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3dupka yMeTHHUKUX Oena Myaseja xpraBa
reHoumnna GopMupaHa je y pyroj IoJI0OBUHH
2021. roguHe. Busio je To de3marno 30 ronu-
Ha HaKoH 1ITO je HaponHa ckymniTHHa Perry-
dnuke Cpduje mocedHMUM 3aKOHOM OCHOBasIa
OBY jeIWHCTBEHY YCTaHOBY KYJIType Of Ha-
LIMOHAJIHOT ¥ MelyHapoOHor 3Ha4dajal

Y CBOjOj TpHUOECeTOTOOUIIKO] IIpakK-
CH ZerloBama M pada y odnacTu KyJType,
IIpOCBETE, HayKe, YMETHOCTH, My3€ejCcKe IIe-
maroruje, usgaBallTBa U HHPOpPMHCAKA,
MY3€jCKH CTpy4Ylalld IOKPEeHYIIH Cy OUHAa-
MMYaH OPYIITBEHH OUjasior Y OKBUPY Kojer

1 3akoH 0 ocHUBawy Myseja >XxpTaBa I'eHOLIMIa YCBOj€eH je o,
crpaHe HapopgHe ckymnitriHe Pentydnuke Cpduje 21. jyia 1992.
ronuHe y BUAY lex specialis (Cny»x&eHu TnacHuk Peliydnuke
Cpbuje, dp. 49/1992). To je yUuEeHO IO yITIeAy Ha UCTOBETHY
npakcy JpxxaBe H3paen uuju je KHecelll ToceOHHMM 3aKOHOM,
ycBojeHMM 1953. ronrHe, ocHOBao MeMopHjaiHH LieHTap Jag
Bawem y Jepycanumy.

Genocide Victims Museum Art Collection
was established in the second half of 2021. It
was almost 30 years after the National As-
sembly of the Republic of Serbia had estab-
lished this unique institution of culture of
national and international significance by a
special law!

In its thirty-year-old activity and work
in culture, education, science, arts, museum
pedagogy, publishing and informing, the mu-
seum's experts have initiated a dynamic so-
cial dialogue in which realms the apparitions
and historical phenomena of the genocide

! The law on establishment of the Genocide Victims Museum
was adopted by the National Assembly of the Republic of
Serbia on 21 July 1992 as lex specialis (“Sluzbeni glasnik of the
Republic of Serbia’, No 49/1992). It was done according to the
same practice of the State of Israel where Kneset had adopted
a special law on establishment of the Memorial Center “Yad
Vashem” in Jerusalem in 1953.

Cy IPOMHUI/BAHHU U UCTPaXXUBAHHU II0jaBHU
OOIUIIM M UCTOPHjCKH GeHOMEHH I'eHOIIH-
0a IMOYHMEeHOT HaJ IpUIagHHUIIMMa CPIIC-
KOr Hapopa Ha nmonpyyjy HesasrcHe ITp)xaBse
XpBarcke, Kao ¥ paTHUX U 3JIOYHHA IIPOTHUB
YOBEYHOCTH CIIpOBeleHUX Han Cpduma Ha
LIeJIOKYITHO] TepUTOpHju KpasbeBHHe Jyro-
criaBHje TOKOM Ipyror cBeTcKor parta. Ilopern
TOra, HICTPaXXKUBaHU Ccy GeHOMEHHU CTpallama
Y CrialllaBaka UAeHTUTEeTa U IPYTHUX JIMUHUX
CBOjCTaBa HeJy>XHO IIOCTPaJasiuX, Kao ¥ BaXK-
HOCT ITOJIUTHKe TaMhera U KynType cehama
y HajlIupeM 3Hauewy. Pe3ynTaTi OBUX aKTHB-
HOCTH, [IO KOjHX Ce IOOJIasHyIo OyTrOTPajHUM
Hay4YHO-HUCTPa)KHUBAUYKHM paZiOM, jaBHOCTH Cy
IIpefcTaB/baHM IIyTeM OPOjHUX U Pa3HOBPC-
HUX MY3€jCKHX U3[0aBauKUX, U3JIOXKOEeHUX,
00pa3oBHUX, TPUOMHCKUX, GUIMCKUX U IPY-
THUX ITIOAyXBaTa pealn30BaHUX y Pemrybnuiin
Cpduju 1y 3HauajHOM dpOjy OpyTrUx OpXKasa.?

CBaka My3ejcka 301pKa, CyKIIeCHBHO II0-
nymaBaHa, IIpeficTaBsba IIperies Hajpere-
BaHTHH]HUX eJleMeHaTa 3a pa3maTrpamwe, UC-
Tpa)kuBamwe U HIIYHTaBame JUHaMHUYHUX
HCTOPHjCKUX TOKOBa U norahaja xoju cy Ba-
JKHH 3a [TI03HaBame IIPOIIJIOCTH, Pa3syMeBamke

2 HHubopMmauuje o mocajauimeM pany M IocTuruyhmma
cTpyumaka Myseja »XpTaBa IreHOIH/[Ia, KAo H O LIeJIOKYITHO]j M3~
IaBaukoj menaTHocTH Myseja moryhe je Hahu Ha 3BaHHYHOj

HMHTepHET cTpaHuLM Myseja: https://www.muzejgenocida.rs/.

that was committed against Serbian people
in the territory of the Independent State of
Croatia have been contemplated as well as
war crimes and crimes against humanity
committed against the Serbs in the whole ter-
ritory of the Kingdom of Yugoslavia during
the Second World War. Sufferings, rescues,
identity and other personal characteristics
of the innocent victims and the importance
of the politics of memory and remembrance
culture in the broadest meaning have also
been topics to explore. The results of these
activities, achieved by long-term scientific
researches, have been presented to the pub-
lic in numerous and various museum’s pub-
lishing, exhibiting, educational, forum, cin-
ematographic and other undertakings that
were realised in the Republic of Serbia and a
significant number of other countries.?
Each museum's collection, successive-
ly supplied, represents an overview of the
most relevant elements for consideration,
exploration and reading dynamic historical
flows with all those events that are impor-
tant to us for knowing past, understanding

2 For more information about hitherto work and achieve-
ments of the experts from the Genocide Victims Museum as
well as for access to the full publishing activity, visit the official
Museum's web site https://www.muzejgenocida.rs/, acc: 17 Oc-
tober 2022, at 13:30 PM.


https://www.muzejgenocida.rs/
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CafallkbOCTU ¥ HaroBelllTaj Oynyhux Oera-
Bama U OPYIITBEHUX IIpolieca. 300T crieln-
pHuHOCTH TeMe U ocehaja TyTe KOjH ce 4eCTo
jaBrba IIPHIMKOM IIperyiefa UCTopujcke rpahe
KOjoM ce 30HpKe IOITyHaBajy, YBeK je HeOIIX0 -
HO pa3IBOjUTH JIMUHU ¥ eMOTHUBHH Of] O0jeK-
THUBHOT, HETIPHCTPACHOT, CTPYYHOT ¥ Hay4YHOT
npucryna. OBO je, y MHOTHIM CITy4ajeBHMa, je-
[aH oI HajBehMX M3a30Ba IIpel KOjuM ce Ha-
Jla3e KyCTOCH Koju Bozie onpehery 301pKy My-
3eja KpTaBa resHoruna. CBaka HOBa jeIUHUIIA
rpahe, Ma KOJIMKO AejioBasa ,Jiaka” 3a IIpolie-
cyupame 1 My3eoJIOIIKy odpany, dua je u oc-
Taje HapaTHB 3a cede. YIIpaBo 300r Tora, CBaKa
jemnHMIIA UCTOPHjCKe I'pal)e, BUIIlE WIIH Marbe
HJIYCTPaTUBHOT KapaKTepa, OCTaBsba onpehe-
Hy ,0371ely" Ha U3y3eTHO OCETJBUBOM U pambU-
BOM KOJIeKTUBHOM cehary.

