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in the Kalemegdan park

Abstract: The Monument to Vojislav 1li¢ in the Kalemegdan Park, made by
sculptor Jovan Pesic, was created thanks to the commitment of the Committee
of Belgrade Young Women and was formally revealed in 1904, finding its
place in the alley of important individuals from the cultural life. The monu-
ment to the famous poet consists of a bust with his image and a pedestal in
which there is an emblem-like relief depiction complementing the memory of
the poet. The relief composition without any narrative function, consisting of
individual symbols made of personifications in the shape of female figures,
the sphinxes, as well as depictions of masks, with its conceptual structure is
positioned within the framework of the art of symbolism, a modern outlook in
the Serbian society at the time. Joined together in the idea of out-of-time
poetry and a poet as a visionary, the depicted figures visualise the general
expression of the poetic spirit, thus surpassing the exclusively national char-
acter of the monument, defined by the purpose and the position within the
national memorial. In this way, the monument becomes a testimony to the
presence of Symbolist tendencies in the Serbian sculpture at the beginning of
the 20" century, as well as in the Serbian society at large, thus establishing
a link with the subsequent poetic opus of Vojislav Ili¢ in which the first traces
of Symbolism in the Serbian literature could be discerned.

Key words: symbolism, monument, Vojislav Ili¢c, Kalemegdan Park, poet,
sculpture, Jovan Pesi¢

Aucimpaxiu: Ciiomenux Bojucnasy Unuhy na Kanemezoany, pao sajapa Josana
Hewwuha, peanuzosan je 3anacarvem O0bopa beoepadckux 0esojaxa u c6euaHo
oiurpuegen 1904. cooune, nawasuiu ceoje mecitio y aneju 3HaMeHUMUX bYou U3
KyniaypHoe arcugoitia. CHOMEHUK CIA8HOM HeCHUKY YUHU OUCTUA CAd Fe208UM
JIUKOM U HUOCTHAMEHTH, Ha KOMe ce Hala3u ambieMaicka pemedhna upeociiasa,
KOja KOHYeUyaHo yuotiiybyje MeMopujy Ha tiecHuka. Peswegna komiiosuyuja,
0e3 napatiusne QyHKyuje, cacilasmeHa 00 UojeduHayHux cumoona, Koje wune
ilepcoHugurayuje y 6uody JHceHCKux gueypa, ciunea, Kao u upeociiasa MacKu,
CBOjOM UOEJHOM CUUPYKILYPOM CMewita ce y OKeupe yMeHoCiu cumbonusmda,
waoa modeproe woxa y cpickoj cpedunu. Cjedurvene y uoeju 0 aH8PEeMeHCKOj
fioe3uju U lecHUKY Kao 8U3UOHapy, ipeociliasmene ueype su3yanusyjy ouuiiu
u3paz fecHuukoe 0yxd, dume ce HaOula3u UCKDBYUUBO HAYUOHANHU KAPAKILED
clloMeHuKa, Oe)UHUCAH HAMEHOM U UonoMCaAjeM y OK8UPY HAYUOHATIHOZ
memopujana. CilomMeHux Ha Haj Hauun dociliaje c6e00UanCIiBo O UPUCYCIUBY
CUMOONUCTUUYKUX TeHOeHYUja Y CPICKO] cKyatiiuypu Ha douetuky XX eeka, kao
U y Cplickoj cpedunu youwite, KOpecuonoupajyhiu ca KaCHUjuM HUeCHUUmeom
Bojucnasa Hnuha, y xome cy dpeiiosnaiiu tpsu wpazosu cumoOoiuzma y
CPUCKO] KFoUNCEBHOCIUU.

Kwyune peuu: cumbonusam, ciiomenux, Bojucnas Hnuh, KanemezoaH, ilecrux,
ckynuiiypa, Josan Ilewuh

The constituting of the national idea in the Serbian society during
the 19t century led to the creation of a national pantheon includ-
ing different individuals who obligated the nation through their
work. In the last decades of the 19th century, the heroes of the
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nation who acted in the fields of culture and language! stood out
in particular among them. The monument to a Serbian poet,
Vojislav 1li¢, made by sculptor Jovan Pesi¢, was erected in line
with this idea and was placed within the Kalemegdan Park’s alley
of the greats, set up as an open-air national pantheon. While find-
ing its place among the other monuments dedicated to prominent
cultural creators, this monument differed with its conceptual idea
that suggested influxes of modernism into the Serbian sculpture.

