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NAEAJIN ,HUCTE YMETHOCTH
Y AEJINMA BAJAPA
HOPHA JOBAHOBU'HA

Aiuicimpaxin: Ciusapanrawineo eajapa bopha Josanosuhia
O03HAYEHO je CUOMEeHUYUMA UCTUAKHYIUUM UOjeOUHUYUMA U
uctopujckum 0ozahajuma, ca uspadCceHumM aHeaNco8aHum
Kapaxiuepom. Mehyiium, 3nauajan 6poj cKyruiypa marsux
OUMEH3Uja HACUANUX 10 Jcesbll CAMO2 YMETUHUKA 00TUKYje
ce UMIMUMUBMOM, CeH3yanHowhy u gopmaniom neiuouiom
OIUCKUM  eBPOUCKOM YMEHUYKOM Kouyeiiny ['art pour
l’art. He Oeqpunuwyhu tipenoc mopanux, 8epckux uiu io-
JUTAUYKUX TIOPYKA Kao 2nasuu yus, Josanosuh y oeruma
Mupuc aponeha, Mupuc Pysxca u Oomop Hezcupa yobuuajere
Gyuxyuje upuitucusane ymeimtnociuu. L{umn 06oe paoa jeciie
uctiuugarse 6e3a usmely Kowyeiitia ci10000He U yucile
VYMEMHOCHIU MAllepujanu308ano2 y Clueapaiauiitigy eHe-
JlecKux ymeinuxa ecitietuyuszma opyee tonogure X1X exa,
Koje ce 3acHusa Ha ¢unoszoduju cybjeKiiusHoCciu netoilie
Umanyena Kania, u nasedenux dena Bopha Josanosuha.
Kombunayujom uxononowxoe meimiooa u upuciuyiia ymei-
HOCHIU Y KOHIUEKCILY 00aa3u ce 00 3axkmyuxa da je Bophe
Josanosuh uciuimiueao epanuye ymeimiHOCuiu U cideapao y
CKa0y ca udejom uuciie ymemHoCuiu.

Kwyune peuu:bophe Josanosuh, I’art pour I'art, yuciua
YMEHOCI, CPUCKO 8ajapCiliBo y e8POLCKUM TOKO8UMA, ecille-
muyu3am

Y XVIII Beky, ca 3a4eTKOM €CTETHKE Kao 3aced-
He Quoszodcke mucnmmiuHe on crtpaHe A. ba-
yMrapTeHa, akTUBHO C€ MPOMHMIIJbA O MOjMOBHMA
ecuieiiuke, Jneiowie U YMEHOCIU W HUXOBUM
Mehyonnocuma. [Ipobnem Hanaxkema jeIMHCTBEHE
JnepUHULIje YMETHOCTH JOIII YBEK HHUje pelleH, na
HE Yy YMICHMIA Ja HU caMa IeHa MpUpoja U
(dyHKIIMje HUCY jeqHO3HAuHO oxapehene. JeqHo on
Moryhux Tymauema YMETHOCTH U HEHE YIOTe y
’KMBOTY M KYJITypH YOBEKA jeCTe TyMauerwe IMpH-
NaJHUKAa €CTETULM3Ma, OBAIUIONEHO y KOHUENTY
[’art pour [’art. Konuenr je HacTtao y (paHIlyCKoj
KIIDKEBHOCTH, a CBOjy MaTepHjaliu3alnjy y BU3Y-
€JIHOj YMETHOCTH JIOKUBEO j€ Y JIPyroj MOJOBUHU
XIX Bexa y BukropujaHckoj EHmieckoj, y rpymnu
yMeTHHKa HeopMaiaHO Ha3BaHUX Aesthetes.! Onu

1O crapamamy oBux ymeTHuka Ouhe peunm camo y
(YHKIMjH TOTKpeIUbMBama TEOPHjCKE OCHOBE OBOI paja. Y
0Baj YMETHHYKH, HeOpMaITHH TIOKPET MMPBEHCTBEHO ce yopajajy
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“PURE ART” IDEALS IN THE
WORKS OF SCULPTOR
DORDE JOVANOVIC

Abstract: The creative opus of sculptor DPorde Jovanovié
was marked by monuments to prominent individuals and
historic events, with expressed committed character. How-
ever, a significant number of sculptures of smaller dimen-
sions, made at the wish of the artist himself, are charac-
terised by intimacy, sensuality and formal beauty close to
the European artistic concept “l’art pour ['art.” While
not defining any conveying of moral, religious or political
messages as his primary goal, in the pieces like Scent of
Spring, Scent of Roses and Repose, Jovanovi¢ negates the
usual functions attributed to art. The goal of this paper is
to examine the links between the concept of free and pure
art as materialised in the creative opus of the Enflish Aes-
theticism artists from the second half of the 19" century,
based on the Immanuel Kant's philosophy of the subjectivity
of beauty, and the said works by Porde Jovanovic. By com-
bining iconological method and the approach to art within
a context, we can come up with a conclusion that Dorde
Jovanovi¢ tested the boundaries of art and created in line
with the idea of pure art.

Key words: Porde Jovanovi¢, ’art pour [’art, pure art, Ser-
bian sculpture within European trends, Aestheticism

In the 18th century, with the onset of aesthetics as
a separate philosophical discipline thanks to Alex-
ander Baumgarten, the notions of aesthetics, beauty
and art, and their inter-relations stated to be ac-
tively contemplated upon. The problem of finding a
unique definition of art had still not been solved and
therefore it comes as no surprise that even its nature
and functions were not clearly determined. One of
the possible interpretations of art and its role in the
life and culture of man is the one provided by the
Aestheticism, embodied in the /’art pour [’art con-
cept. The concept was created in French literature,
while it got its materialisation in visual arts in Vic-
torian England in the second half of the 19th century,
in a group of artists informally called the Aestheti-
cism Movement.! On the basis of the philosophical

I The creative opus of these artists will be mentioned only
in the context of supporting the theoretic basis of this paper. This
artistic, informal movement primarily included visual artists Fre-
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Cy ce, Ha ocHOBaMa (030 ckux craBoBa Mmany-
ena Kanta (Immanuel Kant, 1724-1804) o cyGjex-
THUBHOCTH JICTIOTE, 3aJ1araiy 3a cI0001y yMETHOCTH
OJl CBHX JIPYIITBEHHX, MOJIUTHUKUX, PETUTHO3ZHUX
YW UCTOPHjCKMX 3HaueHma, Koja Cy joj TpaJHIno-
HAJIHO HaMeTaHa Kao IVIaBHU IIWJb U TPEIYyCIIOB
MOCTOjamba. Y OBOM KOHTEKCTY YUCIHIA YMEHOCI
ce TyMayl Kao OHa YMETHOCT KOja HacTaje MpBEeH-
CTBEHO 3apaj I\be came, 3apaj Jernore, Koja je, 1o
MUILJBEHY TNPHUIATHAKA E€CTeTUIM3Ma, Ouia Cy-
IITUHCKU UMIIEPATHUB.

CrapanamrTBo LewmeHor Bajapa Dopha Jo-
BaHOBMha BEehMHCKM HE MpUMaza OBOM KOHIICTITY.
OO6pazoBaH Mo akaJeMCKUM HadelnMma, Ipu u3pa-
JIM JaBHUX CIIOMEHHKA U MOPTpeTa 3HaYajHUM JINY-
HOCTHMa, 10 KOjUMa j€ HajIO3HaTHjH, MpPaTHO je
TPaJULMOHAIHY KOHLENIM]Y YMETHOCTH U HEHE
¢byHKIMje aHraXoBaHOT Menuja. Melhyrtum, jenan
6poj JoBanoBHheBHX CKyINTypa Koje Cy HacTaJe 1o
KeJbU CaMOI' yMETHHKA, a He JAPKABHUX MHCTUTY-
1IMja, OJUINKY]y Ce IpyradyujuM CXBaTameM O (PyHK-
muju ymetHoctH. Kaxo cy Hajuenthe monenu 6mmu
YMETHHUKY OJIMUCKH JbYIH, OH je Y EBHUXOBY H3PaIy
yHOcHo Bumie ocehama? u cioboxe, Heonrepehen
OYCKMBamUMa jaBHOCTH. JoBaHOBHUh ca (opmaiiHe
CTpaHe OCTaje BEepaH aKaJeMCKUM KJIACHIIUCTHY-
KHUM TIOCTYJaTUMa HATYPaJTUCTUYKOT ITPUKA3HBaba
¢urype, na ce osa crnoboja mnpe cBera OJHOCH Ha
U/IejHy KOHLENTYaIN3alujy Jena.

Jby6as npema nenotu ce, no Enuzabder [petyion,
O]l ceJaMJIECeTUX TO/IMHa MPOIUIOr BeKa TyMayuiia
Kao, y HajOoJbeM ciyyajy, Oexame o7 JpyLITBEHE
pealiHOCTH, a Y HajTopeM, Kao MOAYNupayd COIHja-
HOT cTaryca uMyhHux Jbyau.? YumeHuna nia je yTu-
JIMTAPHOCT ¥ KOPUCHOCT HAMpaBuia mojeny uMehy
Jenux, CI00OAHUX YMETHOCTH M MEXaHMYKHX U
NIPUMEHEHUX YMETHOCTH (HIIP. CTOJApCKM 3aHar),*
CTBapa IMapajioKC 3aIlITO C€ OHJA Of JICMUX YyMeT-
HOCTH 3axTeBa YTWINTAPHOCT U KOPUCHOCT. AKO
MPUXBAaTUMO J1a je MPUpoJa YTWINTAPHOCTH JIEIIHX
YMETHOCTHU WHTEJIEKTyallHa, MOPAJIHA, PEIUTHO3HA U
€CTeTCKa, & HE UHCIUPYMEHIUAHA N hYHKYUOHANHA,>
OIeT OCTaje auiieMa Jia JIM YMETHHYKO JIeJI0 Mopa
UCITyHUTH CBE TOpeHaBe/ieHe (pyHKIMje. YKOINKO Ha

BusyenHun ymetHunn Openepuk Jlejron, Andepr Myp, Ilejmc
Bucnep, lanre I'abpujen Pocern, Ensapn bepu-1loynce, Bunnjam
Mopuc u Cumeon ConomoH, kao u nucuu Banrep Ilejtep u [lapnc
CeunG6epH. O yMETHUUKOM ITOKPETY ECTUTHIM3MA YnuTaT y Ham-
ilton 1882; Prettejohn 2007; Spencer 1972.

2 Jopanosuh 2005: 64, 69.
3 Prettejohn 2005: 9.

4 Munro 1951: 55.

5 Munro 1951: 55.
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concept of Immanuel Kant (1724-1804) about the
subjectivity of beauty, they advocated the freedom
of art from all social, political, religious and historic
meanings that have traditionally been imposed on it
as the main goal and the precondition for its exist-
ence. In this context, pure art was interpreted as the
art that was created primarily for its own sake, for
the sake of beauty which, according to the Aestheti-
cism, was the essential imperative.

For the most part, the creative opus of esteemed
sculptor Dorde Jovanovi¢ does not belong to this
concept. Educated on the basis of academic prin-
ciples, when creating public monuments and por-
traits for important individuals, by which he was
best known, he followed the traditional concept of
art and its function as a socially engaged medium.
However, a number of sculptures by Jovanovi¢ cre-
ated at the wish of the artist himself, rather than that
of public institutions, are characterised by a differ-
ent view at the function of art. Taking into account
that most often the models were people close to the
artist, he put more feelings? and freedom into the
sculptures’ creation, unconstrained by the expecta-
tions of the public. From the formal side, Jovanovi¢
stayed faithful to the academic classicist postulates
of the naturalistic representation of the figure and
therefore this freedom primarily refers to the con-
ceptualisation of the work in terms of ideas.

According to Elizabeth Prettejohn, since the 8th
decade of the last century, the love of beauty has
seemed at best an evasion or escape from the prob-
lems of social reality, at worst a way of shoring up
the status of the rich.3 The fact that the utilitarian as-
pect and usefulness have created a division between
fine, free arts and mechanical and applied arts (for
instance, carpentry craft)* creates a paradox as to
why fine arts are required to be utilitarian and use-
ful. If we accept that the nature of the utilitarian as-
pect of fine arts is intellectual, moral, religious and
aesthetic, and not instrumental and functional’, then
we are still left with a dilemma whether a piece of
art must meet all of the above-mentioned functions.

deric Leighton, Albert Moore, James Whistler, Dante Gabriel
Rossetti, Edward Burne-Jones, William Morris and Simeon Solo-
mon, and writers Walter Pater and Charles Swinburne. One can
read about the Aesthethic Movement in Hamilton 1882, Prettejohn
2007, Spencer 1972.

2 Jopauosuh 2005: 64, 69.
3 Prettejohn 2005: 9.

4 Munro 1951: 55.

5 Munro 1951: 55.
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YMETHHYKOM JIeJly M30CTaHE PEITMTHO3HO U MOpai-
HO 3HaYeHe, JIa JIM je TO YMETHUYKO JIeJio de facto
Marbe 3Ha4YajHO, WM j& CaMO HACTAJIO W/WIIU UHTEp-
NPETHPAHO Y BPeMeHy Kajaa ce onpelyeHn acneKkTu
yrunuTapHocTu ¢aopusyjy. [locraBsba ce nuTame
Ha KOME je OJTyKa O JJOMHHAHTHO] BPCTH YTHIIUTAp-
HOCTH, Ha YMETHHKY WJIA OKOJIUHH.

IIpoGaem ,,uncre ymeTHOCTH*

Art for art’s sake first of all, and afterwards we
may suppose all the rest shall be added to her
(or if not she need hardly be overmuch concerened)

Algernon Charles Swinburne, William Blake®

Enrnecku necuuk Yapiac CBUHOEPH je OBOM peue-
HUIIOM MCKa3a0 €CEHIIN]Y YMETHOCTH €CTETHIIN3MA.
Hctnayhn camy yMETHOCT Kao TJIaBHHU ITHJb YMET-
HUYKOT CTBapajamrTBa ¥ cMmemTajyhu cBe mpyre
nusbeBe y noapehenu, HeobaBe3HU IMOJIOXKAj, pac-
KUJa Ca BUIIEMHUJICHUjCKAM Ha4YellMMa YMETHOCTH,
KOja Cy Hajarajiga MCIYHEHhe PEIUTHO3HUX, eTHY-
KHX, MOJUTHYKHX WM CONMjaTHUX QyHKmHja. ,,Om
KJIaCHIIM3Ma OCTalla je caMo TeXma aa purypa Oyme
CIIOKOjHA y CBOjOj €JIeTaHIUjH, UaeaucaHa y oOf-
HOocHMa ¥ obmuuuMma. On poMaHTH3Ma MPOTKAHOT
cuMOOIM3MOM, TeXmba na ¢urypa Oyme obaBuje-
Ha HEKUM CamballalliTBOM, KIOHYJOMINY; JUKOBU
YTOIUBEHU Y MUCAOHOCT M €KCTaTHYHOCT. 7 OBaKo
je Pactko IMetpouh mon nceynonnmom H. J. y I1o-
Jquiiuyu mcao o JoBaHoBMheBOM CTBapajaiITBY.
OBe peud TOTOBO y HOTIYHOCTH ONHCY]Yy pazoBe
YMETHHKA eCTeTHIM3Ma, morotoBo EnBapna bepn-
-Iloynca, AnGepra Mypa, ®penepuka JlejTona u
INabpujena Pocernja. OBM yMETHHULIM CIIMKAIU CY
M3BAHPEHO JIene, BaHBPEMEHCKE aame, Koje Of-
JIMKYjy CHEHH TIOTJIE/IU YIIPTU y TIOCMaTpavy Heao-
KyuuBe mpocrtope. [IpencraBibame JbyAcKor (Haj-
yemrhe JKEHCKOT) Tena, 0e3 o03upa Ha TO Jla JIH je
HNOTKPETJbEHO KIMKEBHUM MJIM OHOJINjCKUM KOHO-
Talyjama, yBeK je y IeHTPY YMETHOCTH €CTUTHIIH-
3Ma. OHM MHCTIUPALIN]Y LPITY U3 YMETHOCTH, ITUCAHE
U BH3YyEJHE, CTBapajyhu JIMKOBE IBOCMHUCIICHE, aH-
JporruHe (U3NOHOMH]E, apTH(HIIUjEITHE U HEOIpe-
nuBe Jerore.d OneBeHe y aHTHUYKE U CPeIHOBEKOB-
HE 0JI0pe, er3UCTHPajy Y TEMIIOPAIHO U IPOCTOPHO
HenepuHUCAaHNM cpenmHama, cirykehum mocmarpa-
9y MPBEHCTBEHO 3a YYJTHO U JYXOBHO YXXHBambe, HE

6 urupano y: Prettejohn 2007: 50.
TH.J.1933: 7.
8 Eko 2004: 342.
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If the religious and moral meanings are absent in a
piece of art, is that piece of art de facto less impor-
tant or has it merely been created and/or interpreted
in the times when certain utilitarian aspects are fa-
voured? There is a question as to who should make
the decision about the dominant type of the utilitar-
1an aspect, the artists or the public.

