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Gostovanje Spomen-zbirke Pavla Beljanskog u Zagrebu

uspravnoga mladeg naocitog muskarca odjevenog u sve-

¢anu diplomatsku odoru. Lagana torzija njegova vitkoga
tijela, s pogledom usmjerenim ustranu, ispruzenom desnom
rukom uz tijelo, te lijevom kojom pridrZava diplomatski mac
uzdignutom do ispod grudi, daje slici svecan dojam. Slika je,
zapravo, portret tridesetjednogodisnjega Pavla Beljanskoga
(1892.-1965.), u to vrijeme mladeg cinovnika u veleposlanstvu
Kraljevine Srba, Hrvata i Slovenaca u BecCu. Beljanski je bio
iznimno obrazovan i ambiciozan ¢ovjek s blistavom diplomat-
skom buduc¢no3cu. Jedna od njegovih pasija bilo je kolekcio-
narstvo. Skupljao je umjetnine i uporabne predmete mahom iz
ranijih razdoblja i razlicite provenijencije. Shvatio je, medutim,
da su mu materijalne mogu¢nosti ogranicene za istinski vrijed-
na djela koja je Zelio u svojoj kolekciji. S druge strane, kao
dobar poznavatelj umjetnosti vidio je i to kako su male Sanse
da se neka djela, poput Tizianovih kojima se osobito divio, na-
du na slobodnome trzistu i da ih ima u zbirci. Portret, koji mu
je naslikao njegov bududi blizak prijatelj i ve¢ potvrdeni slikar
Marino Tartaglia, ponukao ga je da svoju zbirku koncipira na
drugaciji nacin, da skuplja djela suvremenika i to onih iz vlasti-
te sredine. Ova slika Marina Tartaglie mogla bi se stoga shva-
titi kao inicijalno djelo jedne od najboljih privatnih zbirki na
prostoru bivse Jugoslavije. Vecina djela koje je Pavle Beljanski
kupovao, bilo direktno od umjetnika s kojima je Cesto bio i vr-
lo blizak prijatelj, bilo na izlozbama i aukcijama, nisu samo
djela najvecih umjetnika, nego su i njihova antologijska djela.

lako poceci ozbiljnoga i koncepcijski jasno determinira-
noga kolekcionarstva Pavla Beljanskoga potjecu iz ranih dva-
desetih godina, proci ¢e jos mnogo da njegova zbirka postane
javnom. Ugovorom o poklonu Beljanski je 18. studenog 1957.
svoju zbirku darovao ,narodu Autonomne Pokrajine Vojvodine’,
a jedna je tocka Ugovora ukljucivala i izgradnju posebne zgra-
de u Novom Sadu koja je dovriena 1961. i svecano je otvorenje

S lika Marina Tartaglie Mladi diplomata (1923.) prikazuje

bilo 22. listopada iste te godine. Prije nego je Spomen-zbirka
Pavla Beljanskog osnovana kao samostalna institucija, djela iz
nje pokazana su u jesen 1945. u Gradskom muzeju i biblioteci
u Somboru. Bilo je to vrijeme puno ideoloskih tenzija s jakim
pritiscima na kulturu, pa je u dijelu politicke javnosti izlozba
negativno ocijenjena s objasnjenjem da djela nisu u duhu nove
socijalisticke stvarnosti, dok su glavni organizatori Milan Ko-
njovic i Janos Herceg suspendirani iz somborskoga muzeja.
Pocetke kolekcioniranja Pavla Beljanskoga treba gledati
u povijesnome, a to znaci i politickome kontekstu. Jedan od
najzaokruZenijih segmenata ove zbirke pripada velikoj srpskoj
slikarici Nadezdi Petrovi¢, onoj licnosti koja je pred pocetak
Prvoga svjetskoga rata zajedno s Hrvatom Ivanom Mestrovi-
¢em i Slovencem Rihardom Jakopicem organizirala brojne izlo-
zbe koje su tezile povezivanju triju nacionalnih kultura, izlozbe
koje su odrZavane u Zagrebu, Beogradu i Ljubljani. Kao svoje-
vrsni kuriozitet Spomen-zbirke Pavla Beljanskog moZe se shva-
titi Portret Jase Tomica (1910.) koji je Nadezda Petrovic poni-
jela sa sobom u Pariz, te ga u veljaci 1910. okacila na zid Mes-
troviceva pariskog ateljea. Taj je atelje bio iznimno vazno mje-
sto ne samo za ovo dvoje umjetnika, nego su se ovdje skuplja-
li brojni drugi koji su stizali s prostora buduce zajednicke dr-
Zave, medu njima i hrvatski slikar Miroslav Kraljevi¢ koji se
upravo ovdje upoznao s Nadezdom. Prije nego je stigao u Pariz,
Kraljevic se Skolovao u Minchenu, gradu u kojemu se formi-
rala i NadeZda Petrovic, ali i drugi srpski slikari iste generacije
koji su svojim najznacajnijim djelima zastupljeni upravo u Spo-
men-zbirci Pavla Beljanskog. Ti su slikari u srpsko slikarstvo
unijeli impresionizam kao najznacajniju dionicu umjetnosti svo-
je sredine u vrijeme prije Prvoga svjetskoga rata. Impresionizam
Milana Milovanovica i Koste Milicevica pripada istim onim
izvorima kojima pripada i impresionizam hrvatskih slikara Mi-
roslava Kraljevica i Vladimira Becica. Tocnije, tragovi Edouarda
Maneta, koji upozoravaju na zajednicke Spanjolske afinitete,
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The Pavle Beljanski Memorial Collection in Zagreb

shows an upright, handsome young man in a ceremonial
diplomatic uniform. The light torsion of his slender body,
with his gaze fixed to one side, his right hand stretched out
along the body and left, holding a diplomatic sword, raised to
below the bust, gives the painting a festive feel. The painting
is actually a portrait of a thirty-one year old Pavle Beljanski
(1892-1965), at that time a clerk in the Embassy of the Kingdom
of Serbs, Croats and Slovenes in Vienna. Beljanski was a well-
educated and ambitious man with a dazzling diplomatic futu-
re and one of his passions was art collecting. He collected
works of art and usable objects from earlier periods and of
diverse provenance. He realised, however, that his limited fi-
nancial means were not adequate for truly valuable artworks
that he wanted in his collection. On the other hand, as a
connoisseur of art he saw that it was almost impossible for
some works, such as those of Titian who he particularly admi-
red, to be found on the free market and enter his collection.
The portrait, which was painted by his future close friend and
already confirmed painter Marino Tartaglia, inspired him to
conceive his collection in a different way, to collect the works
of his contemporaries and of those coming from his milieu and
therefore the painting by Marino Tartagila could be taken as
the initial artwork of one of the finest private collections in the
former Yugoslavia. Most of the artworks that Pavle Beljanski
bought, either directly from the artists with whom he was often
very close friend, or at exhibitions and auctions, are not only
paintings by the greatest of artists, but also their best works.
Although the beginnings of a serious and conceptually
clearly defined collecting of Pavle Beljanski date from the early
twenties, a lot of time will have passed before his collection
was shown to the public. By the Donation contract signed on
18 November 1957 Beljanski gave his collection to “the people
of the Autonomous Province of Vojvodina”, and one stipulation
of the Contract was the construction of a special building in
Novi Sad, which was completed in 1961 so that the official

The painting of Marino Tartaglia, Young Diplomat (1923)

opening was on 22 October of that year. Before The Pavle
Beljanski Memorial Collection was established as an indepen-
dent institution, works from it were shown in the autumn of
1945 at the City Museum and Library in Sombor. It was a time
full of ideological tensions, with a strong pressure on culture,
and the exhibition grew negative reactions from a part of the
politically minded audiences with the explanation that the
artworks were not in the spirit of the new socialist reality; the
main organizers, Milan Konjovi¢ and Jano$ Herceg, were sus-
pended from the Museum in Sombor.

The beginnings of Pavle Beljanski’s collection should be
observed in the historic and political context. One of the most
comprehensive segments of this collection belongs to the gre-
at Serbian painter NadeZda Petrovi¢, the person who had or-
ganized before the First World War, along with Ivan Mestrovic,
a Croat, and Rihard Jakopic, a Slovene, numerous exhibitions
that linked three national cultures, exhibitions that were held
in Zagreb, Belgrade and Ljubljana. Her Portrait of Jasa Tomi¢
(1910) can be taken a curiosity in The Pavle Beljanski Memori-
al Collection: she took it to Paris and hung it in February 1910
on a wall of Mestrovic’s Paris studio. This studio was an extre-
mely important place not only for these two artists - many
other artists coming from the region of the future joint state
gathered in it, including the Croatian painter Miroslav Kraljevic
who first met Nadezda in that studio. Before he had arrived in
Paris, Kraljevi¢ was educated in Munich, the city where Na-
deZda Petrovic studied art, but also other Serbian painters of
the same generation. All of them are represented in The Pavle
Beljanski Memorial Collection with their most significant wor-
ks. Before the First World War those painters introduced Im-
pressionism into the Serbian painting as the most important
segment of art. The Impressionism of Milan Milovanovi¢ and
Kosta Milicevi belonged to the same origins as the Impressio-
nism of Croatian painters Miroslav Kraljevi¢ and Vladimir Becic.
More precisely, elements of Edouard Manet’s art, indicating
shared Spanish affinities, were fostered by the Munich realism




odnjegovani su na miinchenskome Leiblovom realizmu te so-
lidnoj Skoli profesora na Akademiji Habermanna i Hertericha.
Treba, medutim, reci i to da su i Milovanovic, i Milicevi¢, pa
konacno i NadeZda Petrovic, vrlo rano otkrili znacenje slikanja
na otvorenome, nesputane geste i treperavih faseta koje ce
ubrzo prerasti u poantilizam.

Pa ipak, najstarija i jedna od najznacajnijih slika iz no-
vosadske zbirke ne pripada inovativnome kompleksu kojemu
su na pocetku 20. stoljeca pripadali Nadezda Petrovi¢, Milan
Milovanovi¢, Kosta Milicevi¢ i Malisa Glisi¢. To je djelo cista
suprotnost i impresionizmu i manetovskom realizmu, iako je
nastalo u Parizu u vremenu kada je impresionizam bio u punom
uzletu, a Manet jos Ziv. Stovise, to djelo ima neospornih dodir-
nih tocaka s najslavnijim i najprovokativnijim Manetovim dje-
lom, njegovom slikom Olympia (1863.), slikom koja je ucinila
prevrat u povijesti umjetnosti. Slika iz Spomen-zbirke Pavla
Beljanskog djelo je hrvatskog slikara Vlahe Bukovca, naslovlje-
na je Velika Iza i nastala je 1882. godine. Sve ono 3to je Edo-
uard Manet unio novoga dvadeset godina ranije, Bukovac kao
da je zanemario. Zadrzao se samo na siZejnoj razini i prikazao
leZeci Zenski akt kojemu je pridruZena druga Zena koja joj po-
maZe pri toaleti. | u Maneta i u Bukovca rijec je o prikazu pro-
stitutke koja se priprema za uobicajeni posao. Kada je pocet-
kom Sezdesetih godina 19. stolje¢a Manet izloZio Olympiju,
slika je izazvala opce zgrazanje i bila izopcena sa Salona. Iste
je te 1863. godine, medutim, nastala i uz velike pohvale izloze-
na slika Venera, tada u Parizu vrlo cijenjenog slikara i profe-
sora na Akademiji Alexandrea Cabanela. U sva tri slucaja, i u
Maneta, i u Cabanela, i dvadeset godina kasnije u Bukovca,
rijec je o istome Zanru, Zenskome aktu. Manet je ucinio prevrat,
on nije ogolio samo tijelo svojeg modela, nego je u slikarski
jezik unio niz tektonskih pomaka, a golotinju Zene predocio
bez ikakvih metaforickih primjesa. Cabanel je golotinju mode-
la kostimirao ve¢ samim nazivom slike. To nije goli model, nego
prikaz Venere. Njegovu su umjetnost stoga stratezi moderni-
zma odbacili kao istroSenu valutu, a Manetovu postavili kao
ishodiste novoga vremena i nove umjetnosti. Pa ipak, Cabanel
je dvadeset godina kasnije bio ishodistem mladom hrvatskom
slikaru Vlahi Bukovcu, njegov ucitelj na Akademiji, a kada je
Velika 1za 1882. dovrsena i izloZena, dobila je velike pohvale i
nagradu na Salonu, dok su se njezine reprodukcije otiskivale
u tisucama primjeraka. Drugim rije¢ima, duh Cabanela jo$ uvi-
jek je bio ziv medu arbitrima oficijelnoga ukusa i Bukovac je
ovom svojom ranom, a prvom zrelom slikom doZivio izniman
uspjeh. Slika je prodana u Englesku, a u vlasnistvo srpskog
diplomata i kolekcionara Pavla Beljanskoga dosla je 1929. kada

ju je on kupio na aukciji u pariskom Hotelu Drouot.' Zanimljivo
je reci i to kako je na istoj toj aukciji slikar Paja Jovanovi¢ na-
mjeravao Bukovcevu sliku kupiti za kolekciju Karadordevica,
ali ju je ustupio mladom kolekcionaru u ¢ijoj zbirci, sve do da-
nas, zauzima posebno mjesto.