After the first initiative for the erection of a monument to
Vojislav Ili¢, instigated by the Literary and Artistic Community at
the beginning of the last decade of the 19th century, had not been
successfully carried out, the monument was made in 1903 and
was formally revealed only in April 1904, thanks to the endeav-
ours of the Committee of Belgrade Young Women, a circle of
younger female intelligentsia and admirers of the poet’s creative
opus.2 Because of the changes of the members of the commission
and the polemics within the commission, the outcome of the com-
petition for the monument to Vojislav Ili¢, which at first saw the
works of numerous artists including Petar Ubavki¢, Doka
Jovanovi¢, as well as Simeon Roksandi¢, was the decision not to
award the first prize. Eventually, the Committee of Belgrade
Young Women ordered the monument from sculptor Jovan Pesi¢,
which stirred discontent among Belgrade’s artistic circles of the
time since PesSi¢ was not academically educated sculptor.?

Jovan Pesi¢ (1866-1936) was a self-taught sculptor, who
acquired first lessons by learning photographic craft in Novi Sad,
as well as during a brief stay at the atelier of sculptor Poka
Jovanovi¢ in Belgrade at the end of the 19th century, where he
worked as his apprentice and associate.# He was also interested in
the issues of fine arts, which is why he was delegated for a while
to lead the fine art column in the Serbian Literary Herald (Cpiicku
Kroudcesnu enacrhux) which was a very important element in the
Serbian society at the beginning of the 20th century for the promo-
tion of new trends and the modernism of the western world.5 In
addition to his sculpting activities, Pesi¢ has also been remembered
as a war photographer, earning credits in the liberation wars, while
his interest in social and political problems in the Serbian society
was accompanied by the caricatures published in different newspa-
pers.® Frequent criticism and mistrust in his work on account of the
lack of his academic education, that led to an insufficient number
of orders for sculptures, forced him to dedicate himself to other
activities as well. As he states himself in a letter from 1907,
addressed to the Serbian Academy of Sciences, with a request for
them to buy his busts in order for him to pay for his education with
this income, without the knowledge of the sculpting work, he
executes his pieces at his will and according to his idea.”

Pesi¢’s knowledge of modern artistic trends may explain
their impact onto the conceptual idea behind the monument to
Vojislav Ili¢. Greater freedom in the expression and the composi-
tion that modernism brought, as well as the distance from the
strict adhering to the academic principles that were a consequence
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1. Monument to Vojislav 1li¢ in the
Kalemegdan park, sculptor Jovan
Pesic¢

1. Caomenux Bojucnasy HUnuhy na
Kanemezoany, sajap Josan Ilewuh

8 Boposan 2006: 28. of the lack of formal education, inspired Pesi¢ to create a sculp-
tural piece that differed with its concept from the usual manner of
shaping monuments in this period. The freer expression was also
permitted by the topic — depiction of a poet. As opposed to the
other monuments from this period, of predominantly political or
didactic content, aspiring to make the monument’s presentation
clear and recognisable in order to speak to the viewer and con-
vince him of the power of its ideological message,3 the depiction
of the poetic spirit allowed for the introduction of an enigmatic
allegoric expression.

The monument to Vojislav Ili¢, made of a bust with the poet’s
image placed on a pedestal, constituted a solution usual at the time
for the monuments of this type. However, the relief subsequently



1 OO Milena M. Antonijevi¢

9 Ehrhardt 2000 : 9.
10 Hofstitter 2000: 19.
11 Ehrhardt 2000: 9.
12 1 osse 2000: 109.

SYMBOLIST CONCEPT OF THE MONUMENT TO VOJISLAV ILIC
IN THE KELEMEGDAN PARK

added onto the monument’s pedestal, the composition of which
complements the memory of the poet, may be placed with its con-
ceptual structure into the framework of the art of symbolism, a
modern outlook in the Serbian society at the time. By keeping the
function of the glorification of a national hero, that stands in the
original intent of the monument, the allegoric and the symbolic
character of the relief makes it possible to interpret the piece also
within the scope of a broader picture of the universal poetic spirit.