The problem of “pure art”

Art for art’s sake first of all, and afterwards we
may suppose all the rest shall be added to her
(or if not she need hardly be overmuch concerned)

Algernon Charles Swinburne, William Blakeb

With this sentence, English poet Charles Swinburne
expressed the essence of the art of Aestheticism. By
emphasising the art itself as the main goal of artistic
creation and by putting all other goals into a subor-
dinated, casual position, he is breaking up with the
multi-millennia principles of art, which compelled
the fulfilling of religious, ethical, political and social
functions. “The only thing left out of classicism is
the aspiration for the figure to be serene in its el-
egance, idealised in its relations and forms. And out
of romanticism imbued by symbolism, the aspiration
for the figure to be enwrapped in dreaminess, lan-
guor, the images immersed in thoughtfulness and
ecstasy.”’7 This is how [poet] Rastko Petrovi¢ un-
der pseudonym N.J. wrote about the creative opus
of Jovanovi¢ in the daily Politika. These words al-
most entirely describe the works by the Aestheti-
cism artists, especially Edward Burne-Jones, Albert
Moore, Frederic Leighton and Gabriel Rossetti.
These artists painted exceptionally beautiful, time-
less ladies characterised by dreamy looks focused
on realms inconceivable to the viewer. Regardless
of whether supported by literary or biblical conno-
tations, the representing of the human (most often
female) body is always in the centre of the Aesthetic
art. They draw their inspiration from art, written and
visual, creating images of ambiguous, androgynous
physiognomy, artificial and undeterminable beauty.8
Dressed in ancient and medieval robes, they exist
in temporally and spatially undefined settings, be-
ing there only for the purpose the viewer’s sensuous
and spiritual enjoyment, without explaining their
role in the world. By themselves, they are not al-

6 Quoted in: Prettejohn 2007: 50.
TH.J.1933: 7.
8 Eko 2004: 342.
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o0jammaBajyhu cBojy ynory y csety. OHe came 1mo
ceOu HHUCY aleropuyHe MpeACTaBe Mopana HUTH
HeMopaJia, AyXOBHE JIETIOTe HUTH TaIlTHHE, MIla-
JIOCTH HUTHU MPONAJbUBOCTH Tena, Beh cy cBe oHO
IITO TOjEAMHAI] Y KUMa BUAM, MOXKIA HHIITA O]
HaBEJCHOT, MM TaK CBE Y HCTO BpeMe. YMETHHULU
eCTEeTHIIN3MAa HHCY CE TPYIWIN Jla Ha3UBHMa Jelia
yIyTe MocMaTpada Ha MpaBU OATOBOp (jep TakaB
OJITOBOP HE IOCTOjH), YECTO ce mourpaBajyhu ca
OYEKHBabUMa TEMATCKOT U HAPATUBHOT CaIpiKaja.

Konuko ce y mocneamuM JeneHHjaMa WHCH-
CTHpa Ha JAPYIITBEHO] OATOBOPHOCTH U aKTYEITHOCTH
YMETHOCTH, TOJIMKO je Ta Wjeja MPUCYTHA jOII OI
anTHukor n06a. Kpajmu pesynrar oBakBuUX Hjeja
ONMYEH je y Teopwju (PyHKIMOHAIU3MA, Koja je
MOXJa HajjaCHHUJ€ U Hajpernpe3eHTAaTHUBHHjE OTe-
noTBopeHa y neny apxutekte Openka Jlojma Paj-
Ta, aJld YMETHOCT j€ O]l CBOTI' HACTAHKA YBEK MMasia
JPYLITBEHY, y ONTH, HEYyMETHUUKY (QyHKIH]Y.? 3aTO
je uaeja Kojy Cy yMETHHMLM eCTeTHUIM3Ma MaTte-
PHjaTu30BaIN Y CBOJUM JeliuMa IMOCeOHO 3Ha4YajHa
U MOJIEpHA, KaKO y KOHTEKCTYy MCTOPHje, TaKO H Y
KOHTEKCTY OJUTUKa MOJIEPHE YMETHOCTH.

AnTHukd Guno3ou TOBE3UBATH Cy YyMET-
HOCT!0 1 teroty gopme ca JOOPOTOM B UCTHHOM, !
Tj. Ca MOPAJIHOM, €IyKaTUBHOM!2 U peuruo3Hom!3
OpyKoM Kojy Tpeba npenetu. [locrtojana cy crpo-
ra IpaBuJia WJealiHe JICTIOTe, a mimesis, Kao TIIaBHU
NPUHINT TIEpLENIUje U CTBapamke HIeaTHe yMeT-
HOCTH, JIOMHHHUPAO jeé OBUM, Mla M KACHUjUM Tie-
puoauma. Ilnaron je cMarpao arncypaHoOM HIEjy O
JICTIOTH K0 CYIITHHA YMETHOCTH YKOJIHKO j€ TI0jaM

9 O mcroprjy GYHKIHOHANNCTIYKE TEOPHje TOAPOGHH]E y:
Zurko1957.

10y anriukoj rpukoj KynTypH HeMa MECAHHX TPAaropa Io
KOjuMa 6MCMO MOIIIN 3aKJbYUHUTH J1a Cy I PLi OHO LIITO MM CMaTpamMmo
yMmeTHolilly yOIIITe MOCMarpalii Kao yMETHHYKA Jela, 3aT0 Ce
TEPMHHOM ,,yMETHOCT* Tpeba KOPUCTHUTH ca MaXmoM. EcteTnka
Kao ¢Guno3odceka JUCHUIUTHHA HUje TOCTojaia U KOl YMETHUUKUX
JieTIa ce LeHno, Kako kaxe Yejmbepc: ,,Prior to the fourth century
A.D. there is no evidence that works of art were admired, except
for their costliness and magnitude. In sculpture and painting the
first quality demanded was life and realism.“ Cokpar, kana je
TOBOPHO O JICTIOTH CTaTye, 3alPaBo je TOBOPHO O JICHOTH IPUPOJIE
KOjy MajcTop Mopa Ja OIoHaIa Ja Ou CTBOPHUO JIETO JIeN0 HJIH,
npyrum peunma: ,,The grandeur of the Athena Parthenos is the
gradneur of Athena herself, and not the grandeur of the Art which
bodies her forth. U npyru antuuku rpuku ¢uino3odu, momyt
ITnatrona u ApucToTena, YMETHOCT Cy CMarpaiyd caMo KOIHjoM
CTBapHOCTH, 4 MIABHH IL[WJb jeé OHO KOPHCHOCT M MOPAJHOCT, B.
Chambers 1929: 3—-16.

11 zurko 1957: 15-31.
12 Munro 1951: 39.
13 Chambers 1929: 14.
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legoric representations of morality or immorality,
of spiritual beauty or vanity, of youth or the decay-
ability of the body, but rather they are everything
that a person may see in them, maybe nothing of the
above-said or perhaps all of it at the same time. The
Aestheticism artists did not attempt to use titles of
their works in order to steer the viewer towards the
right answer (for such answer does not exist), often
playing with the expectations of the thematic and
narrative content.

As much as it has been insisted on social re-
sponsibility and the topicality of art over the last
decades, this idea has been present since the Antig-
uity. The final result of such ideas is reflected in the
theory of Functionalism that is perhaps most clearly
and most representatively embodied in the work of
architect Frank Lloyd Wright, but ever since it was
first created art has always had social and essentially
non-artistic function.” That is why the idea materi-
alised in the art of the Aesthetic movement is par-
ticularly significant and modern, both in the context
of history and in the context of the characteristics of
the modern art.

The ancient philosophers linked the art!0 and
the beauty of form with goodness and truth,!! that is,
with a moral, educational!? and religious!3 message
that should be conveyed. There were strict rules of
ideal beauty, while the mimesis as the main princi-
ple of perception and the creation of ideal art domi-
nated this period, as well as the subsequent ones.
Plato considered the idea of beauty as the essence of
art as absurd, if the notion of beauty were separated
from the notion of good.!4 Plotinus stood out among

9 See more details about the history of the functionalistic
theory in: Zurko 1957.

10 There are no written traces in the ancient Greek culture
that could help us conclude that the Greeks looked at all at what we
consider as art as pieces of art and therefore the term “art” should
be used with care. Aesthetics as a philosophical discipline did not
exist and in the case of the pieces of art what was appreciated, ac-
cording to Chambers, was: “Prior to the fourth century A.D. there
is no evidence that works of art were admired, except for their
costliness and magnitude. In sculpture and painting the first quality
demanded was life and realism.” When he spoke about the beauty
of a statue, Socrates was in fact talking about the beauty of nature
which a master must imitate in order to create a beautiful work
or, in other words, “The grandeur of the Athena Parthenos is the
grandeur of Athena herself, and not the grandeur of the Art which
bodies her forth.” Other ancient Greek philosophers, like Plato and
Aristotle, also saw art as a copy of reality, while the main goal was
usefulness and morality. Chambers 1929: 3-16.

11 Zurko 1957: 15-31.

12 Munro 1951: 39.

13 Chambers 1929: 14.

14 Cothey 1990: 172-173.
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HBOPDHA JOBAHOBUTHA

JIETIOTE O/IBOjeH oA TojmMa go0por.!4 U3 tor ommrer
cTaBa aHTHKe [ImOTHMH ce u3aBajao, cmarpajyhu
JICTIOTY KPajElbUM LUJEM YMETHOCTH, a TPHPOIY
JIETIOTE, JITTUX YMETHOCTH W (PHI030()CKEe UCTHHE
CMEIITAO je y UPAllMOHATHA U eMOTUBHH CBeET. !5

VY cpenmeM BEKy je YMETHOCT y MOTIYHOCTH
Ouna noapeheHa peNuruju U ’BEHUM JTUIaKTHIKO-
MOpPaJI3aTOPCKUM U MEAUTATUBHUM CTPEMJIbCHH-
Ma. YMETHHK HHUje CMaTpaH HJIejHUM TBOpLEM Beh
MyKUM 3aHaTIMjoM.1¢ Mako je Omiio oHUX Teosora,
nomyT onara Cukea, KOju je cMaTpao J1a je 103BOJbe-
HO 1a oxapeheHH AEeKOpaTHBHU €IIEMEHTH IPBEH-
CTBEHO Oy1y Jier, a TeK oHzaa u GpyHKImonamHu,!”
JOMUHHPAO j€ CTaB Jia CKYJINTypa M CIMKapCTBO
Kao JIeKopalfja IpKaBa He CMejy CBOJUMM KBaHTHU-
TETOM M H3IJIEIOM CKPETaTH MaXiby ca TyXOBHHX
BPEIHOCTH Koje Tpeba ycaauTu y BepHuka.!d Bpe-
Me peHecaHce je OMII0 OpHjeHTUCAHO Ka npahemwy u
pa3BHjamby aHTUYKHX HJeana JIeTIOTe U Perpe3eH-
TOBamy MPHUPOJAC, KA0 M MCTUIaFkha YMETHHKA Kao
cTBapaolia, renuja. Mako ce jaBipajy uzaeje o pena-
TUBHOCTH JICTIOTE U HEHOj HaaMohu HaJl MopasiHO-
mhy nena,!® noMuHMpana je Texma Ka YMETHOCTH
eneranTHoj u 4acHoj.20 Jleon baruct Anbepru je
cMmarpao na cBaku Tun rpaheBuHe nma onpehenu
oaroBapajyhu Tum nenore, mWTO je TpOTOTHUIl (PyH-
KIMoOHaJMCTHIKe Teopuje.2! bapok je moHeo mpo-
MEHE y Npe/ACTaBJbaby PEIUTHO3HUX M HCTOPH]C-
KAX TE€Ma, HAa BEOMa Pa3HOPOJHE HAYUHE LIMPOM
eBpPOIICKOT KOHTHHEHTa. Kpo3 HaTypaTuCTHYKH
MIPHUCTYT IPUPOJIN,22 KpO3 Kojy bor komyHuimpa ca
YOBEKOM, YMETHUIIH OapoKa Cy TEXKUIH MPOAUPALY
y YHYTpalIHbOCT YOBeKa, OaBehu ce cilpaciuuma
Oywie.?3 Nako je BeTMKH 10 OapOKHE YMETHOCTH

14 Cothey 1990: 172-173.

IS [InmotmH ce MoXe cMarpaTH JabHUM  TIPETEUOM
eCTeTHIM3Ma, Mel)yTHM, IEeroB ayTOPHUTET j€ YeCTO CTaBJbaH IO
3HAK MMUTaka, 300T JekadeHitiHo2 BpEMEHA XEIICHH3Ma Y KOjeM je
kuBeo, B. Chambers 1929: 49-50, 100. Tpeba HamoMeHyTH 112 je
u yMeTHOCT npunajgHuka €CTUlu3Ma HETaTUBHO TyMaqua Kao
nekaneHTHa nojasa.OnmmpHUje o Tome B. y: Jenkyns 1991.

16 Munro 1951: 36.

170 pexoncrpyxuujn onarnje Cen Jlenn moj| ynpaBHTE b-
ctBoM omata Crmkea B. y: Suger 1979, moceGno 47.

18 Zurko 1957: 35-36.

19 TTorotoBo Kkox mMo3HAaBamama yMETHOCTH (T3B. CONNOis-
seurs) KOjU Cy KyIOBalIH Jeia 300r BUXOBEe (DU3HUKE JIEHOTe

U TIPUjaTHOCTH, @ HE HA OCHOBY PEIHMIMO3HUX MM MOpPATHUX
nopyka, yr. Munro 1951: 33.

20 Munro 1951: 34.

21 Munro 1951: 46-48.

22 Koju ce, Tpeba HAlOMEHYTH, y IOTIYHOCTH PA3IHKYje o1
OHOT KOjHM Cy C€ UMITPECHOHUCTHU BOIMIIH.

23 O 6GapokHoj ymersocTH umrtaté y: Martin 1977; o
cTpacTuma ayie mocedHo 73—118.

135

this general stance of the Antiquity by considering
beauty as the ultimate goal of art, while he placed
the nature of beauty, of fine arts and philosophical
truth into the irrational and emotional world.!>

In the Middle Ages, art was completely subor-
dinated to religion and its didactic, moralising and
meditative aspirations. The artist was not considered
the conceptual creator, but merely an artisan.!¢ Al-
though there were those theologists like Abbot Sug-
er, who believed it was permitted that certain deco-
rative elements were primarily beautiful and only
then functional,!” the predominant position was that
sculpture and painting, as the decoration of church-
es, must not draw the attention with their quantity
and appearance away from the spiritual values that
ought to be engrained into the faithful.!® The Ren-
aissance period was focused on the following and
developing of the ancient ideals of beauty and the
representing of nature, as well as on the pointing out
of the artist as a creator, a genius. Although there
were ideas about the relativity of beauty and its su-
premacy over the morality of a piece of art,!° the
aspiration towards elegant and honourable art was
dominant.20 Leon Battista Alberti maintained that
each type of a building had certain appropriate type
of beauty, which is the prototype of the functional-
istic theory.2! The Baroque brought changes to the
representation of religious and historic themes in
very diverse ways throughout the European conti-
nent. Through the naturalistic approach to nature,?2
through which God communicates with the man,
the Baroque artists strived to go deep into the in-
ner realm of the man, dealing with the passions of
the soul .23 Although a large share of the Baroque

15 Plotinus may be considered a distant ancestor of Aestheti-
cism, however, his authority has often been questioned on account
ofthe decadent Hellenistic time in which he lived. Chambers 1929:
49-50, 100. It needs to be mentioned that the art of the Aesthetics
has also been negatively commented as a decadent phenomenon.
More about it in: Jenkyns 1991.

