, [ trijenale likovnih umetnosti
Ljubljana, Moderna galerija, 1V mednarodna graficna razstava
Sao Paulo, Museu de Arte Moderna, VI Bienal

Alexandria, Musee des Beaux-Arts, IVeme Biennale
dAlexandrie des Pays Méditerranéens

1962.

Venezia, XXXI Biennale Internationale d’Arte

Beograd, Izlozbeni paviljon, Oktobarski salon

1963.

Beograd, 1zlozbeni paviljon, Okfobarski salon

New York, The Brooklyn Museum, 22" International
Watercolor Biennial

1964.

Beograd, Beogradski sajam, /I {rijenale likovnih umetnosti
Beograd, 1zlozbeni paviljon, Oktobarski salon

1965.

Lausanne, Musee cantonal des Beaux-Arts, 2¢ Biennale
internationale de la tapisserie

Ljubljana, Moderna galerija, VI mednarodna graficna razstava
Beograd, Muzej savremene umetnosti, Jugoslovenska grafika
20. veka

Beograd, 1zlozbeni paviljon, Okfobarski salon

Tokyo, Metropolitan Art Gallery, The Eighth International Art
Exhibition of Japan

Biella, Circolo degli Artisti, Premio Internazionale Biella per
lincisione

San Marino, Palazzo del Kursaal, 5° Biennale Internazionale
dArte Contemporanea

1966.

Beograd, 1zlozbeni paviljon, Oktobarski salon

1967.

Beograd, Beogradski sejam, 11l trijenale lkovnih umetnosti
Biella, Circolo degli Artisti, Prermio Internazionale Biella per
lincisione

1969.

Beograd, Galerija Kulturnog centra, Kriticari su odabrali
Barcelona, Palau de la Virreina, VIl Premi Internacional Dibuix
Joan Miro

1980.

Beograd, Muzej savremene umetnosti, Jugoslovensko
slikarstvo Seste decenije

1985.

Beograd, Muzej savremene umetnosti, Jugoslovenska grafika
1950-1980

219

Catak, Gymnasium Hall, NadeZda Petrovic Memorial
Belgrade, Exhibition Pavilion, October Salon

New York, Sclomon R. Guggenheim Museum, Guggenhein
International Awerd

Belgrade, Art Pavilion, Decernber Group

Tokyo, National Museum of Modern Art, 2% nternational Print
Biennale

1961

Belgrade, Belgrade Fair, 1 Triennale of Fine Arts

Ljubljana, Modern Gallery, 4" International Exhibition of Prints
Sao Paulo, Museum of Modern Art, 6" Infernational Biennale
Alexandria, Museum of Fine Arts, 4" Mediterranecn Biennale
1962

Venice, XXXI International Biennale of Art

Belgrade, Exhibition Pavilion, October Salon

1963

Belgrade, Exhibition Pavilion, October Salon

New York, Brooklyn Museum, 22 Infernational Watercolor
Biennial

1964

Belgrade, Belgrade Fair, /I Triennale of Fine Arts

Belgrade, Exhibition Pavilion, October Salon

1965

Lausanne, Regional Museum of Fine Arts, 2% International
Blennale of Tapestry

Ljubljana, Modern Gallery, 6" International Exhibition of Prints
Belgrade, Museum of Contemparary Art, 20" Century Yugo-
slav prints

Belgrade, Exhibition Pavilion, October Salon

Tokyo, Metropolitan Art Gallery, 8" International Art Exhibition
of Japan

Biella, Artists Circle, Infernational Biella Prize for Printmaking
San Marino, Palazzo del Kursaal, 5" International Biennale of
Contermporary Art

1966

Belgrade, Exhibttion Pavilion, The October Salon

1967

Belgrade, Belgrade Fair, /Il Triennale of Fine Arts

Biella, Artists' Circle, International Biella Prize for Printmaking
1969

Belgrade, Gallery of the Cultural Centre, Critics have Chosen
Barcelona, Palau de la Virreina, VIl Premi Internacional Dibuix
Joan Miro

1980

Belgrade, Museum of Contemporary Art, Yugoslav Painting of
the Sixth Decade

1985

Belgrade, Museum of Contemporary Art, Yugoslav Printmak-
ing 19501980

1994

Belgrade, Museum of Contemporary Art, Bakkan Easterners
of Serbian Painting of 20th Century



1994.

Beorpaa, My3ej caBpemveHe YMETHOCTW, Ba/IKGHCKY UCTOUHYI=
um cprickor cmkapctsa Z0. Beka

1995.

Beorpaa, My3ej caBpemere ymetHoctv, (avkaoctso y Cpbujn
= Vil v IX geuermja

beorpaa, Manepuja . Zepter”, Jeuembapcka rpyna: mocse
UeTpAeCeT roavHa

20M.

beorpaa, Manepuja CAHY, CaBpemer MaKeaoHCKy /MKOBHM
YMETHULW — Beorpaacka LWkoaa

2014.

beorpaa, Fonepuja Aoma Bojcke, (eqam yMeTHVKa: napasie=
/16 C/WMKAPCTBA 1 Tarvcepuje

2017.

Hosu Cag, aneprja AMKOBHYX YMETHOCTV MOK/IOH 301pKa
Pajka Mamy3vha, Ceqam ymetHvKa: napasese C/mKkapctaa v
tanvcepuje

2022.

Yxwvue, Mpaacka ranepvja, Y Besmkom wopmaty = Cavke
akagemvka [20. Bex]

2024.

Hoeu Caa, [anepurja MKOBHUX YMETHOCTM MOK/I0H 30MpKa
Pajka Mamy3vha, Beswmkux ceaam

Mosaunum u BUTPAXKN

1962.