BASES OF SYMBOLISM

The onset of Symbolism in the second half of the 19th century,
manifested primarily in poetry and literature, and only then in the
visual arts as well, was a kind of reaction to the material, calcu-
lated reality created during the period of the accelerated industrial
progress. Based on speculative aspects, intertwining with the
philosophical and psychological constructs and looking up to the
phenomena in the field of music, the art of Symbolism saw its
goal in the suggestive presentation of the impulse from the inte-
rior and soulful world, as the universal truth on the other side of
the reality. As a stylistically uneven movement that rejected a pri-
mary focus on the representation of the visible worlds, such as the
predominant academic Naturalism, as well as the then modern
Impressionism had, Symbolism was turned towards the kingdom
of imagination and the unconscious.?

The visual expression of Symbolism was characterised by an
absence of a unique style, which allowed for the use of different
visual forms, as well as the combining of figures and objects that
is not possible in the reality.1® The visual symbols that had been
present in almost every style period became ambiguous in
Symbolism and they appeared in a new, until then unknown con-
text, thus freeing themselves of a definite, final meaning.!! In this
way, the motifs from the classic repertoire of legends, with a par-
ticular relation towards the Antiquity and the mythology as a
source of inspiration, were used as signs that should point at emo-
tional states or that had been reshaped as images of other transcen-
dental experiences.!2 A symbolistic piece was thus liberated from
the narration and a clearly defined theme, focusing instead
towards the visualisation of a spiritual idea suggested by the hid-
den meanings of the symbols. Stepping away from the functions
determined by social requirements, a piece of art executed in the
spirit of Symbolism turns towards a metaphysical reality, defined
by the cosmological and universal constants, rather than by the
spatial and temporal ones.

Symbolism in sculpture
Defining of a Symbolist sculpture constituted a problem

since the aspirations of Symbolism and its associative, psycho-
logical character, as well as the proneness to present unclear and
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enigmatic forms, could not be translated into sculpture in the same
way. The predominant Rationalism of the 19th century, which
impacted all social and artistic spheres, made the sculpture remain
to a large degree tied to the traditional ideas, to the representation
of the physical and the real, with the idea of translating ethical
norms and models.!3 The complex concept of Symbolism applied
in sculpture faced limitations which this visual medium imposed.
As opposed to the fine arts which allowed for a greater freedom
of experimenting and creating within oneself, the sculpture
required more distinct and clearer representation, focused on a
smaller number of figures, while partially remaining dependent on
the real space in which it was placed.

In the European sculpture of the second half of the 19th cen-
tury there was moving away from the formal tasks of the sculpture
and it gained more thematic and artistic freedom. Although it had
nothing in common with Symbolism, the monumental and classic
form of Adolf von Hildebrand’s sculpture that combined meta-
phoric content with a clear form made it possible for sculptors to
move away from the official tasks and the narrative functions
attributed to the sculpture and to dedicate themselves to aesthetic
issues and the representation of personal emotions and sensations.
On the other hand, the sculptural work of Auguste Rodin, closer
to the Impressionism, characterised by surfaces that leave the
impression of not being completed and by new expressive inten-
sity of the human gesture, made it possible for this medium to
become an artistically autonomous form.!4 Parallel to these new
modernistic tendencies, the Symbolist form striving for allegory
and decorativeness manifested itself in the sculpture through com-
plex compositions and through symbolistic view at the sculpture
coming from the decorative approach to the medium, which made
the Symbolist sculpture more reminiscent of reliefs.!5