16 Munro 1951: 36.

17 On the reconstruction of the Saint-Denis abbey under the
administration of Abbot Suger in: Suger 1979: especially 47

18 Zurko 1957: 35-36.

19 Especially among the connoisseurs of art who bought
pieces of artwork because of their physical beauty and pleasant-
ness, and not on the basis of their religious or moral messages.
Munro 1951: 33.

20 Munro 1951: 34.

21 Munro 1951: 46-48.

22 Which, it needs to be underlined, completely differs from
the one that led the Impressionists.

23 On the Baroque art, read in Martin 1977: on the passions
of the soul, especially 73-118.
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Omo ,,CITyIKHBa OOTOCIOBIbA 24 OBE TeMe Cy OuIte
npeacTaB/baHe Ha (OPMATHO PA3HOBPCHE HAaYH-
HE, ca aKIeHTOM Ha MpHKa3uBamy aKkTepa y u3pa-
KEHUM €MOTHBHUM CTabUMa, y JKeJbH J]a Ce TaKO
Oo0MYaH YOBEK JIAKIe MPUONMKH Y3BHUIICHUM U
MOpaJIHUM Ha4yeJIuMa. YMETHHIIU Cy TIPATUIH UJIE)e
I'penniuca bejkoHa 0 HEMOCTOjamy CTPOTHX CTHII-
CKMX Hadesa,?’ MITO Ce OJpakaBa y XEeTEpPOreHOM
cxBaramy (hopMasiHe JenoTe.

Toxom XVIII Beka nemraBa ce eKcllaH3Wja y
TEOPHjCKOM MPOMHILBAKBY O €CTETHLH, UCTOPUjU
YMETHOCTH M BHUXOBUM MelhyomnHocuma. baymrap-
TeH je 1735. romuHe yBeo TepMUH aesthetic, n3Be-
JIeH OJ1 TPUKe peuu aisthetikos y 3Ha4YEHY ,,ayJTHOT U
NEPLENTHUBHOT Ca3Hama™, Tj. ,,CTBAPH MEPLUITUPAHE
qyMa‘‘, HacympoT OHHUM ,,3HaHHM yMoM ‘.26 OH je
JKEJIeO J1a CTBOPU HAYKY O JbYJICKO] CIIOCOOHOCTH Jia
YyJHUM M HPAIIMOHATHUM ITyTeM YBHJIU CHIeU(UY-
HU KapakTep cTBapu U Omha oko cebe, HazuBajyhu
Taj Kapakrep Jsernorom.2’” Mehytum, npyra 3Havaj-
Ha JIMYHOCT 3a TeMy JIENOTe W YMETHOCTH, JoxaH
Joaxum BuHkenmaH, ,,0Tall UCTOPHj€ YMETHOCTH,
cMarpao je HeMoryhM HaYMHUTH HAyKy OKO IojMa
neniore. OH je MHCUCTHPAO HA TOME JIa C€ y CBAKOM
Jeny Mo)ke Hahu JIeroTa YKOJIMKO IocMarpad Tpa-
KW JIOBOJHHO TaXKJBUBO, UCKPEHO U ocehajHo, TiMe
neMaHTyjyhu ocTojame ONMMITHX KPUTEPHjyMa Jie-
note.?8 OBakaB JIMYHHU OAHOC M3Mel)y YMETHHUYKOT
Jiena ¥ ocMmarpada, rie J1eo caMo no cebu Hema
neroty, Beh ce OoHa cTBapa TOKOM IpoIleca KOH-
TEMILIalKje O]l CTPaHe IMocMarpaya, 3acTyrao je u
Wmanyen Kanr.2?

Nmanyen KanT je cBojum nenom Kpuiuuxa mohu
cyhera (Kritik der Urteilskraft), oBjaBsenum 1790.
TOJIMHE, TIOCTABHO TEMEJbE YMETHOCTU ECTCTHIIH-
3ma. CymTrHa BberoBe (puno3oduje mpocyhnBama—
HE CaMO 0 YMETHOCTH Beh 1 0 11esioM CBeTy Koju Hac
OKpY)Kyje—jecTe CyO0jeKTUBHOCT. Y KOHTEKCTY YMET-
HOCTH U JIETIOTE OH CMAaTpa Jia j€ CBE MOJI0KHO JINY-
HOM MEpLMIIKpa’ky, CTOra He MocToju (opma Koja
je de facto caBpmena. [Ipum nepuunupamy HEKOT
MpeaMeTa, 1mojase win ouha, eioiia HAje TUKTHPa-
Ha KOTHUTUBHHM, pa3yMCKHM, Beh eMOIMOHAITHUM
u yynHUM (axropom.30 YoBeKy je HEeITo JIeTo ako

24 Bopozan 2006: 188.

25 zurko 1957: 62-66.

26 Prettejohn 2005: 40.

27 Prettejohn 2005:40.

28 prettejohn 2005: 15-40.
29 Prettejohn 2005: 18-23.
30 Cothey 1990: 48.
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art was the “servant of the theology,”24 these topics
were presented in formally diverse ways, with the
emphasis on the representation of the characters in
expressed emotional states, with the aim to make the
ordinary man get closer more easily to the sublime
and moral principles. The artists followed the ideas
of Francis Bacon concerning the absence of strict
style principles,25 which is reflected in the heteroge-
neous understanding of formal beauty.

During the 18th century, there was an expansion
in the theoretic contemplations of the aesthetics, the
history of art and their mutual relations. In 1735,
Baumgarten introduced the term aesthetic derived
from the Greek word aisthetikos meaning “sensu-
ous and perceptive learning,” i.e., “things perceived
through senses” as opposed to those “learned by the
mind.”2¢ He wanted to create a science of the hu-
man ability to grasp the specific character of things
and beings around the humankind in a sensuous and
irrational manner, calling this character beauty.2’
However, the other important individual for the top-
ic of beauty and art, Johann Joachim Winckelmann,
“the father of the history of art,” believed that it was
impossible to develop science around the notion of
beauty. He insisted that beauty may be found in any
piece of art if the observer is looking for it carefully,
sincerely and sensuously enough, thus negating the
existence of the general criteria of beauty.?8 Such a
personal relation between a piece of art and the ob-
server, where the piece of art by itself does not have
beauty, but rather the beauty is created during the
process of contemplation by the observer, was also
advocated by Immanuel Kant.2?

With his book “Critique of Judgment” (Kritik
der Urteilskraft) published in 1790, Immanuel Kant
laid down the foundations for the art of Aestheti-
cism. The essence of his philosophy of judging, not
only art, but also the entire world that surrounds us,
is subjectivity. In the context of art and beauty, he
believes that everything is subject to personal per-
ception and therefore there is no form that is de
facto perfect. When perceiving an object, a phe-
nomenon or a being, beauty is not dictated by cog-
nitive, rational factor, but rather by emotional and

24 Boposam 2006: 188.
25 zurko 1957: 62-66.
26 prettejohn 2005: 40.
27 Prettejohn 2005: 40.
28 Prettejohn 2005: 15-40.
29 prettejohn 2005: 18-23.
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TO Y BEMy W3a30Be NpHjaTHa ocehama u THME ce
HUIITAa HE TOBOPH O CAMOM TIpEIMETy OCMaTpama
Beh camo o mocmarpauy. OBuM ce gaje cioboja
rocMarpady fa cam ofpeau, uim 6osee pehu oceiuiu,
KBanuTeTe oapehene mojase.

KanT je 61o cBecTaH Tora Ja je Majo BepoBaT-
HO JIa je YOBEK CIocoOaH Ja ce 0cio00au Mopa-
HUX, IPYIITBEHUX U MOJIUTHYKUX HJIEja MPU TIOCMa-
Tpamy U CTBapamy YMETHOCTH, TIOTOTOBO YKOJIHUKO
je JbYACKH JIMK M TEJO MPEICTaBJbEHO Yy pajy.3!
[TojaBa YyoBeKka y yMETHHUYKOM JIETy Y IMOCMATpady
HECBECHO M3a3HBa IMPOMUIILJBAE O y3PACTY, IMOIY,
pacu IpeACTaBLEHOT, ITO AyTOMAaTCKH OBaj Cy/ HE
yuHM CJI000aHUM Beh 3aBucHUM.3? Jbyncka mojaBa
y menaony Oymu morpely 3a HAEHTHU(HUKAINjOM
CIIMYHOCTH U Pa3jIuKa y OJHOCY Ha ce0e caMor, a 'y
UCTOpUYAPY YMETHOCTH Tparame 3a TyOJbHM 3Ha-
YemruMa, CUMOOIIMKOM, aHAJIOTHjaMa, IMEHOBAHEM
O/UIMKa TpeJcTaB/beHOr33 KaHT je yMeTHOCT
(Kunst) nudepeHnmpao y oqHOCY Ha PyKOTBOPHHE
1 3aHaTcke npousBoje (Handwerk) Ha OCHOBY eKo-
HOMCKOT (haKTopa, Kao CII000HO CTBapasaliTBO.34
Hberos craB 11a je yMETHOCT 3auCTa yCIeLHa ymeili-
HOCU JeZTMHO Kajia je CTBOpeHa M3 KeJbe U CIodose
YMETHHKA, 03 yIumBa JIpyrux (akropa Koju Ou
YTHULIAJU Ha BeHYy (OpMy MM TEMaTHKY, TOCEOHO
j€ 3aHMMJBUB aKO y BUYy MMamo jia cy JoBaHoBuhe-
Ba Hajclo00IHUja Jiejla yIpaBo OHA HETOopy4YeHa.
Tpeba nanomenyTu na je Kant y oxBupy Kiacu-
¢dukamyje Jenux yMeTHOCTH CTBapame KoMaa Ha-
MeIlTaja YBPCTHO PABHONPABHO Ca apXUTEKTYpPOM,
CKYJNTYPOM M CIIMKapCTBOM,3> MITO 3HAYM Ja KO-
PUCHOCT cama 1o cebu Huje Heranyja npunaaama
HEKOT MpeIMeTa JIeN0j YMETHOCTH, Beh ce CymTH-
Ha HaJIa3W y MOTUBAIIMjU KOja HABOJM YMETHHKA Ha
NPOM3BOAY JIENa.

/Kueoiu u oeno Bopha Josanosuha y
OKeupuma cpiicke u eepoiicKe ymeinociiu

Jena xoja hemo aHanmm3uparu cy ekcuec u3
cBeykymHor omyca bBopha JoBanosuha, cTora je He-
OIIXOJTHO HAINPABUTH KpaTak Mperies yTulaja Koju
Cy MMaJli 3Ha4ajHy yJIOTY Y HeTrOBOM YMETHHUYKOM
dopmupamy u pany. JoBanosuh ce, nopexn Ilerpa

31 Prettejohn 2007: 18.

32 prettejohn 2005: 50-51.

33 OBome je momerao ayrop crymuje.
34 Munro 1951: 166.

35 Munro 1951: 170.
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sensuous one.3? The man finds something beautiful
if it incites pleasant feelings inside of him and this
does not say anything about the very object of the
observation, but rather only about the observer. This
gives freedom to the observer to determine or better
said to sense for himself the qualities of a certain
phenomenon.

Kant was aware that it was little likely that
the man freed himself from the moral, social and
political ideas when observing and creating art,
especially if the human image and body were rep-
resented by the work.3! The appearance of man in
a piece of art causes in the observer unconscious
contemplation about the age, sex and race of the
depicted, which automatically does not make this
judgment free, but rather dependent.32 The hu-
man depiction prompts in the observer the need to
identify the similarities and differences in relation
to oneself and in the historian of art the search for
deeper meanings, symbolism, analogies and nam-
ing of the characteristics of the represented.33 Kant
differentiated art (Kunst) in relation to the manual
and artisan products (Handwerk) on the basis of the
economic factor as free creation.34 His position that
art is indeed successful art only when it has been
created out of the desire and freedom of the artist,
without any influx of other factors that could im-
pact its form or theme, is especially interesting if
we bear in mind that the freest pieces by Jovanovié¢
are precisely those that were not ordered. It needs to
be emphasised that within the classification of fine
arts Kant included the creation of pieces of furni-
ture on an equal footing with architecture, sculpture
and painting,35 which means that the usefulness by
itself is not negation of some object being fine art,
but rather that the essence lies in the motivation that
drives the artist to produce the work.

Life and Works of Dorde Jovanovié within the
scope of the Serbian and European arts

The works we are about to analyse are an ex-
cerpt from the overall opus of Porde Jovanovi¢ and
therefore it is necessary to provide a short overview

30 Cothey 1990: 48

31 Prettejohn 2007: 18.

32 prettejohn 2005: 50-51.

33 The author of the study was subject to this.
34 Munro 1951: 166.

35 Munro 1951: 170.
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VYo6askuha u mmaher Cumeona Pokcanamha, cma-
Tpa 3a4eTHUKOM MOJIEpHOT BajapcTBa y CpOuju.36
Tepmun mooeproe BajapcTBa y KoHTEKeTy CpOuje
kpajem XIX Beka 3aBpel)yje moceOHO o0janTmeme.
Haume, mMomepHOCT CKyImnType IpBE TeHepaluje
CPIICKHX Bajapa MoJpa3yMeBa MPEeKHl BUILIEBEKOB-
HOT yIvle/larba Ha BHU3aHTH]CKY YMETHOCT, Koja je,
300r CBOj€ AHTUIUIACTUYHE MPHUPOJE, TEIECHOCT
KJIaCUYHE YMETHOCTH TyMaudWsa Kao MpEeBHUIlEe Ma-
TepUjaNuCTHUKy, Omucky wuponarpuju.3’ Crora,
Cpbuja o mojaBe oBUX 00pa30BaHUX Bajapa HUje
uMana TPaJuldjy CKYJINTOpajHe MPOAyKIHje, Ia
npey3rMa TOTOBa aKaJeMCKa pellemha 3amaJHoe-
BPOIICKE YMETHOCTH. UNIbEeHHIIA je 1a Y BpeMe KaJia
KOJI HAC aKaJeMH3aM O3HauaBa MOYETaK MOJCpHE
ckynntype y EBpornu je oH Ha cBOM H3Maky38 m
yCTyTIa MECTO aBaHTAPHIUJUM IPUCTYIHMA.
»lIporaranja, jaBHO MEIEHE, UICONIOTH]ja, Kao
(EHOMEHHM HACTAJIU y MIMPUM €BPOIICKUM OKBUPH-
Ma TOKOM JICBETHAE€CTOI BEKa, CTPYKTypUCAIU CY
U penpe3eHTanuony Gopmy cpricke Monapxuje*,39
kako Urop bopo3an HaBoau, u 3aucta oBU (hakro-
pH jecy Onnu raBHE JIETEPMUHAHTE CKYJIITOpPATHE
poayKiuje cBux ymerHuka y Cpbuju Tor Bpeme-
Ha. [lopex nuuHe maTrpuoTCKe *Kebe, Koja MOTHYE
U3 TIOPOIMYHOT BacluTama,*0 na Ciy’)Xu Hapomy
npencraBbajyhu 3HavajHe mucropmjcke aorahaje u
JIUYHOCTH, TeMe Kojuma he ce JoBanoBuh moHajBu-
e 0aBUTU 3aBUCHIIE CY O KYJATYPHUX U MOJTHTHY-
KHX MHCTHTYLIHja, KOje Cy OWje IJIaBHM MaTpOHHU
ymetHocTH. [locie ocTBapuBama HE3aBUCHOCTH
1878. rogune, ApxkaBa je HACTOjaja HE caMo Jia o/ia
nomTy onpeheHnm mumaHOCTHMA Beh U 3armouHe Ha-
UOHAIHO Oyheme KOHCTAaHTHUM H3JIaralkbeM JbYIU
U/I€aJTM30BAaHO] HEKaJallkbUIM, TUME cTBapajyhu
miopuduKyjyhy cimky cagammocT u OymyhHo-
ctu.! Tako je moau3ame CIIOMEHHKA OWJIO MHOTO
BUIIIC TIOJIMTHYKY M HAIIMOHAJIHU YWH, aHTQ)KOBaH Y
MIPaBOM CMUCIY PEYH, HETO JeJI0 HACTAJI0 U3 YMET-
HUYKUX 1oOyna.*2 Komuko je oBa maTpoHa)a oMo-
ryhaBajia yMETHHUYKY MPOAYKIH]Y W €T3UCTCHIIN]Y,
TOJMKO je oHa Owmina orpanuyaBajyha. YMmMeTHHULH
Cy TEepUHIUPaHu Kao ,,JP)KaBHU CIIY>KOCHHIIH',
KOjH CBOJMM pajiOM U MOHAIIalkeM MOPajy Ja Oymay

36 Ani¢ 1991: 4.
37 Trifunovi¢ 1970: 6.

3% Ynak TpeGa HANOMEHYTH Ja yINeame Ha AHTHUKY
YMETHOCT HHje HecTano TokoM XX Beka, B. Prettejohn 2012.