(tBaparse Hose Jyrocsasuje, Manata eaepauvie (Manata
(VB-a), Beorpaa

1966.

banaaa o bacHm, My3ej peBonyumje bocHe 1 XepuerosuHe
(aaHac Xuctopuicku my3ej brX), Capajeso

1971.

Livknyc 3uanmx mMo3auka Y c1asy KpylueBLa, cBeuaHa cana
(O KpyLuesaw

1975-1976.

Oaa xviBoty @ XvBOT je caH, Pexabuantaumony LieHtap,
am3urpaacka bansa

1978.

04 nyka 40 /bybuumie, pecTopaH APYLUTBEHe 1CXpaHe
VHayctpuje oaehe Moy Maj”, Mupot (13ropeo 1991)

1979.

[Motewkahe ca c/oBom A w [NpeHoc Tpaanumie, 3rpaaa PTb,
KowytHsak, beorpaa

1982.

/lBa MaHba MO3avka 3a LpkBY (B. Hukone, Pyma
1985-1988.

Mo3samk y CO KpylueBaL, 1 Tpu BUTPAXA 30 MCTV MPOCTOP
1989.

SawmmtHmk Tepasmja, 3rpaaa VHeect baxke, beorpag,

1995

Belgrade, Museum of Contemparary Art, Panting in Serbio =
VIll and IX Decade

Belgrade, Zepter Gallery, December Group: After Forty Years
20M

Belgrade, SASA Gallery, Contermporary Macedonian Artists =
Belgrade School

2014

Belgrade, Gallery of the Central Military Club, Seven Artists:
Foarallels of Art and Tapestry

2017

Novi Sad, Gallery of Fine Arts Gift Collection of Raka Mamuzic,
Seven Artists: Parallels of Art and Tapestry

2022

Uzice, City Gallery, Large-format = Paintings of Acadermnicians
(20th Century)

2024

Novi Sad, Gallery of Fine Arts Gift Collection of Rajko Mamuzi¢,
Great Seven

Mosaics and Stained-Glass Works

1962

Creation of the New Yugoslavia, Palace of the Federation
(Palace of the Federal Executive Council), Belgrade

1966

Bosnian Ballad, Museum of the Revalution of Bosnia and
Herzegovina (today, History Museum of Bosnia and Herze-
goving), Sargjevo

1971

Cycle of Wall Masaics To the Glory of Krusevac, Auditorium of
the Municipal Assembly, KruSevac

1975-76

Ode (o Life, and Life is a Dream, Rehabilitation Centre, Gamzi-
gradska Banja

1978

From Onion to Violet, Canteen of the Clothing Industry “First
May’", Pirot. Destroyed in a factory fire, 1991

1979

Difficulties with the Letter A and Transmission of Tradition,
RTB Buiding, KoSutnjak, Belgrade

1982

Two smaller masaics for St Nicolas Church, Ruma
1985-1988

Masaic at the Municipal Assembly of Krusevac and three
stained-glass windows for the same space

1989

Patron of Terazie, Invest Bank Building, Belgrade

1992-93

Mosaic lcons of Christ Enthroned and Madonna with Christ
Chid Enthroned, Zita Monastery (removed in 1995)
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Grey, I'léueTGK cegamMmaecetx /

Mladen Srbinovic in studio, 197@8"

f




1992-93.

MNpectoHe Mo3anuke UKoHe Xpucta 1 boropoauLie ca Xpuctom
[euaKoM, mMaHactvp Xuua [yKnor—beHe 1995)

2001.

Ceaam Butpaxa y xony ucnpea (seuaqe cane CAHY

2002.

Mo3auk 3a Buay Ema” (Kyha ymetHoctn) Maasewe Jamko-
suh-Llentep, Aeanroe, beorpaa

2004-2005.

Ty Beamka mMo3avka y CBeuaHoj caam CAHY, beorpaa

Harpage u npusHara

1958.

OxTobapcka HarpaAa 3a rpaerky

1960.

Mpemwvija 3a rpapuky Ha [1pBoj 3arpebauko] 13oxbu jyrocao-
BEHCKe rpapuke

Harpoaa 3a cavkapctBo Ha Memopujany Haaexae Metposuh
y Yauky

1961.

Harpoaae 3a cavkapctBo Ha [MpBOM TpMjeHany AVKOBHE YMET-
Hoctn y beorpaay

OtkynHa Harpaaa 3a cAvkapcTso Ha Lectom mefyHapoaHoM
tujerany y Cao lMayny

[lpyra Horpa4a 3a C/MKAPCTBO HO YeTBPTOM MeaVTePaHCKOM
brjeHany y AnexcaHapuju

MpBa HarpaAa Ha Jyroc/I0BEHCKOM KOHKYQCY 30 3WAHY KOM-
noauumjy 3rpaae CasesHor u3spluHor Beha y Beorpaay (C/B)
1965.

Harpaaa 3a camvkapcteo Ha Lectom Oktobapckom canoHy
1970.

MpBa HarpaAa Ha KOHKYPCY 30 3uaHy Komno3svumjy CO Kpy-
LesaLl

MpBa HArpaAa 30 C/IVKAPCTBO YMETHUUKE KooHuje Y Crhesy,
Huw

1974.

OxTobapcka Harpaaa rpaaa beorpoaa

1982.

Harpoaa CamoynpaBHe MHTepeCHe 3ajeaHuLe Kyatype rpaad
beorpaaa

1984.