Spominjem Tartaglin portret Pavla Beljanskoga i Bukov-
cevu sliku Velika 1za ovdje iz vrlo odredenih razloga. Naime,
izbor najznacajnijih djela Spomen-zbirke Pavla Beljanskog od-
lazi danas iz Novog Sada prvi puta izvan granica maticne zemlje
i dolazi u Zagreb. Dolazi u sredinu s kojom ne samo da poje-
dinacna djela nego i Zbirka u cjelini imaju mnogo toga zajed-
nickoga. Ivana Mestrovica i Nadezdu Petrovi¢ vezu mnoge
spone, bas kao to ih veZu i sa najvecim slovenskim slikarom
njihove generacije Rihardom Jakopi¢em. Nadezda, Milan Milo-
vanovic, Kosta Milicevi¢, Malisa Glisi¢ imaju isto ishodiste kao
i njihove hrvatske kolege koji su se Skolovali u Minchenu, a
tezili Parizu. Raci¢ i Herman pohadaju AZbeovu $kolu, istina, i
kasnije, i mnogo krace nego Milovanovi¢, Milicevi¢ i Nadezda.
Medutim, nakon povratka u svoje sredine dodiri se nastavljaju
vrlo intenzivno na zajednickim izlozbama koje medusobno or-
ganiziraju te kroz umjetnicka udruzenja. Neke od tih izloZaba
s jasnim kohezionim impulsima treba i ovdje spomenuti, a po-
tjeCu iz vremena prije Prvoga svjetskoga rata i prije osnivanja
zajednicke drzave. Prva Jugoslovenska izlozba odrzana je u
Beogradu 1904., tre¢a u Zagrebu 1908., a Cetvrta u Beogradu
1912. godine. U tom rasponu dogodio se niz vaznih kulturnih
projekata ciji su kreatori upravo likovni umjetnici. Nadezda
Petrovi¢ 1907. organizira u Narodnom muzeju u Beogradu iz-
lozbu Prve jugoslavenske kolonije na kojoj su, osim srpskih,
zastupljeni i hrvatski i slovenski umjetnici. lvan MeStrovic 1908.
osniva Drustvo hrvatskih umjetnika ,Medulic“ kojemu pocet-
kom sijecnja 1911. redovnim ¢lanovima postaju Nadezda Petro-
vi¢ i Milan Milovanovic, bas kao i slovenski slikari Rihard Jako-
pi¢, Ivan Grohar i Matej Jama, a kada 1912. Drustvo ,Meduli¢*
izlaZe u Beogradu, pridruzit ¢e im se i Malisa Glisi¢ i Marko
Murat. | prije nego su postali ¢lanovima Drustva, srpski su
umjetnici, uz brojne druge, izlagali u Umjetnickome paviljonu
u Zagrebu 1910. godine. Slijedece, pak, 1911., u Rimu je odrza-
na poznata medunarodna izlozba na kojoj, u paviljonu Kralje-
vine Srbije, izlaZu ¢lanovi Drustva hrvatskih umjetnika ,Medu-
lic* kojima se tom prigodom pridruzuju Vladimir Beci¢ i Ruza
Mestrovi¢. U nemogucnosti da dobije stalno zaposlenje u Za-
grebu, Becic se iz Osijeka obraca Mestrovicu da ga preporuci
NadeZdi Petrovic¢ za neki posao u Beogradu. U prosincu 1913.,

' Vise o Bukovcevoj slici Velika 1za kao dijelu Spomen-zbirke Pavla
Beljanskog vidjeti u: Igor Borozan: Velika Iza Viaha Bukovca. U: Memorijal
Pavla Beljanskog, urednik: Jasna Jovanov, Spomen-zbirka Pavla Beljanskog,
Novi Sad, 2013., str. 81-89.



of Leibl and in the solid school of professors Habermann and
Herterich at the Academy. It should, however, be noted that
Milovanovi¢, and Milicevi¢, and finally also Nadezda Petrovic,
discovered very early the importance of painting in plein-air,
of unrestrained strokes and flickering facets that would soon
lead to pointillism.

Yet, the oldest and one of the most important paintings
in the Novi Sad collection does not belong to the innovative
group of artists from the beginning of the twentieth century,
such as Nadezda Petrovi¢, Milan Milovanovi¢, Kosta Milicevi¢
and Malisa GliSic. It is an artwork openly opposed to Impre-
ssionism and Manet’s Realism, although produced in Paris
when Impressionism was in full ascent, and Manet still alive.
Moreover, that work shows undeniable similarities with the
most famous and most provocative Manet’s work, his painting
Olympia (1863), a picture that represented a turning point in
art history. The painting from the Pavle Beljanski Memorial
Collection is a work of the Croatian painter Vlaho Bukovac,
entitled La Grande Iza, created in 1882. It seems that Bukovac
neglected everything Edouard Manet introduced twenty years
earlier. He kept only the content level and presented a reclining
female nude in company with another woman helping with the
toilette. Both Manet and Bukovac represented a prostitute
preparing for her usual business. When Manet exhibited Olym-
pia in the early 1860s, painting caused general dismay and
was cast out from the Salon. That same year, 1863, however,
another painting was produced and exhibited with highest
praises — Alexandre Cabanel’s Venus. Cabanel was a respected
painter in Paris and a professor at the Academy. In all the three
cases, Manet’s Olympia, Cabanel’s Venus and Bukovac’s La
Grande Iza twenty years later it is the same genre, the fema-
le nude. Manet was a revolutionary, he did not only strip the
body of its model naked, but had introduced into the artistic
language a tectonic commotion and presented female nudity
without metaphorical admixtures. Cabanel covered up naked-
ness of the model by the title of the painting: it was not a nude
model, but a representation of Venus. Because of that the
strategists of modernism rejected his art as battered currency,
and Manet’s set as the source of new times and new art. Ne-
vertheless, Cabanel was twenty years a paragon for the young
Croatian painter Vlaho Bukovac as his teacher at the Academy,
and when La Grande Iza was completed and exhibited in 1882
it appraised highly, received a prize at the Salon and thousan-
ds of copies were printed. In other words, the spirit of Cabanel
was still alive among the official taste arbiters and Bukovac
achieved great success with this early, and his first mature
painting. The painting was sold to England, and came in po-
ssession of the Serbian diplomat and collector Pavle Beljanski

in 1929 when he bought it at an auction in L' Hotel Drouot' in
Paris. It is interesting that the painter Paja Jovanovi¢ was pre-
sent the same auction intending to buy Bukovac's painting for
the Karadordevi¢’s collection, but he withdrew before the yo-
ung diplomat and painting has had a special place in Beljanski’s
collection, until today.

Tartaglia’s portrait of Pavle Beljanski and La Grande Iza
by Vlaho Bukovac are mentioned here for a very specific rea-
son. A selection of the most important artworks from The Pavle
Beljanski Memorial Collection are leaving Novi Sad today for
the first time in order to go abroad and come to Zagreb, arri-
ving to the city and region with which both individual artworks
and the whole collection has a lot in common. Ivan Mestrovic
and NadeZda Petrovi¢ are linked by many bonds, just as they
are closely connected to the main Slovenian painter of their
generation, Rihard Jakopi¢. Nadezda, Milan Milovanovi¢, Kosta
Milicevi¢, Malisa Glisi¢ have the same origins as their Croatian
colleagues who studied in Munich and aspired to go to Paris.
Raci¢ and Herman attended Azbe’s school, but later, and for a
much shorter period than Milovanovi¢, Milicevi¢ and NadeZda.
However, after returning to their homeland they continued
their contacts in group exhibitions they organised together and
through art societies. Some of these exhibitions with clear co-
hesion impulses should be mentioned here; they were held
before the World War I and before the establishment of the
common state. The First Yugoslav exhibition was held in Belgra-
de in 1904, the third in Zagreb in 1908, and the fourth in
Belgrade in 1912. Numerous important cultural projects were
held in that period whose creators were visual artists. In 1907,
NadeZda Petrovi¢ organised at the National Museum in Belgra-
de an exhibition of the First Yugoslav Art Colony attended by
Serbian, Croatian and Slovenian artists. In 1908, lvan Mestro-
vi¢ founded the Association of Croatian Artists’ “Meduli¢” and
in early January 1911 its regular members became Nadezda
Petrovi¢ and Milan Milovanovi¢, as well as Slovenian painters
Rihard Jakopi¢, Ivan Grohar and Matej Jama. When the Art
Society “Meduli¢” exhibited in Belgrade in 1912, Malisa Glisi¢
and Marko Murat also took part in the event even before they
became members of the Society. Regardless of their mem-
bership in the Society, Serbian artists, along with many others,
exhibited in the Art Pavilion in Zagreb in 1910. The following
year, 1911, there was a famous International exhibition in Rome
and works by members of the Croatian Art Society “Meduli¢”
were exhibited in the pavilion of the Kingdom of Serbia to-
gether with the works by Vladimir Beci¢ and Ruza Mestrovic,
who joined others for this specific occasion. When he was not

' More about La Grande Iza as a painting in The Pavle Beljanski
Memorial Collection could be seen in: Igor Borozan: Velika Iza Vlaha Bu-
kovca. In Memorijal Pavla Beljanskog, ed. Jasna Jovanov, Spomen-zbirka
Pavla Beljanskog, Novi Sad, 2013, pp. 81-89.



zahvaljujuci NadeZdi, on i dobiva mjesto u Skoli u Beogradu, a
odatle e se, kao dobrovoljac, pridruziti srpskoj vojsci od samog
pocetka Prvoga svjetskoga rata.

Medusobne veze kulturnih i umjetnickih sredina Srbije,
Hrvatske, Slovenije bile su ¢vrste u predratnome razdoblju, u
vrijeme prije konstituiranja zajednicke drzave. Da je iz tih za-
jednickih nastupa bilo koristi za svaku od sudionica, neprije-
porna je Cinjenica. Upravo u tome duhu treba vidjeti bogatstvo
i raznolikost umjetnicke zbirke koju je pocetkom dvadesetih
godina poceo stvarati perspektivni diplomat i iznimno obrazo-
vani Pavle Beljanski, Covjek ,apsolutnog likovnog sluha®, kako
ga je mnogo godina kasnije nazvao Marino Tartaglia.” Paralel-
no s uspjehom u diplomaciji, Beljanski je obogacivao svoju
zbirku kupujuci djela od vec provjerenih umjetnika, a jos vise
onih koji su se umjetnicki tek formirali i ijem je formiranju i
sam svjedocio posjecujuci ih u ateljeu i prateci ih po izloZzbama,
vrlo Cesto i medunarodnima na kojima su oni sudjelovali. Na
Prvoj jesenjoj izlozbi beogradskih umetnika 1928. bila je, medu
270 djela, izloZena i Tartaglina slika Mladi diplomata. Ono-
dobna Stampa zapazila je to djelo i komentirala na slijedeci
nacin: ,Portret sekretara poslanstva g. Beljanskog, rad g. Ma-
rina Tartalje, zainteresovao je gotovo sve“’® Godinu kasnije,
Tartaglia je poslao ovo svoje djelo na Svjetsku izlozbu u Barce-
lonu s velikim ocekivanjima (,Pucam na zlatnu medalju!'®, pisao
je Beljanskom). Slika Mladi diplomata osvojila je medalju
koja je okacCena za okvir, a slikaru je svecano urucena diploma
koju je on kasnije dao Spomen-zbirci gdje se uva, uz sliku ko-
ja je ovamo stigla krajem 1966. od obitelji Pavla Beljanskoga.

