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NUTOP BOPO3AH

TUITOJTIOI'MJA JABHE OVITYPA/THE CKVYJIIITYPE
Y KPAJbEBVIHIM CPBUJU (1882-1914)%

CAKETAK:

JaBHa ¢urypansa ckymnrypa y Kpapesunn Cpouju cBpcTaBa ce y HEKOIMKO TUIIOBA UMjI Ce Cafip-
Kaj pas/uKyje TeMaTcKy 1 upejHo. Ilofera 06yxBaTa MOHAPXMCTIYKY, Ipal)aHCKV U HAL[IOHATHY
™I, KOju Mory Mehyco6Ho a ce mposkumajy. Pahame jaBHe durypanHe cKyanType caiejcTBOBAIO je
¢ GopMmpameM CpIICKe Kpa/beBIHe, IITO je YKa3asio ¥ Ha eMAHIUIIATOPCKY KapaKTep mbeHe KyIType.
IToBO/baH IOMUTIIKY OKBUP je OMOryhio OrofiHoO T/10 3a CMeITame GUrypaaHe CKyINType y jaBHe
npoctope. PurypanHo NpeAcTaB/beHN MCTOPYjCKM JIMKOBH, aJIETOPUjCKe IePCOHMMUKALje U CUM-
6omruke Qurype ykasupami Cy Ha mupe UjiejHe, KyITYpHE U [PYIITBEHe OKBIPE BpPEMEHa y CHCTe-
MYy KOMYHMKanuje cpricke jaBHoCTH. KomemopaTtusHa GyHKIMja Gpurypante CKyanType IOCTaB/be-
Ha je y aKTMBaH /INjajiorT C aKTYeTHUM JAPYIITBEHUM CTpaTernjaMa I perpe3eHTaTUBHOM KYITYPOM
TOKOM IIOC/IefbYX Aelennja 19. n moyetkom 20. Beka.

KJbYYHE PEYM: puiypanua ckyniiiypa, wutonoiuja ckyniiiype, Kpamesuna Cpbuja, jasHu apociiop,
‘Bophe Josarnosuh, Ieitiap Yoasxuh

ABSTRACT:

Based on its thematic and conceptual content, public figurative sculpture in the Kingdom of
Serbia falls into several mutually intertwining categories: monarchical, civic and nationalistic.
The birth of the public figurative sculpture coincided with the establishment of the Serbian
kingdom, which is the reason behind its emancipatory character. A favourable political setting
provided a fruitful ground for placing figurative sculptures in public spaces. Figurative historical
characters, allegorical personifications and symbolic figures suggested wider conceptual,
cultural and social frameworks of the time in the communication system of the Serbian public.
Commemorative function of the figurative sculpture is placed in an active dialogue with the
latest social strategies and the representative culture during the last decades of the 19th and the
beginning of the 20th century.

KEYWORDS: figurative sculpture, sculpture typology, Kingdom of Serbia, public space, Dorde Jovanovic,
Petar Ubavkic
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eUHUINjy CTIOMEHMKA Y y>KeM CMUCTY I10-

¥IMaMO Kao HEMOKPeTHO YMETHUYKO Jeo

BpenHO uyBama.' Ilox mojMoM ciiomeHuxk ce
nozppasyMeBa yMeTHIUYKA purypanHa crarya (Kuim)
IIOCTaB/bEH Y jaBHOM IIPOCTOPY, C UJI€jOM Jja TPAjHO
noypiceha Ha mmaHOCTY M porabaje.” Jepunncame
¢urypasHor CllOMeHMKa Ka0 0COOEHOT KOMYHVKa-
IIVIOHOT YMHNOLA, UMIUINIMpa XabepMacoBy Teo-
PMjy aKI[MOHOT JenoBama.’ GUrypaaHy CIOMEHMK
ce CXBaTa Kao IPMMapPHO CPENCTBO pa3MeHe MHPOp-
MaIMjCKIX 3Ha4Yerba y jaBHUM IpocTopuma. CKyn-
TYypa/JHO YMETHUYKO JIe/I0 HacTaje Kao pe3yarar
mejcTBa ofpelheHUX rpyma u mojeanHIa, U caraena-
Ba Ce Kao IPON3BOJI BpeMeHa C MICTOPUjCKIM 06pas-
noxemeM.* OTya ce 1eroBo Ipero3HaBambe U3 yIia
HOMUTIYKe MKOHOTpaduje YMHM HajIIOCTOjaHjUM.>
Ckynnrypa HacTaje y ieTepMuHucasom mebympoc-
Topy u3Mely Hamepe momMbaola BU3ye/THe ITOpyKe
U IIpeTNOoCTaB/beHor penunujeHTa. OHa je pe3ynraTt
OYeKVBalba 3ajeHNUIIE, IPEMICTaB/ba BI3Ye/THM JICKa3
3BaHIYHE pelpe3eHTaTNBHE KYIType U COLMOKY/I-
TYPOJIOIIKY TBOPEBUHY.®

Hlednunnuja purypanHor cmoMeHnKa ycro-
CTaB/bEHA je Ha PEHECAHCHO] PeMHTEPIIPeTALj/ aH-
TH4YKe jaBHe cKynnType.” OKMB/baBambe aHTUIKIX
usieana y foba peHecaHce JOBEJIO je o 0OHOBe KOH-
IIeNITa CTaTye ¥ leHOT MOPaM3aTOPCKO-ANIAKTIY-
KOT 3HaYema. XepojcKa IpeficTaBa IojeiHIIA IIepco-
Ha/IM30BasIa je ofipeheny ncTopujcKy IMYHOCT, am 1
CTBapaa yTUCaK HaTIIepCOHATHOCTY, Oynyhu fa je
HOjeIMHAYHO [I0CTajato ommre.?

[TnHMjeBn onycy CKyInType aHTM4Kor Puma
(Historia Naturalis) 0)XVIB/beHM CY Y 3HAMEHUTUM Te-
opujckum AnbeprujeBuM Tpakratuma De Statua n3
1432. ropune u De re aedificatoria u3 1452. ronute.
Y m1Ma ce, Kao 1 Y COUCUMa IPYTUX peHeCaHCHUX
ayTopa, Ha/lasy Mjeja O CTaTyM Kao BU3yelTHOM berre-
Ty Koju nopcTide cehame Ha y30pHe /byfie 3ajeqHMIIe
U BenuKe yictopujcke gorabaje. Crarya mogpasyme-
Ba aHT'AKOBAHO yMeTame Y IIPOCTOP U UCTOPH)Y, U
CTOra IIpeiCTaB/ba CaBPEeMEHN OATOBOP Ha aKTyeJTHe
#pyuTBeHe usasose. Y ¢popmu nopcehajHor 3Haka
OHa aHTa)KOBAHO JleTyje Y IPUKIaJHNM IIPOCTOPH-
Ma (3aTBOpeHUM ¥ OTBOpeHMM). Tprosu, ynute, jas-
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Ha 37ama (IJpKBe, BehHuIle, Majare...) HOCTajy AMHA-
MUYHI IPOCTOPY MHTEPKOMYHMKALIMOHOT JieTI0Bamba
Ha permanyju objekar—cybjekat, 1 TaKo OffpakaBajy
APpYLITBEHE U KY/ITypHE Uieasie 3ajeJHuIIe.

Joxan Teopr 3ynuep je 1774. ronyHe aHTUI-
NMPA0 JeBeTHAECTOBEKOBHY K/IMMY U IIOMaMy 3a
CIIOMEHMIIMA, UCTUIYh jaHyCOBCKY IIPUPOZY CIIO-
MEeHNKa KOjU MCKa3yje HOXXIB/bEHO 1 MOTBphyje ak-
TyenHy Hanpepak.’ ITporec je cBoj BpXyHal] JOCTH-
raoy 19. Bexy, ITO je yCIOBUJIO IIPaBy CTIOMEHUYKY
MOHYMEHTOMaHMjy Koja je yCTToBIIa eKCIIaH31jy pu-
TypaIHNX U IPYTUX CIIOMEHNYKUX Oejiera y jaBHUM
IPOCTOPMMA.

KonauHo, jegHa off Moryhux tumonornsanuja
¢durypanHux croMeHnka, ona Xanca Murunra, y Ha-
yLIU KPUTMKOBaHa Kao CyBUIIE I0jefIHOCTAaB/beHa, '
pasBpcTaa je CIOMEeHMK Ha cTojehe durype, pu-
rype Ha TPOHY U KOomaHN4uKe ¢urype (crarye).! V
KOHTEKCTY Hallle TUIIOJIOTM3aLMje CKYINType Y Bpe-
Me KpapeBnne CpOuje 4mHY ce IPUK/IAHU]OM IIO-
nena Bepuepa Tenecka'?, koju je ogpenyo Tpu Kbyd-
Ha IOJIMTUYKA TUIIA CTIOMEHMKA: MOHAPXUCTUYKI,
rpabancku u HanmonanHu (Hapopuu). Cnenehn ka-
HOHCKY cTyanjy Exexapma Mawnja [Ekkehard Mai] o
crioMeHnuyMa, Termecko' ucTude fia je 1 0Ba KIach-
¢duKalyja MOII0XKHA peTaTUBU3ALMU U I Y CTBAp-
HOCTU Mewl08UtlY Witil IPEOB/IAJJaBa Y Hajpas/Inym-
TijuM popmama.

OBakBa TUIIONOrM3alMja C€ YMHU Haja/leKBaT-
HIjOM KaJja je ped O CIIOMeHUYKOoj KynTypu y Cp-
6mju Ha kpajy 19. u mouetkom 20. Beka. Mehyrtum,
OHAa je YMHOTOME I10jeJHOCTaB/beHa, jep He II0CTOoje
CMHTETHYKe CTyAuje 0 GMHAHCUPAY CTIOMEHMKA 1
HaylHa Ha KOjJ ce IpeMa \bIMa ofipehyjy coumja-
He TpyIIe Koje Cy ImoMarase Uspajgy, Uam uMare yye-
7a y KyIIOBMHM 3€M/bMILTA Ha KOjuMa Cy CTIOMEHUIIN
nocras/paHn.'* [Ipecex conujamHux 1 eKOHOMCKIX
yC/IOBa 3a yoO/IyaBame CIIOMeHNKa CPIICKe CIIoMe-
HIYKe KY/IType HIje Y IIOTITYHOCTY CaI/IefyB, ITO Yy
MI3BECHOj Mepy OHeMoryhaBa IbIX0OBO YBPCTO CTPYK-
TypanHO fiepuHucame. Crora M3BefeHa TUIIOIOIIKA
aHamm3a GurypaaHe CKYJINTYpe y jaBHOM IIPOCTOPY
KpameBune Cpbuje nounsa Ha popMamHuUM U Cafip-
XVHCKUM ofpebhemnma.
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TUITOJIOTUJA JABHE ®UT'YPAJIHE CKVYJIITYPE V KPAJBEBUHU CPBIIU (1882—-1914)

JaBHa ¢urypanna ckynmnrypa y Kpamesunu Cp-
6mju, cymtuHCKy oMeheHa ApymTBeHUM, KyITYp-
HUM U UJIejHUM OKBMpUMaA BpeMeHa, JepHICcaHa
je Kao Jleo ONIUTHUX YMETHNYKUX CTPYjarba y €BPOII-
CKOj CKYIIITOPCKOj mpakcy 19. Bexa. Ibenn mokan-
HYI U/IVOMYU CY IIPeBACXO[JHO Be3aHN 3a U360p TeMa
U NIOLITOBAIba TEOPMje MPUKIATHOCTY KOja je MOf-
pasyMeBasa BU3ye/nu3alujy HOLUINMBA, GU3MOTHO-
MIje ¥ IpYTUX orpaHnyerma gomaher Tma. @opmai-
HI M3ITIefl CKY/IITYpa je ofipeheH cXOfHO aKTyemHuM
CTWICKMM M3pasuMa (cuM60mm3am, akajjeMnusam... ).
KomyHuKkanuonu noreHuujan japHe urypante
CKYNIITYpe, CyOMMMIpaH y pasHOMUKNM QUTypa-
HIM CIIOMEHUIVIMA, OfIpakaBao je aHTra>KOBaHU I10-
TeHIVjaJl BUSYE/THUX Jle/Ia Y jaBHOM IIPOCTODY.

I[TpoyuaBame 1 TONIONIKO Ofpeberse jaBHe Pu-
rypanHe ckynnrype y Cpouju ox 1882. no 1914. ro-
nuHe oMebeHo je nsBecHUM fleTepmmHaHTaMa. OBaj
BPEMEHCKU Iepuo], yKasyje Ha MCTOPU)CKI IP>KaBHI
OKBMP 32 IIePUOAN3ALIN)Y CPIICKe jaBHE PUIypaHe
CKYNIIIType. Y3ausarbe M/ajie CPIICKE JpyKaBe Y CTaTyC
MOHAapXJje OKOHYA0 je BeKOBHM IIPOLieC yoOmyaBama
HallMIOHAJIHE ¥ IOJINTUYKE eMaHIUIIaLNje CPIICKOT
Hapopa. Bennku epeMepHM CIIEKTaK/I YOPUINYEH
OBOJIOM OTKpuBamwa CilomeHuka kHe3y Muxauny
O6penosuhy y beorpany 1882. roguse cajiejcTBOBAO
je c mpornaremeM Kpamesnne Cpouje (cr. 1)," mro
yKasyje Ha TO Jia je IIoCTaB/bambe GpurypaaHe CKy/IITy-
pe 6110 IIPBOPa3PENHO HOUTIIKO IIATAbE.

