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Kao 1 y TOTOBO CBUM CBETCKHM My3ejCKUM KOJIeKIHjaMa, fejla YMEeTHHIIA y
3bupkama HapomHor Myseja Cpbuje yrHe He3HaTaH /€0 LeJOKYITHOT GOoH[a.
OcTBapemwa CTpaHUX ayTOPKHU pasBpCcTaHa IIpeMa JUKOBHUM TeXHHUKaMa U Ma-
TepHjaJnMa, laHac ce 4yBajy y 36MpIy cTpaHe yMeTHOCTH U Y 36HPIH CTPaHUX
ayropa Kabunera rpadrke. Mako Jejla yMeTHHUIIA HUCY CHCTEMaTCKHU CaKyIl/ba-
Ha, HAUWH U JUHaMHUKa BUX0Be HabaBKe 0o/pakaBajy HajsHauajHUje TPeHyTKe
y UCTOPHjU aKBU3HUIIMja OBe HaI[MOHaJHe ycTaHoBe. IIpBa fiesia CTpaHUX YMeT-
HUIIA CTIDKY Y HaIlly CpefuHy TOKOM Tpehe [elleHMje IIPOILIOT cToseha, Kaza,
HOBoGOpMUpaHa AprkaBa, KpasseBuHa Cpba, XpBaTa u CoBeHaIla, y OKBUPY
eKOHOMCKe U KyJITYpHe II0JIMTHKe HaCTOjH Jia CBOje HacJehe IIpe/icTaBU CBeTY U
HCTOBPEMEHO IT0KaKe 0TBOPEHOCT 3a yTHIlaje M3 HHOCTPAaHCTBA. Y CKIaZy ca TUM
y TO BpeMe 3all04yHibe KyJITypHa pasMeHa U capajiba ca MHOTUM €BPOIICKHUM
ap>xaBaMa. IIyT yMeTHHUUKUX Jiejla Koja y TOM IIePHOAY CTHDKY y Hallly CpeJUHY
o doHma HapomHOor My3eja BOAMO je IIpeko Myseja caBpeMeHe yMeTHOCTH. OBa
WHCTUTYITHja, 0TBOPEHaA 3a jaBHOCT jyJia 1929. rofgyHe, 6U1jia je o0CHOBaHa Ha HU-
mujaTuBy KHesa [laBia KapahopheBuha, ca HaMepoM Jia ce OBIAIITH0j ITyOJIHITHA
oMoryhu yBUJ, y caBpeMeHe TOKOBE eBPOIICKe YMeTHOCTH, aJI U y CTBapaJIallITBO
nomahux ayropa. 3a KpaTKO BpeMe, ITyTeM II0KJIOHA KOjU Cy I104YeJIH /ia IIPUCTH-
JKy YIJIaBHOM W3 UHOCTPAHCTBA, a IIOTOM M IIPEKO 0TKYIIa, GOHJ OBOT My3eja 6110
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je oboraheH fesiriMa Koja Cy IpejicTaBJ/bajia IIojeJuHe HalTMOHAaJHe IKoJIe. [IpBa
Yy HU3Y KOjy je My3ej caBpeMeHe YMeTHOCTHU IIpUpeuo, Ouia je usaoxoba ,,CaBpe-
MeHe GpuTaHCKe ymMeTHOCTH”.! Mel)y mesriMa Koja Cy TOM IIPHJITMKOM OTKYTLJbe-
Ha 6ua je u cimka Etesr Bokep mox HasuBoM Mope (xaT. 12). OkTo6pa 1931. ro-
IUHe, peaJIM30BaHa je jefHa OJf HajsHAUajHUjUX aKBU3UIHUja Y OBOM IIepPUOLY.
My3ej caBpeMeHe YMETHOCTH Ta/ia je IIPUMMO IIOKJIOH KOjU Cy UHMHWJIA YeTp/e-
CeT U JBa Jiejia I1ocjaTa u3 AMcTepama, Mel)y KojuMa U fesia Ban I'ora u Iluta
MoHapujaHa.? Y OKBUPY OBe H3y3e€THO Bpe/IHe JOHAITHje Koja je TpebaJsio ma mpy-
JKHU IIpeceK caBpeMeHe X0JIaH/ICKe YMeTHOCTH, OUJle Cy U CJIMKe YeTUPU YMeTHU-
e (xart. 9, 23, 24, 25). Jlok cy Jlusu AHcuHT, Koba Putcema 1 Mapu BaH Perrepen
AnTeHa, cTBapajie y AMcTtepgamMy, Cy3aH bucxom Po6epTcoH 6miIa je Be3aHa 3a
Xar. Voopeno ca mokJoHUMa, My3ej caBpeMeHe YMeTHOCTH II0Ye0 je Zia OTKY-
IUbYje lesla CaBpeMeHHUX YMeTHHKa Ha ayKiujaMa. Ciiuka Jee cectiipe Mapu Jlo-
paHceH (kaT. 31) 6u1a je KymybeHa 1933. rofriHe IIPeKo IpoziajHe rajepuje 6pahe
JlaBUH.

U3 Tor nepuoza, Mel)y BpeJHUjUM IIOKJIOHMMA OO je ¥ OHaj IIpUHIle3e
Japuje KapahoplheBuh Koja je Mysejy mapoBaJjia IIOpTpeT CBOT ZieBepa, KHe3a bo-
xunapa Kapahophesuha, paz civkapke pyckor Iopekia, Mapuje bamkupriese,
Hacrao y [lapusy (kat. 10).

Hoso moryiaBsbe 3amouuntse 1935. roguHe Kaja je Mysej caBpeMeHe YMEeTHO-
CTH yIIIao y cacTaB HapogHor My3eja Koju Tajja Mema uMe y Mysej kHe3a I1aBsa.’
OBaj IepHof, IIopes 0CTaJIor, 00eJIe)KHJIN Cy HAIIOPH Ja ce y3 Iocrojeha meia,
IIyTeM OTKyIIa My3ejcKy $OH[ 060raTH oCcTBapemrMa yMeTHUKA MOJlepHe, IIpe
cera ¢paHnyckux." [Topex pajjoBa Boiehux IIpe/icTaBHUKA UMIIPeCHOHU3Ma U
[Tapucke 11Kose, 3a Mysej cy y ToM Ilepuofy 61ia OTKYIJb€HA U [Ba Jejla Tazfa

1 M3nox6a je buna oTBOpeHa y Tek carpaheHomM YMeTHUYKOM NaBu/boHy LiBujeTa 3ysopuh y dpebpy-
apy 1929. roanHe, HEKOAMKO Meceln npe oTBapaksa My3seja. M. Cy6otunh v ap., ,04 My3seja caBpeme-
He ymMeTHOCT Ao Myseja kHesa laena”, y: T. LiBjeTvhanuH (yp.), My3ej kHe3a [lasaa, HapoaHun my3ejy
Beorpagay, 2009, 20.

2 Y nuTarby je noknoH Oabopa 3a LWMperbe XonaHAcke YMEeTHOCTU Y Jyrocnasmj (OCHOBaHOT Mpu
[ApyliTBy /bybUTEBA Jyrocnasuje), Ha nHuumjatney KopHennca [npka MepeHca (Cornelis Dirk Merens),
noYacHor reHepanHor koH3yna Kpa/beBuHe Jyrocnasnje y AMcTepaamy 1 ocHVBaYa [pyLTsa byou-
Tesba Jyrocnasvje.

3 HapoaHu My3e] y TOM TPeHYTKY HOCW Ha3MB XMCTOPW|CKO YMETHUUKI My3€).

4 OBaKBO ycMeperse OTKYMHe NonTyKe Tagallmbn arnpektop Myseja kHesa MNasna, MunaH KalaHmH,
13pasuo je y cBOM nncmy ynyheHom MunHnctapcTy npocsete jowl 1930. OH je Taga byayhn Ha veny
My3eja caBpemeHe YMETHOCTMW, CKPEHYO MaxkHby ,Aa OHO Yera mMy3ej Hema, To cy Aena GpaHLyCckmnx
YMETHVIKA, a OHU flaHac, HeCMOPHO, HOCE MPBEHCTBO Y CBeTY...", ApX1B Jyrocnasmnje 66-321-540.
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yBeJIMKO apupMucaHe yMeTHUIle CH3aH BasamoH, ciuka Basa ¢ ygehem u opujeH-
masHum tetiuxom (xat. 14) u upTtex KeHa tipu woaretiu (Kat. 13).

HaxkoH 3aBpiIeTka /l[pyror cBeTCKOr paTa, beorpay mocraje riaBHU rpaj
denepatuBHe HapopHe Pemybiirke JyrocaaBuje, a HapogHu Mysej HajBeha 1 Haj-
3HauajHHUja My3ejCKa YCTaHOBA y 3eMJbU. Y TOM IIepHOAY, TauHuje 1949. ronuHe,
Kao IIoCJIefUIla IpaMaTUYHUX U TPaTHYHUX PaTHUX [JlelllaBamwa, y HapogHu My-
3ej, Taga YMeTHUUKU Myse], IIPpUMJbeHe CYy [Be U3y3eTHO 3HauajHe IpyIle yMeT-
HUYKHUX Jleja 0 KOjux he BehiHa IT0CTaTH [[e0 BU3YeIHOT UIeHTUTeTa My3€ejCKOT
doH/a, a MOCe6HO CTAJTHUX ITOCTaBKU My3eja y mocjaepaTHOM Iepuoay.” V Kop-
IIyCy YMeTHHUUYKHX OCTBapea, YIJIABHOM CTapUX MajcTopa, AOIIpeM/beHUX U3
Hemauxke xao Buj obemrrehera 3a paTHa cTpafiamka KyJITypHe 6alITUHe, CTUTJIA
je u cotuka Po3e BoHep, Beaay y kowywHuyu (kat. 1).° McTte roguHe My3ej je mpeko
3aBofia 3a 3alITUTY IIPUMUO IPYILy OF IIPpeKO TPHCTAa IlefieceT pajoBa Koje je y
rogrHaMa Ipeq u3bujame Jpyror CBeTCKOT paTa cakynuo Epux IlliomoBuh gok
je y Ilapusy pazguo 3a uyBeHOT KoJleKI[roHapa AM6poasa BoJiapa. [llsiomoBrheBy
KOJIEKIIHjy YMHUIA CY YIJIaBHOM Jejla GPpaHIlyCKUX YMeTHHKA HacTasla KpajeM
IleBeTHAeCTOr ¥ II0YeTKOM JBaJleCeTor BeKa, Mel)y KojuMa U oCcTBapemwa Bojehux
UMIIPECHOHUCTKUKA. Y My3ejcKU QOH]| Taja je IIpUMJbeHa jegHa rpaduka bept
Mopuwuso (kaT. 2) ¥ cefraM macresa U otucaka Mepu Kacart (xat. 3-7).

KpajeM 1eieceTux roriHa IBaleceTor Beka, 30MpKa cTpaHux ayropa Kabu-
HeTa rpaduke OuIa je ITIOKJIOHUMAa U OTKYIIOM oboraheHa feinurMa Kete KoJsiBuii,
UCTaKHyTe IIpe[CTaBHUIIe HEMAUKOI eKCIIpecuoHn3Ma. 'ogquHe 1957. OTKYIL/EEHO
je cemaMm BeHUX pajoBa (KaT. 15-22), IOoK je IBe rofiiHe KaCHUje Kao IOKJIOH Ca-
BeTa 3a HayKy U KyJITypy IIpUMJbeHa jefHa JJUTOrpaduja oBe yMeTHHUIIE (KaT. 23).

Pan cBecTpaHe mossCKe yMeTHUIle Mapuje Japeme (xaT. 36), HapogHoM My-
3ejy je 1964. IIOKJIOHUO KeH CYIIPYT.

T'omuHe 1980. HapomHOM My3ejy 610 je mofe/beH 3HadajaH Je0 3a0CTaB-
mrtuHe JbyboMmupa Muriha y OKBUPY KoOje Ce HaJla3uo U BEJIMKHU Op0j YMETHUY-
KUx fesna.” V moceny oBe cBeCTpaHe JIMYHOCTH, IIUCIIA, IIeCHUKA, KpUTHYapa U
HWJIejHOT TBOpPIa 3eHUTH3Ma, OHO0 je ¥ 3HaTaH O6poj ocTBapema ayTOPKH Koje Cy

5 MpBa nocnepaTHa CTajaHa NOCTaBKa Peann3oBaHa je y 3rpaan Hekagalree Ynpase GOHAOBA Ha
Tpry penybnuke y kojy ce HapoaHw My3sej npecenvo 1952. roauHe, rae ce v AaHac Hanasn. HakoH
OMCexHe PeKoHCTPYKLMje 1 forpajre My3ejcke 3rpaje, 1965. oTBOpeHa je HOBa CTajsiHa MOCTaBka.
AKTyenHa cTanHa noctaska HapogHor my3eja Cpbuje oTBopeHa je 3a jasHocT 2018.

6 OBa gena npumsbeHa cy y Mysej npeko Komucnije 3a patHe penapaumje npu Bnagn ®HPJ, 1949.

7 Yak 385 yMETHUYKMX Aena CTUrno je y okBupy MuimheBe 3a0CTaBLUTIHE, KOja Cy TaZa pa3BpcTaHa
y 4eTupu My3ejcke 36mpke.
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capahuBase ¢ yacorrcoM 3eHutl.® IlpeysumameM MuripheBe 3a0CTaBIIITHHE MY-
3ejcke 36HpKe O6umiIe cy oboraheHe, usMely ocTtasior, U paJoBUMa aBaHTapJHUX
yMeTHUIA, XeseH 'puHx0o¢ (kat. 28, 29), Jby6oB KosuHIose (xatT. 35) u Come
JlesoHe (kat. 33, 34).°

IToueTKOM OBOT Beka, 2005. roguHe, y HapogHU My3ej je, y BULy OKJIOHA,
CTHUIJIa jOIII jefHA BeJIMKA U 3HayajHa IIpUBaTHA KoJleKlyja. Japogasais Aparo-
ciaB laMBbaHOBUNO CaKyIIHO je TOKOM BHIIIE JleIleHHja peclieKTabuIHY KOJIeKITHU-
jy ocTBapema HalllUX U CTPAaHUX CaBpPeMEHUX YMEeTHHKA, YHjy OKOCHUILY YHUHe
Ilesla Berosor 6para Pagomupa /lammaHoBuha /lammbaHa. Mel)y octBapemuMa
OCTaJIuX ayTopa 3aCTyIbeHUX Y 0BOj IIOKJIOH-30MPITH Cy U IBA pajia UTaJIujaHCKe
yMmeTHuUIle [laHujesre Kamrio (kat. 37, 38), Koja ce uyBajy y 36UpIIA CTpaHe YMeT-
HocTu HaponmHor my3seja Cpouje.

Haxo HeBeJUK, KOPIIYC YMETHUYKUX Ziejla ayTOpKU U3 HapomHor Myseja
Cpbuje mpeacTaB/ba pelipe3eHTaTUBAH 0/Ia0HUP pafiloBa YMETHHIA KOje Cy CBOjUM
OITyCOM OCTaBHJIe 3HaUajaH Tpar y UCTOPHUjHU MOJIepHe YMeTHOCTHU. U JIOK cy jeiHe
6uie Bogehe JIMYHOCTU HajsHAUAjHUJUX IIpaBalia ¥ II0KpeTa MOCIe X Jele-
HUja leBeTHAeCTOI BeKa U IIpBe II0JIOBUHE [BaZleCeTor BeKa, Apyre Cy OCTBapUIe
yIleuaT/bUB UHANUBU/IYAJIHU HU3pa3 U TaKo 3ay3eJie 3HAUajHO MeCTO Y I[eJIOKYII-
HOM yMeTHHUYKOM CTBapaJsallTBy Koje ce Off IIpe II0JIa BeKa BUIIlE He carjefiaBa
Kpo03 KaTeropujy pojia, Beh, mpe cBera, ca CTaHOBHIIITa OCTBAPEHUX YMETHUUKUX
oMeTa.

8 Yaconwuc 3eHuw kojn je Jbybommp Muumh ocHoBao 1921. y 3arpeby 13nasno je cee Ao 3abpaHe,
1926. rognHe y beorpagy.

9 O ponpuHoCy ayTopku y Yaconucy 3eHut BuaeTw y: Suboti¢, 1. (2024) ,Umetnice u zenitizmu"” u:
Zbornik radova Identitet - Umetnice u srpskoj modernoj umetnosti. Novi Sad: Matica srpska, pp. 13-33.
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As in nearly all other museum collections across the globe, works by women artists
comprise a very small part of the collections at the National Museum of Serbia.
Creations by women artists, grouped according to their techniques and materials,
are today found in the Foreign Art Collection as well as the Foreign Artists Collec-
tion in the Department of Prints. Although works by women artists have not been
collected systematically, the manner and dynamics of their acquisition reflect the
most important moments in the history of acquisition at this national institution.
The first works by women artists arrive in Serbia during the 1920s, when the
newly formed Kingdom of the Serbs, Croats and Slovenes, as part of its economic
and cultural policies, sought to present its own heritage to the world, and at the
same time its receptiveness to foreign influences. Accordingly, during this period it
initiates cultural exchange and cooperation with many European nations. In those
days, a work of art’s journey to the National Museum’s collection would lead through
the Museum of Contemporary Art. This institution, open to the public in July of
1929, was established at the initiative of Prince Paul (Pavle) Karadordevi¢ for the
purpose of bringing to the public contemporary trends in European art, as well
as the work of national artists. Soon, owing to gifts from abroad that had begun
to arrive, as well as acquisitions, the museum’s collection included works repre-
senting certain national schools. The first in a series organized by the Museum of
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Contemporary Art was the Exhibition of Contemporary British Art.! Among the
works purchased for the occasion was a painting by Ethel Walker, The Sea (Cat. 12).
October 1931 saw the most significant acquisitions of this period. The Museum of
Contemporary Art received a gift of forty-two works sent from Amsterdam, includ-
ing both Van Gogh and Piet Mondrian.” This exceptionally valuable donation, meant
to offer an overview of contemporary Dutch art, also included the paintings of four
women artists (Cat. 9, 23, 24, 25). While Lizzy Ansingh, Coba Ritsema and Marie
van Regteren Altena worked in Amsterdam, Suze Bisschop Robertson was con-
nected to The Hague. In addition to receiving gifts, the Museum of Contemporary
Art also began buying works of art at auctions. The painting Two Sisters by Marie
Laurencin was purchased in 1933 through the Davin Brothers’ gallery.

Among the more valuable gifts from that same period was one from Princess
Daria Karageorgevitch, who gave the museum a portrait of her brother-in-law,
Prince Bojidar Karageorgevitch, painted by an artist of Russian descent, Marie
Bashkirtseff, in Paris (Cat. 10).

A new chapter began in 1935 with the incorporation of the Museum of Con-
temporary Art into the National Museum, which was then renamed the Museum
of Prince Paul.® This period was marked by, among other things, efforts to expand
the museum’s existing collection by purchasing pieces by Modernist artists, parti-
cularly French.” In addition to works by leading representatives of Impressionism
and the School of Paris, the museum also bought a two works by the then highly
acclaimed painter Suzanne Valadon, a painting Vase with Flowers and Oriental Rug
(Cat. 14) and a drawing Woman at her Toilette (Cat. 13).

After the end of the Second World War, Belgrade becomes the capital city of
the Federal People’s Republic of Yugoslavia,” and the National Museum the country’s

1 The exhibition was held in the newly completed Cvijeta Zuzori¢ Art Pavilion in February 1929, a few
months before the museum'’s opening. V1. Cy6oTuh n ap., ,0a My3eja caBpemeHe ymeTHOCTI A0 My3eja
kHe3a llaena”, y: T. LisjeTnhaHwuH (yp.), My3ej kHe3a llasna, HapoaHu my3ej y beorpagy, 2009, 20.

2 This was a gift from the Council for the Promotion of Dutch Art in Yugoslavia (founded by the Society
of Friends of Yugoslavia), on the initiative of Cornelis Dirk Merens, an honorary general consul of the
Kingdom of Yugoslavia in Amsterdam and founder of the Society of Friends of Yugoslavia.

3 At that time, the National Museum was called the Historical Art Museum.

4 The orientation of this purchasing policy of the then-director of the Museum of Prince Paul, Milan
Kasanin, was expressed in his letter to the Ministry of Education as early as 1930, when he was direc-
tor of the Museum of Contemporary Art. In it, he calls attention to “that which the museum lacks,

namely works by French artists, and today they are, unquestionably, the best in the world..."” Archive
of Yugoslavia 66-321-540.

5 Thus called from 1945-1963, after which the name was changed to the Socialist Federal Republic of
Yugoslavia.
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highest and most important museum institution. At that time, 1949 precisely, as a
result of the dramatic and tragic wartime events, the National Museum—then
called the Art Museum—received two exceptional groups of artwork, the majori-
ty of which would become part of the visual identity of the museum’s collection,
and in particular the museum’s permanent postwar exhibits.® Within the corpus
of artwork—Ilargely by old masters—brought from Germany as a form of com-
pensation for wartime damages to the cultural heritage, there was also a painting
by Rosa Bonheur, White Horse in a Stable (Cat. 1).” That same year the museum
received from the Institute for the Protection of Cultural Monuments over 350
works collected by Erich Slomovi¢ in the years prior to the Second World War,
when he worked in Paris for the famous collector Ambroise Vollard. Slomovi¢’s
collection comprised mostly works by French artists from the late nineteenth and
early twentieth century, including some of the leading women Impressionists. Thus
a print by Berthe Morisot (Cat. 2) and seven pastels and proofs by Mary Cassatt
(Cat. 3-7) entered the museum’s collection.

At the end of the 1950s, the Foreign Artists Collection in the Department of
Prints acquires, through both purchases and gifts, works by Kdthe Kollwitz, a
prominent representative of German Expressionism. In 1957, seven works were
purchased (Cat. 15-21), while two years later it is gifted one lithograph by the
artist (Cat. 22) from the Council for Science and Culture.

In 1964 the spouse of virtuosic Polish artist Maria Jarema gave the National
Museum one of her works (Cat. 36).

In 1980 the National Museum was bequeathed a significant portion of the
Ljubomir Mici¢ endowment, which included a large number of works of art.? This
exceptional figure, writer, poet, critic and founder of Zenitism also possessed nu-
merous works by the women artists who collaborated with the magazine Zenit.’
With Mici¢’s bequeathal, the museum’s collections expanded to include, inter alia,

6 The first permanent exhibition postwar was established in the building of the former Collections
Administration on Republic Square, to which the museum was relocated in 1952, and where it remains
to the present. After extensive reconstruction and expansion of the museum'’s building, in 1965 a
new permanent exhibition opened. The current permanent exhibition of the National Museum of
Serbia opened to the public in 2018.

7 These works were received by the museum from the Reparations Committee of the Government of
the FPRY in 1949.

8 A total of 385 works of art arrived at the museum through the Mici¢ endowment; they were then
sorted and assigned to four museum collections.

9 The magazine Zenit, founded by Ljubomir Mici¢ in 1921 in Zagreb, ran regularly until being forbidden
in 1926 in Belgrade.
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the works of the avantgarde artists Helen Grunhoff (Cat. 28, 29), Lyubov Kozintsova
(Cat. 35), and Sonia Delaunay (Cat. 33, 34)."

At the beginning of the 21th century, 2005, the National Museum received
yet another large and significant private collection. The donor Dragoslav Damnja-
novic had, over the course of several decades, built a respectable collection of both
domestic and foreign contemporary artists, the core of which is works by his
brother Radomir Damnjanovi¢ Damnjan. Among the works by other artists repre-
sented in this gift collection are two by the Italian artist Daniela Campo (Cat. 37, 38),
which are kept in the Foreign Art Collection at the National Museum of Serbia.

Although modest, the body of artwork by women artists at the National
Museum of Serbia is nevertheless a representative selection of pieces by women
artists who, with their oeuvre, left an important mark on the history of modern
art. And while some were leading figures in the most significant movements in
the last decades of the nineteenth and first half of the twentieth century, others
created their own individual expression and thus assumed a major position in
the whole of artistic creation, which over the last fifty years is no longer viewed
through the lens of gender, but rather, above all, the scope of artistic achievement.

10 For more on the contribution of women authors to Zenit magazine, see: Suboti¢, 1. (2024) “Umetni-
ce u zenitizmu” in: Zbornik radova Identitet - Umetnice u srpskoj modernoj umetnosti. Novi Sad: Matica
srpska, pp. 13-33.
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Texxum dyiiem

CTBapasaiTBo KeHa BeoMa Ayro Huje OMJI0 TeMa UCTOPHje YMeTHOCTH. /lo cy-
IITUHCKOT 3a0KpeTa [[0JIa3y CpeJrHOM Ille3[leCeTHUX FOJHUHAa IIPOIIOr BeKa, Y
HaJIeTy APyTor Tajaca peMUHHU3Ma, KaJja Ce I10jaBsbyjy eMUHUCTHYKA KPUTHKA
U TeopHja YMETHOCTH KOje KOMHIIUAUPAjy ca PeMUHUCTUYKUM YMEeTHUUKUM
IIpaKcaMa ¥ YKeHCKUM IIOKpeTHMa TOoT BpeMeHa.' JefaH off pasJiora je U Taj IIITO
Cy CJIMKapKe, II0YeB OJf peHecaHCe, CAaCBUM CIIOPAJUYHO OHJjle IIPUCYTHE Ha
YMETHHUYKO] CIleHU.? I Iope]| Tora, IIOCTOje IIPUMepHU CIUKAapKHU Koje Cy IIOIyT
Aprtemusuje bertuiecku (1593-1653) mwau Jyaut Jlejcrep (1609-1660) 3a sKrUBO-
Ta O6mIe cJIaBHe, aji Cy II0OTOM I1ajie y 3ab0paB U y UCTOPUjU YMETHOCTHU HUCY
umMaJse cBoje MecTo.® CBe JI0 cCpefiiHe JIeBeTHAECTOT BeKa UCTOPHja YMETHOCTH
jemBa ma 6esie>kKH cTBapaJsalliTBO sKeHa. Ecej JImHae HoxyMH ,,3aIITo HUje 6HI0

1 L. Kovac. (2000) ,Recenzija, Prikaz slucaja: Feministicka likovna kritika i teorija likovnih umjetnosti”.
Zagreb, 101-102.

2 XeHaMa HuKaZa Huje 61No 3abpabeHo fa ce 6aBe YMeTHOLUNY, ann je HIKXO0BO CTBapanallTBoO
[yro 61no cBefjleHo Ha CPeACTBO CTULAHa M OApXKaBaHa HagMONW MYLLKOT CTBapanallTBa y BeoMa
3HauajHoj chepw kynTypHe mpoaykumje. R. Parker, and G, Pollock. (2013) Old Mistresses: Women, Art
and Ideology. London, 170.

3 N. Broude, and M. D. Garrard. (eds.) (1982) ,Introduction” in: Feminism and Art History: Questioning
the Litany. London, 7.
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BesimKuX yMeTHHUIIa” (Linda Nochlin, “Why Have There Been No Great Women
Artists?”), o6jaBspeH 1971. y uaconucy ARTnews, cMaTpa ce IIPEKPETHUIIOM U
OCHOBOM 3a 6yzyhe peMHUHUCTHYKE KPUTHKE Y I10J/bY YMETHOCTH. PeMUHHUCTHUKA
KPUTHKA je 3aIpaBo O6Ma yCMepeHa Ha caMy UCTOPHjy YMETHOCTH, Koja je, Kao
CYLUTHHCKH MacCKyJHHU JUCKYpPC, TOKOM BpeMeHa KOHCTHUTYHCaJla BpeJHOCHe
CyZl0Be KOjHMa je CTBapaJIalliTBO KeHa II0TIlelheHO, YHUME je ToBefleHa Y IINTakbe
06jeKTUBHOCT OBe [TUCITUILIUHE.*

OHe yMeTHHIIE KOje Cy CBOjUM pafioM ycIlesie [ja CKpeHy ITaKiby, MU YaK
Ila 3a100ujy LIKpe OPYIITBEHO IIpH3Habe, CMaTpaHe Cy U3yselllMa Off IIpaBuia
IIpeMa KojeM je CIIOCOOHOCT YMeTHHUYKOT CTBapara MMaHeHTHa MyIIKapIry.” V
HOBUje 106a, jeqHa off IJIaBHUX IIpellpeKa 3a YMeTHHIle O6mJIa je HeMOTyhHOCT
PaBHOIIPABHOI CJIHKApCKOT 06pa3oBamka, OAHOCHO OCTYITHOCT IIIKOJIOBakha Ka-
KBO Cy ©MaJii MymkapIiu.® HarMe, )keHaMa je IIpe cBera 610 yckpaheHo Ioxa-
hame vacoBa mpTama Mo YKUBOM MojiesTy.” BellITHHA Koja ce CTHIla/la Ha 0Baj
HauyuH OMJIa je KJbYUHA y IIPOIlecy YMeTHHUUKe 00YKe, a [I03HaBamke aHaTOMUje
JbYZ,CKOT TeJIa U CIIOCOOHOCT [l Ce OHO IIpe/iCTaBX PeaJIMCTUYHO OUJIU CY IIpefy-
CJIOBHU 3a CJIMKakbe UCTOPHjCKUX KOMIIO3UIIMja. JIUIlleHe 0BOT cerMeHTa 06paso-
Bama, )KeHe Cy ayTOMaTCKU OHBaJie UCK/by4ueHe U3 OaB/berha Hajy3BUIIIEHUjOM
BPCTOM YMETHOCTH U CTOra OHJIe ycMepeHe Ha TeMe Koje je TeopHja YMeTHOCTH
paHrupasa Kao HIbKe U CaMUM TUM Mame IielheHe. 300T Tora, )KeHe Cy ce IIpe-
BacXoZHO 6aBHJIe IIOPTPETHUM CJIMKAapCTBOM, MPTBOM IIPUPOZIOM U II€j3a’KOM.
JemHa of peTKHUX yMeTHHUIIA Y 0CaMHaeCTOM BeKy KOja je TOKOM KapHujepe yciresa
Ila 3a106uje yTiies Kao ClIuKapKa UCTOPUjCKUX TeMa 6uila je AHulenuka Kaybman

4 Kputnyapke GeMUHUCTUYKE OpujeHTaumje ce, MehyTm, NpoTMBe NyKoj AOMYHW KaHOHa Koju je
YMeTHMLIE 130CTaB/bao, Beh ce 3anaxy 3a ONCexHO NPencnnTMBakbe U HOBO carfnefaBarbe Uctopuje
YMETHWYKOT CTBapanallTea, 0AHOCHO 3a MpoMeHy napaaurme (N. Broude, and M. D. Garrard. 19823, 2).
3axTeB 3a BpeHOBaHeM XEHCKOr CTBapanallTBa y NCTOPUjU YMETHOCTY He Camo Aa Merba NMoapydje
npoy4aBara, Beh mpeacTaB/ba 1 MOANTUYKA M3a30B 0BOj AncumnnmHu. (L. Kovac. nav. delo, 101-
102) MocebaH Npobnem y KpUTULM 1 TeOPUjU YMETHOCT NpeACTaB/bajy MoKyLaju Aa ce gednHuile
NPUPOAA XEHCKE YMETHOCTU M Zia Ce OAPeam CeLmPUUHO XEHCKM KBaUTET TOr CTBapanallTea. Heo-
[BOjVBVM Of, TaKBOT Nornesa 6unun ¢y 6pojHN CTePeOoTUNI KOjU Cy Ce 3aCHUBANW Ha BUONOLLKMM Kapak-
TepucTukama xeHckor 6uha. (C. Nemser. 1973) “Art Criticism and Women Artists” in: The Journal of
Aesthetic Education, 7(3), 73-74.

5 R. Parker, and G, Pollock. 2013, 169.

6 L. Nochlin. (1971) “Conclusion” in: Why have there been no great women artists?, ARTnews 56.
[ocTynHo Ha: https://www.artnews.com (MpUcTyr/beHo: 24. anpuna 2025).

7 OBaj BUA 0byke xeHama Huje 610 3abparbeH, ann ce cMaTpao APYLUTBEHO HenpuMepeHum (G.
Perry, and M. Rossington. eds, 1994), Femininity and Masculinity in Eighteenth-century Art and Culture.
Manchester, 43.
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(1741-1807).2 C Mepu Mosep (1744-1819) KaydmaH je 6mma Mely ocHHBauMMa
KpaspeBcke AkaJeMuje YMeTHOCTH y JIOHIOHY. ITos10Kaj sKeHa y aKa/leMCKoj 3a-
jeTHUIIN HajpeuunTHje ogparkaBa cIrKa JoxaHa 3odpanuja (1733-1810) ,,AkageMIiu
Ha Jacy I[pTama I10 Y)KUBOM MoJiesry” U3 1771, Ha K0joj Cy IBe YMETHHUILE, WIAHUIE
AxaneMuje, IpUKa3aHe Ha IIOPTpPeTHMa OKauyeHUM Ha 3UAy, 6yayhu fa je 6uiio
HeIojMJ/bUBO IIPUKAa3aTH UX KaKo Mel)y CBOjUM KoJieraMa II0CMaTpajy JABa Hara
MyIIKa Mozesa.’ Unak, IojeflHe CIUKapKe ce HU Y OBOM IIEPHOJY HHCY Ofpe-
KJIe CBOjUX CTpeMJ/beba U HeKe Off BbUX CY yCIIeJIe [ja I0CerHy HajBUIlle YMeTHUY-
Ke JoMeTe, YIIPKOC OTpaHUUYelkhUMa U IIpellpeKaMa Ha Koje Cy Haujlasuie.

Y HapenHOM cTosehy, ca ApYILITBEHUM IIpOMeHaMa Koje CYy HacCTyIIUIe, OfI-
urpahe ce U peBoJIyIHOHApHE IIPOMEHE Y YMETHOCTH, Y IIITa CIIafia U IIPoJLop
’KeHCKOT CTBapaJialTBa Koju he KyJIMUHUPATH C I10jaBOM MOjIepHe. Y TOM IIepU-
071y ’KeHe 3a706ujajy Behy €060y [1a IIPUCTYIle CTBapawy, 0yaAyhu ga TOKOM
IleBeTHaeCTOr BeKa YMETHOCT II0YHIbe a U3MHUUYe CyIpeMaliji aKaJeMCKUX
UHCTHUTYIIHja U [1a ce ocsob6alja BUXOBUX KPYTHUX HOPpMU. Kpo3 fpyIiTBeHa mIpe-
BHUpama [0J1a3u 0 KOHCOIHJaliHje 6ypKoacKor APYILITBA Koje je CBe BUIIIe HCIIO-
JbaBaJIoO TeXKIHY a ce 6aBU caMo co60M. JIo Tazia JOMUHAHTHO UCTOPH)CKO CIIMKap-
CTBO IIOYMEs€ []a YCTYIIa MeCTO HeIlpeTeHIIMO3HUM U CJI000AHUjUM >KaHpPOBUMA
TIONYT ITej3a’ka U CIleHa U3 CBaKOJAHEeBHOT )KUBOTA. [loTpakiba 3a MOHYMeHTaJI-
HUM [JleJIMMa BeJIMKUX ¢popmara oI1aza, a HoBe TeMe CTUYy IIOIIyJIapHOCT Melyy
IIpUIIaJHUIIMMA Kjlace Y YCIIOHYy. CaBpeMeHH KUBOT CBe BHUIIIe I10CTaje IJIaBHa
IIpeoKymnalyja cInuKapa ¥ OMUJbeHa TeMa OyprKoasuje.

V npyroj moJIOBUHU [[eBEeTHAECTOT BeKa CBe Cy OpojHUje KeHe Koje ce 6aBe
yMeTHOIIIhy, a BbUX0BO CTBapasIalllTBO II0CTaje BU/bUBHje. HMIIaK, II03UIHja )KeHa,
KaKo y II0/by YMETHOCTH, TaKO U IIIMpe y APYILITBY, HaWJa3sy Ha HOBe U3a30Be.
JKeHe, 110ce6HO IIPUITaSHUIIE BHIIIE CpeHbe Kilace, O1le CY y leBeTHaeCTOM BEKY
CIIyTaHe OpPOjHUM OTpaHUUeHUMa Koja Cy ce HeMHHOBHO OfipakaBajia U Ha lbU-
XOBO CTBapaJsalTso.

Mpoaop y AOMEH HENPUKOCHOBEHUX

dpanIirycka ymerHuIla Posa Bouep (1822-1899) 6uia je jemHa of, ,HajyCIeITHU-
jHX ¥ HajoCTBapeHUjHX CIUKAPKU CBOT BpeMeHa”.'” tbeH oTar, PeMoH BoHep

8 Ibid, 41, 45.
9 Ibid, 43.

10 L. Nochlin. (1971) 50. buna je f06bUTHMLA NpBe Meaasbe Ha [aprckom canoHy, 3aTVM NMpBa cIvkap-
Ka oANMKOBaHa Benvknm KpcTom neruvje yactu, 1865, kao v Apyrm npursHarmma. (R. Parker, and G.
Pollock. 2013), 35.
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(1796-1849) yMeTHUK, BOJHO je IIIKOJIy [IpTaa. [1ako je MMajia 04eBY IIOLPIIKY
U TI04eJia Jia CJIMKa Yy PaHOM JIeTUILCTBY, Po3a BoHep 6uia je y 3HaTHOj MepHu
caMOyKa, a ’beHa 00yKa ciIefiiia je aKafleMCKe IIPUHIUIIE 00pa3oBama YUju je
dyHZaMeHTaIHU [1e0 YUHWIIO [PTame 110 )KUBOM Mofesry. O MaIiX HOTY HeH
IIpeMeT HHTepecoBamba IIpeficTaBballe Cy >KUBOTHEb€ KOjUMa je 61JIa OKpy>KeHa
U KOje je HeYMOPHO cKuItpasa. OBa CKJIOHOCT offpeuhe leH YMeTHUYKH ITyT U
oHa he rtocratu Bojehu aHnMasucra y PpaHIfyckoj. [Iprame IIpeMa r'AIICaHUM
MOJieJINMa, Kao U KOIIMpame [iejla CTapux MajcTopa y JIyBpy, Y HeIlITO KaCHUjeM
y3pacTy, 3a0KPY>KUJIH CY lbeHO dopMupame. Ca cBera iIeBeTHAeCT TOAUHaA, 1841.
roguHe, Po3a BoHep je IIpBU IIyT H3Jaraja Ha IJapuckoM cajJIoHy Ha KojeM he
PeOBHO ydecTBOBATH CBe 710 1855. IheHO CcTBapasallTBO OAJIUKOBAJIO Ce HaTy-
PaIMCTUYKOM 00paZioM >KUBOTHHA, a YOeI/bUBOCT IIpUKa3a 3aCHHUBAJa Ce Ha
IIa>K/bUBOM II0CMaTpamy, CTPIJBUBOM IIpOydaBakhy aHATOMUje, ajIki U IIPUPO/JIE,
ma U caMe ayine oBux 6uha. Iloce6an apuHuTeT Po3a BoHep pasBumia je mpema
KOBbHUMa.

Ciuka beaay y kowywHuyu u3 HapogHor Myseja Cpbuje (xaT. 1) mpumazga
Kpyry [eJa IlocBeheHUX yIIpaBO KOWBKMa, KOjIMa je, IIpeMa COIICTBEHOM IIpH-
3Hawy, 6uia ouapaHa. IheHo HajsHauajHUje Tes10 KowCKU cajam [NOHETO joj je
HCTUHCKY adpupManyjy. Ciivka je 6mira nsyiokeHa Ha Casony 1853. r7e je mobmia
1oce6HO IIpU3HAaMbe, a II0TOM U MHTepHaI[HOHAaIHY cjaaBy. OBO [1ei0, y 0CHOBHU

Po3a boHep, Korcku cajam, 1852-1855.
Rosa Bonheur, The Horse Fair, 1852-1855

https://upload.wikimedia.org/wikipedia/commons/c/c6/Rosa_Bonheur%2C_The_Horse_Fair%2C_1852
%E2%80%9355.jpg
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JKaHp-CIleHa, I10 CBOjUM AUMeH3HjaMa, MOHYMEHTAJHOCTH U JpaMaTUYHOCTH
IIpH30pa, Kao U II0 IPUCTYIly TeMH, II0Ceyje KBaJUTeTe UCTOPHjCKOT CIHUKap-
CTBa, y TO BpeMe jOIlI yBeK HeJJOCTYITHOT yMeTHHUIlaMa. OBaKBO JIeJI0 je[IHe YKeHe
pejicTaBJ/bajio je mpeceraH. Mnak, ctBapaJsiaiTBo Po3e boHep AyTo je cMaTpaHO
koH3epBaTUBHUM.'" HakHagHO oTKpuhe ayToIlopTpeTa Ha 0BOj CJIMITH, HaMeT-
HYJIO je HOBO carJleJlaBambe fiesa. Y JIMKY MIafinha CMeIlTeHOI y CPeUIIITe KOM-
II03UIYje ca JIUIeM IPHKa3aHUM Y II0JIYCEHIIN Y TPOUETBPTUHCKO] II03H, II0TJIe-
Lla yOpTOr y IlocMaTpaya, II0 OJJHKaMa THIIMYHHUM 3a ayTOIIOPTpeTe,
HUCTPa)KUBAUHU CY IIPeTI03HATH IOPTPET CIUKapKe.'? CTaTUYHOCT leHe QUrype y
KOHTpACTY je ca oCTaJIUM XyMaHUM aKTeprMa OBe JpaMe KOjd IIOKYIIaBajy Aa
YKpOTe Y3HEMUPEHe )KUBOTUIbE. VBOl)ere COIICTBeHe IIpe/icTaBe y CIleHy Koja ce
0/IBHja y MYIIKOj chepH, Tpebaso 6U pasyMeTH Kao U3Pa3UTO CyOBEP3UBHY Y
KOHTEKCTY IapUCKOT rpaljaHCKOr APYIITBA II0JIOBUHOM JleBeTHaecTor Beka.'
HcToBpeMeHO, CIMKa Y BeJHKOj] MepH ofpa’kaBa peaJIHOCT, Oyayhu fma je Posa
BoHep peoBHO IocehuBaia oBakBe cajMOBe U TaMO M3BOZAWIA OpPOjHE CTyaUje
KOKa. Y Ty CBPXY, KaKo 0K MOIJIa HECMETAaHO ia 60paBU U pafy y OKPYKewny
KOje je 610 UCK/bYUYMBO MYIIIKO, OHA je JIBa IIyTa TOQUIIE-e TPakujia [03BOJTY
OJIUIIFje Ta HOCU MYIIKY ofiehy, 6yayhi [1a je ofleBame OUJI0 PEryJIMCaHO 3aK0-
HOoM. Kocy je cKpaTHia joIl Ha IIOYETKY afoJjeclieHIHje, a IIaHTaJoHe, Koje je
cMaTpaJia Iipe pagHoM ofiehoM Hero u3pasoM GpeMUHU3Ma, IIITUTUIIE CY je Of
HeIIPHjaTHOCTH KOje je MOTJIa UMaTH Kao >keHa.'