The Symbolist sculpture departs from formal functions, com-
mon for this medium in the 19th century, so that the traditional
form of sculpture gets reshaped in line with the conceptual idea,
placed into the sphere of the metaphysical. In conformity with the
main ideas of Symbolism, turned away from the visible reality
towards abstract entities, moved away from the categories of the
outside world and the traditional forms of academic conventions,
the Symbolist sculpture was characterised by fundamental ambi-
guity, associative openness and, concurrently, by stylistic diver-
sity. Although the Classicistic stylist norms were still the thing in
the sculpture, the sculptors inclined towards Symbolist ideas were
no longer interested in the normative and traditional contents,
focusing rather on the ideas of the inner world. In this way, what
the Symbolists brought as new in their work was primarily the
twist in terms of the theme.!6 Introduction of polychromia into the
finishing, together with the specific meanings which colours had
in Symbolism, making the composition more complex and the
addition of allegories or symbols as elements that should point at
the primary idea, constituted the characteristics of the Symbolist
sculpture. Synesthesia was especially prominent within the sys-
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tem of Symbolism, that is, the search for the overall artistic work
in the most diverse forms, which led to a situation where there
was no clear distinction between the genres, where each one could
be understood as the synesthetic form of expression with different
sensual perceptions, revealing possibilities that got intertwined all
over again. The individual element of the work thus became only
a reference to the entire whole, created in accordance with the art-
ist’s conception.!?

*

The cultural, scientific and artistic scenes in the Serbian soci-
ety started to develop in the last decades of the 19th century, after
the promulgation of the Kingdom, which created a favourable
situation for accepting the current themes from the European con-
ceptual systems, enabling also the accepting and receiving of the
Symbolist trends.!8 The presence of Symbolism in the Serbian
society was confirmed from the last decade of the 19t century by
some of the Serbian artists who in different phases of their work
and development exhibited their adherence to the spirit and the
understanding of Symbolism, dealing with its themes in the stylis-
tically heterogeneous forms and with uneven plastic value.!®

SYMBOLISM AND POETRY: POET AS A VISIONARY

Poetry held a prominent place and had a particular significance in
the structure of Symbolism, in line with the fact that as the move-
ment Symbolism primarily appeared in poetry, accompanied by
the manifests of the European poets who represented its features
and aspirations. The manifest of French poet Jean Moréas, pub-
lished in the Le Figaro in 1886, stands out in particular and in it
the author describes Symbolism as the art that through the use of
a rational form creates only a sensitive depiction of the unspeak-
able, primal idea.20 The quest for such an expression that would
present the primal idea made the Symbolist artist often gain the
status of a visionary or a genius, the one who had the capability
to interpret the every-day objects as signs of the otherworldly
ideas, avoiding at the same time the limitations of the superficial
materialistic existence, while risking to be misunderstood and
rejected.2! In the period dominated by the feeling that there was
no solid foundation any longer and that everything was prone to
vanishing, the artists, that is, the poets became those who could
give shape to the collective aspirations for they could see the
truth that eluded others. 22

The understanding of poetry as the universal language, capa-
ble of communicating emotionally with the reader was not new,
but in Symbolism it acquired a special emphasis on account of its
cognation with music, the most direct expression of the inner,
which with its synthesis of the word and the tone had a major
impact on the Symbolists.23 In a similar manner, poetry offered a
possibility to use words and verses, as a rational form, to translate
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dreams, urges, feelings and other impulses of the unconscious and
inner world. In this context, transferred to all the aspects of the
artistic expression, one constructs an idea that represents the
Symbolist artist as the one who aspires to use their autonomous
world, their feelings and moods, applying suggestive methods and
using the symbols and codes of manifold meaning, in order to
reflect the universal, general, primordial feeling so that the final
expression is not explicitly subjective, but rather allows for a pos-
sibility of free interpretation. Thus, the poet becomes the one, as
Johann Wolfgang von Goethe put it, who manages to adopt the
world and to express it.24

Parallel to the seeing of the poet as the national hero of the
modern times,25 there was also a Symbolist idea of the poet placed
into the mythological, Orpheus-like narrative that surpassed the
exclusively national framework and that made the poet a preacher
of the universal and out-of-time truth.