Ceamojyncka Harpaaa CP Cpbuje 30 goctvrHyha o4 onwwter
3HQUT)O 30 PA3BOj /MKOBHUX YMETHOCTU

2001.

Bykosa Harpaaa

Oabuvo Ag mpuMmn Harpaay 3/1aTHy beouyr Ky Aty pHo-npocBeT-
He 3ajeaHve beorpaaa 3a 2000. roavHy

2002.

Kbyu rpaaa KoyuwesLa, y okBupy BuaoBAGHCKUX CBEUTHOCTY
bes10BoACKa pO3eTA 30 U3Y3eTaH AOMEUHOC CPMCKO] KYATYpu
1 YMETHOCTUN

2001

Seven stained-glass windows in front of the SASA Salemn Hall
2002

Mosaics for Madlena Jankovic-Zepter's Vila £ma (House of Art),
Dedinje, Belgrade

2004-05

Three large stained-glass windows in the SASA Solemn Hall,
Belgrade

Awards and Honours

1958

October Award for Printmaking

1960

Premia for Printmaking at the First Zagreb Exhibition of Yugoslav
Prints

Award for Painting at the NadeZda Petrovic Memorial, Catak.
1961

Award for Panting at the 1 Triennale of Fine Arts, Belgrade
Purchase Prize for Painting at the 6" International Biennale, Séo
Paulo

Second Award for Painting at the 4™ Mediterranean Biennale,
Alexandria

First Award at the Yugoslav Competition for Wall Composition for
the Federal Executive Council Building (SIV), Belgrade

1965

Award for Painting at the Sixth October Salon, Belgrade

1970

First Award at the Competition for Wall Composition for the Munic-
ipal Assembly, Krusevac

First Award for Painting at Si¢cevo Art Colony, Ni3

1974

City of Belgrade October Prize

1982

Sel-Managing Cultural Interest Community of the City of Belgrade
Award

1984

Seventh of July Award of the Federal Republic of Serbia for
Achievernents of General Significance in the Development of
Visual Arts

2001

Vuk Award

He declined the Zlatni Beotug Award from the Cultural and Edu-
cational Community of Belgrade for the year 2000

2002

KruSevac City Key Honor, as part of the Vidovdan Ceremonies
The Belovoda Rosette Award for Outstanding Contribution to
Serbian Culture and Arts
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Mnager CpbuHoBvn, Kpaj AeBeaecetvix roavHa /
Mladen Srbinovi¢, late 1990s




Katanor / Catelogue

* 03Haka rnopea nereHau oapef]eHle C/KQ Yy Kdtasory 04HocK Ce Ha Adena KOjCI Cy 1310XeHa y

anepum CAHY tokom Tpajarea 13noxbe.

* The designation of certain captions of particular paintings in the catalogue refers to works that will be

exhibited at the SASA Gallery for the duration of the exhibition.

Aytonoptpet / Self-portrait, 1951
/MTOTPaVia Ha Marmpy /
itography on paper, 26 x 19 cm
Hapoarm my3ej Kpasbeso /
National Museum in Kraljevo

Wnyctpauvja 3a necmy /laHrctoHa Xjy3a

.30 jeary upHy aesojky” | Nustration for
Langston Hughes's “Song for a Dark Girl”1952
Tyll, 0/10BKa Ha narmpy / India ink, pencil on
paper, 29 x 41 cm

Ana CpbuHouh / Ana Srbinovié

* Wnyctpauuja 30 HesepHy xeHy |
Nustration for The Unfaithful Wife, 1952
AVTOrpagMia Ha nanvpy /

litography on paper, 22,5 x 26 cm

JWACT U3 Mare HeBepHa xeHa /

print from the portfolio The Unfaithful Wife
Ara Cpburosuh / Ana Srbinovic

* Wnyctpaumja 3a HesepHy XeHy /|

Nustration for The Unfaithful Wife, 1952
Avtorpaguia Ha nanvpy / litography on paper
43,5 x 26 cm

JWCT U3 Mare HeBepHa xeHa /

print from the portfolio The Unfaithful Wife
Ana CpbuHosuh / Ana Srbinovié

* HesepHa xera [ The Unfaithful Wire, 1952
OKBOTVHTO Ha marvpy / aquatint on paper
375x26m

/ICT U3 Mane HeseoHa xeHa |

print from the portfolio The Unfaithful Wife
My3ej caBpemMeHe ymetHocv, beorpas /
Museum of Contemporary Art, Belgrade

* HesepHa xera [ The Unfaithful Wife, 1952
QKBATMHTG Ha narmpy / aquatint on paper
375x26,5cm

JWACT U3 Mare HesepHa xera / print from the
partfolio The Unfaithful Wife

My3ej caBpemere ymetHoc, beorpaa /
Museum of Contemporary Art, Belgrade

* HesepHa xera /| The Unfaithful Wife, 1953
OKBOTVHTO HO narwvpy / aquatint on paper
26,5x 377 cm

/CT 13 Mane HesepHa xeHa |

print from the portfolic The Unfaithful Wife

My3ej caspemere ymetHoc, beorpaa /
Museum of Contemporary Art, Belgrade

* HeBepHa xera / The Unfaithful Wife, 1953
OKBATVHTO HO narvpy / aguatint on paper
52 x 39 cm

/ICT 13 Mane HesepHa xeHa |

print from the portfolio The Unfaithful Wife
My3ej caBpemere ymetHoc, Beorpas /
Museurmn of Contemporary Art, Belgrade

* Wnyctpaumia 3a HeepHy xery | 1
llustration for The Unfaithful Wife, 1953
nvtorpaguia Ha nanvpy / litography on paper
41x 31 cm