Ca pyre cTpaHe, 0Baj UCTOPUjCKY IIEPUOJ, CPII-
cke MOoHapxuje, omehen mouerkom Benukor para,
OKOHUYAaH je leHUM IIpeTaKabeM y Ip)KaBHY 3ajef-
Huny jy>xkHux C1oBeHa, IITO je JOBEO 10 UEe0IONI -
KIX U KYITYypOJIOLIKNX TpoMeHa.' HoBe okomHOCTH,
YIIPKOC TOME LITO CY TOTOBO CBY MCTAKHYTU Bajapu
HACTaBU/IM C PaflOM Yy HOBOj JIpXKaBy, YCIOBUJIE CY
HOBO TyMaderbe IIPUPOJIie ¥ HaMeHe CKY/ITYPe.

Y mmpem cMucity, CIOMEHUIM Cy ITOCTOjaIN y
Cp6uju u y nepuopy npe npornamemna KpapeBnne
Cp6uje."” Bosapesuhes kpciti Ha Bpauapy nz 1847.
ropuue u Ciiomenux ocnoboguovuma beoipaga us
1848. ronuHe, kao u ¢urypa JKeitienuye, Punenvca
Kumena y Torrunpepy us 1852. roguse, Kao 1 IoImp-
cHa 6ucra Kapahopha, ayTopa Jozeda Knemenca, 13

Cn. 1 / Oinxpusare Ciilomenuxa kHe3y
Muxauny O6penosuhy, 1882.

1855. roguHe; 6ucTa kHesa Mutoma O6penosuha,
meno Joannca Kococa, 3 1861. rogune, u ¢pyHepan-
HY CIOMeHMK KHe3y Muxanna O6penosuha y Ca-
6opHoj upksu y beorpany, pap Joxaneca Illnannra
n3 1874. roguHe, TOBOpe O IOCTOjarby CIIOMEHIYKE
KYIType Ha Ty CPIICKe JpKaBe cpefHoM 19. Beka.
Vnak, mapuujanaHm CioMeHNYK 1 purypannu Oe-
7Ie3Y HUCY JOBO/bHMU JIa CE U3BeJe 3aKOHOMEPHOCT O
IIOCTOjakby HOpMIpaHe CTIOMEHNYKe KyAType y CpII-
CKOj IpKaBI, YMjy Cy C€ YC/IOBU CTEK/IN TEK I10 OCT-
Bapemby IIyHe He3aBUCHOCTH 1878. roguHe 1 nopu-
3amba Ha HMBO KpasbeBMHe 1882. rogune.
@urypanHa ckynnrypa y Bpeme KpameBnune
Cp6uje pasmarpa ce Kpo3 Ipu3My OTIMTUYKOT JUC-
KYpca, KOj! eCTETCKO IPeNo3Haje Kao Xapusmaiiuy-
Ho' U HaiMIa3y carjefiaBame CKYJIITYpe Kao ayTo-
HOMHOT YMETHMYKOT JiefIa. Tumonornsupame, Maxom
Be3aHO 3a (urypanHe apredakTe y IpaficKuM Iiei-
HaMa (TProBU U y/uIie), Huje y HOTIIYHOCTY UCIIpP-
1o MoryhHocT meduHmCcama mojMa CioMeHuK.
Crora, M30CTaBM/IM CMO IIPOy4YaBambe APYTUX CIO-
MEHMYKNUX TUIIOBA KOj! Ce IPEBACXOJHO IOUMajy
Kao jaBHM CIIOMEHUIM y NPOIIMPEHOM 3Hauemy
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(o6emuciy, TpujyMdanHu cTy6oBM, CIOMEeH-CTaba,
CIIOMEH-3/1atha, CIOMEH-XPaMOBH, CIIOMEH-4eC-
Me U crioMeH-rpo6oBnu).”’ ITo mpommpeHom 3Ha-
Yemwy I0jMa CIIOMEHMK, ¥ 110 MUTUroBoj geduHnu-
IVj11, CHOMEHMIIV MOTY OMTY IIOKPETHA Jlefia — Majie
HOpTpeTHe 6ucTe U cnuyHe Gpurype — Kao u 36mp-
Ke VICTOPYjCKMX M3BOPA, CIIOMEH-KIbITe, KOMIUIEKCH
3rpaja, MeMOPUjaTHU IPOCTOPY (KOHLIEHTPALMOHN
JIOTOpH...). "

Ha TakBuM OCHOBaMa je 3aIl04€TO TEOPUjCKO
yobmmuaBame mmojMa QurypaaHe CKyanType y cpi-
cKkoj cpepynM 19. Beka. MaTuja baHn je y monemuiiu
¢ Jby6omupom Henanosuhewm, o nuramy nopmsarma
CIIOMeHUKa y cnaBy Boxkzia Kapahopha, nacnuctupao
Ha BM3YeM3alj/ BEIMKUX JbYan y popmu ¢urype.?
Hacymport craBy na ce nogurse mxona ¢ Kapahophe-
BUM MIMEHOM, ITy0/IMKoBaHOM y TeKcTy Henayosuha
O Ciiomenuyuma, y mucry lllymagunxa 1857. ropu-
He,” M3HETH Cy IpeJIosn Ja ce mopgurue Hapopno
II030pUIITE Ha YujeM BpXy Ou ce Hanuia ¢purypanHa
npepncrasa Bobe IIpBor cpnckor ycranka. [Tocpenu
je 6mia peBOKalMja aHTUYKOT CXBaTama O CIIOMe-
HUKY Kao CyO/ImMManyji jaBHUX BP/IVHA, IOAUTHY-
TOM Yy 4acT YBa>KeHOT YWIaHa APYIITBA ¥ M3BEJEHOT ca
1JIejOM MOPAJTHOT ycaBpllaBama 3ajefHuie.

MoHapXUCTHYKH THII

YIpKoc HeCyMBbUBOj TOTpedy MOHapXa -
pom EBporie 3a HeIPUKOCHOBEHMM NPEPOraTMBIMa
B/IaCTI, TOKOM 19. Beka je y oppehernm cimydajeBn-
Ma MOHaPXUCTUYKI IPUHLINII BIACTY CaJI€jCTBOBAO
¢ HauuoHanmHOM uzejoM. IlpoknamoBaHa of cTpa-
He CBe YTUIQjHMjuX rpahaHCKuX IpBaKa M eIMTHUX
cnojeBa rpabaHcke Kirace, HallMOHA/THA Ufieja je YM-
HOTOMe OTPaHN4M/Ia €BPOIICKe MOHapXe. V3 Tor pas-
JI0ra € MOHAPXMCTUYKM CIIOMEHMUIM ITOMMAjy Kao
MaHudecTranmje JUHACTUIKOT U HAIIVIOHATHOT KOH-
IIeNTa, I0CeOHO MaTepyjannu3oBaHy y GopMM KOmba-
HUYKUX CKY/INTYPa.

KomaHnyka cKy/nnTypa, o aHTU4Ke IPeKo pe-
HeCaHCHe U IT0CeOHO O6apoKHe KYIType, IpeacTa-
B/ba BPXYHal]| BU3yeny3anyje MoOhy 1 JOCTOjaHCTBA
npukasaHe ocobe.”” ApUCTOTeTOBCKM KOHIIENIT Be-
JIMYajHOCTY HAJIa3y ce 'y OUTY CaJip>KMHCKOT MCKa-
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3a ¥ pETOPUYKOT recTa KomwaHuka. Moh BusyenHor
JiejCTBOBAIA je y CKIaly ¢ MONHMM IIpeficTaBama ja-
Xaua KOjy Cy Y IpegMOZIEPHO 1 MOIEPHO 106a Bu3y-
€/1130Ba/IN KOHIIENT allCOTy TUCTUYKE HEJONUPIbI-
BOCTU B/IaJlapCKMX IIPENCTaBa X HEIIPOMEH/bUBOCT
MOHApPXMCTUYKOT KOHIIENTa BaacTu. Busyenna ma-
pajfiurMa KomaHN4IKe CKyINType eBPOIICKe LIVBIIN -
3anmje 611 je MOHYMEHTa/IHA IIPefiCTaBa PUMCKOT
napa Mapka Aypenuja, Koja je cybnumupana KOH-
LENT UJI€a/THOT B/Iajiapa Kao CaBPIIEHOT IPeBOHM-
Ka 3ajefHuIle.” YocTanoM, CBaKu IIpUKa3 Blajapa Ha
KOBY IPECTaB/bao je Cyommmanujy mojma adventus
augusti — TpyUjyMQaHor ynacka y rpazg.?’

Y cprickoj cpenyiHy KOHLIENT IIPeICTaBe Mjjea-
HOT BJIajlapa YMHOTOME je Be3aH 3a Muxaumna Ba-
tposuha, Bofieher KyITypHOT nzieonora mocneaHbux
neneHuja 19. Bexa. Y xkmwusu IIpojexitiu 3a cioMeHux
nouusuiem krwasy Muxauny O6penosuhy III. n3 1874.
ropuHe,” Bantposuh je nedmHucao BIagapcKy npen-
CTaBY Kao CKyIl pyHIaMeHTaTHIX BPJIMHA KOje OTe-
JIOBJbYjy HATIIEPCOHA/IHYM KOHIIENT IpKaBHE B/IACTU
IpeTOYeHe Y MOHAPXMCTUYKY BIIaJlAPCKY CUCTEM.

[Tpornameme Cp6uje 3a kpabeBuHy 1882. ro-
IMHe 00e/eXkeHO je IoMIIe3HUM oTKpuBamweM Cilo-
menuxa kHe3y Muxauny Obpenosuhy Ha LjeHTpaI-
HOM 0eorpajickoM Tpry. MOHYMeHTa/IH! CIIOMEHUK,
neno ¢pupeHTHHCKOT Bajapa Enpuka Ilanyja, nsmisen
y MMHXeHCKoj pajuonuiy PeppuHanga o Muie-
pa 1879. rofguHe, KpucTanucao je uejy o uzeagaHoM
Bnagapy. [Toctament, ussenen no npojekry Kosn-
CTaHTMHA JoBaHOBMNA, TOIIYHNO je Mfejy arncomyTH-
3Ma HallMIOHa/JIHUM efleMeHTnMa. [lopeq Tora mro je
IIOJIJIOTa 33 KOWaHWYKY CKY/INTYPY, IOCTAMEHT MIMa
Y BU3Ye/THU UCKAa3 y BUAY alUIMIMpaHuX pebeda,
aM6y1eMa ¥ HaTICa KOjI IOIYIbYjy U MOjalllbaBajy
HepeTKO allCTpaKkTHe ¢purypanHe npencrase. [lopo-
AVYHY IP6 Ha IIPOYe/bY IIOCTAMEHTA IIPEICTaB/ba BU-
3yenHo obpahame y cry>x6m Bnamajyhe nunactuje. Y
CKJIONy iMHacT4ke MaHndecranuje O6penosnha,
M3HaJ rpba Ha GPOH3AHOM IUjefleCTaTy ce NIIYNTaBa
U K/by4Ha pejbeHa IMHACTIYKA TIpefcTaBa — Knes
Munow na Takosy. Octane Tpu pepedHe usBende
Ha OBa/IHOM IIMjefiecTasry MCKa3yjy KOMOMHALNjy V-
HACTMYKNX U HALIMOHATTHMUX CTPYKTypa. Ha mosanu-
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H IIUjefiecTania ucTude ce npepcrasa Cpilcku iycnap,
KOja CMOO/INYKY acOIMpa Ha CTBapajlayke CTPYKTY-
pe cprcke Hanuje. Ha McTy Ha4MH ce penosHaje u
npencrasa Cpou tionaxcy 3axneitisy Hag ipobom KHe-
3a Muxauna, Ha 604HOj CTpaHM IIOCTaMeHTa. 3ajef-
HUIITBO IIOYMBUIET Bafiapa ¥ OKYI/beHOTI Hapoja
u3pakaBa KOHIENIT HAPOJHOCTH KOju je Brafajyha
JVMHACTHMja MCTUIA/IA Y KOHTEKCTY IIPOIaraH/iHe ary-
tanuje. KonauHo, Ha Ipyroj 604HOj cTpaHu nocra-
MeHTa, pebedHa npefcTasa HapogHa genyimiayuja
upeg krwaszom Muxaunom noTBphyje KoHIenT orpa-
HMYEeba B/IACTU U IIPEICTaB/ba Joio80p KOHCTUTY-
LIMIOHA/THOT HAapOJa C B/IalapOM, JMHACTUjOM U MO-
HapXMjoM Yy Lie/MHu.”