39 Boposan 2006: 20.

40 Boposan 2006: 196.

41 Boposan 2006: 66 i Anié 1991: 15-16.
42 Ani¢ 1991: 101.
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of the influences that played an important role in
his artistic formation and work. In addition to Petar
Ubavki¢ and younger Simeon Roksandi¢, Jovanovié¢
is considered the founder of modern sculpture in Ser-
bia.3¢ The term modern sculpture in the context of
the 19th century Serbia requires particular explana-
tion. Namely, the modernity of sculpture of the first
generation of Serbian sculptors involves a break in
the multi-century focus on the Byzantine art which,
on account of its antiplastic nature, the physicality
of the classic art was interpreted as too materialistic,
close to idolatry.37 Therefore, until the appearance
of these educated sculptors, Serbia had no sculptural
production tradition and thus it took over the ready
academic solutions of the Western European art. It is
a fact that at the time when the Academism marked
the beginning of modern sculpture in Serbia, it was
already at its end38 giving way to more avant-garde
approaches.

“Propaganda, public opinion, and ideology, as
phenomena, created in the wider European frame-
work during the 19t century, also structured the
representational form of the Serbian monarchy,”3?
as stated by Igor Borozan and indeed these factors
were the main determinants of the sculptural produc-
tion of all artists in Serbia at that time. In addition
to the personal patriotic desire, based on the fam-
ily upbringing,*® to serve his nation by represent-
ing important historical events and personalities,
the themes that Jovanovi¢ was mostly going to deal
with depended on the cultural and political institu-
tions that were the main patrons of arts. After ac-
quiring independence in 1878, the state strived not
only to pay respect to certain individuals, but also
to set off national awakening by constantly expos-
ing people to idealised bygone days, thus creating
a glorifying image of the present and the future.4!
In this way, the erecting of monuments was much
more a political and a national act, engaged in the
true sense of meaning, than a piece of art created
out of an artistic impulse.#2 As much as this patron-
age allowed for artistic production and livelihood,
it was also limiting. The artists were perceived as

36 Ani¢ 1991: 4.
37 Trifunovi¢ 1970: 6.

38 Still, it needs to be mentioned that having the Antique art
as the paragon did not die out during the 20th century; see Pret-
tejohn 2012.

39 Boposam 2006: 20.

40 Boposan 2006: 196.

41 Boposan 2006: 66 and Anié 1991: 15-16.
42 Anié 1991: 101.
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y CKJIaJIy ca HadeIuMa JAp>KaBHUX MHCTHUTyLIHja. Y
OBOM KOHTEKCTY C€ MOXKE TyMAauUTH HETIPHUXBATaHE
Bopha JoBanouha 3a umana Cpricke KpaJbeBCKe
akajgemuje mpe [IpBor cBeTckor para 300r craBa
YJIaHOBA JIa jé YMETHHMK CKJIOH KaaHCKOM Hadu-
HY JKHBOTa. ,,Jlakie, jonr jemannyT je mopanHociu
TpujyMdoBania HajJ apTUCTHYKOM ayTOHOMH]jOM,
yKa3aBIllKd Ha TO JIa YMETHHUK HH Yy MPBOj JELCHUJU
JIBAJIECETOT BeKa HUje OMO cI0007aH MHTENIEKTya-
Jal, U a yMETHOCT HHje Yy MOTIYHOCTH IOCTalia
cioboaHa BemTruHa. 43

VYmetrnuk pomom u3 Hoeor Cana, mocne 3a-
BpILIEHE peasike W ynucaHor TexHWYKor dakynre-
ta y beorpany, y3 nmomoh crunenauje tajgamrmer
MunucrapctBa npocsere, ognazu 1884. rogune y
OniTy BajapcKy IIKONY MPpU AKaJIeMHjH YMETHO-
ctu y beuy (Akademie der bildenden Kunste) xon
npodecopa Enmynna Xenmepa, rae cTuye 3HambE O
OCHOBaMa akKaJIeMCKe YMETHOCTH.** JoBaHOBHhEBO
BajapCKO ycCaBpIIaBame ce HacTaBba y MHUHXEHY
1885. romuue kon mpodecopa Bunnmana, koju je
y AyXy KJIAQCHIIMCTHYKOT POMaHTHU3Ma MOAYy4aBao O
KapakTepu3alliju JIMKOBa M o0paau marepujaja.+d
lomuue 1887. ymernuk orasu y [lapus u ynucyje
Ecole des Beaux Arts u npuBarHy akajaemujy JKu-
mujan (Julian).#¢ Ha oBuM akazemujama je y4wo
kox mpodecopa Anpuja Illanmja (Henri Michel
Antoine Chapu) u XXan-Antoana EmxanGepa (Jean
Antoine Injalbert).47 VYTumaj ucrakHyTOT Tpea-
CTaBHMKa KacHOT akajnemm3ma lllanwuja, jemHor of
HajBaKHMjUX (paHIyckux Bajapa XIX Beka, Ha
pan Dopha JoBanoBuha Tpajao je yeTupu roguHe,
II0 cMPTH (PpaHITyCKOT Bajapa, ¥ OMO je 3Ha4ajaH je
jep je ompenno yMETHHYKH IyT KOojuM he cpricku
Bajap uhu 10 kpaja kapujepe. [llanu u Enxanbep cy
MPUIIAJATH YMETHUYKO] CTPYjH T3B. ,,(DUPEHTUHCKE
o0OHOBe", koMOMHYjyhH (hpaHIlycKy TpajnuIIMOHAII-
HY CKYJINTYpy ca (UPEHTHHCKUM BajapCTBOM pe-
HECaHCce U MaHUpU3Ma. Y3 0Baj CKJICKTHYHH CTHIL,
noz yruiajeM Kaprnoa, yMeTHHIIM Cy TeXKHIU UHTH-
MUCTHYKOM IPHUCTYITYy BajapCTBY, IITO CE OCIMKaBa
y m300py TemMa u MeKoj o0paau Gpopme.+8

43 Bopozan 2006: 193.
44 Boposzan 2006: 196.
45 Jopanosuh 2005: 29.
46 Joganosuh 2005: 11.

47 Tlocroje pasmMuMTa CBEOYAHCTBA O TOME HA KOjOj
akazemuju je JoBanoBuh yuno on lllammja m Emxanbepa. ok
HEeKH HaBOJe Ja je y WIKoau bo3ap yMEeTHHKOB MeHTOp Ouo
[lamy, mocToje MHAMKALMje 1A je 3ampaBo Ha bozapy y4no kox
Emxanbepa, a xox Illanmja va akagemuju JKymujeH, ym. Anié
1991: 8, 35 u Josanosuh 2005: 30.

48 Ani¢ 1991: 8-12.
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“civil servants” who must be, with their work and
behaviour, in line with the principles of the public
institutions. It is in this context that we can interpret
the rejection to accept Jovanovi¢ as a member of the
Serbian Royal Academy before WWI because of the
position of the members that the artist was prone to
bohemian lifestyle. “So, once more, the morality
triumphed over artistic autonomy, showing that the
artist not even in the first decade of the 20th century
was a free intellectual and that the art has not fully
become a free skill.”43

After finishing secondary school and enrolling
Technical Faculty in Belgrade, the artist who was
born in Novi Sad, in 1884 went thanks to the schol-
arship of the then Ministry of Education to the Gen-
eral Sculptural School at the Art Academy in Vienna
(Akademie der bildenden Kunste) with Professor
Edmund Hellmer where he acquired knowledge on
the bases of academic art.44 Jovanovi¢ continued
his sculptural advanced studies in Munich in 1885
with Professor Widnmann who taught the charac-
terisation of images and the processing of materi-
als in the spirit of the classicist Romanticism.*5 In
1887, the artist went to Paris where he enrolled the
Ecole des Beaux-Arts and the private Académie Ju-
lian.4¢ At these academies he studied with Profes-
sor Henri Michel Antoine Chapu and Jean Antoine
Injalbert.#” The influence of a representative of the
late Academism Chapu, one of the most important
French sculptors of the 19th century, on the work of
DPorde Jovanovi¢, which lasted for four years, until
the death of the French sculptor, is significant since
it laid down the artistic road that would be followed
by the Serbian sculptor until the end of his career.
Chapu and Injalbert belonged to the artistic circle
of the so-called “Florentine renewal” combining
the French traditional sculpture with the Floren-
tine sculpture of Renaissance and Mannerism. With
this eclectic style, under the influence of Carpeaux,
the artists strived towards the intimist approach
to sculpture, which is reflected in the selection of
themes and the soft processing of the form.48

43 Bopozan 2006: 193.
44 Bopozan 2006: 196.
45 Joanosmh 2005: 29.
46 Jopanosuh 2005: 11.

47 There are different quotes as to at which academy Jovanovi¢
studied with Chapu and Injalbert. While some state that Chapu was
the artist’s mentor at the Ecole des Beaux-Arts, there are also some
indications suggesting that he actually studied with Injalbert at
the Ecole des Beaux-Arts and with Chapu at the Académie Julian.
Compare: Ani¢ 1991: 8, 35 and Josanosuh 2005: 30.

48 Ani¢ 1991: 8—12.
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[Tapu3 je 3a yMETHHKA O3HaYaBaO MECTO TIIE je
,,TIPOTJIEIa0 32 YMETHOCT U YIIO3HAO C€ ca MPaBOM
MOHYMEHTAQJIHOM CKYJIIITYPOM,* MaKo je MPUCYCT-
BOBA0 U OIIIMPHOj M3rpaamu Oeuxor Punra, xoja
Ce OJJIMKOBAJla BEIUKUM OpOjeM CKYJINTOpasiHe
JICKOpallMje ¥ jaBHUX crioMeHuka.>? Pasyor 3a To
jecte mro je [lapus, kao ymerHuuku nenrap Espo-
e, CBOJUM CaJIOHMMa, OOTaTUM My3ejuMa H Tpaju-
TEJHCKOM JienaTHolnhy, omoryhro mmamom JoBaHo-
Buly /J1a ce yro3Ha ca pa3HOBPCHHM M H3BaHPEIHUM
yYMETHHYKHUM Jenuma.’! CaBpeMeHH akaJeMCKH TO-
KOBHU Cy y Bpeme Kaja JoBaHoBuh GopaBu y OBOM
rpajly mBETaId 300T BETMKUX APXUTEKTOHCKUX U
CKYJINTOpaTHUX TpojeKara, IITO je HajaBWiIa HU3-
rpaama umno3antHe nanare Onepe lllapna Iap-
Hujea 1875. rogune.>? Tprosu momyt Place de la
Nation, Place de la Republik, Place de Clinchy no-
0mjajy CKYJIIITOpPATHY IEKOpaIlH]jy, MapKoBU Takohe,
a oj1 moceOHoOT 3Ha4aja je marpanama Grand Palais,
Petit Palais, unjy nexopauujy cy u3Boauiu npode-
copu ca bozapa.>3

Crynupame y Munxeny u [lapuzy JoBanoBuhy
Cy JIOHeJH caBialjuBambe COJMHMIHE TEXHUKE, allu Te-
MaTCcKH je 0uo TecHo Be3aH 3a CpOujy u Teme U3
HalMoHanHe uctopuje.>* tberoBa HajuctakHyTHja
nena cy Kocoscku cnomenuk (1896) n moprpetn
MHOTHX MCTAaKHYTUX JHYHOCTH, MyMyT KHe3a Mu-
nmoma y [ToxapeBuny (1898) u Heroruny (1899),
bpanka Pamnueuha (1903), BojBome JKuBojuHa
Mumumha, Byka Credanosuha Kapayuha (1932) u
MHOTHX JIPYTHX.

Wntepnperanuja JoBaHoBuheBe yMeTHHYKE
mpakce, kojy je namxa Mapwuja [lymmh, uynau ce on-
roBapajyhom: ,,Sadrzala je i elemente ’klasic¢nosti’
1 elemente *modernosti’ u onoj umerenoj varijanti
francuske akademske skole koja je vitalnu snagu
realistiCkih formi 1 romantic¢arski zamah prevodila
u elegantne arabeske insistiraju¢i pri tome na
’otmenosti’ oblika i kompozicije.>5 JloctojancTBO
Y CTaTUYHOCT, MehyTuM, mpumnucyje ce yTuiajy He-
MayKuX Bajapa, morotoBo Joxana IllunmHra, xoju

49 Ani¢ 1991: 9.
50 Joganosuh 2005: 24.

51 3Gor memocrarka JosamoBmheBor HaBolersa cTapHjux
YMETHHKA KOjH Cy ra HHCHpHcand, AHHh NpeTnocTraBiba ja
ce yMETHHK OE3pe3epBHO OKPEHYO CAaBPEMCHHM (paHIyCKHM
TOKOBHMa aKaJeMn3Ma, Majia Tpeba UMaTH Y BHIY eKJISKTHIHOCT
(paHIyCKOT aKkaJieMH3Ma, U y30puMa Koje je JoBaHoBHh MocpenHo
13 BHera npey3umao, yi. Ani¢ 1991: 9.

52 Jopanosuh 2005: 30.
53 Ani¢ 1991: 10.

54 [aynuh 1980: 157.
55 Pugié 1975: 63.
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For the artist, Paris was the place where he “re-
ally opened his eyes to art” and got to know the
real monumental sculpture,* although he was also
present at the municipal construction of the Ring
in Vienna that was characterised by a large number
of sculptural decoration and public monuments.50
The reason for this is that with its Salons, affluent
museums and architectural activities, Paris, as the
artistic centre of Europe, enabled young Jovanovi¢
to get to know diverse and extraordinary pieces of
art.>! At the time when Jovanovi¢ stayed in this city,
contemporary academic trends flourished thanks to
large architectural and sculptural projects, which
were set off by the construction of the imposing pal-
ace of the Opera by Charles Garnier in 1875.52 The
squares such as the Place de la Nation, Place de la
Republique and Place de Clichy received sculptural
decoration, parks as well, while particularly signifi-
cant was the construction of the Grand Palais and
the Petit Palais, the decoration of which was done
by professors from the Ecole des Beaux-Arts.53

Studying in Munich and Paris allowed Jovanovi¢
to develop a solid technique, but in terms of the
themes he was closely bound to Serbia and the sub-
jects from its national history.5* His most revered
works are the Kosovo Monument (1896) and por-
traits of many famous individuals such as those of
Prince Milo§ [Obrenovi¢] in Pozarevac (1898) and
Negotin (1899), Branko Radicevi¢ (1903), Vojvoda
Zivojin Misi¢, Vuk Stefanovié¢ Karadzi¢ (1932) and
many otheThe interpretation of Jovanovi¢’s artistic
practice given by Marija Pusi¢ seems appropriate:
“It contained both the elements of “classicism” and
the elements of “modernity” in that moderate variant
of the French academic school which translated the
vital power of the realistic forms and the romantic
impetus into elegant arabesques while insisting on
the “nobility” of the shape and the composition.”s5
The dignity and statics, however, are attributed to
the influence of German sculptors, especially Jo-
hannes Schilling, who, as opposed to the dynamics

49 Ani¢ 1991: 9.
50 JopanoBuh2005: 24.

51 Because of the lack of Jovanovié’s naming of the older
artists that inspired him, Ani¢ presumes that the artist turned un-
reservedly towards the contemporary French Academism trends,
although we need to take note of the eclectic nature of the French
Academism and the paragons which Jovanovi¢ indirectly took
over from it. Ani¢ 1991: 9.