Velik dio zbirke Cine djela iz meduratnoga razdoblja,
onoga vremena kada je Beljanski i profesionalno najvise posti-
gao radeci u jugoslavenskim veleposlanstvima u vise europskih
zemalja. Kupovao je djela umjetnika koji tada dosezu svoje
stvaralacke vrhunce Cesto boraveci u inozemstvu, Parizu prije
svega. Umjetnik, kojega je tu osobito vazno apostrofirati, sva-
kako je Sava Sumanovic. | ovoga bi se slikara moglo shvatiti
kao svojevrsnu poveznicu koja priblizava novosadsku zbirku u
kojoj se nalaze remek-djela iz njegova zreloga razdoblja i Za-
greb, buduci se Sumanovic skolovao u Zagrebu, tu poceo izla-
gati na izlozbama Hrvatskog proljetnog salona jo$ od ratnih
godina (1917.), da bi njegov doprinos ovoj manifestaciji, ali i
hrvatskome slikarstvu uopce poratnih godina, bio osobito va-

? Vera Jovanovi¢, Sakupljacki rad Pavia Beljanskog. U: Spomen-
-zbirka Pavla Beljanskog, urednik: Vera Jovanovi¢, Spomen-zbirka Pavla
Beljanskog, Novi Sad, 1977, str. 24.

> Nenad Radi¢, Mladi diplomata Marina Tartalje. U: Memorijal
Pavla Beljanskog, urednik Jasna Jovanov, Spomen-zbirka Pavla Beljanskog,
Novi Sad, 2013, str. 122.

4 Nenad Radic, ibid.

Zan nakon slikarova prvog boravka u Parizu 1920. i Skolovanja
u ateljeu Andréa Lhotea. Izlozba koju je Sumanovi¢ priredio u
Zagrebu 1921. i na njoj pokazao djela izvedena u klasiciziraju-
¢oj maniri Lhoteova akademiziranoga kubizma smatra se va-
Znom iz viSe razloga. Ona naznacuje kraj ekspresionisticke
faze koja se u Zagrebu postupno artikulirala nakon Kraljevice-
ve smrti 1913. godine, osobito na izlozbama Hrvatskog proljet-
nog salona (1916.), da bi 1919. i 1921. dostigla svoju kulminaci-
ju. Sumanovi¢ pomice kurs prema onim tendencijama koje ce
se u europskome slikarstvu s pocetka dvadesetih nazivati po-
vratak redu (retour a l'ordre), a pictor classicus (G. De Chirico)
svjedocit ¢e odmak od avangardistickih usijanja prve i druge
decenije. lako Sumanoviceva izlozba te 1921. godine nije shva-
¢ena u dijelu konzervativne kritike i publike, Cinjenica je da o
njoj s iznimnim uvazavanjem pisu Antun B. Simic i Rastko Pe-
trovi¢ u asopisu Savremenik,® a dio najznacajnijih slikara pri-
hvaca ono $to je Sumanovic prvi donio u Zagreb. Medu tim
slikarima je i Vilko Gecan €iju sliku U krémi (1922.) Miodrag B.
Proti¢ smatra remek-djelom i vidi u njoj ,karakteristicnu temu
tadasnje zagrebacke skole“® Autor prve monografije o Savi
Sumanovicu i jedan od vrlo dobrih poznavatelja njegove umjet-
nosti, Dimitrije BasiCevic pisao je o slikama to ih je Sumanovi¢
izloZio u Zagrebu 1921. slijedece: ,Nakon tromjesecnog tecaja
kod Andréa Lhotea Sumanovic¢ se vratio u Zagreb s gotovom
izloZzbom i s doktrinom za koju ¢e oduseviti svog prijatelja A.
B. Simica i jo$ nekolicinu kriticara, a ¢ak ¢e uspjeti, makar vrlo
privremeno, zagrijati za svoj novi ‘stil’ i nekolicinu slikara.” 1z
te nekolicine autor u biljesci izdvaja samo jednoga: Vilka Ge-
cana kome e, kako dalje navodi, Sumanovi¢ pomagati u radu
na slici U krémi.®

Istina je i to da u vrijeme kada Sava Sumanovi¢ pohada
Lhoteov atelje, a osobito nekoliko godina poslije, ondje borave
i drugi slikari iz nasih sredina i da kubo-konstruktivisticke ten-
dencije postaju nakratko rasirena tema dvadesetih godina. Ta
,akcija redukcije”, kako je Basicevi¢ vidio ovu tendenciju sa
Sumanovi¢em kao glavnim protagonistom, stvorila je niz re-
mek-djela u pojedinim opusima kako hrvatskih, tako i srpskih

5 Rastko Petrovi¢, Sava Sumanovic i estetika suvise stvarnog u
novoj umetnostii Antun Branko Simi¢: Konstruktivno slikarstvo, Savremenik,
br. 3, Zagreb, 1921, str. 183-184 i 184-185.

® Miodrag B. Proti¢, Treca decenija - konstruktivno slikarstvo,
Katalog istoimene izloZbe iz ciklusa ,Jugoslovenska umetnost XX. veka’,
Muzej savremene umetnosti, Beograd, 1967, str. 29.

7 Dimitrije Basicevi¢, Sava Sumanovic - Zivot i umetnost, Drustvo
povjesnicara umjetnosti Hrvatske, Zagreb, 1960., str. 48.

¢ Biljeska u cijelosti glasi: ,Napr. Vilka Gecana koji je 1921-22. na-
slikao tri konstruktivisticka platna. Sumanovi¢ je, cak, crtao neke detalje

na Krémi koja je bila izloZena 1954. u Rijeci na izlozbi ‘Salona 54 Op. cit.,
str. 79.



able to get a permanent job in Zagreb, Beci¢ wrote from Osijek
to Mestrovic¢ to recommend him to NadeZda Petrovi¢ for a job
in Belgrade. Thanks to Nadezda, he got a post in a school in
Belgrade in December 1913, and from there he joined the Ser-
bian army as a volunteer, at the beginning of the First World
War.

The cultural and artistic bonds of Serbia, Croatia, Slo-
venia were solid in pre-war period, at a time prior to the con-
stitution of the common state. Undoubtedly, each participant
benefited from these joint appearances. This is the background
in which one should search for the richness and diversity of
the art collection begun in the early twenties by a promissing
and well-educated diplomat Pavle Beljanski, a man of “an abso-
lute feeling for the visual arts” as Marino Tartaglia said many
years later. In parallel with his success in diplomacy, Beljanski
enriched his collection by purchasing artworks from artists
with defined articulation, and even more from those who were
at the beginning, and whose artistic development he followed
on his visits to their studios or the exhibitions, often interna-
tional, where they participated. Tartaglia’s painting Young Di-
plomat was exhibited at the First Autumn Exhibition of Belgra-
de artists in 1928, as one of 270 artworks. The press noticed
the painting and commented as follows: “The portrait of the
Embassy secretary Mr Beljanski, the work of Mr Marino Tar-
taglia, intrigued almost everybody™. A year later, Tartaglia sent
this work to the World Exhibition in Barcelona with great
expectations (“'m aiming the gold medal!!”, he wrote to
Beljanski)’. The painting Young Diplomat won the medal was
attached to the frame, and the painter was formally awarded
a diploma which he later gave to the Memorial Collection whe-
re it is kept, along with the picture that arrived there at the
end of 1966 from the family of Pavle Beljanski.

The major part of the collection consists of artworks
from the inter-war period, from the time when Beljanski pro-
fessionally achieved the most by working in Yugoslav emba-
ssies in several European countries. He bought paintings by
the artists who had reached their creative climax, and often
abroad, especially Paris. The artist who deserves to be menti-
oned separately is certainly Sava Sumanovi¢. This painter might
also be considered a kind of link connecting the Novi Sad
collection (with masterpieces from his mature period) and Za-
greb, since Sumanovi¢ was educated in Zagreb and began to
exhibit at the Croatian Spring Salon shows in 1917, with signi-

2 Vera Jovanovi¢, Sakupljacki rad Pavia Beljanskog. In: Spomen-
zbirka Pavla Beljanskog, ed. Vera Jovanovi¢, Spomen-zbirka Pavla Beljan-
skog, Novi Sad, 1977, p. 24

> Nenad Radi¢, Mladi diplomata Marina Tartalje. In: Memorijal
Pavla Beljanskog, ed. Jasna Jovanov, Spomen-zbirka Pavla Beljanskog, Novi
Sad, 2013, p. 122.

4 Nenad Radic, ibid.

ficant contribution to this manifestation, but also to the Cro-
atian painting after the First World War in general, and parti-
cularly after the painter’s first stay in Paris in 1920 and his
education in the studio of André Lhote. The exhibition which
Sumanovi¢ prepared in Zagreb in 1921, showing artworks pa-
inted in the classicistic manner of Lhote’s academically inter-
preted Cubism, was important in many ways. It indicated the
end of the Expressionist phase gradually articulated in Zagreb
after Kraljevi¢'s death in 1913, especially in exhibitions of Cro-
atian Spring Salon (1916), reaching its culmination in 1919 and
in 1921. Sumanovi¢ shifted the course towards those tenden-
cies called a return to order (retour a l'ordre) in European pa-
inting from the early twenties, while pictor classicus (G. De
Chirico) testified the progress from the avant-garde mania of
the first and second decade. Although Sumanovi¢’s exhibition
in 1921 was not understood by the conservative critics and
audience, Antun B. Simi¢ and Rastko Petrovi¢ wrote about it
with great respect in the journal “Contemporary” (‘Savremenik)®,
and some of the most important painters accepted what Su-
manovic first brought to Zagreb. Among those painters was
Vilko Gecan whose painting In the Tavern (1922) Miodrag B.
Proti¢ evaluated as a masterpiece with “the characteristic su-
bject matter of the current Zagreb school™. The author of the
first monograph of Sava Sumanovi¢ and a very good connoi-
sseur of his art, Dimitrije BasSicevi¢, wrote the following about
the pictures Sumanovi¢ exhibited in Zagreb in 1921: “After three
months he had spent studying with André Lhote Sumanovi¢
returned to Zagreb with a complete exhibition and the doctri-
ne that delighted his friend A.B. Simi¢ and several other critics,
and even succeed, if only temporarily, to warm up several ar-
tists for his new ‘style”’” However, from the group of “several
artists” the author of that comment pointed out just a one:
Vilko Gecan, whom Sumanovi¢ assisted in the work on his
picture In the Tavern.®

The truth is that at the time when Sava Sumanovic atten-
ded Lhote’s studio and especially a few years later, there were
other painters from our countries and the cubo-constructivist
tendencies become briefly widespread in the 1920s. This “ac-
tion of reduction”, as Basicevi¢ termed this tendency with Su-

5 Rastko Petrovi¢, Sava Sumanovic i estetika suviSe stvarnog u
novoj umetnosti and Antun Branko Simi¢, Konstruktivno slikarstvo, Savre-
menik, No. 3, Zagreb, 1921, pp. 183-184, 184-185.

® Miodrag B. Protic, Treca decenija - konstruktivno slikarstvo, ca-
talogue of the exhibition from the cycle “Jugoslovenska umetnost XX veka®,
Muzej savremene umetnosti, Beograd, 1967, p. 29.

7 Dimitrije BasSicevi¢, Sava Sumanovic - Zivot i umetnosti, Drustvo
povjesnicara umjetnosti Hrvatske, Zagreb, 1960, p. 48.