In the later-date poetic opus of Vojislav Ili¢, that stepped out
from the realistic unambiguousness towards the expansion of the
visual values of poetic images and metaphors, one can recognise
the first traces of Symbolism in the Serbian literature.26 The
Symbolism sensed through the contents in the later-date work of
Vojislav Ili¢, can be noticed in his reorientation of poetry towards
the musical phenomena, so that the music and sounds start to
reveal the unconscious expanses of the inner being, as well as in
the manner in which he subjectivised the landscape in the
Symbolist direction where the object of the description becomes
subjected to the inner world of the poet which was all in conform-
ity with the basic aspirations of the Symbolists.2? Although he did
not recognise Symbolism in the work of Vojislav Ili¢ at the time,
in his essay Spomenik Vojislavu (Monument to Vojislav) poet
Jovan Duci¢ pointed out that Vojislav was not a popular poet like
the poets before him, stating that he sang what he dreamt.?8 The
new poetic orientation in the spirit of Symbolism to which Ili¢
turned during the last years of his life led him to change his per-
ception of the world, which made it possible to sense in his image
those visionary features aspired to by the Symbolists.

Memory of the Poet

In the visual culture of the 19th century, the image of poets
was depicted in different ways which among others also included
painted portraits and other compositions with the poet’s image,
photographs reproduced in books or in newspapers, as well as on
postcards, and also for the making of a public monument as a
durable type of memory. According to the familiar practice, the
depictions of poets were accompanied with personifications and
allegories that complemented the image of the poet’s spirit and
the eternity of poetry, often contributing to the mythologisation of
the poet’s personality. The national character shaped up a large
number of poets’ depictions in the Serbian visual culture of the
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19th century, where their personality developed up to the level of
a cult, such as for instance the cult of Branko Radicevi¢, accom-
panied by a large number allegoric representations.2?

The allegoric representation dedicated to Vojislav Ili¢ in the
spirit of Symbolism was created by painter Marko Murat for the
front page of Jojislavljeve spomenice (Vojislav’s Memorial),
issued by the original Committee for the erecting of the monu-
ment to the poet in 1895.30 Created in line with the classic antig-
uity idea on the glorification of the poet and on the immortality of
poetry, this composition shows in the foreground a female figure,
the personification of poetry, placing a wreath onto a tombstone
with the poet’s name written on it with a star added above it. The
background is filled with circles in which there are laurel wreaths,
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while the circle in the middle of the upper section was intended
for the image of the poet. The composition, filled with familiar
allegoric contents used as the poet’s apotheosis, does not have
clearly emphasised national symbols.

Among different types of poets’ memories, the most impor-
tant was the erection of a monument. The monument with the
image of the selected national hero expressed the collective praise
for a certain public virtue, with the monument being seen as a
tried rhetorical means in the self-confirmation of the communi-
ty.3! In the 19th century monument culture, the monument was
seen as a pictorial emblem which did not lose either in the sym-
bolism or in the allegoric incompleteness of the action that would
be difficult for the viewer to fathom, but rather it revealed itself to
the viewer with a clear message realising its full functionality in
the idea as its ultimate goal.32 The monument dedicated to a poet,
a carrier of poetry which itself has an allegoric character and
which in itself contains the poetic individuality, could allow for a
concept that carried the symbolic associative language.

SYMBOLISM IN THE CONCEPT OF THE MONUMENT
TO VOJISLAV ILIC

The final appearance of the monument to Vojislav Ili¢ was a bust
with the image of the poet placed on a pedestal that carried a relief
shaped as an emblem. In order to create public monuments, not
always accepting them literally, sculptors used available photo-
graphs, often reproduced on postcards that imposed the generally
accepted reception of the poet’s image.33 The bust with the image
of Vojislav Ili¢ shows the poet with his head held up high and his
gaze looking upwards, while certain dynamism was achieved in
the presentation of his hair and his necktie fluttering in the breeze.
The movements of the hair and his beard towards his spiritual face
created a harmonious whole contrasted by a mild asymmetry of
the garment’s mass, thus creating a well-balanced dynamics of the
overall solution.3* The expression of the poet’s face through
which his inner being shows may be interpreted as an attempt to
present the ephemeral moment of the poet’s fervour, pensiveness
caused by the poetic vision, contributed to by the accentuated
eyes, that is, the gaze looking into the distance. All of this sur-
passes the real appearance of the poet’s face which is, by empha-
sising certain elements, shaped in such a way that it suggests the
idea of spirituality. The torso that narrows down as it descends
leaves the impression of elevation, that is, of an apotheosis, which
is additionally contributed to by the pedestal of the monument as
the general trait of the monument rhetoric provided here in the
form of a cylinder consisting of three parts that narrow down
upwards, thus symbolically suggesting the ascension into the
sphere of the metaphysical reality.3>