Y MOHapXMCTMYKM U HaIlIOHA/IHU OKBUP MOXe
Ce YBPCTUTH ¥ HEpeann30BaHa KOWaHNIKa IIPeCTa-
Ba Kpa/ba MuaHa, Kojy je Tpebano a usBene GppaH-
1ycku Bajap AHTOaH Mepcuje no mMaja 1904. rogune.
Henocpenno npep Majcku npespart, Bajap je go-
Heo y beorpaj MakeTy 3aMUIIJbEHOT MOHYMEHTAJI-
HOT KOHaHUYKOT CIIOMEHNKa, Koji je Tpebano na
Oyne noctaB/beH Ha ynasy y Kanremergan. OHoBpe-
MEeHU M3BelTauyy fHeBHOT nucta llitiamiia ToBO-
pe y IpUIOr Te3M O HallMOHATHOMOHAPXMCTUYIKOM
yCTpojcTBY ciomeHuka: CiiomeHux wipeba ga 6yge
sucok 12 mettiapa, ga 6yge usnueer og 6pomse, u ga
6yge tiocitiasmer Ha HoGHOXcje uspahero og cpickoi
ipanuinia. 3a cliomeHuke U3abpPailio je u meciio: tipeg
Toproum ipagom. Kpam Munan 6uo 6u Ha kowy, y Te-
HepasncKoj yHupopmu, Ha cilomeHukKy 6u busne jous gee
KHeHcke Pulype, jegHa ¢ tipega a gpyia o3agu ciio-
MeHuka, og kojux ou ipea upegciiasmwana Cpoujy,
OCTIOWEHY HA MaY Ca gée Oulitipune, a ucipeqg weHux
Holy 6U0 6u 8enuUKU §60INaéU 0PAo0 PAUPEHUX KPU-
na. Vciiog wux 6u 6uo uspezan gawiym; 1881. Ona
gpyia xeHcka, koja 6u tpegciiasmwana Cpoujy y 14.
ciionehy, gpxana 6u Ha pykama jegHol pareHol pa-
mHuka. A gpyiu je ilopeq weHux Hoiy y aioHuju, a
ilopeg o8oia cpiicku opao crommweHux kpuna. Vciiog
rwux 6u 6uo uspesan gatmym: 1389. Ca ciipae ciio-
meHuka 6una 6u gea eenuka pemweda Koju 6u tipeg—
ciiasmwanu kpampa Munaua y wipenyiiky Kag upuma
kmwyuese ipaga Huwa, u 'y wipenyiuxy xag iipeqg Hap.
CKyiuiiuHom 4uiia Upoxaamayujy o He3aeucHoc-

wu Cpbéuje. C iipegrve citipare Ha coMeHUKY Ou 610
Hawmuuc: Regi Milano I. Patrie gratitude erexit.”

J/IMIO3aHTHMU CIIOMEHMK, 3aMUIIBEH Y TYXY
CIIOMEHUYKOT MOHYMeHTa/m3Ma y EBpory, moce6Ho
y Hemaukoj, n3pakaBao je y3opHOCT aHTUKE y MO-
IepHOM f06y. Aneropujcka nepconuduxanuja Cp-
Ouje, [BOITIaBU Opao Kao aMO/IeM Halyje ¥ IpOK/Ia-
Mallyja HallIOHA/THe He3aBYICHOCTY — UCTUYY, TIOpe]
OVHACTUYKe pelnpeseHTannje Kpaba Munana, jac-
He OfipeliHMIIe HAIMIOHATHOT UAEHTUTETa Y MOAEp-
HO 7003, K20 U HeroBOr HAPOJHOT UCXOMUIITA Y
CpefbeM BEKY.

Toxom BrnagmaBuHe Kpasba AnmexkcaHpgpa O6-
peHoBuha fo1TO je ;O MacoBHe MPOAYKIIVje BiIa-
mapckux 6ucta. Jako 6ucra He BU3yenusyje myHy
JbYACKY (urypy, meHa nomnpcaa ¢popma omoryhyje
Ia ce cMecTH y ¢purypanny npepcrasy. Ocoburo je
6ucra kpapa Anekcangpa O6penosuha samMnibe-
Ha Jja Oyzie BU3yenHy aM61eM Jip)KaBe ¥ IMHACTIje
Y jaBHUM IIPOCTOpMMA Of HajBMIIer 3Ha4aja. [TeTap
Y6aBkuh je 1895. ronuHe nspanno 6ucty Bragajyher
MOHapXxa C npejoM fa Oyme nmocrap/beHa y MuHm-
CTapcTBY pUHAHCKja, MUHUCTApCTBY BOjcKe, M-
HIICTapCTBY IpocseTe 1 HaponHoj ckynurtuan.”!

Kpajem 19. u mouetkoMm 20. Beka, yoOmudeH je
CBOjeBPCHM AMHACTUYKY TPUIITUX — Jle7I0 Bopehmx
akazeMcKux Bajapa Hopba Josanosuha u Cumeo-
Ha Pokcanpmmha - xoju o3HayaBa BpxXyHar ynorpebe
jaBHOT (UTypaTHOT CIIOMEHVKA Y CITYKOM [MHACTIY-
ke npomnaranzie nopopuie O6penosrh. CriomeHuIM
y [oxxapesiy (1898),*? y Kparyjesuy (1899, ci. 2) n
kHe3y Mumomry y Herotuny (1901, cr. 3),%* moguray-
TI y BpeMe pacTakKama BIacTy nocneamux O6peHo-
Buha, 6M1n cy y pyHKIMjU Ofp>Kamba I0JbY/baHOT
pexuma Anexcanppa O6peHosuha. OTKprBeHM Ha
IIeHTPA/IHNM OTBOPEHMM I'PaJCKUM IIPOCTOPUMA,
y Heroruny na IInjaunom Tpry ucnpen Cabopne
upkse, 1 y [loxxapesnry Ha KpameBoM Tpry ucnpen,
OKpy>KHOT Ha4ye/ICTBA, MaHN(ECTOBAIM Cy CUMOU-
03y apTU(UINjeTHUX U LIeHTPATHUX IPAJCKUX CIIO-
MeHUKa. ¥ KparyjeB1y je ClIOMeHMK IIOCTaB/beH y
CB€4aHOj nBopaHu KparyjeBauke rumHasuje, y K0joj
CUMOO/IYHO MCTUYE VHTEPIIOVPAtbe JMHACTIIKOT
CIIOMEHMKA Y K/by4HY IIPOCBETHY YCTaHOBY Tpajia.
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WUMWITOIT  BEJTMH W1seo

Cn. 2 / Bophe Josanosuh, Ciiomerux KHe3y
Munouy O6perosuty, 1899.

Ha cBakoM off Tpy TIOMEHYTa CIIOMEHMKA Ipef-
CTaB/beH je pofjoHa4YenHuK auHacTuje O6penosnha
Y OCBEIITAHO] aTV/IV WM HAPOLHO] OFEXIM, C Kajl-
IIaKOM Y PYL, M/ Ha IJIaBY, U cab/boM O I10jacy,
VIV HAaCJIOK€H Ha by, Kao Ha crioMeHuKy y Iloxa-
peBny. Kanonckn npukas kHesa Muoma y ontu-
MaJIHOM MCTOPMjCKOM TPEHYTKY IeroBOTI KIUBOTA
IO P>KaBao je Te3y O UJICAMCTUIKOM Peanu3My Kao
u3paxkajHoj GopMI IIpUKa3VBaka KHEXKEBOT JIMKa
y CKyZInTypanHoM Menujy Ha pasmehu Bexosa. Ha
IIOCTAaMEHTMMa OBUX TPUjy CIIOMEHMKA Huje OO0
3HavajHUjuxX pebeda. [Ipukas rpba Kpa/beBrHE Ha
IIpOoYe/by IOCTAMEHTA HETOTUMHCKOT CIIOMEHUKA I
HaTIIVICK y CIaBy KHe3a Mulonia, fuMHacTHje 1 Ha-
1/je Ha HETOTVMHCKOM, II0’KapeBa4KOM U KparyjeBad-
KOM CIIOMEHUKY FOBOpE O CjefUIbEbY BU3YETHOT I
BepbaJTHOT je3MKa y Cy>k6u npormaranze Biaagajyhe
TOVHACTHje.

ITogeTkoMm 20. BeKa M3Be[EHA CY jOII JBa MO-
HapXJMCTUYKA CIIOMEHMKaA Koja, ycriel ofpehennx He-
IIOBO/bHUX OKOJIHOCTY, HUCY IIOCTaB/be€HA Y jaBHUI
npocrop. [Terap Y6askuh je y pasno6my on 1898. o
1900. rogyHe U3pafmo Mojes clioMeHnKa Takoscku
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Cn. 3 / Ceeuano oitikpusarve CilomeHuxa KHe3y

Munouty Obpernosuhy y Heioitiury, 1901.

yciliaHak, Koju je 6uo npencrasbeH y CprickoM ma-
BIBOHY Ha CBeTcKOj usnoxo6u y [Tapusy, nako Huje
610 n3BeneH y TpajHoM Martepujany.** [Ipnka3s KHe-
3a Mutoma O6penosnha u apxumanzputa MeneH-
THUja IIpe/iCTaB/ba MOMEHAT NoAu3ama [Ipyror cpi-
CKOT YCTaHKa U CyO/IMMMpa LIeJIOKYIaH YCTaHAK IO
BohcTBOM KHe3a Mmjora. Y6aBkuheBo meno Busy-
enn3yje HajBaXHUjU AUHACTUYKY IpasHUK O6peHo-
Brha TokoM 19. Beka, 1 TOBOpY O IO3ajMUIIaMa U3
MHOTOOPOjHMX TMKOBHMX IIpeAcTaBa nocsehenmx
nusamy Jlpyror ycranka.”

Mapxko Crojanosuh je 1904. roguae nmao upe-
jy 0 BBOjHOj 6MCcTHN TOCcBeheHO] pogoHaYeTHNIIMA
CPIICKUX AMHACTHja 1 Bohama cpIicKe peBoIyLyje —
kHe3y Munomry n Kapabhophy.” Yrnenuu agBokar un
BureryBepHep Haponne 6aHke ereo je ja BU3yer-
HJIM je3UKOM OTeI0TBOPY AMHACTUYKY KOHKOPAUjY 1
YTBPAY IIOJ/bY/baHO HALIMIOHAIHO jeINHCTBO. VI3Ben-
0y je IMoBepuo yBa>keHOM HAIlVIOHA/IHOM PaJJHUKY
Hophy Jopanosuhy.”” Yiipkoc ouexmnBamymMa Hapy-
41101]a U IOBPEMEHMM ITOKYIIAjMMa, ABOjHA CKYIII-
Typa je 611a mocrasbeHa 1o 1930. rognHe, HajBepo-
BaTHMje Ha Kanemerpany.”
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TUITOJIOTUJA JABHE ®UT'YPAJIHE CKVYJIITYPE V KPAJBEBUHU CPBIIU (1882—-1914)

Cn. 4 / Iawxo Byueiwuh, Ciiomenux Kapahophy, 1913.
(ussop: Konexuuja Munowa Jypuwuha)

[Tocnenmwu Benukn GUrypasHy CIIOMEHUK
MOHapXucTU4Kor tumna y speme Kpamesune Cp-
6uje oTkpuBeH je 1913. rogune Ha Kanemerpa-
Hy (cn. 4).” Cnomenuk Boxnay Kapabhopby, neno
Bajapa [Tamka Bydernha, y3Buiuena je penpesen-
TaTUBHA IIpeficTaBa HOBe AuHacTuje. Purypanuu
npukas Boxzaa Kapahopbha, oua mozmepne cpricke
Hallyje U yreMempuTeba fuHactuje Kapahopbe-
Buha, IOCTaB/bEH je Ha MOCTAMEHT y GOpMM IIpU-
ponHe crene. [lap cTa/HOT BOjHMYKOT Kafpa, CBe-
YaHO OTKPUBEH Yy CKJIOIY IIPOC/IaBe yCIexa CPIICKe
1106eOHOCHE BOjCKe Y 6aTKaHCKMM PaTOBUMA, Off-
penuo je CHOMEHMK Ka0 MOHAPXUCTUYKY HaI[MO-
Ha/HY npencTaBy. CIIOMEHNK MMa M3pakeH BOjHU
KapakTep: Ha IOCTAMEHTY je IpuKa3aHa Qpurypa-
Ha CI[eHa caTKaHa Off BUIIe 3BaHBPEMEHCKH I0-
Be3aHUX JMKOBa. YcTanmk us IIpsor cprckor yc-
TaHKa U CaBpeMEHM BOjHMK, cUMOOIMYHa purypa
BuJIe ca 6apjakoM 1 cuMOoIMYHa GuUrypa ryciapa
HOTBphYjy HaIIOHA/THM ¥ HAPOJHM KOHIIENT BJIa-
majyhe nunacrtuje Kapabophesuha, n npepcra-
BJ/bajy BMU3yenHM oMak Mohu u cHare Brajajyhe
AVMHACTHUje U BeHOT MY>KeBHOT JyXa.

Cn.5 / Pygong Bangeu, Ceeuaro oitixpusarve CilomeHuka
Hocuitiejy O6pagosutry, 1914.