MacKyJIu30BaHU IIOPTPeT CAUKapKe, YK/bYYEeH Y KOMIIO3UIIH]Y IIYHY MY-
IIKUX QUIypa U pasysfaHu KOWbU, CaMU I10 ce6M cCUMO0JIH C1060/e U HeCIIyTaHo-
CTH, Ofpa’kaBaJjli Cy TeXKibY Ka ocio6aljamy 0off CTPOIUX HOPMHU Koje Cy BJIafiajie
y 6ypskoackoM apymTBy. Cauka KowcKu cajam LoKUBeJsa je Mel)yHapogHU
ycIex ¥ 6ua mocsaTta Ha TypHejy o EHrireckoj u IIIkoTckoj. Helto KacHuje,
BoHep je u3paguia peIIMKy CIUKEe y MalkbUM AUMeH3HjaMa, KaKo 0 ce IIpeMa
B0j mraMiaie rpadpuke. /Jlesno je 1887. orkynuo KopHenujyc II Bargepouat
(1843-1899) 1 IOTOM ra IOKJIOHUO HYjOPIIKOM MeTpOIIOJIUTEH My3ejy IZe ce U
JaHac Halasu.

11 J. M. Saslow. (1992) “Disagreeably hidden: Construction and constriction of the lesbian body in
Rosa Bonheur's Horse Fair” in: N. Broude, and M. D. Garrard. (eds.) (2018), The Expanding Discourse:
Feminism and Art History. New York, 187.

12 Ibid.
13 Ibid.

14 L. Lampela. (2001) “Daring to Be Different: A Look at Three Lesbian Artists” in: Art Education, 54 (2),
46-48.
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VcrenrHa Kapujepa U IpyILITBEHO IIpU3HaKke Koje je yokuBasa Posa BoHep
MOTY Ce carjieflaTH Kao IIpece/jaH caTKaH O IPOTUBPEYHOCTH KOje Cy 00esIeu-
Jie ’eH KUBOT. BeoMa paHO, cTpax off T'yOUTKa He3aBUCHOCTU U CI1000/ie YUBp-
CTHO jy je y OJIyIIH fia u3berHe 6pak, y TO BpeMe cMaTpaH 06aBe30M >KeHe Cpe/l-
e KJIace Koja ce HUje OBOAMIA y muTame."” Takole, ynmeHUIIA /1A je HajBehu
[le0 JKMBOTA IIpoBeJsia Y HeQpopMasHOM Opaky ca CBOjOM IIapTHEPKOM, ca KOjoM
je 611a CBe 10 ’heHe CMPTH, HOTBphyje ’beH 6eCKOMIIPOMUCHHU CTaB U OIBA>KHOCT
Iia )KUBHU y CKJIAZy ca cO60M U CBOjUM XTemUMa.'® 1 mope Tora IIITO ce HUje I0-
BUHOBAaJIa IPYIITBEHUM HOpMaMa CBOT BpeMeHa, Po3a BoHep He caMo [1a je ycriesa
Iia u30erHe OCyAy APYIITBA, Beh je yKrBasia CUMIIaTHje U IIO/IPIIKY BJIaJapCKUX
KPYTroBa U [PYIITBEHO IIpU3HaKk€e HajBUIIeT paHra.'” lbeHO paHO dopMUpambe
06estexxno je yruitaj CeH-CuMOHOBUX (1760-1825) co1iuja-yTONUCTUUKUX HJi€ja
4Uju je cef6eHUK OKo BeH oTall. OBO yueme OJIMKOBAJIO Ce U 3ajlaTalkheM 3a
PaBHOIIPAaBHOCT II0JIOBA, Ka0 U YBepemeM Jia YMETHHUIU Kao [Ie0 JPYIITBEHe
esiiTe Tpeba aKTUBHO Jla JOIIpHHeCy 60JbeM CBETY, IIITO je 3a Po3y BoHep, U Kao
YMETHHUITY U Kao >KeHy, IIocTaso y3op."

IIpex Kpaj *kuBOTa, 1897, Posa BoHep moxuBea je fa Akagemuja (L'Ecole des
Beaux-Arts) 0OTBOpHU CBoja BpaTa >keHaMa.'® MeljyTum, 0Bo ce IeCHIIO ¥ TPEHYTKY
KaJa je HagMoh AKazieMuje Kao 06pasoBHe HHCTUTYIHje 6e3 IpeMiia Beh yBesu-
KO OIlasia, a akaJieMCKe HopMe 6uie ofjbaueHe of] CTpaHe MOJIepHUX YMEeTHUKA.

V Apyroj II0JIOBUHMU JieBeTHaeCTOT BeKa Ilapus feGUHUTUBHO II0CTaje BO-
Iehy eBpOIICKY ¥ CBEeTCKU YMETHHUUKHU IIeHTap. Y ToM Itepuoay y [lapus mpucTu-
’Ke cBe Behu Opoj yMeTHHUIA U3 JPYTHUX 3eMajba IIPUBYUYeHUX MOTryhHOCTHUMa
KoOje je mpy»kao oBaj rpaf,. Mehy muma 6ma je 1 ciikapka Mapuja bamkupneBa
(Mapys KoHcTaHTHHOBHA BamikuiprieBa, 1858-1884), poljeHa y II0pOAUITH HUKET
pyckor 1meMcTBa. C IBaHaeCT rofiHa, OHA C MajKOM HamyiTa PycHjy u myryje
o EBpony, 1a 6u ce 1877. HacTaHmIa y [Iapu3y Ije OTHOYUE-€ CBOjy CIMKaPCKy
Kapujepy. Y HaMepH /ia CTeKHe 0O0pa3oBame Koje he je y IOTIIYHOCTH OCIIOCOOU-
TH 3a CJIMKapCKH I103UB, balllkupIieBa ce ynucyje Ha Akagemujy JKunujeH. OBa
1IKoJIa Kojy je 1868. ocHoBao Pomosd KunmjeH (1839-1907), mpeacraBspaia je

15 L. Nochlin. (1988) Women, Art and Power and Other Essays. New York, 172.
16 L. Lampela. 2001, 47.i L. Nochlin 1988, 172-173.

17 Buna je omu/beHa cavkapka Lapa Hanoneowa III, a nocebHo Uapue EyreHnje, kao 1 kpasmuLe
BukTopuje. C. Havice. (1981-1982) “The Artist in Her Own Words" in: Woman’s Art Journal, 2(2), 4.

18 G. Pollock, and R. Parker. (1981) “The Essential Feminine or How Essential is Femininity?” in: Old
Mistresses: Women, Art and Ideology. London, 35-37.

19 L. Nochlin. 1988, 170.
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3HaUajHy aJTepHAaTHUBY 3BAHUYHO] AKaZleMUjH, KaKo 3a Oyznyhe ciauKapke Koje
Cy oJlasmiie U3 IPYIUX rpagosa EBpore u CjequmeHux /p>kaBa, Tako U 3a MHO-
Te [pyTre MJIajie yMeTHHKe.?’ HeKOJIMKO TOHA 110 OCHUBAKY, AKazieMuja JKHUIu-
jeH je ¥ CBOjUM II0JIa3HHIIAMa OMOTYhHJIa IpTaibe 10 >KUBOM Mojieny.”! OHe cy
MOIJIe Be)KOaTH IipTame Iyefajyhu MyIIKU MOZeJI, aJId y II0CEOHO] IIPOCTOPHU-
j¥, O[IBOjeHe Of CBOjUX KoJiera. Mapuja balllkupiieBa OIITPO Ce IIPOTUBHJIA OBa-
KBOj Cerperarfyju u 3aXTeBaJia jeTHAKOCT ¥ OKBHUPY 00yKe 3a 06a 1oJia.”? Tokom
LIIKOJI0Bak-a Ha AKazieMuju JKuyjeH, 1880. rofrHe HacTaje U lbeHa YyBeHa CJIU-
Ka V ciiygujy. Ha oBOM IpyIIHOM IIOPTpeTy ca ayToIlopTpeToM, bamkupiiesa je
IIpHKasaja IojasHulle AkazeMmuje JKuivjeH TOKOM 4Yaca CIUKamwba I10 KUBOM
Mojiesry. YV IMTawy je Miaauh, TOTOBO AevakK, IpHKasaH ca IapueToM TKaHUHe
0KO 6Gejtapa [IOK I1I03Wpa YMeTHHUIlaMa Koje BOJie KUBY pacripaBy. Cebe je IIpuKa-
3aJjia y IIpBOM ILIaHY ca I1aJIeTOM y PYIH, Kao HeJBOCMHUCIeHOM II0TBP/OM II0CBe-
heHocTtH cimkapceTBy. U mtopes, MOryhHOCTH fja ce Kpehe y yMEeTHUYKHUM KPYIo-
BHUMa, CTUYe 00YKY U U3JIaKe Ha CaJIOHUMa, balikupIiesa je ocehasia CIlyTaHOCT
KOjy je TpIieJia Kao IIpUIlaHUIIa BUllle Kyiace. CBOjy ¢pycTpalnyjy orpaHUYebu-
Ma Koja Cy HaMeTaJle IpYIITBeHe HOpMe TOT BpeMeHa, ballkuprieBa je nspasmuia
U Y CBOM JHEBHHUKY ciefehuM peunma:

»OHO IIITO CTPACHO >KeJIMM jecTe MOT'YhHOCT fia CJIO60HO IIIeTaM cama, Jja
0JIa3UM U OJJIa3UM, ceflaM Ha KiyIlle TuspepHja, U mocebHo JIykceMOypIITKOT
Tapka, yJIasuM y IIpKBe U My3eje, la y CYMpakK IlleTaM CTapUHCKHUM yJIHIlaMa:
eTo TO MH je CTpacHa KeJsba, TO je cj0boga 6e3 Koje He MOXKe [la Ce IIOCTaHe
cJIMKapKom.”?

OBakBa ocehama Halllja Cy OfjjeK 1 Ha C/IuLy U3 HapomHor Myseja, IToptupetu
kHesa Boxcugapa Kapahophesuha (xat. 10).2* duUrypy cBOT GJIHUCKOT IpHjaTesba
IIpeZcTaBUIA je Ha YCKOM IIPOCTOPY Tepace C Koje ce IIpy’Ka IIOIJIe[ Ha I'paj u
YJIULY KOjU, MeljyThM, He IIpUIlajiajy MJIajloj YMETHUIM. 13 lheHe BU3ype rpaf
Ce He HCII0/baBa y CBOM pelIpe3eHTaTUBHOM By, Beh MaxoM Kpos3 3a/jbe U CJle-
Ile CTpaHe 3rpajia 4ywje joj pacKolIHe gacaje HHUCY JOCTyIIHe. Hako ce IIorjies Ha

20 E.Zimmerman. (1989) “The Mirror of Marie Bashkirtseff: Reflections about the Education of Women
Art Students in the Nineteenth Century” in: Studies in Art Education, 30(3), 169-170.

21 Ibid, 169.
22 1Ibid, 171-172.
23 M. bawkupueBa. [JHesHuK (1873-1884), npes. [. PamagaHcku, Hosu Cag, 1996, 293.

24 C boxupaapom Kapahophesuhem (1862-1908), KapahopheBum npayHykom 1 yHykom KaneTaHa
Muwe AHacTtacmnjeBnha, Mapuja balukmpuesa je 6una y 611CKUM NpujaTe/bCkM OAHOCUMA AyriA H3
rozavHa. Kapahophesuh, koju je 1 caM 610 YMETHHK, 6110 je y3 by 1 MoCNeArbUX AaHa HeHOT XMBOTA.
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yp6aHU MOTHB IIPOCTHUpE Y Ja/bHHY, OIpafa of KOBaHOT I'Boxkl)a, Ha KOjy je ee-
TaHTHO ¥ MCTOBPeMeHO HOHIIIaJaHTHO, HaCJI0KkeH MJIafu YOBeK, IIpe/icTaBjba
jacHy rpaHuny usmeljy 1Ba cBeTa, MYIIIKOT U OHOT KOjeM caMa Ipuiraza. Ilformouc
U rofiiHa, 1884, Koje je ucmucasa Ha 1¥0j, 0IaTHO HarJalllaBajy 3Hauaj orpaje
Kao IpaHulle Bejy CTBapHOCTU. Purypa mnpumnaga cepy IIpHUBaTHOT IIPOCTOPA,
aJIy TIOTJIe]] Ha Tpajl y II03aJiHU OfpakaBa Te)KibYy YMeTHUITe J1a n3alje Ha yIuIly
U y ypbaHU IIpOCTOP KOjH joj je HemocTyIaH. [IpujaTess joj je HaloxXBaT pykKe, 60-
paBH Yy lbeHOM IIPOCTOPY, aJIU Ce HeH II0IJIef; He 3ayCTaB/ba Ha Her0BOj QUIYPH,
Beh ce mpoTerke KOJIMKO je To MoTyhe U3 lbeHe mo3uIuje. Mapuja bamkupiieBa
je Ha 0BOj CJIMIIA HaroBeCTU/Ia M3BECHO IIONIPaBabe ca IIPOCTOPHUM CTPYKTypa-
Ma, IIITO he IT0CTaTH jeHa off K/bYUYHHX OJITHKA MOJIepHHU3Ma.?

VpbaHa TeMaTHKa, II0CEOHO MOTHUB yJIUIlE, IIPUBJIaYUIN cy Mapujy bari-
KHUpILIEBY MOCJIeABUX TOAMHA KapHjepe. JelHa O lbeHUX HajII03HAaTHjUX CJIHKA,
CactiiaHak, HacTajla caMO HeKOJIMKO MeCeIlH IIpe lbeHe IIpepaHe CMPTH, Takohe
ce ofBUja Ha yiauny. CBOj apUHUTET IIpeMa 0BOj TeMAaTHUIIM U3pas3uja je U Ha
cuny Y matau u3 1882. Koja ce uyBa y Mysejy besBeniepe y beuy. OBUM [1es1oM
Ha KojeM JJOMUHHpA pacKpirhe y jeTHOM ITapuCcKoM Iipearpal)y, bamkupiieBa ce
IIPHUOIM)KHUIIa UMIIPECHOHU3MY, KaKo U300pOM TeMe, TaKO U CIAMKapCKUM IIO-
CTYIIKOM KOjUM HaCTOjH fia 3abeyieskKu eQeKTe U IIP0Ia3HOCT aTMOCHEPCKUX IIPH-
JmKa. UIak, \eHOo CJIMKapCTBO OCTaJIo je y OKBHpHMa TpafUllvje U OHa HUKaJa
HUje HaIlyCTH/Ia aKaJeMCKHU IIOCTyIIaK.

MMNpecMoHNCTKUIbE Y 31aTHOM KaBe3y

V BpeMe HacTaHKa cyIMKe Mapuje BarkuprieBe us HapopHor myseja, y [lapusy Beh
TOTOBO UMTABY JelleHUjy CTBapajy UMIIPECHOHUCTH UHje CJIUKApPCTBO IIpefcTa-
BJba HEeJJBOCMHUCJIEH PAaCKHU[ ca TPagUIlMjoM U jeJHY Of IIPBHUX MaHHUdecTalyja
MOJiepHe yMeTHOCTU. Meljy uMIIpecroHuCTHMA OMJIe CY U YeTUPHU CIUKapKe
KoOje Cy [leJIiIe ’hHUX0Ba JJUKOBHA U ecTeTcKa HaveJia.?

CBOj paiuKaIHO JPYraurjH CIMKapCKHU IIOCTYIIAK, Ka0 M HOBY TeMAaTCKy OpH-
jeHTanujy, IMIIPEeCHOHUCTH CYy IIpeCTaBUIN Ha U3J10K0U nTpupeleHoj y Haza-
poBoM (1820-1910) ¢poTorpadckom aTesbey 1874. romute.”” Ha 0BOj IpBOj 3aje[-
HUYKOj U3JI0°KOU Kao jeriHa >KeHa yJecTBoBaJIa je 1 bept Mopu3so (1841-1895),

25 Tpobnem KoHLenTa MyLLIKOT M XEHCKOT MPOCTOpa pa3maTtpaH je kog: G. Pollock. 1988, 80-93.

26 MNopes BepTt Mopuso 1 Mepu Kacat, MRpecroHnCcTMa Cy ce npukbyymne n Esa NoHsanec (Eva
Gonzales, 1849-1883) n Mapw bpakmoH (Marie Bracquemond, 1840-1916).

27 Tazajow yBek kao [pyLUTBO He3aBUCHUX (Société anonyme des artistes peintres, sculpteurs, graveurs),
a ybp30 HakKoH 13n10x6€e 0BN YMETHULM HA3BaHW Cy MMMPECMOHUCTIMA.
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Koja he Hajla/pe peTOBHO M3JIaTaTH ca lbHUMa.? BepT MOpH30 MOTHUIIAJIA je U3 JI0-
6pocTtojehe rpaljaHCKe ITIOpOAUIIE KOja je TIoAp KaBajla lbeHe YMeTHUUKE CKJIOHO-
cTtu. MeljyTuM, 4acoBU LPTaka U CJIMKamka Koje je moxahasa Moprso, Kao U lbeHe
IIBe CcecTpe, OMJIN Cy IIPUXBaT/bUBU Kao Zle0 oOpoT obpa3oBama JeBojaKa U3
BHIIIe KJIace, CBe JI0 CTyllama y bpax.

Mopu30 je paHO HUCHOJ/bHJIAa aQUHUTET 3a CJIMKake Ha OTBOPEHOM IIITO jy
je ynytmio Ha Kamuja Kopoa (1796-1875), Koju 11ocTaje leH HepopMalHU yUU-
Tesb.”’ CBaKako HajBehu yTHIIAj Ha H-€HO CTBapasIallITBO UMao je Exyap MaHe
(1832-1883) ca xojuM je pasBuma KOMILIeKCaH ofHOC. Kazja x je AHpu daHTeH-
JlaTyp (1836-1904) ymo3Hao 1868, oHa je yBeJIMKO H3jarajia Ha CajloHy, [JOK je
Masne Beh 610 cTekao perryTanujy 6yHTOBHHUKA CBOjUM JieJIMMa IIoyT OAuMiu-
je u Jlopyuka Ha tipagu. CTBapajlauka pasMeHa /IBOje YMeTHHKa Koja je II0TOM
ycienuiia, 61ia je UHTeH3UBHA. FIcToBpeMeHO, MaHe je 610 ouyapaH loMe, 6yIy-
hu fa jy je y mepuoay ox 1868. mo 1874. 4ak jefaHaecT IIyTa IpeCTaBUO Ha CBO-
jUM [leJiiMa ¥ TO CBaKH IIyT Ha IIOTIIYHO pas/IMUYUT HauyWH, IIOUTrpaBajyhu ce
BeHUM ueHTHUTeTOM. [lo3upame MaHey o/[y3HMaJIo joj je focTa BpeMeHa, IIITo
jy je ymHWI0 aHKCHO03HOM, O6yayhu fa je u cama 6mia rtocBeheHa CJIMKapCTBY.
Takolje, ’eroB 061Yaj fa UHTEPBEHUIIIE Ha BbeHUM JleJIMa BeoMa jy je y3SHEMU-
paBao, jep ce HHje paguyI0 0 BUAY YMeTHUYKe capajiike, Beh je ToO YMHHNO0 KaKo 01
,IIOITPaBHO” eH paj.’' [IPUAPY>KUBIITH Ce UMITPECHOHUCTHMA, MOPH30 je pas-
BHJIA CTHJI KOjH Ce OJJIMKYje U3pasUuTOo CJI0O0LHUM I10Te30M, Ka0 U CKJIOHOIIhy
Ka UCTpakKuBawy CBETJIOCHUX edpekaTa. CTelleH feMaTepujannsanyje popme U
TpeTMaH CBeTJIOCTH Ha HeHUM [leJIMMa YNHWIIU CY je jeJTHOM Of] HajpeBOJIYIHO-
HapHUjUX IIpeJicCTaBHUKA IIpaBlia. MeljyTuM, TeMaTHKa BeHUX pajoBa 6uia je
yCMepeHa Ha I03HATO, HEIIOCPeTHO OKPY Kekbe, a MOJ[eJIU CY jOj YTJIAaBHOM OUIHA
YWIaHOBH ITopozurie. OBaKBO OIIpefie/berbe OUIIO je Y CKIaAy ca HopMaMa 6yprKo-
acKorT JIpyIITBa y KOjeM Cy pPOJHe yJore 6uie cTporo oxpeleHe, a sKkeHe HbeHe
KJIace MOTJIe Cy Ce KpeTaTH Y jaBHOM IIPOCTOPY UCK/bYUHBO Y IIPaTHU My>Ka UJIN
HeKOT 4JaHa Iopojaurie. bept Mopuso ce moBHHOBaJIa ByaZajyhuM HOpMaMa,
OKPEHYBIIH Ce KeHCKHUM IIPOCTOPHMa OrpaHUYeHUM Ha eHTepHjepe WIN IaK,
BPTOBE, BepaH/ie ¥ 6aJIKOHe KOjH Cy IIpunagaiu fomahoj chepu. Miak, U y 0BUM

28 MopW30 Huje y4eCTBOBaa CaMo Ha HeTBPTOj IMAPECMOHUCTUYKO] 1310Xx6uM 1879, jep je Hekonvko
meceL npe Tora poavna hepky.

29 Jr. F. E. Hyslop. (1954) “Berthe Morisot and Mary Cassatt” in: College Art Journal, 13(3), 179-180.
30 M. R. Kessler. (1999) “Unmasking Manet's Morisot” in: The Art Bulletin, 81(3), 475.
31 Isto.
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OTpaHUYeHUM OKBUpPHMA, MOpH30 je y IIojeJMHUM paZoBUMa HCIIOJbHJIA Ofpe-
heny cy6BepsuBHOCT. HacTojehu 1a IPOHUKHE y CPK KeHCKe Cy0jeKTUBHOCTH,
6upasia je IIpeJIOMHe MOMEHTe Yy )KUBOTY >KeHe, Kao IITO Cy afoJIeClieHIIhja U
caspeBalbe, HaIJIalllaBajyhu lbUX0B CyI0MHCKHU 3Hayaj.?? V mesry Ha3BaHOM Olse-
gaso (Psyché) us 1876. ipefcTaBUiIa je 1eBOjKY y IIYHOj BeJIMYUHU KaKO CTOjU
Iper, orjIelajioM, 3a0KyIlJbeHa COIICTBEHOM MHTHUMOM. HelllTo KacHUje, Ha CJIU-
1 Jojussa u Kuau 3 1880, bepT Mopus30 je 10 CBOj IIPUJIUIIY IIpeICTaBUIIa, He
OJIMCKOCT MajKe U [jeTeTa, KaKo ce Ha IIPBU IIOIJIe[, MOJKe IIPETIIOCTaBUTH, Beh
CJIMKY pafia, y 0BOM CJIy4ajy >KEHCKOT pajia, KOjH je 610 je[THA Off 3HaUajHUX TeMa
y cTBapaJIallITBY I10jeIMHUX UMIIpeCcHOHMCTa.* MaKo je 1eH cynpyr ExxeH MaHe,
U caM CJIHKap, II0Ap>KaBao lbeHy KapHjepy, IIOCBETUBIIIH Ce IeTeTy Koje ce POoiH-
J10 1879, BepT MOpH30 je 4UecTo UcIioJbaBajia GpycTpaliujy 360T TBOCTPYKe yJIO0Te,
Majke B yMeTHHUIIE.*

hepxka Xy, jequHo nete BepT u ExkeHa, roctahe peH OMIJBEHU MOl
Koju he cimKaTH 10 Kpaja >KUBoTa. JKUiIH je y BUIlle HaBpaTa cIuKao U Iljep-Oruct
PeHoap (1841-1919), ca xojuM je BepT Mopr3o pasBuia BeoMma 6JIUCKO IIPHjaTeTb-
cTB0.* Mako je PeHoap 610 mpucTasuIia PycooBor KOHIIENITAa IIPUPOTHE sKeHe
IIpeMa KOjeM je OHa U3pa3uTO CeHTUMEHTaIHO 6uhe, a (hbeHa OCHOBHA CBpPXa je
Zla BOJIM CBOjY flelly U fia OprHe 0 IIOPOJUIIH, BeoMa je IjeHruo bepT MopH3o Kao
YMETHUILY, a FleroBa KOH3epBaTUBHA yBepema, Kao U KJacHe pasjuKe Koje Cy
Mely BbuUMa IIocTojaste, HUCY YMAambHIN GIMCKOCT FBbUXOBOT offHOca.* Jesojuuua
ca Maykom (Kat. 2), jeruHu pax bepT Mopu3o Koju ce yyBa y HapogHoM My3ejy
Cpbuje, HacTao je yrpaso IIipeMa PeHoapoBOM IlopTpeTy JKUIU KOjU Cy POLUTe-
JbU 1887. IOPYYUIIH OF CBOT IIpUjaTeba.

Hekosinko Mecely IIpe Kpaja )KIBOTa OBe YMeTHUIe, PeHoap je HacIuKao
IBOCTPYKHU IIOPTPeT KOju IIprKasyje bepT Moprso y mpoduiry U XKW OKpeHyTy
Ka Iyefaony. OBO JieJ1o ofipa>kaBa OJIMCKe OJHOCE [iBOje yMeTHUKa. CBOje IIpHja-
TeJbCTBO ca bepT Mopuso, PeHoap je omricao Kao jeTHO Off HajUBpPIThUX y CBOM
>kuBOTY.”’

32 G. Pollock, 1988, 115.
33 L. Nochlin, 2018, 232.
34 Isto, 53.

35 T. Grab. (2018) “Renoir and the natural woman” in: Broude, N. and Garrard, M.D. (eds.) The
Expanding Discourse: Feminism and Art History. 1st ed. New York, 304.

36 Ibid.
37 Ibid.
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Mepu Kacat (1844-1926), AMepuKaHKa Koja je KapHjepy oCTBapuia y
dpaHIyCKOj HaCTaHUBIIHU Ce TpajHO y [lapu3sy y BpeMe IIpBe HMIIPECUOHUCTHY-
Ke M3JI0K0e, O1JIa je jemHa off BoAehuX IpeicTaBHUKA OBOT Ipasila. [lomyT BepT
Mopuso, Kacat je moTuitasa u3 mobpocrojehe mopoguiie Koja je moaprkaBaJia
HeHY CKJIOHOCT Ka YMeTHOCTH.* POTUTeJbH CY joj OMOTYhIIH [1a YU CIIUKae Y
atespey llapsa MlarieHa (1825-1891), yMeTHHKA KOjU je CTBApao y AyXy akaje-
musMa. Ocehajyhu CcIIyTaHOCT y CTaJIHOM IIOHaBJ/bakhy IIIKOJICKUX y30pa U HeJl0-
CTaTKY CJ1000/ie ¥ CIIOHTaHOT U3pa’kaBarha, OHa ra yop30 HaIlyllITa ¥ II0YHEbe 1A
pazfu y COIICTBEHOM CTyAujy. CBOjUM CIMKApCTBOM IIPHUBYKJIA je ITaKwy Exrapa
Jeraa (1834-1917) xoju je 1877. moliao y leH aTesbe KaKo OU je JIMYHO YII03HAO.
Tazma 3anmounky BUX0BO IPHUjaTe/bCTBO U YMETHHYKA capajiiba, Koju he morpa-
jaTH YeTUPH JlelleHHje, cBe 110 [leraoBe cMpTH, 1917. Vipaso jy je /[lera mo3Bao s1a
HU3JlaKe C IMIIPECUOHUCTHMA, KOjUMa Ce 3BaHUYHO IIPHUPYKHIa Ha YeTBPTOj
WMIIPECUOHUCTUYKO]j U3JI0K0H, 1879. Mako je /leraoB yTUIlaj HAa H-eH paf 6110 3Ha-
4JajaH, He MOyKe ce pehu fa je Kacat 6ua seroBa yueHura. OfHOC IBOje cTBapa-
Jlaria 6H0 je ITpe yMeTHHUYKA pa3MeHa, Hero 0/{HOC yuuTes/ba U yueHurle.* [lomyT
Bept Mopuso u Kacar je 6m1a ycMepeHa Ha fomahe oKpyKeme U MOJepaH II0-
POAUYHU KUBOT BUIIle Kyace. MIlaK, lbeHa HajylledaT/bHBHja Jlesla IIpUKa3yjy
IIpHCaH OJHOC MajKe U fieTeTa KOjH Ce 3aCHUBA Ha PeHEeCaHCHOj TPaSUIHjU IIpe-
craBe Boropojurie ¢ Xpuctom.* IIpukasyjyhu HajeMOTHBHHj€e acIIeKTe OHOca
MajKe U JleTeTa, IIOIIyT Kyllamka, Makewa, U Urpama, Kacat je ocTBapuia fesa
HarJIallleHe CeH3yaTHOCTH, U36eTaBIiu IPUTOM CaafyraBocT.”! YV moTnyHoj cy-
IIPOTHOCTH ca IIpe/icTaBaMa MajurHCcTBa bepT Mopu3o, Ha KojuMa Mel)y aKkTepu-
Ma II0Be3aHHUM HeKOM 3ajeJTHUUYKOM aKTUBHOIINY yBeK II0CTOjU ofpeheHa ¢u-
3WYKa JUCTaHIa, Kacat je moce6HO HarsamraBaJa TeJeCHY OJIMCKOCT MajKe U
neteTa.” IIo3HATO je Jja je 3a MoJiesie MajKH IIOBPEMeHO KOPUCTHIA JKeHe ca
cesia, cMaTpajyhu 1a OHe eIy Ap>Ke Ha IIPUPOSHUjU HAYUH Off MajKH U3 BUIIIET

38 Vnak, 3abenexeHo je Aa je oeH oTall, CyOUMBLLN Ce Ca HeHOM YBPCTOM OZUTYKOM Aa XXMBOT MOCBETU
NCK/bYYMBO YMETHOCTM pekao Aa 6bu je paauvje Bugeo mptey. Jr. F. E. Hyslop. 1954, 179.

39 A. D. Breeskin. (1979) Mary Cassatt: A Catalogue Raisonné of the Graphic Work. New York, 13.i C.
Nemser, 1973, 74.

40 S. Buettner. (1986-1987) “Images of Modern Motherhood in the Art of Morisot, Cassatt, Moder-
sohn-Becker, Kollwitz”, in: Woman’s Art Journal, 7(2), 15.

41 3a pa3nnky o Mopwu3o, unje cy NpeAcTaBe Majkn ca AeLoM y34pxXaHe 1 AucTaHumpaHe, Kacat je
npesCcTaB/bana ONUM/bNBO 33J0BO/LCTBO PU3MYKE 1 eMOTVBHE OAMCKOCTU MajKe U eTeTa, Kao 1 13Be-
CHY ceH3yanHocT aedjer Tena. L. Nochlin. (1999) Representing Women. London, 199.

42 S. Buettner. 1986-1987, 16.
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cioja.”® OBakBe cIieHe, KacaT je cMerrTasna y yob6aH eHTepHjep JoMa BHCOKe
Oyprkoasuje. 3a passuKy of bepT MopH30, By HUje IIPHUBJIAYUIO CIUKalkhe Ha
O0TBOpPEHOM, a ITejzaxc n3 HapomHOT My3eja (KaT. 3) IpeJcTaB/ba U3y3eTaK y Hbe-
HOM OITyCY .

BeoMa 3HauajaH Jeo cTBapasamTsBa Mepu Kacar Iipejcrasiba rpapuyka
YMETHOCT KO0j0j ce 030M/PHO IIOCBeTIJIA y ITepuoy o 1879. mo 1910. Ilox yTuita-
jeM cBOjUX KoJiera, Iipe cBera Kamuja ITucapoa (1830-1903) u /leraa, Kacar je
eKCIleprMeHTHCaIa Y PasJuUYUTUM TeXHUKaMa, I10ce6HO 6aKpOIIMCy U CYBOj
urnan.* Kazia je rpaduka y muTamy, BeoMa CHa)KaH YTUCAK Ha YMETHUITY OCTaBH-
JIY CY jallaHCKU APBOpe3U. BesnKy 1310>k0y 1ocBeheHy jartaHCKoj rpaduIiy Koja
je omp>kaHa 1890. y Ilapusy, moceTuJia je 3ajeHo ca JeraoM, HaKOH 4era je ycJie-
IUJIa cepyja paZioBa HaCTaJIUX IO/ yTUIIajeM OHOTa IIITO je Tafia MaJjia IIPUINKY
Ia BUau. HeltocpelHO MHCIIMpPHCAaHa jallaHCKUM MajcTopuMa, Kacart je ocTBapu-
Jla Jlejla Ha KOjUMa je u3pasuiia HOB IIPUCTYII )KeHCKOj CBaKOJHEBUIU IIPUKA3y-
jyhy KapaKkTepHUCTHUUYaH OHOC ABejy PUTrypa y eHTepHjepy JUIllleHoOM ny6uHe.*

Mepu Kacar je cBOjy MOJepHOCT HCIIOJ/bHMJIA IIpe CBera y IIOCTYIIKY KOH-
CTpyHCcama KOMIIO3UIIYje, IpUMelnyjyh BeoMa CMe0 HadyWH KaJpUpama U
cKpahema Koju je ycBOjuiIa oA yTuliajeM /leraa. 3HaTaH [[e0 lbeHOT 0ITyca YUHe
U JleJ1a ¢ IIPUKa30M >KeHa Yy jaBHOM IIPOCTOPY, OHOM KOjH joj je 6mo gocTymaH.*
HbeHe ciuke mapucke 6ypskoasuje, IoceOHO »KeHa, Y MO30PUIITHUM JIo)KaMa,
IIpUllazajy TeMHU ollepe U 6asieTa Koja je 6uia omubeHa U Jleray. Mehytum, /Jlera
je 6110 IoCeOHO OITUMELEH [JlelllaBabuMa H3a CIieHe, I7e je IIPOHaIa3uo UHCIIU-
paItyjy 3a HeKa Off CBOjUX HajyleuaT/bUBHjUX fesa."’

CnukapcTBo bept Mopuso u Mepu KacaT, ycpencpelieHo Ha MojepaH IIo-
POMUYHHU >KUBOT ypbaHe enTe, OKUJIO0 je M3pa3uTo KJIacHO ofpeljeHO U orpaHu-
YeHO Ha IIPOCTOpe JOCTYIIHe >KeHaMa BHIIle cpefhe Kiace. Takole, 6aB/berbe
CJIMKapCTBOM 3a IIPUNaJHUIle BbUX0BOT APYIITBEHOT CJI0ja OMJIO je IPUXBaT/bH-
BO UCKJ/bYUYMBO Kao X00H, 3aHUMaIlMja Y JOKOJJIUIIY, jep je y OyprKoacKoM Apy-

43 Ibid.

44 Tokom MpBe [Be JeLleHnje CBOr cTBapanallTea, Kacart je ogbaumsana rpaduky kao ,HUXY ymeT-
HOCT” Kako ce y TO Bpeme cMaTpano. MehyTim, Npenopoj oBe rpaHe cTBapanallTBa OAMrpao ce
Kpajem feBeTHaecTor Beka, LWTO je yTULano Ha paj BehnHe nMmnpecrnoHucTa. NocebHo 3HavajHM 3a
Mepu KacaT 6unu cy [lera n Mucapo, koju cy je oxpabpunu aa ce onpoba Ha 0BOM nosby. N. M.
Mathews, and B. S. Shapiro. (1989) Mary Cassatt: The Color Prints. New York, 19.

45 Ibid.
46 G. Pollock. 1988, 109.
47 1bid, 114.
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IIITBY JleBeTHAeCTOT BeKa OMJI0 HeIIpUMepeHO Jia yKeHa pajiu KaKo OU ce U3JprKa-
BaJsla. PUHAHCHjCKa CTAaOMJIHOCT U 3apafia 6ue Cy Ay>KHOCTH MYIIKapIia, a
BUX0Ba C106071a KpeTamka 61Ia je HeorpaHHUYeHa. OBaKBa MO3UITHja MyIIIKapIia
y OPYIITBY O/Ipa3miia ce U y yMeTHOCTH. HacylIpoT IIMPOKOM CIIeKTPY TeMa Koje
Cy CJIMKaJI UMIIPeCHOHUCTH, TeMaTHKa >KeHCKOT CTBapaJialliTBa 0CTaJIa je orpa-
HUYeHa Ha JaJIeKo YKU OIICET.

MpeaHOCTM MapruHann30BaHUX

CacBumMm pgpyraunja 6mia je mosuiirja Cusan Bamxagon (1865-1938) koja je moTH-
[jajla U3 HIDKe, paJHU4YKe Kiace. [loIIaBIIy ca MajkoM y Ilapus, jolr Kao feBoj-
yuIia 3apalhuBasia je 3a ersucTeHIYjy IIpruxBaTajyh pasjiuguTe mocjaose. C mIeT-
HaecT rofiHa I1o4eJia je fa I1031pa YMEeTHUIINMA, YIIaBIIN TaAK0 ¥ 60eMCKU KPyT
carkapa MoHMapTpa. BasagoH, Kojy je off MaJMX HOI'Y IIPUBJIAYMIIO IIpTakbe,
HMaJla je IIPUJINKY J1a YIU HelloCpeHO, [TocMaTpajyhu MoCTyllaKk YMeTHHUKA 3a
Koje je paguia. Y ToM Ilepuoy 6uia je mozes PeHoapy, [ljep-IluBujy ne [llaBany
(1824-1898) u AHpujy e Tyiays-Jlorpeky (1864-1901), Koju jy je oxpabpuBao y
YMETHUYKHUM CTpeMJ/beEhMMa U ITI0CaBETOBAO Jla CBOje pajioBe IoKaxke /leray. 'a-
jehu u3yseTHY IIPUBP>KEHOCT JIMHeapusMy, Exrap /lera je oqMax youHro HarJla-
IIIeHy U TUIIKY JIMHUjY BbeHUX IIpTe’ka U YII03HAO jy je ca TeXHUKaMa Ipaduke,
K0j0j ce o Tajia II0CBETHUJIA.

ITonyT MMIIpeCHOHUCTKHUbA U BaslafloH je MOfiesIe 3a CBOje paZjoBe Hajlasu-
J1a Meljyy wiaHOBHMa ITIOPOJHIIE KOjH CY joj OXUIN YBeK AoCTyIIHU. To cy Hajuenrhe
6UIHu BheHa Majka U cuH. durypa je 6mIa IleHTpaJHa TeMa HheHOr cTBapaJia-
IITBa TOKOM YHUTaBe KapHjepe U OHa je CMeJIO I10JIarajia IIpaBo Ha CIHKambe akK-
TOBa KOje YyMeTHHITaMa BeKOBHMa HUje GHUJI0 03B0JbeHO.” V ITprKa3suMa Harux
JKeHa, BajazioH je usberaBaJsia UjeaJrn30BaHe IIpe/icTaBe, Beh je HacTojasla 1a
IIpeHece CIIOHTAHOCT OOMYHOT TpeHYTKa M3 BUXO0BOT JKUBOTA. YIIPABO IIPTEX
Toanetwia u3 HapogHor My3seja Cpouje (kaT. 13) mpumazga TeMaTCKOM KPyry IpU-
Kasa >KeHCKe HHTHUMe. Ha lbeMy Hara 1 ofieBeHa KeHCKa QUrypa, U3Be[ieHe HarJla-
IIeHOM JIMHH)OM, JOMUHUPA)y KOMIIO3HUIIUjOM, IIpUKa3aHe Y YUHY CBAKOJHEeB-
HOT pUTyaJa.

48 Tlopes XeHCk1X akToBa Koje je c/imKana ToKoM vnTase Kapujepe, CnsaH BanagoH npB.a je ymeTHU-
Lia Koja je Hacnvkana GPOHTaNHO NMPKKA3aHO Haro MyLIKO Tefo Y MyHOj BenuuuHu y aeny ,Jleto”,
HacTtano 1909. Mnak, kacHuje je gocankana nnwhe BMHOBE /103€e KOje CKP1Ba MHTVMHE Aen0Be Tena.
Have, paan ce o 4BOCTPYKOM MOPTPETY MOHYMEHTaNHNX pa3sMepa, Ha KojeMm je y iuky Agama v Ese
npukasana cebe v CBOr, FOTOBO YeTBPT Beka Mnaher /bybaBHMKa, AHApea YTepa (André Utter, 1886-
1948), y eileHCKOM Nej3axy.
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Cw3aH BanagoH, Maasa coda, 1923.
Suzanne Valadon, The Blue Room, 1923
https://commons.wikimedia.org/wiki/File:(Barcelona)_La_chambre_bleue_-_Suzanne_Valadon.jpg

Hbeny mocBeheHOCT yMETHHUKOM Pajly peMeTHIa je CTaJTHa Opura 3a JieTe-
TOBO 37paBJsbe. Haume, ®eH cuH, Mopuc VTpuiio (1883-1955), koju he u cam 110-
CTaTH yCIIelllaH CIMKap, 610 je 0CeT/bUBOT 3/ipaBJba U 10 Kpaja "KUBOTa IIaTHO je
0Jf MeHTaTHUX IopeMehaja. llako decTo He3aBUIHOT eTr3KUCTEHIINja/IHOT I10JI0-
’Kaja, BasazoH je nyro msberaBajia Opak, CBeCHa OrpaHHYeHa Koja 06U joj TUMe
6ua HaMeTHyTa. Mel)yTHM, OHO IIITO je HA OUETKY KapHjepe IIpeAcTaB/bajio
HeJloCTaTaK IIPoM3alllao U3 COIUjaJHOT cTaTyca BaHOpauHe hepKe je[THe IIpasbe,
Yy ’beHOM YMeTHHYKOM Pa3Bojy I10KasaJo ce Kao IIpefgHocT, oyayhu 1a je, 3a pa-
3JIMKY OJi MpUNaAHHUIIa BUIlle Kjace, ©UMaJja Jfajieko Behy c1000/y KpeTama U
noHalllaka. He pusuKyjyhu fa u3ryou cTaTyc KOju CBaKaKo HUje HU y)KHUBaJa,
BanazmoH je cMmesio ogbanuBaiia 6yp>Koacke KOHBeHIIMje, a HECIIyTaHOCT Jpy-
IITBEHUM HOpMaMa JAUPEKTHO je LOIIPHHOCHIA lbeHOM YMEeTHUYKOM PacTy.