& The comment runs as follows: “For example, Vilko Gecan, who
painted three constructivist canvases in 1921-1922. Sumanovic even drew
some details on his painting In the Tavern, that was exhibited in 1954 in
Rijeka at the 'Salon 54. Op. Cit., p. 79
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slikara istoga razdoblja. Lhoteovski klasicizam, medutim, nije
bio dugoga vijeka. Kona¢no, i sam ¢e Sumanovic napustiti ovaj
nacin slikanja, a svojim drugim boravkom u Parizu (1925.
-1928.) oslobodit ¢e se kubo-konstruktivistickih nacela zasno-
vanih na redukciji, zahladenju i okoStavanju forme. Upravo u
tome razdoblju nastaju brojna remek-djela, a stvaraju se i re-
sursi iz kojih ¢e graditi svoju umjetnost koja ¢e nastajati tride-
setih godina kada bude napustio i Pariz i Zagreb, a vratio se u
Sid gdje ce slikati u osami do tragi¢cnoga kraja 1942. godine.

Ako se u Zagrebu i uopce u hrvatskim muzejima cuvaju
brojna djela ranoga Sumanoviceva razdoblja, njegove najvred-
nije slike koje su od sredine dvadesetih nastajale u Parizu i u
Sidu ¢uvaju se pretezito u muzejima i zbirkama u Srbiji, pa
tako i u Spomen-zbirci Pavla Beljanskog u Novom Sadu. Kada
je prvi puta izlagao u Beogradu 1928. Sumanovic je izloZio i
nekoliko istinskih remek-djela, kao $to su Pijani brod (1927,
te Dorucak na travi (1927.), sliku koja je odavno u vlasnistvu
Spomen-zbirke Pavla Beljanskog.? Dakako, rijec je o svojevrsnoj
parafrazi poznate istoimene slike Edouarda Maneta iz 1863.,
slici koja je prije Sumanovica ponukala Manetove suvremenike
Claudea Moneta i Paula Cézannea da je protumace svaki na
svoj nacin bilo u afirmativnome smislu (Monet), bilo polemicki
(Cézanne). Nakon Sumanovica ovo proto-impresionisticko Ma-
netovo djelo brojnim ce se preradama tokom 20. stoljeca ba-
viti mnogi umjetnici, a medu njima osobito Picasso koji je dugi
niz godina, od 1954. pa nadalje, na razliite nacine i u raznim
tehnikama razgradivao Manetovu temu videci u njoj uvijek
novi poticaj.”® Stovise, Manetova slika Doru¢ak na travi, usav-
Si u sferu vizualne kulture u najsirem smislu rijeci, potvrdila se
kao otporna ikona prilagodljiva za brojne namjene poput re-
klama.

Sadrzaj zbirke Pavla Beljanskoga mogao bi se, na neki
nacin, Citati i kroz kolekcionarovu biografiju, tocnije, kroz nje-
gov uspon u diplomatskoj sluzbi i jacanje drustvenoga statusa.
Umjetnicka djela nastala tridesetih godina, a mahom su u to
vrijeme i usla u zbirku, predstavljaju najbrojniji segment cjeline.
S mnogim je umjetnicima sklopio blisko prijateljstvo koje ce
potrajati do kraja Zivota. Posjecivao ih je u ateljeu, posjecivao
izlozbe na kojima su izlagali i birao djela svojim razvijenim i

¢ Vecinu eksponata (s ove izlozbe) otkupio je beogradski trgovac
Alkan Aserov Perasi, da bi Dorucak na travi kasnije prodao kolekcionaru
Pavlu Beljanskom “ Ljubica Miljkovi¢, Sava Sumanovi¢: prepustanje pasiji.
Galerija slika ,Sava Sumanovi¢* Sid i Printmedia, Beograd, 2007, str. 61.

19 ViSe o Picassovim interpretacijama Manetove slike Doru¢ak na
travi (1863.) vidjeti u katalogu izlozbe Picasso et les Maitres autorice Anne
Baldassari. Galeries nationales du Grand Palais, Paris 2008—2009., osobi-
to esej Picasso Cannibale. Deconstruction-Reconstruction des Maitres au-
torice Marie-Laure Bernadac, str. 37-51, te odjeljak u katalogu djela naslo-
vljen Variation Manet. Le Déjeuner sur 'herbe, str. 229-243.

rafiniranim ukusom. Radovao se uspjehu umjetnika, shvacaju-
¢i to i kao vlastiti uspjeh. Iz mnostva radova, od brojnih umjet-
nika, mogla bi se izdvojiti dva segmenta koliko bliskih, toliko i
razlicitih poetickih nacela. Ono Sto je karakteristicno za citavo
to razdoblje, a promatrajuci ga kroz djela iz zbirke, to je nagla-
Seni kolorizam. Zaista, najznacajniji su umjetnici hvatali impul-
se koji su vladali prije svega pariskom umjetnickom scenom.
Najbolji je primjer upravo Sava Sumanovi¢ koji tokom svojega
boravka u Parizu sredinom dvadesetih postupno napusta Lho-
teova konstruktivisticka nacela i priklanja se krajnje suprotno-
me polu. Referencije na Matissea i Deraina iz istih tih godina
mogu se lako Citati na nekim Sumanovicevim djelima, ali i ra-
zumjeti kao oslobodenje od ,akcije redukcije” (D. Basicevic).
Mogu se razumjeti kao odredena medufaza koja ¢e mu pomo-
¢i da stvori dva svoja remek-djela iz 1927. - Pijani brod i Do-
ruc¢ak na travi. Medu nekolicinom srpskih i hrvatskih slikara
koji su dvadesetih godina prosli kroz atelje Andréa Lhotea bio
je i Stojan Aralica. Medutim, taj je boravak njemu vise koristio
radi samodiscipline, nego da bi snaznije i trajnije implementirao
uciteljeve ideje u vlastito djelo. Aralica je smek3avao oblike, a
boja mu postaje klju¢no sredstvo izrazavanja. Daleke fovistic-
ke natruhe tu su sigurno prepoznatljive, a osobito u radovima
koji nastaju na Mediteranu, pogotovo u Dalmaciji. Aralica, ali
i nekolicina drugih iz istoga vremena, a zastupljeni u zbirci Be-
ljanskoga, medu kojima svakako posebno mjesto zauzima Mi-
lo Milunovi¢ s djelima koja predstavljaju njegov stvaralacki
vrhunac, pa Aleksandar Kumri¢, lvan Radovi¢, Kosta Hakman
i neki drugi, motive koje promatraju, bilo da je rije¢ o pejzazima,
enterijerima, mrtvim prirodama ili portretima, ispunjavaju in-
timno3c¢u. Nema u njih jakih gesta i velikih prica, a svijet koji
prikazuju doima se prisno, toplo i jednostavno. Negdje na tome
tragu mogli bismo vidjeti i slike kojima je u zbirci zastupljen
Ivan Tabakovic¢, zatim one Nedeljka Gvozdenovi¢a i Marka Ce-
lebonovi¢a. Medutim, ova trojica jednostavnim i prozracnim
prizorima zapravo maskiraju vrlo precizan koncept, pa bi se
prije u njihovoj mirno¢i i skladu mogao traziti svijet klasike,
nego intime. Ovdje kao da nema slucajnih mjesta, buduci je
svaki detalj vec prije slikanja jasno determiniran i slikanje se
svodi na dovrsenje procesa koji je dobrim dijelom apsolviran
ranije, i prije manualnoga cina.

Mijeru klasicnoga moguce je vidjeti u vrlo precizno kon-
cipiranim dvjema slikama Jovana Bijelica iz Spomen-zbirke, a
nastalih iste 1929. godine. Rije€ je o slikarovim vrhunskim dje-
lima Devojka s knjigom i Kupacica. Medutim, u slikama isto-
ga umjetnika iz tridesetih godina, a koje se takoder nalaze u
ovoj zbirci, on se priklanja poetici nove ekspresivnosti, naceli-
ma formiranim izvan ekspresionistickoga pokreta s pocetka



manovic as the main protagonist, created a series of master-
pieces in individual opuses of Croatian and Serbian painters
of the same period. Lhotean classicism, however, did not live
long. Finally, even Sumanovi¢ abandoned this way of painting,
and on his second stay in Paris (1925-1928) he rejected the
cubo-constructivist principles based on the reduction, freeying
and ossification of forms. Many of his masterpieces were cre-
ated in this period, but also the resources from which he would
build his art in the thirties after he had left Paris and Zagreb,
and returned to Sid to paint in solitude until his tragic end in
1942.

If the Zagreb and Croatian museums in general keep
numerous works from Sumanovic’s early period, his most va-
luable paintings produced after the mid-twenties in Paris and
Sid are kept mostly in the museums and collections in Serbia,
including The Pavle Beljanski Memorial Collection in Novi Sad.
At his first exhibition in Belgrade in 1928 Sumanovic exhibited
also several true masterpieces, such as the Drunken Boat
(1927) and Luncheon on the Grass (1927), a painting that has
long been the property of The Pavle Beljanski Memorial Collec-
tion®. Of course, it is a specific paraphrase of the famous Edou-
ard Manet’s painting from 1863, the picture that had inspired,
before Sumanovic, Manet’s contemporaries Claude Monet and
Paul Cézanne to interpret it either in an affirmative (Monet), or
a polemic way (Cézanne). After Sumanovic¢ this proto-impre-
ssionistic Manet’s painting would be reworked by a number of
artists in the 20 century, especially Picasso who deconstruc-
ted Manet’s subject matter for many years (from 1954 onwar-
ds) in different ways and different techniques, always with a
new motivation.” Moreover, Manet’s painting Luncheon on
the Grass entered the visual culture in the broadest sense and
affirmed itself as a sturdy icon adaptable to numerous appli-
cations including advertising.

The Pavle Beljanski collection could be, in a way, inter-
preted also through the collector’s biography, more specifically,
through his rise in the diplomatic service and the strengthening
of social status. The artworks made in the 1930s, mostly en-
tered the collection at that time, and they represent the most
numerous segment of the collection. With many of the artists

° “The majority of the exhibits (from this show) were bought by
the Belgrade merchant Alkan Aserov Perasi, but later he sold Luncheon
on the Grass to the collector Pavle Beljanski‘, Ljubica Miljkovi¢, Sava
Sumanovic: prepustanje pasiji, Galerija slika “Sava Sumanovi¢‘, Sid and
Printmedia, Beograd, 2007, p. 61.

' More about Picasso’s interpretations of Manet's painting Lun-
cheon on the Grass (1863) in the catalogue for the exhibition Picasso at
les Maitres by Anne Baldassari, Galeries nationales du Grand Palais, Paris
2008-2009, particularly the essay Picasso Cannibale. Deconstruction-Re-
construction des Maitres, by Maries-Laure Bernadac, pp. 37-51, and the
segment of the catalogue entitled Variation Manet. Le Déjeuner sur I'herbe,
pp. 229-243.

Beljanski made close friendships that lasted for the lifetime.
He visited them in their studios, visited the shows where they
exhibited their works and chose the works by his developed
and refined taste. He looked forward to the success of artists,
recognizing it as his own success. From many artworks of diffe-
rent artists, one could separate two segments of related but
also different poetic principles. What was characteristic for
the entire period, when observed in the works from the collec-
tion, was emphasized colouration. Indeed, the most significant
artists caught impulses that ruled primarily at the art scene of
Paris. The best example is Sava Sumanovi¢ who gradually aban-
doned Lhote’s constructivist principles during his stay in Paris
in the mid-twenties and moved to the opposite pole. Referen-
ces to Matisse and Derain from the same years can be easily
read in some of Sumanovi¢’s paintings, but they could also be
understood as his liberation from “the action of reduction” (D.
Basicevic). They can be understood as an intermediate stage
which helped him to create his two masterpieces from 1927 -
Drunken Boat and Luncheon on the Grass. Stojan Aralica
was among those Serbian and Croatian artists who passed
through the studio of André Lhote in 1920s. However, this
helped him more in the matter of self-discipline, than in imple-
menting the teacher’s ideas more powerfully and lastingly into
his own work. Aralica softened the shapes and colour became
his main means of expression. One could certainly recognise
remote fauvistic hints particularly in the paintings he made in
the Mediterranean, especially in Dalmatia. Aralica, and several
others from the same period are represented in the Beljanski
collection and a special place belongs to Milo Milunovi¢ with
paintings representing his creative prime. Aleksandar Kumric,
Ivan Radovi¢, Kosta Hakman and some others, fulfilled with
intimacy the motifs they observed, landscapes, interiors, still-
lifes or portraits; there are no strong gestures or great stories,
and the world they paint seems intimate, warm and easy. As
related to those works one could classify the paintings by Ivan
Tabakovi¢, Nedeljko Gvozdenovi¢ and Marko Celebonovic.
However, these three artists conceal a very precise concept
with simple and airy scenes, and it would be easier to find in
their tranquility and harmony the world of classical art than
intimacy. As if there are no random places here since every
detail was clearly defined before the act of painting and pain-
ting was reduced to the completion of the process largely re-
solved earlier, before the manual act.