I'pahancku Tun

Toxom 19. Beka HalMOHa/IHA Uzieja je fedrHM-
casa epporcka gpyumrsa.*’ OcHakeHa rpahancka
KJIaca BUIe/Ia je Y Hal[Ujyl TeMe/b MOJIEPHOT BpeMe-
Ha. CHOMEHUIIN Cy IMa/IX jefHY Off K/bYYHMX y/IoTa
Y XOMOTeHV3aIVjJ1 eTHNYKVX IPYIIa ¥ BbYIXOBOM Ca-
MOIIPENIO3HaBay Ha YTy Ka KOHAYHOM yoO/Im4a-
Bamy IOJIMTUYKY OpraHn3oBaHux Haiuja.!' Kpajem
19. Beka, rpahaHCKM CLIOMEHUIIY CYy TOCTAB/baHN Ha
jaBHUM IpocTopuMa. MOHApXUCTUYIKY CIOMEHNIIN
VIMaJIV Cy IPUBWIETHjY Aa OYAy jemHY BU3YeTHU ap-
TedaKTI, /I C BpEMEHOM CY JOIyHeHN rpahaHcKuM
ciomeHunuma. CHara rpabaHcTBa y yCIIOHY OMO-
ryhuia je ma wuUxoBu nmpBauy OyAy npencTaBbeHn
¢durypanmHnM CrioMeHuIMa, Kao Hocuoun cumoo-
JINYKOT 3Ha4YeHha Y KOMYHMKAIMjCKOT MTOTEeHIIMjaJIa.

/1 nmopen M3ocTaHKa jaCHOT KJIaCHOT AndepeH-
Iypama CPICKOT rpahaHcTBa, UK ce MOjeuHN
¢burypanHu CIIOMEHUIIV MOTY IIOBE3aTy C BeTOBUM
menoBaeM. [IBa ¢purypaaHa CioMeHMKa Cy Hapodn-
TO yKasyBasa Ha ocobeHocTy rpahaHcKMxX Hanmo-
Ha/HUX crioMeHuKa — Cilomenuk Jocugy Ilanuuhy,
neno Hopbha JoBanosuha, orkpusen 1897. ropu-
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He,” u Ciiomenux [ocuiniejy Obpagosuhy, pan Py-
nonda Banpgena, oTkpuBeH Ha ynasy y Karemergan
1914. ronuae (cm. 5).* Oba crioMeHnKa n3pakaBajy
IpoXXMMame Tpal)aHCKOT 1 HallMOHATHOT U Mpef-
CTaBJbajy NIpUMepe Bu3yenusalyje KOHIeITa O Xe-
Pojy y ckynnTypamnHoMm Menujy. Jocud Ianunh je
medMHUCAH Kao Xepoj HayKe, oK je ocurej Obpa-
moBuh cBpcTaH y THII Xepoja mepa. O6ojuiia Benmmka-
Ha Ce YKJIaIlajy y OIIITH KOHIIENT XePoja 3ajeHnIe
KOj¥I HAYKOM U IIPOCBeTOM 00pa3syjy Hanujy.* Inak,
npukasy rpanunie y [lanunheBum pykama u Kmu-
re y JlocurejeBoj pyny Hajumtase XyMaHUCTUYKE OC-
HOBE VI YHVMBEP3aTHOCT BU3Ye/He TIOPYKe Y IOMCTO-
Behyjy ce ¢ HaloHaMTHNM 0cobeHoCcTNMA. [l p>KaBHY
OpraHy 1 HaTPUOTCKU OIpefe/beHe rpahaHcke op-
raHmsanyje mopydyjy CoMeHuKe — MIUHUCTapCcTBO
npocsere [Tanunhes, a Ogbop 3a mpocmaBy cToro-
musnie Jocurejese cMptu [locuTejeB CTIOMEHUK —
Te Cy OB CIIOMEHMIIM IIPeTIIOCTaB/ba/li CBe3y Me-
azma mubepanHor rpahaHcTBa 1 Ip>KaBHOT amapara.
durypanHe CHOMEHUKe Cy IPUINKOM HBUXOBOT OT-
KpVBamba IIaTPUOTCKI TOBOPY IPEBOAVIN Y KOPITYC
HALlMOHA/THNX apTedakaTa, a HAllMOHATHO aHTaXKO0-
BaHM OCBPTH y NIEPUOAMIN OVIN CY TIPOXKETV CHAX-
HVM NIAaTPUOTCKMM HabojeM.

[TpousBoamwa BU3ye/THOT CIOMeHAa OKOHYa-
BajIa ce putyanoMm ocBehema. Bemnka marpuorcka
cnaBJba, HepeTKo npahena epemepHrM MaHudecra-
LMjaMa ¥ CJI0OKEHUM MYITUMEIVjaTHiM U3pasuMa,
norsphusana cy nsBanpegHoct forabhaja u gocToj-
HOCT M300pa’keHOr /IMKa, KOj! je, [0 Y30py aHTUY-
KOT PUTYaja, JOCTU3a0 BAaHBPEMEHO OCBElLITehe I
KOHA4YHO 010 CMeIITeH y MMaHTeOH Xepoja Haluje.
MecTa Ha KojuMa Cy TIOYMBa/IM CIIOMEHMUIIN TT0CTasa
CY CBOjeBpCHM IICey0(pyHepaTHU IPOCTOPY KOTIEK-
TUBHOT cehamwa 1 Mecta MaHudecranuje cehamwa Ha
IpeMIHYJIe IPeABOJHIIKE 3ajefHme.

Y MCTOM KOHTEKCTY Ce palldy;iTaBa ¥ IOCTa-
B/batbe OVICTa Y jaBHUM IIPOCTOPUMA. JOII Off aHTHY-
Kor fo6a 6ucra cBojoM popmMoM (0OpHYTI TPOYTAO)
yKasyje Ha KOHIIENIT alloTe03e 1 IPefiCTaB/ba BU3Y-
eTHV OMa)Xk 6€CMPTHO] ClTaBy IIpeficTaB/beHoT. buc-
Te MCTAKHYTUX JbY[IN 3aje[lHNUIIE IIOCTAB/bEHE Y jaB-
HOM IIPOCTOPY MOCTAjy MearolIKo-MOpan3aTOpcKe
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Ie/IMHe U ApyumTBeHu ysopu. beorpancku Kaje-
MerjaH, feHICaH Kao 3e/IeHN ITAHTEOH HaI[MO-
HaJIHe CJIaBe, II0CTAO je XXVDKHM IPOCTOP Ha OTBO-
pPEeHOM 3a IIOCTaB/batbe OMCTa BenmKaHa Hanuje. Ha
IIOCTAMEHTIMA Y BUAY CTYO0Ba pasmununtux Gopmu,
CKYJ/IIITypasIHe MpefiCTaBe BellKaHa 00IMKOBaHe Cy
Y CK/Iafly C €BPOIICKUM TPEHJIOM peaKTyannusaluje
BUXOBOT KynTa. bucra necanka Bojucnasa Vimnmha,
pap JoBaHa Ilemmha,* n monpcje monurnyapa Josa-
Ha [aBpunosnha n3 1891. rogune, punonora Hype
Hanmunha ns 1893. moguHe, u moete u cauKapa
‘Bype Jakmnha us 1896. ronnne, gena Ilerpa Yoas-
kuha, motephyjy koHIenT BUsyenusanuje rpaban-
CKUX KYITYPHMX HOPMM, KOje Cy Y TI0e3Ujy BUTeIIe
K/by4He YHUBep3a/IHe U HallMOHa/THe BPETHOCTM Ha-
IaXHYTUX IojefuHana. bes 063mpa Ha pasHOMNKO-
ctu dopmanHoT n3pasa (KIaCUIHM aKaJeMCKU
u3pas, cerecuja...), OMcTe ¥ IIOCTAMEHTH Cy Cafp-
JKMHCKY ilepUMHMCAHY Kao BU3YeTHM MCKa3y Clla-
Be Xepoja. Tako cy mepuunupana u nompcja Jocuda
[Tanunha, Byka Credanosunha Kapanmha u Jocu-
teja O6panosuha, pap Ilerpa Yoaskuha, mocraspe-
Ha 1906. roguHe Ha npouerbe Tpehe 6eorpascke rum-
Hasnje.”” OHe UCKa3yjy 6eCMPTHOCT yTeMe/buBada
HallMIOHA/THE HayKe, KY/ITYpe, je3uKa U IIPOoCBeTe, Te
IpOXXMMabe Hal[MOHATHUX U rpahaHCcKuX nyearna.

Hanuonauuu Tun (ajieropujcke nepcoHm-
(puxanuje 1 cuMOOJINYHE NpPeaCcTaBe)

Aneropujcke nepcoHnduKanyje y uMe Haluje
HEPEeTKO Cy TOKOM 19. Beka mpeficTaB/baie UCTO-
pujcke forabaje n craBHe mmuHOCTH.*® Aeropujcka
IIPENCTaBa y CKYINTYPU IPETIIOCTAB/baa je, CXOIHO
mebuHNLIN}Y aneropuje, CBeoOyXBaTHO IPeHOIIeHe
C IO3HATOT Ha 3aMUII/beHO 3Hauewe.*’ BusyemHum
jeaukoM, 10 MOryhCTBy LITO jaCHMjUM, IIPeCTaB/ba-
JIO Ce OIIITE.

Haumnonanze Teme npeukasuBaHe cy u'y ¢pop-
Mu cuM6bonmnyHuX Purypa. ETuMmornomxku nsseneH
U3 I'PYKOT je3MKa, CMMOOJI IIpefcTaB/ba 3HAK pac-
rnosHaBama.” PasnoM/beH Ha [Ba fiena, OH ce MMao
IIOHOBO CIIOjUTH, U CTOTa IIPEJCTaB/ba CUHOHUM 32
3HaMeme. Kpajem 18. Beka cum6bo0r1 monpuma u npe-
OJIOIIKO 3HaYeHhe, K0 CBOjeBPCHM 3HAK ofipeheHnx

I

HACIIE 'E

J



TUITOJIOTUJA JABHE ®UT'YPAJIHE CKVYJIITYPE V KPAJBEBUHU CPBIIU (1882—-1914)

Cn. 6 / Bophe Josarnosuh, CliomeHuK KOCOBCKUM jyHAUUMA,
oinikpuser 1904. iogune (ussop: Hapogra 6ubnuoiiiexa Cpouje)

rpyma Koje cuMOOJI IPeI03Hajy Kao BU3Ye/THU 3HAK
BUIIIE BPETHOCTI.

TokoMm 19. Beka jaBHM IPOCTOP €BPOICKUX Jp-
aBa fedpuHMCae CY MHOTOOpOjHe aneropujcke
ckynnrype (Iepmanuje, Mapunjage...).”! OBa ugean-
HO TUNN3MPaHa CKY/INTYypPaHa Jie/la IpefCcTaB/baia
Cy HanMoHanHe nepconndukanuje. Ocoburo je y
@paH1yckoj HakoH nopasa of [Ipycke 1871. roguue
TOIIIO IO MYITUIUIMIPAaa PAaTHUX GUTYPaTHUX
IIpEe/ICTaBa, y YMjeM Ce LIEeHTPY HalllJla aJleTOpujcKa
nepconn¢ukaiyja Mapujane.”> CnaBHa rpyna Gloria
Victis, kaHOHCKM ITpuKa3 ayropa AHTOaHa Mepcujea,
IIpUKasyje MajKy Haljje JOK IIpUp KaBa I1ajor BOj-
HyKa. OBaKkBe CKy/IIITypanHe IpeficTaBe, nocsehe-
He paTHMM forab)amrMa, Hafiu/Iasnuie Cy KOHKpeTaH
MICTOPUjCKNU TPeHyTak.”” Bapujarnuje Ha TeMy ucror
norabaja, nmu TeMe, IpeTIIOCTaBBATIE CY 0c1060herve
Off ICTOPMjCKOT 30MBama’ ¥ HEeroBo CMelITambe
Y PacrosHaT/byB MKOHOTpadCcKky Tni. 3HaMEHUTN
crioMeHMK HapBojBoge Kapra Ha 6eukom Tpry xe-
poja maHudecToBao je cybnumalyjy Tuna xepoja ¢
JIENIPLIaBOM 3aCTaBOM Kao cuMbonoM cHare.” Vc-
TOBPEMEHO, OBaj TUII j€ YKa3UBaO Ha MEMIMjCKO IIPO-

Cn. 7 / Bophe Josanosuh, Tycnap’, Aitoitiexa y Yauxy,
cHumaxk u3 1937. (uzeop: Konexyuja Munowa Jypuwuha)