MpTBa npuposa us HapogHor my3eja Cpbuje 1101 HasuBoM Ba3sa ca ugsehem
U OpUjeHIaHuM tmetiuxom (kKat. 14) moTrve U3 103HUje ¢pase HeHOT cTBapaJa-
IITBA KOjy O/VIMKY]y HarJallleHa eKCIIPECUBHOCT YBPCTe JINHUje, MHTeH3UBAaH
KOJIOPUT U po6ycTaH u3spas. Y UCTOM CTHJIY U3BeJeHO je U HeHO aHTOJIOTH]CKO
nmesio u3 1923. roguHe, I11asa coba, CBOjeBpCHA peUHTEPIIPeTAIllja BeJIMKe TeMe
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HUCTOPHje YMeTHOCTH, IToce6HO PppaHITycKe YMeTHOCTH HOBHjeT 06a.* IIpencTa-
Ba Hare, epOTHU30BaHe )KeHCKe QUType, IIaCUBHO OIIPY KeHe Ha JIeXKajy, II0CIy KHU-
Jla je yMeTHHUIIU 3a CyOBep3Hjy TpaAUIIMOHaJIHe TeEMe HaCJIUKaBIIH CPeJOBEUYHY
JKeHy, O[leBeHy y IIHIIaMy, Ca IIUrapeToM y yCTHMa U KEbUIOM Ha HeHaMelllTe-
HOM KpeBeTy. Y 0K je mekopaTHBHa II03afHiHa casfaHa Of OpHaMeHTaJHUX
110/ba PA3JIMUUTHUX y30paKa MHTEH3UBHOT KOJIOPUTA CPOJHA OHUMaA Ha IIpefiCcTa-
BaMa oflayicKu AHpuja Matuca (1869-1954) u3 TOT IeproAa, IIpecTaBa KeHe
KOjy je ocTBapmiIa BasamoH, JpacTUYHO je Apyravyuja. 3a pasjuky of MaTHCOBUX
KOMIIO3UITH]ja, Ha KOjUMa y IPOCTOPY JHUIIIEHOM TyOrHe 00uTaBajy 6e3suMeHU
MO/JeJIH, )KeHa Ha cunu CusaH BasazmioH je cTtBapHa ocoba off KpBU U Meca. Besu-
KU popMarT CJIHKe, KOjH je TOHeLaBHO OMO pe3epBUCaH 3a UCTOPHjCKe KOMIIO3HU-
Iyje, IIpUjaje 0BOj TeMHU I0CebaH JUTHUTET. JelaH 00MUaH TPEHYTaK Yy >KUBOTY
JKeHe MOJiepHOT 06a Koja He MapH 3a CII0JbHU CBeT, Beh YKUBU TpeHyTaK COIICTBe-
He CTBApHOCTH, HeollTepeheHa APYIITBEHUM O4YeKHBamkUMa, IPUKasaH je Ha
CJIUITA KOja UCTOBPEMEHO O/ipa’kaBa ¥ HOBU CTaTyC KOjHU CYy JKeHe CTeKJIe HaKOH
IIpBor cBeTckor paTa. OBa peBOJIYIIMOHAPHO Apyradyuja CJIHUKa Kojy je mpskaBa
OTKyIIHJIa yOp30 II0 lheHOM HacTaHKY, CUMOO0JI je 3BaHUYHOI IIpHU3Hama Kao U
c1000/ie 3a KOjy Cce, Yy 3HaTHOj MepH, Cr3aH BasafoH U360puIa U Kao cTBapaJsari,
M Kao KeHa, a ’eH IIyT 0] MOJieJia Io IIpU3HaTe YMeTHHUIIE, IIPeICTaB/bao je IIpo-
I1eC eMaHIIUIIallMje KOjU je 3aII04e0 y OCBUT JIBA/IECETOT BeKa.

ber y )XeHCKU cBeT

U 10K je eKCIIpeCUBHOM ¥ CHPOBOM CJIHKapcTBY CH3aH BasiaZoH HEpeTKO IIpU-
IIMCUBAaH MacKyJHUHU KapaKTep, Kao HberoBa CYyIIPOTHOCT HCTHUIIAHO je JesIo
Mapmu JlopaHceH (1883-1956) Koje je cMaTpaHO U3Pa3UTO YKEHCTBeHUM. ETepuy-
HU CBeT KeHa, HalJlallleHe 1eKOPaTUBHOCTH U I1acTeJTHOT KOJIOPUTA KOjH OJIINKY-
jy CTBapaJialliTBO OBe YMeTHHUIle HaKOH 1920. roquHe, IIPUCYTHU CYy U HA BbEHUM
nesrMa U3 36upku HapogHor myseja. Unak, Mapu JIOpaHCeH je CBOjy YMETHUYKY
Kapujepy 3aroudesia ApyraqyjuM HU3pasoM.

[Tonyt BastamoH 1 Mapu JlopaHceH 6ma je BaHOpayHa hepka yKeHe 13 HU-
JKeT IPYIITBEHOT cjI0ja. UIIakK, oTalf joj je oMOryh#1o yMETHUUYKO LIIKOJIOBa-€ Ha
Axazmemuju UM6ep® rre je yuro u JKoprk Bpak (1882-1963). 3ajeHO C EbUM, IIPBUX
roJMiHa IBajieceTor BeKa, JIopaHCeH je IIpUIlafiaja Kpyry cTBapaJialia Iapucke

49 Topes YyBeHWX fefa CTapyix Majctopa, To Cy npe csera EHrposa (1780-1867) ,Benvika Opanucka”
1 Maneosa ,Onnmnuja”.

50 Cnukap ®epanHans Vimbep (Ferdinand Humbert, 1842-1934) ocHoBao je oBy akagemujy 1898. Ha
MoHMapTpy.
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aBaHrapze y koMe cy 6vn [1a6Jio I[Tukaco (1881-1973), ®paucuc [Tukabuja (1879-
-1953) u T'epTpyzna CrajH (1874-1946). [Toce6HO 6M3aK OgHOC UMaJa je ca I'ujo-
MOoM AtntosiHepoM (1880-1918), 360T uMje je M3pa3UTO IUIOAHE CTBapaslavuke dpase
y TOM IepHO/ly cMaTpaHa HkeroBoM My3oM.’' IbeHe ciuke I'pytia ymeliHUKa U3
1908. u CactuaHak y tipupogu 13 1909. Ha KojuMa je IIpruKasaja cebe y JpyIITBY
Boflehux IIpe/icTaBHUKA aBaHTapZe, O/JINKYjy Ce U3BECHUM CTeIleHOM HauBe Y
nyxy Aupuja Pycoa IapuHuka (1844-1910), yMeTHHUKA UMjeM CYy Ce HEIIOCPeTHOM
u3pasy JUBUIN Miuahu ymMeTHUITN.* [IojefHOCTaB/beHHU IIPTEXK, IUIOIIHOCT op-
Me U CBeJleHH, IIPUTYIIIEHN KOJIOPUT Ha OBUM paHUM JeaumMa Mapu JlopaHCeH,
oflpa’kaBajy yTHIIaj KyOKCTa Off KOjUX Ce yAasbuia Ipeq IIpBU CBeTCKH paT Kaja
je HamycTmIa ®paHITycKy.>

ITo moBpaTtky y Ilapus, JlIopaHCeH ce OKpeHyJIa CIMKAPCTBY KOje je 6UII0
ycpezcpel)eHO Ha CHOJIMKH, 3aUapaHHU CBeT ’KeHa CTHUJIM30BaHUX HU3IYKEeHUX
durypa 1 THIIU3UpaHUX GU3UOHOMU]ja, U3TPaIUBIIIH COIICTBEHH HU3pas. YcMepe-
HOCT Ka >KeHCKOj chepH y felleHHjaMa HaKOH [IpBOT CBETCKOI paTa ofpaskaBa U
HBeH CeHTUMEHTAaJIHHU )KUBOT 00eJIeKeH AyTOTOAUIIELOM Be3OM Ca CBOjOM CIIy-
>kaBkoM, Cr3aH Mopo-JlopaHceH.* MeljyTuM, u3pasuTa JeKOPATUBHOCT KOjy je
ucnosbuiIa y 0Boj a3y MorJja je OUTHU IIOACTAKHYTa jOII Ha II0YEeTKY HeHOT
YMeTHUUYKOT popMUpamka, Kaja je y CeBpy yumiia CIMKamke Ha noprenaHy. OBa-
KaB pasB0j YMETHUYKOT K3pasa JOIIPHUHeEO je fa cTBapaJallTBy Mapu JlopaHceH
Oy/ie IpHUIIKCcaHa eTUKeTa >KeHCTBEHOT.” U 0K ce ATIOJITHEDP CBOjeBpeMeHO IH-
BUO HEHOj ,, KEHCTBEHO]j apabecKu”, 0Baj KBaJIUTeT OHO je KacHUje caryiefaBaH 1
Kao 3HaK HeHOT poZa, U TO Ha Kpajibe IIpU3eMaH U HUIIOJalllTaBajyhu HauuH,
KOjH Ce 3aCHMBAO Ha H-eHOM OHMOJIOIIKOM HIeHTUTeTy.*® Umak, Mapu JlopaHceH
je, OCHUM y CJIMKapCTBY, OCTaBUJIa 3HauajaH Tpar U y I10J/bY ITpaduKe, UIyCTpaLii-

51 R. Sandell. 1980, 23.

52 Y Pycoosy yacT, Mukaco je 1908. opraHnsosao npocnasy (Le Banquet Rousseau) y cBom Taga-
LWHeM aTesbey.

53 YpaBum ce 3a CTpaHua, Hemaukor civkapa OTta ¢oH BaTjeHa (Baron Otto von Waétjen, 1881-1942),
Mapw JlopaHceH n3rybuna je ¢ppaHUyCcko ApXaB/baHCTBO. HakoH pa3soja Bpaha ce y MNapu3 rae
0CTaje [10 Kpaja XmBoTa.

54 Kako 61 03BaHWuUMNa HIKX0BY Be3y JlopaHCeH je CBOjy mapTHepky ycsojuna. MiHauye, To je 6una
yoburyajeHa npakca y Bpeme kafa MCTOMOHM 6pakoBu HUcy 6unmn Ao3sosberu. (Creed, M. (2022)
“Marie Laurencin and the Autonomy of Self-Representation”, Art Herstory (News/Blog), 18 January.
[locTtynHo Ha: artherstory.net/marie-laurencin-and-the-autonomy-of-self-representation/ (mpucty-
n/beHo: 13. asrycra 2025).

55 R. Sandell. 1980, 27.

56 C.Nemser. 1973, 75, 79.
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je, Kao ¥ CIIeHCKUX yMeTHOCTU. Capajarba ca Pyckum 6asettiom u dpaHUyCcKoOM
KoMegujoM, y TOM IIepHOAY, pe3yaTupasa je KoCTUMOIpadCKUM U clieHorpad-
CKUM OCTBapemuMa, Koja Cy IpoHAaILIa ofijeK U y meny basepure n3 HapogHor
Mmy3eja Cpbuje (kat. 30). JKeHCKHU YHUBEP3YM IPO’KET XapMOHUjOM U JIUIIIEH MY-
LIIKOT IIPUCYCTBA, 3a Mapu JIopaHCeH IIpeCTaB/bao0 je YMEeTHUUKY IIpeOKyIIalii-
jy 10 Kpaja Kapujepe. 3a pasjuKy o[ cTBapasaursa bept Mopuso, Mepu Kacat
uiy nak CrusaH BasaZjoH, Koje cy IIpUKasuBajie CTBAPHOCT JKHUBOTA KeHa HIDKe
WUJIHA BUIIIe Cpefibe Kiace, ocTBapera Mapu JIopaHCeH, IIOIYT CIUKe /ge cectlipe
u3 HapogHaor my3eja (kaT. 31), ocTasia cy orTpaHUYeHa Ha jeflaH U3MalllTaH CBeT,
HM30JI0BaH OJf CTBAPHOCTH.

CinJaH ecKallM3aM MCIIO/baBa W 3HaYajaH CETMEeHT cTBapaJsallTBa OpH-
TaHCKe yMeTHUIle ETea Bokep (1861-1951) koja je Takolje cTBOpHIa COIICTBEHU
UMarvHapHU IIPOCTOpP y KOjeM 006UTaBajy uUleaslr3oBaHa >KeHcKa 6mha. OBa
HCTaKHyTa YMETHHIIA CBOje TeHepalluje O61Ia je jeqHa O peTKHUX KeHa y Besu-
Koj bpuTaHuju Koja je fobuiia U HajBUIlle 3BAaHUYHO IIpU3HaK-€ Kaja joj je 1943.
Iofle/beHa TUTYJIa JaMme U OpfeH BpuUTaHCKOT Kpa/beBCTBA 3a 3acjIyre y 061acTu
YMETHOCTH. [IpUINKOM ofiesle O[JINKOBama, Kaja Cy je IIpelcTaBUIN Kao BoJe-
hy 6puUTaHCKY CIIMKapKy, OATOBOPUIIA je Zja TaKO HEIIITO He II0CTOjH, Beh /1a jenu-
HO IIOCTOje JIBe BpPCTe YMeTHHKa, f06pHu u Jiomru.”’” nak, Bokep ce BeoMa MHOTO
aHTakoBaJIa ia HeHa Jiejia [0CIiejy y pecrneKTabuiIHe My3ejcKe KOJIEKITHje U
CTeKHY 3BaHUYHY IOTBPAY.*® PoljeHa y ETUHOYpry, kao hepka 6oTaHnuapa, ETesn
Bokep je jol y IeTUECTBY MOTJIa [ja CTeKHe apUHUTET IIpeMa IIa’K/bUBOM II0-
cMaTpawy 6usbaka, 0ynyhu fa joj je oMu/beHa TeMa KacHUje 6uiaa ¢paoparHa
MpTBa IIpupoga. Takohje, 3HaUajaH [e0 HEHOT OIlyca YHHe IIej3aky, II0Ce6HOo
MOPCKH IIpe/iesIy H3BeleHU Ha UMIIPeCUOHUCTUYKY HaUKH, Kao IITO je U CINKa
u3 HapopHor Mmyseja, Mope (xaT. 12). Unak, Bokep je 6ua HajyclielllHUja Kao
IOPTPETUCTKUKLA, T0CeOHO KeHa. ['opyHe 1937, U3paauniia je IIOPTPET CIUKapKe
Banece bes (1879-1961) ripukasaBIy je y KOHTEMIIATUBHOM U CEHTUMEHTATHOM
K/by4dy. BaHeca bes1 ripurazaia je baymcoepu rpyIiy, IpeMa Kojoj je Bokep, Kao
KBHUpP 0coba mMaJia rocebaH apuHUTET. [lelleHHjy MyIahi off ¥e, YWIaHOBHU OBe
Ipylle, OKMJIK CYy M3PasuUTO CJ0O0LHUX CBeTOHA30pa, HeollTepeheHH HOpMaMa
BHUKTOPHjaHCKOI MOpaJia, 3a pasjIuKy Off TeHepallje K0joj je caMa IIpUIlajaa.

57 King, J. (2025) “Ethel Walker: Advocacy and Recognition in the Early Twentieth Century”, Tate
Papers, 36. [loctynHo Ha: https://www.tate.org.uk/research/tate-papers/36/ethel-walker-advocacy-
and-recognition-in-the-early-twentieth-century (npuctyn/eHo 1. jyna 2025).

58 Ibid.

35






ITopen mopTpeTa, ETes Bokep je ciimKajia M Hara KeHCKa TeJia, Hajuelthe y OKBU-
Py CBOjUX aIeropHjCcKUX KOMIIO3HUIMja 3a KOje je MHCIIUpaIlujy IIpoHajlasuia y
AHTUYKOj MUTOJIOTHUjH, Ka0 U ¥ UCTOUKAYK0j prao3zopuju. OBoM KpPyry pazoBa
OpuIiafia u nprex HaycukajuH ussetti u3 HapomHor My3eja (kat. 11). Bokep, Koja
je mpBH IIyT M3Jiarasa joir 1898. roguHe Ha Kpa/beBCKOj akaZeMUjy, ca MoJiep-
HOM yMeTHoIIThy, 1Toce6HO ¢ fgesmma [Tosa CesaHa (1839-1906), morJia ce yIIo3HaTH
Ha u3Jiok6aMa II0CTUMIIPeCHOHUCTA Koje je y JlorgoHy 1910. u 1912. opraHuso-
Bao Portep ®paj (1866-1934). ToxoM BaZieCeTUX U TPHUleCeTHUX rogrHa, ETesr Bokep
je BUIlle IIyTa IIpefcTaB/basa bpuranujy Ha BeHeriujaHCckoM 6ujeHany. V3 Bane-
cy Bes, ETesr Bokep je CBOjUM cTBapaJalllTBOM BeOMa MHOIO JOIIpHHesa IIPH-
XBaTamky MOJIepHH3Ma y 6pPUTaHCKOj CpeIuHU.

YapyXuBare Kao BUJ eMaHuunayuje

[IpBUX ereHMja ABaleceTOr BeKa IIPHUCYCTBO YKeHa Y YMETHOCTH II0CTajaJIo je CBe
3HaydajHUje U y APyTUM 3eMJbaMa, II0IIyT Besrike bpuraHuje, XomaHauje u Pycu-
je, kacHuje CoBjeTckor CaBesa. JluGepaHUjU IIPUCTYII YMETHUYKOM 06pasoBa-
By ’KeHa YCJIOBHUO je CBe MaCOBHHUje MHTePeCOBam€ ieBojaka 3a popMaJsrHo IIIKO-
JIOBame y PasJMUYUuTUM o6sacTuMa.”® Unak, lbUX0Ba YMETHHYKA aKTUBHOCT U
JaJbe je cMaTpaHa aMaTepCcKoM. MIcToBpeMeHO, II0YeTaK JiBajieceTor BeKa obeJe-
JKWJIA je U »KecToKa 60opba 3a jefHAKOCT U Beha IIOJIMTUYKA IIpaBa >KeHa, IIITO Ce
ofjpa’kaBaJio Ha YUTaBO JPYIUTBO. )KeHe ce y 0BOM IIepHO/Y II0Be3yjy Y OpraHu-
30BaHe Ipylle U Ha Taj HAUHWH Ce YYUHKOBUTH]e 60pe 3a CBOje HHTepece. YIPYKH-
Bame 3aCHOBAHO Ha CPOJHUM HJiejaMa, ajli U 3ajeJHUUKUM CTPeMJ/bEbHMA, CBEe
je werthe ¥ y cBeTy yMeTHOCTH. Ilopef C/IMKapCcTBa, CBE je BUIIle ayTOPKHU Koje CY
aKTHBHe y 00J1aCTH IIpUMeleHe YMETHOCTH U MHIYCTPHjCKOr [u3ajHa. Y 0BOM
IIepHOo/ly, OCHUBAjy ce HedpopMaJslHa yApy Kemwa Koja OKYILbajy YMeTHHKe, IIHCIie
U IpyTe CTBapaolie KOjH JleJie 3ajeJHHYKA NHTeJIeKTyalHa, eCTeTCKa 1, HEPeTKO,
II0JINTUYKA YBepema.

V Besukoj bpuTaHUjU BeoMa 3Ha4ajHa 3a IIpUXBaTalkhe MOJEePHUCTUYKUX
CXBaTama y yMeTHOCTHU 611a je Beh moMeHyTa Birymcbepu rpymia Ha3BaHa I10 Kpa-
jy JlIoHmoHa y KojeM cy ce u3Mel)y 1904. 1 1907. OKyIUbaI UHTEeJIeKTYaJIIH, IIpUIIal-
HUIM BUCOKe KJIace, MaXxOM IIIKOJIOBaHU Ha KeMOpuily. Bogeha simyHOCT y TOM
IPYIITBY O611a je BaHeca best, koja je 3ajefHO ca CBOjUM CYIIPYTOM, TeOpeTHUYapeM

59 LLkona ,Cneja’ 6una je Mmefy nnbepanHujm NHCTUTYLIjaMa 1 6POj FeEeHMX MONa3HMLA Of MoYeTKa
Beka Moyeo je Aa npemallyje 6poj cTyaeHaTa, Myllkapaua. Minak, n nopes cee macosHujer yyelha
XeHa, BNaZao je CTepeoTun Aa HX0BO 6aB/berbe YMETHOLNY HIje J0BO/BHO 036M/bHO.
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u kputudapeM Kiajsom besom (1881-1964) mpomnarupasa MOAepHY YMETHOCT 1
TOTaJI AV3ajH Y OPUTAHCKOj CPeUHU.

Baneca beJ1, crapyja cecTpa KebMoKeBHUIE BupuiHuje Bynd (1882-1941),
Takolje IIpUnaiHUIIE OBe IpyIle, 00pa3oBabe je CTUIaIa HajiIpe IIpeKo IIpuBaT-
HHX YacoBa yuuTesba Koje je aHTa’kKoBaJsla HeHa ITOPOJHUILa, a II0TOM U Ha Kpa-
JbeBCKOj akazeMuju y JIoHoHYy. [Ipen mouetak IIpBor cBeTCKOr parta, bei ce y
ITapusy y1iosHasia ca ciiukapcTrBoM CesaHa, MaTuca, AHzapea /JepeHa (1880-1954)
U [Tukaca. FbX0BO CTBapasIalllTBO OCTaBMJIO je Ha By CHa KaH YTHCAK, IIPUBYKaB-
1II¥ je TpajHO MOZlepHOM H3pasy. ['oxuHe 1913, ca joir HeknM wiaHoBUMa biymcoe-
pH Ipylie, Kao ITo cy Kpuruuap Portep ®paj u ymeTHUK /laHKaH ['paHT (1885-1978)
OCHOBaJIa je ,0OMera pafgHoHUITy”, KOjOM je pyKOBOZIJIA CBe 10 HeHOT rallema,
1919. OBO yapy>Kek e IIPOMOBHUCAJIO je je TMHCTBO IPpUMeHheHe YMETHOCTH U CIIU-
KapCTBa U II0/ip>KaBaJjio UCTpa kKUBama Ha I10/bY IM3ajHa eHTepHjepa, Kao U IIpo-
HW3BO[HY YMETHHUKH 00paljeHUX IIpeiMeTa 3a foMahHUHCTBO. MoIes1 3a OBY pafiu-
OHMITY CBaKaKo je IIpeficTaB/bao II0KpeT Butrjama Mopuca (1834-1896), VYMeTHOCTH
u 3aHaTH (Arts and Crafts), koju ce 3asarao 3a o4yBamkbe YMEeTHUYKOT /H3ajHa
3aHaTCKe IIPOU3BO/IIbE ¥ CYCPeTy ca HapacTajyhoM MHIYCTPHjaIu3aujoM. Ay,
IOK je MOpHCOB IIOKpeT OKO CYIITHHCKY aHTUMOZepaH U OKPeHYT IIPOIIIOCTH,
,OMera” je HacTojaJa J1a y Ar3ajH yBeJie caBpeMeHe YMeTHUUKe TeH/IeHIHje.

ToxoMm pata, BaHeca Beu je HanmycTHriIa JIOHZOH U IIpecesInjia ce Ha CBOje
uMame YapscToH y Ecekcy, Ife ce of Taza ofBHjasia akTUBHOCT IPYIIe U I7ie je
TpOje yMeTHHUKA y Iepuofy of, 1916. 1o 1939. ocTBapu/Io COIICTBEHY BU3U]Y TO-
TaJIHOT [13ajHa, 0CJIMKABIIIU TOTOBO CBAKy CJIO00LHY IIOBPIIKHY Y IyXy UTaIHjaH-
CKHX y3opa. Y 0BOM IIepuofy, besr v I'paHT pajie Ha BeJIMKOM IIPOjeKTy M3 00JIa-
CTH IIpUMeleHe YMEeTHOCTH, IIOPYLIOMHY Taja MIazor Kycroca Kenera Kiapka
(1903-1983). CepBuc Ha3BaH The Famous Women Dinner Service, cacTojao ce oOf
mefieceT Py4YHO OCIMKAHUX TakHpa ca IpeficTaBaMa 3HaMEeHHUTHX JKeHa Off aH-
THKe 10 caBpeMeHOoT fo6a. 3BefeH je usmel)y 1932. u 1934. npema HaljpTUMa
BaHzece bes u JlaHkaHa I'paHTa KOjU Cy JU3ajHUPAJIH JINKOBe JKeHa CMeIlTeHe Y
MeJjaJb0He KOjU Cy O/Ir0BapaJii 00/IMKYy KepaMHUUKUX Tawupa. tbeH pag Kpasu-
ua Bukitiopuja n3 HapomHor my3eja Cpbouje (kaT. 27), HacTao je o CBOj IIPUIUIIN
Kao jeflaH ofi IIPUIIPeMHUX IIpTe’ka 3a 0Baj cepBuc. CIuKapcTBO BaHece bei oxpa-
’KaBa pas3JIMuuTe yTUIaje U 00yxBaTa IIIUPOK PACIIOH OCTBapema Koja ce Kpehy
OJf IIOCTUMIIPeCUOHM3Ma JI0 alcTpakiyje. [lopen ImopTpeTa HajBUIIIe je CIMKaIa
Tiej3ake ¥ MpPTBe IIPUPO/e Y OKBUPY KOjHX je eKCIIepUMeHTHCasa Y PasInduTHM
CTWJIOBUMa MofiepHe. TokoM Tpehe nerieHuje, U3 Koje TTOTHUUE U cIuKa Kpogosu
u3 HapopHor my3eja (kat. 26), 611a je 3a0KyIZbeHa MOTHBOM IIPO30pa OfaKJIe ce
OTBapa IIOIJIef Ha CII0JballlbU CBET.
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V XostaHIHjH ¥ K0jOj je y IIPOIIJIOCTH IIPUCYCTBO KeHa Y YMETHOCTH OMJIO0
3HaTHUje Hero y IpyTruM CpelHHaMa, caM Kpaj [leBeTHaeCTOr BeKa U IIpBe Jielle-
HUje ABafieceToT BeKa 00eJIe)KHUII0 je CTBapasallTBo 0caM ayTOPKH II03HATUX Kao
~AMcTepmaMcKe rocriohurie” (Amsterdamse Joffers).®® OBe yMeTHHIIE, IPUITIATHH-
Ile BUIIIe KJIace, IIIKOJIOBAJIe Cy Ce yIJIaBHOM Ha KpajbeBCKOj akaZileMHju y AMCTep-
Iamy, The cy noxalajie HacTaBy 0[JBOjeHO Of MYIIIKHUX KoJiera. IIpHIrnKoM CBOjHUX
PeIoBHUX OKYIL/baka OHE CY 3ajeJHO CIMKaJle U JUCKyToBaJle 0 yMeTHOCTH. Kpyr
TeMa KOjUMa Cy ce 6aBHJIe KpeTao ce y 06JIaCTH IIPUMePeH0j )KeHaMa ’bUX0BOT
IPYILITBEHOT I10JI07Kaja U CBOAMO Ce YIJIaBHOM Ha MpPTBe IIPUPOJE U IIOPTPETe,
KOje Cy CJIMKaJle y I03HOMMIIPeCHOHUCTHYKOM CTUIY. MIaK, cBaka 0ff OBUX YMeT-
HUIIa IT0HA0CO006 pasBUIa je MHAWBUAYaTHU U3pas, a OHO IITO UX je II0OBE3UBAJIO
OIJIO je CTpeMJbeHbe Jla ce U300pe 3a CTaTyC CIUKApKU jefHAK OHOMe KaKaB Cy
uMaJle BbUXO0Be KoJiere. Y3o0p uM je 6ua Tepesa IlIBapiie (1851-1918), y To BpeMe
HajyCHenTHHja X0JaH/CKa CTUKapKa, Koja ce M360puIa 3a CaMOCTaJTHOCT U IIPO-
decroHasHO 6aBJ/beH-e yMeTHOIIhY. [IIBapIie, OMU/beHa IIOPTPETUCTKHIHA BUIIIE
KJace, buia je TeTka JInsu AHcuHT (1875-1959), jeqHe of ,AMCTepAaMCKUX T'0-
criohuIa”, umja cy ce HeJle/bHA cacTajarba O/[BHjasia y lbeHoj Kyhu. Mako cy 6uie
aKTHBHe y BpeMe II0OCTUMIIPECHOHK3Ma U aBaHTapJHUX IIpaBalia II04eTKa JiBajie-
CEeTOoT BeKa, ’bX0BO CTBapasaIlITBO OCTAJIO je Y OKBUPHMAa UMIIPeCUOHUCTUUKOT
HU3pasa 1 360T Tora CMaTpaHO KOH3epBaTUBHUM. /lejla 0OBUX YMETHUITA IIPUKA3y-
jy yIJIaBHOM eHTepHjepe U OJIUKY]y Ce TAMHHUjUM KOJIOPUTOM 3eM/baHUX TOHO-
Ba. Bogeha cimkapka oBe rpyIie 6ma je yrpaBo JIM3u AHCHHT, KoOja je 0OCTBapHiIa
0cobeH yKaHp IIpe/icTaBa apaH>KUpaHUX JyTaka. ToM KpyTy IIpUIlaZia U CJIHKa
Jlytike 13 HapopHor Mmyseja Cp6uje (xaT. 24). Hagaxayhe 3a 0By TeMaTUKY JIusu
AHCUHT HaJjlasWa je y COIICTBEHOj KyhH 3a JIyTKe U3 0CaMHaeCTOI BeKa Kojy je
KYIIHJIa U KOja joj je moCay»kKuia ga ucTpakyje oBy Temy.®! Hemrro mutahja, Ko6a
Putcema (1876-1961), pasBuJia je CTUJI CJIOOOAHU]ET II0Te3a U pacBeT/heHe ITajie-
Te y KojeM je Hajuellthe cJIMKajla MPTBe IIPUPOJie U rtopTpeTe. Y HapogHoM My3e-
jy Cpbuje uyBa ce Ilopiupetl gegojke (KaT. 25) oBe yMeTHUIe. Mapu BaH PerrepeH
ATeHa (1868-1958), 1oTek/ia U3 yMeTHUUKe apUCTOKpaTCKe IIOPOLUIle, CTBapa-
JIa je IIof; yTHUIlajeM UMIIPeCHOHKM3Ma MaxoM ¢JiopaiHe MpTBe IIpupo/e. Iloce6aH

60 Hasms ,Amsterdamse Joffers” 3a oBy rpyny camkapku, ynotpebuo je kputmnyap Anbept lNnacxepT
(Albert Plasschaert, 1874-1941) y jeaHOM 4naHky 13 1912. rogmnHe.

61 OBa kyha 3a nyTke 6una je owTeheHa TOKOM BpuTaHCKor bombapaoBarsa 1943. HakoH Yera jy je
yMeTHMLa pecTaypupana. Haue, kyhe 3a nyTke y XonaHauju NocTajy NonynapHe cpeanHoM celaMmHa-
ecTor ctoneha, Kaga y pefoBunmMa borate TproBayke knace NOCTajy HeKa BPCTA XEHCKOr NaHAaHa
KabuHeT1Ma PeTKoCTH.
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aduHUTeT pasBUIIa je IIpeMa IIpUKa3uMa IIpeaMeTa Of IIopliesiaHa apaHXupa-
HUM Y CKJIOITy KOMITO3HITHja MpTBe mpupofe.® Ha cauru Mpiiea tipupoga ca
6esum cepgucom (xat. 23) u3 HapogHor Mmy3seja Cpbuje cpegulIbi MOTUB YUHHA
IIOpIIeJITaHCKY CEPBUC 3a 4aj IpHUKa3aH y TPeHYTKY IIPeKUHYTOT JopydKa.

Haxo MaTepujasHo 06e36eleHe, 0Be CIIUKapKe, IIPUMIaJHULIE BUIIIET Cpef-
Ber ¢J10ja, QyHKIMOHHUCcale Cy Kao I'pyIla YHja ce II0BE3aHOCT 3aCHUBAJIa Ha II0-
TpebH f1a ce u360pe 3a CTATyC jelHAK OHOME KOjU Cy UMaJIu CJIMKapH y X0JIaH/IH-
jU IIPBUX [lelleHHja ABa/leceTor BeKa, LITO je IIpe/CTaB/bajlo CBOjeBPCTaH B/
eMaHIUIaIyje.

OceT/bMBOCT 3a NaTH€ YOBEYAHCTBA

JelteHujy cTapyja ol IOMeHYTHUX yMeTHUIIA, Cy3aHe bucxon Po6epTcon (1855-
1922), ciuKapcTBO je cTyArpasia Ha KpajbeBCcKoj akafeMuju y Xary, I'ie je IoTIia-
Jla IOJL yTHUIIAj yMeTHHKA XalllKe IITKOJIe ¥ CTOra pasBUJIa HEIITO IPyTadyrjy CTUIL
KOjH Ce OJJINKYje eKCIIpeCUBHIM U3pa3oM. IbeHo cTBapasIalliTBO pasjIlKOBaJIo ce
U 110 TeMaTHUIH Off OHOT KOje Cy HeroBaJie ,,AMCTeplaMCKe TOCIIO)HIle” ca KojuMa
je moBpeMeHO 3ajeJHO u3jaraja. [Ipu3opu U3 CBAaKOJHEBHOT KMBOTA OOMUHUX
JbY[H, CMeIlTeH! Y aMOHjeHT CUpPOMalllHUX KBapTOBa HIDKe KjIace ofgpakaBajy
II0eTUKY XalllKe IIK0JIe, Kao ¥ Ban I'orosor (1853-1890) ciirkapcTBa 13 6pabaHT-
ckor nepuofa. CorrjasaHa 060jeHOCT HeHUX Jiejla IIpor3alilia je U3 Jpyradujer
IPYILITBEHOT I10JI0’Kaja 0Be YMEeTHHIIe, Kao M U3 yTUIlaja JIOKaJIHe IIIKoJIe. YaB-
IIIY Ce 3a CJIMKapa, OHa je BOAJIa IIOPOSUYHHU KUBOT, aJIH je 4ecTo O1JIa IIPUMO-
paHa fa 3apahyje majyhu yacoBe 1ipTatba. Y 1Ba HaBpaTa Ouia je 3arocjeHa Kao
HaCcTaBHUIIA Y YMETHUUYKO]j IIIKOJIH 3a JeBOjKe, IIITO jy je TaKohje U3Bajasio of
mobpocTtojehux ,,AMcTepaMcKUX rocrofuna”. YMetHuuky uspas Cyse bucxon
Po6epTCcoH ofipa’kaBa OIIOPOCT JKUBOTA U HEMAIIITHHY KOjUMa Ce OIJIUKYje U
ciuka /Jeopuwiite (xkat. 9) us HapogHor myseja Cpb6uje.

AduHUTET 3a COIHjaIHy TEMaTHUKY KOju je PobepTCOH HcITO/baBasa Ha je-
JaH MeIUTaTUBaH U II0CPe/laH HaulH, 0pasHo ce CBOM CHAIOM y [ieJly HeMaykKe
ymeTHHuIle Kete KoaBur (1867-1945). )KMBOTHHU BeK jeHe o1 Bomehux mpef-
CTaBHHUIIA HEMAayKoOI eKCIIpeCHOHH3Ma 00yxXBaTa paclloH oMeljeH HUCTOPHjCKUM
rorahajuMa Koju he ogpenuTtu cyqouHy EBpore 1 ynuTaBor cBeTa. PohjeHa y Ke-
HUT30epry Kojy roguHy Iipe usbujama PpaHIyCKO-IIPYCKOT paTa, TOKOM Kojer he
Iohu o yjegumerma HeMauke, CBOj )KUBOT je 3aBPIIIKJIa CAMO HEKOJIUKO HeZle/ba

62 ViHaue, nopuenaH fobuja 3HAYajJHO MECTO Y XONAHACKOM CIMKAPCTBY CelaMHaeCcTor Beka kaja y
packoLLHM MPTBUM Npupodama (Pronkstilleven) noctaje cumbon 6oratcTea 1 NpecTyka, kao 1 erso-
TUYHUX KpajeBa ca KojuMa je Tprosana VICTOYHONHAN|CKa KOMMNaHWja.
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npe KanuryJanuje Tpeher pajxa, KOjoM je CYIIITHHCKY O3Ha4UeH 3aBplieTak /Ipy-
TOT CBEeTCKOT paTa. Y ToM Itepuozy Kete KoJiBUIL OHIa je CBEOK IIOTUTHYKUX U
IPYIITBEHUX TypOyJIeHIH]ja Koje Cy BeJIMKOM JleJIy YOBeJaHCTBa JJOHOCHIIe I1aT-
BY, IITO he OUTH IJTaBHU MOTUB BeHe YMeTHOCTHU. CoIlrjaiHa HellpaB/ia v cTpa-
Jama CUpOMalllHUX O6uhe BesJMKa TeMa HeHOT CBECTPaHOI u3pasa Kpo3 Koju he
ce MaHHU(ECTOBaTH IbeHH aKTUBH3aM U IT00yHa.® [lopes HECyMILHBO ypoljeHe
0CeT/bUBOCTH 3a OBaKBe TeMe, I0aTHU II0ZCTHUIIAj CTHU3a0 je U3 Iopoaulie. Ihen
oTall cojhjajfieMoKpaTa, Kao U Jfefia II0 MajIiy, JyTepaHCKH [1acTop, KOju je
0CHOBAO HE3aBUCHY KOHTperariyjy 3acHOBaHy Ha HNPUHIIUIIMMA jeJHaKOCTH,
JaJIy Cy joj paHHU IIpHMep aKTUBHU3Ma MOTHMBHCAHOI ocehajeM 3a IIpaBeHOCT.
VIaBIIH ce 3a JieKapa YHMjH Cy ITallvjeHTH I0TUIaIN U3 CHPOMAIITHOT HHIYCTPH]-
CKor [eJia BepisnHa, KosIBUIL ce CBaKOLHEBHO CycpeTasa ca IIpobsieMuMa paj-
HHYKe KJIace, Kao IITO Cy CHPOMAIIITBO, IJIaJ X 60JIecT.

ITomrToO jy je mopoxguiia moAp kaBaJia, Kete KosBull je moxahasa skeHCKe
YMeTHUUKe I1KoJIe Y bepiinHy 1 MUHXeHy, Kao U HeIlTO KacHUje, AKaZleMUjy
JKunujeH y Ilapusy, rfe je yuuia BajapcTbo. [IosHaHCTBO ca MakcoM KimHrepoMm
(1857-1920) ToxoM cTyauja y MUHXEHY, YTHUIIAJIO je Jla Ce TOTOBO Y HOTIIYHOCTH
TIOCBETH LIPTEXXY U IpadUIy U IIPaKTUYHO HAIIYyCTH CIUKApCTBO. OCUM MOryh-
HOCTH eKCIIepUMEeHTHCaka y Pa3IMUUTHUM TeXHUKaMa, rpaduKa je mpefcraBiba-
Jia tasieko MohHUje U eQUKaCHU]je CPeJICTBO IPEHOIIIEkha HU/leja ¥ CTaBOBA, IIITO
je 6110 O KJbYUHOT 3Hayaja Jja HeH IIPOTeCT CTUTHE /10 IITO Beher 6poja Jbygu
KojuMa ce o6pahasta.® O Taza, y o6s1acTy rpadrKe pajsusia je HajBUIle 6aKpopes,
6aKporuc, tuTorpadujy, aju v ApBOpes, ¥ OHU Cy II0CTaIN JOMUHAHTHU  lbeHOM
cTBapasamTBy.® Mako ce 6aBHIa aKTyeJIHUM IIpo6JIieMHMa caBpeMeHOT >KHUBO-
Ta, KeTe KosiBuIy 611a je IIpHUByYeHa U TeMaMa U3 IIPOIIJIOCTH O YeMY CBELOYH
U [UKJIYC TpadUUKUX pafoBa 10 HasuBoM Ce/bauku paill Ha KOjeM je paguia of
1902. mo 1908. romuHe.% [Io6yHa IMTUPOKHUX pasMepa Koja ce ogurpasia usmely
1522. 1 1525. 11 xoja 61JIa je MOTUBHCAaHA CBE jaUOM eKCIIOATAIWjOM CeJballlTBa,
CMaTpaHa je IpBOM KJIaCHOM 60p60M U peBOIYIIMjOM Ha Ty HeMauke.

63 A. Comini. (1982) “Gender or Genius? The Women Artists of German Expressionism” in: N. Broude,
and M. D. Garrard. (eds.) Feminism and Art History: Questioning the Litany. London, 273-274.

64 lNoBpaTak rpaduke Kao 3HaYajHe 1 caMoCTanHe YyMeTHUYKe ANCUMNAVHe obenexwmo je kpaj 19. Beka
y €BPOMCKOj yMETHOCTW. Takohe, OXVB/baBarbe rpaduike 610 je jeaH OA raBHUX AONPUHOCA HEMAYKOT
eKCMPEeCVoHN3Ma Y OKBMPY KO je MoCebHO 3Ha4ajHO 61MN0 MOHOBHO OTKpWhe ApBopesa, C AyroM 1
3HAYajHOM TPaAMLIMIOM Y HEMAYKMM 3eM/baMa.

65 Kathe Kollwitz: Prints, Process, Politics, 2019, Getty Research Institute, Los Angeles, www.getty.edu/
research/exhibitions_ events/exhibitions/kollwitz/index.html (npuctynweHo 14. asrycta 2025), 1, 2.