Y Mysejy >XxpTaBa reHollia I1ojaM CTpa-
Iama ce, IIPUINKOM IIpUNIKBa HOBe rpahe,
CBaKM IIyT IIpe)XHUBJbaBa N3HOBA. Kao rbynu-
Ma KOjH IIPUCTHUITIe UCTOPHjCKe MaTepHjare
CTpy4HO 0dpal)yjy 1 moxpamyjy ux y 30upKe,
HeMoryhe je OTprHyTH ce HapaTHUBY U eMO-
IIMjU KOjU Joria3e ca KOHKPETHUM HUCTOpHjC-
KHM MaTepHjasioM, 3Hajyhu ogakiie nonasy,
YyeMy je CITy>XHO, 3alllTO je HacTao MJIH KaKo
je pmomtao no Hac.®

3 I'7aBHM pasJior 300T KOjer 0BO HallOMHEEMO je YIIpaBo ce-

present and glimpsing future events, his-
torical and other social processes. Because
of the specificity of the theme and feeling
of sadness that often arises while working
with materials from each collection, it is al-
ways necessary to separate the personal and
emotional appeal to the historical and other
material from the objective, unbiased, com-
petent and scientific. In many cases this is
one of the greatest challenges that curators
in charge of the collections in the Genocide
Victims Museum face with. Each new unit of
material, no matter how “easy” it might have
seemed for museum processing and dealing
with, it was and it remained a narrative for
itself. And exactly for that reason each unit
of historical material, more or less of illus-
trative character, leaves a specific trauma to
the sensitive enough and vulnerable collec-
tive memory.

The term suffering is being survived in
the Genocide Victims Museum again and
again with arrival of new historical materi-
als. As to the people who deal with them in
a competent way according to all their char-
acteristics and store them in collections, it
is impossible to oppress the narrative and
emotion that arrive with the specific histor-
ical material knowing in advance where it
came from, what it was used for, why it came

MOTUBU U3 MERU

Boxkmpap — Boxka MpopaHosuh (1923-2006),

[pBOPE3 Ha Nannpy HyMepucaH pedHuM 6pojem 5
OMMeEH3Mja nanupa: 34 x 24 LLeHTUMeTapa, AMMeH3uja
oTuncka: 20,45 x 13 ueHTnMeTapa

roguHa npmMoenmkHo: 1953.

SCENES FROM PEC
Bozidar — Boza Prodanovi¢ (1923-2006),

woodcut on paper, marked with 5

dimensions of paper: 34 x 24 centimeters, dimensions
of printed area: 20,45 x 13 centimeters
cc.a. 1953



MOTUBU U3 NMERU

Boxkmaap - Boxxa MpopaHosuh (1923-2006),
ApBOpE3 Ha Nanupy HyMepucaH pegHum 6pojemM 6
OMMeH3Mja nanupa: 34 x 24 LeHTUMeTapa,
OMMeH3uja oTmucka: 20,45 x 13 ueHTnmeTapa
rogmHa npmMeamxHo: 1953.

SCENES FROM PEC
Bozidar — Boza Prodanovic¢ (1923-2006),

woodcut on paper, marked with 6

dimensions of paper: 34 x 24 centimeters, dimensions

of printed area: 20,45 x 13 centimeters
cc.a.: 1953

MOTUBU U3 NERU

Boxumpap — boxka MpogaHosuh (1923-2006),
OpBOpPE3 Ha NManupy HyMepucaH pegHnm 6pojem 9
OVMeH3Kja nanumpa: 34 x 24 LeHTUMeTapa,
OuMeH3nja otucka: 20,45 x 13 LeHTuMeTapa
rogvHa NpubnmxkHo: 1953.

SCENES FROM PEC
Bozidar — BoZa Prodanovi¢ (1923-2006),

woodcut on paper, marked with 9

dimensions of paper: 34 x 24 centimeters, dimensions

of printed area: 20,45 x 13 centimeters

cc.a. 1953

OBaj KpyT peMHHHUCIIEHITH]e KOjU Cce Ha
IHeBHOM HHBOY IIPEHOCH ca CTpydmhaKa Ha
CTpy4YmaKa, IoKkasaTesb je TeXXHHe 1 BaXXHOC-
TH UCTOPHjCKOT MaTepHjana Koju Mysej, 1o
CBOjOj jeINHCTBEHO] PYHKITH]H, KOHTHHYHpa-
HO IIPUKYI/bA, CTPYYHO odpalyje u damtu-
HHU. [To CBOjOj OCHOBHO] CaIp>XUHU U CYIITH-
HH, CBaKa IIojeIWHaYHa My3ejcka 30upka
IpencTaBsba CKyIl cehama Ha HajdonHUjY
HCTOPH]jCKY TpayMy CPIICKOT Hapo4a U HeIlo-
OUTHM OOKa3 O TeHOLIMIY KOjH je XpBaTcKa
Ip>KaBa CHCTEMAaTHUYHO U OpyTasIHO CIIpOBe-
na Hax Cpduma TokoM JIpyTor CBETCKOT paTa.

MaHTHYKa BPeJHOCT IIpefiMeTa KOjU Ce IPHKIbydyje 30upKa-
Ma. [lopen craHpapAoHUX IOKyMeHaTa, doTorpaduja, mpem-
MeTa M APYTHX Myseasnuja, KycTocu Myseja cy Hajuenthe y
NpUINLIY Ja paje ¥ ca JINYHUM IIpeMeTHMa >XPTaBa, IITO

YeCcTo U3a3MBa CHAXXHH eMOTHBHH Hadoj.

into existence or the way it arrived in the
Museum.?

This circle of reminiscence that is being
transferred from one expert to another on
daily bases is an indicator of toughness and
importance of the historical material that
the Museum by its unique function contin-
uously collects, deal with in a competent
way and cherishes. In its basic contents and
core, each museum collection represents a
group of memory of the most painful histor-
ical trauma of Serbian people and undenia-
ble evidence of the genocide that the Croa-
tian State had committed systematically and
brutally against the Serbs during the Second
World War.

3 The main reason for emphasising this is exactly the
semantic value of an object that is being added to collections.
Next to usual documents, photographs, objects and other
musealia, curators in the Genocide Victims Museum often
have opportunity to work with personal things of the victims
which leads to a harsh emotional tension within museum’s
experts.



CarnenaBajyhu 301MpKy YMETHHUUKUX [Oeria
Mys3eja )xpTaBa reHonuga HauaasuMo Ha
HHTepecaHTHe acllekTe MOryhux umuTama
BeHUX OPOjHUX IIOjefUHAYHUX CcerMeHara.
Crora du duno nodpo pasMoOTpUTH passiore
HacTaHKa ¥ GopMHUpama jeqHe oBaKkBe 30Hp-
Ke y My3ejy KOjU IIPBEHCTBEHO Henyje Ha
[I0Jby OPYIITBEHO-XYMaHHUCTHUKUX HAYKA,
odpazoBamwa, KyJIType ¥ YMETHOCTH.

ITopepn Tora IITo je dMUI0 HEOIIXOIHO IIpa-
TUTH OypaH U IpaMaTUdyaH TOK UCTOPHjCKUX
IIpolieca Koju Cy odernexxunu pasnodmse Ipy-
TOT CBETCKOT paTa Ha IIOLpy4jy Jyrocnasuje,
CaCBUM je JIOTUYHO [Ja MaTUUYHY OeJIaTHOCT
Myzeja carnemamo M Kpo3 IIPU3MY YMeT-
HOCTH U fasbe Tpaxkehu omrosope Ha pas-
JTUYUTA IUTaBka o[ KOjUX ce MHOTa Y OBOM

By regarding the Genocide Victims Museum
Art Collection as a whole, interesting aspects
of possible readings of its numerous distinct
segments are found. Therefore, it would be
useful to consider the reasons for establish-
ing such a collection in the Museum that pri-
marily acts in the field of the humanities, ed-
ucation, culture and the arts.

Apart from the necessity to follow ac-
tive and dramatic flow of historical process-
es that marked the period during the Second
World War in the territory of Yugoslavia, it
is quite logical to consider the main activity
of the Genocide Victims Museum through
the prism of art while still looking for the an-
swers to different questions which primarily
deal with the spirituality, emotional overturn

DEBPYAPCKU MOXOA,
Bpanko LWoTpa (1906-1960)
npsopes

38,3 x 50,5 ueHTMMeTapa
1958. rogunHa



CIIy4ajy THYy HCKIBYUHBO IYXOBHOCTH, EMO-
THUBHOT [IpeBpaTa ¥ HHTepHEe peakKlije yMeT-
HUUYKOT UOEeHTHUTEeTa Ha maTe JpaMaTHUYHe
OKOJIHOCTH.