/ICT U3 Mane HeBepHa xeHa |

print from the portfolio The Unfaithful Wife
Ara CpbuHosuh / Ana Srbinovic

* Wnyctpaumia 3a HesepHy xeHy /
Nustration for The Unfaithful Wife, 1953
KOMOVHOBOHG TeXHVKG Hamarmpy /
mixed media on paper, 19 x 31,5 cm

AVCT 13 Mane HesepHa xeHa |

print from the portfolio The Unfaithful Wife
Ana CpbuHouh / Ana Srbinovié

* Wyctpaumia 3a HesepHy xeHy /|

Nustration for The Unfaithful Wife, 1953
AvTorpagvia Ha nanvpy / litography on paper
45,5 % 35,5 cm

JWACT U3 Mare HeBepHa xeHa /

print from the portfolio The Unfaithful Wife
Ana CpbuHosuh / Ana Srbinovic

Mya / Bird, 1954

Tyll, OKBAPe Ha manvpy /

India ink, watercolor on paper, 28,5 x 19,5 cm
Ara CpbuHovh / Ana Srbinovic

/Bojim akt / Double Nude, 1954

y/be Ha naatHy / oil on canvas, 100 x 74 cm
['anepvja MKOBHE YMETHOCTV MOK/I0H 30MpKa
Pajka Mamyauha / The Gallery of Fine Arts
Gift Collection of Rajko Mamuzi¢

laetp / Chartres, 1955
y/be Ha naatHy / oil on canvas, 141x 93 cm
Ara CpbuHosuh / Ana Srbinovic

beorpay | Belgrade, 1955

y/be Ha raatHy / ol on canvas

117 x 29 cm

My3ej caspemere ymetHoc, beorpaa /
Museum of Contemporary Art, Belgrade

* Yosek u jaa | Man and Misery, 1955
bakponme Ha nanvpy / etching on paper

49 x 32 cm

Amct U3 Mane /byan u Motee e /

print from the portfolic Pegple and Dead Birds
Ana CpbuHosuh / Ana Srbinovié

* Yosek ca MpTBoM rivom / Man with @
Dead Bird, 1955

OKBATVHTA HO narvpy / aquatint on paper
37,5 % 31,5 cm

AnCT 13 Mane /byav v MpTee e |

print from the portfolic People and Dead Birds
Ara CpbuHosuh / Ana Srbinovic

* Yosek ca MptBoM ritvuom 1l / Man with @
Dead Bird 11, 1955

bakponme Ha nanvpy / etching on paper
41x 32 cm

AmcT 13 Mane /byan v MpTee nvue / print
from the portfolio People and Dead Birds
Ana CpbuHosuh / Ana Srbinovic

* Yoek 1 MpTBa rvua /

Man and & Dead Bird, 1955

OKBOTVHTO HO narvpy / aquatint on paper
41x 32 cm

Amct U3 mane /byan u Motee e /

print from the portfolic Pegple and Dead Birds
Ana CpbuHosuh / Ana Srbinovié

* [lebesm bor [ The Fat God, 1955
OKBOTVHTO Ha marvpy / aquatint on paper
49,5 x 34,5 cm

AmcT 13 Mane /byan v MpTee nvue / print
from the portfolio People and Dead Birds
Ana Cpburosuh / Ana Srbinovic

* Obewwery | Hanged, 1955

OKBATVHTA HO narvpy / aquatint on paper
49 x 32 cm

Anct 3 Mane /byav v Mptee e / print
from the portfolio People and Dead Birds
Ara CpbuHosuh / Ana Srbinovic
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* Motse e / Dead Birds, 1955

bakponme, akBaWHTG Ha nanmpy / etching,
aquatint on paper, 37,5 x 29,5 cm

Amct 13 Mane /byan u Motee re /

print from the portfolic Pegple and Dead Birds
Ana CpbuHosuh / Ana Srbinovié

* Wnyctpaumia 3a /byae v MpTee rie /
Nustration for People and Dead Birds, 1955
bakporwc Ha nanmpy / etching on paper
345x245cm

AnCT 3 Marne /byav 1 MpTBe e |

print from the portfolio People and Dead Birds
Ara CpbuHosuh / Ana Srbinovic

Ctyanja aesajke y MpaBOyracHUKY
(Orreaanc] | Study of ¢ Girl Within a
Rectangle [Mirror], 1955

Tyw Ha nanmpy / India ink on paper

28,6 x 25,2 cm

MovBaTHO B/ACHMWTBO / Private collection

Liptex 3a mtorpapujy [Besviko orreaanc) |
Drawing for litography (Big Mirror), 1955

Tyw Ha narmpy / India ink on paper

50,6 x 35,1 cm

MovBaTHO B/ACHMWTBO / Private collection

Tpeha sapujarta / Third Version, 1955-56
y/be Ha naatHy / oil on canvas, 38 x 76 cm
My3ej caBpemeHe ymetHocv, Beorpas, /
Museumn of Contemporary Art, Belgrade

* MotBa rpvpoaa ca waxom /

Still Life with Chess, 1956

y/be Ha naatHy / oil on canvas
71x108,5 cm

My3ej caBpemere yMetHoctv, beorpaa /
Museum of Contemporary Art, Belgrade

Motea rpvpoaa / Stil Life, 1956

y/be Ha naatHy / oil on canvas
54x655cm

[a/1epvja /MKOBHE YMETHOCTM MOK/I0H 30VpKa
Pajka Mamy3uha / The Gallery of Fine Arts
Gift Collection of Rajko Mamuzi¢
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Aterbe - BapujaHta Il / Ateller = Version T, 1957
/mTorpagvia Ha narvpy / litography on paper
58 x 86,5 cm