32 Josanosuh 2005: 30.

33 Ani¢ 1991: 10.

54 [aymuh1980: 157.

55 Pysié 1975: 63.



WAEAJIN ,YUCTE YMETHOCTU" V JEJIMMA BAJAPA
HBOPDHA JOBAHOBUTHA

Cy, HaCympoT IMHAMHUYHOCTH M EKCIPECUBHOCTH
(hpaHIyCKUX KoJiera, CTBapaju Jieia 0e3 mpeTepaHe
TeCTHUKYJIAIUje U TeaTPaTHOCTH.5® Hoeanuciiuuxu
peanusam je TepMUH Koju HajOosbe nedunumie Jo-
BaHOBUNEB MPUCTYNl YMETHOCTH Kao CUMOUO3€ caji-
pkaja 1 GopMme, ONMYeHE Y KyIATypu KOHTPOJIHCA-
HUX cTpacTu u emonuja.>’ OH TeXH JIEeNOTH JIMHUja
U CKJIQJIHOM pacliopejly Maca y 1oTpasu 3a ujeai-
HOM JIeTIoTOM. Y JoBaHOBHMNEBOj yMETHOCTH M30Hja
Ha BUJIEJIO CTAJIHA TeXKHha J1a MUPHUM U PUTMHYKAM
JTUHHUjaMa, 3a00beHUM (opMamMa U XapMOHUYHUM
apamkMaHMMa Maca IMOCTUTHE YMETHUYKe edekre.
OH yBek ycreBa Jia IpOIOpIHje BEropux ¢Gurypa
Oyay TauHO (UKCUpaHE; Ja pyka, TOp30 Win Oen-
po Oymy GecnpekopHO MOJICIMCAHH U Ja Mace OyIy
cknaano pacropehene.® 1o I[IpennheBum peurnma,
JoBaHoBHh je ,,yBeK 3a/p:ka0 OCHOBHE IPUHIIUIIE
KJIAaCHKE: MepY, jaCHONY M CKJIaTHOCT. 59

bophe JoBanoBuh ce npxku akazemMu3Ma cBe
JI0 Kpaja CBOT CTBAapasladKor KHMBOTa, AyOoko y XX
BEKY, KaJla yBEJIMKO ABAHTAPJHM YMETHHIM HETH-
pajy Haueqma OBOI' yMETHMYKOr npasua. Kputuka
je Ouna nonessena. C jeaHe crpaHe, OWIIM Cy OHU
Koju cy JoBaHoBmha cmarpaiu onopaMOSHIM 3HI0M
KOJU LITUTH YMETHUYKY CLEHY Of JIOMUHALH]E ,,3a-
CTpamuBama’“ MOJEpPHE YMETHOCTH,®0 | IecCHHKOM
HOBEJIUCTOM KOjH TEXH CKIaxy, YUCTUM WU MHUp-
HUM (popmama.©! busio je 1 OHUX KpUTHYApa KOjU Cy
cMmarpaiu JoBaHOBUhEB paj| HEIPHIMYHUM 32 €CTe-
TUKY XX Beka®2 300r HHEPTHOCTH ITpeMa IPOCTOpy U
CTPYKTYpH MatepHjaia,’3 Kao 1 HeCIIOCOOHOCTH 1a y
TUMU3UPAHUM,%* WHTUMH3UPAHUM, HEMAIITOBUTUM
JaBHMM CIIOMEHHUIIMMA OCTBApU MOHYMEHTAIN3aM. 6

Mupuc iponeha, Mupuc pyxca, Oomop

N360p nena Ha koja he 6utu ckpeHyTa moceod-
Ha Ma)<imha MPOU3BOJbaH j€; yMECTO 0 akToBUMa Mu-
puc uponehia (1902), Mupuc pysca (1914) u Oomop
(1930), jennako je MOIIIO OMTH PEUYH O CKYINTypa-

56 Ani¢ 1991: 17.

57 Boposan 2006: 207-208.
58 MertkoBuh 1967: 252.

59 Wlaynuh 1980: 160.

60 Ani¢ 1991: 105-106.

61 TTerxoBuh 1967: 251-252.
62 Murpusosuh 1980: 526.
63 Trifunovi¢ 1970: 5, 15.

64 Bopozan 2006: 206.

65 Trifunovié¢ 1970: 8.
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and the expressiveness of their French colleagues,
created works without overt gesticulation and theat-
rics.5¢ Idealist Realism is the term that best defines
Jovanovi¢’s approach to art as a symbiosis of the
content and the form, embodied in the culture of con-
trolled passions and emotions.>’ He strives towards
the beauty of lines and the harmonious distribution
of masses, while searching for the ideal beauty. In
the art of Jovanovi¢ there is a visible inclination to
achieve artistic effects with calm and rhythmical
lines, rounded forms and harmonious arrangements
of the masses. He always succeeds in making the
proportions of his figures correctly fixed; that the
hand, the torso or the hip are impeccably modelled
and that the masses are harmoniously distributed.>8
According to the words of Predi¢, Jovanovi¢ has
“always kept the basic principles of the classic art:
measure, clarity and harmony.”>?

Porde Jovanovi¢ stayed true to Academism
until the end of his creative life, which was well
into the 20th century, when avant-garde artists had
already considerably negated the principles of this
artistic style. The criticism was divided. On the one
side there were those who considered Jovanovi¢ a
defence wall protecting the art scene from the domi-
nation of the “deviance” of the modern art,%0 “the
novelist poet” who aspires towards harmony, pure
and calm forms.¢! There were also those critics who
believed that Jovanovi¢’s work was inappropriate
for the aesthetics of the 20th century®2 because of the
inertness towards the space and the structure of ma-
terials®3 and the incapability to achieve monumen-
talism in the typified,®* intimated and unimaginative
public monuments.65

Scent of Spring, Scent of Roses and Repose

The selection of the works that we are going to
draw the attention to is random. Instead of nudes Scent
of Spring (1902), Scent of Roses (1914) and Repose
(1930), it could have just as easily been sculptures Fruit

56 Ani¢ 1991: 17.

57 Bopozan 2006: 207-208.
58 MerkoBuh 1967: 252.

59 laymih1980: 160.

60 Ani¢ 1991: 105-106.

61 TTerkoBuh1967: 251-252.
62 Murpunosuth 1980: 526.
63 Trifunovi¢ 1970: 5, 15.
64 Boposan 2006: 206.

65 Trifunovi¢ 1970: 8.
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1. Bophe Josanosuh, Mupuc uponeha, 6ponsa, 1902

1. Porde Jovanovié, Scent of Spring, bronze, 1902

Ma Kyiia 3a eohe (1916), Hepauuya (Bapujante u3
1896. u 1917), Bohe, jep ux kapakTepuiily 0coouHe
3ajeanuke Behunu JopanoBuheBux aktoBa. OHe cy
CBOjEBPCHU JIMPCKUA U ONTHMHCTUYKHU aBepc JoBa-
HoBuheBor kapaktepa.®® Ilasne Jlarapuh JoBamo-
Buha HasuBa ,,Tpy0aaypoM »XeHa, BajapoM camba-
puja‘ ynpaBo 300T OBUX Jieja, Koja Cy ,,AHTUMHHU]a,
OTMEHHUja, TOIJINja U CEH3UOMIIHUja* O/l CIOMEHUY-
KHX CKYJNTYypa 3a Koje je JoBaHoBuh 1001jao mnpu-
3Hawa.” OBe CKyINType Cy OJNYEHE YMETHHKO-

66 Josamosuh 2005: 69.
67 Josarosuh 2005: 60.

“PURE ART” IDEALS IN THE WORKS BY SCULPTOR
PORDE JOVANOVIC

2. Bophe Josanosuh, Mupuc pysica, mepmep, 1914
2. Dorde Jovanovic, Scent of Roses, marble, 1914

cup (1916), Dancer (the 1896 and the 1917 variants)
and Fruits, since they are characterised by the features
common to most of Jovanovi¢’s nudes. They are a
lyrical and optimistic obverse of a kind of Jovanovi¢’s
own character.%¢ Pavle Lagari¢ calls Jovanovi¢ “a trou-
badour of women, a sculptor of dreams” precisely be-
cause of these works that are “more intimate, more el-
egant, warmer and more sensible” than the monument
sculptures for which Jovanovi¢ was given awards and
praises.®’ These sculptures are the epitome of the art-

66 Jopanosuh 2005: 69.
67 Josanosuh 2005: 60.
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‘HOPHA JOBAHOBURA

BOT TT03HAaBamkba aHATOMHU]E U ,,I0y3/1aHOCTH HETOBE
PYKE U TUIIKOCTH HeroBa J1yxa.o8

W3 camux HacnoBa OBUX Jena, 0e3 Mpel3Hama
wi ¢ororpaduje koja O CBeJOUYHIA O HUXOBOM
u3IIeny, He OMCMO MOTIIM 3aKJbYYUTH KOjU j€ MO-
TUB IIPEJCTAaBJbEH, OCUM Yy Ciy4dajy Hepauuye n
eBeHTyaJlHo Oodmopa. HacnoBu Hac HaBoJE Ha MO-
MHCA0 J1a je ped O MmpeacTaBamMa MPTBE HpUpPOJe
WM Tiej3axa, nomyT aena Andepra Mypa Aszaneja
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ist’s knowledge of anatomy and “the reliability of his
hand and the suppleness of his spirit.”’68

We could not conclude which motif has been
represented from the mere titles of these pieces,
without any advance knowledge or a photography
that would show their appearance, except in the case
of the Dancer and possibly Repose. The titles make
us think that these are representations of still life or
landscape, such as the pieces by Albert Moore Azal-

3. Bophe Josanosuh, Oomop, mepmep, 1930

(Azaleas, 1868), Hap (Pomegranates, 1865—-1866),
Ha KojuMa je, kao ko JoBanoBwha, JTOMHHAHTHA
KeHCKa (urypa, a MOTUBH TI0 KOjUMa Cy Jiefia J10-
Ouna HasuBe Cy nepudepHu eneMeHTH. JoBaHoBuh
uje Kopak najee, y nenuma Mupuc iporeha v Mu-
puc pysca, yBonehu ¢peHoMeH Mupuca, CyIITHHCKA
HEOIUIJbUBOT, Y carjielaBakbe MaTepHujan30BaHOT
CKyJNnTOpajmHor nena. Tume ce Kox mocMarpada,
nopea BHIA U aonupa, mokpehe u uyno mupuca,
Makap ¥ Ha IMaruHapHOM HUBOY.

[Ton yTumajeMm MOIEPHUCTUYIKE pEUHTEPIIPETa-
1[1j€ YMETHOCTH, OOMYHO C€ MPEACTABE JKEHA, Ofle-

68 TlerrkoBuh 1967: 253

3. Porde Jovanovi¢, Repose, marble, 1930

eas (1868), Pomegranates (1865—1866) where, like
in the case of Jovanovi¢, there is the dominant fe-
male figure, while the motifs that gave the name to
the work are peripheral elements. Jovanovi¢ goes a
step further, in his pieces Scent of Spring and Scent
of Roses, by introducing the phenomenon of scent,
essentially intangible, in the understanding of the
materialised sculptural piece. Thus, in addition to the
vision and touch, he also sets off the sense of smell in
the observer, at least at the imaginative level.

Under the influence of the modernistic reinter-
pretation of art, the depictions of women, in clothes

68 TletkoBuh 1967: 253.
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4. George Watts, [Tuemanuonosa sicena, ywe na inamny, 1868

4. George Watts, The Wife of Pygmalion, oil on canvass, 1868

BEHHUX U HArMX, HACTAJIe PYKOM MYIIKOT YMETHHKA,
HETraTMBHO TyMaue Kao OoJInueme nojpehene ymore
xeHe. Hacrana o Mymkor ymeTHuka, mocMarpa-
Ha OJ] MYIIKOT TIOCMarpaya, OHa je MOTYUEHCHA MY-
IIKKM, €pOTH30BAaHHUM, TTaTPUjapXaTHUM U 00jEeKTH-
BU3Mpajyhum nomeauma. OHa je macuBHa, OTKPUBE-
Ha y MONTYHOCTH, Y (PyHKIIMJU MYILIKOT yXKHBama.%?
HacympoTr TakBOM ayTOMaTcKOM aHTaroHW30Bamby
MYIIKE TO3UIMje, OBAaKBa Jejla C€ MOTY TyMadH-
TH Ka0 3HAK MYIIKOI HCKPEHOI JWBJbCHA INpeMa
KEHCKO] JIenoTH. ,,bophe JoBanoBuh je u omsuie
ocehao U BOJIEO JIETIOTY JKEHE J1a je He OU OBEKOBe-
YHO HarOM Y YMETHOCTH. YOCTaJIOM YMETHHUK H Ka/ia
o0J1auu cTaryy Mopa je Ipe Tora KOHCTPyUCaTH Hary
0 CBUM 3aKOHUMa aHaToMuje. .. 70

Jlunie Ha Mupucy pyoica je BepoBaTHO JIMK JoBa-
HoBuheBe cynpyre Maprepure. CITHYHOCT ce BHIU
Ha ckynnrypama Tyee, Tyvoacne Cpouje, Topoociuu,
Ciiyouju sicencke enase,’! anu GUCMO MOTIU TIPHU-
METHUTH Ja ¥ Ha pagoBumMa Mupuc tiponeha, Oomop,
Kyiia 3a eéohe n ap. Mi1afo M JbYIIKO JIUIIE MTPUTIAIA

69 Berger 1972: 45-64.
70 aymuh 1980: 159.
71 Joganosuh 2005: 64.

“PURE ART” IDEALS IN THE WORKS BY SCULPTOR
DORDE JOVANOVIC

or nude, created by the hand of a male artist, are
usually negatively interpreted as the epitome of the
subordinated role of the woman. Created by a male
artist, watched by a male observer, it is subjugated
to the male, eroticised, patriarchal and objectivising
views. It is passive, completely exposed and serves
for the male pleasure.®® As opposed to such an auto-
matic antagonising of the male position, these works
may be interpreted as a sign of the man’s sincere
admiration for the female beauty. “Dorde Jovanovi¢
felt and loved the female beauty too much not to
make it immortal as nude in art. After all, even when
an artist dresses up a statue, they must beforehand
create it nude under all laws of anatomy...“70

The face on the Scent of Roses is probably the
image of Jovanovi¢’s wife Margerita. Similarity may
be observed in the sculptures of Sorrow, Sad Serbia,
Pride, Study of a Female Head,”! but we could dis-
cern that in the works Scent of Spring, Repose, Fruit
Cup, etc. as well, the young and lovely face belongs
to a certain type of idealised physiognomy that var-
ies to a lesser degree from time to time. Regardless
of the fact that Margo was the model for some sculp-
tures, they are not portraits of the artist’s wife in the
true sense of meaning. With their features, except
for the size and the shape of the nose,’? and their
mild expression they are reminiscent of the ancient
sculpture of Venus of Milo and The Wife of Pygmal-
ion (1868) by George Watts. What Mitrinovi¢ called
expressionless,”? Winckelmann marked as the char-
acteristic of the apex of the ancient art’4 and Hegel
as the main objective of sculpture: “sculpture... must
eliminate from its works any accidental subjectiv-
ity... In this way, the artist is forbidden to use the
face expression with regards to the physiognomy”
and should eliminate any movements of the face that
express “arrogance, envy, narcissism... contrition,
spite, menace and fear.”’5 Indeed, the Aestheticism
artists, from Albert Moore with his ancient ladies
with the always dreamy expressions, through Ros-
setti with his ladies always pensive and distant, to
Burne-Jones with the repetition of expressionless
characters, presented their figures in this way, by re-
moving ephemeral expressions of emotions.6

69 Berger 1972: 45-64.

70 [1Taymuh 1980: 159.