The classical measure can be seen in the precisely con-
ceived two paintings by Jovan Bijeli¢ from the Memorial Collec-
tion, both painted in 1929: the painter's masterpieces Girl with
a book and The Bather. However, in his paintings from the
1930s, also kept in this collection, the artist shows his prefe-
rence for the poetics of new expressiveness, the principles
informed outside the expressionist movement of the beginning
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stoljeca. Taj je oblik hibridnog slikarstva bio Siroko zastupljen
u evropskom slikarstvu izmedu dva rata, a referencije su pritom
vrlo Siroke. Boja koja se nanosi slobodnim i nesputanim pote-
zima postaje vaznim izraZajnim sredstvom, pa odatle i prois-
tjeCe dojam pojacane ekspresivnosti. Ako je André Lhote ohla-
dio kubisticka nacela i na neki ih nacin akademizirao, to bi se
isto moglo reci za slikarstvo istoga vremena s ekspresionistic-
kim i fovistickim referencijama. Konacno i glavni su protagoni-
sti fovizma Matisse i Derain, odnosno ekspresionizma (Ernst
Ludwig Kirchner) tih dvadesetih i tridesetih godina ukrotili Ze-
stinu kojom su se javili na pocetku stolje¢a. Neki od najvecih
predstavnika srpskoga i hrvatskoga slikarstva meduratnoga
razdoblja prihvatit ¢e upravo takav oblik hibridnog ekspresio-
nizma, odnosno ,ekspresionizma boje®, kako ga se ranije obi-
Cavalo nazivati. Medu umjetnicima, €ija je djela kupovao Pavle
Beljanski, a pripadaju tome krugu, svakako treba izdvojiti, osim
ve¢ spomenutog Jovana Bijelica, slikara Petra Dobrovica. Ovaj
se slikar javio pocetkom drugoga decenija u Madarskoj, gdje
se je i rodio i Skolovao. Javio se u krugu najznacajnijeg prota-
gonista madarske avangarde Lajosa Kassaka, ali taj ce krug
ubrzo napustiti i promijeniti kurs svoje umjetnosti. To ¢e oso-
bito doc¢i do izraZaja pocetkom dvadesetih kada je prisiljen
napustiti Madarsku i kada se za stalno nastanjuje u Beogradu
gdje 1923. postaje profesor na Akademiji. Krajem dvadesetih i
osobito tridesetih godina Dobrovicev ,0slobodeni kolorizam*
doZivljava vrhunac, osobito na djelima koja slika na Meditera-
nu. Intenzivno svjetlo zraci iz Zestokih boja kojima je oblikovao
jednostavne prizore lisene svake price, od portreta do ambije-
nata.

Jedna od dominantnih tendencija u slikarstvu Cetvrtoga
desetljeca bio je upravo ,ekspresionizam boje“ (M. B. Protic),
a medu slikarima zastupljenim u Spomen-zbirci Pavla Beljan-
skog vazno mjesto iz toga kruga zauzima Ignjat Job. Ve¢ na
pocetku studija na zagrebackoj Akademiji krajem Prvoga svjet-
skog rata pokazuje afinitete prema slikarima snazne ekspre-
sivnosti (Van Gogh, Edward Munch), $to ¢e u njegovoj umjet-
nosti doci do punog izraZaja pocetkom tridesetih kada se vra-
¢a Mediteranu s kojega je i potekao. Krece se na prostoru od
Vodica kraj Sibenika do rodnoga Dubrovnika, a Supetar na
Bracu, Split, Hvar, Vis i Kor€ula postaju idealnom pozornicom
njegova uzavreloga svijeta svakodnevice koji prikazuje na sli-
kama. U svega pet godina stvorit ¢e najveci i najvredniji dio
svojeg bogatog opusa. Potpuno se oslobada pripovijedanja i
teZiSte postavlja na impulzivno biljezenje osobnih osjecaja, a
snazna ekspresivnost postaje glavnom osobinom njegova stila.
Nemiran Zivot pun psihickih oscilacija, a kasnije i uznapredo-
vale tuberkuloze, obiljezit ce posljednje tri godine njegova Zzi-
vota kada cesto mijenja mjesta boravka, ali uvijek intenzivno

slika. U novosadskoj se zbirci nalaze neka od kljucnih Jobovih
djela koja mozemo shvatiti komplementarnima djelima iz hr-
vatskih zbirki. Slika Lumbarda 1l (ili Vela Glavica Il) iz 1933.
godine druga je verzija slike Lumbarda I (ili Vela Glavica 1) iz
Moderne galerije u Zagrebu nastale za istoga slikarova borav-
ka na Korculi. Portret Lize Krizani¢ jedan je od najboljih Jo-
bovih portreta, dok se u Galeriji umjetnika ,Branislav Deskovi¢*
u Bolu na Bracu nalazi sjajan akt, a prikaz je istoga lika. Liza
Krizani¢ bila je i sama slikarica i djela joj se nalaze u Spomen-
-zbirci Pavla Beljanskog, a bila je supruga karikaturista Pjera
Krizanica i u vrijeme nastanka Jobovih slika njegova bliska
prijateljica. Nabrajati bi se moglo Jobova djela iz Novog Sada
i dalje (Poslije berbe, 1932., Nedjelja, 1932/33.), pa shvatiti
kako ove slike predstavljaju vazne, upravo nezaobilazne spone
koje zajedno sa slikama iz Moderne galerije u Zagrebu i onima
iz galerija u Splitu i Bolu na Bracu cine jedinstven narativ za-
snovan na osobnom promatranju bliskoga svijeta.

Ignjat Job zavr3ava svoj Zivot vrlo rano sredinom tride-
setih, a pocetkom cetrdesetih odlazi i Petar Dobrovic, tek Sto
je navrsio pedeset godina zivota. Medutim, slikarstvo pojaca-
ne ekspresivnosti kojega su oni predstavljali nastavit ce se i
nakon njihove smrti, a Beljanski je sustavno kupovao djela
umjetnika toga poetickog nacela, umjetnika s kojima je gajio i
bliska prijateljstva. Medu njima treba izdvojiti dvoje njih koji
¢e poZivjeti dugo i slikati istom energijom i u kasnim godinama
nakon Drugoga svjetskoga rata. Zora Petrovic i Milan Konjovi¢
pripadaju tome krugu. Niti u jednom drugom opusu nije mo-
guce naci takvu Zensku senzualnost kao Sto je to u djelima
Zore Petrovi¢, bez obzira Sto su najcesci motivi njezinih slika
upravo Zene. U njezinim je djelima motiv sigurno vazan element
slike, medutim senzualnost, snagu i toplinu umjetnica postize
prvenstveno slikarskim postupkom. 1z gustih, gotovo automat-
ski nanoSenih namaza boje, pri cemu prevladavaju gradacije
crvenila, pojavljuju se Cesto Zenski aktovi prikazani u posebnim
emocionalnim stanjima (Ceinja, 1933., Bremenita Zena, 1938.).
Od pocetka tridesetih do kraja pedesetih godina Zora Petrovic
najcesce slika Zenske aktove, ali njezina gola tijela umjesto fi-
zicke ljepote prije da nude dramu. Njihova snaga svjedoci in-
tenzivan unutrasnji Zivot, Zivot snaznih emocija Sto postaje i
glavnim sadrZajem ovih slika.

Milan Konjovi¢ u kontekstu Spomen-zbirke Pavla Beljan-
skog, pa i samog kolekcionara, zauzima posebno mjesto. Ve-
zalo ih je blisko prijateljstvo, a upravo je Konjovi¢ prvi javnosti
pokazao u jesen 1945. djela svojeg prijatelja dok je vodio muzej
u Somboru, pokazao ih ocito u krivo vrijeme za $to je snosio
posljedice. Medutim, Konjovi¢ je ovdje sigurno vazniji kao
umjetnik cija je djela upravo Beljanski znao vrlo dobro i u pra-
vo vrijeme prepoznati. Od ranog Autoportreta (1926.), rade-



of the century. This hybrid form of painting was widely present
in the European painting from the inter-war period, and refe-
rences were very broad. The paint applied with free and unre-
strained strokes became an important means of expression,
and hence the impression of reinforced expressiveness. If An-
dré Lhote cooled down the cubist principles and in a way aca-
demised them, the same could be said for the painting of that
period with expressionistic and fauvistic references. Even the
main protagonists of Fauvism, Matisse and Derain, and Expre-
ssionism (Ernst Ludwig Kirchner) tamed in the 1920s and 1930s
the fierceness of their works from the beginning of the centu-
ry. Some of the greatest representatives of Serbian and Croa-
tian painting from the inter-war time would accept that hybrid
form of Expressionism, “expressionism of colour,” as it used to
be call. Among the artists whose works were bought by Pavle
Beljanski, and who belonged to that circle, one must also men-
tion the painter Petar Dobrovic. This painter appeared at the
beginning of the 1910s in Hungary, where he was born and
educated. He started within the circle of the most important
protagonists of the Hungarian avant-garde, Lajos Kassak, but
he soon left that circle and changed the course of his art. This
was particularly noticeable in early 1920s when he was forced
to leave Hungary and permanently settle in Belgrade where he
became a professor at the Academy in 1923. At the end of the
1920s and particularly in the 1930s Dobrovic¢’s “liberated co-
louration” achieved its climax in the artworks he painted in the
Mediterranean. An intense light radiates from the fiery colours
he used to shape simple scenes devoid of any narrative, from
portraits to landscapes.

One of the dominant tendencies in the painting of the
1930s was the “expressionism of colour” (M. B. Protic), and
among the painters represented in The Pavle Beljanski Memo-
rial Collection an important place belongs to Ignjat Job. At the
beginning of his studies at the Art Academy in Zagreb towards
the end of the First World War, Job showed affinity for painters
of strong expression (Van Gogh, Edward Munch) and in his art
this inclination will be particularly noticeable in the early thir-
ties when he returned to the Mediterranean, the place of his
origins. He moved between Vodice near Sibenik and Dubrovnik,
the town of his birth, while Supetar on the Island of Brac, Split,
Hvar, Vis and Korcula became an ideal stage for his teeming
everyday world he presented in his paintings. In only five years
he produced the largest and most valuable part of his rich
opus. He had already freed himself from narration and focused
on impulsive recording of personal feelings; a powerful expre-
ssiveness was the main characteristic of his style. His restless
life, full of psychological oscillations, and later of an advanced
stage of tuberculosis marked the last three years of his life,
when he frequently changed his abode but painted vigorously.
The collection from Novi Sad has some of the key works by

Job, those that can be taken as complementary to the works
in Croatian collections. The painting Lumbarda Il (or Vela
Glavica 1) from 1923 are versions of his pictures Lumbarda I
(or Vela Glavica 1) kept in the Modern Gallery in Zagreb and
made during the same sojourn on the Island of Korcula. Por-
trait of Liza Krizanic is one of the best Job's portraits, while
in the Art Gallery “Branislav Deskovic” in Bol on the Island of
Brac there is a wonderful nude, a representation of the same
person. Liza KriZani¢ was also a painter and some of her wor-
ks are also kept in The Pavle Beljanski Memorial Collection.
She was also married to Pjer Krizanic, a caricaturist, and at the
time when Job painted his pictures, she was his close friend.
One could enumerate further on Job's works in Novi Sad (After
the Grape Harvest, 1923, Sunday, 1932/33) in order to under-
stand that these paintings are important, almost indispensable
links that together with the paintings from the Modern Gallery
in Zagreb and those in the galleries in Split and Bol on Brac
make up a uniform narrative founded on the artist’s personal
view of the world close to him.