Beh u moBpmHUM yBUOOM y canpXXaj
caMe 30HpKe CTHUe Ce YTHCAK XeTepore-
HoCcTH popMe y IIPUCTYIINMa 00pagu MaTe-
pHjarnia Kao KOMIIOHEHTe YMETHHUYKOT [Iena,
Bapujalyja Ha Temy, tpodunrcama ogpehe-
HUX HCTOPHjCKUX MOTHBA y BeoMa Cil10dogHe
yMeTHHUKe H3pase, MHOIITBA allpollpHja-
1IMja Koje Cy y CITy»>KdH1 HapaTHBa caMor ferna
HIIH BEeroBUX NeUHHUTHBHUX KOMIIOHEHTH.
YecTo MOXXeMO TOBOPHUTH M O HeJOBPIIIe-
HOCTH, HeZIOpeUYeHOCTH U HeycarjlallleHOCTH
MOTHBa ca MoryhHoIhy, o0HOCHO ca BEIITH-
HOM II0jeJUHUX ayTopa.

CBe 0BO IIOCTaje jacHHje Kaja ce y3Me y
003up uMBmeHMIla Ia je maTepujan 30upke
IIpHKYIUbAH jOLI Of OCHHBamwa My3eja KojH je
axTHuky 11oueo na pangu Tex 1995. ronuHe.
I'paba je TokoM uMTaBOr TOT pa3nodsba I1a CBe
o maHac HabaBrpbaHa IIyTeM ITOKJIOHA, aKBH-
3HIIHja K OTKYIIA.

OBy pasyheHOCT Ba)XHO je pa3yMeTH y3
nomarak ga y Mysejy, cee no 2021. roguHe,
HHje II0CTOjao CTaJIHO 3aIl0CIIEHH CTPyUmhaK?

4 ITo oktodpa 2021. ronuHe, CBU KyCcTocH My3eja XpTaBa re-

HOLIMIA CY OMIIH UCKJBYYHBO HCTOPHYAPH.

and internal reaction of the artistic identity
to the given dramatic circumstances.

Right at first superficial glance at the con-
tents of the Collection, one gets the impres-
sion of a specific form of heterogenous ac-
cesses to material processing as a component
of a work of art, theme variations, profiling
specific historical motifs in pretty free artistic
expressions, multitude of appropriations that
are in function of the narrative of the very
work or its definitive components as well as
of incompleteness, vagueness and incompat-
ibility of the motifs with ability, i.e. craftman-
ship of some artists.

All of this becomes clearer when we con-
sider the fact that the contents of the very
Collection have been collected since the es-
tablishment of the Museum that started with
its institutional work in 1995. The museum
objects have been brought into as donations,
acquisitions and redeems.

This disunity is important to understand
along with the fact that there wasn't a per-
manently employed expert* with necessary
competences in the area of visual arts or art
in general in the Museum until 2021, so the
Collection was supplied primarily with the

4 All curators in the Genocide Victims Museum were

exclusively historians until October 2021.

Lo
gy T8

ux, pmopes, 1958, 503402 cu

KOMAOHUK

Bpanko LWoTpa (1906-1960)
npsopes

40,2 x 50,3 ueHTMMeTapa
1958. rognHa

KOPAONIK

Branko Sotra (1906-1960)
woodcut

40,2 x 50,3 centimeters
1958



NMPEHOC PAHEHUKA
BpaHko LLoTpa (1906-1960)
nmHopes

40 x 50 ueHTMMeTapa

1957. rogunHa

KOjH je ToceoBao MOTpedHe KOMIIETEHITH]e
U3 00J1aCTH BU3YEJIHUX MJIM YMETHOCTH
yorrTe, Te je crora 30upka duia yIoTIIyiba-
BaHa HCKJBYUYHBO IOeluMa Koja Cy caOpiKH-
HOM K (pOpMOM IOHPEKTHO pedepucana Ha
onpeheHe MOTHBe KOju OU IIOTEHIIH]aJTHOM
KOPHCHHKY MOITIH [1a IPUBYKY XK.

HaxanocT, oBakaB THII yMETHHHA (IIe-
pHon on ocHUBawma Myseja nta cBe fo 2021.
roOguHe) y MHOTHM CJly4dajeBUMa He pacioja-
Ba, He YHUBep3alIu3yje, HUTH pa3Marpa cBe
acIleKTe OCHOBHE [eJIaTHOCTH Myaseja y ca-
BpeMeHOM CcTBapasalmTsy, Beh ux noHekse
yMamwyje U YMHHU CIIOpeJHUM ajlaToM 3a ca-
MOIIOTBPAY MHCTHUTYILIMOHAJIHE HIeje KOjoM
ce My3ej Kao TakaB BOOH.

3dupkKa je y LennuHu doraTa meluma Ha-
CTaJIUM Y Pa3TH4YUTHM IIEpHOAHMA, TEXHHU-
xama, bopmMaTrMa, MOTUBHMA U TeMaMa.

Melhy ayTopuMa merna 3acTyIJBEHUX Yy
B0j [10jaBJbyjy Ce pa3/Iu4dnuTa UMeHa, Mame
UJIU BUIIE II0O3HATA CTPYYHO] U OIIITO] jaB-
HOCTH, OOK Ccy Hajuenrhe xopuinrheHe Tex-
HHKe aKBape’l U [1acTesl Ha Hanupy. 30upka
caOp)XU U [ejia HacTajla y TeXHHUIIH yibe UNH
aKpWIMK Ha IIJIaTHY, a TY je ¥ 3HadajaH Opoj
rpadUUKUX JINCTOBA U3BeNEHUX Y TEXHU-
Kama BHUCOKe LITaMIle, Kao ¥ onpeheHu Opoj
CKYJIITypa U3BeIeHHUX Y MEPMEPY U OPBETY.
®opMaTH Bapupajy Of CpeOeT Ka BEJIUKOM,

works that directly referred to particular mo-
tifs in their contents and form appealing to
the potential user.

Unfortunately, such type of artworks (pe-
riod from establishment of the Museum until
2021) in many cases don't layer, universalise
or consider all the aspects of the main activ-
ity of the Museum in contemporary creative
work, but diminishes them to a certain ex-
tent and makes them a secondary tool for
self-verification of the institutional idea that
the Museum as such is led by.

In its overall, the Collection is rich with
works created in different periods, tech-
niques, formats, motifs and themes.

There are different names, more or less fa-
miliar to the experts and general public, among
the authors of the works that are present in the
Collection while the most used techniques are
aquarelle and pastel on paper. It is comprised
of the works that were created in the technique
of oil or acrylic on canvas, and there is a sig-
nificant number of graphic sheets that were
made in the relief printing techniques as well
as a certain number of marble and wood sculp-
tures. The size varies from midsize to large size
paintings, but they stay in realms of classical
painting and gallery formats.