My3ej caBpemeHe ymetHocv, Beorpas /
Museumn of Contermporary Art, Belgrade

Y vact Avpepa | In Honour of Diirer, 1957
/MTorpagvia Ha nanvpy / litography on paper
55,5 x 89,5 cm

My3ej caBpemeHe ymetHocv, Beorpas /
Museumn of Contemporary Art, Belgrade

* Xopx T/ Georges 1l 1957

/MTorpagvia Ha narvpy / litography on paper
53 x42,5cm

MovBatHO B/acHMWwTBo / Private collection

MakezsoHckm putam | Macedonian Rhythm,
1957

Avtorpaguia Ha narmpy / litography on paper
56 x 85,7 cm

Ana CpbuHouh / Ana Srbinovic

Inec emp [Danse macabre) /

Dance of Death (Danse macabre), 1957
KOMOVHOBOHA TeXHVKA Ha narwipy /
mixed media on paper, 38 x 50 cm
Ana CpbuHouh / Ana Srbinovic

CBetsioctu / Lights, 1957
KOMOVHOBAHO TeXHIKA Ha narvpy /
mixed media on paper, 26,5 x 49,3 cm
Ana Cpburosuh / Ana Srbinovié

Wtk rokpet [ Intimate Movement, 1957
Tyw Ha kaptory / India ink on cardboard
57,5 x 43 cm

[anepuja /MKOBHE YMETHOCT MOK/I0H 301pKa
Pajka Mamyauha / Gallery of Fine Arts Gift
Collection of Rajko Mamuzi¢

lNoa Bogom [ Underwater, 1958

yrbe Ha naatHy / oil on canvas, 138 x 170 cm
['a/epuja /MKOBHE YMETHOCT MOK/I0H 301pKa
Pajka Mamyauha / Gallery of Fine Arts Gift
Collection of Rajko Mamuzi¢

(optyHa / Fortuns, 1958

AvTorpaguia Ha narmpy / litography on paper
89,5 x 56,5 cm

My3ej caBpemere ymetHoc, Beorpas /
Museumn of Contemporary Art, Belgrade

* Ligehe u ckyntypa |

Flowers and Sculpture, 1958-60

y/be Ha naatHy / oil on canvas, 64 x 80,5 cm
YMetHuuka 36upka CAHY / SASA Art
Collection

berejcka Berepa / Venus of Begej, 1959

y/be Ha naatHy / oil on canvas, 82 x 136 cm
36vpka Casora Oto Buxassn-Mepu (My3ej
HOVBHE 1 MAprVHO/He YmetHoc, Beorpaa)
/ Collection of the Oto Bihalji-Merin Salon
(Museum of Naive and Marginal Art, Belgrade)

Obase bereja / The Banks of the Begej, 1959
y/be Ha naatHy / ol on canvas, 138 x 170 cm
[anepuja AMKOBHE YMETHOCTM NOK/I0H 3b1pKa
Pajka Mamy3uha / Gallery of Fine Arts Gift
Collection of Rajko Mamuzi¢

Xera ca avrHytom pykom |

Woman with Raised Hand, 1959

y/be Ha naatHy / oil on canvas, 136 x 80 cm
MpvBatHo BAacHWWTBO / Private collection

Ha besiom [ On White, 1959

AvTorpaguia Ha narmpy / litography on paper
56 x89,5cm

My3ej caBpemere ymetHocv, beorpaa /
Museum of Contemporary Art, Belgrade

Xercka @urypa ca orseaanuem ((Betsioct
y orsieqany] | Female Figure with @ Small
Mirror (Light in the Mirror), 1959

Tyw Ha nanvpy / India ink on paper

50,2 x 35 cm

MovBatHo BacHMWwTBo / Private collection

/lexeha @urypa ca noavrHy M Horama
(Cknua 3a Bereoy] | Reclining Figure with
Raised Legs (Skelch for Venus), 1959

Tyw Ha marmpy / India ink on paper

50,5 % 35,5 cm

MpvBatHo BAacHMWTBO / Private collection



* Victopuja beorpaza | History of Belgrade,
kpaj meaecetwx / late 1950s

Temnepa, Ko/ax Ha narvpy / tempera, collage

on paper, 75 x 200 cm
My3e] caBpeMeHe ymMetHocTH, beorpasa /
Museum of Contemporary Art, Belgrade

Y Bpauma / In the Doorway, 1960

y/be Ha naatHy / ol on canvas, 170 x 135,5 cm
My3ej caBpeMeHe yMetHocv, beorpaa /
Museum of Contemporary Art, Belgrade

JyTpo Ha peuw [ Morning on the River, 1960
y/be Ha naatHy / ol on canvas, 90 x 136 cm
AHa Cpburoswh / Ana Srbinovié

MotBa npvpoaa kaacnyHa /

Classical Still Life, 1960

y/be Ha naatHy / oil on canvas, 80 x 136 cm
Ana CpbuHouh / Ana Srbinovic

besa v xyta ceet/ia |

White and Yellow Lights, 1960

y/be Ha naatHy / ol on canvas, 136 x 120 cm
Ara CpbuHosuh / Ana Srbinovic

* Sur Is terre (Ha 3emsmu ~ [Be @urypel /
Sur Ia terre (On the Ground - Two figures), 1960
y/be Ha naatHy / il on canvas, 137 x 1770 cm
Ana Cpburosvh / Ana Srbinovié