66 Ibid, 4.

42



Y oKBHpY TeMAaTHKe Ko0ja ce 6aBHJIa CTpafamkeM CUPOMAIIHUX U II0TJIave-
HUX, noce6aH apuHUTeT KOJIBUII je UMaja IpeMa TEMU MajKHU U Jielie Kojy je
IIprKasWBaJjla Ha IoTpecaH HauuH. tbeHU IIpUKa3y MajulHCTBa, y Iopehewny ca
nemuMa bept Mopuso uinu Mepu Kacat, o6ese)xaBajy pacKu ca JOTaJallkbUuM
HUfeaJU30BaHUM IIpeficTaBaMa, Kao U IpeMellTame poKyca ca 6ypKoacKor CJIo-
ja y ambujeHT 1ipoJieTapujaTa. HajpaHuje meso Koje je Kete KosBuIf ImocBeTUIa
0BOj TeMH, Majka ca mpiisum getiettiom, u3 1903. cybsimMupa meH Tyo60Ko Gprio-
30(CKH KOHIIEIIT OBOI MOTHBA KOjH he ce Hafia/be YecTo I10jaB/bUBATH Y FbeHOM
crBapasamTBy.” [IpeficTaBa MajKe, Koja ap>kehy MpTBO /ieTe, Kao /la HACTOjH Jia
ra II0HOBO yByUe y ce6e U TaKO CITacH Off, OKPYTHOCTH CII0JballlEbeT CBeTa, II0Ce/y-
je u3y3eTaH eKCIIPeCHOHHUCTHYKY I0TeHITHjasl. theHa 3a0KyIJbeHOCT 0BOM TeMaTH-
KOM OHJIa je HeIloCpegHO MO CTaKHyTa IIPo6JIeMOM CMPTHOCTH fiete Y Hemaukoj
KpajeM JIeBeTHaeCTOT M TOKOM pPaHOT JBajieceTor Beka.® Tema cMpTHU JleTeTa
KyJIMUHHUpahe Kafia ce 0Ba YHHUBep3asIHa TeMa IIpeIlieTe ca peaJHUM KUBOTOM.
I'y6uTtak HajMialer cuHa, Ha caMOM Io4YeTKy IIpBOT cBeTCKOTr paTta, rtorahu he
KeTe KosiBHUIS 1a COIICTBEHH 00JI IIPETOYH Y MOHYMeHTaIHy ¢opMy. OHa ce Tazsa
TI0CBeTHJIA CKYJIIITYPH U TOTOBO [IB€ [lelleHUje pajuiia Ha CIIOMeHUKY Poguilie/bu
Y Janoctiiu Koju je 6M0 IMOCTaB/beH Ha BOJHUUKOM Tpo6JbY Y Besruju.®

Ocam pagoBa Kete KoaBHIT Koju ce uyBajy y HapogHoM Mysejy Cpbuje
(xat. 15-22) Takohe mpUIIajajy TeMaTUIIN CTpalakba U 00ecIIpaB/beHOCTH. CBOjY
3a0KyIVBEHOCT OBMM TeMaMa U TpajHy ItocBeheHOCT IIpobiieMUMa pafHUUKe
ki1ace, KosBHIT je ob6jacHMIa TBPAH0M /Ia jOj YIIPaBO TaKBU IIPU30PH ,,Ha jelaH
jemHOCTaBaH ¥ HEBOCMUCJIEH HAUHMH IIPY»Kajy OHO IIITO cMaTpa Jiermum”.”

V BpeMe BajMapcke peny6iuke, Kete KoaBuig je 1919. rogquHe mocrasia
npBa npodecopka IIpycke ymeTHHUYKe AKafemuje. MeljyTum, ca mojackoM Ha-
IIYCTa Ha BJIACT OUJIa je IpUHYyheHa [a ce II0ByYe ca Te IIo3uliyje. IbeHo cTBa-
pasIamTBo je IIOTOM, y3 /iejla APYTUX aBaHTapAHUX YMETHUKA, 610 03HAaUeHO
Kao JIeTeHepHUYHO U ITPUKa3aHo Ha M3JI0K6KU y MuHxeHy 1937. ronuHe.”! OBa

67 S. Buettner. 1986-1987, 17.

68 HajBumwa cTona cMpTHOCTM JeLle y Hemaukoj, Kao AMpPeKTHa nocneamua pactyhe ekcnnoatauymje
XeHa koje cy ce ybp30 HakoH nopohaja Bpahane NosbCkM pajoBrMa, ocTaBbajyhu aelly 6e3 Heor-
Xo/He Here, 6una je ynpaso y MNpyckoj, rae je Konsuy, xmsena. (S. Buettner. 1986-1987, 18)

69 C. Havice. (1981-1982) “The Artist in Her Own Words" in: Woman’s Art Journal, 2(2), 6. NpBO6UTHO
nocTaB/beH y 6M3NHM MecTa nornbuje, AaHac ce 0OBaj CMOMEHMK HaNasn Ha HEMAUYKOM BOjHMYKOM
rpo6sby Bnaacno y dnaHapuiju.

70 Ibid, 5, 6.

71 OBa n3nox6ba 6una je 1 Hajgeha 1kag ofpxaHa peTpocnekTBa MojepHe ymeTHocTh. (A. Comini.
1982, 271)

43



nyTyjyha usioxba Kojy je BUZEJI0 IIpeKO YeTHPU MIJIKOHA JbYIU Tpebaslo je fa
IIpUKa’ke U30IIaUE€HOCT MOZIepHe YMEeTHOCTH.”? [TUKJIyC JIMYHOT cTpajama KeTte
KosBurg, 6u10 je 3a0Kpy>KeH IIOTUOMjOM YHYKa y /IpyroM CBETCKOM paTy, YUju
Kpaj HUje To4ueKaa.

MsjegHauaBame

[ToueTak fBageceTor BeKa y Pycuju obesiesxkuiie Cy peBOyIIHOHApPHE IIpOMEHE Y
II0JbY KYJITYpe U II0jaBa aBaHTap/[He YMeTHOCTH.”? IIoueTKOM IpyTe JelleHuje
jaBJpa ce HU3 IIpaBalla YHjHU Cy Ce IIPUHIUIIN U TEOPHjCKHU II0CTYJIaTH MaHUe-
CTOBAJIH, KaKO y 00JIaCTH CJIMKaPCTBa, TAKO U Y KIbM)KEBHOCTH, TeaTpy, QUIMY,
¢doTorpaduju, GOTOMOHTAKH U IIPUMERLEHO0] YMeTHOCTH.”* OBaj IIPOIIBAT CTBa-
paJjaliTBa aBaHTapJHUX YMEeTHUKA, Kao Ofipas IIoJieTa reHepaliyje Koja je ¢op-
MyJI¥casia IIOTIIYHO HOBe M PasHOBPCHe YMeTHHUYKE je3UKe, M3[[Baja Ce Off CINY-
HUX I10jaBa y €BPOIICKOj YMETHOCTH II0 K3y3€THO BEJIMKOM OPOjy YMETHHIIA, Off
KOjUX cy MHOTe 6ue Bofehe IpefcTaBHUIlE II0jeIMHUX IpaBala. OHe cy 6uie
HM3y3eTHO aKTHBHeE Y CTBapamy, IIIUPEeHY U 0L0PaHU HOBUX YMETHUYKHUX IIPaK-
CH KOje je M3HeApUJIa PycKa aBaHrapfia. BpojHOCT yMeTHHUIA ¥ OBOM IIEPUOAY
MOJKe ce JoHeKJIe 06jaCHUTH oMoryhaBamkbeM YMETHHUKOT 00pasoBama 3a sKeHe
jomr 1871. romune.”” V BpeMe n3bujarma OKTO6apCKe PeBOJIYITHje, OBE YMETHHUILE
uMaJie cy Beh ocTBapeHy KapHjepy, a HOBU CUCTeM U UI0JI0THja IPeICTaB/baIl
Cy IUIOHO TJIe 3a Ja/bH Pa3B0j aBaHIapAHe YMETHOCTH, KoOja je HeKOJIMKO IOH-
Ha KacHHje IMoCTala 3BaHUYHA JIp>KaBHA YMETHOCT.”® VMeTHUIe cy Tajia, IPBH
IIyT Y UCTOPUjH, IIOTIIYHO PaBHOIIPABHO Ca MYIIKUM CTBapaoliuMa, Oxje Kbyd-
HU IIPOTarOHUCTU OBUX foralaja.

72 [lena KeTe KonsuL, 6vna cy NoByYeHa ca oBe n3noxote Beh HapeaHe rogmnHe, a HaLMCTX cy npuna-
FOAVAN Heka OA HoUX 1 YNOTPEeOUAN X 3a CONCTBEHY MponaranHay.

73 OBoOMe je NpeTxoaAno pa3Boj gorahaja y Pycnju nocnearsyx rogMHa AeBeTHaecTor Beka, kaja je
rpyna neTporpaackmx MHTenekTyanala OCHOBana MpBM aBaHrapAHW MokpeT noj Hasusom CeeT
yMeTHOCTU (MUp MCCKYCTBA). Y3 MCTOMMEHM YaCoMMC KOjW je Taja MoYeo Aa 13N1a3un, OBaj MOKPET OMO-
ryhro je yno3HaBarbe Ca akTyeNHMM TOKOBMMA Y YMETHOCTM 3anaga. VicToBpemeHo, MoAcTakao je
HOBO OTKpMBaHse pycke TpajnLmje Kao pu3HMLLEe HagaxHyha 3a caBpemeHe yMeTHuKe.

74 D. Wye. (2002) “Art Issues/Book Issues: An Overview" in: Rowell, M. (ed.) The Russian Avant-garde
Book, 1910-1934. New York, 10.

75 Lavery, R, Lindsay, I. et al. (2019) Soviet Women and Their Art: The Spirit of Equality. London: Unicorn.

76 OBaj Nepunoj OKOHYaH je yop30 HakoH JlersrHoBe (Bnagnmup Wibny YibaHos JlersnH, 1870-1924)
CMPTW, KaZa 3BaHNYHa YMETHOCT NMocTaje CoOUMjanncTUyYky peanmnsam (coLpeanisam) y Kojem cy ymeT-
HuLle Takohe nrpane 3HavajHy ynory.

44



Haxo je cBaka moHa0c06 pa3BUia MHAWBUIYAIHU U3Pas, 3aje JHUIKO OBUM
yMeTHHIIaMa OHJIO je TO IIITO Ce HUCY OrpaHKryaBaJjle Ha 06J1acT CJIMKapCTBa, Beh cy
HCTpakuBajie MOIYhHOCTH KoOje OTBapajy Ioesuja, II030PHUILTe, ClleHa, KOCTUM,
TEeKCTWIHU IV3ajH, a II0CeOHO IIITO Cy OMie MUOHUPKe yBOhewa arcTpakiyje y
CBaKOJHEBHU JKHUBOT. OBe YMeTHHUIle-pagHUILIEe, II0CeOHO CY YCIIeIIHO pajuie Ha
I0Jby YTUJINTApHE YMETHOCTH IITO je AOIPHHEJO0 joll BeheM yK/bydUBamby
JKeHa y CTBapaJIalliTBO Y MJIafi0j COBjeTCKO]j Ip>KaBH.

JemaHu op mpaBalia aBaHTrapAHe YMETHOCTH YHjU Ce YTHUIAj IPOIIUPHO KU
BaH Pycuje, 610 je KOHCTPYKTHUBH3aM, HacTao 1913. OBaj IpaBaly, KOjU ce pasBHO
HajIIpe y CJIMKApPCTBY, 3Ha4ajHO je YTUIIA0 U Ha Apyre 00JacTH, IIpe cBera Ha
apxXUTeKTypy. CTaKHYTY yJIOTy Y HaCTaHKY KOHCTPYKTHUBH3Ma UMaJla je Ajlek-
caunapa Excrep (AsekcaHapa AneKCcAHIpoBHA JKCTEp, 1882-1949), ymeTHHUIIA
KOja Ce HAKOH MCTpa’KHBamka Ha I10/bY KyOou3Ma y Ilapusy, cpelUHOM [pyTe Je-
eHuje Bpaha y pogHy Pycujy riie oTBapa CBOj aTeJbe U IITKOJIY 3a MJIafie YMeTHHU-
Ke U 110cBehyje ce IpuUMemeH0j YMETHOCTH, pajiehr HajBUIIIE YIUYHE eKopa-
je, KOCTUM U clleHorpaduje. KOHCTPYKTHBH3aM KOjH je TeKHO0 of0allBamy
IeKOPaTUBHOCTHU U CBOl)ery popMe Ha reoOMeTpHjCKe 00JINKe, UCTUUyhH QyHK-
[IMOHAJIHOCT U CBPCUCXOIHOCT YMETHOCTH, IT0ce6aH IO CTUIIAj OOKO je HAKOH
OKTOobOapcke peBoJyIHje, OYAyhH fa je ogdoariuBao TPAAUIIN]y Y KOPHUCT Ipak-
TUYHUX I10Tpeba HOBOT APYIITBA U a/be UHIyCTpUjanu3aliuje 3emsbe. Y Hapoa-
HOM My3ejy Cpbuje uyBajy ce KOHCTPYKTUBUCTUYKHU pazoBU XeseH I'puHx0p
(Elena, Héléne, Helen Griinhoff, 3;1erna I'puxrosa, 1880-?) (xat. 28, 29) u Jbyo0B
KosunnoBe (JIro60Bb MuxaiyioBHa KosuHIioBa, 1898-1970) (xat. 35). V3 Comy
Jenone (CoHs Tepk, 1885-1979), oHe mpuIagajy rpynyd yMeTHUUKO-UHTeJIEKTY-
aJIHUX IIapoBa TOra BpeMeHa uuje je 3ajeJHUYKO [leJI0Babe carjelaBaHo Kao
$eHOMeH IIpe/iCTaB/beH ,y aBaHTapAHO]j IIPOU3BO/HY cXBaheH0j Kao KOJIEKTUBH
yuH”.” TpuHx0( je 6miIa y Be3u ca caukapoM CeprkoM IllaprryHowm (Cepreit HBa-
HoBUY lllapiryH, 1888-1975), mok je cynpyr KosuHIloBe 610 ITHcal] 1 HOBUHAP
Wiba Epen6ypr (Miabs dpeHO6YpT, 1891-1967), KojH je ofp>KaBao Be3e ca MHOTUM
WCTaKHYTHUM JIMUHOCTHMA CBOT BpeMeHa. XejieH [puHX0(, IT0/hCKO-PyCKa YMeET-
HUIIA, Koja je y [lapusy yumiia Koj AjlekcaHpa ApxuneHka (AysekcaHap [lopdu-
preBUY ApXUIIeHKO, 1887-1964), 0CUM y CIMKapCTBY OCTaBUJIA je 3HaYajaH Tpar
CBOjHM CKYJIIITOPCKHM paZloBHUMa Koje je M3jarasa ImupoM EBporlre 3ajefHo ca
IOpPyTUM aBaHTapAHUM cTBapaoruMa.’® Jby6oB KosuHiioBa ce Beh y paHoj dasu

77 1. Subotic¢. (2024) ,Umetnice u zenitizmu"” u: Zbornik radova Identitet - Umetnice u srpskoj modernoj
umetnosti. Novi Sad, 13-14.

78 Ibid, 25.
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CBOje KapHjepe OKpeHyJIa allCTpaKTHOM H3pasy noxahajyhu y pogHoMm KujeBy
aTeJsbe 3a 6eCIIpeMeTHO CIMKapCTBO U ClleHOrpadujy AnekcaHzape Excrep, a 110-
TOM je CTy[IHje HacTaBHWJIa KoJ AnekcaHzapa Poguenka (Aysekcagap MuxaiioBu4
Popguenko, 1891-1956) y MockBu. Uako je Kao cympyra UCTaKHYTOT KyJITYPHOT
pasHuKa 61la y HeroBoj ceHITH, KosWHIT0Ba je ocTaBMIIa 3HavYajaH Tpar y aBaH-
rap/HOj yMeTHOCTH.”

3a pasJuKy o[ IIpe/ICTaBHUIIA PYCKOI KOHCTPYKTUBH3MA, CIMKapKa 3uHa-
npa CepeopjakoBa (3uHauza CepebpsikoBa, 1884-1967) ocTasia je o Kpaja cBoje
IyTe KapHjepe olaHa urypanuju. PohjeHa je y TOPOIUITA UCTaKHYTUX YMETHHKA,
apxuTeKarTa, CIMKapa U Bajapa. IbeH yjak, AsekcaHgap beHya (Anekcanap Huko-
JaeBud benya, 1870-1960), roToMaK 4yyBeHe IIOPOUILe, OHO je jeflaH Ol OCHUBA-
ya rmokpeta CBeT yMETHOCTH KojeM je Cepe6GpjakoBa U cama Ipuctymmia 1911.%°
ToxoM IIpBe [elleHUje ABaZeCeTOr BeKa, YUWIIA je KOJ BOJehnX pyCKUX YMeTHH-
Ka, yKbyuyjyhu u PjenmmHa (Unbs PermH, 1844-1930). V ToM IIepHoOfy 4ecCTo je
nyroBaJia Ito EBpornu. Mnak, riraBHO HaflaxHyhe IpoHasiasmia je y )KUBOTY U I10Jb-
CKHUM pajloBUMa YKPajHHCKHUX CeJbaKa, Kao U y IIpefiesly POAHOI Kpaja. HakoH
Ipecesbera y IleTporpay cimka IIpHU30pe U3 IOPOSUYHOT )KUBOTA CBOje UeTBOPO
Jlelle U II0CTaje TpaykeHa IOPTpeTUCTKUKA. [Iocie OKTOoOapcKe peBoJyLiyje, Ce-
pebpjakoBa pagu y 06J1aCTH CIEHCKUX YMETHOCTH M OCTBapyje 3Ha4yajHo /esro.?!
Unaxk, 1924. ojuiasu y [lapus rjie ABe TOAUHE KaCHUje HacTaje U esio 13 HapomHor
Mmyseja Cpbuje, Vauua y Bepcajy (xaT. 32). OcTaBIIU 10 Kpaja >KUBOTa y ®paHITy-
ckoj, 3mHaua CepebpjakoBa AodeKasa je ga 1966. roguHe y CoBjeTckoM CaBe3y
OyZe opraHu3OBaHa PeTPOCIIeKTUBHA M3JI0K0a IeHUX CauyBaHUX pasioBa.

Coma Tepk /lesoHe, moniyT CepebpjakoBe, 61Ia je poheHa y JaHAIIKO0]
VKpajuHHU a HajBehu [leo Kapujepe IIpoBesia y ®paHITyCKoj, I7ie je Kao IIpuMehe-
Ha YMeTHHUIIA CTeKJIa HajBUIIle IpU3Hame.® IbeHO paHO YMEeTHHYKO popMUparse
oxBujaso ce y Ilerporpany u Hemaukoj, a moTtoM y [lapusy. Y 0BOM IIepHOLY
Coma Tepk 6miia je IOJ yTUIAjeM ITOCTUMIIPECHOHM3MA. YIIO3HABIIHU Oyayher
cympyra, ¢ppaHIycKor ymeTHUKa Pobepa [JesoHea (1885-1941), oHa ¢ ®UM pa-
3BHUja uzeje opdmaMa U CUMyJITaHHU3Ma U KU3ydaBa TeopHjy 60ja Koje, 3ajefHO ca

79 Ibid, 26.

80 13 nopoauLe beHya (Benois) noTekne cy Heke o4 Bogehnx TMYHOCTL pycke kynType 19. 1 20. Beka.
MoTomMUm 0Be nopoauLe BoAe nopekno oj Jlyja Xuna berya (Louis Jules Benois, 1770/1772?-1822),
KOju ce HakoH PpaHLycke Bypxoacke peBonyLMje Jocenuo y Pycujy rae je pasno Ha LapckoM 4BOpY.
81 Lavery, R, Lindsay, L. et al. (2019) Soviet Women and Their Art: The Spirit of Equality. London: Unicorn.

82 Buna je NpBa yMeTHMUA 3a uujer XmnBoTa je (1964) oapxaHa peTpocrnekTBHa n3noxoa y Jlyspy.
FogmHe 1975. ognmkoBaHa je OpzeHoM Jlervje yactn.
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reoMeTpH3anyjoM GOpMHU HHTETPHIIIE, KAKO Yy CBOje CJIMKapCTBO, TAKO U Y IIPU-
MeHeHY YMeTHOCT U rpa¢uKy. TOKOM UuTaBe Kapujepe, of] [I04eTKa JipyTe JIerie-
HUje IIa CBe JI0 CefaMZeceTHUX TOAMHA [BajleceTor BeKa, Coma [lesoHe O61Ia je
3a0KyIJbeHa 00joM, a IIPUHITUIIE CUMYJITAaHM3Ma IIpUMehUBaJa je Ha CBe 00J1a-
CTH CBOT CTBapaJialITsa. lbeH HajBehu fonIprUHOC 6HO0 je Y IIpUMeHheHO0j YMeTHO-
CTH, TT0CeOHO M3ajHy TeKCTHUJIa ¥ MOAH KOjy je HaMeHMJIa CaBPeMeHOj >KeHU.
HbeHu pazioBu Koju ce uyBajy y HapogaoMm mysejy Cpbuje, Haupiu 3a geujy ogehy
(xaT. 33) u Haupiu 3a sxceHCKY ogehy (KaT. 34) Takole IIpUIaziajy 1oby KOCTUMO-
rpaduje y Kojy je yBesia aBaHTapJAHU U3pa3 YYUHUBIIHN TaKO BEJIMKU IIOMAaK y
0BOj 06J1aCTH.

* %%

ITojaBa MOJiepHe y IPYroj II0JIOBUHU JeBeTHaeCTOr cToseha IIpefcTaBJba IIpe-
KpeTHUITy KaZia je ped o IIPUCYCTBY KeHa y 00J1aCTH yMeTHOCTH. C I10jaBOM HUM-
IIpeCcroHK3Ma, CIMKapKe IIpecTajy fa 0yay ycaM/beHHU IIPUMeEpPH ¥ CBOjOj BPCTH.
Hagaske, oHe cy CBe aKTHBHHje y3uMaJle y4yelltha y aKTyeJJHUM YMeTHHYKUM
TOKOBHMaA, OMJIO Kao IIpe[CTaBHUILIE ofpeljeHOT IIpaBIia, II0OKpeTa WIU I'PyIle,
61JI0 Ka0 MHAWBUYAIHU CTBapaoliu. ToMe cy JoIpruHeIu OypHU UCTOPH)CKU U
IPYIITBEHU qoraljaju Koju cy TeMeJbHO IPe0bIUKOBaJIHM CBeT. MHIyCTPHjCKa pe-
BOJIyIIUja, 6opba cydpakeTKUIba 3a paBo Iaca, OKTobapcKa peBoJIyIiHja, Kao
U [1Ba CBeTCKa paTa, ApaMaTHUUHO Cy YTHUIlaJIX Ha CBe acIleKTe APYIITBA, YK/bY-
4qyjyhd yMEeTHOCT U IO3UIHjY ’KeHa y OKBUPY He. OHe I10CTajy paBHOIIPaBHU
CTBapaolly, a YMETHOCT II0UMbe J1a I'yOM pOAHU IIpef3HaK. Mak, yak U faHac,
Mys3ejcKe KoJIeKIIHje IIIUPOM CBeTa U Jas/be He ofpa’kaBajy jefHaKy 3acTyIl/be-
HOCT ayTopa U ayTOPKHU y 06J1aCTH YMETHUYKOT CTBapasallTBa.
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The Harder Path

The creative output of women remained, for a very long time, completely unac-
knowledged in art history. A turning point came in the mid 1960s when, at the peak
of second-wave feminism, feminist art criticism and theory emerged, coinciding
with feminist artistic practices and women’s movements of the time." One reason
for this was that women painters, from the Renaissance onward, had always had
a secondary role on the art scene.? Even so, there were examples of women paint-
ers like Artemisia Gentileschi (1593-1653) or Judith Leyster (1609-1660), who
during their lifetime achieved fame, yet were later forgotten and did not find
their place in art historiography.®* Up until the middle of the nineteenth century,
art history took hardly any notice of women’s artwork. An essay by Linda Nochlin,
“Why Have There Been No Great Women Artists?”, published in ARTnews in 1971,

1 L. Kovac. (2000) “Recenzija, Prikaz slucaja: Feministi¢ka likovna kritika i teorija likovnih umjetnosti.”
Zagreb, 101-102.

2 Women were never forbidden from making art, but their creative output was for a long time
reduced to the means by which male artwork attained and retained power in the highly significant

sphere of cultural production. R. Parker, and G. Pollock. (2013) Old Mistresses: Women, Art and Ideology.
London, 170.

3 N. Broude and M. D. Garrard. (eds.) (1982) “Introduction” in: Feminism and Art History: Questioning
the Litany. London, 7.
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is considered a pivotal moment and the foundation for future feminist criticism
in the field of art. Feminist criticism was, in fact, directed at art history itself, which,
as an essentially masculine discourse, over time constructed value judgements
according to which the work of women was underestimated, which calls into
question the discipline’s objectivity.*

Those women artists whose work received attention, or perhaps even gar-
nered broader social acknowledgement, are considered exceptions to the rule
which states that the capacity for artistic creation was inherent to men.* Later, one
of the main problems facing women artists was the impossibility of equality in
artistic education, or training equal to that which men attended.® Namely, women
were, above all, not allowed to take classes in life drawing.” The skill attained
through such classes was central to the process of artistic training, and knowledge
of the anatomy of the human body, as well as the ability to represent it realistically,
were prerequisites for painting history compositions. Deprived of this part of their
education, women were automatically excluded from the loftiest genre of art and,
therefore, were relegated to themes that art theory ranked as lower and thereby
less valuable. For this reason, women predominantly worked in the genres of
portrait, still life, and landscape. Angelica Kauffman (1741-1807) was one of the
rare women artists who, in the eighteenth century, attained during her career a
reputation as a painter of history themes.? Together with Mary Moser (1744-1819),
Kauffman was one of the founders of the Royal Academy of Art in London. The
position of women in the academy’s collective is best illustrated in a painting by
Johann Zoffany (1733-1810), Life School of the Royal Academy from 1771, in which
the two women artists, members of the academy, are shown in portraits hanging

4 Feminist critics, however, oppose simply adding neglected women artists to the canon, calling
instead for a thorough reexamination and reconsideration of the history of artistic creation, and a
paradigm shift. (N. Broude and M. D. Garrard. 1982, 2). The demand that art history value women'’s
work not only changes the field of study, but also represents a political challenge to the discipline. (L.
Kovac. op. cit,, 101-102) Attempts to define the nature of women's art and identify a specifically
female quality in their work pose a particular problem in art theory and criticism. Such a view also
carried numerous stereotypes, based on the biological characteristics of the female body. (C. Nemser.
[1973] “Art Criticism and Women Artists,” in: The Journal of Aesthetic Education, 7[3], 73-74.)

5 R. Parker and G. Pollock. 2013, 169.

6 L. Nochlin. (1971) “Conclusion,” in: "Why Have There Been No Great Women Artists?", ARTnews 56.
Available at: https://www.artnews.com (Accessed: 24 April 2025)

7 This type of course was not forbidden to women, but it was considered socially unacceptable. (G. Per-
ry and M. Rossington. (eds.) (1994), Femininity and Masculinity in Eighteenth-Century Art and Culture.
Manchester, 43.)

8 Ibid, 41, 45.
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on the wall, as it was unthinkable to depict them among their colleagues, observ-
ing two nude male models.’ Still, even in this period a few women artists held fast
to their ambitions, and some of them reached the highest level of artistic achieve-
ment, in spite of the limitations and hurdles facing them.

The next century’s major social changes also played out in revolutionary
changes in art, including the breakthrough of women’s artwork, which culminat-
ed in the phenomenon of the modern. At the time, women had more freedom to
create, since during the nineteenth century art began to move away from the
domination of academic institutions and to liberate itself from their strict normes.
Social upheavals led to the consolidation of the bourgeois class, which increasingly
demonstrated a tendency to be preoccupied with itself. The theretofore sovereign
reign of history painting started to give way to unpretentious and freer genres
like landscape and scenes from daily life. Demand for monumental, large-format
works declined, while new themes gained popularity among the members of the
rising class. More and more, modern life became the main preoccupation for
painters and a favorite theme for the bourgeoisie.

In the second half of the nineteenth century, women turned to art in ever-
greater numbers, and their work became more visible. Still, the position of women,
in both the field of art and in society as a whole, faced new challenges. Nineteenth-
century women, particularly those in the upper-middle class, had numerous lim-
itations imposed on them, which inevitably affected their artwork.

Breaking through to the unattainable

French artist Rosa Bonheur (1822-1899) was one of “the most successful and pro-
ductive women painters of her time.”'® Her father, Raymond Bonheur (1796-1849),
was an artist and ran a school for drawing. Although she had her father’s support
and began to paint in early childhood, Rosa Bonheur was largely self-taught, and
her training followed the academic principles of education, the foundation of which
was life drawing. From a young age her interest was in the animals that sur-
rounded her, and which she tirelessly sketched. This affinity would determine
her artistic path, which led her to become France’s foremost animal painter.
Drawing according to plaster models and, as she matured, copying the old mas-
ters in the Louvre, she completed her artistic formation. In 1841, at only nineteen

9 Ibid, 43.

10 L. Nochlin. (1971) 50. She received first prize at the Paris Salon, and later was the first woman
artist to be decorated by the Legion of Honor in 1865 and receive other distinctions. (R. Parker, and
G. Pollock. 2013), 35.
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years of age, Rosa Bonheur had her first exhibition at the Paris Salon, where she
would continue to be a regular participant up to 1855. Her work was character-
ized by a naturalistic representation of the animal, the image owing its lifelike
quality to careful observation, as well as the patient study of anatomy, nature,
and the very soul of the beings depicted. Rosa Bonheur developed a particular
love toward horses.

The painting White Horse in a Stable at the National Museum of Serbia (Cat. 1)
belongs to a group of works dedicated to the animal with which, as she herself
confessed, she was enchanted. Her most important work, The Horse Fair, was
highly acclaimed. The painting was exhibited at the Salon of 1853, where it re-
ceived special attention, and then went on to gain international fame. Though
essentially a genre painting, the work, with its dimensions, dramatic and monu-
mental scene, and approach to its subject, possesses the qualities of a history
painting—at the time still off limits for women artists. Such a work by a woman was
an exception. Still, Rosa Bonheur’s artwork was considered conservative." The
subsequent discovery of her self-portrait within the painting imposed a new inter-
pretation of the piece. In the figure of the young man at the center of the compo-
sition, his face shown in half-shadow at a three-quarter view and his gaze directed
at the viewer—characteristics typical for a self-portrait—researchers recognized
a portrait of the artist.'? Her static figure contrasts the other human actors in the
scene, who are trying to subdue the distressed animals. The insertion of her own
representation in a scene that takes place in a male sphere should be viewed as
particularly subversive in the context of bourgeois Parisian society in the second
half of the nineteenth century.” At the same time, the painting to great degree
reflects reality, as Rosa Bonheur regularly visited such fairs in order to make her
many studies of horses. To that end, in order to visit and work undisturbed in an
environment that was exclusively male, twice a year she sought permission from
the police to wear men’s clothes, as clothing was regulated by law. She had al-
ready cut her hair short at the beginning of her adolescence, and trousers, which
she regarded more as work clothes than an expression of feminism, protected her
from any unpleasant incidents to which she was vulnerable as a woman.'

11 J. M. Saslow. (1992) “Disagreeably Hidden: Construction and Constriction of the Lesbian Body in
Rosa Bonheur's 'Horse Fair',” in: N. Broude and M. D. Garrard. (eds.) (2018), The Expanding Discourse:
Feminism and Art History. New York, 187.

12 Ibid.
13 Ibid.

14 L. Lampela. (2001) “Daring to Be Different: A Look at Three Lesbian Artists,” in: Art Education, 54 (2),
46-48.
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The masculinized portrait of the artist, placed within a composition full of
male figures, as well as the unruly horses—themselves symbols of unrestrained
freedom—expressed a struggle for liberation from the strict norms that ruled in
bourgeois society. The Horse Fair enjoyed international success and was sent to
tour around England and Scotland. Some time later, Bonheur made a replica in
smaller dimensions so that prints could be made of it. The piece was purchased
by Cornelius Vanderbilt IT (1843-1899) in 1887 and later bequeathed to the Metro-
politan Museum of Art, where it remains today.

The successful career and social recognition enjoyed by Rosa Bonheur can
be viewed as a precedent in which the many contradictions that marked her life
are interwoven. Very early on, a fear of losing independence and freedom ce-
mented her decision to avoid marriage, at that time considered an obligation for
middle-class women that was never questioned."” Likewise, the fact that she lived
most of her life in an informal marriage with her female partner, with whom she
remained until her death, confirms her uncompromising position and courage to
live according to herself and her wishes.'® Regardless of the fact that she refused
to submit to the social norms of her time, Rosa Bonheur not only managed to
avoid social discrimination: in fact, she enjoyed the sympathy and support of the
ruling circles and social recognition of the highest rank."” Still, her early forma-
tion was marked by the socio-utopian ideas of Henri de Saint-Simon (1760-1825),
to which her father ascribed. Their insistence on gender equality, as well as the
conviction that artists, as part of the social elite, must actively work toward a
better world, became the model for Rosa Bonheur, as both woman and artist."

Toward the end of her life, in 1897, Rosa Bonheur saw the Academy (L’Ecole
des Beaux-Arts) open its doors to women." However, this happened at a moment
when the Academy’s dominance as an educational institution without equal had
significantly declined, and academic norms were dismissed by modern artists.

In the second half of the nineteenth century, Paris had unquestionably be-
come the leading center for art in both Europe and the world. At that time, artists
flocked to the city in ever-increasing numbers, attracted by the opportunities it

15 L. Nochlin. (1988) Women, Art and Power and Other Essays. New York, 172.
16 L. Lampela. 2001, 47 and L. Nochlin 1988, 172-173.

17 She was honored by Queen Victoria and Emperor Napoleon III, and Empress Eugénie in particu-
lar. C. Havice. (1981-1982) “The Artist in Her Own Words,” in: Woman’s Art Journal, 2(2), 4.

18 G. Pollock and R. Parker. (1981) “The Essential Feminine or How Essential is Femininity?”, in: Old
Mistresses: Women, Art and Ideology. London, 35-37.

19 L. Nochlin. 1988, 170.
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offered. Among them was the painter Maria Bashkirtseff (1858-1884), born into
a family of lower Russian nobility. At the age of twelve, she left Russia with her
mother and travelled around Europe, settling in Paris in 1877, where her artistic
career began. In the hopes of attaining an education that would completely pre-
pare her for the vocation of painter, Bashkirtseff enrolled in the Académie Julian.
This school, founded in 1868 by Rodolphe Julian (1839-1907), was an official al-
ternative to the Academy, for both aspiring women painters, who came from
other cities in Europe and the United States, and many other young male artists.?
Several years after its founding, the Académie Julian offered its female students
the chance to attend life drawing classes.?’ They were able to practice drawing
while observing a male model, although in a dedicated area, separated from their
male colleagues. Maria Bashkirtseff strongly opposed this segregation and de-
manded equality in training for both sexes.?? During her education at the Académie
Julian, in 1880 she completed her famous painting, In the Studio. In this group
portrait with a self-portrait, Bashkirtseff shows the female students of the
Académie Julian during a life drawing class. The model is a young man, almost a
boy, wearing a small loincloth and posing for the young women painters, who are
engaged in a lively debate. She shows herself in the foreground, palette in hand:
an unequivocal confirmation of her dedication to painting. In spite of the oppor-
tunities to move in artistic circles, gain an education and exhibit in the Salons,
Bashkirtseff keenly felt the limitations facing her as a member of the upper class.
In her diary, she expressed her frustrations with these constraints imposed by the
social norms of the time:

“What I desperately want is the chance to walk freely, by myself, to come and
g0, to sit on a bench in the Tuileries, and especially in the Jardin du Luxembourg, to
go into churches and museums, to stroll the ancient streets at twilight: that’s what I
desperately want, it’s the freedom without which one cannot become a painter.”?

Such feelings are also echoed in the painting at the National Museum, Por-
trait of Prince Bojidar Karageorgevitch (Cat. 10).> The figure of her close friend is

20 E.Zimmerman. (1989) “The Mirror of Marie Bashkirtseff: Reflections about the Education of Women
Art Students in the Nineteenth Century,” in: Studies in Art Education, 30(3), 169-170.

21 Ibid, 169.
22 Ibid, 171-172.
23 M. bawknpuesa. [JHesHUk (1873-1884), tr. [I. PamagaHcku, Hosu Cag, 1996, 293.

24 Maria Bashkirtseff was a longtime close friend of Bojidar Karageorgevitch (1862-1908),
great-grandson of Karadorde, Grand Vozd of Serbia, and grandson of Captain MiSa Anastasijevic.
Karageorgevitch, himself a painter, was with Bashkirtseff during the last days of her life.
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shown on a narrow terrace with a view of a city and streets that nevertheless do
not belong to the young artist. From her perspective, the city does not appear in
its full glory, but rather largely as the backs and enclosed sides of the buildings
whose luxury facades were not accessible to her. Although the view of the urban
motif extends into the distance, the cast-iron railing, on which the young man
elegantly and yet nonchalantly leans, represents the boundary between two
worlds: the male and that to which she herself belongs. The signature and year,
1884, which she inscribed on the railing, further emphasize the significance of
the boundary between two realities. The figure belongs to the sphere of a private
space, but the view of the city in the background expresses the artist’s urge to go
out onto the street, to the urban space inaccessible to her. Her friend remains at
arm’s reach, he is present in her space, yet her gaze does not stop at his figure, but
rather extends past it as far as possible from her position. In this painting, Maria
Bashkirtseff hints at a certain playfulness with spatial structures, which will be-
come one of the key features of modernism.?

The urban motif, and the street in particular, attracted Maria Bashkirtseff in
the last years of her career. One of her most famous paintings, The Meeting, com-
pleted just months before her untimely death, is set on the street, and her affinity
for this motif is also expressed in the 1882 painting In the Fog, which belongs to
the Belvedere Museum in Vienna. In this work, dominated by a crossroads in a
Parisian suburb, Bashkirtseff approaches Impressionism, both in the selection of
the motif and a painterly approach that attempts to capture the effects and tran-
sience of atmospheric events. Still, her painting remained within the parameters
of tradition and she never abandoned her academic approach.

Women Impressionists in a golden cage

At the time of the inception of Maria Bashkirtseff’s painting at the National Museum,
Paris Impressionists had been at work for a full decade, creating works that rep-
resented a clear break from tradition and one of the first manifestations of mod-
ern art. Among them were four women artists that shared their artistic and aes-
thetic principles.?

In 1874, the Impressionists presented their radically different painterly
methods, as well as their new thematic orientation, at an exhibition organized at

25 The issue of male and female spaces is analyzed in: G. Pollock. (1988), 80-93.

26 In addition to Berthe Morisot and Mary Cassatt, the Impressionists included Eva Gonzales (1849-1883)
and Marie Bracquemond (1840-1916).
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the atelier of photographer Paul Nadar (1820-1910).7 In this first group exhibi-
tion, the only woman was Berthe Morisot (1841-1895), who would continue to
show her work with them.?® Berthe Morisot came from a prosperous bourgeois
family that supported her interest in art. However, the classes in drawing and
painting that Morisot and her two sisters attended were acceptable as part of the
good education of an upper-class girl until she entered marriage.

Morisot had an early affinity for plein-air painting, which led her to Camille
Corot (1796-1875), who would become her informal teacher.? The largest influ-
ence on her was Eduard Manet (1832-1883), with whom she developed a complex
relationship. When Henri Fantin-Latour (1836-1904) introduced her to him in
1868, she had already been regularly exhibiting works at the Salon, while he had
gained a reputation as a rebel with works like Olympia and The Luncheon on the
Grass. The creative exchange that ensued between the two artists was intense. At
the same time, Manet was infatuated with her, representing her in his works a
total of eleven times between 1868 and 1874, each time in a different way, playing
with her identity.?’ Posing for Manet took up a good deal of her time, which made
her anxious, as she herself was a dedicated painter. Likewise, his habit of inter-
vening in her works disturbed her a great deal, since it was not done in the spirit
of artistic collaboration, but rather as a kind of “correction.”' Having joined the
Impressionists, Morisot developed a style characterized by very loose strokes, as
well as frequent exploration of the effects of light. The degree of the dematerial-
ization of forms and the treatment of light in her works places Morisot among the
most revolutionary members of the movement. On the other hand, the themes of
her works tended toward the familiar, direct environment, and her models were
generally family members. Such orientation was in keeping with the norms of
bourgeois society, in which gender roles where strictly defined, and women of
her class could appear in public spaces only when accompanied by their hus-
bands or another family member. Berthe Morisot adhered to the reigning norms,
turning to the female spaces of interiors or, perhaps, gardens, verandas or balco-
nies that belonged to the domestic sphere. Still, within these limited parameters,

27 At the time they were still called the Société anonyme des artistes peintres, sculpteurs, graveurs, but
soon after the exhibition they became known as the Impressionists.

28 The only time Morisot did not participate was in the Fourth Impressionist Exhibition of 1879, as
her daughter had been born a few months before.

29 Jr. k. E. Hyslop. (1954) “Berthe Morisot and Mary Cassatt,” in: College Art Journal, 13(3), 179-180.
30 M. R. Kessler. (1999) “Unmasking Manet's Morisot,” in: The Art Bulletin, 81(3), 475.
31 Ibid.
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Morisot displays in certain works a certain subversiveness. Attempting to pene-
trate female subjectivity, she selected defining moments in the life of a woman,
such as adolescence and maturation, emphasizing their crucial significance.? The
piece titled Psyché, dated 1876, represents a young woman in full size, standing
in front of a mirror, absorbed in her own intimacy. A few years later, in the paint-
ing The Wet Nurse Angele Feeding Julie Manet (1880), Berthe Morisot presents, in
her own way, not the closeness of mother and child (as one might expect at first
glance), but rather an image of work, in this case women’s work, which was one
of the most important themes in the art of some Impressionists.** Although her
spouse Eugene Manet, also a painter, supported her career and dedicated himself
to their child, born in 1879, Berthe Morisot frequently expressed frustration with
her double role as mother and artist.>*

32 G. Pollock, 1988, 115.
33 L. Nochlin, 2018, 232.
34 1bid, 53.

57



Their only child, daughter Julie, would become Morisot’s favorite model,
whom she would paint for the rest of her life. Julie was also painted multiple times
by Pierre-Auguste Renoir (1841-1919), with whom Berthe Morisot developed a
very close friendship.* Although Renoir ascribed to Rousseau’s concept of woman
as a predominantly sentimental being, whose main purpose was to love her chil-
dren and care for the family, he greatly admired Berthe Morisot as an artist, and
his conservative ideas, as well as the class differences between the two of them,
had no effect on their close relationship.*® Girl with a Cat (Cat. 2), the only work by
Berthe Morisot at the National Museum of Serbia, was in fact done after Renoir’s
portrait of Julie, which her parents had commissioned from their friend in 1887.