XKMMambe BajapCcTBa ca CIMKAapCTBOM U rpadukom, u
ynyhuBao Ha cTaHJappu3anNjy TeMa MCTOPUjCKOT
CTIMKAPCTBA y CKY/IITYPU KO jaBHOM Mefljy.
3avenu ckynnType y Cpbuju takobhe ce Besyjy
3a ucropujcke Teme. Ilerap Y6askuh je y Pumy usseo
TUIICaHu Mofen criomenvika Majka Cpéuja (Pro patria
mori), 1882. rogune. MehyTum, kao npernocrasibe-
HJI MOHYMEHTA/THV CIIOMEHVK ITa/iiM 6opIyMa Huje
610 peamusosan. J[yro ce Bepoaso fia je YoaBkuhes
MOJIe/ Of TMIICA YHUIITEH TOKOM 6oMbapyoBama y
BenukoM pary, any HOBMja MCTPaKMBamba YKasyjy
Ha IIPEeTIIOCTABKY Jja je UIlak cadyBaH.*® Ha ciaunm
ViBana Tumosa Kabuneini 6nage Huxone Ilawuha
13 1922. ropyHe BUI/bMBA j€ KOMIIO3UIINja KOja OfI-
rosapa Banrposuhesom onvicy Yoaskuhese ¢urype
o6jaB/beHOM y CpucKUM UMYCcilipo8aHum HOBUHAMA
1882. rognue.” Majka Cp6uja ca 6apjakoM y pyru
IpUAipKaBa PambeHOT BOjHNKA I TOTBPhyje nspeyeHo
O TUIICKMM aJIeTOPYjCKVM IpeficTaBaMa yoOmdeHnM
10 ozro6mjy oppebhennx (Ham)ucropujckux porabaja.
Kipyunu Haronanuu apredakt y popmu mep-
coHudukanuje y 19. Bexy jecre CiiomeHUK K0cos-
CKuM jyHayuma, oTKpuseH y Kpymesiyy 1904. rognne
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Cn. 8 / Bophe Josarnosuh, ‘Benuxa Cpéuja’, 1901, xon
Hapoghe 6anxe Cpbuje (¢poimoipapuja Cimianko Kocitiuh)

(cn. 6).°® Ileno Hopha Jopanosuha, nsnarano u Ha-
rpaheHo Ha CeTckoj usnox6u y ITapusy 1900. ro-
IVHE, IPeJCTaB/ba LIeHTPAaTHU HAI[VIOHATHY CUMOOIT
y Menyjy cKynnrype.” MOHYMEHTaIH! CIIOMeHMK Ha
PeTOPMYKY Ha4uMH Je(VHIIIIe HAIVIOHATHE IIEPCOHM-
¢dukanyje n cumbomrare ¢urype. Ha Bpxy criomenn-
Ka ce Hajasy IeHTpanHa ¢urypa bomka Jyrosuha,
Kora IIpuap>kaBa Buia. IlogHoxje crioMeHnKa ¢aH-
KMpajy aneropujcka nepconndukanmja CrobogHe
Cp6uje (Kpamesune Cpbuje) n cumbonuana ¢purypa
rycrnapa. CumbonuyuHa ¢purypa ryciapa npencrasiba
TUIICKY (pUTypy OHMPUYKOT IIeBava, Koja je IocTana
apXeTUIICKa KOJIEKTUBHA C/IVKa YyBapa Tpaauije.”
OHa je ¢ BpeMeHOM IIpeTpIiena Iipeobpakaje, amm je
oBoM JoBaHoB1heBOM mpeficTaBoM JleMHMCAH Ka-
HOHCKM U UJIEHTUTETCKM IIPUKa3 HApOHOT ITeBava. Y
cajiejcTBY ca jBa 604Ha perbedpa Ha 6a3u MOCTaMeHTa
(Munow O6bunuh y6uja Mypaitia v IIpuueciti cpiicke
sojcke iipeg ognasax y Kocoscku 60j), IpenosHaTy cy
u armnypany rp6osu mapa JlynraHa, kHesa Jlasapa,
Hemamuha u KpameBune Cpouje.

I'ycmap ¢ mocramenta Kocosckol cliomeHuka
MIMaO0 je U CBOj caMOCTa/IHM IpuKa3. JopaHosuh je
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Cn. 9 / Cumeon Poxcanguh, Ceeuaro oitixpusarve CiiomeHuka
uslunynum 6opyuma 3a ocnoboherve Bpatrwa, 1903.

ckynurypy Iycnapa nsseo 3a motpebe n3narama Ha
Csetckoj usnox6m y ITapusy 1889. ronnne. Muxa-
wino Bantposuh y memy Huje ipeiiosHao cprckor
ryciapa 1 Ji0 1heroBor OTKyma 3a Hapogum mysej
Hje fouuto. PeBontupann JopaHosuh je ckynmnrypy
nocnao y Yagak O6paty, KOju ra je M3jIoXuo y amo-
tery ,, Koz rycmapa® (o 7). Ckynnrypa je nsaspana
BE/IVIKO OflyLIIEB/beIbe Y IPUBATHO-jJaBHOM IIPOCTOPY,
0 YeMy CBeJJOYM Bajap: ce/bayl cy CKUganu Kaie, a
cerpamke my pybune pyke kao ga je sue 4osex. Ya-
4aHU Cy gOonasuiu Kao Ha 4ygo ga euge — HecpiucKoi
- Iycnapa, a atioitieka moia 6paiiia iocitiare 1yseHa
y wipu okpyia.®!

JoBanoBuh je Ha pasmehu BexoBa jour gBamyT
IIOHOBMO aJIeTOpMjcKy nepconndukanujy Cpbuje,
nedUHNCAHY HBEHUM YHUBEP3aTHUM KapaKTepoM
Kao MajKOM Haljyje, CMMOOIOM BUTA/THOCTI Y pere-
Hepanuje. [IpencraBa Benuke Cpbuje ca kpyHOM y
pyLu, HacTajIa 110 HapyHOMHY AUIUIOMATCKOT KOpa
u3 [Tapusa 3a kpapa Anexcangpa O6penosuha 1901.
rof[iHe, KOHA4YHO je IOCTaB/beHa Y BojHOTeXHMYKOM
3aBoay y KparyjeBny, leHTpy BOjHe MHJyCTpuje
cpucke apxase.” JlonojacHa ¢urypa Benuke Cp-
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Cn. 10 / Cumeon Poxcanguh, 'Pubap’ Cbop6a’), Ha Banxarckoj usnomcou y Jlongomy 1907.

(useop: Konexuuja Munowa Jypuwuha)

6uje, memo ucTor Bajapa, nmocrasjbeHa je 1901. rogyue
y cBeuannu xon Hapopue 6anke Cpbuje (. 8), 1eH-
Tpy PuHaHCcHjcke Mmohu fipxaBe.®® [locTaB/mparme 06e
CKY/IIITypajiHe NPeiCTaBe Y HajBaKHMje YCTAaHOBE
Kpamesune Cpbuje morBphusaso je meHy cTabm-
HocT 1 Moh Brazajyhe rpahancke kmace. Vicropeme-
HO, MOHaPXMCTUYKM IIPYHINIIL, HOCEOHO CKY/IIType
Benuxa Cpbuja, ykasyje Ha OTBOPEHOCT IIpeMBamba
CTPYKTYPpa, Koje 61 ce MOI/Ie pacTyMaduTy U THUIIO-
JIOTM3VPaTy Y KOPITYC MOHAPXVICTVYKIUX VIV MOHAp-
XUCTUYKO-HALMOHATHAX CIIOMEHMKA.

Y ckiiomny Tese 0 alCTpaxoBamby UCTOPUjCKUX
morahaja ¥ BUXOBOT peflyKOBama Ha HUBO CUMOO-
MIHMX PUTYPa, ¥ Y KOHTEKCTY pacliO3HaBaba MKO-
Horpaduje HaIOHATHNX CIIOMEH/Ka BOjHOT Kapak-
Tepa, MOXKEMO y OBY IpyIy cBpcTatu u CliomeHux
usiunynum 6opyuma 3a ocnobohewe Bpawa. [leno
akajeMckor Bajapa Cumeona Pokcananha,* oTkpu-
BEH Ha IVIABHOM T'pafickoM Tpry y Bpamy 1903. ro-
AuHe,” MpeficTaB/ba BU3YeIN3alljy alloTeo3e IaInx
BOjHIKa Y ollepanyjama 3a ocnobohemwe Bpama y pa-
ToBMMa off 1876. no 1878. rogune (c1. 9). durypa
Oapjakrapa ca 3acTaBOM y pyuy Hajwiasu ogpebe-

HY VICTOPUjCKY JIMYHOCT U IOCTaje cMMOOmYHa (u-
rypa ro6esie moBe3aHa C IOKa/lHMM Hacehem, koja
je ¢ BpeMeHOM YMeTHyTa y KOTeKTUBHO cehame kao
IIOITY/IApHYM JIOKa/IHM TONIOHUM - Yuxa Muiuxe. Ha
CMYaH HauuH je u Josa Ilemmrh nsBeo ¢urypan-
HU cioMeHUK y KmwaxeB1y, orkpusen 1906. ropu-
He.*® CIIOMEHVK jyHalMa U3 CpPIICKO-TYPCKOT paTa
1876. mpencrap/ba 6apjakTapa koju MaHudecryje us-
HeTy Te3y 0 cMMOOMMYHUM PUTypaMa ca 3aCTaBOM
Kao OIIIITVM MeCTOM e€BPOIICKe I CPIICKe jaBHe -
TypajHe CKYINType TOKOM IOCTENmUX fetenuja 19.
u moueTkoM 20. Bexa.
*

KonauHo, kpajem 19. n nouerkom 20. Bexa, f10-
IIJIO j€ IO M3BECHUX CTUICKMX Y TEMATCKUX HOBMHA
y cpuckoj ckynntypu. Ckynnrypa (ponrana) Pubap
Cumeona Poxcanpunha, npencraB/beHa Ha BEIMKOj
Bankanckoj usnox6m y Jlougony 1907. roguse (ci.
10), mocraBbeHa Ha Kanemernany o 1911. roguse,
yKasyje Ha IIpaBall y IOCTYIIKY penykuuje popme.*’
VcroBpeMeHoO, NIejHN UCKA3 OBE CKY/IIITYpPe CBENO-
Yy O CTPYKTypaTHUM M3MEHaMa y eBPOIICKOj KYII-
Typu KpajeM 19. Beka, Koja je IIPeKO MUHXEHCKUX
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cre6eHNKa 3aKIUBe/Ia U Y CPICKOM KY/ITYPHOM
npocropy. IIpukas mporo4oseka y BUJy TaKO3Ba-
Hor pubapa, 1 Bberosa juBba 60pba C OTPOMHOM
3MUjOM, IIpe/iCTaB/ba BU3yeNIM3alijy eBONTyL1O-
HUX Teopyja. VI3HaJ MCK/bYy4MBOCTH Te3e O CI06o-
IV ay TOHOMHe IMKOBHOCTH 1 Moryhoj morpasu 3a
41CcTOM (POPMOM, IPUMETAH je MCKa3 y IPUIOT Ma-
Tepyjanusanyji akTyeTHUX HayYHUX MCKa3a U KOH-
LleNTa JapBMHNU3MA Y MENjy CKY/INTYype Y BU3YeN-
HOj KYyITYpPMU.

Hoge TenpieHIuje Cy yTuIiaie 1 Ha yoOmr4apame
¢dbopme u cagprxaja 3HamMenuTor Memrposuhesor [lo-
begruxa 3 1913. rogune.® MoHyMeHTaIHa CKY/INITY-
pa, Y CYIITUHYA ajIeTOpMjCKa IIpefCcTaBa, yKasyje Ha
nobexy cpIcKe Bojcke y 6alkaHCKMM paToBuMa. OHa
IIpefiCTaB/ba CHATY IPBOOUTHOT JyrOCIOBEHa, KOju
je y BpeMe obpasoBama Ky/ITypHOT IIPOCTOPA jyK-
Hux CI0BEHa CaJiejCTBOBAO C aKTYE/THUM €BPOIICKMM
TpeHoBuMa. [To OkOHuay paTHUX onepanyja, 6110
je samunubeHo ja ITobegHux Gyne nocrasjbeH Ha Te-
pasujaMa y beorpany. MOHYMeHTa/THOCT U M3BECHA
penykuuja popme Memrposuhese ckynnType obje-
IMIbEHE Cy Ca YHYTPALIbJM HEIATBOPEHUM IIaTOCOM
Kao MaTepujannsanyjoM KOMIIPECOBAaHe €Hepruje,
KOja ce jollI MHTeH3VBHYje MaHU(eCcToBaa y Bajape-
BUM (parmMeHTIMa Ha ClloMeHUKY KOCOBCKUM jyHAU-
ma.® Iloueraxk IIpBor cBeTcKor parta je oHeMoryhmo
nocrasbame ¢urype Ilobeguuxa Ha cTyOy Koju je
Tpebaso na 6yzme PpokamHM LieHTap 3aMUIIJbeHe Bemu-
JajHe OHTAHE ONTOYEHE JIAB/bJIM I7IaBaMa, TYPCKUM
MackaMa 1 purypama KOombaHIKa.

HAIIOMEHE

*Pap je HacTao y OKBUPY IIpojeKTa MuHMCTapcTBa HayKe M IPOCBe-
te Penry6muke Cpbuje, mon Hasuom Ilpegciiase ugeniiuiiieitia y
YMETAHOCTTIU U 6ePOATHO-6U3YeNHOj KYNTTypU HOBOT 6eKa, TIOf, PETHIM
6pojem 177001.

1] Mittig 1987: 458—460.
2] HUcimo.

3] Habermas 2017.