* Centembap / September, 1960

nvtorpaguia Ha narvpy / litography on paper
89,5 x 56 cm

MpvBatHo BAACHULLTBO / Private collection

* ¥ 3eneHom [ In Green, 1960

AvTorpaguia Ha narmpy / litography on paper
89 x 56 cm

My3e] caBpeMeHe ymetHocTH, beorpaz /
Museum of Contemporary Art, Belgrade

* Xewra v orneaana | Woman and Mirrors, 1960

AvTorpagvia Ha narmpy / litography on paper
89 x 56 cm
MovBatHo BAacHMwTBo / Private collection

/Bojrm akt / Double Nude, 1960

Tyw Ha narvpy / India ink on paper

105 x 70,5 cm

[‘anepmja AMKOBHE YMETHOCTM MOK/I0H 30VpKa
Pajka Mamyauha / Gallery of Fine Arts Gift
Collection of Rajko Mamuzi¢

TMonyakt / Semi-nude

Tyw Ha marmpy / India ink on paper
355x255cm

[anepurja AMKOBHE YMETHOCTM MOK/I0H 3bMpKa
Pajka Mamy3uha / Gallery of Fine Arts Gift
Collection of Rajko Mamuzi¢

* | ckma 3a CVIB /| Sketch 1 for The federal
Executive Council, 1960

Tyw, akBape Ha nanvpy / India ink, watercolor
on paper, 10,5 x 38,7 cm

Ara CpbuHosuh / Ana Srbinovic

* Il ckma 3a (VB | Skeltch 1 for The federal
Executive Council, 1960

TyL, GKBOPe/ Ha narvpy /

India ink, watercalor on paper, 10,5 x 38,7 cm
Ara Cpburosuh / Ana Srbinovic

* Il ckmua 3a (VB | Sketch 1 for The federal
Executive Council, 1960

Tyww, akBape Ha nanvpy / India ink, watercolor
on paper, 13,2 x 50 cm

Ara Cpburosuh / Ana Srbinovic

Moj ctyamo |/ My Studlo, 1961

y/be Ha naatHy / ol on canvas

170 x136,5 cm

MpuBatHo BAAcHWWTBO / Private collection

* MakezoHcka coppa 1V (Ljpsera coppal /
Macedonian Sofra IV (Red Sofra). 1961
y/be Ha naatHy / ol on canvas

136 x 90 cm

MpwBatHo BAACHWWTBO / Private collection

* MakesoHcka cogpa Il /

Macedonian Sofra Il 1961

ysbe Ha naatHy / oil on canvas, 115 x 136 cm
My3ej caBpemeHe ymetHoctv, beorpaa /
Museum of Contemporary Art, Belgrade

Komrosnymja /| Composition, 1961
y/be Ha naatHy / oil on canvas, 153 x 136 cm
Konekumija KoHer / Konen Collection

Cerke / Shadows, 1961
y/be Ha ratHy / ol on canvas, 82 x 63,5 cm
Konexuwja KoHer / Konen Collection

be3 Hasusa / Untitled, 1961
Tyw Ha narmpy / India ink on paper, 33 x 29 cm
Ara Cpburosuh / Ana Srbinovic

PatHuk Ha KOsy 1 XeHa |

Warrior on Horseback and Wornan, 1961
akBapen Ha narvpy / watercolor on paper
96 x 65 cm

MpvBATHO BAACHULWTBO / Private collection

Jesojka ropes rosmue v arsieaasua | Girl
Beside the Shelf and the Small Mirror, 1961
KOMOMHOBAHO TeXHVKA Ha manvipy /

mixed media on paper, 39,5 x 32 cm
MpBATHO BAACHULWTBO / Private collection

* Cvka ca 3arvcma /

Painting with Inscriptions, 1961-63

y/be Ha naatHy / oil on canvas, 150 x 120 cm
MovBaTHO B/acHMWTEO / Private collection

HeouekvBaHu ToeHyTaK /

Unexpected Moment, 1961-63

y/be Ha maatHy / ol on canvas, 150 x 120 cm
My3e] caspemere yMetHocTv, Beorpaa /
Museum of Contemporary Art, Belgrade

* 3em/ba v Metas | Earth and Metal, 1962
y/be Ha naatHy / oil on canvas, 170 x 145 cm
My3ej caspemere ymetHoc, beorpaz /
Museum of Contemporary Art, Belgrade

* Pyctnura / Rustic Painting, 1962
y/be Ha maatHy / oil on canvas, 170 x 145 cm
My3ej Zepter / Zepter Museum

* Ynawera / Frightened, 1962
y/be Ha naatHy / ol on canvas, 170 x 145 cm
APTE konekumja / ARTE Collection

Crapy wHctpyment / Ol Instrument, 1962
y/be Ha maatHy / oil on canvas

169,5 x 145,5 cm

Konexwwija KoHeH / Konen Collection

LpHo = besio — Lpsero [Ayn/aa komrosvumia) |
Black - White = Red (Double Composition), 1962
y/be Ha naatHy / oil on canvas, 136 x 57 cm
Konexuvija KoHeH / Konen Collection

* TajHa Lpseror | Secret of Red, 1962
y/be Ha maatHy / oil on canvas, 170 x 145 cm
MovBaTHO B/ACHMIWLTEO / Private collection

* (BeyaHa coppa / Ceremonial Sofra, 1962

y/be Ha naatHy / ol on canvas, 170 x 145 cm
Ana Cpburosvh / Ana Srbinovié
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* [io40Bu Ha besom [ Fruits on White, 1963
yrbe Ha naatHy / oil on canvas, 136 x 79 cm
[‘anepurja AMKOBHE YMETHOCTM MOK/I0H 30MpKa
Pajka Mamyauha / Gallery of Fine Arts Gift
Collection of Rajko Mamuzi¢