Ignjat Job died very early, in the 1930s, and by the
beginning of the forties Petar Dobrovi¢ also died, just after his
fiftieth birthday. However, the painting of enforced expressi-
veness they represented was continued after their demise, and
Beljanski was systematically buying the works by artists of that
poetic principle, the artists he was also a close friend with. Two
of those should be specially pointed out since they painted
with the same energy even late after the Second World War:
Zora Petrovi¢ and Milan Konjovi¢. There is no artistic opus
where one can find that kind of female sensuality as in the
works of Zora Petrovic, regardless of the fact that the most
frequent motifs in her paintings were women. Motif was cer-
tainly an important element of the picture in her works, but
the artist achieved the sensuality, strength and warmness pri-
marily with her painterly procedure. Frequently, from the thick,
almost automatically painted layers of paint, predominately in
gradations of the red, rise female nudes represented in speci-
fic emotional states (Yearning, 1933, Pregnant Woman, 1938).
From the early thirties until the end of fifties Zora Petrovi¢ most
frequently painted female nudes, but her nude bodies did not
offer so much physical beauty as drama, their strength spea-
king of an intensive internal life, the life of powerful emotions,
the main subject matter of those paintings.

In the context of The Pavle Beljanski Memorial Collec-
tion and the collector himself, a special place belongs to Milan
Konjovic. They were close friends and it was Konjovi¢ who first
showed to the public in 1945 the works collected by his friend.
He was then the Director of the Museum in Sombor and it was
obviously the wrong time for such a move since he had to bear
consequences. Nevertheless, Konjovi¢ was much more impor-
tant as an artist whose opus Beljanski knew very well and was
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nog u neoklasicistickom duhu u kojemu se prepoznaju afinite-
ti prema Picassovim i Derainovim jezickim inovacijama aktual-
nim istih tih dvadesetih godina, pa sve do ekspresionistickoga
usijanja koje ¢e karakterizirati Konjovi¢evu umjetnosti sve do
njegovih kasnih godina. Slike Zetva (1938.), Stari porculan
(1944.) ili Porusena crkva u Ledincima (1947.) spadaju u vr-
hunac ne samo Konjoviceva stvaralastva, nego u kontekstu
ekspresionistickih tendencija u srpskome slikarstvu uopce. Ni-
je ovom prigodom na odmet spomenuti kako je slikarstvo Mi-
lana Konjovica uZivalo veliki ugled i u krugu hrvatskih povje-
snicara umjetnosti i kriticara (G. Gamulin, R. Putar, T. Maroevic)
koji su ga i pravovremeno, i dobro interpretirali i vrednovali.

Konjovi€ istim intenzitetom i istom vitalnoS¢u nastavlja
slikati i u poslijeratnome razdoblju. Stovise, njegove slike iz
pedesetih i Sezdesetih godina predstavljaju znacajan segment
ekspresionisticke prisutnosti u korpusu srpskog i jugoslaven-
skog slikarstva toga vremena. Dvojica slikara zastupljenih u
novosadskoj zbirci, a koji ¢e se formirati upravo u duhu poja-
¢ane geste i ekspresivnosti poslijeratnoga razdoblja, sigurno
su Petar Lubarda i Predrag-Peda Milosavljevi¢. Obojica se ja-
vljaju prije rata i djela iz toga vremena nalaze se u Zbirci, me-
dutim, punu afirmaciju doZivljavaju pedesetih godina kada ce
svaki na svoj nacin markirati vazne pomake obogacuju¢i plu-
ralisticku scenu tadasnje srpske i jugoslavenske umjetnosti. Na
tragu obogacivanja pluralistickih tendencija ranih poratnih
godina treba vidjeti i slikarstvo Ljubice-Cuce Soki¢, osobito
njezina djela iz Spomen-zbirke Pavla Beljanskog. Umjesto eks-
presivnosti ovdje otkrivamo mirnocu, suzdrzanost, harmoniju,
Stovise, intimizam.

Spomen-zbirka Pavla Beljanskog sadrZi preteZito slikar-
ska djela, no zastupljeni su tu i radovi renomiranih srpskih
kipara, tako Riste Stijovica i osobito Sretena Stojanovica. Pro-
matraju li se ova djela u kontekstu ove izlozbe, dakle predsta-
vljanja Spomen-zbirke u Zagrebu, sigurno da su nuzne uspo-
redbe s hrvatskim kiparstvom prve polovice 20. stoljeca. To je
korisno tim viSe, Sto djela i Stijovica, i Stojanovica nisu ovdje
bila Cesto izlagana, a i kada je to bilo, bilo je davno. Risto Sti-
jovic dijeli osobine europske plastike meduratnoga razdoblja,
pripada krugu smek3ane figuracije, krugu u kojemu bi se, kao
mnogo kvalitetniji majstor, mogao vidjeti i jedan Frano Krinic.
Skulptura u drvu Karijatida (1931.), zastupljena u ovoj zbirci,
spada u njegova vazna djela, a njome se kipar predstavio i na
Venecijanskom bijenalu 1952. Sreten Stojanovi¢ takoder je je-
dan od velikih srpskih kipara ciji spomenik Sloboda (1951.) na
IriSkom vencu na Fruskoj gori spada u iznimno vazna djela
poslijeratne jugoslavenske memorijalne plastike. Dakako, u zbir-
ci Pavla Beljanskoga nalazi se komorna plastika, od Zenskih
aktova s jasnim referencijama na kipareva pariskog ucitelja

Antoinea Bourdellea kod kojega se skolovao, do portreta. Zen-
ski aktovi izvedeni su u manjim dimenzijama, ali s preciznom i
bogatom plastickom artikulacijom. U portretima se Stojanovi¢
viSe priklanja konvencijama, $to se moZe razumijeti i kao obol
kako ukusu narucitelja, tako i funkciji portreta kao ukrasnog
predmeta s jasnim simbolickim i statusnim znacenjima.

Gostovanje Spomen-zbirke Pavla Beljanskog u Umjetnic-
kom paviljonu u Zagrebu visestruko je vazno. Vazno je stoga
Sto je ova izlozba s jedne strane dio cjelovitijeg projekta, koje-
ga drugi dio cini gostovanje vrhunskih djela iz Moderne gale-
rije u Zagrebu sa slikama Miroslava Kraljevica i njegovih sljed-
benika, djela koja ce biti pokazana u Novom Sadu, ali i kao
mogucnost da se hrvatska javnost prvi puta upozna s jednom
iznimno vrijednom umjetnickom zbirkom kao $to je ova koju je
dugi niz godina stvarao veliki diplomat Pavle Beljanski i poklo-
nio je svojoj sredini. Tu se nalaze prvenstveno remek-djela srp-
skoga slikarstva prve polovice 20. stolje¢a, a ta djela tu nisu
ulazila slu¢ajno. Rije€ je o vrlo precizno artikuliranome staja-
listu dobro obrazovanoga kolekcionara koji je znao razloge za
svoj odabir. Drugim rije¢ima, nastojao je u svojoj zbirci imati
presjek najvrednijega Sto je u srpskome slikarstvu nastajalo.
Medutim, njegov se vidokrug nije suzavao, nego je svoju zbir-
ku obogacivao i djelima koja pripadaju hrvatskoj kulturnoj bas-
tini, a bila su znacajna u vrijeme konstituiranja zajednicke dr-
Zave i njezina trajanja prvih nekoliko desetljeca. Konacno,
upravo je slika Marina Tartaglie na neki nacin bila presudna za
definiranje strategija buduceg kolekcionara Beljanskoga. Kljuc-
na slika Vlahe Bukovca iz njegova najranijeg razdoblja, Velika
Iza, takoder je vrlo rano nasla svoje stalno obitavaliste u ovoj
zbirci. Tu su i remek-djela Ignjata Joba, ali i djela srpskih slika-
ra koja se na razlicite nacine referiraju na Hrvatsku, bilo na
motivskoj razini, bilo Skolovanjem. Drugim rijecima, slikarstvo
Petra Dobrovi¢a po mnogo ¢emu je vezano za Dalmaciju i Du-
brovnik, bas kao i Jobovo koje s tim ambijentom €ini organsku
cjelinu, a sam je slikar iz njega i potekao. S druge strane, for-
mativne godine Save Sumanovica u Zagrebu iznimno su vazne
za hrvatsku umjetnost neposredno prije i poslije Prvoga svjet-
skoga rata. Nadalje, sva ova djela nastajala su tijekom godina
kada su vazile drugacije politicke i kulturne strategije koje su
tezile medusobnom povezivanju bliskih nacija i kultura, a ne
razdvajanju i udaljavanju. Promatramo li u tome aspektu ovu
izlozbu, tada ¢emo otkriti njezinu povijesnu slojevitost koja
nam pomaZe da bolje razumijemo kako umjetnost koja nam je
ovdje ponudena, tako i svoju vlastitu proslost.

*Ovaj rad je sufinancirala Hrvatska zaklada za znanost projektom
br. 4153, Croatia and Central Europe: Art and Politics in the Late Modern
Period (1780—1945).



able to appreciate it properly. Since the early Self-portrait
(1926), painted in the Neo-classical style with recognisable
affinities for Picasso’s and Derain’s linguistic innovations of the
1920s, to the boiling Expressionism, characteristic of Konjovi¢'s
art until his advanced years. The paintings Harvest (1938), Old
Porcelain (1944) or Ruined Church in Ledinci (1947) belong
to the top works not only in Konjovi¢’s opus but within the
context of expressionistic tendencies in Serbian painting in
general. It should be mentioned on this occasion as well that
the painting of Milan Konjovi¢ was highly respected in the
circle of Croatian art historians and critics (G. Gamulin, R. Pu-
tar, T. Maroevi¢) who interpreted and evaluated it timely and
properly.

After the war, Konjovi¢ worked with the same intensity
and vigour. Moreover, his paintings from the fifties and sixties
represent a significant segment of expressionistic mode in
Serbian and Yugoslav painting of the time. Two painters repre-
sented in the collection from Novi Sad, informed in the spirit
of stronger gestures and expressiveness of the post-war peri-
od were Petar Lubarda and Predrag Peda Milosavljevi¢. They
were both active before the war and works from that period
can be seen in the Collection, but their full affirmation came
in the fifties, when each of them, in his own way, marked im-
portant developments in enriching the pluralistic scene of the
current Serbian and Yugoslav art. Paintings by Ljubica Cuca
Soki¢ also contributed to the widening of diverse tendencies
in the early post-war years, particularly her works from The
Pavle Beljanski Memorial Collection. In them we see peaceful-
ness, restraint, harmony and intimism instead of outward
expressiveness.

The Pavle Beljanski Memorial Collection contains
mostly paintings, but works by renowned Serbian sculptors
are also represented, such as works by Risto Stijovi¢ and Sre-
ten Stojanovic. When one observes them in the context of this
exhibition and the guest visit of the Memorial Collection to
Zagreb, it would be necessary to compare them with the Cro-
atian sculpture form the first half of the twentieth century. It
would be very useful since the works of Stijovi¢ and Stojanovi¢
have not be frequently and of lately exhibited here. Risto Sti-
jovi¢ has all the characteristics of European plastic art from
the inter-war period and belongs to the circle that could com-
prise Frano Krsini¢, as a much better master. The sculpture in
wood, Caryatid (1931) from the Collection is one of his promi-
nent works and was exhibited at the Venice Bienniale in 1952.
Sreten Stojanovi¢ was also one of great Serbian sculptors and
his monument Freedom (1951) in Iriski venac, in Fruska Gora,
is an exceptionally important work of post-war Yugoslav me-
morial sculpture. Of course The Pavle Beljanski Memorial
Collection keeps small-size sculptures, from female nudes with
clear references to the sculptor’s teacher from Paris Antoine

Bourdelle, with whom he had classes, to portraits. Female nu-
des were made in small format but with precise and rich plastic
articulation while the portraits are more conventional and this
can be understood both as his due to the taste of the commi-
ssioner and with reference to portraits as decorative objects
with clear symbolic and status significance.