4] Mittig 1987: 458-460.
5] Warnke 2001.
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JemHa op MOTyhMx TUIIOIOLIKYX ITOfeNa jaBHEe
¢urypanne ckynnrype y Kpamesunu Cpbuju, y3
orpahuBame off mpenuBama pasHONMNKNUX TUIIOBA Y
PE/IaTUBHO YBPCT U NIPEBACXOHO UMIEJHO YOOIMYeH
CafIpKMHCKY KaJTyTl, jecTe MOHApXMCTUIKM, TpabhaH-
CKI ¥ HaIIIOHA/THYU TUII C TIOjeJMHUM HMOACTPYKTY-
paMa. Y LIeHTpy jaBHE CKY/IITYpe Halll/la C€ aHTPO-
noMopQHa IpojeKunja JPYITBEHNX U KYITYPHUX
njieasa y BpeMe KOHa4HOT (popMuparma MOJepHe
cprcke ap>xase. Bogehu KynTypHu npBaum, momyT
Muxanna Bantposuha, uctakaytu Bajapu CumeoH
Pokcanpuh, Ilerap Y6askuh, Hophe Jopanosuh, y3
CyfiennoBarbe NOMUTUYKNX M HayYHMX NPeIBOIHMKA
3ajeHULIe, KPEMPAJIN CY jaBHU IIPOCTOP Y KOjeM Cy
M3JI0KeHe CKYIITYpe Kao aKTyeTH) CUMOOII HOp-
MIpama APYyIITBeHNX ocHoBa. Cy6OmManiyja TakBUxX
Hayesla je MpefcTaB/beHa UMEjOM O IIOM3aIby Yec-
Me Ha Tepasmjama, y umjeM LeHTPY je npensubeno
na croju Memrposuhesa ¢urypa ITobegHuka. Mo-
HYMEeHTa/IHN apTedaKT, 3aMUII/beH a IOTBPAM T10-
0eOHOCHM IIOBpaTaK CpIICKe BOjcke n3 bamkaHckmx
paToBa, KPUCTA/INCAO je BUIIENELIeHNjCKI CTUICKI
M Cafip>KMHCKU pa3Boj GUTYpaTHUX CIIOMEHMKA Y
Kpamesunnu Cpbuju, nepuuuimryhn pasHonuke Tu-
IIOBE U IbMIXOBA IIPEN/INTaba y MEAMjCKOM U jABHOM
npocTopy y nepuopny ox 1882. mo 1914. ropune.

IIpod. ap Urop b. bopo3samn,
MCTOpUYAP YMETHOCTI
dunosodckn dakynret, beorpan
borozan.igor73@gmail.com

Telesko 2010: 137.

[=))

Tumotujesuh 2001: Ham. 10.

Telesko 2010: 137.
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Has. geno: 139.
Tumorujesnh 2002: Har. 10.
Mittig 1987: 474-478.
Telesko 2010, 140.
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14] TIlojemuHe aHanu3e, MOIYT AEKOHCTPYKIMje mporeca (oxbop,
sem/puiTe, QUHAHCUPabe) yobmuuaBamwa CilomeHuka KHesy
Munouy O6penosuhy y Herotuny 1901. rogune. Vinax, ananmm-
3e TIOIyT OBe ) IEKOHCTPYKIMje mporjeca y cay4ajy CiiomeHu-
ka Jocugy Ianuuhy y Beorpasy — HICY JOBO/bHE JIa Ce M3Be-
Iy ommuTy 3akby4uy: boposan 2006: 165-185; Tumorujesuh
2002-2003: 226-231.

15] Tumornjesuh 2002: 45-78.

16] Buiue 0 Y1031 CPIICKOT HAPOJA Y HOBOCTBOPEHO] APXKABH jyK-
nux Cnosena: Tumuh 1996.

17] ITasnosuh 1962; Boposau 2006: 78-79.
18] Warnke 2001: 8-10.

19] Makyspesuh 2006: 292—-302.

20] Has. geno: 302—-308.

21] Mittig 1987: 457-458.

22] bBan, M. (1857), Cnomenux Kapahophy, Cpiicke nosune 4, 10.
janyapa, mpertamiaso y: Tommh 1985: 131.

23] Tommh 1985: 161.

24] Tumorujesuh 2001: 39.

25] bBpajosuh 1 boposan 2016: 85-97.
26] Fehel 1874: 362-367.

27]  McCormick 1990.

28] Banrposuh 1874.

29] Tumorujesuh 2002: 68.

30] Ilimamia, 18. jyx 1903.

31] Cumuh 1973: 32.

32] Borozan 2016: 157-176.

33] Boposan 2006.

34] Cumuh 1989: 290-295; Tumorujesnh 2012: 309-314.
35] Tumorujesnh 2012: 271-316.

36] Josanosuh 2005: 52.

37] Has. geno: 119-120.

38] Cresanosuh 1930: 13.
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TYPOLOGY OF PUBLIC FIGURAL SCULPTURE
IN THE KINGDOM OF SERBIA (1882-1914)*

IGOR BOROZAN

he definition of a monument taken in its nar-
row sense says that it is an immovable work
of art worthy of preservation.' The term ‘mon-
ument’ refers to an artistic figural statue (piece) in-
stalled in a public space to serve as a permanent
memorialof a person or an event." Defining figural
monument as a specific means of communication co-
incides with Habermas’ theory of communicative ac-
tion."" Figural monument is understood as a prima-
ry means of information exchange in public spaces.
A sculptural work of art emerges as a result of actions
by certain groups and individuals and is perceived as
a product of time with historical background." There-
fore, through the prism of political iconography, rec-
ognisability is its most lasting feature.” Sculpture is
created in a determined interspace between the in-
tention of the visual message sender and the intended
recipient. It is the result of community expectations
and represents the visual expression of the official rep-
resentational culture and a socio-cultural creation."!
The definition of a figural monument is found-
ed on the renaissance reinterpretation of an ancient
public sculpture."" The revival of ancient ideals inthe
Renaissance period led to the renewal of the concept
of statue and its moralising and didactic connotation.

Heroic representation of an individual represent-
ed a personification of the specific historical figure
while simultaneously creating the impression of the
suprapersonal, given that the individual became the
universal."™

Pliny’s descriptions of the Ancient Roman sculp-
ture (Historia Naturalis) were reactivated in Alber-
ti’s famous tractates De Statua from 1432 and De re
aedificatoria from 1452. They, as well as the works
of other renaissance authors, foster the idea of statue
as a visual mark that inspires memories of respecta-
ble members of community and important historical
events. Statue implies a socially committed insertion
into space and history, and, therefore, represents a
modern response to contemporary social challenges.
Serving as a reminder, it has a social impact in appro-
priate spaces (interior and exterior). Squares, streets
and public buildings (churches, city halls, palaces
etc.) become dynamic spaces of intercommunicative
action between the object and the subject, maintain-
ing the social and cultural ideals of a community.

In 1774, Johann Georg Sulzer predicted the
19" century climate and fascination with monu-
ments, emphasising the Janus-like nature of a mon-
ument that embodies the experienced and confirms
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the present progress.”™ The process reached its peak
in the 19" century, which led to a real monumanto-
mania resulting in the expansion of figural and other
monuments in public spaces.

Finally, one of the possible typological classifica-
tions of figural monuments - the one by Hans Mittig,
which was criticised in science as being over-simpli-
fied* - divided monuments into standing figures, fig-
ures on throne and equestrian figures (statues).*' In
the context of classifying sculptures from the period
of the Kingdom of Serbia, a more appropriate divi-
sion seems to be that of Werner Telesko, who identi-
fied three key political types of monuments: monar-
chical, civic and nationalistic (popular).*" Following
Ekkehard Mai’s canonical study on monuments, Tele-
sko states that this classification is also prone to rela-
tivising and that, in effect, the mixed type dominates
across various forms.*™

This classification seems to be the most appli-
cable with regard to the monument culture in Serbia
in the late 19" and early 20" century. However, it has
largely been simplified, because there are no synthet-
ic studies on monument financing and their classifi-
cation as determined by social groups that support-
ed the construction or had a share in the purchase
of the land where the monuments were installed X'
The overview of social and economic conditions for
creating the monuments of Serbian monument cul-
ture cannot be fully grasped, which somewhat hin-
ders their strong structural definition. Therefore, the
derived typological analysis of figural sculpture in the
public space of the Kingdom of Serbia rests upon for-
mal and substantive characteristics.

Public figural sculpture in the Kingdom of Ser-
bia, essentially framed by social, cultural and ideo-
logical circumstances of the period, is defined as
part of general artistic tendencies in the sculptural
practice of nineteenth-century Europe. Its local idi-
oms are primarily related to the choice of themes and
adherence to the theory of suitability which implied
the visualisation of the national costume, physiogno-
my and other restrictions of the home ground. Popu-
lar stylistic expressions (symbolism, academism etc.)
determined the formal appearance of sculptures. The
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communicative potential of public figural sculpture,
sublimated in various figural monuments, main-
tained the potential of social impact through visual
works in public space.

Specific determinants outline the studies and
typological designation of public figural sculpture in
Serbia from 1882 to 1914. This period defines the his-
torical state framework for periodising Serbian pub-
lic figural sculpture. The evolution of the young Ser-
bian state into a monarchy ended the century-long
process of shaping the national and political eman-
cipation of the Serbian people. The grand ephemer-
al spectacle organised on the occasion of the unveil-
ing of the monument to Prince Mihailo Obrenovi¢ in
Belgrade in 1882 coincided with the proclamation of
the Kingdom of Serbia (Fig. 1),*" which indicates that
the installation of the figural sculpture was a political
issue of primary concern.

On the other hand, this historical period of
the Serbian monarchy ended with the beginning of
the Great War and its transformation into the state
union of South Slavs, which resulted in ideologi-
cal and cultural changes.*' The new circumstanc-
es generated new interpretations of the nature and
purpose of sculpture, despite the fact that almost all
renowned sculptors continued working in the newly
formed state.

In their broader sense, monuments also existed
in Serbia prior to the proclamation of the Kingdom
of Serbia®"": Vozarevi¢’s cross in Vracar from 1847
and Monument to the Liberators of Belgrade from
1848, Fidelis Kimmel’s Harvester from 1852, Jozef
Klemens’s bust of Karadorde from 1855, the bust of
Prince Milo§ Obrenovi¢ made by Ioannis Kossos in
1861, and the funeral monument to Prince Milo§
Obrenovi¢ at the Belgrade Cathedral Church made
by Johannes Schilling in 1874, all tell of the existence
of monument culture on Serbian soil in the mid-nine-
teenth century. However, this partial monument and
figural corpus is insufficient to draw conclusions on
the existence of a standardised monument culture in
the Serbian state, the conditions for which were made
only upon Serbia’s full independence in 1878 and its
rise to the level of kingdom in 1882.
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Figural sculpture of the Kingdom of Serbia
is viewed through the prism of political discourse,
which sees the aesthetic as charismatic®™"™" and sur-
passes the practice of analysing a sculpture as an
autonomous work of art. Typologising, which is
mainly related to figural artefacts in urban areas
(squares and streets), does not offer a comprehensive
definition of the notion of monument.*™ Therefore,
this paper does not include analyses of other monu-
ment types that are primarily regarded as public mon-
uments in the broad sense (obelisks, triumphal pil-
lars, memorial trees, memorial buildings, memorial
temples, memorial fountains and memorial graves).**
In a broader meaning of the term monument, and
according to Mittig’s definition, monuments can be
movable works — small portrait busts and similar fig-
ures — and collections of historical sources, memorial
books, building complexes, memorial spaces (concen-
tration camps etc.).**!

This served as the basis for theoretical devel-
opment of the concept of figural sculpture in nine-
teenth-century Serbia. Matija Ban, who engaged in
discussion with Ljubomir Nenadovi¢ about erecting
a monument in honour of Duke Karadorde, insisted
on visualising great people in figural form.**" Coun-
tering the stance that a school named after Karadorde
should be built, as stated in Nenadovi¢’s text On
Monuments published in newspaper Sumadinka in
1857,*! suggestions were made to build the Nation-
al Theatre whose roof top would be adorned with a
figural representation of the leader of the First Serbi-
an Uprising. It was a revocation of the ancient under-
standing of the monument as a sublimation of pub-
lic virtues, which is erected in honour of an esteemed
member of society and complemented by the idea of
moral betterment of the community.**"V

Monarchical monuments

Despite the undeniable need of monarchs across
Europe to maintain their supreme prerogative of pow-
er, in the 19" century, in some cases, the monarchical
principle of rule coexisted with the nationalistic idea.
Advocated by ever more influential prominent citi-
zens and elite members of the bourgeoisie, the nation-

Fig. 1 / Unveiling of the Monument to Prince
Mihailo Obrenovic in 1882

alistic idea imposed significant limitations for Euro-
pean monarchs. This is the reason why monarchical
monuments are seen as manifestations of the dynastic
and nationalistic concept, particularly materialised in
the form of equestrian statues.