Coppa / Sofre, 1963

AvTorpaguia Ha marvpy / litography on paper
71x 56,5 cm

My3ej caBpemere ymMetHocTi, Beorpas /
Museum of Contemporary Art, Belgrade

Y cipaxy / In Fear, 1963

bakporme Ha mammpy / etching on paper
76 x 57 cm

My3ej caBpemere ymetHoc, beorpaa /
Museum of Contemporary Art, Belgrade

Y3Hemvpery nogosu | Disturbed Fruits, 1964
y/be Ha naatHy / ol on canvas, 80 x 72 cm
Ara Cpburosuh / Ana Srbinovic

[nogosu v nybarba /| Fruits and o Skull, 1964
y/be Ha naatHy / oil on canvas, 45 x 52 cm
Ara CpbuHosuh / Ana Srbinovic

[aBu bakporme | Blue Copperplate, 1964
bakporme Ha nanmpy / etching on paper

48 x 58 cm

Hapoarm my3ej Kpasbeso / National Museum
in Kraljevo

Liptex (3a ,Maa’] / Drawing [for ‘Fall’), 1964
Tyw Ha narmvpy / India ink on paper
33x29cm

Ara CpbuHosuh / Ana Srbinovic

*MMaa [ Fall, 1964-65
y/be Ha naatHy / oil on canvas, 170 x 145 cm
Ana Cpburosuh / Ana Srbinovié

* Wiamehy cnna /

Between the Forces, 1964-65

y/be Ha maatHy / ol on canvas, 230 x 770 cm
MoveatHo BAacHMwTBO / Private collection

* Mg necHyka / A Poet's Fall, 1965
y/be Ha nAatHy / ol on canvas

206 x 169,5 cm

My3ej caBpemMeHe ymeTtHocv, beorpaa /
Museumn of Contemporary Art, Belgrade
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* Oana3ak [ Departure, 1965

y/be Ha maatHy / ol on canvas

170 x 42,5 cm

My3ej caBpeMeHe ymetHocTi, beorpaa /
Museum of Contemporary Art, Belgrade

* C/mKap, Moges v /iogosm |
Painter, Model, and Fruits, 1965
y/be Ha naatHy / ol on canvas
avwnx, diptych, 140 x 220 cm
Konekuwja KoHe / Konen Collection

MytHo orsieaano [ Cloudy Mirror, 1965
y/be Ha naatHy / ol on canvas, 140 x 110 cm
Ara CpbuHosuh / Ana Srbinovic

/letetw rsiogosu | Flying Fruits, 1965
y/be Ha naatHy / ol on canvas, 60 x 45 cm
AHa Cpburosvh / Ana Srbinovié

* [laaBo orsieqano | Blue Mirror, 1965
y/be Ha naatHy / oil on canvas, 80 x 75 cm
Ara CpbuHosuh / Ana Srbinovic

beorpaacku necrnk / Belgrade Poet, 1965
OKBOTMHTA, bAKPONMC Ha Manvipy / aquatint,
etching on paper, 70 x 49,5 cm

My3ej caBpeMeHe ymetHocTi, beorpaa /
Museum of Contemporary Art, Belgrade

beorpaackv niecHuk 1/ Belgrade Poet 1, 1965
KOMBVHOBAHA TexHKa Ha marmpy / mixed
media on paper, 70 x 49,2 cm

AHa Cpburosvh / Ana Srbinovié

be3 Hazvea / Untitled, 1965

Tyw Ha narvpy / India ink on paper, 33 x 29
cm

Ana CpbuHouh / Ana Srbinovic

* (Bux CTBOPM MEOa je yoBek |

OFf All Things the Measure is Man, 1966
y/be Ha naatHy / oil on canvas
v / triptych, 206 x 408 cm

Ana CpbuHouh / Ana Srbinovic

* [peroc tpagumje /

Transmission of Tradition, 1966

y/be Ha naatHy / ol on canvas, 230 x 170 cm
MouBatHo BAacHUWTBo / Private collection

* Be/mKku KOHCTPYKTOP [

Great Constructor, 1966

y/be Ha naatHy / ail on canvas, 206 x 170 cm
MpuBaTtHo BAAcHWWTBOo / Private collection

* Xyw koct / Yellow Cross, 1966
yrbe Ha naatHy / oil on canvas, 102 x 105 cm
Ana CpbuHosuh / Ana Srbinovie

* YmetHuk v jaje | Artist and Egg, 1966
y/be Ha naatHy / il on canvas, 80 x 70 cm
Ana Cpburoswh / Ana Srbinovié

Kanemeraarcku rraacknk ([aa necvkal /
Kalermeqgdan Messenger (A Poet's Fal], 1966
(pIOMACTeP, 0/10BKA HA NArmpy /

marker, pencil on paper, 32 x 27,3 cm
Ana Cpburoswh / Ana Srbinovié

* Hecriopasymm | Misunderstandings, 1967
y/be Ha naatHy / ol on canvas, 130 x 60 cm
Ara CpbuHosuh / Ana Srbinovic

* [oBpatak y 3asuyaj |

Return to the Homeland, 1967

y/be Ha naatHy / oil on canvas, 136 x 70 cm
Ana Cpburoswh / Ana Srbinovié

Crapaw v caH / Old Man and Dreamn, 1967
bakponc, aKBOTMHTO HO Manmpy /
etching, aquatint on paper, 73 x 56,5 cm
My3ej caspemere yMetHocv, beorpaa /
Museum of Contemporary Art, Belgrade