A few months before the end of this artist’s life, Renoir painted a double
portrait showing Berthe Morisot in profile and Julie turned toward the viewer.
The work reflects the close relationship between the two painters. Renoir de-
scribed his friendship with Morisot as one of the strongest in his life.*’

Mary Cassatt (1844-1926), an American who made her career in France—
having relocated there at the time of the First Impressionist Exhibition—was one
of the leading representatives of the movement. Like Berthe Morisot, Cassatt came
from a well-to-do family that supported her artistic talent and interest.>® Her par-
ents enrolled her in painting classes at the atelier of Charles Chaplin (1825-1891),
an artist who worked in the academic tradition. Feeling limited by the constant
copying of textbook examples, and a lack of freedom and spontaneous expression,
she quickly left him and began working in her own studio. Her paintings attract-
ed the attention of Edgar Degas (1834-1917), who in 1877 came to her atelier to
meet her in person. Thus began their friendship and artistic collaboration, which
would last four decades, until Degas’ death in 1917. It was he who invited her to
exhibit with the Impressionists, whom she officially joined for the Fourth Impres-
sionist Exhibition in 1879. Although Degas’ influence on her was significant, it
cannot be said that she was his pupil. The relationship between the two was less
student-teacher, and more an artistic exchange.* Like Berthe Morisot, Cassatt

35 T. Grab. (2018) “Renoir and the Natural Woman,” in: Broude, N. and Garrard, M.D. (eds.) The
Expanding Discourse: Feminism and Art History. 1st ed. New York, 304.

36 Ibid.
37 Ibid.

38 Still, it has been observed that her father, upon hearing of her decision to dedicate her life exclu-
sively to art, said that he would rather see her dead. Jr. F. E. Hyslop. 1954, 179.

39 A.D. Breeskin. (1979) Mary Cassatt: A Catalogue Raisonné of the Graphic Work. New York, 13; and C.
Nemser, 1973, 74.
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also focused on the domestic sphere and the modern family life of the upper class.
Still, her most outstanding works depict a relationship between mother and child
based on the renaissance tradition of the representation of Madonna and Christ.*
In showing the most emotional aspects of the mother—child relationship, such as
bathing, caressing, and play, Cassatt created a body of work that was deeply sen-
sual while avoiding sentimentality.*' In contrast to Berthe Morisot’s representa-
tions of motherhood, in which the figures involved in some shared activity are
always at a physical distance from one another, Cassatt particularly emphasized
the bodily closeness between mother and child.*? It is well known that she would
occasionally use village women as her models, believing that they held children
in a more natural manner than mothers of the upper class.” Cassatt would set
such scenes in the comfortable interior of an haute bourgeoisie home. Unlike
Berthe Morisot, she was not drawn to plein-air painting, and Landscape at the
National Museum (Cat. 3) is something of an exception in her oeuvre.

A significant part of Mary Cassatt’s creative output is comprised of prints,
to which she dedicated herself in the period from 1879 to 1910. Inspired by her
peers, especially Camille Pissarro (1830-1903) and Degas, Cassatt experimented
with various techniques, particularly etching and drypoint.* Her printmaking
was particularly influenced by Japanese woodblock prints. Together with Degas,
she attended a large exhibition of Japanese prints held in Paris in 1890, after
which followed a series of works that were deeply informed by what she had seen
there. Under the sign of the Japanese masters, Cassatt created pieces in which she
expressed a new approach to the female everyday, depicting the characteristic
relationship of two figures in an interior devoid of depth.*

40 S. Buettner. (1986-1987) “Images of Modern Motherhood in the Art of Morisot, Cassatt, Moder-
sohn-Becker, Kollwitz,” in: Woman’s Art Journal, 7(2), 15.

41 As opposed to Morisot, whose representations of mothers and children are reserved and dis-
tanced, Cassatt exhibited a palpable pleasure in the physical and emotional closeness between mother
and child, as well as a certain sensuality of the child’s body. L. Nochlin. (1999) Representing Women.
London, 199.

42 S. Buettner. 1986-1987, 16.
43 Ibid.

44 During the first two decades of her career, Cassatt dismissed printmaking as a “lower art,” as it
was widely viewed at the time. However, the rebirth of this branch of visual art toward the end of the
nineteenth century had an impact on the work of most Impressionists. In this regard, Degas and
Pissarro had particular influence on Mary Cassatt, encouraging her to try her hand in the field. N. M.
Mathews and B. S. Shapiro. (1989) Mary Cassatt: The Color Prints. New York, 19.

45 Ibid.
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Mary Cassatt’s modernity is most apparent in the approach whereby she
controlled her composition, including a very bold way of framing and cropping,
which she adopted from Degas. Many of her works also depict women in public
spaces, that is, those to which they had access.* Her paintings of the Paris bour-
geoisie, and women in particular, in theatre boxes, belong to the opera and ballet
themes that were also a favorite of Degas’. However, Degas was particularly in-
trigued by what happened offstage, where he found inspiration for some of his
most famous works.*

The paintings of Berthe Morisot and Mary Cassatt, oriented toward the
modern family life of the urban elite, was expressly determined by class and lim-
ited to the spaces accessible to women of the bourgeoisie. Likewise, for a female
member of their social status, the very act of making art was acceptable exclu-
sively as a hobby, entertainment in leisure time, as the bourgeois society of the
nineteenth century did not approve of a woman working to make her own living.
Financial stability and earnings were the responsibility of the man, whose move-
ment was completely unrestricted. This social position of the man was also re-
flected in art: as opposed to the broad range of themes painted by male Impres-
sionists, the themes of women painters were confined to a much narrower
spectrum.

Advantages of the marginalized

The position of Suzanne Valadon (1865-1938) was entirely different: she came
from the lower working class. Having come to Paris with her mother, as a young
girl she already had to earn her daily bread, accepting various jobs. At the age of
fifteen she began posing for artists, and thereby entered the bohemian circle of
painters on Montmartre. Valadon, attracted to drawing since she was a child, had
the opportunity to learn directly, observing the technique of the artists for whom
she worked. At that time she worked for Pierre-Auguste Renoir, Pierre-Puvis de
Chavannes (1824-1898), and Henri de Toulouse-Lautrec (1864-1901), who encour-
aged her artistic ambitions and suggested she show her work to Degas. With his
exceptional affinity for linearism, Edgar Degas immediately recognized the strong,
flexible line in Valadon’s drawings and introduced her to the techniques of print-
making, to which she then dedicated herself. Like the female Impressionists, Val-
adon also used family members—most frequently her mother and son—as the
models for her work, since they were always available to her. The human figure

46 G. Pollock. 1988, 109.
47 1bid, 114.
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remained the central theme of her art throughout her career, and she coura-
geously earned the right to paint nudes, which was something that had been
forbidden to women artists for ages.” In her images of nude women, Valadon
avoided idealized representations, attempting instead to convey the spontaneity
of an ordinary moment in their lives. The drawing The Toilette at the National
Museum of Serbia (Cat. 13) belongs to the thematic cycle of scenes from women’s
private lives. In it, the nude and clothed female figures, rendered in an empha-
sized line, dominate the composition, shown in the act of an everyday ritual.

Suzanne Valadon’s dedication to her art was interrupted by a constant wor-
ry for the health of her child. Her son, Maurice Utrillo (1883-1955)—who himself
would become a successful painter—was of frail health and to the end of his life
suffered from mental illness. In spite of her frequently destitute existence, Valadon
avoided marriage for a long time, aware of the limitations that it would impose
upon her. However, that which at the beginning of her career seemed a disadvan-
tage, deriving from her social status as the illegitimate daughter of a laundress,
proved an advantage as her career developed, since she had much more freedom
of movement and behavior. Not risking to lose the status that she certainly did
not enjoy, Valadon boldly rejected bourgeois conventions, and this freedom from
social norms had a direct influence on her artistic growth.

Her still life from the National Museum of Serbia, Vase with Flowers and
Oriental Rug (Cat. 14) dates from a later phase in her career, characterized by the
distinct expressivity of a strong line, intense color and a robust expression. She
used the same style in her much-anthologized work from 1923, The Blue Room, a
unique reinterpretation of a major motif in the history of art, and particularly new-
er French art.* The representation of a nude, eroticized female figure passively
stretched out on a bed served as Valadon’s template for subverting the traditional
theme: she painted a middle-aged woman, dressed in pajamas, with a cigarette in
her mouth and a book, lying on an unmade bed. And while the decorative back-
ground composed of ornamental fields of various patches of intensive color, akin
to the images of odalisques by Henri Matisse (1869-1954) from the same period,

48 In addition to the female nudes that she painted throughout her career, Suzanne Valadon was the
first woman artist who painted a frontal male nude, who is shown life size in Summer, dating from
1909. Nevertheless, later she added some grape leaves to conceal the intimate parts of the body. Itis
a double portrait of monumental proportions, in which she depicts herself and her younger (by
almost a quarter of a century) lover, André Utter (1886-1948), as Adam and Eve in the Garden of
Eden.

49 In addition to the famous works of the old masters, two standouts are Grande Odalisque by
Jean-Auguste-Dominique Ingres (1780-1867) and Manet's Olympia.
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Valadon’s depiction of the woman was drastically different. In contrast to Ma-
tisse’s compositions, in which nameless models dwell in a space void of depth, the
woman in Suzanne Valadon’s painting is a real person of flesh and blood. The
painting’s large format, which until recently had been reserved for history com-
positions, gives the painting a particular dignity. The painting depicts an ordinary
moment in the life of a modern woman, unconcerned with the outside world,
living in the present of her own reality and unburdened by social expectations.
At the same time, it expresses the new status attained by women after the First
World War. This radically different painting, which was purchased by the state
almost immediately after its creation, is a symbol of official recognition, as well
as the freedom for which, to a large degree, Suzanne Valadon fought both as an
artist and a woman. Her path from model to respected artist represented the
process of emancipation that began at the turn of the twentieth century.

Flight into a woman’s world

And while the expressive and raw painting of Suzanne Valadon has often been de-
scribed as masculine in character, the artwork of Marie Laurencin (1883-1956)
is, by contrast, considered strikingly feminine. With its accent on decoration and
pastel colors, the ethereal world of women that defines this painter’s oeuvre after
1920 is also present in her works held at the National Museum. Nevertheless,
Marie Laurencin began her career with a different mode of expression.

Like Valadon, Marie Laurencin was also the illegitimate daughter of a lower-
class woman. Still, her father made possible her artistic tutelage at Académie Hum-
bert,*® where Georges Braque (1882-1963) taught. Together with him, in the first
years of the twentieth century, Laurencin entered the circle of the Paris avant-
garde, which included Pablo Picasso (1881-1973), Francis Picabia (1879-1953)
and Gertrude Stein (1874-1946). She had a particularly close relationship to Guil-
laume Apollinaire (1880-1918), whose particularly prolific creative phase in that
period led to her being called his muse.*' Her paintings, The Group of Artists from
1908, as well as Meeting in Nature from 1909, in which she shows herself in the
company of leading avantgarde artists, exhibit a high degree of the naive, in the
spirit of Henri Julien Félix Rousseau (1844-1910), a painter whose direct form of
expression was deeply admired by young artists.> The simplified drawing, flat-

50 Painter Ferdinand Humbert (1842-1934) founded this academy in 1898 in Montmartre.
51 R. Sandell. 1980, 23.

52 In 1908, Picasso honored this artist with a celebration (Le Banquet Rousseau) in what was then his
atelier.
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ness of form, and reduced, muted color in Marie Laurencin’s early works reflect
the influence of the Cubists, from whom she distanced herself before the First
World War, when she left France.>

Upon her return to Paris, Laurencin turned to a style of painting that focused
on a dreamlike, charmed world of women with stylized, elongated figures and
prototypical physiognomies, thus building her own specific idiom. Her focus on
the feminine sphere in the decades after the First World War also reflects her inti-
mate life, marked by a long-term relationship with her own servant, Suzanne
Moreau-Laurencin.** However, the striking ornamentalism seen in this phase may
have its roots from the very beginning of her career, when she studied painting on
porcelain at Sevres. This development of her artistic idiom led Marie Laurencin’s
work to be labelled as feminine.*® And while Apollinaire in his time admired her
“feminine arabesque”, this quality is later considered—in a very coarse and con-
descending manner—as a sign of her gender, an assessment based on her biolog-
ical identity.*® Nevertheless, Marie Laurencin left her mark not only in the field of
painting, but also in printmaking, illustration, and scenography. Collaborations
with the Ballets Russes and La Comédie-Francaise resulted in costume and set
designs, which Ballerinas at the National Museum of Serbia (Cat. 30) echoes. For
Marie Laurencin, a female universe, pervaded with harmony and free of the male
presence, remained her artistic preoccupation until the end of her career. As
opposed to the works of Berthe Morisot, Mary Cassatt or Suzanne Valadon, who
showed the reality of women’s lives in the lower or upper middle class, Marie
Laurencin’s art, such as Two Sisters at the National Museum (Cat. 31), were bound-
ed within an imaginary world, isolated from reality.

We find a similar escapism in a large segment of the work of British artist
Ethel Walker (1861-1951), who also created her own imagined space in which
idealized female beings dwell. One of the most prominent women painters of her
generation, she was also one of the few women in Great Britain to receive the

53 Having married a foreigner, the German painter Baron Otto von Waétjen (1881-1942), Marie Lau-
rencin lost her French citizenship. After their divorce she returned to Paris, where she remained for
the rest of her life.

54 So as to make their relationship official, Laurencin adopted her partner. This was, indeed, a com-
mon practice when same-sex marriages were not permitted. (Creed, M. [2022] “Marie Laurencin and
the Autonomy of Self-Representation,” Art Herstory [News/Blog], 18 January. Available at: artherstory.
net/marie-laurencin-and-the-autonomy-of-self-representation/ (Accessed: 13 August 2025)

55 R. Sandell. 1980, 27.
56 C.Nemser. 1973, 75, 79.
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highest official recognition when in 1943 she was made Dame Commander of the
Order of the British Empire for her achievements in art. Upon receiving the order,
when she was presented as the leading female painter in Britain, she answered
that there was no such thing, but rather that there are only two types of artists,
good ones and bad ones.*” Still, Walker went to great lengths to place her works
in reputable museum collections and attain official affirmation.’® Born in Edin-
burgh, as the daughter of a botanist, Ethel Walker was able to nurture an affinity
for the careful observation of plants from an early age, and her favorite theme
would remain the floral still life. Likewise, a large part of her oeuvre is comprised
of landscapes, and coastal ones in particular, rendered in an Impressionistic
manner, such as the National Museum’s Sea (Cat. 12). Still, Walker was most suc-
cessful as a portraitist, especially of women. In 1937 she painted a portrait of the
painter Vanessa Bell (1879-1961), showing her in a contemplative and sentimen-
tal key. Vanessa Bell belonged to the Bloomsbury group, with which Walker, as a
queer person, felt a special kinship. A decade younger than she, the members of
this group had an explicitly liberal worldview, unburdened by the norms of Vic-
torian morals, in contrast to the generation to which she belonged. In addition to
portraits, Ethel Walker also painted female nudes, most often within the context of
her allegorical compositions, for which she found inspiration in Greek mythology
as well as Eastern philosophy. The Excursion of Nausicaa at the National Museum
(Cat. 11) belongs to this group of works. Walker, who first exhibited her work in
1898 at the Royal Academy, had the chance to familiarize herself with modern art,
and the works of Paul Cézanne (1839-1906) in particular, at the Post-Impressionist
exhibitions organized by Roger Fry (1866-1934) in London. In the 1920s and
1930s, Ethel Walker represented Britain several times at the Venice Biennale.
Together with Vanessa Bell, Ether Walker created a body of work that contributed
significantly to the acceptance of modernism in the British milieu.

Alliance as a form of emancipation

During the first decades of the twentieth century, women’s presence in art also
became increasingly significant in countries outside of France, including Great
Britain, The Netherlands, and Russia (later the Soviet Union). A more liberal ap-
proach to women’s artistic education led more and more girls to pursue formal

57 King, J. (2025) “Ethel Walker: Advocacy and Recognition in the Early Twentieth Century,” Tate
Papers, 36. https://www.tate.org.uk/research/tate-papers/36/ethel-walker-advocacy-and-recogni-
tion-in-the-early-twentieth-century (Accessed: 1 July 2025)

58 Ibid.
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schooling in various fields.*® Their artistic activity, however, was still considered
amateur. At the same time, the turn of the twentieth century also brought with it
an intense battle for women’s equality and political rights, which was reflected in
society as a whole. In this period women joined together in organized groups so as
to fight more effectively for their interests. Alliances based on common ideas, as
well as mutual goals, also became more common in the world of art. In addition to
painting, there were more and more women artists active in the fields of applied
art and industrial design. In this period, informal associations were formed to
bring together artists, writers and other creators who shared common intellectual,
aesthetic, and, not infrequently, political views.

In Great Britain, the aforementioned Bloomsbury Group played a major role
in the acceptance of modernist ideas. The group took its name from the neighbor-
hood in London where, from 1904 to 1907, these upper-class intellectuals, most of
them educated at Cambridge, would meet. One leading figure in this group was
Vanessa Bell, who, together with her husband, the theoretician and critic Clive
Bell (1881-1964) promulgated Modern art and total design in the British milieu.

Vanessa Bell, the older sister of writer Virginia Woolf (1882-1941)—who was
also a member of Bloomsbury—received her education mainly through private les-
sons with tutors engaged by her family, and later at the Royal Academy in London.
Before the outbreak of the First World War, Bell encountered the art of Cézanne,
Matisse, André Derain (1880-1954) and Picasso while in Paris. Their artwork made
a strong impression on her, and she remained forever drawn to modern expres-
sion. In 1913, together with a few other members of the Bloomsbury Group, includ-
ing critic Roger Fry and artist Duncan Grant (1885-1978), she founded the Omega
Workshop, which she led until its dissolution in 1919. This association promoted
a unity between applied art and painting, and supported research in the field of
interior design as well as the production of artistically crafted objects for the home.
The model for this workshop was certainly William Morris’ (1834-1896) Arts and
Crafts movement, which sought to preserve artistic design of handcrafted produc-
tion in the face of growing industry. That said, Morris’ movement was essentially
antimodern and oriented toward the past, whereas Omega strove to introduce
contemporary artistic trends into design.

During the war, Vanessa Bell left London and moved to her estate Charleston
in Essex, from where the group continued its work and where three artists in the

59 The Slade School was one of the more liberal institutions, and, from the beginning of the century,
its female students started to outnumber the male students. Still, in spite of the ever-increasing num-
ber of women, the stereotype remained that their artwork was not sufficiently serious.
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period between 1916 and 1939 created their own vision of total design, having
painted almost every free surface in the spirit of Italian models. In that period,
Bell and Grant worked on a major project in the field of applied art, commissioned
by the young curator Kenneth Clark (1903-1983). The Famous Women Dinner Ser-
vice was a fifty-piece set with hand-painted plates representing notable women
from antiquity to the contemporary period. Created between 1932 and 1934, it used
drawings by Vanessa Bell and Duncan Grant, who designed the women figures to
be inside medallions to suit the form of the ceramic plates. Bell’s Queen Victoria
at the National Museum of Serbia (Cat. 28) was likely made as one of the prepara-
tory drawings for this service. The paintings of Vanessa Bell exhibit different in-
fluences and span a broad spectrum of modes, from Post-Impressionism to abstrac-
tion. Beside portraits, she largely painted landscapes and still lifes, within which
she experimented with diverse styles of modernism. In the 1920s, from which
time Roofs at the National Museum (Cat. 26) also dates, she was preoccupied with
the motif of windows opening to a view of the world outside.

In The Netherlands, where, in the past, women had been more of a signifi-
cant presence in art than elsewhere, the very end of the nineteenth century and
the first decades of the twentieth brought works by eight women artists known
as the Amsterdam Ladies (Amsterdamse Joffers).®® These artists, who belonged to
the upper class, were mostly trained at the Royal Academy in Amsterdam, where
they attended courses separately from their male colleagues. During their regular
meetings, they would paint together and have discussions about art. The themes
on which they worked remained within the sphere appropriate for women of
their social standing, mostly limited to still life and portraits, which they painted
in a Post-Impressionist style. Still, every one of them developed her own individual
expression, while they were all bound by a shared struggle for the status of women
artists to be equal to that of their male counterparts. They followed the example
of Thérese Schwartze (1851-1918), the most successful Dutch woman painter of
her time, who fought for independence and the right to be a professional artist.
Schwartze, the favorite woman portraitist of the upper class, was the aunt of Lizzy
Ansingh (1875-1959), one of the Amsterdam Ladies whose weekly meetings were
held in her house. Although they were active at the time of Post-Impressionism
and the avantgarde movements of the beginning of the twentieth century, their
work remained within the Impressionist framework and was therefore consid-
ered conservative. The works by these women artists generally show interiors

60 The name Amsterdamse Joffers for this group of women painters was used by the critic Albert
Plasschaert (1874-1941) in an article from 1912.
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and are marked by a dark palette of earthy tones. The leading artist of the group
was indeed Lizzy Ansingh, who developed her own genre depicting scenes of
arranged dolls—including Dolls at the National Museum of Serbia (Cat. 24). Lizzy
Ansingh found inspiration for this theme in her own eighteenth-century dollhouse,
which she purchased and used to explore this theme.®' The slightly younger Coba
Ritsema (1876-1961) developed a style of free brushstrokes and a lighter palette,
with which she most often painted still lifes and portraits. The National Museum in
Serbia possesses Ritsema’s Portrait of a Girl (Cat. 25). Marie van Regteren Altena
(1868-1958) came from an artistic, aristocratic family and mostly painted floral
still lifes influenced by Impressionism. She had a particular affinity for images of
porcelain objects, arranged as part of the still life composition.® In the painting
Still Life with White Service (Cat. 23) at the National Museum of Serbia, the central
motif is a porcelain tea service shown at a moment when breakfast has been in-
terrupted.

Although materially well off, these upper-middle-class women painters
functioned as a group whose connection was based on the need to struggle for
status equal to male painters in The Netherlands in the first decades of the twen-
tieth century, which represented a form of emancipation.

Sensitivity to the suffering of mankind

A decade older than the painters noted above, Susanne Bisschop Robertson
(1855-1922) studied painting at the Royal Academy in The Hague, where she was
influenced by The Hague school and thus developed a rather different style char-
acterized by its expressive idiom. Her work differed thematically from that of the
Amsterdam Ladies, with whom she sometimes exhibited. Images of the everyday
life of ordinary people, set in the poorer quarters of the lower class, reflect the
poetics of The Hague school, as well as Van Gogh’s Brabant period. The social
accent of her works came from the artist’s different social status, as well as the
influence of the local school. Having married a painter, she led a family life, but
was often forced to earn money by giving drawing lessons. She was twice em-
ployed as a teacher at an art school for girls, which also set her apart from the

61 This dollhouse was damaged during the British bombings of 1943, after which the artist restored
it. Dollhouses became popular in The Netherlands in the mid-seventeenth century, when in the layers
of the rich merchant class they become a kind of woman'’s equivalent to cabinets of curiosities.

62 Indeed, porcelain gained an important place in Dutch painting in the seventeenth century, when
in luxurious still lifes (Pronkstilleven) it becomes a symbol of wealth and prestige, as well as the exotic
places where the East India Company conducted trade.
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well-heeled Amsterdam Ladies. Suze Bisschop Robertson’s artistic expression
shows poverty and life’s bitterness, as seen in the painting Yard (Cat. 9) at the
National Museum of Serbia.

The affinity for social themes, which Robertson exhibits in a meditative and
indirect way, found its full expression in the work of the German artist Kéthe
Kollwitz (1867-1945). The life of one of German Expressionism’s leading figures
spanned a period marked by historic events that would shape both Europe and
the entire world. Born in Konigsberg a few years before the outbreak of the Fran-
co-Prussian War, which would eventually lead to the unification of Germany, her
life ended just weeks before the capitulation of the Third Reich, which formally
ended the Second World War. In that period, Kathe Kollwitz witnessed the politi-
cal and social turmoil that brought suffering to a large part of humanity, which
would be the main motif of her art: social injustice and the misery of the poor
would be the major theme of her virtuosic expression, through which she mani-
fested her activism and rebellion.®® In addition to what was undoubtedly an in-
nate sensitivity to such issues, further motivation came from her family. Her so-
cial-democrat father, as well as her maternal grandfather, a Lutheran pastor who
founded an independent congregation based on the principles of equality, served
as early examples of activism motivated by a sense of justice. Having married a
doctor whose patients mainly came from the poor industrial zone of Berlin, Koll-
witz had daily contact with the problems of the working class, such as poverty,
hunger and disease.

With the support of her family, Kathe Kollwitz attended women’s art schools
in Berlin and Minich, and later the Académie Julian in Paris, where she studied
sculpture. Her acquaintance with Max Klinger (1857-1920) during her studies in
Minich led her to dedicate herself almost entirely to drawing and printmaking,
while practically abandoning painting. In addition to its potential for experimen-
tation, printmaking was a much more powerful and effective means for conveying
ideas and views, which was of crucial significance in bringing her message of
protest to the largest number of people whom she was addressing.® From then on,
in the field of printmaking, she worked primarily with engraving, etching, litho-

63 A. Comini. (1982) “Gender or Genius? The Women Artists of German Expressionism,” in: N. Broude
and M. D. Garrard. (eds.) Feminism and Art History: Questioning the Litany. London, 273-274.

64 The end of the nineteenth century saw a renewed enthusiasm for printmaking as an important
and independent form in European art. Printmaking’s resurgence was also one of the main factors
contributing to German Expressionism, within which the rediscovery of woodcut printing was partic-
ularly significant, given Germany's long and rich tradition of this medium.
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Kathe Kollwitz, Mother with Dead Childe, 1903
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graphy, as well as woodcut, which would come to dominate her creative output.®
Although she frequently addressed problems in modern life, Kdthe Kollwitz was
also drawn to themes from the past, as in the cycle Peasants’ War, on which she
worked from 1902 to 1908.% The large-scale rebellion took place from 1522 to 1525,
sparked by the increasing exploitation of the peasantry; it is considered the first
class struggle and revolution in the territory of Germany.

Within the thematic framework of the suffering of the poor and oppressed,
Kollwitz was especially drawn to the theme of mother and child, which she por-
trayed in a disturbing manner. Her images of motherhood, in comparison with
the works of Berthe Morisot and Mary Cassatt, mark a departure from the there-
tofore idealized representations, as well as a shift in focus from the bourgeoisie

65 “Kathe Kollwitz: Prints, Process, Politics,” The Getty Research Institute, 2019. https://www.getty.edu/
research/exhibitions_events/exhibitions/kollwitz/index.html (Accessed: 14 August 2025), 1, 2.

66 Ibid, 4.
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to a proletariat environment. The earliest work by Kathe Kollwitz that treats this
theme is Woman with Dead Child from 1903; here, Kollwitz sublimates her deeply
philosophical concept of this motif, which will frequently reappear in her art.?”’
The image of the mother who, holding her dead child, seems to be trying to pull it
back inside of her and thus rescue it from the brutality of the outside world, pos-
sesses an exceptionally powerful Expressionist potential. Her preoccupation with
this theme was directly informed by the problem of childhood mortality in Ger-
many at the end of the nineteenth and beginning of the twentieth century.®® The
motif of the death of a child culminated when this universal theme interwove with
real life: the loss of her youngest son at the very beginning of the First World War
would move Kéthe Kollwitz to transform her own pain into a monumental form.
She turned then to sculpture, and spent nearly two decades working on the memo-
rial The Grieving Parents, which was placed at a military cemetery in Belgium.®

The eight works by Kéthe Kollwitz that belong to the National Museum of
Serbia (Cat. 15-22) also belong to the thematics of suffering and disenfranchise-
ment. Kollwitz explained her fixation on these themes and enduring dedication
to the problems of the working class by stating that it was precisely these images
that “in a simple and unequivocal way offer that which I consider beautiful.””

At the time of the Weimar Republic, Kiathe Kollwitz became the first woman
professor at the Prussian Academy of Arts. However, with the rise of the Nazis she
was forced to step down from this position. Her work, along with that of other
avantgarde artists, was labeled as degenerative and shown at an exhibition in
Minich in 1937.7" This travelling exhibition, viewed by over four million people,
was intended to demonstrate the perversion of modern art.”? Kdthe Kollwitz’s own
cycle of suffering came full circle with the death of her grandson in the Second
World War, whose end she did not live to see.

67 S. Buettner. 1986-1987, 17.

68 Indeed, the highest rate of childhood death in Germany, as a direct result of the growing exploita-
tion of women - who shortly after childbirth had to return to the fields to work, leaving children with-
out the necessary care -was in Prussia, where Kollwitz lived. (S. Buettner. 1986-1987, 18)

69 C. Havice. (1981-1982) “The Artist in Her Own Words,” in: Woman’s Art Journal, 2(2), 6. First put
near the place of his death, today the monument is found in the German military cemetery Vlaslo in
Flanders.

70 Ibid, 5, 6.
71 This exhibition was also the largest retrospective of modern art ever held. (A. Comini. 1982, 271)

72 The works of Kathe Kollwitz were withdrawn from the exhibition the next year, and the Nazis
adapted some of them for the purposes of their own propaganda.
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Becoming equal

The turn of the twentieth century in Russia was marked by revolutionary chang-
es in the field of culture and the emergence of avantgarde art.” In the 1910s there
appeared a flurry of movements whose principles and theoretical postulates
manifested not only in the field of painting, but also literature, theatre, film, pho-
tography, photomontage and applied art.”* This flourishing of creativity among
avantgarde artists, as a reflection of the rise of a generation that formulated en-
tirely new and diverse artistic languages, differed from similar phenomena in
European art by the sheer number of women artists involved, many of whom
were leading figures of certain movements. They were exceptionally active in the
production, promotion and defense of new artistic practices born by the Russian
avantgarde. The number of women artists in this period can be partially ex-
plained by the access women had to artistic education as early as 1871.”> By the
time of the October Revolution, these artists had already built careers, and the
new system and ideology proved fertile ground for further development of avant-
garde art, which a few years later would become official state art.”* Women artists
were then, for the first time in history, on completely equal footing with their
male counterparts, and key protagonists in these events.

While each of them developed her own individual expression, what bound
these women artists was the fact that they did not limit themselves to the field of
painting, but rather explored possibilities in poetry, theater, scenography, cos-
tume design, and textile design; above all, they were pioneers in introducing ab-
straction into everyday life. These artist-workers were particularly successful in
the field of utilitarian art, which led to the further engagement of women in art
in the young Soviet Union.

73 This was preceded by the development of events in Russia in the final years of the nineteenth
century, when a group of St. Petersburg intellectuals founded the first avantgarde movement, called
The World of Art (Mup ucckycaisa). Together with a magazine by the same name that was initiated at
that time, the movement made possible an acquaintance with the current trends in Western art. At
the same time, it sparked a rediscovery of the Russian tradition as a vast source of inspiration for
contemporary artists.

74 D. Wye. (2002) "Art Issues/Book Issues: An Overview,” in: Rowell, M. (ed.) The Russian Avant-Garde
Book, 1910-1934. New York, 10.

75 Lavery, R., Lindsay, I. and others. (2019) Soviet Women and Their Art: The Spirit of Equality. London:
Unicorn.

76 This period came to an abrupt end after the death of Vladimir Lenin (1870-1924), when the official
art became Social Realism, in which women artists also played a major role.
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One of the avantgarde movements whose influence extended beyond Russia
was Constructivism, which emerged in 1913. Developed primarily in the field of
painting, it also made a significant mark in other art forms, especially architecture.
Akey figure in the emergence of Constructivism was Alexandra Exter (1882-1949),
an artist who, after researching Cubism in Paris, returned to her native Russia in
the mid 1910s and opened her own atelier and school for young artists. She de-
voted herself to applied art, working most often in the field of street decoration,
costume design, and scenography. Constructivism, which strove to do away with
ornamentation and to reduce forms to their geometric shapes, emphasizing func-
tionality and purposefulness in art, gained particular momentum after the Octo-
ber Revolution, since it dispensed with tradition in favor of the practical use of
the new society, and the country’s further industrialization. The National Muse-
um of Serbia holds Constructivist works by Helen Griinhoff (1880- ?) (Cat. 28, 29)
and Lyubov’ Kosinzova (1898-1970) (Cat. 35). Along with Sonja Delaunay-Terk
(1885-1979), they belong to a group of artist-intellectual couples from that time
whose collaborations were seen as a phenomenon presented “in an avantgarde
production understood as collective act.””” Griinhoff was in a relationship with
Serge Charchoune (1888-1975), while Kosinzova’s spouse was the writer and jour-
nalist Ilya Ehrenburg (1891-1967), who kept contact with many prominent figures
of his time. Helen Griinhoff, a Polish-Russian artist who studied in Paris under
Alexander Archipenko (1887-1964), not only left her mark in the field of painting,
but also in sculpture, showing her works across Europe together with other avant-
garde artists.”® Lyubov Kosinzova had already turned to abstraction in an early
phase of her career, attending Alexandra Exter’s atelier for nonobjective art and
scenography in her native Kyiv, and later continuing her studies with Alexander
Rodchenko (1891-1956) in Moscow. Although as the wife of a famous cultural
worker she was often in his shadow, Kosinzova made a significant contribution
to avantgarde art.””

As opposed to the representatives of Russian Constructivism, painter Zinaida
Serebriakova (1884-1967) remained dedicated to figuration throughout her long
career. She was born into a family of accomplished artists, architects, painters and
sculptors. Her uncle, Alexandre Benois (1870-1960), a descendent of the illustrious

77 1. Suboti¢. (2024) "Umetnice u zenitizmu” in: Zbornik radova Identitet - Umetnice u srpskoj modernoj
umetnosti. Novi Sad, 13-14.

78 1bid, 25.
79 Ibid, 26.
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family, was one of the founders of the World of Art movement, which Serebriakova
herself joined in 1911.%° During the first decade of the twentieth century, she studied
with leading Russian artists, including Ilya Repin (1844-1930). In that period she
often travelled around Europe. Still, she found her main inspiration in the field
work of Ukrainian peasants, as well as the countryside of her native land. After
moving to Petrograd she painted scenes from family life with her four children
and became a sought-after portraitist. In the wake of the October Revolution, Sere-
briakova worked in the field of scenography and created a significant body of
work.?! Still, in 1924 she left for Paris, where, two years later, she painted Street
in Versailles (Cat. 32), which belongs to the National Museum of Serbia. Remaining
in France for the rest of her life, Zinaida Serebriakova lived to see, in 1966, a retro-
spective exhibition in the Soviet Union of her preserved works.

Sonja Terk Delaunay, like Serebriakova, was born in present-day Ukraine
and spent most of her career in France, where she was best known for her work
in applied art.®? Her early artistic formation took place in Petrograd and Germany,
and later in Paris. At that time Sonja Terk was influenced by Post-Impressionism.
When she met her future husband, French artist Robert Delaunay (1885-1941),
together with him she developed the ideas of Orphism and Simultanism, and stud-
ied color theory which, together with the geometrization of form, she integrated
into her painting, applied art and printmaking. Throughout her entire career,
from its inception in the 1910s, all the way through to the 1970s, Sonia Delaunay
was preoccupied with color, and she applied the principles of Simultanism in all
areas of her creative production. Her greatest contribution was in applied art,
particularly textile design and fashion intended for the modern woman. Her
works at the National Museum of Serbia, Plan for Children’s Clothing (Cat. 33) and
Plan for Women’s Clothing (Cat. 34) also belong to the art of costume design, in
which she introduced an avantgarde expression and thereby made a major ad-
vancement in this field.

80 The Benois family included some of the leading figures in Russian culture of the nineteenth and
twentieth centuries. Descendants include Louis Jules Benois (1770/1772?-1822), who after the French
bourgeois revolution moved to Russia, where he worked in the tsar's court.

81 Lavery, R, Lindsay, I. and others. (2019) Soviet Women and Their Art: The Spirit of Equality. London:
Unicorn.

82 She was the first woman artist to have a retrospective exhibition at the Louvre (1965) during her
lifetime. In 1975 she was decorated with a medal from the Legion of Honor.
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The advent of the modern in the second half of the nineteenth century was a
turning point for the presence of women in art. With the rise of Impressionism,
women painters were no longer rarities. From then on, they were active partici-
pants in the artistic currents of their time, whether as representatives of a certain
direction, movement, or group, or as individual creators. Tumultuous historical
and social events, which shook the world to its very foundation, also played a role
in this shift. The Industrial Revolution, fight for women’s suffrage, October Revo-
lution, and two world wars dramatically influenced all aspects of society, includ-
ing art and the position of women within it. They then became equal creators,
and art began to lose its gender sign. Even so, to this day museum collections
around the world do not reflect an equal representation of men and women in
the field of artistic creation.
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Kat. 1

benay y KorwywHuUuU, 0Ko 1866.

yJbe Ha IUIaTHY, 54 X 65,5

CHUTH. J1oJie JieBO: Rosa Bohneur

HMC 34_147

Mopekno: ycrynuiia PerraparioHa
xomucHja PHPJ 1949.
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Cat. 1

White Horse in a Stable, circa 1866
Oil on canvas, 54 x 65.5

Sign. lower left: Rosa Bonheur
NMS 34_147

Provenance: Consigned by the Reparations
Committee FNRY, 1949.




Po3a BOHEP/ Rosa BONHEUR

Bopro, 1822 — Bu kpaj PoHTeHO6104, 1899.
Bordeaux, 1822 — By near Fontainebleau, 1899

Posa boHep 6m1a je jemHa of Bofgehux QpaHITyCKHUX aHUMAJIKCTa Y eBeTHAeCTOM BEKY, a FbeH
OMIJbeHU MOTUB GHO je KOB. OBa )KUBOTUIbA IIPe/[CTaB/ba [JIABHU MOTUB U CIHKe 13 Hapoa-
HOT My3eja Cpbuje Ha K0joj je IIpuKasaHa peaJMCTHUYHO, Ca BEIITO U3BeleHOM aHaTOMUjoM
Koja ce ofjpakaBa II0]] CHOKHHUM OCBeT/berheM. U 10K je caM KO HacJIMKaH BeoMa IIPeIu3Ho,
eHTepHjep IITajle y K0joj ce Haja3H, Kao U ¢parMeHT CIIOJ/bAIIHOCTH KOjU ce Ha3upe Kpo3
OTBOp ca JIeBe CTpaHe, yMETHHUIIA je U3BeJsa CJI000AHUM, CyMapHUM II0Te3UMa y 3eM/baHUM TO-
HoBHUMa. OBaKaB HauWH pajia o/[roBapa /leJiuMa CJIMUHe TeMaTHKe Koja je Po3a BoHep 13Besa
CpeITHOM CeJIMe JleIleHUje [eBeTHaecTor BeKa. HakoH CMPTH yMeTHUITE, BEJIUKU 6POj BbeHUX
Jlesia 6110 je mpozmaT Ha ayKuju y Ilapusy 1900. rofyHe, Yuju ce IevaT Hajlasd U Ha II03aUHNI
cserior paMa ciauke u3 HapopHor Mmyseja Cpbuje.

J. .

Rosa Bonheur was one of the leading French animalists of the nineteenth century, and her fa-
vorite motif was the horse. This animal is also the main motif of the painting at the National
Museum of Serbia, in which it is shown realistically, with a skillfully rendered anatomy that
stands out in the strong lighting. And while the horse is painted very precisely, the interior of
the stable, as well as the fragment of exterior just barely visible through the opening on the left
side, are done in free, evocative strokes in earthy tones. This method is consistent with similar-
ly themed works that Rosa Bonheur made during the 1860s. After the death of the artist, a large
number of her pieces were sold at an auction in Paris in 1900, the stamp of which is found on
the back of the blind frame of the painting at the National Museum of Serbia.

]. D.
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bepta MOPWV30 / Berthe MORISOT

bypix, 1841 — Ilapus, 1895.
Bourges, 1841 — Paris, 1895

OxpabpeHa cBojuM y3opuMa, MaHeoM u IlucapooM, Bepra Mopuso je usmely 1888. u 1890.
WHTEH3UBHO pajiia y rpaduii. Jegojuuna ca MawkoMm U3BefieHa je y TEXHUIIY CyBe UTJIe, Koja
je 300r 6p3uHe pajia y IJIOYH, 0/iIr0BapaJia UMIIPeCHOHUCTUYKOj HeTI0OCPpeAHOCTH. MOTUBOM Jie-
BOjUYHIle Y CBAaKOJAHEBHOM OKpPY>Kery MOpPH30 ce decTo 6aBHUJIa IIOPTPeTUIIYhU CBOjy KhepKy.
Ha oBOM OTHCKY IIprKa3aHa je JKuiu MaHe. Y30p 3a rpa¢uKy IIpeficTaB/bajlo je yibe Ha IUIaTHY
IToptipeti >)Kunu MaHe ITjep-Oructa PeHoapa u3 1887. mpema kKoMe je MopHu30 HajIlpe ypaguia
macTeJI, a 3aTUM U 0By rpaduKy. BepoBaTHO je 0Baj paf, 6110 U3/105KeH Ha HU3J105K0U Ko7, lupaH-
Puesa 17. ebpyapa 1889. V ncToM Ileprojy IIpHKasaja je JKuaIu y cepuju LpTerka KOju Cy
II0TOM OHJIM IIpEHeTH Y TeXHUKY JIHTorpaduje y 60ju.

I K.

Encouraged by two of her main influences, Manet and Pissarro, Berthe Morisot worked intensi-
vely on prints from 1888 to 1890. Young Girl with Cat is done in drypoint, which, due to the rapid
pace of working on the plate, was in keeping with Impressionist directness. Morisot often
worked with the motif of the young girl in her everyday environment, using her own daughter
as a model. This proof shows Julie Manet, and the model for the print was Pierre-August Renoir’s
Portrait of Julie Manet from 1887, after which Morisot first did a pastel, and then this print. This
work was likely shown at an exhibition at Durand-Ruel on 17 February 1889. In the same period,
Julie’s portrait was made in a series of drawings that were then transferred into color litho-
graphs.