From the ancient to the renaissance and, par-
ticularly, baroque culture, equestrian sculpture is the
pinnacle of the visualisation of power and dignity of
the person represented. **VThe Aristotelian concept of
magnificence is embedded in the essence of expression
and rhetorical gesture of the horseman. The power of
the visual was felt through powerful representations
of horsemen, who in the pre-modern and modern era
visually reflected the concept of absolutistic suprem-
acy of rulers and the immutability of the monarchi-
cal concept of ruling power. The visual paradigm of
the equestrian sculpture of European civilisation was
the monumental representation of Roman Emperor
Marcus Aurelius, which sublimated the concept of the
ideal ruler as the perfect leader of the community.*"!
What is more, every representation of a ruler mounted
on a horse was a sublimation of the notion of adventus
augusti — triumphal entry into the city. V!
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In the Serbian society, the concept of representa-
tion of the ideal ruler is largely attributed to Mihai-
lo Valtrovi¢, a leading cultural ideologist of the last
decades of the 19" century. In his book Projekti za
spomenik pocivsem knjazu Mihailu Obrenovicu 111
(eng. Designes for the monument to late Prince Mihai-
lo Obrenovic IIT) published in 1874,V Valtrovi¢
defined the representation of the ruler as a set of fun-
damental virtues that embody the suprapersonal con-
cept of state government transposed into the monar-
chical ruling system.

The proclamation of the Kingdom of Serbia in
1882 was celebrated with a pompous unveiling of the
monument to Prince Mihailo Obrenovi¢ at the cen-
tral square in Belgrade. This outstanding monument
— the work of Florentine sculptor Enrico Pazzi, which
was cast in the workshop of Munich-based artisan
Ferdinand von Miller in 1879 - sublimated the idea
of the ideal ruler. The base, made according to Kon-
stantin Jovanovi¢’s design, complemented the idea
of absolutism with nationalistic elements. In addi-
tion to serving as the foundation for the equestrian
statue, the base bears a visual expression in the form
of reliefs, emblems and inscriptions that complete
and decipher often abstract figural representations.
The family coat of arms at the front of the base is the
visual representation of the ruling dynasty. As part of
the dynastic manifestation of the Obrenovi¢ family,
spreading above the coat of arms on the bronze ped-
estal is the key relief dynastic representation Prince
Milos in Takovo. Furthermore, the three remaining
reliefs on the oval pedestal demonstrate a combina-
tion of dynastic and nationalistic structures. Rep-
resentation Serbian Gousle Player ornaments the back
of the pedestal and offers symbolic associations to the
creative structure of the Serbian nation. Equally strik-
ing is representation Serbs take an oath on the grave of
Prince Mihailo on the lateral side of the pedestal. The
unity between the late ruler and the gathered people
signifies the concept of nationality, which the ruling
dynasty emphasised in the context of propagandist
agitation. Finally, relief representation National dep-
utation before Prince Mihailo is located on the other
lateral side of the pedestal, outlining the concept of
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limitation of power and an agreement between the
constitutional people and their ruler, dynasty and
monarchy as a whole.**™*

A monument that may also fall under the
monarchical and nationalistic framework is the
unrealised representation of King Milan, which was
supposed to be made by French sculptor Antoine
Mercier in 1904. Shortly before the May Coup, the
sculptor came to Belgrade and brought a model of
the envisaged monumental equestrian statue that
was to be placed at the entrance to Kalemegdan.
Contemporary reporters of the Stampa daily sup-
ported the thesis on the nationalistic-monarchical
structure of the monument: The monument is to be
12 meters high, cast in bronze, and placed on a base
made of Serbian granite. The location for the monu-
ments has also been chosen: at the entry to the Upper
Town. King Milan would be on a horse, in his gen-
eral uniform, the monument would also include two
female figures — one on the front, and the other on
the back of the monument, where one would repre-
sent Serbia, leaning on a double-bladed sword, with
a large double-headed eagle spreading wings at her
feet. A date would be inscribed below: 1881. The oth-
er female figure, which would represent Serbia in the
14th century, would hold a wounded soldier in her
arms. Another soldier would lie at her feet in ago-
ny, and next to him - the Serbian eagle with broken
wings. A date would be inscribed below: 1389. On the
side of the monument, there would be two large reliefs
that would depict King Milan receiving the keys of the
city of Nis, and reading the proclamation of Serbia’s
independence before the National Assembly. The front
of the monument would bear the following inscrip-
tion: Regi Milano 1. Patrie gratitude erexit.***

This majestic monument, conceived to follow the
principles of European monumentalism particularly
present in Germany, exhibited ancient morality in the
modern era. In addition to the dynastic representation
of King Milan, the allegorical personification of Serbia,
the double-headed eagle as the national emblem and
the proclamation of national independence communi-
cate, clear features of national identity in the modern
age and its roots in the Middle Ages.
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The reign of King Aleksandar Obrenovic saw a
burst in the production of busts of the ruler. Although
busts do not visualise the entire human body, their
form allows them to be included under figural rep-
resentations. The bust of King Aleksandar Obrenovi¢
was particularly envisaged to be the visual emblem of
the state and dynasty in public spaces of exceptional
importance. In 1895, Petar Ubavkic¢ designed a bust
of the ruling monarch to be placed at the Ministry
of Finance, Ministry of Army, Ministry of Education
and the National Assembly***!

A sort of a dynastic triptych was created in the
late 19 and early 20" century — the work of the lead-
ing academic sculptors, Dorde Jovanovi¢ and Sime-
on Roksandi¢ — which marks the peak of the use of
public figural monuments in service of the Obrenovi¢
family dynastic propaganda. Monuments in Pozare-
vac (1898),*! Kragujevac (1899 — Fig. 2) and Nego-
tin (1901- Fig. 3)*** were erected at the time of the
fading power of the last members of the Obrenovi¢
dynasty to help maintain the shaken regime of Alek-
sandar Obrenovi¢. Unveiled at the central open spac-
es of the cities — at the Market Square in Negotin,
in front of the Cathedral Church, and at the King’s
Square in Pozarevac, in front of the District adminis-
tration building, the works demonstrated a symbiosis
of artificial and central city monuments. In Kraguje-
vac, the monument was placed in the great hall of the
Kragujevac Secondary School, symbolically inserting
a dynastic monument into the key education institu-
tion of the city.

Each of the three monuments depicts the found-
er of the Obrenovi¢ dynasty in a consecrated mantle
and folk costume, with a calpac in his hand or on his
head, and with a sabre at his belt or him leaning on
it, as presented on the monument in Pozarevac. The
canonical representation of Prince Milo$ in the prime
historical moment of his life supported the thesis on
idealistic realism as a form of expression in represent-
ing the Prince in the sculptural medium at the turn
of the century. There were no significant reliefs at the
pedestals of these three monuments. The representa-
tion of the kingdom’s coat of arms on the front of the
Negotin monument’s pedestal and verbal inscriptions

honouring Prince Milos, the dynasty and the nation
on the monuments in Negotin, Pozarevac and Kragu-
jevac demonstrate the unification of the visual and
the verbal language in service of the ruling dynasty’s
propaganda.

The beginning of the 20™ century saw the resur-
facing of two more monarchical monuments that,
due to certain unfavourable circumstances, were not
installed in public spaces. From 1898 to 1900, Petar
Ubavki¢ worked on the model of the monument
Takovo Uprising, which was displayed in the Serbi-
an Pavilion at the Paris Exposition but was not cast
in permanent material ***!V The representation of
Prince Milo§ Obrenovi¢ and Archimandrite Milentije
recreates the moment of the beginning of the Second
Serbian Uprising and sublimates the entire uprising
led by Prince Milos. Ubavkic’s work is the visual rep-
resentation of the most important date of the Obreno-
vi¢ dynasty’s 19" century reign and includes referenc-
es to numerous paintings dedicated to the beginning
of the Second Uprising. ***V

In 1904, Marko Stojanovi¢ envisaged a dual bust
dedicated to the founders of Serbian dynasties and
leaders of the Serbian revolution - Prince Milos and
Karadorde.™*V! The esteemed lawyer and Vice-Gov-
ernor of the National Bank wanted to epitomise the
dynastic concordance using the visual language, so
as to reinforce the shaken national unity. He entrust-
ed the construction to acknowledged national expert
Dorde Jovanovi¢.**V!! Despite the expectations of the
procurer and occasional attempts, the dual sculpture
stood until 1930, most likely at Kalemegdan ***VIll

The last great figural monarchical monument in
the era of the Kingdom of Serbia was unveiled in 1913
at Kalemegdan (Fig. 4).*** The Monument to Duke
Karadorde - the work of sculptor Pasko Vucetic, is the
sublimation of the new dynasty’s representation. The
figural representation of Duke Karadorde, the father
of the modern Serbian nation and the founder of the
Karadordevi¢ dynasty, was placed on a pedestal in the
form of a natural rock. The gift of the permanent mil-
itary staff, ceremonially unveiled at the celebration of
the Serbian army’s victory in the Balkan Wars, des-
ignated this monument as a monarchical-nationalis-
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Fig. 2 / Monument to Prince Milo$ Obrenovic
by Dorde Jovanovic, 1899

tic representation. The monument reflects an empha-
sised military tone: the pedestal holds a figural scene
depicting several timelessly connected characters.
A rebel from the First Serbian Uprising and a mod-
ern-day soldier, a symbolic figure of a fairy with a
flag, and a symbolic figure of a gousle player confirm
the nationalistic concept of the ruling Karadordevi¢
dynasty and make a visual homage to the power and
strength of the ruling dynasty and its masculine spirit.

Civic type

In the nineteenth century, the idea of nation-
alism defined European societies.*" The strength-
ened bourgeoisie saw nation as the foundation of the
modern era. Monuments had one of the key roles in
homogenising ethnic groups and in them recognising
each other on the path to the final shaping of politi-
cally organised nations.*" In the late 19" century;, civ-
ic monuments were being installed in public spaces.
Monarchical monuments’ privilege of being the single
visual artefacts waned gradually as civic monuments
started to emerge. The power citizens held made it
possible for the best among them to be represented
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Fig. 3 / Unveiling ceremony of the Monument to Prince
Milos Obrenovi¢ in Negotin in 1901

through figural monuments as bearers of symbolic
meaning and communication potential.

Despite the lack of clear class differentiation of
the Serbian bourgeoisie, some figural monuments can
be connected to their influence. Two figural monu-
ments particularly exhibited the characteristics of
civic nationalistic monuments — the monument to
Josif Panci¢, the work of Porde Jovanovié, unveiled
in 1897,*" and the monument to Dositej Obradovi¢,
the work of Rudolf Valdec, unveiled at the entrance
to Kalemegdan in 1914 (Fig. 5).*"" The civic and the
national entwine in both of these monuments that
stand as examples of the visualisation of the con-
cept of hero in the sculptural medium. Josif Panci¢
is defined as the hero of science, while Dositej Obra-
dovic¢ is regarded as the hero of the written word.
Both renowned men fit into the general concept of
the hero of the community, who educate the nation
through science and enlightenment.*"V However, the
twig in Panci¢’s hands and the book in Dositej’s hand
surpass humanistic foundations and the universal-
ity of visual message, and become equal to national
characteristics. Commissioned by state authorities —
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Fig. 4 / Monument to Karadorde by Pasko Vuceti¢, 1913
(private collection of Milos Jurisic)

the Ministry of Education commissioned the monu-
ment to Panci¢, while the monument to Dositej was
commissioned by the Committee for the celebration
of the 100™ anniversary of Dositej’s death, composed
of members of patriotic civil society organisations —
these monuments embodied the connection between
the ideals of liberal citizens and the state authorities.
The patriotic speeches at their unveiling placed these
figural monuments into the corpus of nationalisticar-
tefacts, while nationalistically oriented articles in the
press contained a strong patriotic charge.

The production of visual commemoration ended
with the ritual of consecration. Grand patriotic cel-
ebrations, often complemented by ephemeral mani-
festations and complex multimedia expressions, con-
firmed the magnificence of the event and worthiness
of the represented person who, like in the ancient
ritual, achieved eternal consecration and was finally
placed in the pantheon of national heroes. The places
where the monuments were installed became a sort
of pseudo-funeral spaces of collective memory and
places of remembrance of the deceased pillars of the
community.*"

Fig. 5 / Unveiling ceremony of the Monument to Dositej
Obradovic¢ by Rudolf Valdec in 1914

The installation of busts in public spaces can
also be explained in the same context. Ever since
the ancient period, through its form (reversed tri-
angle), the bust emphasised the concept of apotheo-
sis and was a visual homage to the immortal glory of
the represented. The busts of prominent members of
the community placed in public spaces become ped-
agogical and moralising pieces and role models for
the community. Belgrade’s Kalemegdan, defined as a
green pantheon of national glory, became the most
popular open space for placing the busts of the giants
of the nation. With various forms of pillars as bases,
the sculptural representations of distinguished peo-
ple were sculpted according to the European trend of
reactualisation of their cult. The bust of poet Vojislav
Ili¢ by Jovan Pesi¢*"! and the busts of politician Jovan
Gavrilovi¢ from 1891, philologist Duro Danici¢ from
1893, and poet and painter Pura Jaksi¢ from 1896, all
made by Petar Ubavki¢, reaffirm the concept of the
visualisation of civic cultural norms that found key
universal and national values in the poetry of inspired
individuals. Regardless of the variety of formal expres-
sion (classical academic expression, secession etc.),
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busts and pedestals are defined as visual expressions
of the glory of heroes. The same can be said for the
busts of Josif Pancié, Vuk Stefanovié¢ Karadzié¢ and
Dositej Obradovi¢, which were made by Petar Ubavkic¢
and placed in 1906 at the entrance to the Third Bel-
grade Gymnasium (former Josif Pan¢i¢ Gymnasi-
um).*! They convey the immortality of the founders
of national science, culture, language and education,
and the permeation of national and social ideals.