Y3HemvpeHa or/ie4ana |

Disturbed Mirrors, 1967
KOMOMHOBAHG TeXHVKA Ha narvipy /
mixed media on paper, 65 x 49 cm
Ana CpbuHouh / Ana Srbinovic

[MoBpatak 11/ Return 11, 1967
KOMOVHOBOHE TEXHWKA HO Marvipy /
mixed media on paper, 64 x 49 cm
Ana CpburHosuh / Ana Srbinovie

Yewon esvnce (Ctyavja 3a /byacka 4o6a) /
Four Ellpses (Study of Human Ages), 1967
Tyw Ha narmpy / Tndia ink on paper
315x271cm

Ana Cpburoswh / Ana Srbinovié

Ctpaxosu | Fears, 1967

Tylwesu y bojy Ha narvpy /

colored India ink on paper, 31,5 x 27,3 cm
Ara CpbuHosuh / Ana Srbinovic

Crpax (Ynaawena) / Fear (Frightened), 1967
Tyw Ha narmpy / India ink on paper
31,5x271ecm

Ana Cpburoswh / Ana Srbinovié



C/vikap, Moges v korbaHvk | Painter, Model,
and Horseman, 1968

y/be Ha naatHy / ol on canvas
745x745cm

Kosekumja KoHer / Konen Collection

Amajmje ymetHuka | Artist's Amulets, 1968
y/be Ha aacum / ail on board, 50 x 130 cm
Ara CpbuHosuh / Ana Srbinovic

* Cy3aHa Oxpuacka / Susanna of Ohrid, 1968
y/be Ha naatHy / oil on canvas, 120 x 100 cm
Ana Cpburosuh / Ana Srbinovié

/Ba ripvenaa |/ Two Apparitions, 1968
cepurpaguia Ha nanvpy / serigraphy on
paper, 65,4 x 47 cm

Ana Cpburosuh / Ana Srbinovié

* Beuntw kpyr = Mownua o Masaxy |

Eternal Circle = The Story of Palach, 1969-70
y/be Ha naatHy / ofl on canvas

Tpvnux / triptych, 206 x 450 cm

JeneHa Apakyvh / Jelena Drakulic

* florahaj Ha AyHasy |

Occurrence on the Danube, 1969-71
y/be Ha natHy / il on canvas
Tpvnux / triptych, 110 x 306 cm
Ana Cpburosuh / Ana Srbinovié

Cipax / Fear, 1969

/vTtorpapuia Ha narvpy / litography on paper
75 x 56 cm

My3ej caBpemetre ymetHoci, beorpaa /
Museum of Contemporary Art, Belgrade

/by6asrim | Lovers, 1969
KOMOVHOBAHA TeXHKA Ha marwpy /
mixed media on paper, 54 x 48 cm
Ana Cpburosuh / Ana Srbinovié

* Ckorywe | Skapje, 1969
KOMOMHOBAHA TeXHWKA Ha marvpy /
mixed media on paper, 61,7 x 50 cm
Ara CpbuHosuh / Ana Srbinovic
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* Ckorvwe [ Skopje, 1969
KOMOVHOBAHA TexHKA Ha marwpy /
mixed media on paper, 61,7 x 50 cm
Ana Cpburoswh / Ana Srbinovié

* CKOMCKa Xe/1e3HnuKa ctanmua /
Skopje Railway Station, 1969

Tyw Ha narvpy/ India ink on paper
50,2 x 64,6 cm

AHa Cpburoswh / Ana Srbinovié

* 3em/botpec y Ckorywy [ca tom taukel /
Earthquake in Skopje (with Three Dots), 1969
Tyw Ha narvpy/ India ink on paper

316 x27,3cm

AHa Cpburoswh / Ana Srbinovié

Semrbotpec y Ckorby [
Earthquake in Skopje, 1969

Tyw Ha narmpy / India ink on paper
48,5 x 556 cm

AHa Cpburoswh / Ana Srbinovié

* /lebaehe purype y 3a1B0pEHOM rPOCTOPY
(Ckua 3a crvky] | Floating Figures in an
Enclosed Space (Skelch for a Painting), 1969
Tyw Ha narmpy / India ink on paper

49,3 x 34,9 cm

Ara Cpburosuh / Ana Srbinovic

* JaHoBa Ay1La xp/m Ka cmvpajy AaHd =
Koatas ctonn o maagom JaHy [ Jan's Soul
Hastens toward the Calm of the Day’s End
(Short Comic Strip about Young Jan), 1969
Ty, 0/10BKG Ha nanmpy /

India ink, pencil on paper, 59,5 x 83 cm
Ana Cpburoswh / Ana Srbinovié

* [loBpatak y Mojy otaubuHy [y waperHn ko))

/ Return to My Fatherland
[to the Colorful Region). 1970

y/be Ha naatHy / il on canvas, 230 x 170 cm

MpuBaTtHo BAacHWWTBO / Private collection

besielka 3a noBoatak 6/1y,AHor cuHa |/
Skelch for the Return

of the Prodigal Son, 1970

Tyw Ha narmpy / India ink on paper
49,2 x 34,7 cm

Ana CpbuHouh / Ana Srbinovie

* Unrosoqp [ Phiosapher, 1971
y/be Ha naatHy / il on canvas, 150 x 136 cm
JerieHa Apakywh / Jelena Drakulic

* Ovwep - Metpocjar /

Fisher = Petrosian, 1971

y/be Ha naatHy / il on canvas, 136 x 185 cm
[laxoBcku case3 beorpaaa /
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