In the middle part of the pedestal there is a relief depiction
which conceptually complements the memory of the poet, as well
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as an inscription with a dedication that clarifies the purpose of the
monument: 7o Vojislav. Committee of Young Women in Belgrade.
1903. The relief shows a female figure in antique garment and with
a lyre in her hands sitting on a sphinx, while opposite of her, on a
pedestal beside which there are masks, there is another naked female
figure with an open book in her hands. The two female figures con-
stitute two personifications: the figure with the lyre personifies
poetry, while the figure with the book is the personification of read-
ing where her nakedness suggests purity and spirituality.3¢ The
female figure with the lyre represents the well known personification
of poetry, often used in the new-age visual culture which could then
be found in the well known and at the time influential illustrated
handbook Allegorien und Embleme (Allegory and Emblem), pub-
lished by Martin Gerlach in Vienna in 1882.37 The illustration
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number 71b, made by artist Rudolf Rossler, consisting of two alle-
goric depictions — poetry and prose, shows the Poetry (Poesie) as a
sitting female figure with one hand placed on a lyre decorated by
flowers, while holding a mask by her other hand. This depiction is
joined by a Cupid on the left-hand side, while on the top there is a
star as a symbol of the glory of poetry.38 The lyre itself used to be a
well-known antique symbol of poetry linked to Orpheus, the mythi-
cal poet who revealed the divine secrets to the men and whose
magical poems prevailed over the forces of darkness and death.3° The
appearance of the antique motifs on the monument may at the same
time be linked to Ili¢’s relation towards the antique poetry and the
presence of the motifs such as lyre or muse in his poems.40

The personification of reading may suggest the knowledge it
provides, that is, the recognition of the impulse of the inner life
that is encouraged by reading (poetry). At the same time, the
nakedness of the figure with the book suggests sincerity, the free
and pure poetry that leads to the truth. The belief that poetry opens
the roads into the primal chambers of the soul, characteristic of
Symbolism, presented poets as those who were capable of trans-
figuring their mundane feelings into otherworldly experiences,
translating the experienced into verses. Because of this the poet is
seen as a preacher of the truth or, to put it in Friedrich Nietzsche’s
words, the groom of the truth.*! The unspeakable primordial idea,
the eternal truth, the knowledge of which requires transcendental
experience, may be sensed and experienced by reading poetry. At
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spirit. The recognising of things as the symbols and signs of the
inner life, like a reflection of the truth, is dealt with by the verses
of Vojislav Ili¢ in his poem Kleon i njegov ucenik (Cleon and His
Disciple) from 1892.42

In the structure of Symbolism, the mask appears with a dual
meaning. While on the one hand it marks the annulment of
humanity to the degree of indifference, it may on the other hand
strengthen the expressiveness of a certain emotion or a mental
state, while at the same time suggesting the inscrutability.4> Ever
since the Antiquity, when it was used in many rituals, the mask
has had some kind of magical power to invoke invisible forces,
while providing protection against them at the same time. Seen as
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Bojucnasy Hnuhy,
sajap Joean Ilewuh

# Cpejosnh, Liepmanosnh 1992:395.  the mediator, as an object that enables connecting with the spirit-

43 Kaxuh 2019: 140-141. ual, in pointed in a symbolic way at the distancing from the real
self and the learning of the inner, while the emotions, the instincts
and drives became liberated and brought up to the level of con-
sciousness. Poetry, that is, its reading, wakes the invisible spiritu-
al forces and offers an insight into the inner world, while the
masks constitute types of emotional reactions to the stirring up of
the senses which poetry causes.