It is not known enough to the general
public that it was impossible to think about



JAMA

Mpeppar - MNeha hakosuh (1964)
yrbe Ha nnaTHy

300 x 150 yeHTnMeTapa

2018. roanHa

THE PITHOLE

Predrag — Peda Pakovic (1964)
oil on canvas

300 x 150 centimeters

2018




MPKOHUTR FPAL

BecenuHka hophesuh (rognHa
poherba Heno3sHaTa)

aKpUN 1 yrbe Ha NnaTHy

72 x 56 uLeHTuMeTapa

BpeMe HaCTaHKa Hl/Ije Mo3HaTo

MRKONJIC GRAD

Veselinka Dordevic (year of birth
unknown)

acrylic and oil on canvas

72 x 56 centimeters

time and place of origin unknown

BOPBA OMNAOVHE JYTOCNABUIE
rpaduyka mana

AyTtopu: Mune MeTtpoBuh (1935-2016), Bornh Pucmmosuh (1926-1986), 3aeHka KapTtycosa (1921-2011),

Majoa KypHUK (1920-1967), Muwwa BepeHuuja (1919-1980), Munow JosaHosuh (Bpeme pohersa M cMpPTH
Hemno3HaTo), MapTnH Conapuvk (BpemMe poherba M CMPTK HeMo3HaTo), XXmBka Majuh (1919-1994),
AnekcaHngap lakuh (1922-1988), Munow Bajuh (1915-1995), Bojuh Muoppar (1923-2004), BykcaH BynaTtosuh
(BpeMe pohersa U cMpTU Heno3HaTo), Boxkmaap MpogaHoBuh, PagmBeoje KHexesuh (Bpeme pohersa 1
CMPTW HEMO3HATO)

doTo-UnHKorpadmja Ha Nnanupy
28 x 21 ueHTMMeTapa
1946. roguHa

RESISTANCE OF YUGOSLAVIAN YOUTH

printmaking edition,

Authors: Mile Petrovic (1935-2016), Bogi¢ Risimovic (1926-1986), Zdenka Kartusova (1921-2011), Majda Kurnik
(1920-1967), Misa Berendzija (1919-1980), Milog Jovanovi¢ (unknown), Martin Solardzik (unknown), Zivka
Paji¢ (1919-1994), Aleksandar Laki¢ (1922-1988), Milos Baji¢ (1915-1995), Voji¢ Miodrag (1923-2004), Vuksan

Bulatovi¢ (unknown), Bozidar Prodanovi¢, Radivoje Knezevi¢ (unknown)

photo-zincography on paper
28 x 21 centimeters
1946

19, Pasnroie Kuexennh A CMAL AR 6. Muaouw Josanosuh

3ACEAA



1. Muae Merposuh JEMOHCTPAUMUIE OMAAINWHE NPE PATA
3. 3aenka Kaprycopa KPA] 3TAPUIITA



aJIv 0CTajy y HOMEHY KJIaCHYHOT ITtadernaj-
HOT CJTMKapCTBa U KJIACHYHOT TaJIepHjCKOT
dopmara.

JaBHOCTH je HeJOBOJPHO IIO3HAT IIofgaTaK
Iaje, 300T U3payKeHUX IIPOCTOPHUX U OPYTUX
JIOTUCTUYKUX OI'paHUUeha, OUI0 HEU3BOOJbU-
BO pasMHUIIBATH O 3OUPIIU Kao IIUPOKO]j I1a-
JIETH MYyJITHMeIHje YMETHHUYKHUX IIPaKCH,
HHUTH CKJIQJUIITUTH BPEMEHCKH U CEH30PHO
oceT/pHBe panoBe. Mysej U fajbe HeMa CBOjY
HaMEHCKYy 3Trpany, a 30upKa YMEeTHHUUKHUX
Ilefia JyyBa ce Y CBOM U3BOPHOM ODJIMKY Ha Ha-
YMH KOjH YCJIOBH 3a TO [JJO3BOJbABAjy.

CBe OBe OKOJIHOCTH [IOBeJIe Cy OO Tora Oa
XeTeporeHOCT caMe 3d0HpKe, ITIopef] OCTaJIoT,
dyne u IIpoCTop 3a youaBawe IIPOOJIEMCKUX
MecTa pala y KyJITypH U YMETHOCTH Koja Cce,
IIpe cBera, OOHOCE Ha TeHepa/IHU OOHOC Ap-
JKaBe IIpeMa yCTaHoBaMa U MaBbKy palHH-
Ka y KYJITYpPH KOju dM OpraHHU30BaHO U CHC-
TeMaTH4YHO MOIJIM 3Ha4ajHO [a OOIIPHHOCEe
4yBamy, IPOMOILIHjH U IIPUKYI/baky Halller
HIOEeHTHUTETCKOT U KyJITypHOT Hacreha. 3aTe-
ueHO cTame 30upkKe je, Kpajem 2021. roguHe,
duIio ouekMBaHO, 3HajyhH Ha KOjU HAUMH ce
Beh OelleHHjamMa TpeTHpPajy KyNITypa 1 yMeT-
HOCT y HallleM JPYIITBY, a II0CeDHO OHU HH-
XOBU CETMEHTH Koju pedepupajy Ha cTpa-
Oame IIpUlagHUKa CPIICKOT Haponda TOKOM
I pyror cBeTCKOr paTa.

the Collection as a broad range of multime-
dia practices or to store temporally and tac-
tilely sensitive artworks because of spatial and
logistics restraints. The Museum still hasn't
got its own facilities for its own purposes and
the Art Collection is being kept in its original
shape in the way that present conditions allow.
All of these circumstances led to the
point that the diversity of the very Collection,
among other things, become a space for notic-
ing problematic points in culture that primar-
ily refer to the general relation of the State
towards the cultural institutions and lack of
employees who would systematically and in
an organised way be able to give their signif-
icant contribution to keeping, promoting and
collecting our identity and cultural heritage.
The state of the Collection in which it was
found in the end of 2021 was expected know-
ing the way that our society has perceived
culture and arts for decades, especially these
segments referring to the sufferings of Serbi-
an people during the Second World War.
Such set of artworks in one place may be
analysed further through relation of the whole
artistic community to the area of politics of
memory and remembrance culture. It is clear
that the very act of setting up the Collection
was a gesture of an attempt to expand the main
Museum’s activity realizing that the Genocide

OBakakB CKYyIl YMETHHUKHX Jejla Ha
jeoHOM MecCTy y Oajboj aHalIM3Hu MOXKe Oa
ce pasMarpa Kpo3 OIOHOC IIeJIOKyIIHe YMeT-
HUYKe 3ajeIHHUIIe IIpeMa 0dIacTH IIOIUTH-
ke nnamhemna U Kynrype cehama. JacHo je u
TO Ia je cam uuH popMuparma 30upKe IIpem-
CTaBbaO IIOKYIIAj Ja ce OCHOBHA IeJIaTHOCT
Myseja >xpTaBa reHoLi4a IIPOIIKPH jep My-
3ej 1 MOXKe U Tpeda fa odyxBara cBe chepe
YMETHOCTH.

LlenokymnHa 30MpKa YMETHHUUYKUX Oera
Myseja )xpTaBa reHoIHIa MoTJia OU Ce oIIrca-
TH YHUBEP3aJIHUM TEpMHHOJIOTHjaMa Koje du
OMII0 JTaKO UCIIPATHUTH M IIOTBPAUTH YMETHHY-
KHM [JeJTiMa Koja MOTHBCKH HJIH KOJIOPHCTHY-
KU ofroBapajy rnoHyheHoj TeMu. 3amarak ou
dro M3BpIleH Kazla d1 TepMUH cllipagarbe Iipa-
THO IIPUKAa3 pacKOMaJaHor Teja. [ImacTUYHo
WIYCTPOBAHO, CBeNeHO ¥ MUHUMAJIHO, aJIU Be-
oMa eheKTHO.

[Toctaprpa ce, cTOra, UTaKE Oa JIU jeqHa
30mpka Tpeda jaBHOCTH [a ce odpaha HCKIBY-
YHMBO IUIACTUYHO, jeIHOCTaBHO, HITYCTPaTUBHO
HITH 1IeJIOKyTIHA Ipaha rnoxpameHa y 1B0j Tpe-
da ma mcrposollypa IrocMarpayda, fa ra Io-
KpeHe Ha IIpoliec ca3HaBakba U IPOMHIIbaka
HajTparuyHHujer Ieproia IPOIUIOCTH CPIICKOT
Hapoza.

[Tojam caBpeMeHOT cTBapasjallTBa I'o-
TOBO yYBEK Ca CODOM HOCH KPUTHUKM OCBPT

Victims Museum as such may, and has to, pen-
etrate in all spheres of art in significant scope.
The whole Genocide Victims Museum
Art Collection could be described in compr-
enhensive universal terminology and con-
firmed by artworks that correspond to the
given theme in motifs or colours. The task
would be fulfilled if we had a mutilated body
along with the term suffering. lllustratively,
reduced and minimal, but quite effective.

Therefore, some questions arise: should
a collection address to the users primarily il-
lustratively and simply, or should the whole
material that is being kept in the Collection
provoke the spectators, move them to inter-
nal process of gaining knowledge and con-
templating the most tragic period of Serbian
people’s past?