D.K
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Kart. 2

Jesojuuya ca maikom, oko 1889.
CcyBa HIJa, J. 21,7 x 15,8,

mwi./ip.: 14,8 x 11,6
HeIIOTIIMCaHO

HMC 36_898

lMopewno: AM6poas BoJiap, Ilapus;
Epux IlnomoBuh, ITapus-beorpaz;
Hapopuu mysej y Beorpazgy 1949.

Cat.2

Young Girl with Cat, circa 1889
Drypoint, sheet: 21.7 x 15.8,
plate/image: 14.8 x 11.6
Unsigned

NMS 36_898

Provenance: Ambroise Vollard, Paris;
Erih Slomovié, Paris - Belgrade;
The National Museum in Belgrade 1949.
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Mepu KACAT / Mary CASSATT

[Tutcoypr, 1844 — Menun Tepubu Kpaj [lapusa, 1926.
Pittsburgh, 1844 — Le Mesnil-Théribus near Paris, 1926

YV 36upnu Epuxa IllmomoBuha u3 HapopHor Myseja Cp6uje Hatasu ce cefiaM fesia Mepu Kacat
U CBa Cy M3Be/leHa y TeXHHUIM I1acTesa. Kao jeHa BpcTa cUHTese I[pTexka U 60je, I1acTesl 3ay-
3UMa 3Ha4yajHO MeCTO Y CTBapasallTBy OBe aMepHUKo-QpaHIlyCKe YMeTHHIIe, II0Ce6HO IocIe
1879. roguHe. IheHO HHTepecoBame 3a 0BY TEXHUKY, Ka0 U CKJIOHOCT Ka eKCIIepUMEeHTHCAIY
pasIUYUTUM IpadUUKUM AUCLUIIIMHAMA OMJIH CY IIOJCTaKHYTH /lera0BUM HCTpPa’KUBakbHUMa
Ha TOM ITo/by. Kao 1 y mesiokymHoM onrycy Mepu KacaT, Ha BehuHu pafioBa us 36upke IIliomo-
BN, ca U3y3eTKOM je/IHOT Ilej3arka, IIpeficTaB/beHH Cy MOTHBU MaTepPHHCTBA U CTyAHje Jelle.
ITejsax je Kao camMoCTaIaH MOTHB peJIaTUBHO MaJIo 3aCTYILbeH Y cTBapasallTBy Mepu Kacat u
CTOra 0Baj I1acTeJI, HacTao oKo 1880. rojHe, y TeMaTCKOM IIOIJIe[y IIpe/iCTaB/ba PETKOCT y Hbe-
HOM OIIyCy.

T. B.

The Erich Slomovi¢ Collection at the National Museum of Serbia includes seven works by Mary
Cassatt, all of them done in pastel. As a form of synthesis between drawing and color, pastel
makes up a significant part of the American-French artist’s oeuvre, particular after 1879. Her
interest in this technique, as well as her inclination towards experimentation with different
printmaking disciplines, were inspired by Degas’ research in that field. As in the overall output
of Mary Cassatt, the majority of works in the Slomovié Collection, with the exception of one
landscape, represent motherhood and studies of children. The landscape as an independent
motif is less typical of the work of Mary Cassatt, which makes this pastel, dating from 1880, a
thematic rarity in her oeuvre.

T. B.

Jint./Bibl.: Breeskin 1970. Cat. 91; Pickvance et al. 1991: Cat. 77; Zagreb 1940: kat. 16; Zagreb — Beograd
1990: kat. 11; Pickvance 1991: Cat. 41.
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Kat.3

ITejsaorc, oxo 1880.

racTeJ, OTUCaK Ha manupy, 47,8 x 60,4
CUTH. JtoJie jieBo: Mary Cassatt

HMC 34_350

lMopewno: AM6poas Bouiap, ITapus;
Epux IlnomoBuh, ITapus-beorpaz;
Hapopuu mysej y Beorpazgy 1949.

Cat.3

Landscape, circa 1880

Pastel, proof on paper, 47.8 x 60.4
Sign. lower left: Mary Cassatt
NMS 34_350

Provenance: Ambroise Vollard, Paris;
Erih Slomovié, Paris — Belgrade;
The National Museum in Belgrade 1949.
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Mepu KacaT HaciuKasza je BeJIMKU MypaJs MogepHa dceHa 3a JKeHCKU ITaBH/bOH Ha CBETCKOj
KOJIyM60BCKOj M3J10ok61 y Unkary 1893. MypaJi Huje cauyBaH, aJId II0CTOje II0jeJMHU paZiloBU WU
YMTaBU IIMK/IYCH KOjU IIOHABJ/bajy [leJI0Be BeJIMKe KOMIIO3UIHje. Cepuja pafioBa ca TeMoM Majka
u gettie, TaKOhe HEIIOCPeHO IIPOMCTHUYY U3 BeJIMKe KOMIIO3UIH]je MypaJia. OBOM IIUKJIIyCYy IIPH-
naga 1 Majka u gettie I u3 36upke Epuxa IllstomoBuha. 360T HEIIITO OIIOpPHjer ¥ TaMHUjeT KOJIo-
puTa, Kao U HarjalleHujer rpadUI3Ma, 0Baj I1acTesl HOCH U HasuB CKUUaA 3a CEOCKY MajKy ca
geuiewiom, a IIPHAIIaZia TPYIIM Off OKO ocaM CTyZHja ca KICTOM TeMOM U MozearuMa. Ilopes; oBe Ipy-
1Ie CTyAMja, IIOCTOjU U JOBPIIIeH I1acTeJ ca UCTUM MOTHUBOM U HasuBOM (Breeskin 1970, kat. 232).
ITacTesix cy UCTOBPEMEHO U Y30p 3a MOHOTUIIH]Y Y 60ju Ceocka majka ca gettiettiom (Breeskin
1970, xat. 159), 3a K0jy IIOCTOjU BHUIIle IIPUIIPEMHUX JIUCTOBA, OJJHOCHO OTHCaKa PasjMuYUTUX
cTama IIoue. HeKu o1 OBUX JIMCTOBA CY Ce HaJIa3WJIH, Kao U nnacresa us HapogHor myseja Cpou-
je, y xoneknuju AM6poasa Bosiapa (Mathews, Shapiro, 1989, xat. 6p. 17/I-X). Ha caMocTaJIHOj
u3Jox6u mena Mepu Kacat y ranepuju [lupaH-Pujesn y Bbyjopky 1895. 61iu cy IIpecTaB/beHI
U pajiloBU U3 cepHje K0joj mpuliaza rnacrea Majka u geie I.

T. B.

Mary Cassatt painted a large mural, The Modern Woman, for the Women’s Pavilion at the World’s
Columbian Exposition in Chicago in 1893. The mural was not saved, but several individual pieces
and entire cycles remain that repeat sections of the large composition. The series of works on the
theme of Mother and Child likewise has its origins in the mural. Mother and Child I from the Erich
Slomovié Collection belongs to this cycle. Due to the rather austere, dark palette, as well as the
emphasis on the graphic elements, this pastel also bears the title, Sketch for a Village Mother
with Child and belongs to a group of approximately eight studies with the same theme and mod-
els. In addition to the group of studies, there is also a completed pastel with the same motif and
title (Breeskin 1970, cat. 232). At the same time, the pastels are the basis for a monotype in color,
Village Mother with Child (Breeskin 1970, Cat. 159), for which there are multiple sheets, or proofs of
different states of the plate. Some of these sheets, as well as the pastel from the National Museum
of Serbia, were in the collection of Ambroise Vollard (Mathews, Shapiro, 1989, Cat. 17/I-X). At
Mary Cassatt’s 1895 solo exhibition in the Durand-Ruel Gallery in New York, works from the
same series to which Mother and Child I belongs were shown.

T. B.

Jint./Bibl.: Breeskin 1970: Cat. 231; Zagreb 1940: kat. 15; Ambrozi¢ 1972: kat. 24; Mathews and Shapiro
1989: p 168; Zagreb — Beograd 1990: kat. 9; Pickvance et al., 1991: Cat. 42; BoSnjak, Kovaci¢, 2004: Cat.
6; BoSnjak, Kovacic 2005: Cat. 28; BoSnjak, Kovaci¢ 2007: Cat. 50.
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Kar. 4

Majka u gettie I, oxo 1894.

racTes, OTUCAK Ha Ianupy, 69,2 x 52
CHUTH. JioJie fiecHO: Mary Cassatt
HMC 34_348

lMopewno: AM6poas Bouiap, ITapus;
Epux llnomoBuh, Ilapus-beorpaz;
Hapopuu mysej y Beorpazgy 1949.

Cat. 4

Mother and Child I, circa 1894
Pastel, proof on paper, 69.2 x 52
Sign. lower right: Mary Cassatt
NMS 34_348

Provenance: Ambroise Vollard, Paris;
Erih Slomovié, Paris — Belgrade;
The National Museum in Belgrade 1949.
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[Tactesn Majka u geitie II IpeficTaBJba jOIL jeflaH IIPUMep TPAHCIIOHOBakbha rpagpUUKor MeTozia paja
U HauMHa pasMHUIbakba Mepu Kacat y pyre TUKOBHe TexHUKe. OBaj IIOCTYIIaK IpUMeHUBaJIa
je He camo y cepHjaMa pajioBa U IIMKJIyCHMa y KojuMa obpaljyje ¥ Bapupa jeZjlaH MOTHUB WU KOM-
TIO3UITUOHO pelllese, Beh 1 y HeKoj BPCTH rpaUUKOT eKCIIePIMeHTa y CIMKapCKUM TeXHUKa-
Ma. IlacTest Majka u gettie II je, Kako HaBOJY BpeCKHH, KOHTPaCJIHUKa, OTHUCAK Y HEIIITO CBET/IHjeM
TOHaAJIUTETY U 6e3 [oAaTHUX UHTePBeHIMja U peTyla, nacrena Majka u geuie (Breeskin 1970,
KaT. 312). Tako je 1 IIOTIIVC ITOCTaB/beH Y 06PHYTOM I10JI0)Kajy. V TEXHUYKOM CMMCITY OBU OTHUCITH
Cy IIpaBJ/b€HH TaKOo IIITO Ce IIPeKO I1acTesIa II0CTaBJ/bao IaIlHp, a 3aTUM Ce IIPUMeUBaJIa IIpeca.
OBa TexHoJIOTHja OMJIa je II03HATa Y 0OCAaMHAeCTOM BeKy, a 3aTHM 3alloCcTaB/beHa. FIMIIpecuo-
HICTH CYy je 0OHOBHJIH, & HajBHILIe Cy je KOPUCTUIIU [lera 1 Mepu Kacart jep cy cBeXHHa U IIpO-
3UPHOCT OBUX OTHCaKa CTBapaJId IIOTIIYHO HOB yTHcaK. [IpogyKkTUBHOCT MepH KacaT y 0BOj
TeXHUIH IToceOHO je 6WIa BesMKa 3axBasbyjyhu mojctuiiajy AMb6poasa Bosapa. Majka JIyus,
Kako je HasuBa BpeckwuH, 3ampaso je Jlyus ®ucue ne dpemro MoH [lleBpej Koja je yMeTHUIIN Y
TO BpeMe 4eCTO GMJIa MOZeL.

T.B.

The pastel Mother and Child II represents yet another example of the transposition of a print-
making method and Mary Cassatt’s way of thinking in other artistic techniques. She applied this
approach not only in series of works and cycles that explore and rework a certain motif or com-
positional choice, but also in a form of printmaking experimentation in painterly techniques.
The pastel Mother and Child II is, according to Breeskin, a counterimage, a proof in a somewhat
lighter tonality and without additional interventions or retouching, of Mother and Child (Breeskin
1970, Cat. 312). Even the signature is in mirror image. In terms of technique, these proofs are made
by laying paper over the pastel, and then applying the press. This technique was well-known in
the eighteenth century, and then abandoned. Impressionists revived it, with Degas and Mary
Cassatt its greatest proponents, as the freshness and clarity of the new proof created a completely
new impression. Mary Cassatt was particularly productive in this technique owing to encourage-
ment from Ambroise Vollard. The mother Louise, as Breeskin calls her, is in fact the figure of
Louise Fissier de Fresheaux Mont Chevreuil, who at that time often posed as a model for Cassatt.

T. B.

Jint./Bibl.: Breeskin 1970: Cat. 313; Zagreb 1940: kat. 20; Zagreb — Beograd 1989-1990: kat. 8; Pickvance
et al. 1991: Cat. 43.
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Kat. 5

Majka u gettie II, oko 1899.

racTeJs, OTUCAK Ha Iamnupy, 79,6 x 60,6
CUTH. II0 CpeyHU JieBo: ttassaC yralM
HMC 34_347

lMopewno: AM6poas Bouiap, ITapus;
Epux IlnomoBuh, ITapus-beorpaz;
Hapopuu mysej y Beorpazgy 1949.

Cat.5

Mother and Child II, circa 1899

Pastel, proof on paper, 79.6 x 60.6

Sign. center left: Mary Cassatt (reversed)
NMS 34_347

Provenance: Ambroise Vollard, Paris;
Erih Slomovié, Paris — Belgrade;
The National Museum in Belgrade 1949.
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Ciyguja 3a Mapio ca prapu wewupom, Takohje je oTHCaK APyror rmacresa KOju I10 MOTHUBY, 3a-
IIpaBo, IIpHUIIafia IIPeTXOAHOj TPYIIM PajioBa, Ha KOjUMa Cy IIpeficTaB/beHe Majke C feIfoMm. Ila-
CTeJI ca Kora je HaUHUIbeH OTHCAK je PeH Jlehesp u Mapio, Ha KOjeM je IIpeficTaB/beHa sKeHa Ha
codu U IeBOjUUIla OCJIO-€HA Ha By Yy IPBOM IUTaHy. Ha oTucky u3 36upke IlmoMoBuh BUIH
ce caMo JieBojuuIia U 6J1aru 06pHCH MajurHe IJIaBe U PyKe, rope fAecHo. OCHM CUTHHUX KOpeK-
IFja KpaTKUM II0Te3nMa Ha JIeBOM pyKaBY /IeBOjUHIIMHE Xa/bUHe U KOHTYPU PyKe, HA 0BOM
OTHCKY HeMa JIoflaTHHUX UHTepBeHIHja.

T.B.

Study for Margot with a Fluffy Hat is also a proof of another pastel whose motif, in fact, belongs
to the previous group of works presenting mothers with children. The pastel from which the
proof is made is titled Reine Lefebre and Margot, which depicts a woman on a sofa and a small
girl leaning on her in the foreground. On the proof in the Slomovi¢ Collection only the girl is vis-
ible, and faint outlines of the mother’s head and arm, upper right. Aside from minor corrections
with short strokes on the left sleeve of the girl’s dress and the contours of her arm, this proof has
no additional changes.

T. B.

Jlut./Bibl.: Breeskin 1970: Cat. 429; Zagreb 1940: kat. 19; Zagreb — Beograd 1989-1990: kat. 5.
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Kart. 6

Jesojuuya ca 6eaum wewupom, oko 1902.
racTes, OTUCaK Ha Mamupy, 55 x 72

CHUTH. JloJie JIeBo: ttassaC yraM

HMC 34_344

lMopewno: AM6poas Bouiap, ITapus;
Epux IlnomoBuh, ITapus-beorpaz;
Hapopuu mysej y Beorpazgy 1949.

Cat.6

Young Girl with a White Hat, circa 1902
Pastel, proof on paper, 55 x 72

Sign. lower left: Mary Cassatt (reversed)
NMS 34_344

Provenance: Ambroise Vollard, Paris;
Erih Slomovié, Paris — Belgrade;
The National Museum in Belgrade 1949.
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Mapro je mosupasna Mepu Kacat Buite mmyTa TokoM 1902. BpeCKHMH HaBOAM HU3 Jlesla C lbeHUM
JUKOM. ITacTes Ha KOMe je IIpHKasaHa ca MayKoM y pyKaMa y BeJIMKOj MepH UMa KapaKTep
CTy[iHje U3Be/leHe OIITPUM II0Te3UMa, Ca BEJIMKUM HeJjopaljeHUM napTHjaMa, IIpU 4YeMY je jeu-
HO JIeBOjUYMIIMHO JINIlEe MEeKO MO/IeJI0BaHO U JIOBPIIIEHO.

T. B.

Margot posed for Mary Cassatt multiple times in 1902. Breeskin cites numerous works with her
figure. The pastel showing her with a cat in her arms has to a large degree the characteristics of
a study, rendered in bold strokes, with many elements that remain unfinished, with only the

girl’s face modeled softly and completely.
T. B.

Jlnt./Bibl.: Breeskin 1970: Cat. 449; Zagreb 1940: kat. 17; Zagreb — Beograd 1989-1990: kat. 7.
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Kat.7

Aesgojuuya ca Maukom, oko 1902.
TacTesI Ha Imamupy, 53 x 72,6
CUTH. ToJie fecHO: Mary Cassatt
HMC 34_345

lMopewno: AM6poas Bouiap, ITapus;
Epux IlnomoBuh, ITapus-beorpaz;
Hapopuu mysej y Beorpazgy 1949.

Cat.7

Young Girl with Cat, circa 1902

Pastel on paper, 53 x 72.6

Sign. lower right: Mary Cassatt

NMS 34_345

Provenance: Ambroise Vollard, Paris;
Erih Slomovié, Paris — Belgrade;

The National Museum in Belgrade 1949.
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Kart. 8

Iopiupeiu boxcugapa Kapahophesuha
yJbe Ha gaciy, 27 x 20

CUTH. TOpe JlecHO: M. de Pury

HMC 34_1122

Mopekno: mokyoH HaposHe GUGIHOTEKE
1967.
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Cat. 8

Portrait of Bojidar Karageorgevitch

Oil on board, 27 x 20

Sign. lower right: M. de Pury

NMS 34 1122

Provenance: Donation of The National Library
1967



Matunae ae MNPV / Mathilde de PURY

dupeHna, 1849 — KitapeHc kpaj MoHTpea, 1928.
Florence, 1849 — Clarens near Montreux, 1928

Cnukapka MaTuizie fe [lupu mm1koJioBasa ce y ®upeHIH 1 Ilapu3y U 61Ia je II03HaTa 110 CBOjUM
BeflyTaMa BeHeruje. OHa U BeH CYIIPYT, IIBajIlapCcKU CIUKap EAMoH me IIUpH, APY>KUIH Cy ce
ca kHe30M borkuziapoMm KapahophesuheM kojer cy ynosHasu ipeko Iljepa Jlotuja. ExMoH ITupu
ciaukao je KapahopheBuha y Buille HaBpaTa TOKOM Ay>KeT IIepHo/ia, 0K je TopTpeT 13 Hapos-
HOT My3eja CpbOuje n3BeJa keroBa cylipyra MaTtuize. [IupHjeBH Cy pasBUIM 6JIM3aK OJHOC ca
KapahopheBuheM ca KojuM cy 4ecTo IIyTOBaIM U IIPOBOJMIIN [0CTAa BpeMeHa 3ajefHo. CUMIIa-
THje Koje Cy TajiM IIpeMa 0BOM prince charmant, Kako cy ra HasUBaJIH, Ofipa’kaBajy ce U Ha
TIOPTPEeTY U3BeJIeHOM XUTPHUM U BeIlITUM II0Te3uMa Ha UMIIPECHOHUCTHYKY HauHH.

J. &

The painter Mathilde de Pury trained in Florence and Paris, and was known for her cityscapes of
Venice. She and her spouse, the Swiss painter Edmond Jean de Pury were friends with Prince
Bojidar Karageorgevitch, whom they met through Pierre Loti. Edmon Pury painted Karageor-
gevitch many times over a longer period, while the portrait in the National Museum of Serbia was
done by his wife Mathilde. The Puries developed a close relationship with Karageorgevitch, often
travelling together and spending much time in each other’s company. The affection they had for
this prince charmant, as they called him, is reflected in the portrait, which is rendered in quick,
skillful brushstrokes in an Impressionist manner.

]. D.
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Cy3aH BNCXOTT POBEPTCOH
/ Susanne BISSCHOP ROBERTSON

Xar, 1855 — Xar, 1922.
The Hague, 1855 — The Hague, 1922

CysaH PobepTCcoH IIKoJI0BajIa ce Ha Kpa/beBCKOj akaZileMUju YMeTHOCTH y Xary, y UCTO BpeMe
Kaja u XeH/IpUK BpajTHep 1 BuileM fie 3BapT, KacHHUje BofehU IIpeicCTABHULIA aMCTePAaMCKHX
HUMIIPECUOHUCTA. Y TOM IIepHofy, PO6epTCOH ce 3auHTepecoBasla 3a MOJIepHe TeH/[eHIHje XalllKke
mKoJie. theHO 3aHMMame 3a JbyJle U IbUX0BO OKPY’Kelbe YCMepPHJIe CY je Ka COIMjaHoj TeMa-
THUIIH KOjoj IIpHIaja 1 cIuKa Jeopuwitie u3 HapogHor Myseja Cp6uje. YecT MOTHUB Ha HeHUM
JiesrMa OHIe Cy CTapHje sKeHe Koje II0CIy]y Y aMOHjeHTy OPOHYJIMX Kyha 1 3allyIlITeHUX ABOPH-
wra. Ha ciunu Jeopuwiitie jeBa youwbHBa QUIypa *KeHe Koja Ka4dH Belll, yTOIlJbeHa je Y T0OTOBO
arnCTpaKTHY II03a/IUHY CauUEeHYy Off KOJIOPUCTUYKHUX IT0/ba KOjUMa JJOMHUHUpPa BUOpaHTHA
noBpIIMHA beJle dacage Kyhe. OHa ce, Mel)yTHM, cCacToju U 0[] )KyTHX, CHBUX U 3eJIeHUX TOHOBA
KOjH 3ajeHO ocTBapyjy mocebaH edpexaT. TaMaH U IPUTYIIIeH KOJIOPUT Ha CJIUIIH, aKI[eHTOBaH
IIOHeKHM TOHOM japKHuX 60ja, IIpeJicTaB/ba yTUIIaj XalllKe IIIKOJIe, 0K I'YCTH U peJbeHU HaHO-
cu 60je cTBapajy eKCIIpeCUBHU KBaJIUTET.

/Jlsopuwuitie je TOTOBO HJIleHTHUYHA pellINKa 3HaTHO MabUX JUMeHsHja cIuKe besaa Kyha farto-
BaHe y 1920. roguHY U Koja ce Hanasu y My3ejy Kpesep Mustep. IlocToje U Ipyre Bep3uje oBe
cauke u3 1894. 1 1901. mrTo yKasyje 1a ce yMeTHHUITA 0BOj TeMH Bpahasia y BUIlle HaBpaTa TOKOM
CBOje KapHjepe.

I. L.

Susanne Robertson received her training at the Royal Academy of Art in The Hague, at the same
time as George Hendrik Breitner and Willem de Zwart, who would later become the leaders of the
Amsterdam Impressionists. At that time, Robertson became drawn to the modern direction of
The Hague School. Her interest in people and her surroundings led her to social themes, includ-
ing the one in Yard at the National Museum of Serbia. A frequent motif in her works were older
women working in an environment of decrepit buildings and neglected yards. In Yard the barely
visible figure of a woman hanging laundry melts into a nearly abstract background made of color
fields dominated by the vibrant surfaces of the house’s white fagade. It is, however, composed of
yellow, gray and green tones, which together produce a particular effect. The dark and subdued
palette in the painting, accented by occasional tones of bright colors, reveals the influence of
The Hague School, while the thick relief layers of color create an expressive quality.

Yard is a nearly identical, much smaller replica of the painting White House, dated in 1920 and
found at the Kroller-Miiller Museum. There are also other versions of this painting from 1894
and 1901, which shows that the artist returned time and again to this theme during her career.

J. D.

Nut./Bibl.: Baard 1931: Cat. 6.
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Kar. 9

Jeopuwinie

yJbe Ha IUIaTHY, 69,5 x 43,5
CHUTH. J10Jie JIeBO: Suze Robertson
HMC 34_802

lMopewno: IlokyioH Of6opa 3a MUpeme
XOJIAHJ[CKe YMETHOCTH Y JyrocjaBUjH
(ApymITBo Jby6UTEIBA JYrOCIaBUje),
Kopnesuc /lupk Mepenc, 1931.

Cat.9

Yard

Oil on canvas, 69.5 x 43.5

Sign. lower left: Suze Robertson

NMS 34_802

Provenance: Donation of The Committee for
the Promotion of Dutch Art in Yugoslavia
(Friends of Yugoslavia Association),
Cornelis Dirk Merens, 1931
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Mapwija BALLKUPLIEBA
/ Marie BASHKIRTSEFF

XaBpoHIty, ITosnTaBcKa rybepHHja, YKpajuHa, 1858 — [Tapus, 1884.
Havrontsi, Poltava Governorate, Ukraine, 1858 — Paris, 1884

Mapuja bamkuprieBa ¥, HEKOJIHKO roguHa Muiahu, boxxuzmap Kapahophesuh, yrmosHasnu cy ce y
paHoj MiafiocTy y Ilapusy rje cy 6MIKM y IPHCHUM OJHOCHMA CBe /10 Kpaja HBeHOor KUBOTA.
ITopTpeT cBOT 6JIMCKOT IIpHjaTesba balllkupIieBa je IIpHKasaJla HacllpaM ypbaHor IIpefiesia KOju
ce IIPOCTHpe y Ja/bHHY, IIOMIrpaBajyhu ce IIpoKUMameM eHTepHjepa U OTBOPEHOr IIPOCTopa.
Kopucrehu MoTHB orpafie, Ha Kojy je KapahopheBuh HOHIlIaJIaHTHO OCJIOE-€H, BalllkUpIieBa Ha-
IJIalllaBa IpaHULy usMel)y KkyhHor aMbujeHTa U CII0/ballliber CBeTa, Kao JoMeHa cI060/e U He-
CIIyTaHOCTH. Y IHY KOMIIO3HI[H]e ca JieBe CTpaHe, Hajla3u ce $parMeHT ca MOTHBOM YJIHIE Koja
jy je Kao TeMa 3a0KyIL/baJla II0C/Ie[IbUX rOiHa KapHjepe. Kako HaBOAM y CBOM JHEBHUKY, YMeT-
HUIIa je 61JIa 33[j0BOJbHA OBOM CJIMKOM, CMaTpajyhH je BepHOM IIpeficTaBOM CBOI IIpHjaTe/ba
(PamagaHcku 1996, 462).

I. I

Marie Bashkirtseff and Bojidar Karageorgevitch — a few years her junior — met in their early
youth in Paris, where they would maintain a close friendship until the end of her life. Bashkirtseff
positions the portrait of her good friend against an urban landscape that extends into the back-
ground, playfully peering into interiors and open spaces. Using the motif of the railing, on which
Karageorgevitch nonchalantly leans, Bashkirtseff emphasizes the boundary between the domes-
tic atmosphere and the exterior world, as the domain of freedom and spontaneity. At the bottom
left of the composition is a fragment with a street motif, which preoccupied the artist in the final
years of her career. As she states in her diary, the artist was pleased with this painting, consid-
ering it a faithful representation of her friend (Pamagancku 1996, 462).

]J. D.

Jlnt./Bibl.: Xam MutoBanoBuh 2009: 186, 191.
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Kar. 10

Iopwpetu kHe3a boxcugapa
Kapahophesuha, 1883.

yJbe Ha IUIaTHY, 116 x 73

CHUTH. JioJie JIeBO: Bashkirtseff, 1883
HMC 34_912

[lopekno: IIOKJIOH IIpUHIIE3E

Japuje Kapahophesuh,

Mysej caBpeMeHe YMeTHOCTH

Cat. 10

Portrait of Prince Bojidar
Karageorgevitch, 1883

Oil on canvas, 116 x 73

Sign. lower left: Bashkirtseff, 1883
NMS 34_912

Provenance: Donation of princess
Daria Karageorgevitch,
Museum of Contemporary Art
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ETen BOKEP / Ethel WALKER

Equn6ypr, 1861 — JIouzmoH, 1951.
Edinburgh, 1861 — London, 1951

JejM ETest Bokep cTyiupaJsia je CIMKapcTBO Ha JIOHJJOHCKOj akaZieMuju Kof, Ppeseprka bpayHa.
ITocite crypuja 1884. myroBasa je mo IlaHuju, a 3aTUM je U3BeCHO BpeMe IIpoBeJia y Ilapusy.
Buia je ofylleB/beHa CJIUKapCTBOM /Hjera Besackesa, JOK Cy HMIIPeCHOHHUCTH, 8 HAPOUHUTO
Enyap MaHe, y TOM IlepH0oy OUTHO YTHUIAJIA Ha BeHO CXBaTakbe YMETHOCTH.

T'oguae 1920. Bokep je u3sBesna ciauky Jekopauuja: HaycukajuH u3seiti (y/be Ha IJIaTHY, TUM.
183 x 366 11M, TejT rasepuja, JIoHRoH). TeMy je npoHalIa y lllectoj KbU3u Oguceje y K0joj ce
OIIHCyje HU3JIeT Ppeauke IIpHHIle3e HaycuKaje U leHUX IIpaTusba. ClieHa ce ogurpasa Ha yirhy
peKe y Mope, I'/le IleBOjKe Ilepy CBOjy ofiehy U KyI1ajy ce, y>kuBajyhu y iposiehxom jyrpy. Ciinka
je KOHIIUIIMpaHa y opMu Gpr3a KOjUM ce CIaBHU JIelloTa KeHCKOTr Tesla. TokoM 1919. Bokep je
0By TeMy paspaljuBaJjia Kpo3 6pojHe IIpTerke Ha KOjUMa je BapHpaJsa MOTHUB CTOjehuX YKeHCKHUX
éurypa y napy. Ha pTexxy — ckuIix 13 HapogHOTr My3eja IIpUKa3aHe Cy CUJIyeTe /IBe [leBOjKe y
0co6eHOM I10J105Kajy, Ca Y3JUTHYTUM pyKaMa Koje Hoce Kpyar. U Imopey Tora IIITO Ha CJIUITU HUje
IIOHOBJbEHO HJIEHTUYHO pelllelbe Kao Ha HallleM LPTeXXy, HajBepoBaTHHje je U 0Baj LIPTex
HUMao CBOjy QYHKIIH]Y Y 3aBPIIHO]j CIMKaHO] KOMIIO3HUIIH]jH.

I K.

Dame Ethel Walker studied painting in London with Frederick Brown. After her studies she
travelled to Spain in 1884, and then spent time in Paris. As a budding painter, she was deeply
influenced by Diego Veldzquez, while the Impressionists, and Edouard Manet in particular,
largely informed her understanding of art.

In 1920 Walker painted Decoration: The Excursion of Nausicaa (oil on canvas, 183 x 366 cm, Tate
Gallery, London). She found the theme in Book Six of The Odyssey, which describes the excur-
sion of the Phaeacian princess Nausicaa and her companions. The scene takes place at the con-
fluence of the river and sea, where the young women wash their clothes and bathe, enjoying the
spring morning. The painting is conceived as a frieze that celebrates the beauty of the female
body. During 1919, Walker reworked this theme in a number of drawings, with variations on the
motif of standing female figures in pairs. The sketch-drawing at the National Museum shows two
young women in a specific pose, with raised arms that hold a jug. In spite of the fact that the
painting does not repeat the exact same composition as in the drawing here, it is most likely that

this drawing, too, had a role in developing the final painting.
D.K

Jlut./Bibl.: Mihailovi¢ 1954: kat. 35; Xam MuioBaHoBuh 2009: 185.
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Kat. 11

Cxuria 3a pus

Jekopauuja: HaycuxkajuH usaeit, 1919.
0JIOBKa, JIJABUpPaHU TYIII Ha TTalIupy,
33,7x21,5

CHUTH. fioJie ecHO (osioBKoM): Ethel Walker
HMC 36_1595

Cat. 11

Sketch for the Frieze Decoration:

The Excursion of Nausicaa, 1919

Pencil, washed ink on paper,

33.7x21.5

Sign. lower right: Ethel Walker (in pencil)
NMS 36_1595
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Cnuka ca IpHU30pOM y36ypKaHe MOpPCKe IIOBPIIHMHe HacllpaM TMYPHOT Heba, U3Be/[eHa CJI060/-
HUM II0Te30M, IIpUIafia KpyTy fiejla OBe YMeTHHI[e ca UCTUM MOTHBOM Koje je CJIHMKaja Ha UM-
TIPeCUOHUCTUYKY HauWH TOKOM Tpehe fielleHHje [BajieceTor Beka. HasemmHuIa Ha nosehuau
CJIETIOT paMa ca HaTIIHCOM Esposizione internazionale d’Arte della citta di Venezia — 1928. ykasyje
Ha TO /i je ieJ10 6110 U3JI07KeHO0 Ha BeHelrjaHCKOM 6HjeHasTy hcTe roguHe. CIMKa je II0TOM 6HIa
IIpejicTaB/beHa Ha ,[3/10)K6U eHIJIeCKe caBpeMeHe YMEeTHOCTH® Yy VMeTHHUKOM I1aBUJ/bOHY
L2LBHjeTa 3ysopuh“ 1929. kaja je 61Ia OTKyIJbeHa 3a My3ej caBpeMeHe YMeTHOCTH.

I. I

With its image of a swelling sea under stormy sky, pained in free strokes, this painting belongs
to a group of works of similar motif by the artist, painted in the 1920s. The label on the back of the
frame bears the inscription Esposizione internazionale d’Arte della citta di Venezia — 1928, thus
the picture was shown at the Venice Biennale of that year. Subsequently, it was featured at the
Exhibition of Contemporary English Art at the Cvijeta Zuzori¢ Art Pavilion in 1929, whence it was
purchased by the Museum of Contemporary Art.

J. D.

Nnt./Bibl.: Xam MutoBaHoBuh 2009, 185.
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Kar. 12

Mope, ipe 1928.

yJbe Ha IUIaTHY, 64 x 77
HEeMOTIIMCAaHO

HMC 34_454

Mopekno: oTKyI, 1929.

Cat. 12

Sea, before 1928

Oil on canvas, 64 x 77
Unsigned

NMS 34_454

Provenance: Bought, 1929
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Cmn3aH BAJIAJOH
/ Suzanne VALADON

becen-cup-T'apTawmii, 1865 — Ilapus, 1938.
Bessines-sur-Gartempe, 1865 — Paris, 1938

Cu3aH BaylafioH 1odeJia je fja ITpTa jOIII ITpe HeTo IIITO je Kao MOeJI yIIlJIa y aTe/bee MOHMapTpa.
V npusopuMa keHa y UTHTHUMHOM OKPY>KelbY, V TPeHYIINMa UellUbaba U yJIacka y Kafy, IIperio-
3Haje ce yTuriaj Enrapa /leraa, \eHOT YMeTHHYKOT y3opa. L[pTexx 2KeHe tipu Wioaseltiu IIoKasyje
Ipu ToMe 0co6eH HaUMH Ha KOjU je BasaloH, Kao KOHTPANIyHKT, y eHTepHjepe HarjaaleHor
UHTUMU3Ma, IIopef, MJaZie, YBOJWIA U CTapHjy WK 06yueHy skeHy. OBakaB UKOHOTrpadCKy, a
yjeIHO ¥ KOMIIO3UIIMOHU MOJiesI HUje Melbajla Off leBe/leCeTUX To/IMHA JleBeTHAeCTor BeKa /10
IBa/leceTUX TOAMHA [IBa/[eCETOTr BeKa. Y OKBHUPY TOra U3rpa/inia je 0co6eH HauBHO-eKCIIPECUB-
HU CTHJI KOjUM je TyMayuIa YKeHCKY TeJIeCHOCT. /o HarJIallleHOT YBPCTOT JTMHeapU3Ma JIoIIa je
pazehu Ha aKTOBUMa Jielle U >KeHa, TeHepUITyhy ra U3 Mace CIydajHUX IoTe3a. Tyma U Telka
JIMHMja Koja II0/IBJIavuH 3IJIaBKe U KPUBHHE TeJIa, Te BUjyTa CBe 0K He U3Pa3u HeT0BY IeJINHY,
ynyhyje Ha Ilosa 'oreHa. OBakaB II0Te3 IPUMeH-HBaJIa je U Ha CJIMKaMa, Kao eJeMeHT KOjH KO-
JIOPUCTUYUKY KOMITO3UITH]jy o6orahyje IuHaMHU3MOM. FheHO CIMKapCcTBO Ha Taj HAUWH CYIITHH-
CKH je TI0Be3aHO ca IJpTe>KoM. LIpTesk JKeHe lipu Woasettiu ypaleH je Ha IIPOBUHOM IIaIIupy,
IIITO HaBOJY Ha IIOMUCAO Jia je MOoyK/Ja 610 IIpe/jIoyKak 3a rpaduKy.

I K.

Suzanne Valadon began drawing even before she entered the ateliers of Montmartre as a model.
In the images of women in their private sphere, at moments of brushing their hair or entering
the bath, we can recognize the artistic influence of Edgar Degas, her artistic role model. In that
regard, the drawing Woman at her Bath demonstrates the particular way in which Valadon, as
a counterpoint to interiors that emphasize intimacy, places next to the young woman an older,
clothed woman. Valadon consistently worked with this iconographic and, at the same time,
compositional model from the 1890s through the 1920s. Within that framework, she developed
a specific, naive-expressive style with which she interpreted female corporality. She arrived at her
strong, emphasized linearism working on female and child nudes, generating it through a mass
of random strokes. The blunt, heavy line that underscores the joints and curves of the body, and
twists until it has expressed its whole, recalls Paul Gauguin. She also applied this stroke in paint-
ings, as an element that enhances the dynamism of a color composition. In this sense, her paint-
ing is essentially connected to her drawing. The drawing Woman at Her Toilet was done on
transparent paper, which suggests that it may have been intended for a print.

D.K

Nlnt./Bibl.: Petrovi¢ 1950: kat. 9; Kraut 1971: kat. 70; Kraut 1985: kat. 61; Valles-Bled, 1990: Cat. 80;
Pickvance et al. 1991: Cat. 103, BoSnjak, Kovaci¢ 2002: 210; BornHbak, KoBaunu 2002: 28; BoSnjak,
Kovacié 2007: 104.
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Kat. 13

2Kena tipu tmoanetuu, 1904-1910.
TeMIlepa U I1acTeJsl Ha IIallupy,
aKIleHTOBaHO 6esuM, 36,4 x 37,4
CHUTH. JIoJIe JIeBO, 0JIOBKOM: S. Valadon
HMC 36_1028

[opekno: orky1r 1935.

Cat. 13

Woman at her Toilette, 1904-1910
Tempera and pastel, accented with white,
on paper, 36.4 x 37.4

Sign. lower left: S. Valadon (in pencil)
NMS 36_1028

Provenance: Bought, 1935
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Mapu-KiieMeHTHH, T03HaTy Kao Cr3aH BayafioH, 1 leHOT cHa Mopuca YTpuiia, Ha3uBajy I10-
CJlellbIM HacJIeJHUIIMMa UMIIPpeCHOHHU3Ma. Y leHOM CIMKapCTBY ce, Mel)yTHUM, BHUIIIe HCIIO-
JbHIO jeflaH CBOjeBPCHHU eKCIIPeCHOHU3aM, UK KaKo I'a je KpUTHKa fepHruHHCcala ,IICUX0JIOIIKH
peanusaM®. EQeKTH CBETIOCTH CYy CBeCHO Iofpel)eHH cMeIMM KOJIOPUCTUYKHUM KOMOUHaIHja-
Ma. UBpCTOM, HaIJIallleHOM KOHTYPOM OIIHCYje 00JIMKe U pasjBaja II0BPIIMHE, a I10jefHOCTa-
BJ/bABambeM CHAKHUX, YaK poOyCTHUX QOPMU IIOCTHIKe U3pa3 II0HeKa[, 0/IM3aK IIOHTaBEeHCKO]
KoJH. To ce BUAU U Ha BbeHUM MPTBUM IIPUPOJaMa, Y KOjUMa, KaKo je KpDUTHKA 3alasuia,
TpujyMdyje jejlaH CKpDUBEHU KUBOT. Ha I1Ma je, HepeTKO, IIPUCYTHA U CBOjeBPCHA OpHjeHTall-
Ha [[eKOPaTHUBHOCT KOjy II0TeHIIMPa YHOILIeHheM HCTOUBhaYKUX eJleMeHaTa, IIITO Ce II0Kasyje 1
Ha IIpUMepy CJIMKe Basa ca ysehem u opujeHiliaHUM Weliuxom. MpPTBY IIPUPOAY ca IiBeheM
CusaH BajaJjoH pajiniia je HajBHIlle y Ileprofy of 1929. mo 1931. IleTpHyec je miaTHO Basa ca
ysehem u opujeHmaAHUM WelluxoM, CBPCTa0 y TPYILy KOjy YHMHe iBafieceT ABe CJIMKe OBOT YKaH-
pa u gatoBao y 1930 (Petridés 1935: 406). Poxasy IIukBaHc, Mel)yTUM, IIOMepa faTUpame y
1929. rogHHY, OJHOCHO CBPCTaBa OBO ILIATHO y IIPeTXOJHU I[IUKJIYC Off AeBeT MPTBUX IIPHUPOJA
HCTOT THIIa, KOjUMa je cauKa U3 HapogHor Myseja cTH/ICKH 6urka (Pickvance et al. 1991: 131).

T. B.

Marie-Clementine, known as Suzanne Valadon, together with her son Maurice Utrillo, are called
the last inheritors of Impressionism. However, her painting is closer to a kind of Expressionism,
or, as criticism has called it, “psychological realism”. The effects of light were consciously sub-
jugated to bold color combinations. Firm, emphatic contouring describes forms and separates sur-
faces, while the simplification of strong, even robust forms at times attain an expression similar
to the Pont-Aven School. This can be seen in her still lifes, in which, as the criticism has observed,
a hidden life triumphs. In them one often finds the presence of a kind of oriental ornamentalism
foregrounded by the introduction of eastern elements, as is the case with the painting Vase with
Flowers and Oriental Rug. Suzanne Valadon worked on still lifes with flowers most intensively in
the period from 1929 to 1931. Petrides has grouped the canvas Vase with Flowers and Oriental Rug
with a cycle of twenty-two paintings of this genre and dated it 1930 (Pétrides 1935, 406). Ronald
Pickvance, however, moves the datation to 1929, and places the canvas in a previous cycle of
nine still lifes of a similar type, to which the painting at the National Museum is stylistically
closer (Pickvance et al. 1991, 131).