Nationalistic monuments
(allegorical personifications and
symbolic representations)

In the 19" century, allegorical personifications
in the name of the nation often represented histori-
cal events and famous people.*™ In accordance with
the definition of allegory, allegorical representation in
sculpture assumed comprehensive transposition from
the known to the imagined meaning.*™* The visual
language was used to present the universal, as clearly
as possible.

Nationalistic themes were also represented in the
form of symbolic figures. Etymologically originating
from the Greek language, symbol represents a distin-
guishing sign." Broken in two, it can be reassembled,
and therefore is a synonym for recognition. In the
late 18™ century, symbol also acquires an ideological
meaning, as a kind of a sign of particular groups that
recognise symbol as a visual sign of greater value.

In the 19 century, the public space of Europe-
an countries was dominated by numerous allegorical
sculptures (Germania, Marianne, etc.)."" These ideal-
istically typified sculptural works represented nation-
al personifications. In France, particularly after the
defeat by Prussia in 1871, there was an upsurge of war
figural representations with the allegorical person-
ification of Marianne at the centre."" Famous group
Gloria Victis, a canonical representation authored
by Antoine Mercier, shows the mother of the nation
holding a fallen soldier. Such sculptural representa-
tions, dedicated to war-time events, transcended that
specific historical moment."" Variations of the same
event or themes assumed liberation from the histori-
cal event"" and its incorporation into a recognisable
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iconographic type. The famous Monument to Arch-
duke Charles at Heroes” Square in Vienna manifested
the sublimation of the hero waving a flag as a symbol
of strength.'Y Furthermore, this type demonstrated
how the medium of sculpture is interconnected with
painting and graphic arts, pointing to the standard-
isation of the themestypical of historical painting in
sculpture as a public medium.

The beginnings of sculpture in Serbia also relate
to historical themes. Petar Ubavki¢ made a plaster
model of monument Mother Serbia (Pro patria mori)
in Rome, in 1882. However, the assumed monument
to fallen soldiers was not constructed. It was long
believed that Ubavkic¢’s plaster model was destroyed
in bombing during the Great War, but recent stud-
ies have shown that it may have been preserved."""!
Ivan TiSov’s painting Cabinet of Prime Minister Niko-
la Pasi¢ from 1922 shows a composition that corre-
sponds to Valtrovi¢’s description of Ubavkic’s figure
published in newspaper Srpske ilustrovane novine in
1882."V1" Mother Serbia holding a flag and a wounded
soldier confirms the said about typical allegorical rep-
resentations of certain (supra-) historical events.

The key nineteenth-century artefact in the
form of personification is the Monument to Koso-
vo Heroes, unveiled in Krus$evac in 1904 (Fig. 6)."Y!
The work of Porde Jovanovi¢, which was exhibited
and awarded at the 1900 Paris Exposition, is the cen-
tral national symbol in the sculptural medium."™™ The
colossal monument rhetorically defines national per-
sonifications and symbolic figures. At the top of the
monument stands the central figure of Bosko Jugovi¢
held by a fairy. The base of the monument is flanked
by the allegorical personification of Free Serbia (King-
dom of Serbia) and a symbolic figure of a gousle play-
er. The symbolic figure of a gousle player is a typical
figure of the oneiric singer, which became the arche-
typal collective image of the keeper of tradition.'* It
went through transformations over time, but Jovano-
vils representation defined the canonical and iden-
tity-related image of the folk singer. Complemented
by two lateral reliefs at the base of the pedestal (Milos
Obili¢ kills Murad and Holly communion of the Serbi-
an army before the Battle of Kosovo) are the coats of
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Fig. 6 / Monument to Kosovo Heroes by Porde Jovanovic,
unveiled in 1914 (National Library of Serbia)

arms of Emperor Dusan, Prince Lazar, the Nemanji¢
dynasty and the Kingdom of Serbia.

The gousle player sitting at the base of the Koso-
vo Monument also had his own individual representa-
tion. Jovanovi¢ made a sculpture of the Gousle Player
for the exhibition at the 1889 Paris Exposition. Mihai-
lo Valtrovi¢ did not recognise the Serbian gousle play-
er in it, which is why it was not bought for the Nation-
al Museum. Revolted Jovanovi¢ sent the statue to his
brother in Cacak, who displayed it in his pharma-
cy Kod guslara (eng. At Gousle Players) (Fig. 7). The
sculpture raised great admiration in the public-pri-
vate space, as witnessed by the sculptor: the peasants
took off their hats, while women kissed his hands as if
he were a living man. The people of Cacak came as if
they were going to see a miracle - the un-Serbian gousle
player, and my brother’s pharmacy became famous in
three districts."™!

At the turn of the century, Jovanovi¢ made
another two recreations of the allegorical person-
ification of Serbia, which was defined by its univer-
sal character as the mother of the nation, the sym-
bol of vitality and regeneration. The representation

Fig. 7 / Gousle-player by Dorde Jovanovic in a pharmacy in
Cacak, a photo from 1937 (private collection of Milos Jurisic)

of Great Serbia with a crown in hand, commissioned
by the diplomatic corps from Paris for King Aleksan-
dar Obrenovi¢ in 1901, was finally placed at the Mil-
itary Technical Institute in Kragujevac - the centre
of military industry of the Serbian state."*"" In 1901,
a waist-length sculpture of Great Serbia, the work of
the aforementioned sculptor, was installed in the great
hall of the National Bank of Serbia (Fig. 8) - the cen-
tre of the financial power of the state.”* Installation
of both sculptures in the most important institutions
of the Kingdom of Serbia affirmed its stability and the
power of the ruling bourgeoisie. At the same time, the
monarchical principle, particularly of the sculpture of
Great Serbia, demonstrates free intertwining of struc-
tures, which could be interpreted and classified into
the corpus of either monarchical or monarchical-na-
tionalistic monuments.

In accordance with the thesis on abstracting his-
torical events and reducing them to the level of sym-
bolic figure, and in the context of distinguishing the
iconography of nationalistic monuments of military
nature, this group can also include the Monument
to the soldiers fallen in the liberation of Vranje. The
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Fig. 8 / Great Serbia by Dorde Jovanovic, 1901, the entrance
hall of the National Bank of Serbia (photo by Stanko Kostic)

work of academic sculptor Simeon Roksandi¢,""

unveiled at the main square in Vranje in 1903,"*V is
the visualisation of the apotheosis of soldiers fallen
in battles for the liberation of Vranje in the period
1876-1878 (Fig. 9). The figure of the flag-bearer hold-
ing a flag transcends a specific historical figure and
becomes a symbolic figure of victory related to the
local heritage, which was over time inserted into the
collective memory as a popular local toponym — uncle
Mitke. Jovan Pesi¢ made a similar figural monument
in Knjazevac that was unveiled in 1906."*! The Mon-
ument to the Heroes of the Serbian-Turkish War of
1876 depicts a flag-bearer that demonstrates the pro-
posed thesis on symbolic figures with a flag as a com-
mon trope of the European and Serbian public figural
sculpture in the late 19" and early 20" century.
*

Finally, in the late 19" and early 20" century, cer-
tain stylistic and thematic novelties emerged in Ser-
bian sculpture. Simeon Roksandi¢’s sculpture (foun-
tain) The Fisherman, which was displayed at the 1907
Balkan States Exhibition in London (Fig. 10) and
installed at Kalemegdan by 1911, points to a tenden-
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Fig. 9 / Simeon Roksandi¢, Unveiling ceremony of the Monument
to the soldiers fallen in the liberation of Vranje in 1903

cy towards reduction in form."”¥" Furthermore, the
idea behind the sculpture is an indicator of structural
changes in the European culture in the late 19" cen-
tury, which through its adherents in Munich reached
the Serbian cultural scene. The representation of the
protohuman as a fisherman and his wild struggle with
a huge snake is a visualisation of the evolution the-
ories. In addition to the exclusivity of the thesis on
the freedom of autonomous art form and potential
search for the pure form, the sculpture also represents
the materialisation of modern scientific theories in
the sculptural medium as part of the materialisation
of the concept of Darwinism in the visual culture.
New tendencies affected the form and substance
of the famous Mestrovi¢’s monument, The Victor,
built in 1913."*Y" 'This monumental sculpture, which
is essentially an allegorical representation, symbolises
the Serbian army’s victory in the Balkan Wars. It rep-
resents the strength on the first Yugoslav, who stayed
current on the latest European trends at the time of
the formation of the South Slavic cultural scene. After
the war ended, The Victor was planned to be installed
at Terazije Square in Belgrade. The monumental
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Fig. 10 / Simeon Roksandic’s Fisherman (Struggle) in the Balkans Exhibition
in London in 1907 (private collection of Milos Jurisic)

nature and certain reduction in the form of Mestro-
vi¢’s sculpture went hand in hand with the authen-
tic inner pathos as the manifestation of compressed
energy that was even more intensely expressed in the
sculptor’s fragments on the Monument to Kosovo
Heroes."*™ The outbreak of the First World War pre-
vented the positioning of The Victor on the pillar that
was supposed to be the focal point of the prospective
glorious fountain adorned with lion heads, Turkish
masks and figures of horsemen.
*

One of the potential typological classifications
of public figural sculpture in the Kingdom of Ser-
bia, taken with reservations as regards the fitting of
various types into a relatively tight and conceptu-
ally established framework, includes the following
types: monarchical, civic and nationalistic, with cer-
tain subtypes. Anthropomorphic projection of social
and cultural ideals present at the time of the form-
ing of the modern Serbian state positioned itself at
the centre of public sculpture. Cultural frontrunners,

such as Mihailo Valtrovi¢, renowned sculptors Sim-
eon Roksandi¢, Petar Ubavki¢ and Porde Jovanovié,
together with political and scientific leaders of the
community, created the public space where sculptures
were displayed as contemporary agents of building
social foundations. The sublimation of such princi-
ples was manifested in the idea of erecting a fountain
at Terazije Square, with Mestrovi¢’s Victor at its cen-
tre. This monumental artefact intended to mark the
victorious return of the Serbian army from the Balkan
Wars, sublimated a decade long development of style
and substance of figural monuments in the Kingdom
of Serbia, defining their various types and their inter-
twining in the media and public space between 1882
and 1914.
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Summary: IGOR BOROZAN

TYPOLOGY OF PUBLIC FIGURAL SCULPTURE
IN THE KINGDOM OF SERBIA (1882-1914)

Typology of the Serbian contemporary figurative sculpture in public space was based on
certain foundations. The subject of public figurative sculpture in the Kingdom of Serbia is limited
by historical duration of the young Serbian monarchy. The monumental forms and sculptural
figurative expressions that had been previously created cannot be placed in a clear narrative on
the planned and organised placement of figurative sculptures in public spaces, which shows
that sculpture was positioned in a wider social and political life of the community. Reducing a
wider notion of monuments to the level of figurative artefacts brought about their association
with antique roots that had entered the modern European culture through Renaissance. Lying
at the core of this concept are anthropomorphic representations of great community members,
allegorical personifications and symbolic images. Figurative statue, as the essence of the humanistic
concept of the public sculpture sublimated wider social, cultural and ideological determinants of
the time. Visual expressions of didactic and moralising character served as evidence of a planned
transformation of the cultural and political habitus of the community.

The origins of the typology of the contemporary Serbian figurative sculpture can be traced
to the unveiling of the equestrian statue of the Prince Mihailo Obrenovi¢ in Belgrade in 1882. The
grand multimedia spectacle around the unveiling of the monumental statue symbolically confirmed
the power of the visual language serving the purpose of representative culture. Its dynastic character
defined a group of monuments with an emphasized monarchy-related content. Their character
materialised the idea of glorifying the monarchical principle, demonstrating the power and vitality
of the governing Obrenovi¢ and Karadordevi¢ dynasties. Municipal types of figurative monuments
fall into a separate group. Erected at the initiative of the government, civil and cultural associations,
they materialised the growing power of the liberal citizenship, serving the purpose of emancipation
of the young Serbian nation. Frequently without visible national elements, these monuments
were defined as the national agents of the first order during the act of unveiling that brimmed
with patriotism. Mostly shaped in the form of busts, these figurative expressions defined the ideals
of citizenship. The category of national monuments can also include allegorical personifications
of the nation and symbolic national representations. Images of mother Serbia and the gousle-
-player, a typical national musician, manifested the national spirit of the citizenship and its various
substructures. The sublimation of these principles is reflected in the idea of a fountain to be installed
in Terazije Square with Mestrovi¢s Victor as its centrepiece. A monumental artefact designed to
signify the victorious return of the Serbian army from the Balkan wars, sublimated decades long
development of style and content of the figurative monuments in the Kingdom of Serbia, defining
various types and their blend in the media landscape and public space in 1882-1914.
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