The notion of contemporary creative
work almost always implies a critical over-
view and direct action of the author's work
which influences the target audience or the
society in general. In most cases, all of the
works from this domain point to the prob-
lematic sports of the time and deal with so-
cial distortions where they identify them.

According to that, the principles of one
such specific collection could be formed
around the idea of national traumas, collec-
tive sufferings, diverse socio-political aspects,



Y HeIIOCpeIHO [leJIoBaike ayTOPCKOT Iera
KOjUM Ce OCTBapyje yTHIIaj Ha LIM/baHy ITyO-
JIMKY WIH OPYIITBO yomiuTe. ¥ HajBehem
dpojy ciydajeBa CBH paZloBH U3 OBOT JOMeHa
IIOeHTHpAajy ITpodrieMcKa MecTa aKTyeJTHOT
BpeMeHa U daBe ce MUCTOp3Hjama OPYILITBA
TaMo I'7ie UX IIpeIo3Hajy.

Y cxtany ca THM, Hadesla jelHe 0BaKo CIle-
IudHUYHe 30MpKe MoITIa du fa ce popMUpajy
OKO HJeje HallMOHAJIHHUX TpayMa, KOJIeKTHB-
HHUX CTpalamka, JUBEP3UBHHUX COIIHO-IIONH-
THUYKUX aclleKara, aKyTHUX aHKCHO3HOCTH,
TIOCTPETHOHAITHUX aKTUBHUCTUUKUX NT€JI0BaA,
CIIeKTpa ayTOHOMHHUX OPYIITBEHUX jeINHHU-
11a OTIIOpa M Haraza, MexaHH3aMa CaMOoO[I-
dpaHe u Hamnaza, pe3ysnTaTa ¥ UCXoda para ¥
HBeTOBUX TParu4YHUX I0ocyleula, Gunosodrje
crodofie, HAyYHUX OUCKYPCa, PasTTHYNTHX OfI-
Hoca u3Mel)y nojeIuHIIa ¥ OIPYIITBA, HOEHTH-
TeTCKOT Hacreha, monuTHke amhemna, KynTy-
pe cehama ¥ MHOTUX OPYTHX.

3aTBapare OBaKBe 30HpKe y OKBHpE CaMO
jenHe upOeje u/MUNKU UOEONIOTHje U BHEHO UC-
KJBYUHBO yCMepaBame y IIPaBlly IIyKe jelu-
HHUIle YHYTap My3ejcKuX GOHI0Ba IIpelcTa-
BIbAJIO OU I'ydIberbe IparoleHor YMeTHUYKOT
Y UCTPa>XHUBAYKOT IIpocTopa. [TaXXJbUBO IIPH-
KyIUbeHa yMeTHHuKa rpaha mormna du na dyne
HOBa ofpelHHIIA Ilepliellilje YMeTHOCTH
cTpajamwa, paTta 1 cehama Koju HUKaga HUCY

acute anxieties, post-regional activists’ en-
gangement, a spectre of autonomous social
units of resistance and attacks, self-defense
and attacks mechanisms, results and out-
comes of the war and its tragic consequences,
philosophy of freedom, scientific discussions,
different relations of individual-society, identi-
ty heritage, politics of memory, remembrance
culture and many others.

Closing up such a Collection into realms
of only one idea and/or ideology and its ex-
clusive directing to the way of a mere unit in-
side museum'’s funds would result in loss of
valuable artistic and research space. Care-
fully collected artworks could be a new ref-
erence of perception of the art of sufferings,
war and memory that is never simple and al-
ways bears more than just a couple of well-
known and already too many times men-
tioned relations. The hidden potential of the
Museum's depot allows transparent ponder-
ing upon the heritage and its constant actu-
alisation in relation to individual, but also in
different artistic and scientific practices.

Such reading of the Collection allows
possibilities for getting to know the events
that affected the state of nation, defined its
form and structure, but also for showing how
long and in which ways we can oppress and
fight and how we communicate, resist and

jeoHOCTaBHH U KOjH ca CODOM YBeK HOCe BHIIlEe
oIl caMO HEeKOJIMKO NOOpO ITO3HATUX U BHUIIIE
[IyTa IIOMEeHYTHX pertaliyja. [loTeHIIHjan Koju
ce HasasH y My3ejcKOM [eIoy oMoryhasa
TpaHCIIapeHTHO IIPOMHUIIbake Hacneha U we-
rOBY KOHCTQHTHY aKTyeJIU3allHjy Y perlaluju
ca IIojeIHHIIEM, aJIX B Ca Pas3sIIUYHUTHM YMeT-
HHUUYKHM K Hay4YHHM [IpaKcaMa.

OBO ¥ OBaKBO UHUTame 30UpKe IIpy>Ka MO-
ryhHoOCT fa ce crIo3Hajy morahaju Koju cy yTH-
LIajIk Ha CTame Haluje, fedHHHUCATH BeHY
dopmy u cTpykTypy. Ilopen Tora, rpaha 30up-
Ke IToKa3yje KOJIMKO OYTO M KaKO MOXXeMO Aa
ce oOoyIIHpeMo ¥ DOPHMO, Ko U Ha KOjH HaUKWH
KOMYHHIIIPaMO M OBJIaZlaBaMO CUTyallljoM
U KOHTeKCTOoM. Carnenasa Kpos IIpU3MYy IIPO-
LIIJIOCTH, OHA je IIpUKa3 CBUX Moryhux dynyh-
HOCTH KOje ce MaTepHjanusyjy y HacTaHKy
caMor ayTOpCKOT ferna. 3alucH uaeje u Gop-
MHpame pesyiTaTa II0CTajy IIpencraBa MC-
TOpHje Koja ce joIll yBeK HHje AOTronusIa, alu
KOja IIo4yMBa Ha Cca3HamKMa Koja UMaMoO U
OPIDKIBUBO UX YyBaMo.

Hepackunupe Be3e HayKe H YMETHOCTH
y 30uplu YMEeTHHUUYKHUX ferna My3seja XXpTa-
Ba reHOLIMIa Cy CHHAIICUYKe CIIOHE jeJHOT
IYXOBHOT erperopa’ KOju MOXXe ODUTH CPXX

> Elpelop (¢dp. égrégore, OI1 CTApOTPU. egrégoros, IIITO 3HAYH 'Oy-

overwhelm a situation and context. It is a
display of all possible futures looked through
the prisms of the past that are being materi-
alized through the creation of the very au-
thor's work. The inscriptions of the idea and
subsequent results become the representa-
tion of history that still hasn't happened but
is based on the knowledge that we have and
carefully save.

The unbreakable links between science
and art in the Genocide Victims Museum
Art Collection are the synaptic connections
of a spiritual Egregore® that can be a core of
knowledge and self-conscience in gaining
such wanted peace.

Considering realms of art as spaces of
combat, it is noticeable that the whole Col-
lection breathes with hope and optimism de-
spite the fact that some of the displays are
full of sorrow and pain. The first reflection
of an artwork is always the starting point
for further considerations of the subtler and

> Egregore (fr. egrégore, from old Greek egrégoros which
means ‘awake’) refers to the psychic (spiritual) manifestation
or a thinking form that arises when a group of people share
mutual motivation that consists of a certain kind of thought
of the gathered group and affects it. The symbolic relation of
Egregore and his company was compared to a new neo-cult
conception of corporation (as a legal or natural person) and
one single member.



3Hama U ocBelrhuBama Ha IIYTY OO XXeJbe-
HOT MHUpa.