The guest visit of The Pavle Beljanski Memorial Collec-
tion in the Art Pavilion in Zagreb has many important aspects.
First of all, this exhibition is a part of the project which also
assumes a guest visit to Novi Sad with masterpieces from Mo-
dern Gallery in Zagreb with paintings by Miroslav Kraljevi¢ and
his followers, but it will be an opportunity for the Croatian
audiences to see for the first time an exceptionally valuable
art collection assembled for a number of years by the great
diplomat Pavle Beljanski, who bequeathed it to his people. The
Collection comprises primarily masterpieces of Serbian pain-
ting from the first half of the twentieth century and those
works did not enter the Collection randomly. They reflect a
very precisely articulated position of a well-educated collector
who knew the reasons for his choices. In other words, he en-
deavoured to make his Collection a representative gathering
of the most valuable works in Serbian painting. His view was
not contracted and he enriched his collection with the works
that belong to the Croatian cultural legacy, and were important
at the time when Yugoslavia was constituted and during the
first decades of its existence. And finally, the painting by Ma-
rino Tartaglia was in a way crucial for the defining of the stra-
tegies of the future collector Beljanski. The key painting by
Vlaho Bukovac from his earliest period, La Grande Iza, also
found its permanent abode in the collection very early. There
are masterpieces by Ignjat Job, but also works by Serbian pa-
inters who have different references to Croatia, either motif-
wise or through schooling. In other words, the painting of
Petar Dobrovic is in many ways related to Dalmatia and Du-
brovnik, just as Job's is indelible from that ambience, and the
painter himself was originally from there. On the other hand,
the formative years of Sava Sumanovic in Zagreb are extremely
important for Croatian art immediately before and after the
First World War. All of these works were produced in the years
with different political and cultural strategies, intended to tie
mutually related nations and culture and not to create sepa-
ration and distances. If we view this exhibition in that aspect,
then we shall discover its historic stratification which can help
us to understand better both the art offered here and our own
past.

*This study was partially financed by the Croatian Foundation for
Sciences, Project No 4153, Croatia and Central Europe: Art and Politics in

the Late Modern Period (1780—1945).
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Jasna Jovanov

Pavle Beljanski i njegova kolekcija

22. oktobra 1961. godine." Otvaranju je prisustvovao

izuzetno velik broj gostiju, tako da je Radomir Rasa Ra-
dujkov pozdravni govor odrzao u svecanoj sali susedne Gale-
rije Matice srpske, a tek potom je organizovano razgledanje
kolekcije Pavla Beljanskog, u zdanju na danasnjem Trgu gale-
rija. Postavka ove vredne kolekcije dobila je mesto u tek zavr-
Senoj zgradi, sagradenoj po projektu arhitekte Ive Kurtovica.
Nekoliko dana pre otvaranja, u Novi Sad je doputovao sam
Pavle Beljanski, da bi pomagao u rasporedu i postavljanju eks-
ponata. O paznji koju je nova institucija izazvala, najbolje go-
vori Cinjenica da je, do kraja 1961. godine, imala skoro cetiri
hiljade posetilaca. Njenom osnivanju prethodilo je potpisivanje
Ugovora o poklonu, koji je 18. novembra 1957. godine sacinjen
izmedu darodavca Pavla Beljanskog i Skupstine Autonomne
Pokrajine Vojvodine. Prema tom ugovoru, Pavle Beljanski je
,posredstvom Autonomne Pokrajine Vojvodine® poklonio srp-
skom narodu svoju zbirku umetnickih dela prve polovine dva-
desetog veka, uslovljavajuci poklon gradnjom izloZzbenog pro-
stora, objavljivanjem monografije i posebnim okolnostima bri-
ge o kolekciji i njenom izlaganju u drugim prostorima. Pavle
Beljanski je potpisao jo$ jedan, Darovni ugovor, 27. maja 1965.
godine, kada je prethodnim poklonima dodao i uvenu sliku
Vlaha Bukovca Velika 1za i istovremeno ustanovio Nagradu za
najbolji diplomski rad iz nacionalne istorije umetnosti, odbra-
njen na Odeljenju za istoriju umetnosti Filozofskog fakulteta u
Beogradu. Iste godine, crkvi u Gospodincima, u cijoj porti su
sahranjeni ¢lanovi njegove porodice i gde ¢e i sam biti sahra-
njen 14. jula 1965. godine, kao poslednji muski pripadnik loze
Beljanskih, poklonio je porodicnu ikonu Kamenovanje svetog

S pomen-zbirka Pavla Beljanskog otvorena je za javnost

' Podatke o instituciji i biografiji, te bibliografiju Pavla Beljanskog
vidi: Spomen-zbirka Pavla Beljanskog [monografijal, ur. Jasna Jovanov, No-
vi Sad: Spomen-zbirka Pavla Beljanskog, 2010.

Stevana, rad Aksentija Marodi¢a. Kao darodavac, Beljanski je
zabeleZen i na ve¢ pomenutom Odeljenju za istoriju umetnosti
u Beogradu, gde se Cuvaju knjige sa temama iz istorije umet-
nosti iz njegove biblioteke, kao i u Memorijalu ,NadeZde Petro-
vi¢“ u Cacku, kojem je poklonio slike Vidosave Kovacevic. Ta-
kode je za arhiv Spomen-zbirke darovao razlicita dokumenta:
svoju prepisku sa slikarima, fotografije, deo biblioteke, gramo-
fonske ploce. Jo$ jednim darovnim Ugovorom, nakon njegove
smrti, Spomen-zbirci je pripao i deo licne zaostavstine Pavla
Beljanskog: slike starih majstora, namestaj, ukrasni i licni pred-
meti kao Sto su njegov pozorisni dvogled, naocare, diplomatska
uniforma i sli¢no. Zahvaljujuci svim tim poklonima, pored stal-
ne postavke kolekcije Pavla Beljanskog, u Spomen-zbirci su
formirana jos dva izlozbena segmenta: Memorijal Pavla Beljan-
skog (otvoren 1968) i Memorijal umetnika Cijim je otvaranjem,
22. oktobra 1971. godine, obelezena desetogodisnijica institu-
cije. Decja likovna radionica pocela je sa radom 1979. godine,
a krajem proslog veka intenzivirana je izlozbena aktivnost:
uvedeni su specijalni programi za razlicite ciljne grupe i profi-
lisan je izmenjen nastup u javnosti. Tokom pedeset godina po-
stojanja, Spomen-zbirku Pavla Beljanskog obislo je oko pola
miliona posetilaca iz zemlje i razlicitih delova sveta. Medu po-
setiocima bio je i velik broj zvani¢nika, poput Adolfa Lopeza
Mateosa, Josipa Broza Tita, princa Carlsa, princeze Beatriks,
Zana Kasua, Vilijama Fulbrajta, Spirosa Kiprianua i mnogih
drugih. Zahvaljujudi Cinjenici da je Spomen-zbirka predstavlja-
la nezaobilaznu destinaciju za vecinu protokolarnih poseta
koje su dolazile u Beograd ili Novi Sad, u mogucnosti smo da
Citajuci zapise gostiju,? pratimo istoriju diplomatije posleratne
Jugoslavije.

Danas Spomen-zbirka Pavla Beljanskog predstavlja me-
sto gde posetilac moZe da se upozna s vrhunskim umetnickim
delima nacionalne umetnosti prve polovine dvadesetog veka,

?  Knjiga utisaka Spomen-zbirke Pavla Beljanskog, SZPB D 4105.



Jasna Jovanov

Pavle Beljanski and His Collection

public on 22 October 1961.' The opening was attended by

an exceptionally large number of guests so that the cur-
rent chairman of Matica Srpska Radomir Rasa Radujkov deli-
vered his welcoming speech in the ceremonial hall of the ne-
ighbouring the Gallery of Matica Srpska. Only after that it was
possible to organise the visit to the collection of Pavle Beljan-
ski, located in the present-day building in the Gallery Square.
This valuable collection acquired a proper place in the newly
finished edifice built after the design of architect Ivo Kurtovic.
Pavle Beljanski arrived in Novi Sad several days before the
opening in order to assist in the arrangement and mounting
of the exhibits. The attention which the new institution drew
is best reflected in the fact that it had almost four thousand
visitors by the end of 1961. Its foundation was preceded by the
signing of the Donation Contract on 18 November 1957 betwe-
en the donor Pavle Beljanski and the Assembly of the Autono-
mous Province of Vojvodina. According to the Contract, Pavle
Beljanski donated to the Serbian people “through the Autono-
mous Province of Vojvodina” his collection of artworks from
the first half of the twentieth century, on the following condi-
tions: that a special exhibition space should be built, a mono-
graph published and the collection afforded particular care,
including the circumstances under which it could be exhibited
in other spaces. Pavle Beljanski signed yet another Donation
Contract, on 27 May 1965 when he added to the original gift
the famous painting La Grande 1za by Vlaho Bukovac and at
the same time established the award for the best graduation
paper in national art history. That same year, he presented the
family icon The Stoning of St. Stephen, the work of Aksenti-
je Marodic, to the parish church in Gospodinci, in whose

The Pavle Beljanski Memorial Collection was opened to the

! For data on the institution and biography, as well as bibliography
of Pavle Beljanski, see: Spomen-zbirka Pavla Beljanskog [monographl, ed.
Jasna Jovanov, Novi Sad: Spomen-zbirka Pavla Beljanskog, 2010.

churchyard the members of his family were buried and where
he himself would be buried on 16 July 1965. Beljanski has also
been recorded as donor at the Department of Art History, Fa-
culty of Philosophy in Belgrade, which keeps books on the
history of art from his library. In addition, he donated to the
archives of the Memorial Collection various documents, such
as his correspondence with painters, photographs, a part of
his library, gramophone records. After his death, Beljanski's
descendants signed another Donation Contract and gave by
his will to the Memorial Collection a segment of Pavle Beljan-
ski’s personal legacy: old master paintings, furniture, decora-
tions and objects of personal nature, such as his theatre bino-
culars, eyeglasses, diplomatic uniform etc. Owing to all those
presents two additional exhibition units have been established
apart from the permanent display of the Pavle Beljanski col-
lection: the Pavle Beljanski Memorial (opened in 1968) and the
Artists' Memorial - its opening on 22 October 1971 marked the
first ten years of the institution. Children’s Visual Art Workshop
was inaugurated in 1979 and towards the end of the last cen-
tury exhibition activities were intensified: special programmes
for different target groups were introduced and its public ima-
ge was redesigned. In the fifty years of its existence, The Pavle
Beljanski Memorial Collection has had around half a million
visitors, not only from the country but also from different parts
of the world. There were many official representatives, such
as Adolf Lopez Mateos, Josip Broz Tito, Prince Charles, Prin-
cess Beatrix, Jean Cassou, William Fulbright, Spyros Kyprianu
and many others. Since the Memorial Collection has been an
unavoidable destination for a number of official visits to Bel-
grade and Novi Sad, we are able to read the inscriptions left
by the visitors in the Guestbook,” and follow the history of
diplomacy in post-war Yugoslavia.

2 Guest book of The Pavle Beljanski Memorial Collection,
SZPB D 4105.
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kao i sa umetnicima koji su ih stvarali, te sa licnos¢u kolekcio-
nara koji je sakupio ovu jedinstvenu umetnicku zbirku.