The special relation towards mythology within the system of
Symbolism meant the use of mythological figures and legends
that were attributed different meanings or they were put into a dif-
ferent context. Taken over from the Ancient Egyptian mythology
with her apotropaic power and most often presented as a being
with the face of a girl, the body of a lion and the wings of a bird,
in the Ancient Greek mythology the sphinx becomes a beast that
leads to the death all those who do not know the answer to her
puzzle, as accounted by the story of Oedipus and the Sphinx.44 As
a horrible female monster, the divine being and the demon of
death, the sphinx was characterised by sublime wisdom and intel-
ligence, while because of its apotropaic power it used to be posi-
tioned in the form of sculpture to guard the entrances into shrines
and temples, as a mystic guardian of the secrets.#5 Because of her
inscrutability and enigmatic quality, the sphinx was a frequent motif
in the structure of Symbolism, while in the arts from the end of the
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46 Boposan 2018: 45. 19th century her image, as a terrible hermaphroditic monster of
female gender, was also linked to the concept of femme fatale, the
dominant woman as the being of the otherness which is at the same
time both terrifying and appealing.4¢ The dual and contradicting
nature of the sphinx — the animal and the human one, was empha-
sised in the culture of Symbolism which aspired at shedding light
on the instinctual and impulsive side of the man in which rest the
unconscious and puzzling forces that govern the emotions. In the
relief the sphinx is shown as a hybrid being with the face and bosom
of a girl, the body of a lion and the nemesis on the head, thus sug-
gesting more the Ancient Egyptian variant. In the context of high-
lighting the poet and the poetry as the objective of the entire monu-
ment, the sphinx may be interpreted as the guardian of the mystic
poetic world which carries the eternal secret within itself. The
depicted personification of poetry that is sitting on the sphinx also
talks about the eternity of poetry untouched by the earthly transi-
ence, for the ideas which poetry carries in itself dwell in the infinite
space of the universe and transcend the temporal limitations.

The elements shown in the relief constitute separate symbols
not joined in a narrative or in a clearly defined theme, but rather
they find their unity in the idea. Each one of the elements, as a
symbol of a multi-layer meaning, constitutes a part of the concep-
tual whole which suggests the timelessness of poetry and the
poetic spirit, thus confirming the presence of the ideas of
Symbolism.

The concept of the monument seen in this way corroborates
the presence of the Symbolist trends in the Serbian society at the
beginning of the 20th century and points at the new ways in which
a part of the monument culture was shaped. The memory of the
poet, which carried the spirit of poetry in itself, allowed for such
an expression which differed from the clearly expressed and sim-
plified message present in most of the 19th century monuments.
The national character of the monument defined by the original
purpose, as well as the space within the Kalemegdan Park’s alley
of the greats where it is located, was expanded by the addition of
the relief with the Symbolist concept thus creating a possibility to
view the monument to the famous poet within broader horizons.
In line with the main ideas of Symbolism, turned towards abstract
entities, the conceptual idea is marked by the associative character
that aspires to point at the universal meaning. Thus, the poet is no
longer only a national hero, but also a symbolically seen visionary
whose poetry surpasses the spatial and temporal horizons.
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Munena M. Antonujesuh