Pasmarpajyhu npocrope yMeTHOCTH Kao
IIpocTope dopde, BUAHO je Ja yuTaBa 30Up-
Ka OnuIlle HalOM M OITHMH3MOM, YIIPKOC
TOME IIITO Cy HEKH OfI IIPHKa3a IIPENYHHU TyTe
u domna. OBa npBa pedrekcHja gena yBeK je
WHHUIIMja/IHa KalIKMCIa 3a faske pa3MaTpame
CYNITHIIHHUX U OyOJBbHX CII0jeBa IIPeJIOKEHHUX
KOMIIO3HIIH]ja KOje CBe y cedr HEMHUHOBHO
Hoce IIOpyKe oIlcTaHKa. Hako ce, IIacTuy-
HO, o7 30MpKe oueKyje IIOTBpAa y»Kaca, OBIle
Ilorla3y, M TO je BeoMa Nodpo 1 BaXKHO 3a Oy-
nyhzocT caMe 30UpKe, o TpoMeHe GoKyca,
a yMecTo y»kaca y GoKyc ce cTaBspa dopda.
Crora ympaBo HHOWBHIYaIHA, KOIEKTHBHA,
¢dbu3nuKa, MHCAOHA, ETUYKA K JyXOBHA dop-
ba mpepncTaBrpajy OCHOBHA Hayesla Ha KOjuMa
je moTpedHO HeroBaTH OBY 30HPKY .

IaH') ce OHOCH Ha IICHXHUUKY (IyXOBHY) MaHHdecTalujy UITH
MHCaAOHH ODJIHK KOjH ce jaBrba Kajla OMIo Koja CKyIIHHA JByIH
IeNu 3ajeIHUYKYy MOTHBAIIHjy Koja ce cacToju of oppeheHe
BpCTe MUCIIHM OKYIUbeHe I'PyIle JbyIU U yTHUe Ha iy. CHUMOHOT-
CKH O[JHOC erperopa 1 \»erose Ipy>XHHe yropehusaH je ca HO-
BHjUM HEOKYJITHHM KOHIENITHMa KopIlopaliyje (Kao IpaBHe
unu QU3NYKe 0code) U jeJHOT jeJMHCTBEHOT YiIaHa.

deeper layers of the suggested compositions
that inevitably bear messages of survival.
Even though it is expected for the horror to
be confirmed by the Collection, at least illus-
tratively, the focus changes, which is very
good and important for the future of the very
Collection, so it is combat that comes in fo-
cus instead of horror. Thus, the very individ-
ual, collective, physical, mental, ethical and
spiritual struggle represents the first and ba-
sic point for cherishing this Collection.
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LAMENTATION

MuneHa MakcumoBuh Koauesuh (1975)

6akponuc, pesepBax,
aKBaTUHTa,

120 x 80 LeHTUMeTapa
2015. roguHa

LAMENTATION

Milena Maksimovi¢ Kovacevic (1975)
etching, sugar lift, aquatint etching
on copper

120 x 80 centimeters

2015
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CTAPA MAUAEHNIYM -

HOBU MOCT

AN OLD MILLENIUM -
A NEW BRIDGE

Opn oxTodpa 2021. roguHe, HaKOH 11€JI0BHU-
TOT pasMarpara 3Hauaja ¥ Mecta 30upKe y
My3ejy, kao u nydnuke Kojoj je HameweHa
(ma nu je 3dupka ycMepeHa Ka ofpeheHUM
LMJPHHUM IpyllamMa UIIH je OTBOpeHa 3a IIHUPY
jaBHOCT), cxBaheHO je Ja HOBO BpeMe yMeT-
HOCTH 3axXTeBa onpeheHe IpoMeHe U IIpHU-
narohaBame caMor MaTepHjasia Kako du duo
YUTIBUBH]jH 1, HCTOBPEMEHO, YHUBEP3aIHU]jH.

3akJby4eHo je ¥ TO fla JoTalalllikoj 30Up-
1M YMETHHYKHUX Aerna Myseja >xpTaBa reHo-
LIUIa HeJoCTajy HOBOMeOHjCKe YMEeTHHY-
Ke M eKCIIepHMeHTaJIHe TPaHuYHe IIpaKce,
KaKo aHaJIOTHUX, TaKO ¥ JUTHTAIHHUX U HU3-
Bohaukux ymeTHoCcTH. Pokycupame 30upke
HCKJBYYHMBO Ha BHU3YeJIHe YMEeTHOCTH dHIIO
b1 ofcTyname Off IIOeTHKe CaBPEMEHOT CT-
BapasnamTsa. IlpomupuBame najaeTe Mo-
ryhHOCTH M pasMaTpame CBHX OIIIIHja Koje

Since October 2021, after the all-encompass-
ing considerations of what such Collection
should represent in the Museum, to whom
it is dedicated and whether it has a function
in terms of target group, or it is being estab-
lished for everyone, it was realised that the
new age in the art requires certain changes
and adaptations of the very material so as
it should be more readable and, at the same
time, more universal.

It was also concluded that the present
Genocide Victims Museum Art Collection
lacks new media and experimental border-
line practices of both analogue and digital as
well as performative arts. To focus the poet-
ics of the Collection just to the visual arts in
this moment would be resigning from what
contemporary creative work as such is. Ex-
panding the realms of possibilities and taking
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L’AMORE COME

LA MORTE CAMBIA TUTTO

Mwunena Makcumosuh - KosaueBuh (1975)
6aKponuc, pe3epBax, akBaTUHTA

120 x 80 ueHTMMETapa

2013. roonHa

i
4
"

L'AMORE COME

LA MORTE CAMBIA TUTTO

Milena Maksimovi¢ — Kovacevi¢ (1975)

etching, sugar lift, aquatint etching on copper
120 x 80 centimeters

2013
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rpaha oBakBe 30upKe I03BOBABA OUO OU O-
dap eKCIIepUMEeHT, Y3 ITaXXJBHUBO KOPHUIIThewe
IIPUKYIJbEHOT MaTepujana u u3dop OUCITU-
IJIMHA Y YMETHOCTH KOje MOTY U Tpeda ma
dyny moxpamweHe YHyTap e.

MehyTuM, rokasyje ce na je, u IIpe HeTo
IIITO Ce Y pa3Marpame y3Me BHUIIeCTPYKH II0-
TEeHIIHjaJI YKYIIHOT CAaBPEMEHOT CTBapasIalllT-
Ba, ITOfjjeIHAKO BaYKHO J1a Ce YKa)Ke Ha reHe3y
HabaBHe NIOJIMTHKE U YHYTpallllby OpraHu3a-
1Hjy 30UpKe YMETHHUKHUX Hejia My3eja »XpTa-
Ba reHOLIMIA, KA0 ¥ Ha caMy CaZpXXUHY.

[IpBU cauyBaHM JOKYMEHT KOjU HaM [aje
jacHHujy mHbDOpMalHjy O HAUUHY HOOIyHEe
OBOT KopIlyca Mmy3ejcke rpabe, xoju y naTom
BpEeMEeHCKOM OKBUDY joIll yBeK HHUje dHo Ha-
CJTIOBJbEH HUTU UIeHTU(PHUKOBAH Kao II0Ced-
Ha My3ejcka 30MpKa, jecTe aKBU3UIIWja U3
2016. ropune. Taga je, 3a morpede u3noxde
on HasuBoM Benesu pailiHux 3nouuHa, Ha-
pyueH onpeheHU dpoj yMETHHUUKUX Hlejia He-
KOJIMKO YMEeTHHKa KaKo OU ce, OUeKHBAHO,
CTaHOapOU3alIWjoM U eKCIIUIIUTHOIIhY, 00-
panyo IPUIINUHO UIIYCTPAaTUBHU Ha3UB UC-
TOUMEHE U3I0XKOe.

ITpe uHero mTo he oBa akBU3HIIHja Of CTpa-
He yIIpaBe My3eja 03HAYUTH UHUIIHjAJTHU I10-
UyeTak IIpolleca IIOIyHhaBabha My3ejcKux QoH-
IOoBa YMEeTHHUYKOM rpaloMm, mipaxca je dumna
Ia ce YMeTHHHEe NOHUPAjy, IOKIanajy WK

into consideration all the options that materi-
als from the Collection allow would be a valid
experiment, with careful contemplation, for
examining how to use the collected material
and what artistic disciplines could and should
be saved inside it.

However, it seems that it is important to
say a couple of words about the genesis of the
acquiring politics and internal organization of
the Genocide Victims Museum Art Collection
as well as about its own contents before we
consider the multiple potential of the overall
individual contemporary creative work.