T. B.

Jint./Bibl.: V.IL. 8, 193: 256; Péetridés 1971: Cat. P 406; BoSnjak, KoBauuh 2002: 212-213; Zagreb 1940: kat.
262; Petrovi¢ 1950: kat. 8; AM6posuyu 1968: kart. 5; Pickvance et al. 1991: Cat. 104; Bosnjak, Kovacic¢
2002: 212-213; bomHbgk, KoBauuu 2002: 27; Bo$njak, Kovacié: 2004, 60; BoSnjak, Kovacic¢ 2005: Cat.
76; BoSnjak, Kovaci¢ 2007: Cat. 105; Xam MruioBa"HoBuh 2009: 28, 185.
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Kat. 14

Bas3a ¢ ugehem u opujeHIUANHUM THeuUXoM,
1929.

yJbe Ha IUIaTHY, 73 x 60

CUTH. JToJie JieBo: Suzanne Valadon 1929
HMC 34_412

Mopekno: orkym 1930.

Cat. 14

Vase with Flowers and Oriental Rug,
1929

Oil on canvas, 73 x 60

Sign. lower left: Suzanne Valadon 1929
NMS 34_412

Provenance: Bought, 1930
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Kete KOJIBULL / Kathe KOLLWITZ

Kenurc6epr, 1867 — Mopurioypr, 1945.
Konigsberg, 1867 — Moritzburg, 1945

Harsramenu ocehaj 3a HellpaBy, IIaTe U CTpajiamka Koju je Kere KosBuI IoceoBasia, BeoMa
PaHo je OBY YMETHHIIy YCMEPHO Ka COLMjaIHOj TeMaTHUIIU. HerocpeiHy MHCIIMpaLyjy IIpOHa-
JIa3WIa je y 5KUBOTY IIpoJieTapyjaTa y HajCHpOMallHUjUM 6ep/IMHCKHUM 4eTBpTHUMa. M 0Baj paHU
paj, Ha KojeM je IIpHKasajla CKpOMHO OJleBeHY sKeHy KaKo Ce[lH IIopeJ] 313, Ca KOPIIOM Y I103afH-
HU, IIPUIIa/la ICTOM TeMaTCKOM Kpyry. JleBa pyKa, KOjoM IIOKpHBa JIUIIe, IPUKa3aHa je y IPBOM
ILIaHY, 0K je fleCHa, OCJI0leHa Ha KOJIEHO, aKIIeHTOBaHa CHaKHUM OCBeT/beleM. lIHaue, IIIaKe,
4ecTo IpeJMeH3HOHUPaHe y OJHOCY Ha QUIypy K0joj IIpHIIazajy, 6ue cy leHTpaJIHH MOTHUB
cTBapasnamTsBa Kete KosBuL,. Pyke, Kao CHa>KHO H3pa’kajHO CPeJCTBO O3Ha4daBajsle Cy YUTaB
CIIeKTap eMoIiyja IOIlyT HeKHOCTH, CTpaxa, odaja. OHe JOAUpYjy, MUILYjy, IITUTe, 3aXTeBajy,
noAprKaBajy v MoJie. KosiBUIL je U3pajiiyia BeJIMKU OPoj CTyHja PyKy Koje je KacHHje yTKasa y
CBOja fesa.

OBaj paj Kere KoJBHI] U3BefleH Y TeXHHUIIM 6aKpoOIIMCa U CyBe HUIJIe OO je IIpe/icTaB/beH Ha
,CII060/THOj YMETHUUKOj U3710)k01“ y BepiimHy 1893. Tajia je oBa rpaduKa, y3 joIIl 1Ba U3JI0Ke-
Ha pajia, IPUBYKJIa ITayKiby YMEeTHUYKOI KpUTHYapa U KoJIeKIIHoHapa Jyaujyca Ejiujaca Koju
je IIOXBaJIHO IIKCA0 O lbeHOM CTBapaJlalllTBy.

I. I

The hightened sensitivity to injustice, suffering and loss that Kéthe Kollwitz possessed led her very
early on to social themes in her work. She found direct inspiration in the lives of the proletariat
in the poorer quarters of Berlin. This early work, showing a poorly dressed woman sitting next to
a wall, with a basket in the background, also belongs to this same thematic circle. Her left hand,
which covers her face, is shown in the foreground, while the right, resting on her knee, is accent-
ed with strong light. Hands in general - often disproportionately large for the figure to which
they belong — were a central motif in the work of Kdthe Kollwitz. Hands, with all their expressive
capacity, could mark an entire range of expressive emotions, such as tenderness, fear, and des-
peration. They touch, stroke, protect, demand, support and pray. Kollwitz made a large number
of hand studies, which later would be incorporated into larger works.
Kéthe Kollwitz used the technique of etching and dry point for this piece, which was presented
at the Free Artistic Expression in Berlin in 1893. At that time this print, along with two other
exhibited works, drew the attention of the art critic and collector Julius Elias (1861-1927), who
wrote positively about Kollwitz’s oeuvre.

]. D.
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Kat. 15

IIpeg upxeom, 1893.

6axporuc, JI: 32,8 x 23,4;

wr: 24,9 x 13,2; mp: 23,7 x 11,4
CHUTH. JIoJIe JIeBO, KUCIIO/ IpHKasa,
oJstoBKOM: O Fesling Url...(?);
JlecHO, 0JIoBKOM: Kdithe Kollwitz
HMC 36_1672

Mopekno: oTkyI, 1957.

Cat. 15

At the Church Wall, 1893

Etching, sheet: 32.8 x 23.4;

plate: 24.9 x 13.2; image: 23.7 x 11.4
Sign. under the image lower left:

O Fesling Url ...(?);

right.: Kdthe Kollwitz (in pencil)
NMS 36_1672

Provenance: Bought, 1957
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ITon, cHa)KHUM YTHUCKOM II030pHIIHE IIpeficTaBe Tkauu Koja je 6mMIa IpeMUjepHO U3BefleHa
1893. ronuHe, KeTe KosiBUIY ITpeKyUza paj Ha WIyCTpallkju poMaHa JKepmuHasn EMuita 3ojie 1
3aIl0YMIbe ITUK/IYC MHCIIUPHCaH [ejioM I'epxapTa XayIITMaHa 0 yCTaHKY IIVIECKUX TKava 1844.
ropguHe. BakpoIrrc oz HasuBoM Casgeiliogarse Tpeh! je JIMCT 0BOT LIUKJIyca Ha KOjeM je YMeTHH-
na pazuia oz, 1893. mo 1897. Unak, Kossur, cepujy IIobyHa ikaya HUje U3BeJsa Kao WIyCcTpa-
nujy XayIITMaHOBOT fiela, HUTH UCTOPHjCKOT forahaja Ha KojeM ce KOMAa/, 3aCHHUBA, Beh Kao
CJIMKY GUKTHUBHOI 6YHTAa II0TJIaYeHUX y CaBpeMeHOM aMOUjeHTy.

I. I

Deeply influenced by the drama The Weavers, which premiered in 1893, Kdthe Kollwitz inter-
rupts her work on illustrations for Emil Zola’s novel Germinal and begins a cycle inspired by
Gerhart Hauptmann’s work about the uprising of Silesian weavers in 1844. The etching titled
Conspiracy is the third sheet in this cycle, on which the artist worked from 1893 to 1897. Still,
Kollwitz did not present the series The Weavers’ Rebellion as illustrations for Hauptman’s work,
nor as the historical event on which it was based, but rather as an image of a fictive rebellion
of the oppressed in a contemporary setting.

J. D.
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Kart. 16

Casettiogarse, 20. Bek (1893-1897)
6axporuc, J1: 39,7 x 28,3;

wr: 29,6 x 18; mip: 28,4 x 17

CHUTH. JIoJIe IeCHO, UCIIO/ IIPHKa3a
(os10BKOM): Kdithe Kollwitz

HMC 36_1670

[lopekno: oTkyI, 1957.

Cat. 16

Conspiracy, 20" century (1893-1897)
Etching, sheet: 39.7 x 28.3;

plate: 29.6 x 18; image: 28.4 x 17

Sign. under image right: Kdthe Kollwitz
(in pencil)

NMS 36_1670

Provenance: Bought, 1957
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Jom jemHa cIleHa coryjaaHe TeMaTHKe, CMeIlITeHa Y MIJbe paJHUUKe KJace, ofjpa>kaBa JIOIIIe
YCJIOBe JKUBOTA YHje Cy IIOCTIeHIIe IIa/l, CHpOMAIITBO U 6oJiecT. Ha 1¥0j je IIprKasaHa MajKa
HaJIBHjeHa HaJ| K0JIeBKOM. /0K leCHOM PyKOM J0JUpYje /ledju o6pas, IeBOM Ce XBaTa 3a IJIaBy
TeCTOM KOjH HeIBOCMHUCIEHO H3pakaBa HheHO ouajarse. lako He caCBUM eKCILTUIIUTHO, KoJI-
BUII CyTepHIlle TpaTu4aH KOHTEKCT OBe CIleHe CMeIlITeHe Y aMOUjeHT KOjU HIyCTpyje JIOII IIo-
JIO>Kaj IIpoJieTapHjaTa.

OBaj past, HacTao 1896. ro/iiHe, OBO/IH Ce y Be3y ca poljemheM IpyTOoT [leTeTa YMEeTHHIIE Y UHjeM
Ce OIIyCy HepeTKO IIPUBATHU ’KUBOT IIPOKUMa ca CTBapasalllTBOM, a JUUYHO UCKYCTBO MajurH-
CTBa Ca YHUBeP3aJTHUM.

I. I

Another work on a social theme, it is set in a working-class milieu and reflects the poor living con-
ditions that resulted in hunger, poverty, and disease. It shows a mother bent over a cradle. While
she touches the child’s cheek with her right hand, she grips her own head with her left hand in
a gesture that unambiguously expresses her desperation. Although not explicitly, Kollwitz image
suggests the tragic context of this scene, the atmosphere of which illustrates the proletariat’s
unfavorable position.
This work, dating from 1896, can be connected to the birth of the artist’s second child, and the fre-
quent overlapping between her private life and creative output, as well as the personal with the
universal experience of motherhood.

]. D.
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Kart. 17

JKena kpaj kosegke, 1897.

6axpormuc, : 40 x 30,7;

wr: 27,8 x 14,7; ip: 26,7 x 13,2

CUTH. JIoJie IeCHO, UCIIOZ IIPHKa3a IIpPeKo
HUBHIlE OTUCKA, 0JIOBKOM: Kdthe Kollwitz;
JIEBO Y3 UBUITY JIUCTA, 0JIOBKOM:

8.38 29.5/16.5 Frau an der Wiege

HMC 36_1666

[lopekno: oTkyI, 1957.

Cat. 17

Woman at a Cradle, 1897

Etching, sheet: 40 x 30.7;

plate: 27.8 x 14.7; image: 26.7 x 13.2
Sign. under image right: Kathe Kollwitz;
left along edge of sheet:

8.38 29.5/16.5 “Frau an der Wiege”

(all in pencil)

NMS 36_1666

Provenance: Bought, 1957
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Pap IIpeficTaBiba IIOCAEIbY CLIeHY U3 IIUKIyca Ce/bauKu paiti Ha KojeM je yMeTHHIIA Pafija Of,
1902. 1o 1908. OBa cepuja, K0jy je mopy4nia Acoriyjaryja UCTOPHjCKe YMETHOCTH, 61Ia je UH-
criprcaHa KibUroM Buxenma uMepmana Hctliopuja geaukol cesbaukol pattia (1841-1843) u
IIpeJicTaB/ba MOJIepPHY MHTEePIIpPeTallljy UCTOPHjCKOT forahaja ¢ moyeTKa IIIeCHaeCTOT BeKa.
CJI0M yCTaHKa CesballlTBa IPOTUB 3eMJbOIIOCEJHUYKOT yIHheTaBakha YMeTHUIA je IIpUKa3aja
TIpe/ICTaBUBIIN MOHOJIUTHY Macy cauuiheHy off 36KMjeHUX Qurypa Mylkapalia Be3aHHUX KO-
HomreM. [lojeiHaYHO, BUXO0BA JIMIIA U TeJa O[[pakaBajy MHIUBU/IyaIHe U3pa3e TecKobe U1
6outa (Kathe Kollwitz: Prints, Process, Politics, published online 2019, 11). OBaj IyKJIyc off celamM
6axporuca, KosBuIl je mpBOOUTHO IJTaHUpAaJIa /1a U3BeJle Y TEXHUIIM JTUTOrpaduje y 60ju, HHCIIU-
pucaHa 6opaBkoM y ITapusy 1901. rogusHe.

I. I

This piece is the last scene from the cycle The Peasants’ War, on which the artist worked from
1902 to 1908. This series, commissioned by the Association of Historical Art, was inspired by the
book by Wilhelm Zimmermann, History of the Great Peasants’ War (1841-1843), and represents
a modern interpretation of a historical event from the beginning of the sixteenth century. The
crushing of the peasant’s uprising against oppression by landowners is shown in the monolithic
mass compising male figures packed tightly together with a rope. The faces and bodies of some
reflect individual expressions of pain and suffering (Kdthe Kollwitz: Prints, Process, Politics,
published online 2019, 11). Kollwitz had originally planned to make this cycle of seven etchings
as color lithographs, inspired by her stay in Paris in 1901.

J. D.
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Kar. 18

3apobveHuyu, 1921 (1902-1908)
6axporuc, J1: 53,2 x 65,3;

wr: 32 x 42,7; up: 31,2 x 41,5

CUTH. JI0JIe eCHO, y IUL: Originalradierung
von Kdthe Kollwitz 1921.; moJie fecHo,
UCIIOf] IIPpHUKa3a IIPeKo UBUIlE OTHCKA,
oJioBKOM: Kdthe Kollwitz

HMC 36_1664

[lopekno: oTkyI, 1957.

Cat. 18

Prisoners, 1921 (1902-1908)

Etching, sheet: 53.2 x 65.3;

plate: 32 x 42.7; image: 31.2 x 41.5

In plate, lower right:

Originalradierung von Kdthe Kollwitz 1921.
Under image right:

Kithe Kollwitz (in pencil)

NMS 36_1664

Provenance: Bought, 1957
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OBaj JIUCT ca IPUKA30M UOBeKa CKJIOIbeHUX PYyKY Kao y MOJIUTBH, OTUCAK je JIeBOT Jiesia Behe
KOMIIO3HIHje I0J; HasuBoM Memopujan Kapy JTubkHexiiy 13 1919. HakoH IIITO je 0Ba Bep3uja
6mIa ogbadeHa, IJIoYa je 61JIa MceUeHa, a HOBY Bep3Hjy OILIaKWBarba OBOT IIOJIUTHYAapa U pe-
BOJIYITMOHApa, oOCHUBa4ya KoMyHUCcTHUKe ITapTHje HeMauke, Koju je 3ajeqHO ca PozoM JlykceM-
6ypr youjeH moueTkoM 1919, KosiBHII je M3Besia y [pBope3y HapeiHe rofuHe. 11 Ha 0BOj IIpe[-
CTaBU PyKe Cy HaIJIallleHe, a CTU/IM3alija Kojy je yMeTHUI[a CIIpoBeJia JUIaBa UX OpraHCKor
U3rjefia U IpubJIrKaBa allcTpakKTHOM M3pasy.

J. A&

This sheet, showing a man with hands clasped in the form of prayer, is a proof of the left part of
a larger composition called Memorial for Karl Liebknecht from 1919. After this version was dis-
carded, the plate was cut, and the following year Kollwitz made a new version in woodcut to
memorialize this politician and revolutionary, founder of the Communist Party of Germany,
who together with Rosa Luxemburg was killed at the beginning of 1919. Here, too, the hands are
emphasized, and the artist’s stylization strips them of an organic appearance and approaches
an abstract expression.

J. D.
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Kat. 19

Ooxcanouwhen, 1919.

H6aKpoIIMC U aKBaTHUHTA, JI: 39,5 x 32,5;
wr: 27 x 16; 1ip: 26,7 x 15,4

CHUTH. J10JIe [eCHO, UCIIOJ IIpHKa3a,
0J10BKOM: Kollwitz; roJte jieBO, Y3 UBUILY:
S.133 30/18.5 am Gedenkblan fur

K. Libknecht

HMC 36_1665

Mopekno: oTkyI, 1957.

Cat. 19

The Mourning Man, 1919

Etching and aquatint, sheet: 39.5 x 32.5;
plate: 27 x 16; image: 26.7 x 15.4

Sign. under image, lower right:
Kollwitz; left, along edge: S.133 30/18.5
“am Gedenkblan fur K. Libknecht”

(all in pencil)

NMS 36_1665

Provenance: Bought, 1957
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IIpesncTaBa Majke Koja, IIprKa3aHa c Jieha, IoBHjeHa, ca TOpboM IIyHOM HaMUPHHUIIA Y JIeCHO]j
PYIIH, IeBOM PYKOM XpaHHU JleTe, JOHEKJIE ofy/lapa of TypoOHe U coIiijaJIHo 060jeHe aTMochepe
Koja KapaKTepHIlle cTBapayiamTBo KeTe KosBuIl. OBa CIjeHa M3 CBaKOJHEBHOT KHUBOTA IIpefi-
CTaBJba OeJIEIIKyY ca YJIHIIe.

J. A

The representation of a mother who, shown from behind, her upper body bent and a bag full of
groceries in her right hand, her left hand feeding a child, is something of a departure from the
gloomy, socially inflected atmosphere that characterizes the oeuvre of Kithe Kollwitz. This

scene from everyday life is a sketch from the street.
J. D.
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Kar. 20

2Kena u getue, 1919.

6axpormuc, 1: 37,8 x 29;

wi/ap: 19,2 x 14,7

CHUTH. JI0JIe JIEBO, Y IIPUKa3y (0JI0BKOM):
Telsing; IpeKo UBHUIle OTUCKA /I0JIe IeCHO
(osioBKOM): Kollwitz; y3 UBUILY JIUCTA
JtoJie jieBO (0JIOBKOM): 22/17

HMC 36_1671

[lopekno: oTkyI, 1957.

Cat. 20

Woman and Child, 1919

Etching, sheet: 37.8 x 29;

plate/image: 19.2 x 14.7

Sign. in image lower left: Telsing;

over edge of proof in pencil, lower right:
Kollwitz (in pencil); along the edge of sheet
lower left: 22/17 (in pencil)

NMS 36_1671

Provenance: Bought, 1957
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[Mukiyc 1ox HasuBoM Paili koju je KeTe KosBuIl samuciniia jour 1914. roguHe, IpefcTaBba
JIMYHY PeaKIIHjy Ha MaCOBHO CTpajame y IIpBOM CBETCKOM pPaTy TOKOM KoOjer je U3TrybuiIa CHHA.
Haxos mrTo je 1920. Bujesa spBope3e EpHcra bapsiaxa, KosiBuUI je pafiiKaJIHO I10je JHOCTaBHIa
KOMIIO3HUIIHjY cTBapajyhu yHUBep3ajHe IIpeficTaBe 60ja U ’KaJIOCTH 3a IIOTUHYJIHMMA y PaTy.
Ha cepuju of cejlam fpBOpesa pazuia je usMmel)y 1919. u 1923. roguse, a Beh 1924. oBaj IIUKIyC
610 je U3JI0KeH y HOBOOCHOBAHOM AHTHUPATHOM My3ejy Y bepsuHy. CrieHa Poguitie/su je Tpehu
JIMCT OBOT IUKJIyca. 1 y 0BOM [ieJly ca IIPHKa30M /[BOje JbYAH CKPUBEHUX JINIA, CjeIUbeHUX Y
CHa)KHOM 3arpJsbajy, HICTUUY Ce PYKe Koje ofipakaBajy 601 U TYTy.

J. A&

The cycle titled War, which Kéthe Kollwitz had conceived as early as 1914, represents a personal
response to the mass casualties of the First World War, during which the artist lost one of her sons.
After seeing the woodblock prints of Ernst Barlach in 1920, Kollwitz radically simplified her
composition, creating universal presentations of pain and suffering for the war dead. In a series
of seven woodblock prints between 1919 and 1923, this cycle was exhibited at the newly estab-
lished Anti-War Museum in Berlin. The scene The Parents is the third sheet of this cycle. In this
work, too, depicting two people with hidden faces, joined in a powerful embrace, hands are
emphasized and express pain and sorrow.

J. D.
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Poguitiessu, 1919-1922.

IpBopes, ja: 43,2 x 51,4

CUTH. JI0JIe eCHO, UCIIOJ IIPHUKa3a,
ostoBKOM: Kdthe Kollwitz/Krieg BL3
Die Eltern

HMC 36_222

OTKYII, 1957.

The Parents, 1919-1922
Woodblock, sheet: 43.2 x 51.4
Sign. under image right:
Kidthe Kollwitz/Krieg Bl.3 Die Eltern
(in pencil)
NMS 36_222

Bought, 1957
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JluTorpaduja cakuMa AiBe JOMHHaHTHe TeMe cTBapasalTsa Kete KoJBHI]: MajulHCTBO U CO-
LyjaJHy TeMaTHKy. MajKa ca [eLl0M Y CKJIOHHUIITY U caMa je CKJIOHUIITe CBOM IIOTOMCTBY Koje
je 00yjMuIIa COIICTBEHUM TeJIOM H3BefleHUM QJIyUIHUM BHjyraBUM TParoM ca KaMeHe ILIOYe.
Haxko ucrpIJbeHa U 3aTBOPEHUX OUYHjy, OHA je CHakaH OefleM U 3aIlITHTa CBOjOj HelH Koja
CIIaBajy I10J, lbeHUM OKpHJ/beM. Pyka Ha 4esly ofipa’kaBa 3aOpHHYTOCT 3a CYZOHHY IIOPOJHUIIE.
OBaKBH IIPU30PU OMJIN Cy YecTa II0jaBa y HeMaukoj HakoH IIpBOI CBETCKOT paTa Kaja ce BeJIH-
KU 6poj >KeHa, II0CTaBIIIX Y0BUIle, CYOUHO Ca er3UCTeHIUjaJJHOM yrposkeHolrhy 1 610 IIpH-
MOpaH /ia IIOTPa’kXH YTOYHIITe y IPaZiCKUM IIPUXBaTUIKINTHMA. Mnak, KoIBHIL je K Ha 0BOM
npuKa3sy usberyia KOHOTaluje Koje 61 yKasuBasie Ha ofpeljeHo MecTo WIM BpeMe CTaBJjbajyhu
y IPBU IVIaH YHHUBep3aJIHy IIpeJCTaBy MajuYdHCKe 3allTUTe, [IPOKeTy JIUPCKUM TOHOBHMA.
I'paduxy je 1926. rofrHe IIOPYYHIIO JIQJIIIUIIKO YMETHUUKO Y Py Keke Kao TOAUIIHY II0KI0H
CBOjUM YJIAHOBHMa.

J. A&

This lithograph encapsulates two dominant themes from the work of Kéthe Kollwitz: mother-
hood and social issues. The mother with children in a refuge is herself a refuge for her offspring,
whom she envelops with her own body, rendered with fluid, curvaceous traces, from the stone
tile. Although exhausted and with eyes closed, she is a strong bulwark and shield to her children,
who sleep in her embrace. The hand on her brow reflects anxiety for the fate of her family. Such
images were common in Germany after the First World War, when a large number of newly
widowed women were faced with existential threat and forced to seek refuge in city shelters.
Still, in this image Kollwitz avoids any connotations that would indicate a specific place or time,
instead foregrounding the universal representation of a mother’s protection, imbued with lyric
tones. This print was commissioned in 1926 by the Leipzig Artist Association as an annual gift
to its members.

J. D.
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Kar. 22

Majxka, 1926.

juTorpaduja Ha jallaHCKOM I1aIlupy,
JI: 53 X 66,5

CHUTH. €eCHO HCIIO[J ITPHKa3a, OJIOBKOM:

Kithe Kollwitz
HMC 36_1674

lMopekno: MokJIOH CaBeTa 3a HAyKy
u kyarypy ®HPJ, 1959.

Cat. 22

The Mother, 1926

Lithograph on Japanese paper,
sheet: 53 x 66.5

Under image right: Kdthe Kollwitz
(in pencil)

NMS 36_1674

Provenance: Donation of Committee
for science and culture FNRY, 1959
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Mapwn BaH PEITEPEH AJITEHA
/ Marie van REGTEREN ALTENA

AmcrepzaMm, 1868 — AMcrepzaMm, 1958.
Amsterdam, 1868 — Amsterdam, 1958

Mapu AJITeHa HCIIpBa je y4uiIa CIMKame Kof I'eopra JaHa XeH/iprKa IloreH6eKka HAaKOH 4era ce
IIKOJI0OBasIa ¥ Ha KpaskeBCKOj akaZleMHjl YMETHOCTH y AMCTepaMy Kojy je 1896. HanmycTHhIa
U3 3[paBCTBeHUX pasJiora. Taja ofiylasd KOJ, POAUTe/ba y AlleJIIOPH, I/ie IIPOBOJY HapeJHe [Be
IeneHwuje. F'omuHe 1917. Bpaha ce y AMcTep/iaM 1 HacTaBJsba ia pajiu v usnaxke. Ociamajyhu ce
Ha TpajuIyjy 3J1aTHOT J06a X0JIaH/ACKOI CJIMKapCTBa, Koje y II0C/Ie/ilb0j YeTBPTUHU JleBeTHa-
eCTOr BeKa OKBa IIOHOBO OTKPHUBEHO, AJITeHa Ce II0CBeTHIIA KaHPy MPTBe IIpupoje. Ha cimmnuy us
HapogHor myseja Cp6uje, IJIaBHU MOTHB CJIMKe je BeIlITO H3Be/leH 6esIi IT0pIieJIJaHCKH CePBHULC.
OBaj MOTHB [JO6HO je 3Ha4ajHO MeCTO y CJIMKapCTBY CeJlaMHaeCTOr BeKa Kao CUMO0JI JIyKCy3a U
GparuIHOCTH y UCTO BpeMe, I0K HOK OCJIOE-€H Ha UBUILY TalkbUpa IIpe/icTaB/ba OMak CTapUM
XO0JIaHACKUM MajcTopruMa MPTBe IIpupojie. baHaHe okep 60je y IIpHOj ITOCYH, Ka0 U IIPBEHO-
cMelji TOHOBU ITOC/TYKaBHUKA U II0JIOKEHUX KEbUTa y II03aIUHU, UCTUYY IJIaTKy IOBPIINHY
TIOpIieJIaHa, a IIpecaBujeHe HOBUHe U 6J1aro OfMaKHyTa CTOJIAIA Of IIpyha, CyrepuIlly UsHeHaza
HaIlylITeHy TpIe3y. CIukoM Mpiisa upupoga ca 6eaum cepgucom AJITeHa je 0Baj XKaHp Y3IH-
IJla Ha HUBO BUCOKOTI CJIMKapCTBa, OCTBAPUBIIY CaBpeMeHy MHTepIIpeTaliyjy OBe TeMe.

I. I

Marie Altena originally studied painting with George Jan Hendrik Poggenbeek, after which she
continued her studies at the Royal Academy of Arts in Amsterdam, which she left in 1896 due to
health issues. She then returned to her parents in Apeldoorn, where she would spend the next
two decades. In 1917 she returned to Amsterdam and continued to work and exhibit. Leaning on
the tradition of the Golden Age of Dutch painting, which had been rediscovered in the last quarter
of the nineteenth century, Altena devotes herself to the genre of still life. In the painting at the
National Museum of Serbia, the main motif is the skillfully rendered white porcelain service.
This motif had gained a significant place in seventeenth-century painting as a symbol of both
luxury and fragility, while the knife laid on the edge of the plate is an homage to the old Dutch
masters of still lifes. Ochre bananas in a black bowl, as well as the reddish-brown tones of the serv-
ing tray and piles of books in the background, emphasize the smooth surface of the porcelain,
while the folded newspaper and wicker chair slightly pushed back suggest that the dining table
has been unexpectedly abandoned. In Still Life with White Service, the artist raises this genre to
the level of high art, having achieved a contemporary interpretation of the theme.

J. D.

Jlnt./Bibl.: Baard 1931: Cat. 30.
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Kar. 23

Mpitiea tipupoga ca 6eauM cepeucoM,
20. Bex

yJbe Ha IUIaTHY, 54,5 x 71

CHUTH. fojie fecHo: M.E.V.R.A.

HMC 34_781

lMopewno: IlokyioH Of6opa 3a MUpeme
XOJIaHJICKe YMETHOCTH Y JyrocJIaBHjH
(ApymITBo Jby6UTEIBA JYrOCIaBUje),
Kopresuc /lupk MepeHc, 1931.

Cat. 23

Still Life with White Service,
20t century

Oil on canvas, 54.5 x 71
Sign. lower right: M.E.V.R.A.
NMS 34_781

Provenance: Donation of The Committee for
the Promotion of Dutch Art in Yugoslavia
(Friends of Yugoslavia Association),
Cornelis Dirk Merens, 1931




Jinzn AHCUHT / Lizzy ANSINGH

VTpexT, 1875 — AMcrepmam, 1959.
Utrecht, 1875 — Amsterdam, 1959

JIusu AHCHUHT poljeHa je y yMeTHHYKO] IIOPOAMIIY, a IIocebaH yTHUIa] Ha leHO popMHUpame
uMaJla je ’beHa TeTKa, Tepesa IIIBapIie, Koja jy je oxpabpuBasa /ia ofabepe CIMKapCTBO Kao IIpo-
decujy. AHCHUHT ce IITKOJI0Bajia Ha Kpas/peBCKoj akaZileMUju YMeTHOCTH y AMCTep/iaMy, 10K jy je
IIBap1ie yIIo3Hasa ca CaBpeMeHHM CJIUKapCTBOM, IIpe CBera, GpaHIyCKUX YMeTHHUKa, Kao U ca
BoJiehyM X0JIaHACKUM CTBapaoliMa, MoHpHujaHoM U BpajTHepoMm. [Tope]; TopTpeTa U MpTBe
pupo/e, JInsu AHCHHT pa3BUJIa je 0co6eH yKaHp IIpeficTaBe JyTaka. OBa TeMa, K0joj Ce II0OCBETH-
Jla HakoH 1900. rofuHe, cafprkaia je fy6/ba 3Haduerma U Mopaau3aTopcKe Iopyke. [IpeficTaBe
OPIDK/PHBO apaH)KHUpaHUX JIyTaka, KOMOMHOBAHHUX ca APYTUM IIpeAMeTHMa Koju Hoce ofpeljeHy
CUMOOJIHKY, 3aJUPY Y IOMEH CHOBA U IT0/ICBeCHOT. HepBO3HU IT0Te3H, Kao ¥ HeTpaHCIIapeHTHa
IIpHA [103a/lMHA U3 Koje U3BHUpY JIYyTKE OfleBeHe y japKe 00je, Ha caui U3 HapogHor My3eja
Cpbuje momaTHO HarjallaBajy aBeTUICKY U Y3HEMUPYjyhy aTMocdepy IIprKasa.

I. I

Lizzy Ansingh was born into an artistic family, and her aunt, Therese Schwartze, had a particu-
lar influence on her formation, encouraging her to choose painting as a profession. Ansingh was
educated at the Royal Academy of Arts in Amsterdam, while Schwartze introduced her to con-
temporary painting—and French artists, above all—as well as the leading Dutch painters, Piet
Mondrian and George Hendrik Breitner. In addition to portraits and still lifes, Lizzy Ansingh
developed her own genre of representations of dolls. This theme, to which she dedicated herself
after 1900, contained deeper meanings and moralizing messages. The pictures of carefully ar-
ranged dolls, combined with other objects that carry certain symbolism, touch on the domain
of dreams and the unconscious. In the painting at the National Museum of Serbia, the nervous
brushstrokes, as well as the opaque black background from which the colorfully dressed dolls
emerge, further emphasize the image’s spectral, disturbing atmosphere.

J. D.

Jlnt./Bibl.: Baard 1931: Cat. 2.
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Kart. 24

Jlytuke, HaxoH 1900.

yJbe Ha IUIaTHY, 77 x 61
CHUTH. JIoJIe fiecHo: L. Ansingh
HMC 34_739

lMopewno: IlokyioH Of6opa 3a MUpeme
XOJIAHJ[CKe YMETHOCTH Y JyrocjaBUjH
(ApymITBo Jby6UTEIBA JYrOCIaBUje),
Kopnesuc /lupk Mepenc, 1931.

Cat. 24

Dolls, after 1900

Oil on canvas, 77 x 61

Sign. lower right: L. Ansingh

NMS 34_739

Provenance: Donation of The Committee for
the Promotion of Dutch Art in Yugoslavia
(Friends of Yugoslavia Association),
Cornelis Dirk Merens, 1931
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Koba PUUTCEMA / Coba RITSEMA
XapJieMm, 1876 — AMcTepzaMm, 1961.
Haarlem, 1876 — Amsterdam, 1961

Kob6a PuTceMa IIoTH4e U3 IIOPOAMIIe KOja Ce KPO3 HEKOJIMKO reHepalnuja 6aBujIa yMeTHOIIhY.
HakoH I1IKoJIe [IpTama Kojy je moxalhasa y pogHoM XapseMy, PUTceMa HacTaB/ba IIKOJIOBakke Ha
KpaspeBCKOj akaJieMHju YMeTHOCTH y AMCTepAiaMy I7ie CY joj yuuTe/bH, u3Mel)y ocTalIux, 6HUIn
XeHgpuk BpajTHep, Tepesa IlIBapIie, Kao 1 poljeHH 6paT, Jakob PUTceMa KOjH je IMao BeJIUKHU
yTHIIaj Ha BY. Ilopes MpTBe IIPHUPOJE, ca BeJIMKUM yCIIeXOM je CJIMKaJIa IIopTperte. ITopiipeit
gesojke 3 HapomHor My3eja Cpbuje IToKasyje leH TajleHaT U BeIITUHY /ja CJI060JHUM U XUTPUM
II0Te3MMa OCTBapH YBePJ/bUBY IIPefiCTaBy, Kao U IICUXOJIOLIKY CTYAHjY IIOpTpeTHCaHe ocobe.
Vi3BecTaH CTelleH He/[OBPIIIEHOCTH Y LOKeM JesIy CJIMKe, Kao U BelllTa yroTpeba 60je ocTaBiba-
jy yTHCaK CBeKHHEe U HeIllOCPeJHOCTH.

I. I.

Coba Ritsema came from a family that had worked as artists for several generations. After draw-
ing school, which she attended in her native Haarlem, Ritsema continued her education at the
Royal Academy of Arts in Amsterdam, where her teachers included Hendrik Breitner, Therese
Schwartze, and her own brother Jacob Ritsema who had a major influence on her. In addition to
still lifes, she painted portraits with great success. Portrait of a Girl at the National Museum of
Serbia shows her talent and skill at using free, quick brushstrokes to create a convincing image,
as well as a psychological study of the portrait’s subject. A certain degree of unfinishedness in
the lower part of the painting, as well as the skillful use of color, leave an impression of freshness
and directness in this piece.

J. D.

Jint./Bibl.: Baard 1931: Cat. 31.
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Kart. 25

IToptupeiu gesojke

yJbe Ha IUIaTHY, 54 x 45
CHUTH. fioJie 1eBo: C.R.
HMC 34_786

lMopewno: IlokyioH Of6opa 3a MUpeme
XOJIaHJICKe YMETHOCTH Y JyrocJIaBHjH
(ApymITBo Jby6UTEIBA JYrOCIaBUje),
Kopresuc /lupk MepeHc, 1931.

Cat. 25

Portrait of a Girl

Oil on canvas, 54 x 45

Sign. lower left: C.R.

NMS 34_786

Provenance: Donation of The Committee for
the Promotion of Dutch Art in Yugoslavia
(Friends of Yugoslavia Association),
Cornelis Dirk Merens, 1931
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BaHeca bEJ1 / Vanessa BELL

JlonpoH, 1879 — ®epu1, Cacekc, 1961.
London, 1879 - Firle, Sussex, 1961

OBaj paj Ipuliaja Irpyy cJIMKa MPTBe IIPUPO/ie Ha KOjUMa je yMeTHHUIIA KOMOMHOBAJIa eKCTe-
PHjep YOKBHPEH IIPO30POM Ca IIpefiMeTHMa IIOIIyT Base ca IiBeheM, ypHe MU CKYJIIIType, CMe-
LITeHUM y IIPBHU IUIaH. TokoM 60paBKa y BeHelujy, rze je Ha bujeHasny 1926. rofuHe IIpeficra-
BJbaJIa Besiuky BpuraHujy, BaHeca BeJl je M3Besla MpPTBe IIPUPOJE Ca IIPO30POM HHCIIMPHCaHe
oBUM rpagom. Ha cimiiu u3 HapogHor Myseja Cpbuje M3a Base ca KajaMa y IIPBOM ILIaHY, IIpH-
KasaH je IPell03HaT/bUB BeHeljaHCKH ypoaHu MOTHB. C/IMYaH IIPHU30D, IPUKa3aH U3 ApyTradn-
jer yrjia, Hajla3| ce Ha CJIMIU BeHeyujaHcKu tpo3op Koja ce Hanasu y Lemington Spa Art Gallery
& Museum. OBy C/IMKY, He3HaTHO BehUX AuMeH3Hja, OTKYIIHO je Jiopf AjBop Yapsic CieHcep-
Uepuni 1 1937. mOKJI0HHO /[pYIITBY caBpeMeHe YMeTHOCTH Kao U CJIUKY Kpoeosu, 0 ueMy cBe-
[0YH HaJIeIIHUIa Ha BeHOj I10JIe))MHY, KOjy je II0OTOM II0KOJIOHHO KHe3y I1aBiy 3a Mysej caBpe-
MeHe YMEeTHOCTH.

I. I

This painting belongs to a group of still lifes in which the artist combined an exterior framed by a
window with objects such as a vase with flowers, an urn or a sculpture, placed in the foreground.
During a stay in Venice, where in 1926 she represented Great Britain at the Biennale, Vanessa
Bell made several still lifes with windows inspired by this city. In the painting at the National
Museum of Serbia, behind the vase with calla lilies is a recognizable Venetian urban motif. A
similar view, shown from a different angle, is featured in the painting Venetian Window at the
Leamington Spa Art Gallery and Museum. That painting, of slightly larger dimensions, was pur-
chased by Lord Ivor Charles Spencer-Churchill and in 1937 gifted to the Contemporary Art Soci-
ety, along with the painting Roofs, as evidenced by the label on its back. The latter was subsequent-
ly gifted to Prince Pavle for the Museum of Contemporary Art.

J. D.

Nlnt./Bibl.: Xam MustoBaHoBuh 2009: 185.
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Kar. 26

Kpososu, 1926.

yJbe Ha IUIaTHY KalllupaHOM
Ha IIIepIvIoyy, 66,2 x 39,3
CUTH. JToJie necHO: V.Bell 1926
HMC 34_8

lopekno: IIOKJIOH JIOpZa AjBopa
Yapsica CrieHcep-UYepunia.

Cat. 26

Roofs, 1926

0Oil on canvas mounted on plywood,
66.2 x 39.3

Sign. lower right: V.Bell 1926

NMS 34_8

Provenance: Donation of Lord Ivor
Charles Spencer-Churchill
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Kat. 27

Kpasuuya Buxiiopuja

0JIOBKA, TYIII ¥ MaCTHJIO Ha MaIlupy,

R: 19,5

CurH. fioJie fecHo (0s10BKOM): Vanessa Bell
HMC 36_2285

130

Cat. 27

Queen Victoria

Pencil, pen, and ink wash on paper,
R:19.5

Sign. in pencil, lower right: Vanessa Bell
NMS 36_2285



Pag je, 10 CBOj IIPMJIMIIH, HACTA0 Kao jefiHa Of Bep3Hja 3a IIpeficTaBy KpasbUlle BUKTOpHje y
OKBHDY IIpojekTa The Famous Women Dinner Service, u3BefieHoT usMel)y 1932. u 1934. ronuHe,
3a KOjH je yMeTHHIIA ca /laHKaHOM I'paHTOM M3BeJjIa JU3ajH U IIpe/JIoIIKe 3a IIOPTpeTe ojabpa-
HUX JTUYHOCTHU. Ha 11pTexy 13 HapomHor My3seja Cp6uje IIprKa3aHa je IITHPOKO paclIpocTpambe-
Ha IIpeficTaBa CTPOTO O/ieBeHe BiIaflapke 030M/BHOT JIMIA, KOja Ce yCTaluIa Y jaBHOCTH HaKOH
1861. xazia je mocraJia ygoBuIa. Kpy»kHo 1oJbe y KojeM je IIpHKasaH II0PTPeT Kpasbulie BUKTO-
puje u3 HapogHor Mmy3seja Cp6uje, cyrepuiile fia je 6110 HaMeHeH 00/INKY TarbHpa U3 IOMEHYTOT
cepBuca. CpofHa 0BOM pajly II0 HAUMHY Ha KOjH je U3BefleHa U UIEHTUYHO OfleBeHa, ajlu JjaTa
y HeIITO Apyradujoj II03H, 3aryefilaHa y Ja/bUHY, IpeficTaBa Kpasbulle Hajlasu ce y GUHATHO]
Bep3UjU Ha KePaMHUUKOM IIpefMeTY.

J. &

This work is most likely one of the versions of representing Queen Victoria as part of the Famous
Women Dinner Service project, produced between 1932 and 1934, and for which Vanessa Bell
and Duncan Grant worked together on the design and templates of portraits of selected figures.
The drawing from the National Museum of Serbia shows a widely distributed image of the
queen, somberly dressed and with a serious expression on her face, first presented to the public
in 1861 when she became a widow. The round field in which portrait of Queen Victoria at the
National Museum of Serbia is shown suggests it was meant for the shape of a plate in the ser-
vice. Similar to this work in technique and identical in the queen’s dress, albeit in a somewhat
different pose (looking off into the distance), the final representation of the queen is on a por-
celain object.

]. D.

Jint./Bibl.: Mihailovi¢ 1954: kat. 1.
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XeneH MFPUHXO® / Helen GRUNHOFF
MockBa, 1880 — ?
Moscow, 1880 —?

OBaj paj U3BeJieH y CTHJIy CUHTeTHUYKOT KyOH3Ma ca eJeMeHTHMa Y KOjuMa ce IIpeIlo3Hajy
MOTHUBH 3aCHOBaHM Ha QUIypallHjH, oflaje yTHIlaje KOHCTPYKTUBU3MaA. /lesI0 HACIUKAaHO Y
TIPUTYIIIEHUM CHBUM TOHOBHMA OKUBJBEHO je KOJIOPUCTUUKUM aKIleHTHMa 60p/0 U Py >KUYa-
cTe 60je.