71 Josanosuh 2005: 64.

72 Josanosuh 2005: 70.

73 Mutpusosuh 1980: 526.

74 Prettejohn 2005: 27-31.

75 Xeren 1961: 111.

76 Prettejohn 2007: 101-127, 202231, 233-253.
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BOPDHA JOBAHOBURA

CBOJEBPCHOM THIly Hjealn30BaHe (U3NOTHOMH]E,
KOja TOBPEMEHO BapHpa y Mamoj Mepu. bes 003upa
Ha TO IIITO j& MOJEN 3a IOjeIMHEe CKYJINType Ouia
Mapro, oHe HUCY IOPTPETH YMETHUKOBE CYNIpyTe y
mpaBoM cMucity peur. OHe noncehajy cBojum mpra-
Ma, OCHUM TI0 BEJIMYMHHU ¥ 00JUKY HOCAa,’? 1 OJarum
U3pa30M Ha aHTHUKY CKyInTypy Munocke Benepe n
Ha [luemanuonosy scerny (1868) Ilopua Borca. Ono
mto je MutrpuHoBuh Ha3uBao Oesuspaznum,’ Bun-
KeJIMaH je 03Ha4YaBao OJJIMKOM BPXYHIIA aHTHUKE
yMmeTHOcTH,’4 a Xerea ITTaBHUM 33/IaTKOM CKYJIII-
Type: ,,CKYJINTypa ... MOpa JIa OTCTPaHU U3 CBOJUX
JieJIa CITy4ajHy CyOjeKTHBHOCT. .. TUMe ce yMETHHUKY
3a0pamyje 1a ce y norieay (pu3norHOMUKE CITyKU
u3pa3oM Juma‘“ u tpeda na m3daiy MmoKpeTe JInia
KOjuUMa ce U3paxkamajy ,,HaIMEHOCT, 3aBUCT, CaMO-
JbyOJbe... CKPYIIEHOCT, MPKOC, MPEeTHa U cTpax. 7>
Ha oBaj HaumH, OfCTpamUBAmEM IPOJIA3HUX HC-
N0JbaBakha EMOIIN]ja, IPEJCTABIbAIH CY CBOj€ JIUKO-
BE M YMETHHIIM eCTeThln3Ma, o Anmbepra Mypa,
ca CBOjUM aHTHYKUM JJaMaMa, YBeK CHEHHX H3pa3a,
npeko Pocernja, ca 1amMama yBeK 3aMHIIJBEHUM U
oncytHuM, 10 bepH-IloyHca, ca penerumnmjom Oe-
3U3pakajHUX aKkTepa.’o

OBa BpcTa aHOHUMHOCTH MOXe OUTH Tymaue-
Ha y KOHTeKcTy peun Tamap ['ap0O: ,,AHOHUMHOCT
npeacTaB/beHe 0code Omiia je o] KpyLujaaHorT 3Ha-
Yaja na Ou Onia meprunupaHa kao amOieM Mozep-
Hoctu. JlaTH joj mMe 3HaYMII0 OM mpeoOpa3uTH Cim-
Ky OJl CIIOMEHHKA MOJICPHOT )KMBOTA Y CJIMKY IPH-
BaTHOT 3Ha4ema. 7’ Ckynnrype Hopha JoBanosuha
Cy, YMHU Ce, Y UCTO BpeMe amOiieM Oe3BpEeMEHCKE
JIETIOTE U MOJIEPHOCTH, U YIIPaBO 300T TaKBE CBOjE
NPUpPOJIE OHE jeCy, C jeqHe CTpaHe, HeTIePCOHAIN30-
BaHe, OOkaHCKe (TOTOBO), JIOK CY, C ApyTe CTpaHe,
IPUCYTHE y CaBPEeMEHOM J100Y.

YMeTHUIIM ecTeTHIU3Ma’8 Cy YecTo OLITPO
KPUTUKOBAHHU 300T €CKAIIMCTHYKE TCHACHIIH]E OKpe-
Tama KyITypH aHTHKE, CPEIbEr BeKa U peHecaHce
3apaj Oexama O MPOMEHAa U Mporpeca Koje je HH-
IyCTPHUjCKa PEBONyNHja AOHOCHIA. Tako je HBHUXOB
palx TymMadeH JAPYIITBEHO HEOATOBOPHUM M aHaX-
poHuM.”® CuyHEe KPUTHKE, Y KOHTEKCTY IPOMEHa

72 Josanosuh 2005: 70.

73 Mutpusosuh 1980: 526.

74 Prettejohn 2005: 27-31.

75 Xeren 1961: 111.

76 Prettejohn 2007: 101-127, 202231, 233-253.
77 Garb 1998: 137-138.

78 Kao u pax Umanyena Kanra u nucama moGopHUKa ecTe-
THUIIU3MA.

79 Prettejohn 2005: 9, 45.
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This type of anonymity may be interpreted in
the context of the words of Tamar Garb: “Anonym-
ity of the represented person was of crucial impor-
tance in order for it to be perceived as the emblem
of modernity. To give it name would mean to trans-
form the image of the monument to modern life into
an image of private meaning.”’’ It seems that the
sculptures of Porde Jovanovi¢ are at the same time
an emblem of timeless beauty and modernity, and
precisely because of such nature of theirs, they are,
on the one hand, non-personalised, (almost) divine,
while, on the other hand, they are present in the
modern times.

The Aestheticism artists’® were often severely
criticised because of the escapist tendency to turn to
the culture of the Antiquity and the Middle Ages in
order to get away from the changes and the progress
brought by the industrial revolution. Thus, their
work was interpreted as socially irresponsible and
anachronous.”® Similar criticism, in the context
of the 20th century changes in the art, was voiced
out against Porde Jovanovi¢ by art critics and art-
ists who advocated departure from the principles
of the traditional paragons of the classical art. With
regards to Jovanovi¢’s works exhibited in Rome
in 1911, Mitrinovi¢ criticised the artist’s outdated
aesthetics, which was incongruent with the modern
times: “... these things are not sculptural, they are
not sculptures; they are too weak and too cute to
be sculptures, they are more decorative, too “beau-
tiful” in an unbeautiful sense of meaning, they are
unindividual and expressionless.” Although he did
not negate the quality of the technical execution and
the artist’s talent, Mitrinovi¢ described the pieces
as “alogical toward the material, unconstructive,
powerless, not brisk, with more painting than sculp-
tural effects,” concluding that neither the artist nor
the jury “should be proud of themselves.”80 Such a
harsh criticism may inspire us to contemplate how
much an artist needs to accommodate to the times
and the change in the aesthetics of the new age,
while on the other side we always have to bear in
mind the perspective from which the critics observe
the piece of art, in what kind of artistic thought it has
been shaped.

What is symptomatic of Jovanovi¢’s representa-
tions of beautiful women is the fact that they rarely

77 Garb 1998: 137-138.

78 As well as the work of Immanuel Kant and the writers
advocating Aestheticism

79 Prettejohn 2005: 9, 45.
80 Murpurosnh 1980: 526.
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y ymMeTHOCTH y XX Beky, Dophe JoBanosuh je no-
61jao o] TMKOBHUX KpUTHYApA U YMETHHUKA KOJU Cy
Ce 3ajlarajy 3a HamyIITamke Hayesla TpaJuioHal-
HHUX y30pa KJlachyHe ymMeTHOCTH. IloBomom JoBaHo-
BuheBux pajzoBa uznoxkeHux y Pumy 1911. ronune
MutpuHoBUh KPUTHKYj€ YMETHUKOBY MpeBazuheny
€CTETHKY, KOja je Y HEeCKJIaZy ca MOJEPHUM J000M:
»+-- OBE CTBAPU HUCY CKYJINTYpPHE, HUCY CKYIIITYPE;
npeciabaiiHe U mpeciaTke ¢y aa Ou Owie CKyJm-
Type, Tpe JIeKOpaTUBHE, CyBUIIIE “JIene’ Y HeJIeoM
CMHCITy pe4H, HeMHAWBUAYyallHE Cy U Oe3u3paszHe.
Waxko He mopuue KBAIUTET TEXHUYKE U3BEI0E U Ta-
JeHaT yMeTHHKa, MutpuHOBUh pasoBe O3Ha4aBa
Kao ,,aJJOTMYHE MpeMa Marepujaiy, HEKOHCTPYK-
TUBHE, OECHa)XKHE, HE KpEeIKe, ca BHUIIIE CIHKapC-
KHX HEro CKYJNTOPCKUX edekara“, 3aKby4UHBIIN
7a ,,He CIIy’Ke Ha 4acT"* HU YMETHHUKY HH JKUpH]jy.80
OBako omTpa KpUTHKa MOXE HaC HaBECTH Ha pas-
MUIIJbAEhEe KOJIMKO YMETHHMK Tpeba Ja ce mpuia-
rohaBa BpeMeHy U IPOMEHH €CTETHKE HOBOT 100a,
a c apyre CTpaHe, yBeK MOpaMO MMaTH Ha yMy H3
KOj€ MepCIeKTUBEe KPUTHKA [TOCMaTpa JIeo, Y Kak-
BOj YMETHHYKO] MHCJIH je OHa (popMupaHa.

Omno mro je cuMnToMarudHo 3a JoBanoBuhene
MpeCcTaBe JICTIOTHIIA jeCTe YHIbEHHIIA J1a OHE PETKO
KaJ TIieajy y mpaBily nmocmarpaua. buxos norien
je ynpT y laJbuHy, OKPEHYT y CTpaHy, WM Ka CBOM
YHYTpaIlbeM camanadkoMm cBety. OHe mocroje 0e3
o03upa Ha Halle MOIVIeJe U TUBJbEHE, KOJUX Kao
Jla cy cBecHe, u, He Mapehu, mo3BosbaBajy na Haml
MoTyIe ] JIyTa Jy’K HUXOBHUX OOJMHA WM MPAaBUIHUX
[pTa JIMIa, ajJu He ocTBapyjyhu aujanor ca Hama.
One cy ynyOJbeHE y CBOj€ MUCIH, MUPHCE TIPH-
poie wiM caH, ykuBajyhu y Jiernotu cBor Teia u
auna, He cakpuBajyhu ce TkaHuHoM. Mctu ytucak,
0 OJNICYCTBY HAacCTOjama TpeACTaBbeHe (urype na
CTBOPH OJIHOC ca IocMmarpayeM 300T CyIITHHCKE
CaMOJIOBOJFHOCTH, Xeren je cTekao mocmarpajyhu
AQHTHUYKE CKYJNTYpe, a CABPEeMEHH KPUTHUYApH aHa-
au3upajyhu yMeTHOCT ecteTuiuima. sl

Brnagumup IletxkoBuh y3pact JoBanoBuheBmx
JlaMa CMeEIITa y TOIMHE ,,KaJa Ce TeJIO jOII MpoTe-
xKe 1 popMe HUCY no0uIIe CBOjy Ae(UHUTHBHY 3a-
00JBEHOCT ... Kao py’ka Koja TeK IITO C€ pa3BHia
13 mymoJbKa. 82 Mnak, mo opMUpaHOCTH FlbUXOBHX
oOnrHa Moo OU ce 3aKJbYYUTH Jla HbUXOBO TEJIO
jecre n006mI0 Ne(PUHUTUBHY MIIaJallauky 3a00Jbe-
HOCT, UJeaaHy y nponopiujama. Meradopa ca py-

80 Mutpuuosuh 1980: 526.
81 Prettejohn 2007: 140—141.
82 IMerxoBuh 1967: 253.
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5. Venus de Milo, mepmep, oxo 100. i. H. e.

5. Venus de Milo, marble, c. 100 BCE

look in the direction of the observer. Their gaze goes
to the distance, it is turned sideways, or to their own
interior world of dreams. They exist irrespective of
our gazes and admiration, which they almost seem
aware of and without caring they allow our look to
wander over their curves and regular face features,
but without having a dialogue with us. They are
deep in their thoughts, immersed into the scents of
nature or a dream, enjoying the beauty of their body
and face, without hiding behind any fabric. The
same impression, about the absence of any attempt
of the represented figure to establish a rapport with
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HOPHA JOBAHOBURA

KoM Kojy je IleTkoBnh HauUMHNO MOKE Ce pa3yMeTH
Yy OBOM KOHTEKCTY: YKOJIMKO IMOTITYHO PacIBETaTy
PYXY, Y CBOM HajpacKOILIHUjeM U3Jalkby, Pa3yMeMO
Kao TModYeTak Kpaja BEHOT JKMBOTA, Ka0 MOCIEIbY
eTarry, y Kojoj TeJl0 JOXKHBJhaBa CBOjy HajBehy Jie-
MOTY M TIOCJIC KOje je MPOIaJJbUBOCT HEU30eKHa,
OHJIa CE ally3Wja Ha T€K HAUETy PYKYy MOXKE MpHMe-
HUTH Ha JoBaHoBmheBe Miasne, Jieme W TparoBuma
CTapema HeIOTaKHyTe keHe. Ha ’BUXOBUM JHInMa
Hema Oopa, kao mro je ciydaj Ha Ciuiyouju (Map-
20), OHE HE TI0Ka3yjy 3HaKOBE OpHIre MM Tyre Kao
kox Ocitlaswene, jep NX HUCY UCKYCHUIIE HITH UX Be-
HITO PUKPUBAJY.

OBakBa HEEKCIIpeCHBHA JINIIA, JOCTOjaHCTBEHA
y cBOjuM ocehamiMa u MUCIIMMA, Tena 6e3 OuuIIIe/I-
HUX BEHA W KWia, XBajuo je Bunkenman, nusehun
ce Anonony bensenepckom (Apollo Belvedere) u
Benepu Meamun (Venus de’Medici).8? 3a mera je
MaTepHjaTHOCT OBUX CKYJNTYpPa, KOje Cy KpOo3 UCTO-
pHjy IOBpEMEHO cMaTpaHe 0eKMBOTHUM U apTH(H-
IIMjeTHUM, TIOIYT BpaTa Kpo3 Koja Hall JyX Tpeba
Ja: ,,... ICHETpUpa y KpaJbeBCTBO OecCTeecHe Jie-
MOTe, U HACTOjHU Jia TIOCTAaHEe CTBapaTesb pajcKe Jie-
1oTe, y UWJby MyHhEemha Haller yma JienoraMma Koje
Cy M3HAJI MPHUPOJE: 3aTO LITO Y OBUM JieJIUMa HeMa
Huuer cMpTHOL.“84 Crora, Mmoxxemo JoBanoBuhese
Hare JICTIOTHUIIC MEPIMITUPATH, HE KA0 ITyKU YMETHH-
KOB PaJ] Ha yCaBpIIaBamwy JbyACKE aHATOMH]j€, HUTU
Kao ,,HeMHIUBHUAyalHe u Oe3u3pazne™,$5 Beh kao
YHYTpAIIkY JETOTy OJUYCHY Y CIOJhallmboj, Oe-
CMPTHO] JIETIOTH, Ka0 ,,0[lyXOBJHEHO KUBO Te0" .86

Bpownzany ckynnrtypy Mupuc uponeha, Bucune
75 cm, JoBanoBuh je nauununo 1902. rogune y Ile-
Tporpany, rae je ypehunao cprcko ojiesbeme BeInke
CrnoBeHcke eTHorpadcke m3noxoe.87 3a oBaj pan,
3ajenHo ca Hesom, [[pnozopyem na ciupasicu v Mo-
nenom Benuke Cpbuje, moduo je cpeOpHy Menasby.
Muogpar JosanoBuh ymyhyje Ha Mmoryhu yTH-
1aj pyckor uctakHytor Bajapa Ilasma TpyOerkoja
(ITaBen IlerpoBuu TpyOeukoii),38 amm 360r ymer-
HUKOBOT OTBOPEHOT HETOJAp)KaBamka KIACHIIM3MA,
Npa3HOr CHUMOONM3Ma M 0e3pa3iokKHE TEXHIbe Ka
3aBpIIEHOCTH CBHUX JeTasba,’) OBaj yTHIaj Tpeba
MPEUCTIUTATH.