The first saved document that gives a
clear information about the means of sup-
plying this corpus of the museum materi-
als, which at the time was neither titled nor
identified as a separate museum collection,
is an acquisition from 2016 when a certain
number of artworks were ordered from dif-
ferent artists as preparation for an exhibi-
tion named “Scares of enormous crimes” so
as to work through the quite illustrative ti-
tle of the exhibition by means of standard-
isation and explicitness, which was to be
expected.

Before this acquisition marked the be-
ginning of the process of supplying the Mu-
seum'’s funds with artworks, it was usual to

acquire artworks by means of donations,

3A CNOoBOAY, 1. neo

rpaduvyka Mana

hophe AHapejeBuh — KyH (1904-1964)
doTOo - UMHKorpadmja Ha nanmpy
27,5 x 21 ueHTUMeTapa

1946. roguHa

FOR FREEDOM, part one

printmaking edition

Dorde Andrejevi¢ - Kun (1904-1964)
photo-zincography on paper
57

27,5 x 21 centimeters

1946
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OOHOCEe Y YCTaHOBY. Y MY3€jCKOj IOKYMEHTa-
LIMjX CKOPO a He IIOCTOjH HUKAaKaB 3Hauaj-
HUjU IIMCAHU Tpar 0 YMeTHHHaMa 3aTede-
HHUM y OpYyroj IonoBHHU 2021. roguHe, Kana
y CTpy4HH THM Myseja cTyma 1 IIpBU KyCTOC
ca CTe4eHHM KOMIIeTeHIIHjamMa M3 00JIacTH
caBpeMEHOT CTBapasialTsa. ITomTo o rojenu-
HHM 3aT€UEeHHUM YMETHHUYKHM [Je/IiMa He I10-
CTOjM HUKaKaB [THCAHU Tpar, MOXXeMO CaMo Oa
IIpeTIIOCTaB/baMO HauWH Ha KOju je PyHKITHO-
HHcarna IoTazalllkha HadaBHa ITONTUTHKA Y 00-
JIaCTH IIPHHOBJbaBamka MY3€jCKHUX 30UpPKH U
(oHmoBa menuMa caBpeMeHOr CTBapasIalliTBa.

H3 Tor pasnora, oOCKyOHH OOKYMEHTH
KOjH IIpaTe IpHjeM rpale HapyueHe Off CTpa-
He yIpase Myseja >xpTaBa reHonuna 2016.
roguHe, 3a IToTpede U310XKOe o Ha3uBOM
Benesu Benukux 3710uuHa, IpencTabBbajy
HyKJIeyC OHora IITo he ce, TOKOM ApyTre IIo-
noBuHe 2021, pa3BUTH y LI€JIOBUTY 30UPKY.

ToxomMm 2016. roguHe, Hapy4€eHO je HEeKO-
JIMKO [IeJia ca IIpeliu3HUM MHCTPYKIHjaMa
KOje Cy JnaTe ayTOpHMa, a LITO Ce BUOHU yIIpa-
BO y IIpeceKy H IIpBOj aHAaJIu3H OBOT KOPIIY-
ca. Capa je jacHo ga je To dMo mOHEKIIE yCIle-
LIaH IIOKyItaj Myseja )xpraBa reHouuaa ga
IIpOCTOPE COIICTBEHOT [ejloBamka IPOUINpH
Ha capaliky ca HCTpaKHUBadyKuMa - YMETHHU-
LI¥Ma KOjH, I10 IIO3UBY, CTBapaslaukKH pearyjy
Ha OHO 1ITo My3ej damTHHH.

presents or bringing them into Museum
without any official written traces about
those found in the second half of 2021 when
the first curator with competences in con-
temporary creative work became a member
of the Museum's expert team. As there are
no official written traces about certain art-
works that were found in the Collection, it is
possible only to presuppose what the motifs
of the acquiring politics in the field of getting
new materials from the contemporary crea-
tive art for museum'’s collections and funds
were.

For that reason, the scarce documents
that followed reception of the materials or-
dered by the management of the Genocide
Victims Museum in 2016 for the exhibition
titled “Scares of enormous crimes” represent
the nucleus of what will become a wholesome
Collection in the second half of the 2021.

Several artworks were ordered during
2016 with pretty clear instructions given to
the authors which can be noticed in the inter-
section and the first analysis of the corpus. It
is clear now that, to a certain point, it was a
successful attempt by the Genocide Victims
Museum to spread the realms of its own ac-
tivity to a different system with researchers-
artists who have been called to react crea-
tively to what Museum cherishes.

BE3 HABUBA

[y6ope3 HacTao y pagMoHmum Jocena Mmyxa,

Bup6exay, BaneH, Hemauka

[MpeTnocTaBrba ce Aa je oBaj Aybopes, HacTao y
noropy, Aeno nopyyHurka hopha 3npaskosrha
BpeMe HacTaHKa: 1941-1945 rogunHe

UNTITLED

A woodcut made in Josel Gluh’'s workshop, Birbehau,
Baden, Germanylt is supposed that this woodcut,
that was made in the camp, was a work by Lieu-
tenant Borde Zdravkovi¢

time of production: 1941-1945



Y oBoM Kopmiycy Haunhu hemMo Ha pasHo-
POLOHOCT TeXHUKa U MOTHUBA, U3pa3a U CTHU-
JIOBa, aylu ¥ Ha yHuOopMucaHoCT dopmara
u orrpeMe pana. OHO UITO OBY I'PYIIY YMeET-
HUHAa HaWu3IJIe YUHU )XUBOM M CIIOHTaHOM,
Kaja ce rocMaTpajy 3acedHo, maga y CeHKY
KaJa ce CXBaTH [la ce LIeJIOKYIIHU IIPOayK-
IIMOHM ¥ aKBHU3UI[MOHU IIpOlleC 3aCHUBAO
Ha TPaIUIIMOHAIHUM IIPUHITUIINMA KaKBe
MOXKEMO CYCPeCTH Ha CTapUM I10CTIEpaTHUM
JIMKOBHHM CKYIIOBHMAa KOjH Cy DUIIH IIpeTe-
ya OHOTa IITO JaHac Ha3HWBaMoO JIMKOBHAa
KOJIOHH]a.

MebhyTumM, oBO ce moKasasyio Kao perna-
THBHO KOpUCHO 0ynyhu ma je, Ha Taj HauuH,
y My3ejy IeMoHCTpHUpaHa HHUIIHW]jaTHUBa Ia
Ce IefaTHOCT YCTaHOBe IIpomupH, a GoHOo-
BU odorarte U 30UpKe [oIryHe. Ma KOIIMKO OBa
11eJIOKYIIHA aKIlvja HYje duia y IpuWiInLy na
3aJ0BOJbU CTaHIapme jeIHOT peaslHoT U 03-
OMIBHOT MY3€0JIOIIKOT pasa, OHa 3aciIyXXyje
TI0XBaJly yIIpaBo 300T IIpolrpuBama nenar-
HOCTH jeJHOT My3€ja HCTOPHjCKOT KapakTepa.

PazdujameM oBe ,MHTEJIEKTyaJIHe OIIHE",
Mysej je gouao y moceq HEKOIHKO 3aHUCTa
HHTEepeCaHTHUX paZloBa, IIOIIYT:

- Toliona y»aca, Munesnko Muxajnosuh
(1953), 2015. roguHa, yjbe Ha IUIATHY,
130x90 11Mm;

In this corpus we will find variety of tech-
niques and motifs, expressions and styles, but
also uniformity in formats and tools. What
makes this group of artworks alive and spon-
taneous falls into shadow when studied sepa-
rately when it is realised that the whole pro-
duction and acquisition process was provided
by a quite traditional principle that was usu-
al for the old postwar painting gatherings that
were inceptions of what will become art colony.

On the other hand, it turned to be a rel-
atively good point because it showed that
there was initiative inside the Museum to
spread its own activity and to enrich funds
and collections. Even though it may seem
that this whole action wasn't able to satisfy
standards of a real and serious museology
work, it is to be praised exactly because it re-
sisted presumptions of what is expected of a
museum with historical character.