J. .
This piece, done in the style of synthetic Cubism with elements in which motifs based on figu-
ration can be discerned, reveals the influence of Constructivism. Though painted in muted

tones, the work is enlivened with accents of color in maroon and pink.
J. D.

Jlnt./Bibl.: Suboti¢ 1983: kat. 45; Ctagumruh 2022: 100.
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Kat. 28

Komulosuyuja ca pyscunactium, 1922.
rBalll Ha I1aIupy, 25,3 x 34

CUTH. JioJie fiecHO (MacTwioM): H. Griinhoff
HMC 36_1306

MNopewno: Tasnepwuja ,,3eHUT;
Kousex1uja Jby6omupa Muriuha, Beorpas;
Hapopuau Mmysej y Beorpazmy 1980.

Cat. 28

Composition with Pink, 1922
Gouache on paper, 25.3 x 34

Sign. lower right: H. Griinhoff (in ink)
NMS 36_1306

Provenance: Gallery “Zenit”;
Ljubomir Mici¢ Collection, Belgrade;
The National Museum in Belgrade, 1980
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OBUM pagoM C eieMeHTHMa KOHCTPYKTHUBU3MA, YMETHHUIIA je O0CTBapu/a roToBO IIOTIIYHO
aIlICTpaKTaH IIPUKas. Tex cTUIIM30BaHU U Kpaj}be CBe€IeHU eJIEeMEHTH, JaJIeKH Cy O]Z[].EK Q)I/II‘y-
paI_u/Ije. TexHUKa KoJaka U yHOTpeﬁa MaTeijaJIa Pas3INuUTUX TEKCTypa, Ka0 U JUCKpPeTHa
OpHaMe€HTHKa HU3BeJeHa 6es10M Ha HOje,Z[I/IHI/IM OPHUM I10/bUIMa, ,ua]y KHBOCT OBOM I'OTOBO
MOHOXPOMATCKOM [eJIy.

I. I

In this work with elements of Constructivism, the artist has achieved an almost completely ab-
stract image. The stylized and highly reduced components are but a distant echo of figuration.
The technique of collage and use of materials of different textures, as well as the discreet orna-
mentation in white on certain black fields, add a sense of play to this monochromatic work.

J. D.

Jlnt./Bibl.: Suboti¢ 1983: kat. 46; Ctagumruh 2022: 100.
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Komtiosuyuja ca cusum, oko 1922. Composition with Gray, circa 1922

TBaIl, KoJIa’k, 21 x 29 Gouache, collage, 21 x 29
CHUTH. 0JIe JIEBO, MacCTHUJIOM: H. G. Sign. lower left: H. G. (in ink)
u TymeM: H. Griinhoff and H. Griinhoff (in indian ink)
HMC 36_1307 NMS 36_1307
T'anepyja ,3eHUT"; Gallery “Zenit”;
Kousex1uja Jby6omupa Muriuha, Beorpas; Ljubomir Mici¢ Collection, Belgrade;
HapopHau Mysej y Beorpazy 1980. The National Museum in Belgrade, 1980
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Mapu JTJOPAHCEH
/ Marie LAURENCIN

ITapus, 1883 — Ilapus, 1956.
Paris, 1883 — Paris, 1956

V oKBUpPY IpUMeH-eHe YMeTHOCTH, Mapu JlopaHCeH pajinja je HOBUHCKE U KIbIDKeBHE HITy-
CTpalyje, Kao ¥ HallpTe 3a CIjeHorpadujy ¥ KOCTUM Y JpaMCKHUM U 6aIeTCKUM IIpeficTaBaMa.

heH aHTa)KMaH y TeaTpy 3amoueo je 1923. kaja je gobmia mopynouHy of Cepreja /JljarnbeBa Jja
OCMUCJIM KOCTUMe U crieHorpadujy 3a 6anet Kowyilie (Les Biches) ®paHcuca Ilysnanka. Of Taga
je joIr HeKOJIMKO IIyTa capaljBajia Ha IIO30pUIITHUM IIpeficTaBaMa. KpajeM [[BafieceTUX TOU-
Ha ypajuia je KocTUMorpadcke IpeJIoniKe 3a KoMenujy Ilitia carbajy gesojke (A Quoi révent
les jeunes filles) Anppena e Mucea, a 1945. 3a 6aset Jopyuak Ha wipasu (Le Déjeuner sur ’herbe).
Jlutorpaduja basepuHe jefiaH je of] pajjoBa KOjU CY IIPOKETH YIIPaBO HbeHUM HUCKYCTBOM Y I1030-
pHUIITY U TuTepaTypy. OHO je TPAaHCIIOHOBAHO Y JIMKOBHY IIPe/ICTaBY UMje ce IIOPeKJIO Hajlasu
Y EBbeHOM CJIMKapCTBY. YKeHCKU JIUK IPHUX KPYITHUX 0UH]jY, KOjU je II0CTa0 U HheH MOHOTPaMCKU
3HaK y rpaduITy, BapUpaH je ca MaJIMM pasjlKaMa Ha Irpynu 6aneprHa. CTHUIN30BaHU IIOCTY-
TaK y TPeTUpaby JKeHCKe QUTYpe, II0 KOMe je ITocTajla YyBeHa U yIIIa Y MOy CBOTa BpeMeHa,
Ha ba/siepuHama je joIrr BHIIIe [0IIA0 /[0 M3pasa — OHe IIONYT JYTKH, Jesyjy 6ecTesecHO U JIaKo.
KoJ1opHT je peleH y, Takolje 0cO6eHOM, CBETJIOM, ITelle/baCTOM K/bYdy.

I K.

In her work on applied art, Marie Laurencin made illustrations for newspapers and books, as
well as designs for scenography and costumes for the ballet and opera. Her work in the theater
began in 1923, when she received a commission by Sergei Diaghilev to create the costumes and
set for the ballet Les Biches by Francis Poulenc. After that, she worked for several more theater
productions. At the end of the 1920s she designed the costumes for Alfred Musset’s comedy, A
Quoi révent les jeunes filles, and in 1945 his ballet, Le Déjeuner sur ’herbe.
The lithograph Ballerinas is one of Laurencin’s works infused with her experience in the theater
and literature, which here is transposed into a visual performance whose origins lie in her
painting. The female figure with large, dark eyes, which also became her monogram on prints,
is repeated with slight variations in the group of ballerinas. The stylized treatment of the female
image, which made her both famous and fashionable in her time, is particularly emphasized in
Ballerinas, where they appear light and bodiless as puppets. The palette is set in characteristi-
cally pale, ashy tones.

D.K

Jint./Bibl.: Kraut 1985: Cat. 33; Valles-Bled 1990: Cat. 40; BoSnjak, Kovacic¢ 2002: 104, 105; BOoIIHBSK,
KoBaunuu 2002: 68.
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Kat. 30

banepuHe

aurorpaduja y 60ju, : 50 x 66;
np: 33,8 x 43

CurH. f1oJie JieBo, 0JI0BKOM: 93/100,
IlecHO: Marie Laurencin

HMC 36_1086

Mopekno: oTkym 1978.

Cat. 30

Ballerinas

Lithograph in color, sheet: 50 x 66;
image: 33.8 x 43

Sign. in pencil lower left: 93/100,
right: Marie Laurencin

NMS 36_1086

Provenance: Bought, 1978
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3

Opx 1920. Mapu JIopaHCeH Ce IIOpe[, IpUMebeHe YMeTHOCTH CBe BHIIle II0ocBehuBaja CIuKap-
CTBY 1 TO YIJIaBHOM CJIMKamy II0pTpeTa. Ha 0BUM IIOpTpeTHMa IIpeoBJIal)yjy CHUBH, OJIef0ILIaBA
U PY’KHYacTH TOHOBH, YKyHyTa je JyOHHAa IIPOCTOpPa, CJIMKA je CBeJleHa Ha PaBHY IIOBPIINHY
KO0jOM JIOMHUHUDA]y apabeCcKHe JIMHUje, a BEOMa je yOU/bUB U YTUIIAj MOJHUX LIpTerKa U MWIIyCcTpa-
nuja. To cy Hajuenrhe CTHJIM30BaHe, MAaHUPUCTUYUKH U3y KeHe QUIype sKeHa U [leBojaka, fiaTe
Y HeOOUYHUM, CBET/IMM KOJIOPUCTUYKHM OJHOCHMA, Ca HaIJIallleHOM JIMPCKOM KOMIIOHEHTOM.
JInHUja je U3rybrIa OLITpPe YIJIOBEe K U3JIOM/beHe CeIMeHTe U3 KyOHUCTHUYKOT IIepHo/ia U 3afiprKa-
Jla camo 06J1e, MeKe obpuce.
Cnuxka /lee cectlipe HacTasia je 1931, a mpuKasaHH JIMKOBH JleBojaka Ha CUBOOeJIOM HHKapHaTy,
C TUIIM3UpPaHUM QU3HMOHOMHMjaMa HarJIallleHUX O4Hjy U yCaHa, I10 II0JI0XKajy IJIaBe U TeJla fleJly-
jy BHIIIe Kao aJIeTOpHjCKe JIUPCKe IIpe/iCTaBe Hero IIOPTPeTCKe CTyAHje.

T. B.

In addition to her work in applied art, beginning in 1920 Marie Laurencin dedicated more time
to painting, and portraits in particular. All of these portraits are done in gray, light blue and
pinkish tones; spatial depth is removed; the painting is reduced to a flat surface dominated by
curving lines; and the influence of fashion drawings and illustrations is clear. These are most
frequently stylized, Manneristically elongated figures of women and girls, rendered in unusual,
pale color relationships, with an emphasized lyricism. The line has lost the sharp angles and
broken segments of the Cubist period, retaining only soft, rounded contours.
The painting Two Sisters dates from 1931, and the figures of the girls in it, with their grayish-white
incarnation, typed physiognomies with accentuated eyes and lips, and position of their heads
and bodies, seem more like allegorical, lyrical representations than portrait studies.

T. B.

Nint./Bibl.: KammanuH 1938: X, T. 78; Zagreb 1940: kat. 250; Ambrozi¢ 1971: kat. 29; Ambrozi¢ 1978: kat.
27; Pickvance et al. 1991: Cat. 105; BoSnjak, Kovaci¢, 2002: 102-103; Boirabsk, KoBaunya 2002: 69;
Bosnjak, Kovaci¢ 2004: Cat. 27; Bo$njak, Kovaci¢ 2005: Cat. 114; BoSnjak, Kovaci¢ 2007: Cat. 102; Xam
MuoBaHoBuh 2009: 185.
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Kat. 31

Jee cectupe, 1931.

yJbe ¥ TeMIlepa Ha IIaTHY, 65 x 54
CUTH. Tope JiecHO: Marie Laurencin 1931
HMC 34_437

[opekno: oTky1r 1933.

Cat. 31

Two Sisters, 1931

Oil and tempera on canvas, 65 x 54
Sign. lower right: Marie Laurencin 1931
NMS 34_437

Provenance: Bought, 1933
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3nHanga CEPEBPJAKOBA
/ Zinaida SEREBRIAKOVA

Heckyune, Kypcka rybepHuja, VKpajuHa, 1884 — Ilapus, 1967.
Neskuchne, Kursk Governorate, Ukraine, 1884 — Paris, 1967

3uHauga CepebpjakoBa je TOKOM YHTaBe KapHjepe ocTasa ofjaHa ¢urypanuju. Cavka Yauua y
Bepcajy HacTaJa je [Be To/[iHe HAKOH IIITO je yMeTHHIIa HanycTuia CoBjeTcku CaBe3 U TpajHO
ce HacTaHuiIa y Ilapusy. Y ToMm nepuopny Cepe6pjakoBa cIMKa MOTHBE M3 BepcajCcKOr I1apka
eKCIIepUMeHTHUITYhY 0THOCOM CBEeTJIOCTU U ceHKe. OBy UTPY OCTBapIJIa je ¥ Ha caumy u3 Ha-
pozrHOT My3eja Cpbuje Ha K0joj je TOTOBO CKHUITyO3HO M3BeJsa IIpu30p ¢ KpapeBckor 6ysieBapa
y 0BOM IIapHCKOM IIpearpahy.

J. A&

Zinaida Serebriakova remained devoted to figuration for her entire career. The painting Street
in Versailles was made two years after the artist left the Soviet Union and settled permanently
in Paris. In that period Serebriakova painted motifs from the Versailles park, experimenting
with the relationship between light and shadow. Such interplay is also present in the painting
at the National Museum of Serbia, in which the artist renders almost hastily the street view of
this Parisian suburb.

J. D.

Jint./Bibl.: JoBaroBHh 1990: 156.
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Kat. 32

Yauua y Bepcajy, 1926.

TeMIlepa Ha KapToHY, 48 x 63
CUTH. JIoJie JIeBO: Serebiakova 1926
HMC 34_888

[opekno: orky1r 1930.

Cat. 32

Street in Versailles, 1926

Tempera on cardboard, 48 x 63
Sign. lower left: Serebriakova 1926
NMS 34_888

Provenance: Bought, 1930
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Corba JAEJTOHE-TEPK
/ Sonia DELAUNAY-TERK

XpagwKck, IlosTaBcka rybepHUja, YVKpajuHa, 1885 — ITapus, 1979
Hradyz’k, Poltava Governorate, Ukraine, 1885 — Paris, 1979

ITopep ciaukapcTBa, Coma /leJIoHe je BeOMa MHOIO pajfiiiia y 06/1aCTH IIpUMeeHe YMeTHOCTH
KpO3 KOjy je yBeJla MOJilepHHU3aM y CBAKOJHEeBHHU *KUBOT. [Ioce6HO 3Ha4YajaH JOIIPHHOC OCTBAPH-
JIa je y 06J1aCTH KOCTHMAa, MOJje ¥ TEKCTHJIHOT JH3ajHa KojeM ce II0CBeTHIA 110 II0BPpaTKYy y Ilapus,
1921. VicTe rogyiHe IpHUMIIIA je TIOPYIIOMHY 3a U3pajy IefieceT e3eHa 3a CBIJIY U3 JIMOoHa, KOjU
je BekoBHMa 610 CBeTCKHU LieHTap 3a IIPOM3BO/ILY OBe TKaHUHe. Hape/iHe rofiiHe OCHOBAJIA je
COIICTBEHY PaJUOHUITY 3a U3pajy TeKcTuia (Atelier Simultane) fu3ajHHUpaHOT 110 IPUHIIUIIH-
Ma cuMyJsITaHu3Ma. KoM6HHOBamkeM jeTHOCTaBHUX TeOMeTPHjCKUX 00/IMKa KOHTPacTHUX 60ja,
Kao U KopHuIlthelmeM pasJIMuUUTUX MaTepHjaia, YBOMIIA je IIOKPeT Y CBOje pazoBe.

V HanpTy 3a fiedjy ofiehy H3Besa je UeTHPHU KOCTHMA ca MOTHUBUMA 3aCHOBAaHUM Ha IIPUHITU-
IMMa Koje je popMysrcaa.

I. I

In addition to painting, Sonia Delaunay did a great amount of work in applied art, with which she
introduced Modernism into daily life. She made particularly valuable contributions to costume
design, fashion and textile design, to which she dedicated herself upon returning to Paris in
1921. The same year she received a commission for fifty designs for the silk of Lyon, which for
centuries had been the world’s production center for this fabric. The next year she established her
own workshop for textile production, Atelier Simultane, designing based on the principles of
Simultanism. Through combinations of simple geometric shapes in contrasting colors, as well as
use of different materials, she introduced movement into her works.
In this plan for children’s clothing, she created four outfits with motifs based on the principles
she had formulated.

J. D.

Jlnt./Bibl.: Suboti¢ 1983: kat. 38; Ctanuimh 2022: 106.
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Kar. 33

Hauptt 3a geyjy ogehy, 1920.
roIrroap, Irammia, J: 35,2 x 42

CHUTH. l0JIe IeCHO: S; fioJIe Y CpeUHUA
(y mrramnun): 1920

HMC 36_1304

MNopewno: Tasnepwuja ,,3eHUT;
Koseknmja Jby6omupa Munimha, Beorpap;
Hapopuu mysej y Beorpazgy 1980.

Cat. 33

Sketch for Children’s Clothing, 1920
Pochoir, print, sheet: 35.2 x 42

Sign. lower right: S; lower center
(printed): 1920

NMS 36_1304

Provenance: Gallery “Zenit”;

Ljubomir Mici¢ Collection, Belgrade;
The National Museum in Belgrade, 1980
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V ropmeM JieJIy JIHCTa Ha KojeM je IIpeficTaBHIa [Ba MofiesIa 3UMCKe ofiehe 3a sKeHe, M3BeJIa je U
TPH y30pKa fle3eHa, Koje YHHe TeOMeTPHjCKH MOTHBH IIPUTYIIIEHNX, 3eMJbaHUX TOHOBA.

J. .
In the upper part of this sheet on which Delaunay presented two models of winter clothing for

women, she also added three sample designs, comprised of geometric motifs in muted earth
tones.

J. D.

Jlnt./Bibl.: Suboti¢ 1983: kat. 39; Ctranuiuh 2022: 106.
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Kart. 34

Haupiu 3a dceHcKy ogehy, 1922-1923.
moIroap, Irammia, J: 42 x 35,2

CHUTH. [[0JIe IeCHO, PaKCHMUIL:

Sonia Delaunay; cpep. roe (y IITaMIIN):
1922-1923

HMC 36_1305

MNopewno: Tasnepwuja ,,3eHUT;
Koseknmja Jby6omupa Munimha, Beorpap;
Hapopuu mysej y Beorpazgy 1980.

Cat.34

Sketch for Women’s Clothing, 1922-1923
Pochoir, print, sheet: 42 x 35.2

Sign. lower right, facsimile:

Sonia Delaunay; lower center (printed):
1922-1923

NMS 36_1305

Provenance: Gallery “Zenit”;
Ljubomir Mici¢ Collection, Belgrade;
The National Museum in Belgrade, 1980
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Jby6os KO3MHLIOBA
/ Lyubov KOSINZOVA

Kujes, 1898 — MockBa, 1970.
Kyiv, 1898 — Moscow, 1970

Paj IpejicTaB/ba PAHO [IeJI0 OBe YMETHHIle Koja ce GopMHpasIa I0f CHa >KHUM yTHUI[ajeM pycKe
aBaHTap/ie U allCTPaKTHOT H3pakaBama. Y OBOM /ey KO3HHI0BA je IIPBEHCTBEHO UCTPaXKH-
BaJIa O/{HOCE IUIOIITHUX KOJIOPHUCTHUKHX I10/ba U3BEIEHUX ¥ KOHCTPYKTUBUCTHUKOM MaHUPY.

I. L.

This is an early piece by an artist whose formation was deeply influenced by the Russian avant-
garde and abstract expression. In this painting, Kosinzova was primarily exploring the relation-
ships between flat color fields rendered in a Constructivist manner.

]J.D.

JNlnt./Bibl.: Subotié¢ 1983: xaT. 63; Crapuniuh 2022: 128.
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Kar. 35 Cat. 35

Komtiosuuyuja, 1925. Composition, 1925

rBalll ¥ TeMIlepa Ha Iamnupy, 28 x 38 Gouache and tempera on paper, 28 x 38
CUTH. loJie fiecHo: L. Kosinzova 1925 Sign. lower right: L. Kosinzova 1925
HMC 34_1257 NMS 34_1257

lMopewno: Tanepyja ,3eHUT; Provenance: Gallery “Zenit”;

Kousex1uja Jby6omupa Muriuha, Beorpap; Ljubomir Mici¢ Collection, Belgrade;
Hapopuau Mmysej y Beorpazmy 1980. The National Museum in Belgrade, 1980
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Mapuwja JAPEMA / Maria JAREMA

Crapuj Cambup, 1908 — Kpakos, 1958.
Staryi Sambir, 1908 — Krakéw, 1958

ITosbcka yMeTHHITA MapHja JapeMa CTyAUpasa je CKyJIINTypy Ha AKaZieMUjH JeIIUX YMeTHOCTH
JaH Matejko y KpakoBy. Ilopef CKyJINType, Y IpeApaTHOM IIepHoAy 6aBUIa Ce II030PHUIITEM
Kao KOCTUMOrpadKUba, clrieHorpadKuba U yMuIia. lofguHe 1939. MpHCTyIIIIA je JIeBO OpHjeH-
THCaHOj ,KpakoBckoj rpynu“. HakoH paTa okpehe ce ciimkapcTBy, a off 1951. mocsehyje ce pagy
Y MOHOTHIIHjH. JapeMa je 61JIa I10ce6HO 3a0KyIl/beHa aHTPOIIOMOPGHUM popMaMa U BbUXOBUM
Meljyco6HHUM 0JHOCOM y IIPOCTOPY. YV CBOje pajjoBe YHOCHUIIA je ITIOKPeT U puTaM. U meso [asa
TIoceflyje OfINKe H-eHOT CTBapasalliTBa U3 TOT IlepHo/ja Kafia je IIpHUBIade IPOTECKHU MOTHBH.
TTocTtynak ¢parMeHTaIyje Urype KojuM ce 4eCTO IIOUTpaBaJia y IIpocTopy usmely puryparuje
U alicTpaKliyje, JapeMa je CIipoBesia U HAa MOHOTHUIINjU U3 HapomHor My3seja Cpbuje.

J. A&

The Polish artist Maria Jarema studied sculpture at the Jan Matejko Academy of Fine Arts in
Krakéw. In addition to sculpture, in the prewar period she worked in the theater as a costume
designer, set designer and actor. In 1939 she joined the leftist Krakow Group. After the war she
turned to painting, and from 1951 onward devoted herself to monotypes. Jarema was especially
preoccupied with anthropomorphic forms and their mutual relationships in space. She infused
her works with movement and rhythm. The piece Head bears the characteristics of this period,
when she becomes interested in grotesque motifs. The technique of the figure’s fragmentation,
with which Jarema often played in the space between figuration and abstraction, is also applied
in the monotype at the National Museum of Serbia.

J. D.
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Kat. 36

I'nasa, 1950.

MOHOTHIIH]a, Ji: 31 x 40; Ip: 30,5 x 36
CUTH. Ha I10JIeUHY J10JIe JeCHO, 0JIOBKOM:

36 x 29,5, Monat., ,, ....“ (HeuuTko) 1950,
No. kat, 210 Maria Jarema
HMC 36_1964

[lopeksio: IIOKJIOH YMETHUYHHOT CyIIpyra, 1964.

Cat. 36

Head, 1950

Monotype, sheet: 31 x 40; image: 30.5 x 36
Sign. on reverse lower right:

36 x 29,5, Monat., “....” (illegible) 1950,
No. kat, 210 Maria Jarema (all in pencil)
NMS 36_1964

Provenance: Donation of artist’s husband 1964
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HaHunjena KAMIO / Daniela CAMPO
MmiaHo, 1944.
Milan, 1944

JBe cauke JlaHujesie Kamiio, TeHucku k/1y6 1 beH3UHCKa clilaHuua, 06e U3 CpeiuHe 0caM/IeCTUX
TOAMHA JBa/leCeTOT BeKa, MIYCTPYjy YMETHHUYKHU IPUCTYII IIOTIIYHO Y YXY HOCTMOepPHUCTHUY-
KOT eKJIEKTHIIM3Ma, TeMaTCKH 3aCHOBAH Ha je[JHOj BPCTHU IIPOjeKTOBarbha IIPOILIOCTH II0Cpes-
CTBOM cehaba U IUTHpama, CyIITUIHOT IIOUTPaBakba HOCTAATHjOM B KHMYO0M, ca YKyCOM pyco-
OBCKe HaWBHOCTH, aJld CHa>KHO 0060jeH aTMocPepoM MeTapU3HUUKOI CIMKAPCTBa, Maru4HOT
peanusMa, y HeKUM pafloBHMa YaK M MarpUTOBCKOT HafipeanusMa. Kao Ha cTapUHCKUM $OTO-
rpadujama, GuUrype saseljeHHUX IIOKpeTa Kao Jja Cy 3apob/beHe y BpeMeHCKHM CeKBeHIjaMa U
ypobeHe Y THUIIIMHY MeTaQU3UUKUX IIPOCTOPA KOjH ce IIUpe 0KO BHUX. Y HEKUM CIyJdajeBUMa,
Kao Ha cyMIty beH3uHcka cliaHuya, TI0jaB/byjy ce U eJleMeHTH IT0IIapTHUCTHUUKe UKOHOorpaduje.
OBakaB mocTymnak /lanujesa Kamro pasBuia je Beh Ha HM3y CJIMKa C IT0UYeTKa 0CaM/[eCeTUX U
Koje OU ce y AMBeP3UTETY IIOCTMOZEPHUX JUKOBHUX IIOCTyIIaKa U TeH/eHITHja TOT BpeMeHa,
Haj6sIrKe MOTJIe carjlelaTd Y OKBUpHUMa UpumapHe maluvHoctiu (il magico primario), 3aTUM
aHaxXpoHM3Ma, WIH caukapciiga ceharwa (anacronismo/pittura della memoria). (Denegri, Trini
2010, 33).

T.B.

Two paintings by Daniela Campo, Tennis Club and Gas Station, both dating from the mid-1980s,
illustrate an artistic approach that is completely in the spirit of postmodern eclecticism, themat-
ically based on a kind of projection of the past through memory and citation, the subtle play
between nostalgia and kitsch, with a sense of Rousseau’s naivety, but deeply informed by the
atmosphere of metaphysical painting, magical realism, and, in some works, even Magritte’s sur-
realism. As in old photographs, the figures are frozen still, seemingly forgotten in the passage of
time and steeped in the silence of the metaphysical spaces that extend around them. In some
cases, such as the painting Gas Station, there are elements of Pop Art iconography. Daniela Campo
developed this method in a series of paintings at the beginning of the 1980s; in the diversity of
postmodern artistic approaches and tendencies of that era, this one might be considered closest
to il magico primario, and then anachronism, or anacronismo/pittura della memoria. (Denegri,
Trini 2010, 33)

T. B.

Jlnt./Bibl.: Bomrmak 2011: xaT. 191, 192.
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" Cnr?/m 1985

Kar. 37

FbeHsuHcKka ctuaHuya, 1985.

yJbe Ha gaciy, 29,7 x 35

CUTH. fosie jieBo: D. Campo 1985
HMC 34_1427

lMopekno: IIOKJIOH 30HpKa
JparociaBa JlammbaHoBHha, 2005.

Cat. 37

Gas Station, 1985

Oil on board, 29.7 x 35

Sign. lower left: D. Campo 1985
NMS 34_1427

Provenance: Gift collection of
Dragoslav Damnjanovi¢, 2005
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Kat. 38

TeHucku kay6, 1985.

yJbe Ha gaciy, 50 x 50

CUTH. foste jieBo: D. Campo 1985
HMC 34_1428

lMopewno: IIOKJIOH 36MpKa
JparociaBa lammbaHoBHUha, 2005.
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Cat. 38

Tennis Club, 1985

Oil on board, 50 x 50

Sign. lower left: D. Campo 1985
NMS 341428

Provenance: Gift collection of
Dragoslav Damnjanovi¢, 2005
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Jluiiepadtiypa / Literature

AMOpo3u4 1968

AmM6posuy, KaTapuHa. PpaHyy3cKas HCU80NUCH XiX-XX 8eK08 U3 cobpaHusi HapooHo20 Mmy3es 8
EBesepade, JlenuHrpaz 1968.

Ambrozi¢ 1971

Ambrozi¢, Katarina. Od Corota k Bonnardovi, Narodni Galerie, Praha 1971.

Ambrozi¢ 1972

Ambrozi¢, Katarina. Impresionizam iz zbirke Narodnog muzeja, Narodni muzej, Beograd 1972.
Ambrozi¢ 1978

Ambrozi¢, Katarina. Od Corota do Bonnarda, Narodna Galerija, Ljubljana 1978.

Baard et al. 1931

Baard, C. W. H. et C. D. Merens. Tableaux Hollandais: offerts au Musee d’art contemporain Belgrade,
s.n., Belgrade 1931.

bomrHbsK, KoBauunu 2002

BomHbsIK, TaTgaHa u KoBauny, [[paraHa. Y ucmokoe cogpemMeHH020 UcKyccmea: om 6ap6ou3oH-
CKOl] WKO0./1bl 00 KAaaccuveckozo asaHzapda: Esponelickas acugonuchb u epaguka u3 cooparus
HayuoHnanwbHo2o Mmy3es 8 beazpade, ocymapcTBeHUY My3el] N306pa3UTeIbHBIX UCKYCCTB HM.
A.C. ITymikuHa, Mocksa 2002.

Bosnjak, Kovacic 2002

BoSnjak, Tatjana und Kovaci¢, Dragana. Die Geburt der Moderne.Von der Schule von Barbizon bis

zum Konstruktivismus, Meisterwerke aus dem Nationalmuseum Beograd, Historischen Museums
der Stadt Wien, Wien 2002.
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Bosnjak, Kovaci¢ 2005

Bo3Snjak, Tatjana and Kovaci¢, Dragana. The Unknown Story of Modern Art. Masterpieces of Euro-
pean Art from The National Museum in Belgrade, Hiroshima Museum of Art, RCC Broadcasting
Co., Ltd Hiroshima 2005.

Bosnjak, Kovacic 2007

BoSnjak, Tatjana e Kovaci¢, Dragana. Gli impressionisti, I simbolisti e le avanguardie, Silvana Edi-
tore, Milano 2007

bommak 2011

TaTjaHa Bomrmaxk y: Bommwak TaTjaHa (yp.). ,,Of ayTOpCKOT KOHIIEIITa [0 CTaTyca jaBHEe KOJIeK-
nuje“, IlokaoH 36upka /Jpatocaasa JamrwaHoguha, beorpan 2011, ctp. 287-290.

Breeskin, 1970

Breeskin, Adelyn D. Mary Cassatt: A Catalogue Raisonné of the Oils, Pastels, Watercolours and
Drawings, Washington D.C., 1970.

Breeskin, 1979

Breeskin, Adelyn D. Mary Cassatt: A Catalogue Raisonné of the Graphic Work. Smithsonian
Institution Press, New York 1979.

Broude and Garrard 1982

Broude, Norma and Garrard, M. D. (eds.). Feminism and Art History: Questioning the Litany.
Harper & Row, London 1982.

Broude and Garrard 1982a

Broude, Norma and Garrard, M. D. (eds.). Introduction in: Feminism and Art History: Questioning
the Litany. Harper & Row, London 1982, pp. 1-18.

Broude and Garrard 2018

Broude, N. and Garrard, M. D. (eds.). The Expanding Discourse: Feminism and Art History. Harper-
Collins, New York 2018.

Buettner 1986-1987

Buettner, S. “Images of Modern Motherhood in the Art of Morisot, Cassatt, Modersohn-Becker,
Kollwitz”, Woman’s Art Journal, 1986-1987, 7(2), pp. 14-21.

Valles-Bled, 1990

Valles-Bled, Maithé. De Degas a Picasso Dans les collections du Musee National de Belgrade
oeuvres sur papier Musee de Chartres, Chartres 1990.

Golubovié, Subotic, 1983

Golubovi¢, Vida i Subotié, Irina. Zenit i avangarda 20-ih godina, Beograd: Narodni muzej i Institut
za knjiZevnost i umetnost, Beograd 1983.

Grab 2018

Grab, Tamar. “Renoir and the natural woman”, in Broude, Norma and Garrard, M.D. (eds.) The
Expanding Discourse: Feminism and Art History. 1%t ed. New York: HarperCollins, 2018, pp. 295-312.
Grant 2021

Grant, Catherine. Introduction in: Nochlin, Linda. Why Have There Been No Great Women Artists?
50" Anniversary edition, Thames & Hudson, London 2021, s.p.

Denegri, Trini 2010

Denegri, Jerko i Trini T. Radomir Damnjanovi¢ Damjan, VujiCi¢ kolekcija, Atoc¢a d.o.0. Beograd
2010.

156



Zagreb 1940

Francuska umjetnost iz kolekcije Slomovié, Dom likovnih umjetnosti Kralja Petra I Velikog
Oslobodioca (kat. izloZbe), Zagreb 1940.

Zagreb-Beograd 1989-1990

Zbirka Eriha Slomovica iz Narodnog muzeja u Beogradu, Narodni muzej Beograd, Muzejsko-
Galerijski centar Zagreb, Zagreb-Beograd 1989-1990.

Zimmerman 1989

Zimmerman, Enid. “The Mirror of Marie Bashkirtseff: Reflections about the Education of Women
Art Students in the Nineteenth Century”, Studies in Art Education, 30 (3), pp. 164-175.
JoBanosuh, 1990

JoBanoBuh Mwuoppar. ,,J13s10>x6a pycke ymeTHocTH y beorpazny 1930. rogune“, 360pHuKk HapogHot
Mmya3eja, XIV/2, Beorpag 1990, cTp. 153-161.

KaSanin 1938

KaSanin, Milan. Muzej Kneza Pavla, Moderna umetnost, Beograd 1938.

Kessler 1999

Kessler, Marni R. “Unmasking Manet’s Morisot”, The Art Bulletin, 81(3), 1999, pp. 473-489.

King 2025

King, Jon. “Ethel Walker: Advocacy and Recognition in the Early Twentieth Century”, Tate Papers, 36.
https://www.tate.org.uk/research/tate-papers/36/ethel-walker-advocacy-and-recognition-in-the-early-
twentieth-century (Accessed: 1 July 2025).

Kovac 2000

Kovac¢, Leonida. ,Recenzija, Prikaz slucaja: Feministi¢ka likovna kritika i teorija likovnih umjet-
nosti“, Akademija likovnih umjetnosti SveuciliSta u Zagrebu, Zagreb 2000.

Kollwitz 2019

“Kéthe Kollwitz: Prints, Process, Politics”, The Getty Research Institute, 2019.
https://www.getty.edu/research/exhibitions_events/exhibitions/kollwitz/index.html (Accessed: 14 August
2025), pp- 1, 2.

Kraut 1971

Kraut, Vanja. CrteZi francuskih majstora 19. i 20. veka iz zbirke Narodnog muzeja u Beogradu,
Narodni muzej, Beograd 1971.

Kraut 1985

Kraut, Vanja. Francuski umjetnici i Pariska $kola, crteZi i grafike iz zbirke Kabineta grafike Narod-
nog muzeja u Beogradu, Galerija likovnih umjetnosti, Osijek 1985.

Lavery, Lindsay et al. 2019

Lavery, Rena, Lindsay, Ivan et al. Soviet Women and Their Art: The Spirit of Equality, London 2019.
Lampela 2001

Lampela, Laurel. “Daring to Be Different: A Look at Three Lesbian Artists”, Art Education, 54(2),
2001, pp. 45-51.

Mathews, Shapiro 1989

Mathews, Nancy M. and Shapiro, Barbara S. Mary Cassatt: The Color Prints. New York: H.N.
Abrams, 1989.

Mihailovié 1954

Mihailovi¢, Radmila. IzloZba engleskih akvarela i crteZa, Beograd 1954.

157



Nemser 1973

Nemser, Cindy. “Art Criticism and Women Artists”, The Journal of Aesthetic Education, 7(3), 1973,
pp. 73-83.

Nochlin 1971

Nochlin, Linda. “Why have there been no great women artists?”, ARTnews, 1971.
/lwww.artnews.com (Accessed: 24. April 2025), s.p.

Nochlin 1988

Nochlin, Linda. Women, Art and Power and Other Essays. New York: Harper & Row, 1988.
Nochlin, 1999

Nochlin, Linda. Representing Women. London: Thames & Hudson, 1999.

Nochlin 2018

Nochlin, Linda. “Morisot’s Wet Nurse: The Construction of Work and Leisure in Impressionist
Painting”, in Broude, Norma and Garrard, M.D. (eds.) The Expanding Discourse: Feminism and
Art History. 1st ed. New York: HarperCollins, 2018, pp. 231-244.

Parker, Pollock 2013

Parker, Rozsika and Pollock, Griselda. Old Mistresses: Women, Art and Ideology. London: I.B.
Tauris, 2013

Perry and Rossington (eds.) 1994

Perry, Gillian and Rossington, Michael (eds.). Femininity and Masculinity in Eighteenth-Century
Art and Culture. Manchester: Manchester University Press, 1994.

Pétrides 1971

Pétrides, Paul. Suzanne Valadon, Paris 1971.

Petrovié¢ 1950

Petrovi¢, Veljko. Novija francuska umetnost iz zbirke umetnickog muzeja, Beograd 1950.
Pickvance et al. 1991

Pickvance Ronald. et al. Masterpieces of the 19" and 20™ century French Painting from The National
Museum, Tokyo 1991.

Pollock 1988

Pollock, Griselda. Vision and difference: femininity, feminism, and histories of art, London and New
York: Routledge, 1988.

Pollock 2018

Pollock, Griselda. “Modernity and the Spaces of Femininity”, in Broude, N. and Garrard, M.D.
(eds.) The Expanding Discourse: Feminism and Art History. 1% ed. New York: HarperCollins, 2018,
pp. 245-268.

Pollock, Parker, 1981

Pollock, Griselda and Parker, R. “The Essential Feminine or How Essential is Femininity?”, in Old
Mistresses: Women, Art and Ideology. London: Routledge, 1981, pp. 35-37.

Pamapgancku, 1996

PamanaHcky, /Jlparuma (upeB.), Mapuja bawkupuesa, /JHesHuk: 1873-1884, MaTulia CpIicKa,
HoBu Capg 1996.

Sandell 1980

Sandell, Richard. “Marie Laurencin: Cubist Muse or More?”, Woman’s Art Journal, 1(1), Old City
Publishing, Philadelphia, 1980, pp. 23-27.

158



Saslow 1992

Saslow, James M. “Disagreeably Hidden: Construction and Constriction of the Lesbian Body in:
Rosa Bonheur’s Horse Fair”, in Broude, N. and Garrard, M.D. (eds.) The Expanding Discourse:
Feminism and Art History, New York: HarperCollins, 1992, pp. 187-206.

Sillevis 2004
Sillevis, John (ed). Belgrado Parijs, Meesterwerken uit het Nationale Museum van Belgrado,
Gemeentemuseum Den Haag, Den Haag 2004.

Cranumuh 2022

Cranumuh, l'opgana. 3eHuitiuciiuma yesola ceettia, H3 saoctmiagwitiuHe /bybomupa Muvyuha y
HapogHom my3ejy Cpbuje, Hapoguu mysej y beorpazy, 2022.

Cy6oTtuh, 2009

Cy6oTtuh, UpuHa, u 1ip. ,,Ox Myseja caBpeMeHe YMeTHOCTH 1o My3eja kHe3a ITasaa“, y: lIBjeTH-
hanuH TaTjaHa (yp.), My3ej kHe3a Ilagna, HapogHu my3ej y beorpazy, 2009, ctp. 6-57.

Subotié¢ 2024

Suboti¢, Irina. ,Umetnice u zenitizmu“ u: Zbornik radova Identitet — Umetnice u srpskoj modernoj
umetnosti, Matica srpska, Novi Sad, str. 13-33.

V.1II. 8. 1938
VmetiHuuku tipetneg, 6p. 8, Mysej Kxesa I1aBsa, beorpaz 1938.

XaMm MuwioBaHosuh 2009
XaMm MwuioBaHoBUh, JIuguja u fp. ,Tanepuja Myseja kHesa [laBia“ y: [[BjetnhanuH TaTjaHa
(yp.), My3ej kHesa Ilasna, Hapogau Mysej y Beorpaay, 2009, cTp. 164-194.

Havice 1981-1982
Havice, Christine. “The Artist in Her Own Words”, Woman’s Art Journal, 2(2), 1981-1982, pp. 1-7.

Hyslop 1954
Hyslop, Francis E. Jr. “Berthe Morisot and Mary Cassatt”, College Art Journal, 13(3), 1954, pp.
178-184.

Comini 1982

Comini, Alessandra. “Gender or Genius? The Women Artists of German Expressionism”, in
Broude, Norma and Garrard, M.D. (eds.) Feminism and Art History: Questioning the Litany.
London: Harper & Row, 1982, pp. 271-292.

Creed 2022

Creed, Mary. “Marie Laurencin and the Autonomy of Self-Representation”, Art Herstory (News/
Blog), Jan 18, 2022.
https://artherstory.net/marie-laurencin-and-the-autonomy-of-self-representationvignette (Accessed:
13 August 2025).

Wye 2002

Wye, Deborah. “Art Issues/Book Issues: An Overview”, in Rowell, M. (ed.) The Russian Avant-
garde Book, 1910-1934, Museum of Modern Art, New York 2000

159



CIP - Katanorusauuja y nyéamkaumjn
HapogHa éubnnoteka Cpbuje, beorpag

069.51:73/76(497.11)
73/76.071.1"18/19":929(083.824)
73/76"18/19"(083.824)

LOEPTEHLL, JeneHa, 1971-

Texum nyTeMm : fena CTpaHvx yMeTHULA y 36npkama HapoaHor myseja Cpbuje / JeneHa [epreHd, ;
[poTorpaduje Beswko Mavh n Momnp Bnagncasrbesnh] ; [NpeBoA Ha eHrneckun Hkon bypryHa]
=The harder path : works by foreign women artists in the collections at the National Museum
of Serbia / Jelena Dergenc ; [photography Veljko Ili¢, Momir Vladisavljevi¢] ; [translation Nicole
Burgund] . - beorpaga : HapoaHn mysej Cpbuje = Belgrade : National Museum of Serbia, 2025 (beorpaza
: Buporpad = Belgrade : Birograf). - 159 cTp. : unyctp. ; 24 cm. -

(113 pnsHmue HapoaHor myseja Cpbuje = The National Museum of Serbia treasury ; 27)

Tunpax 200. - HanomeHe n brbnnorpadcke pedepeHLie y3 TekcT. - bubamnorpaduja: ctp. 155-159.
ISBN 978-86-7269-252-5

a) Hapoaru my3ej (beorpaga) -- 36vpka cTpaHe yMeTHOCTU -- 13noxx6eHV kaTanosm
0) HapoaHu my3ej (beorpag) -- 36upka cTpaHux aytopa KabuHeta rpaduke -- M3noxb6eHm Katanosm
B) JTkoBHe ymeTHMLe -- 198-208 -- 1310X6eHM KaTanosu

COBISS.SR-ID 185355017