83 Prettejohn 2005: 27-31.
84 Prettejohn 2005: 29.

85 Murpunosuh 1980: 526.
86 Proti¢ 1979: 306.

87 Anic¢ 1991: 47.

88 Jomamosuh 2005: 69.

89 Brinton 1911: 77, 111.
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the observed because of the essential self-sufficien-
cy, had Hegel when he looked at ancient sculptures
or contemporary critics when they analysed the art
of Aestheticism.8!

Vladimir Petkovi¢ attributes the age of Jovan-
ovi¢’s ladies to the years “when the body still stretch-
es and the forms have still not obtained their defini-
tive curviness... like a rose that has just developed out
of a bud.”82 Nevertheless, judging by the formation
stage of their curves, we could conclude that their
body did indeed get the definite youthful curviness,
ideal in its proportions. The rose metaphor created
by Petkovi¢ can be comprehended in this context: if
we see a fully blossomed rose, at its most glorious, as
the beginning of the end of its life, as the final stage
in which the body experiences its greatest beauty and
after which the decay is unavoidable, then the allu-
sion of the barely opened rose may also be applied to
Jovanovi¢’s young and beautiful women, untouched
by any traces of getting old. There are no wrinkles on
their faces, like in the case of the Study (Margo), they
do not show any sign of worry or sorrow, like in the
case of The Abandoned, because they have still not
experienced them or they hide it skilfully.

Such expressionless faces, dignified in their
feelings and thoughts, the bodies without any appar-
ent veins and tendons were praised by Winckelmann,
admiring the Apollo Belvedere and Venus de’ Medi-
ci.8 For him, the material nature of these sculptures,
which have sometimes been considered lifeless and
artificial through the history, is like a door through
which our spirit should: “penetrate the realm of
bodiless beauty and attempt to become the creator
of heavenly beauty with the aim to fill our mind
with splendour that is above nature; because there is
nothing mortal in these pieces of art.”’$4 Therefore,
we may perceive Jovanovi¢’s nude beauties not as
the artist’s mere work on the perfecting of human
anatomy or as “unindividual and expressionless,”83
but rather as the inner beauty embodied in the outer,
immortal beauty, as “spirited living body.”86

Jovanovi¢ made the bronze sculpture Scent of
Spring, 75 cm high, in 1902, in Petrograd where the
artist was in charge of arranging the Serbian section

81 Prettejohn 2007: 140-141.
82 Ierkosuhi 1967: 253.

83 Prettejohn 2005: 27-31.
84 Prettejohn 2005: 29.

85 Murpurosuh 1980: 526.
86 Proti¢ 1979: 306.
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Mupuc dponeha je muemodpurypagHa Tpen-
CTaBa MJIaJie Hare JeBOjke y cereheMm moyioxajy,
KOja jeTHOM PYKOM JIOAHpPYje CBOjy PacHyIITEHY,
YTy KOCY, IIOK Yy NIPYyroj Ap>Ku OyKEeT pa3HOB-
cHor nBeha.?0 Mmano, OyjHO TEJNO YCKOT CTpyKa,
yjeIHaYeHUX MPOMOPIINja U TIIATKE KOKE aHTHYKOT
TUIA, CEIU Ha KaMeHy, Kako ce 300r rpybJbe 00-
pane moxe 3akpyuntd. Cam HaszuB Hac ymyhyje
Ha MPUPOY U YYJIHE CeH3aluje Koje ce y mposche
MOTY MCKYCUTH. J{niema mocToju y Be3u ca 0JHO-
COM IIpeJ/ICTaBJbeHE JeTnoTHIle 1 npupoae. OHa 6u
Moriia OUTH jenHa oOWYHA TMaK W3BaHPEIHO Jiemna
JIeBOjKa, KOja y>KMBA Y OBOM TOAMIIEM 100y U
CBUM JapoBHMMa KOje OHO Jaje, JOCIOBHO MHPH-
myhu npupomy oko cede. Mehytum, moxemo je
BHUJETH Kao cuMOO0i mposieha U Herose IIoJHO-
ctu. [lpu mepuunupamy MpencTaBe Hare u Jiene
KeHCke (urype y MpUpOAH, MOTOTOBO YKOJIUKO
ce HacjoBOM Wi arpubytuma ynyhyje Ha mpo-
nehe, Hen30exkHO je mpeucnuTatu Moryhy Besy
ca aHTU4KoM OorumoM Benepom.®! boruma Bere-
Talyje, JernoTe U Jby0aBU YMHU C€ Kao MCATHO
o0janmeme MpeaCcTaB/beHE JICMOTUIE Ha CKYJII-
Typu Mupuc iiponehia. ako nzoctajy yoonuajeHu
aTrpulyTu MOpa U MOpckux Omha, Kao U IIKOJbKE,
ca kojuma je Benepuno poheme mnpukaznBaHO
y MUCAaHO] U BU3YEIHO] YMETHOCTU — Y3MHMO 3a
npuMepe aHTuuyke nucie Xomepa u Xecuona’? u
yyBeHe npexacrase Pohera Benepe Cannpa botu-
uenuja (The Birth of Venus, cpequHa JieBeTe jerie-
Huje XV Beka) u Venus Anadyomene n3 1848. To-
nune XKana /lomuauka EHrpa — onmTu yTucak na
JoBanoBuheBa nama cenu y mpupoau, Ha KaMeHY,
MOJKE YIIyTUTH Ha Be3y ca OBUM OokaHCTBOM. Ta-
kohe, kao OGoruma BereTalyje U MIOAHOCTU HPHU-
porne, Benepa je uecro npukasuBaHa ca 1sehem u
I10/10BUMa,?3 o3HauyaBajyhu tako poheme npupo-
ne y nposehe, mTo je BepoBaTHO HajpacKOIIHH]E

90 Aytop mpemosmaje fa Cy y mHTamy pyXKe H jale, JOK
ocraie Bpcre 1Beha HUCY 1o3Hare.

91 Amrnuka prMcka Gormma Bererarmje Bemepa je, mon
yTHIIAjeM TpYKe KyIType M MUToJoruje, mpeysena y VI Beky
mpe HOBe epe arpuOyre m emurere Adpomute, rpuke OOTHmE
nenote U JbybaBu. 30or gorahaja y TpojaHCKOM paTy OHa CITyKH
Kao 3alITHTHHIA Xepoja, YMMe je NoOWiIa Ha 3Hadajy y MYIIKO]
PEIUIHO3HOCTH TOT BpeMeHa. 3HauyajaH je OBaj OJHOC MYIIKOT
paTHUKA M KEHCKOI' OOJKaHCTBA, IITO CE MOXKE TyMauyHTH U Y
KOHTEKCTY MYIIIKOT YMETHHUKA ¥ IOCMaTpaya 1 IIpeaMeTa IUBIbeHha
y Gopmu Oorume, onuYema JIenoTe U JbyOaBu. OmmupuHuje y:
Bernstein 1996, nmocedno 99-112.

92 Bernstein 1996: 105-106.

93 Mehy rmaBunum arpuGyrtiva Benepe Hamase ce pyxa,
Mak, MUpTa, Hap u jaOyka, B. Bernstein 1996: 106—109.
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at the large Slavic Ethnographic Exhibit.87 He was
awarded silver medal for this piece, together with
The Neva, Montenegrin Standing Guard and the
model of Great Serbia. Miodrag Jovanovi¢ points
at possible influence of renowned Russian sculp-
tor Paolo Petrovich Troubetzkoy (ITaBen [TerpoBuu
Tpy0enkoii),8 but, because of the artist’s open lack
of support for Classicism, empty Symbolism and
unreasonable aspiration towards the finality of all
the details,8 this influence needs to be examined.
Scent of Spring is a whole-figure representa-
tion of a young nude woman in a sitting position
who is touching her loose, long hair with one hand,
while holding a bouquet of different flowers in the
other.90 The young, lush body with narrow waist,
uniform proportions and smooth skin of the An-
tiquity type, is sitting on a piece of rock, as may
be concluded on account of the rougher finish. The
name of the piece points us at nature and the sensual
feelings that may be experienced in spring. There
is a dilemma with regards to the relation between
the represented beauty and nature. She could be an
ordinary, but exceptionally beautiful girl nonethe-
less who is enjoying this season and all the gifts it
bestows upon us, literally scenting the nature around
her. However, we can also see her as the symbol
of Spring and its abundance. When perceiving the
representation of a nude and beautiful female fig-
ure in nature, especially if the title or the attributes
suggest spring, it is inevitable to ponder about the
possible connection with ancient goddess Venus.’!
As the goddess of vegetation, beauty and love, this
seems like an ideal explanation of the beauty repre-
sented in the sculpture of Scent of Spring. Although
there is a lack of the usual attributes of the sea and
the marine creatures, such as shells, with which the
birth of Venus has been depicted in the written and
visual arts — suffice to take the examples of ancient

87 Ani¢ 1991: 47.
88 Joparosuh 2005: 69.
89 Brinton 1911: 77, 111.

90 The author recognises that some of them are roses and
tulips, while the other types of flowers are not known.

91 Under the influence of the Greek culture and mythology,
in the 6th century BCE, the ancient Roman goddess of vegeta-
tion Venus took over the attributes and epithets of Aphrodite, the
goddess of love and beauty. Because of the events linked to the
Trojan War, she also served as the protector of heroes, thus gain-
ing importance within the scope of the male religiousness of that
period. This relation between a male warrior and a female deity is
significant, since it may also be interpreted in the context of a male
artist and observer, and the object of admiration in the form of a
goddess, the epitome of beauty and love. More details in: Bern-
stein 1996: especially 99-112.
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6. Ilaja Josanosuh, I'ona Bepiua iipeo oenedanom,
ywe Ha unainy, 1895-1896

6. Paja Jovanovi¢, Nude Berta in Front of a Mirror, oil on
canvass, 1895-1896

y BH3YE€JIHOj YMETHOCTH npeacTaBuo boruuenn Ha
cimui Primavera w3 1482, roqune. %4

Benmka cnuuHOCT y Tpe/icTaBJbamky M03€ Hare
neBojke yBuha ce Ha ciuu Ilaje JoBanosuha /ona
bepitia ipeo oeneoarom w3z 1895/1896. ronune,
NPBOM TIO3HATOM aKTy OBOT IICHEHOI YMETHHKA.
Paznuke ce youaBajy y NO3MIMOHHUpAmY JECHE
pyke u monoxajy rase. Mehytum, usrien mianor
TeNa, YKpIITEHe HOTe Yy Ipezeny 3r1o0oBa, jayra
OyjHa Koca, OIIITH YTUCAK yKUBaHba Y CONICTBEHOM

94 Tpeba moce6HO HAOMEHYTH 1a ce BoTuery cMaTpa mpBIM
YMETHHKOM KOjeM je JIeroTa Ouia yATHMAaTHBHY LIMJb yMeTHOCTH. O
cunu [Iponehe unrary y: Baldini 1984, moce6ro 11, 101-109.
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authors Homer and Hesiod,”? and the famous depic-
tion of The Birth of Venus by Sandro Botticelli (mid
1480s) and Venus Anadyomene from 1848 by Jean-
Auguste-Dominique Ingres — the general impres-
sion that Jovanovi¢’s lady is sitting in nature, on a
rock, may suggest a link with this deity. Also, as the
goddess of vegetation and fertility, Venus was often
shown with flowers and fruits,”? thus symbolising
the birth nature in spring, which was probably in the
visual art most splendidly depicted by Botticelli in
his painting Primavera from 1482.94

A big similarity in the representation of the pose
of a nude girl may be seen in the painting by Paja
Jovanovi¢ Nude Berta in Front of a Mirror from
1895/1896, the first known nude by this renowned
artist. The differences may be noticed in the posi-
tioning of the right arm and the position of the head,
however, the appearance of the young body, the legs
crossed at ankles, the long dense hair, the general
impression of enjoying her own body and the crea-
tion of the work out of the mere wish of the artists
themselves, constitute the shared elements of these
two pieces of art. What is particularly significant
is that the painting Nude Berta in Front of a Mir-
ror was often linked with the aesthetic philosophy
of Immanuel Kant and the view at the nude as “a
sensual embodiment of the notion of beautiful.”3
This may lead us to a conclusion that the influence
of Aesthetics was present also among other Serbian
artists active at the turn of the century.

The sculpture Scent of roses, done in marble
in 1914 (62 cm high) constitutes an extraordinary
creation of Jovanovi¢’s search for a beautiful female
form. Although of small dimensions, the represen-
tation of a female image and bust, without arms,
surrounded by roses, exudes exceptional loveli-
ness of the form and powerful sensual value. The
female image is given in the almost full profile (if
watched from the front, parallel to the background
from which it seems to emerge) turned towards the
roses that surround the left side of the body. It is
important to note that the roses, which seemingly in
the lower zone stem from her very body, have just
opened their buds. In this way the observation by

92 Bernstein 1996: 105-106.
93 Some of the main attributes of Venus are rose, poppy, myr-
tle, pomegranate and apple. Bernstein 1996: 106—-109.

94 It needs to be emphasised in particular that Botticelli is
considered the first artist for whom beauty was the ultimate goal
of art. Regarding the painting Spring, read in: Baldini 1984: espe-
cially 11, 101-109.

95 Casnh 2020: 123-124.
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TEJly U CTBApame JeNla U3 KeJbe CAMUX YMETHHKA,
3ajeTHIYKH Cy eJIEMEHTH OBa JIBA YMETHHYKA Paja.
OHo mTO je MoCeOHO 3HAYajHO jecTe Ja je CIuKa
T'ona Bepiua iipeo oenedanom nose3nBana ca Guio-
30¢ujom ecretuke Mmanyena Kanta n nonmamem
aKTa Kao ,,9yJIHOT OTeJIOTBOpEma MojMa jeror:.%s
OBO Hac MOke HaBECTH Ha 3aKJby4ak Jia je yTULIaj
MPUTIAHUKA €CTEeTHIIM3MAa OMO TPUCYTaH U Mehy
JPYTHUM CPIICKAM YMETHHUIIMMA Ha Mpesia3y BEeKOBa.

Ckynntypa Mupuc pysce, Bucune 62 cm, u3-
BeseHa y Mmepmepy 1914. ronune, npencraBiba u3-
BaHpPEIHO OCTBapewme JoBaHOBMhEBOr Tparama 3a
JITIOM JKeHCKoM ¢opmoM. Mako manmux auMeH3uja,
MIpe7IcTaBa KEHCKOT JIMKa M TIoTpcja, 0e3 pyKy, OKpy-
KEHa pykama, 3padd HM3BAHPEIHOM JbYMKOIIhy
dopme U cHaxxHOM uyiaHOM BpenHomrhy. XKeHncku
JIMK Y TOTOBO TOTITYHOM Tpodty (YKOJIHKO Ce I10-
cMartpa crpejia, napajieaHo 03auHU U3 Koje Kao Ja
n3pama) OKPEHYT je Ka py’Kama Koje OKpY»Kyjy JIEBY
CTpaHy Tena. 3Ha4ajHO je MPUMETUTH Jia Cy pyKe,
KOje, YMHH C€ Y JIOK0j 30HU HHYY U3 CaMOT HheHOT
Tela, TeK OTBOPHUIIE CBOj€ MyTOJbKe. Tako 3anaxame
Bnamumupa IletkoBuha o Tek pa3BHjeHOM ITyMIOJBKY
no0Hja joll jefHy, OYMIICAHY, MaTepHjaIn30BaHy
moTBpay, jep Bhasa pazpoja 1eeha y HacoBy ynyhyje
Ha XMBOTHY 7100 NPUKa3aHe JICMOTHIIE.