CUMBOJIMCTUYKA KOHLIEITIMJA
CIIOMEHHMKA BOJUCIIABY NWJINhY
HA KAJIEMEIJIAHY

Crnomenuk necHuky BojucnaBy Wnmhy, neno Bajapa Joana Ilemmha,
HOJIUTHYT j€ y CKJIaIy ca KOHCTUTYHCAEeM HAllMOHAIHOT NTaHTEOHa,
KOjU Y CPIICKO] CPEAMHHM TMocieqmux JerneHnja XIX Beka moceGHO
yOpaja 3aciay)KHe MMOjeIMHIIC YHje je paj] MpUnaaao odjacTuma Kyi-
Type u jesuka. PeanmzoBan je 3amaramem Onbopa Oeorpalckux
JieBojaka u cBedaHo oTkpuBeH 1904. romune. Hamapmm cBoje Mecto
y okBupy Kanemermancke aneje BenmmkaHa, crioMeHHK BojucnmaBy
Wnuhy pa3nukoBao ce CBOjOM HJIEJHOM KOHIIETIIIH]OM, KOja Ce MOXKe
CMECTHTH y OKBUPE YMETHOCTH cuMbonu3Ma, yryhyjyhu yjeano u va
yIIMBE MOJIEPHU3MA y CPIICKY CKyanTypy. [lompcjy ca necHUKOBUM
JIMKOM TIOCTaBJFEHUM Ha IMOCTaMEHT, Kao YCTaJbeHOM pelley 3a
CIIOMEHUKE OBOT THTIA, JA0/AT je pesbed), drja KOMIO3HIIMja KOHIIETI-
TyaJIHO YHOTITyEbYj€ MEMOPH]Y Ha necHuka. Mnejna 3amucao amoie-
Marcke pesbepHEe MpeacTaBe Mokasyje OUIUKE CIOKEHE CTPYKType
cumbonuctuuke ymerHocTH. CxBaheH BHIlIE Kao CTame JyXa HEero
Kao crieruduyal yMETHUYKY CTUII, CMMOOJIM3aM je HacTojao Ja Mmos3-
HaTUM Je3WKOM M y3 Kopullheme BU3YeIHUX CHUMOoJia ca HOBUM
3HAYCHUMa M TMOCTaBJbEHUM Yy JAPYTauMji KOHTEKCT, CyrepHIlle Ha
YHYTpaIllbH, TyXOBHU cBeT. Kao yMeTHOCT Koja je omoujasia mpumap-
HU (OKYC Ha penpe3eHTAINj! BUAJbUBOT H MAaTePHjaTHOT, CUMOOJIH-
3aM IIPEHET y IOMEH CKYJMNTYpe J0BEO j€ 0 HAMMyIITamka UCKIbYUYHUBO
dopmanaux QyHKIMja CKYINType, YuHehu a IeJI0 MoCcTaHe CUMOOIT
mvpe, yHuBep3aiHe uiaeje. PesbepHa kommnosuimja, Kojy YuHe rmep-
coHm(UKaIMje TTeCHUINTBA M YUTamka, MPUKa3aHe Y BUIY JKEHCKUX
burypa, cagpxxu u ¢urypy chunre, xubpumanor 6uha crapor cBera,
Kao W MPEACTaBy MACKH, TIO3HATHX MOTHBA KOPHUIINCHUX Y KYJITYpU
cuMmbonnima. Besy ca cumOonMcTHUKUM H3pa3oM MOTBphyje u
OJICYCTBO HapaTuBHE (DYHKIIMj€ OBE TPE/ICTABE, KOja CIaja Pa3InuuTe
eJIEMEHTE, OJJHOCHO cUMOOJIe, CTBapajyhu jeIMHCTBEHY HIICjHY LIe/IU-
Hy. CjenumeHe y Uaeju 0 BaHBPEMEHCKO] TOE3UjU U TIECHHUKY Kao
BU3HOHApY, TPEICTaB/beHe (UType BH3yalu3yjy OIIITH H3pa3
MECHUYKOT yXa, ca KOjUM KOPECHOHANPA U U3pa3 HEeroBOT JINIA Ha
OUCTH, IPEICTABIbEH Yy TPEHYTKY BU3MOHAPCKOT, IECHUYKOT 3aHOCA.
Tume ce HagMIa3M UCKJBYYMBO HALMOHAIHU KapakKTep CHOMEHUKA,
neduHICaH HaMEHOM U TOJIOXKAjeM y OKBUPY HAIMOHATHOT MEMO-
pujana. Aneropujcko-cCMMOOIIMYHM KapakTep pesbeda YMHU OBO JIEII0
CBEJJOYAHCTBOM O MPHUCYCTBY CHMOOIIMCTUYKUX TEHICHIMja y CPII-
CKOj CKYNINTYpH Ha movyeTky XX Beka, ca Kojuma ce morcrosehyje u
KacHO necHUITBO Bojucnasa Mnuha, y xome cy mpemno3Hat# mpBU
HAroBelITaju CUMOOJIU3MA Y CPIICKO] KEbM)KEBHOCTH.