Pavle Beljanski
(veliko Gradiste, 1892 - Beograd, 1965)

Milo$ Crnjanski je u Embahadama opisao svoj prvi su-
sret s Pavlom Beljanskim u Poslanstvu Kraljevine Jugoslavije u
vili Borgeze u Rimu: ,Idem zatim kod savetnika, koji je alter ego
poslanika. Kazem, ja sam Crnjanski. On kaZe, ja sam Beljanski.
To je Covek, samac, lepog stasa, osedeo, a mlad, kao ispeglanih
obraza. Govori o slikama. Sakupljac je slika i starih ramova.®
Zaista je bio ugladen, odmerenog ponasanja, besprekorno iz-
brijanog lica i uredno zacesljane kose, savrseno ispeglanog
odela u snezno beloj koSulji, kravate uredno vezane, sa SeSirom
na glavi. Cak i kada je zalazio u umetnicke krugove, pocevsi od
najranijih dana u Parizu pa sve do kraja zivota, njegova pojava
se nije menjala. Svetu umetnosti, muzejima, obilasku starina,
antikvarnica i galerija, ateljea i mesta gde su izlagali savreme-
ni umetnici, Pavle Beljanski je posvetio podjednaku, ako ne i
vecu paznju nego svojoj struci, diplomatiji. Ipak treba istaci da
su se njegova naklonost prema umetnosti i kolekcionarska
strast, jedina kojoj bi povremeno javno davao oduska, formi-
rale postepeno i uporedo s njegovim profesionalnim razvojem.

Kao diplomata od karijere, Pavle Beljanski je zaduZio
srpski narod, a josS vise zahvaljujuci retkoj i posebnoj ljubavi
prema sakupljanju umetnickih dela, te prefinjenom ukusu s
kojim ih je birao. Zivotni put tekao mu je u skladu s diskrecijom
koju diplomatska profesija zahteva, 5to rekonstrukciju njegovog
Zivota i €ini mogucom prevashodno u svetlu njegovog hobija:

* Milo$ Crnjanski, Embahade, Beograd: Nolit, 1983, 313.

sakupljanja umetnickih dela, druZenja sa umetnicima, razmis-
ljanja o umetnosti i, konacno, celokupne umetnicke kolekcije
koju je sakupio. Ipak je ovaj veliki covek zasluZio da se o njemu
zna vise, da se osvetli licnost koja je u podjednakoj meri dava-
la Zivotne impulse i diplomati i kolekcionaru.

Poreklo, porodica, Skolovanje

Pavle Beljanski potice iz znacajne vojvodanske porodice
Ciji su se preci generacijama unazad isticali obrazovanjem i
ugledom. S nepoznatih balkanskih prostora, naselili su se u
selu Gospodinci u Backoj. Tu je roden njegov otac Svetozar
(1851-1921), koji je zavrsio studije medicine u Becu i tako pre-
kinuo porodicnu tradiciju posvecivanja svestenickom pozivu.
Buduci da je pohadao gimnaziju u Sremskim Karlovcima odlu-
¢io je da u njemu zapocne i profesionalnu karijeru. OZenio se
Karlovcéankom Milanom Kosti¢ (1869-1942), a tu su rodene i
dve Pavlove sestre, Aleksandra (Sanda) i Ana (Anka). Poput
mnogih uglednih Srba iz dvojne monarhije, i Pavlovi roditelji su
1892. godine presli u Srbiju. Sam Pavle roden je u Velikom Gra-
distu (1892), varosici na obali Dunava gde je njegov otac dobio
posao gradskog lekara.

Posle dve godine u Velikom Gradistu, porodica se pre-
selila u Svilajnac, gde je roden najmladi sin Nikola (1895). Pavle
je ubrzo otisao na dalje Skolovanje u Beograd i polozivsi veliku
maturu s odli¢nim uspehom upisao je studije prava, koje je
zapocCeo u Beogradu i nastavio u Parizu. Iz njegovih pisama
porodici u Svilajnac ocCigledna je tuga zbog razdvojenosti, po-
sebno u dane BoZica kao izrazito porodicnog praznika. Zbog
izbijanja Prvog balkanskog rata 1912. godine bio je prinuden
da prekine studije u Francuskoj i nastavi ih u Beogradu, da bi
se U maju 1914. godine, kao apsolvent, nasao nadomak diplo-




Today, The Pavle Beljanski Memorial Collection is a pla-
ce where visitors can get acquainted with masterpieces of na-
tional art from the first half of the twentieth century, with
artists who produced them and with the personality of the
collector who had assembled this unique art collection.

Pavle Beljanski
(Veliko Gradiste, 1892 - Belgrade, 1965)

In his Embahade Milos Crnjanski described his first en-
counter with Pavle Beljanski in the Embassy of the Kingdom
of Yugoslavia, in the Villa Borghese in Rome: “Then | went to
the Counsellor, the alter ego of the Ambassador. | told him, |
am Crnjanski. And he said, I am Beljanski. It is @ man, a bac-
helor, of handsome stature, with white hair but young; his
cheeks as if smoothed. He talks about paintings. He collects
paintings and old frames.” He really had refined manners, re-
strained behaviour, meticulously shaven face and neatly com-
bed hair, a perfectly pressed suit, snow-white shirt, smartly
knotted tie and always wore a hat, even when he went out to
artistic circles. From the early days in Paris to the end of his
life, his appearance did not change. Pavle Beljanski devoted
the same attention to the world of art, museums, to tours of
ancient relics, antiquary shops or galleries, studios and places
where contemporary artists exhibited their works, as to his
profession, diplomacy. Still, one should stress that his inclina-
tion to art and his collector’s passion, the only one which he
would publicly show, were gradually shaped, parallel to his
professional development.

As a career diplomat Pavle Beljanski did so much for the
Serbian people, but there is an even greater contribution
thanks to his rare and special love for collecting artworks and
also his refined taste with which he selected them. The course
of his life followed the discretion required by the diplomatic
profession, and this makes the reconstruction of his life pos-
sible only in the light of his hobby: the collecting of art works,
friendship with artists, his serious contemplation of art and,
finally, the overall art collection he was able to assemble. Ne-
vertheless, this great man deserves a better general knowled-
ge of his personality that equally sent vital impulses to the
diplomat and the collector.

* Milos Crnjanski, Embahade, Beograd: Nolit, 1983, 313.

Origins, Family, Education

Pavle Beljanski was a descendant of an important family
from Vojvodina, which had for generations excelled in erudition
and eminence. They came from unknown regions of the Bal-
kans and settled in the village of Gospodinci in Backa. His
father, Svetozar (1851-1921) was born there. He finished medi-
cal studies in Vienna, thus discontinuing the family tradition
of clerical profession. Since he attended high-school in Srem-
ski Karlovci, he decided to begin his professional career in that
town. He married a girl from Karlovci, Milana Kosti¢ (1869-
1942) and Pavle’s two sisters, Aleksandra (Sanda) and Ana (An-
ka) were born there. Like many eminent Serbs from the dual
monarchy, Pavle’s parents moved to Serbia in 1892. Pavle was
born in Veliko Gradiste (1892), a small town on the right bank
of the Danube, where his father worked as a physician.

After two years, the family moved to Svilajnac, and the-
ir youngest son, Nikola, was born there (1895). Soon afterwards
Pavle went to Belgrade to further his education and after the
matriculation with excellent results he enrolled the Law Scho-
ol. He later continued his legal studies in Paris. From letters to
the family in Svilajnac, one can sense his sorrow caused by
separation, particularly at Christmas time, that remarkable
family holiday. When the First Balkan War broke out in 1912
he came back from France and continued his studies in Bel-
grade and in May 1914 he was very close to the diploma. But,
he did not graduate that year because of the outbreak of the
First World War and in September Beljanski joined the Student
Battalion in Skopje. Like other Serbian students, he was awar-
ded the rank of Student sergeant after two months of training
and his company, like other Serbian units, made a heroic but
painstaking crossing of Albania before the Austrian army, con-
fronted with famine, snow storms and other horrors of war.
These conditions affected his delicate health and because of
tuberculosis, in December 1915 in Scutari, he was declared
unfit for further military operations. He was then transferred
to the Telegraph Department of the Danube division. He spent
the rest of the winter and the spring at the Island of Corfu,
where he was demobbed in July 1916 and sent to France to
continue his schooling. He enrolled legal studies at the Sor-
bonne and by October 1918 he had his diploma and licence. It
was then already that young Pavle Beljanski saw his future
profession in diplomacy and therefore began doctoral studies
in diplomatic-consular affairs. In contrast to the majority of
Serbian students, Beljanski was not lucky to finish his doctoral
studies in Paris. When the First World War ended the new
state, the Kingdom of Serbs, Croats and Slovenes needed yo-
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me. Vrlo brzo po izbijanju Prvog svetskog rata, zbog kojeg te
godine nije diplomirao, u septembru 1914. godine stupio je u
Dacki bataljon u Skoplju. Poput ostalih srpskih studenata na-
kon dvomesecne obuke dobio je ¢in daka narednika, a njegova
Ceta se, kao i druge srpske jedinice, u povlacenju pred austrij-
skom vojnom silom, suocila sa gladu, vejavicama i ratnim stra-
hotama u herojskom, ali mukotrpnom prelasku preko Albanije.
To se odrazilo na njegovo inace krhko zdravlje - zbog tuberku-
loze je, ve¢ u decembru 1915. u Skadru proglasen nesposobnim
za ucesce u borbenoj jedinici i prekomandovan u Telegrafsko
odeljenje Dunavske divizije. Ostatak zime i prolece proveo je
na ostrvu Krfu, odakle je, u julu 1916. godine, demobilisan i
upucen na Skolovanje u Francusku. Upisao se na studije prava
na Sorboni, da bi do oktobra 1918. godine stekao diplomu, a
potom i lisans. Vec tada je mladi Pavle Beljanski svoje buduce
zanimanje video u diplomatiji, te je upisao doktorat iz diplo-
matsko-konzularne struke. Za razliku od vecine srpskih daka,
Beljanskom se nije posrecilo da svoje doktorske studije u Pa-
rizu i okonca. Sa zavrsetkom Prvog svetskog rata, novoj drza-
vi, Kraljevini Srba, Hrvata i Slovenaca bili su potrebni mladi,
Skolovani ljudi poput njega; ve¢ 1919. prekinuo je doktorske
studije zbog zaposlenja u Ministarstvu inostranih poslova, na
mestu pisara | klase Kraljevskog poslanstva u Stokholmu. Ma-
da ga je posao odveo daleko od kuce, Pavle Beljanski je u go-
dinama neposredno posle rata, kao i kasnije, nastavio da odr-
Zava veze sa porodicom, da se stara o majci, sestrama i njiho-
vim porodicama, kao i o bratu Nikoli. Posle smrti muza Sveto-
zara, 1921. godine, majka Milana se sa sinovima preselila u
Beograd, gde je Pavle Beljanski boravio izmedu duzih perioda
rada u inostranstvu.

Diplomata od karijere

Najveci deo karijere Beljanski je proveo u kraljevskim
poslanstvima u inostranstvu, a kasnije, u diplomatskoj sluzbi
Titove Jugoslavije, u Beogradu. Od pisara je napredovao do
sekretara, savetnika poslanstva i ministra savetnika (odnosno
opunomocenog ambasadora), a povremeno bi dobijao i poseb-
na zaduZenja, kao 5to je predaja poverljivih Sifara ili rukovode-
nje odredenim resorima. Po pvan i diskretan, uvek poStujuci
pravila svog zanimanja, o diplomatskim aktivnostima tokom
tog perioda i o kontaktima, saradnicima, odnosu prema kole-
gama, Beljanski nije ostavio nikakva dokumenta, niti licne be-
leSke. U zvanicnim prilikama, privatno u jos ve¢oj meri, kao da
je sebi nametnuo mesto ,Coveka u senci, izbegavao je oko
kamere i tek ponekad, uglavnom u protokolarnim situacijama,

Veridba Ane Beljanski i Milana Isakovica (Svilajnac 1912)
Engagement of Ana Beljanski and Milan Isakovi¢ (Svilajnac 1912)

Pavle Beljanski sa porodicom (sede: Anka Isakovi¢, Milana Beljanski i
Pavle Beljanski; stoje: Predrag Isakovi¢, Stanislava Joksimovic i Nikola
Beljanski), Beograd oko 1935.

Pavle Beljanski with family (sitting: Anka Isakovi¢, Milana Beljanski and
Pavle Beljanski; standing: Predrag Isakovi¢, Stanislava Joksimovi¢ and
Nikola Beljanski), Belgrade, c. 1935

Pavle i Nikola Beljanski (Beograd, oko 1942)
Pavle and Nikola Beljanski (Belgrade, c. 1942)