VY camoM u300py pyke Kao MOTHBA MOXKEMO
MIPOYUTATH YMETHUKOBY >K€JbY 3a HCKAa3HBAHEM
cUMOOJIMKE KOja je BeoMa pa3BHjeHa WU IPUCYT-
HA Y MCTOPHjU YMETHOCTH W KEMKCBHOCTH. JOIII
y aHtuukoM Pumy pyxa je Owia moBes3HuBaHa ca
TpujyM(poM, TOOETOHOCHOM JbYOaBJby M MMOHOCOM.
VY xpumhanckoj uKoHOTpaguju pyxa je cuMOOIH-
caJia My4eHHIIITBO, JId ¥ YKHCTY, Y3BUIICHY Jby0aB,
BEOMa 4eCTO NpuKazuBaHa mopen boropomune u
y mpezactaBama pajckor Bpra.®® Mehytum, pyxuH
[BET je TMOHAjBUINE MMOBE3UBaH ca OornmoMm Be-
HepoM, Tj. Adponutom,®’ kao y mecmama Tomaca
Mypa (Thomas Moore, 1779—1852), koju cTBapame
pyXe CMeIlTa y caM TpeHyTak palhama Oorume.?8
C jenne crpaHe, y KOHTEKCTY aHTHYKE OOTHIbE,
oBaj mBeT cumOomnumie pahame mpupose, JenoTy
M MIIQJIOCT, a C JpYre, PacKoml, TAlITHHY, CMPT U
rpex.?° TakBy BOjHOCT 3HaYEHa MOXEeMO Hahu pu

95 Caguh 2020: 123-124.

96 O cumGomuim pysxe B. y: Haig 1913, noce6ro 28-30 u
71-82, 88-103, 197-218.

97 OBo maramcko 3Hauerse je y XpumhaHckoj yMETHOCTH
TIOBPEMEHO HABOAMJIO YMETHHKE Ha TO JIa KopucTe ipyre Bpcte 1iBeha
TIpH IpHKa3uBamy boroponune u ceeturtessa, B. Haig 1913: 88.

98 Moore 1910: 65.
99 Haig 1913: 33-34.
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Vladimir Petkovi¢ about the just developed bud gets
another, obvious, materialised confirmation, since
the phase in the development of the flowers from the
title points at the life stage of the depicted beauty.
In the very selection of the rose as the motif,
we can read the artist’s desire to show the symbol-
ism that has been very much developed and present
in the history of art and literature. Even back in the
ancient Rome, the rose was linked to a triumph, a
victorious love and pride. In the Christian iconog-
raphy, the rose has symbolised martyrdom, as well
as pure, elevated love, very often shown beside the
Mother of God and in the depictions of the heavenly
garden.? However, the rose flower has mostly been
linked with goddess Venus, i.e., Aphrodite,7 like
in the poems by Thomas Moore (1779-1852) who
placed the creation of rose at the very moment when
the goddess was born.?8 On the one hand, in the con-
text of the ancient goddess, this flower symbolises
the birth of nature, beauty and youth, while on the
other, opulence, vanity, death and sin.?® Such dual-
ity of meaning may be found when looking at the
works of the Aesthetic artists who very often used
the flower motif. As Umberto Eco points out, flow-
ers are the only element which the Aestheticism!00
takes out directly from nature, while all other ele-
ments find their source in art, legends and books.101
In the Scent of Roses the represented beauty is
intoxicated by splendour. Whether by the splendour
of her own body or the splendour of the scent of
roses, the artist has left this up to the observer to
decide. Irrespective of the answer, if we can give
one at all, the enjoyment in the sensual feelings and
beauty is certainly the essence of this sculpture. The
beautiful woman may be seen as the artist’s vision
of goddess Venus or the interpretation of the Venus
of Milo, as the prototype for depicting this deity
or, perhaps, it may represent the universal picture
of youth aware of its own beauty and the beauty of
the world. Be as it may, we can read the symbolism
of its elements into the meaning of this depiction,
we can also consider it the epitome of the timeless

96 On the symbolism of rose in: Haig1913: especially 28-30
and 71-82, 88-103, 197-218.

97 This pagan meaning has occasionally led the artists of
the Christian art to use other kinds of flowers when depicting the
Mother of God and saints, Haig 1913: 88.

98 Moore 1910: 65.
99 Haig 1913: 33-34.

100 The creative opus of whom the author puts into the deca-
dence concept.

101 Eko 2004: 342.
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rocMaTpamy pajoBa €CTETUIM3Ma, KOjU Cy BeoMma
yecTo kopuctuin MoTuB 1iBeha. I{pehe je, kako Ym-
oepro Exo uctuye, jeMHU €I€MEHT KOJU YMETHHU-
1M ecteTunnu3Mal 0 u3BIaye TUPEKTHO U3 TPUPOJIE,
JIOK j& CBUM JPyTrUM EJIEMEHTHMAa W3BOPHUIITE Y
YMETHOCTH, JIeTeHIaMa U Kiburama. 101

Y Mupucy pysca nipencTaBibeHa JICTIOTHLE je
OIMjeHa JIemoToM. JIermoToM COIICTBEHOT Tella WITH
JIEIOTOM MHpHCA py’Ka, TO YMETHHK OCTaBJba I10-
cmarpauy na omydn. be3 063upa Ha oaroBop, yko-
JIMKO T'a YOIIIITE MOKEMO JIaTH, Y)KUBAE Y UyTHUM
OCETHMa U JISTIOTH j€ 3aCUTYPHO €CEHIIM]a OBE CKYII-
ntype. Jlenoruna Moxxe OMTH Bul)eHA Ka0 yMETHH-
KoBa BU3HWja Oorume BeHepe, wim mHTEpIpeTanyja
Munocke BeHepe, ka0 IpOTOTHINA MPEICTaBIbabA
OBOT OO)KaHCTBA, MJIH ITAK MOYXKE PE/ICTABIbATH YHH-
BEpP3aJIHy CIIMKY MJIaJIOCTH KOja jé CBECHA COIICTBE-
HE JIeNoTe | JienoTe cBeTa. Kako Omiio, y 3Hademe
OBE MPE/ICTABE MOXKEMO YUUTABATH CUMOOJIMKY Hhe-
HUX eJIEMEHaTa, MOXXEMO je CMaTpaTé OJHYCHEM
BaHBPEMEHCKE JICTIOTE€ WJIM TAIITHHE, 00XKAHCKUM
JApOM HJIM HAIIOMEHOM O TIPOTIaJbUBOCTH HCTIPA3-
HUX KBaJHTETa. YIPaBO Ta JAUXOTOMHja 3HAYCHA
U JlaBame INIeNaoly ciaodone Ja caM MpeBarHe Ha
jenHy ctpany (WM mak OuBa pacTp3aH uaMely cy-
MPOTHOCTH) CBETNPUCYTHA j€ Y YMETHOCTH €CTETH-
mu3ma. [lomyt PocerujeBe ciuke Venus Verticordia
(1863—1868), xommo3uIMja je BeoMa jeTHOCTABHA,
kox JoBaHoBuha cBezieHa cBera Ha HEKOJIMKO pyska
Y CTATUYHY MPEACTaBY JISIOTHYHHOT JIUIIA U TPY/IH,
aJIM j€ YCTICITHO M3BEICHA, TaKO Ja M3a30Be edekar
3anamyjyhe censyannocTn.!02

MepmepHa ckynntypa Oomopl93 mpencrapiba
nexxehy sxeHcKy ¢urypy, Jomosa Hary, y BeoMa 3a-
BOJUBHMBO] TIO3U, Ca JEAHOM PYKOM HCIIOJ YCHYIIE
miaBe. JoBaHoBuheBa ycraBaHa JIETIOTHIIA HE H3a-
3MBa AUPEKTHUM Torieom, nonyt Onumiiuje Eny-
apa Manea (1863) umu PocerujeBe The Beloved
(1865—-1866), Beh eKCITMIIMTHUM HEMPUKPUBAHEM
cBor tena. [IpencraBibame HAror KEHCKOT Tea IMo-
JICTJIOT Ha KpEeBETy OHO je BeoMa 4eCT MOTHB y UCTO-
puju ymetrHoctu!'%4 u ca cobom HeCyMHBHUBO HOCH

100 fheroBo crBapanamiTBo OBaj ayTOp CMEINTA y KOHIENT
JICKaJICHIIH]e.

101 Eko 2004: 342.
102 prettejohn 2005: 131.
103 Jumensuja 37,5 x 74 cm.

104 Boruma Bemepa je BeoMa 4ecTo IpeACTAB/bAHA Ha
OBakaB HauMH, y3MHMO 3a IpuMepe THIWjaHOBY YpoOumncky
Benepy (1538) u Benepy ilpeo oenedarom Jujera Benackesa (oxo
1600). OBy hopMy Cy YMETHHUIH IPEY3UMAIIHN IIPU IIPEACTABIbABY
HPOCTUTYTKH, Kao Ha ciaukama [ona Maja ®pannmcka Toje (oxo
1800), Benuxa HMza Bnaxa bykoua (1882), Onumiiuja Enyapa
Masnea (1863) u MHOTE ApyTe.
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3 P
7. Dante Gabriel Rossetti, Venus Verticordia,
ymwe Ha unainy, 1863—1868.

7. Dante Gabriel Rossetti, Venus Verticordia,
oil on canvass, 1863—-1868

beauty or vanity, a divine gift or a note about the
decayability of superficial qualities. It is precisely
this dichotomy of meaning and giving the observer
the freedom to opt for one side or the other (or to be,
perhaps, torn between the two opposites) that is om-
nipresent in the art of Aestheticism. Like Rossetti’s
painting Venus Verticordia from 186368, the com-
position is very simple and in the case of Jovanovié¢
brought down to merely a couple of roses and the
static representation of the beauty’s face and bosom,
but it has been executed successfully, so that it sets
off an effect of perplexing sensuality.102

Marble sculpture Repose!93 represents a reclin-
ing female figure, seminude, ina very seductive pose,
with one arm under the sleepy head. Jovanovi¢’s
beauty does not taunt with a direct gaze, like Olym-
pia by Edouard Manet or The Beloved (1865-66)
by Rossetti, but rather with her explicit act of not
hiding her body. The representing of female body
lying down on a bed has been a very frequent mo-

102 prettejohn 2005: 131.
103 With dimensions of 37.5 x 74 cm
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epoTcky KoHoTammjy. OHa je, YMHH ce, IOIAaTHO
WHTEH3UBUPAHA MPEJCTABIbABEM JICBOJKE Y CTAbY
CHa, HECBECHE MTOCMaTPaueBOr MPUCYCTBA U TOTJIe-
na. Tako, mocMarpame OBE CKYIINTYpE, OPE. YKH-
Bama y M3BAHPEIHO M3BENCHO] POpPMH, MOXKE M3a-
3BaTW HenpHjaraH ocehaj Boajepusma, 3aaupama y
MIPUBATHU TPOCTOp craBahe cobe.

KonuenT cHa je Omo Beoma dyecta Tema y
yMeTHOCTH ectetunusMa. Ox MypoBe ciuke
The Dreamers (1879-1882), mpexo JlejroHoBe
Flaming June (1895), no uuraBux cepuja bepn-
-[loyHca mocBeheHMM ycnaBaHOj JEHOTHIUM U
KpaJjby ApTypy, caH jeOMo TMOrofaH HAUYWH HCITH-
THBamkba MUCTEPUO3HOT CBETAa HECBECHOT MEpPIH-
MUPaHOT U3 yria OyaHor mocMarpada. CaH je mo-
BE3MBaH ca OEroM Ojf BpeMEHa W TUIIMHOM Mpe-
MyHOM €pOTCKe eHepruje,!05 kao u mojMom cMpTH,
TEMOM JIOMHMHAHTHOM KOJI YMETHHUKA BOHECHHUX PO-
MaHTHYapCKUM Haeanuma,!% moceOHO mpucyT-
HUX Yy YMETHOCTH Fin-de-Siécle. Inak, unHu ce na
npeacTaBbeHa JeTOTHIIA Ha CKyanTypu Oomop He
npuraga aHeMUYHHM, ymupyhum xepoumnama,!07
Beh, y ckmany ca yBek ,3eleHHMM Muciauma‘‘108
Dopha JoBanosuha, oHa je myHa )KMBOTa 3aMpP3HY-
TOT Y TPEHYTKY CHA.

k

Kpo3 nmpexacraBibeHe Bajapcke panoBe Hopha
JoBanosuha ykaszaHo je Ha Moryhy mHTEepmpera-
[Mjy Jeja U3 KOHTEeKCTa 9ucTe ymMeTHocTH. OBaj
paa Tek HaroBemTaBa MoryhHOCTH WHTepIpeTH-
pama cTBapajialliTBa OBOT YMETHHKA Ha HOBHU Ha-
YHH, Y CKJaJy ca KOHIIENITOM €CTeTUuln3Ma. AHa-
JTU3UPAHH PAJIOBH Cy HACTAIM y CKJIaly ca eBpo-
MICKUM yYMETHHYKUM TOKOBHMAa KOjH CE€ O][Bajajy
O]l CTPOTHX aKaJeMCKHX Hadeja, omoryhasajyhu
YMETHHUKY U IOCMaTpady HecaraeanuBy cio0oay y
CTBapamwy M UHTEPIPETAIIH]H.

105 weidinger 2010: 77-94.

106 O onmocy ymeTHHKa MpeMa NEMOTH CMPTH YHTATH Y:
Eko 2004: 299-307, 322-323, 330, 336-337.

107 Bopozan 2020: 262.
108 [Tetkosuh 1967: 252.
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tif in the history of art!04 and it undoubtedly brings
along erotic connotation. It is, it seems, additionally
intensified by showing the girl in the state of sleep,
unaware of the observer’s presence and gaze. Thus,
in addition to the enjoyment in the extraordinarily
executed form, the looking at this sculpture may stir
up an unpleasant feeling of voyeurism, of imposing
into the private space of a bedroom.

The sleep concept has been a very frequent
theme in the art of Aestheticism. From Moore’s
painting The Dreamers (1879—-1882), through
Leighton’s Flaming June (1895) to the entire series
by Burne-Jones dedicated to the sleeping beauty and
King Arthur, sleep has been a suitable way of exam-
ining the mysterious world of the unconscious, per-
ceived from the angle of the awake observer. Sleep
has been linked with the escape from the time and
the silence full of erotic energy,!%5 as well as the no-
tion of death, a theme dominant among the artists
guided by romantic ideals,!¢ especially present in
the Fin—de—siécle art. Still, it seems that the beauty
shown in the sculpture Repose does not belong to
anaemic, dying heroines,!97 but rather, in line with
the always “green thoughts”108 of Porde Jovanovic,
she is full of life frozen at the moment of sleep.

*

Through the presented sculptural works of
Dorde Jovanovi¢, we have suggested a possible in-
terpretation of the pieces from the aspect of pure
art. This paper merely hints at the possibilities of
interpreting the creative opus of this artist, in a new
way, in line with the concept of Aestheticism. The
analysed works were created in conformity with the
European artistic trends that moved away from the
strict academic principles, thus allowing the artist
and the observer inconceivable freedom in creation
and interpretation.

104 Goddess Venus has often been depicted in this way, for
instance, Titian’s Venus of Urbino from 1538 and Venus at her
Mirror by Diego Velazquez (c. 1600). This form was taken up by
artists when depicting prostitutes, like in the paintings The Nude
Maja by Francisco Goya (c. 1800), Big Iza by Vlaho Bukovac
(1882), Olympia by Edouard Manet (1863) and many other.

105 weidinger 2010: 77-94.

106 About the relation of artists towards the beauty of death,
read in: Eko 2004: 299-307, 322-323, 330, 336-337.

107 Bopozan 2020: 262.
108 [Tetkonh 1967: 252.
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