Breaking this institutional cocoon, the
Museum came into possession of several in-

teresting works such as:

- “Poplar of horror”, Milenko Mihajlovié
(1953), 2015, oil on canvas, 130 x 90 cm,

- “Kraljevo’, Vesna Tatur (1955), 2015, oil
on canvas, 130 x 90 cm,

- “The Raid", Slavenka Kovacevi¢ Tomié
(1965), 2015, oil on canvas, 130 x 90 cm

- Kpareeso, Becua Tatyp (1955), 2015. ro-
OHHAa, yibe Ha Iu1aTtHy, 130x90 1Mm;

- Payuja, CnaBenka KoaueBuh Tomuh
(1965), 2015. roguHa, ybe Ha IJIaTHY,
130x%90 11M;

- Mpaxkosuua Ha Kosapu, CBeTnaHa
TTasnosuh IIuHIIo (1949), 2015. roguHa,
y7be Ha IaTtHy, 100x80 mm;

- llTlymapuue, Oparan Puctmh (1961), 2015.
TOAMHA, yIbe Ha Iu1aTHy, 100x120 1Mm;

- OMmaxx ouy, 3opaBko Mupueta (1951),
2015. roguHa, yrbe Ha m1atHy, 100x80 1m;
- Hag oBom cBetiom Bogom, TaTjaHa I1u-
poBuh (1964), 2015. ronuHa, yibe Ha Ij1aT-
Hy, 130x90 M.

CBU HaBeJeHU PaZlOBH, KaO U HEKU IPYTH
BHUMAa CJIMYHY, Pas3/IMYUTHX Cy CTHIIOBA U YH-
TJBMBH CY MOTHBCKH 0e3 [arbe aHallH3e; Kao
TaKBH, He HyJle HHINUBHUOYaJIHY HJIH ayTOpC-
Ky IpHU3MYy IIpefCTaB/beHOT MOTHBa. H3BaH
KOHTEeKCTa y KOjeM HacTajy, OHHU cy dacliu-
HaHTHa JINKOBHA M TeXHUUKH CKJIagHa IIpel-
CTaBa COIICTBEHHX HAaCJIOBa Koja pedepuiiie
Ha TeMy ofladpaHy U3 cagpKkaja ussoxde ca
DedHrHNCAaHUM Ha3uBoM. [lojefUHAYHO, OHHU
MOTy OUTH pa3maTpaHM Kao TpPeHyTHa pe-
akIlyja CKyIla yMeTHHKa KOjH HHa4de Y CBOM
HCTpaXKHUBauYKoM pany odpalyjy mormyHo
Opyre BU3yeNIHe CTPYKTYpe, alu y LeTHHHU

- “Mrakovica on Kozara”, Svetlana Pav-
lovi¢ DZindZo (1949), 2015, oil on canvas,
100 x 80 cm,

- “Sumarice”, Dragan Risti¢ (1961), 2015,
oil on canvas, 100 x 120 cm,

- "Homage to Father”, Zdravko Mirceta
(1951), 2015, oil on canvas, 100 x 80 cm,
as well as

- “Upon This Holy Water”, Tatjana Pirovi¢
(1964), 2015, oil on canvas, 130 x 90 cm

All listed works created in several differ-
ent styles as well as some other similar to
them are in their motifs readable by them-
selves without further analysis and as such
they don't offer any individual or author’s
prism of what the very motif represents.
Outside the context in which they were creat-
ed, they are fascinating artworks and techni-
cally complement subjects of their own titles
that refer to the chosen topic from the con-
tents of the exhibition with the defined name.
They can be considered individually as an in-
stant reaction of a group of artists who nor-
mally deal with completely different visual
structures in their research work, but taken
as a whole they represent a significant testi-
mony of the Museum's development.

From the 2016 acquisition until the first
competent redeem in the second half of the



XEPOIN

Hukona Papocasrbesuh (1991)
nnHopes Ha nanupy, A.O.

100 x 70 ueHTMMeTapa

2019. roguHa

HEROES
Nikola Radosavljevi¢ (1991)

linocut on paper, artists proof
100 x 70 centimeters
2019
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IIpe[CTaBbajy 3Ha4ajHO CBeOYaHCTBO O pas-
BOjy Mys3eja.

On akBu3ulyje crposeneHe 2016. ro-
OUHe IIa CBe [0 IIPBOT CTPYYHOr OTKyIIa Yy
opyroj nonosuHU 2021. ronuHe, y Mysej he
ctuhu joll HEKOIMKO jenuHHUIIA rpahe, anu
Behu xoprryc ymeTHHHa Hehe crucreMaTrny-
HO OUTH pasMaTpaH 3a Iloxpamene y 30Up-
M YMETHHYKHUX [era.
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2021, several objects came into the Museum,
but there won't be any systematic considera-
tions of larger number of artworks from the
Art Collection.



XOJTOKAYCT

rpaduyka Mmana HaHgopa Muaa (1924 - 1997)
12 HyMepUcaHUX OTUCaKa Y TEXHULM POTO —
nutorpadwmje Ha nanupy Butten on 120 rpama
1985/86 roauHa

HOLOCAUST
printmaking edition by Nandor Glid (1924-1997)

12 signed printmaking sheets, photo-litography

on Butten 120 gr paper
1985/86




AYTONMOPTPET
AEUEHWIE

A SELF-PORTRAIT
OF THE DECADE

Kaxko du ce 3HauajHa My3ejcka 30upKa IIpa-
BHJIHO pasBHjasia, dUIIo je HeOIIXOOHO Ia
ce medpuHHUIIIe ITIOJITUTHKA HadaBKe YMETHH-
Ha koja he, mpodecroHaTHUM CTaHIAPIOM,
JIMKOBHOM IIHCMeHOIIThy ¥ KPUTHYKOM 320-
Kpy»xeHolthy, Ha HajdorbH HaUWH YIIOTIIYHHU-
Tu noctojehy rpabhy.

ITpennoxxeHa Cy TP CHCTeMaTHYHa IIpH-
CTyma y mpoliecy HabaBKe of KOjUX je CBaKH,
3a caza, 3aI0BOJBHO II0Tpede My3eja y LIHuIby
IOITyHE U 3allITHUTE ITI0CTOjehHuX ¥ HapyYeHHUX
YMETHHUYKUX [Oera:

1. OTkym: npollefypa 3a OTKYII CIIPOBO-
IOH ce Ha IIpelJior KycToca KOjU PYKO-
BOOM 30MpKOM MM IIOoHyhaua Koju ce

So as such significant museum collection could
develop and enable both Museum's curator and
Museum's expert team to enrich diligently the
collection with the following documentation, it
was necessary to define the acquiring politics
that will add to the existing acquired and saved
materials in the Collection in the best possible
way by means of professional standards, artis-
tic literacy and critical encompassment.

Three systematic approaches were pro-
posed in the process of acquiring and each,
for now, has satisfied the Museum’s necessi-
ties that aim to add and protect the existing
and ordered works of art:

1. redeem: the procedure for redeem
is being carried out on proposal of the

KPATYJEBAL, - LipBeHa noema, 1941.
61M6NModUICKO U3haHe

JNaszap Byjaknuja (1914-1996)
BULWeEBOjHa nuTorpaduja, TBPAK KOXKHM
rnoBes, 31aToTUCK

35 x 34,5 ueHTnmMeTapa

1971. roanHa

KRAGUJEVAC - Red poem, 1941
bibliophile eddition

Lazar Vujaklija (1914-1996)

multi-color stone based litography, leather

bookbinding with golden imprint
35 x 34,5 centimeters
1971






Myzejy odpaha ca MHHIIMjaTHBOM 3a OT-
kym. CTajTHa CTpy4YHa KOMHCH]ja 3a OTKY-
Ile U [IOKJIOHe Mya3eja XpTaBa reHolluga
BPIIH IIpeIvie]l ¥ CTPYYHY IIpolleHy rpahe
Koja ce IIpeAJjiaXke 3a OTKYII U, Y3 aHAJIU3Y
IpHUIIOXXEeHHUX MaTepHjana (penpoayk-
uuje, pororpaduje, KOHTAKT-KOIIHje, OPH-
THHAaJIe ¥ Ip.), Iaje 0dpas3yIoKeHOo CTPyU-
HO MHUIIIJbeHE yIIpaBu Myseja.

2. TToxJIOH: IIpoiefypa 3a IOKJIOH CIIPOBO-
IOH ce TI0 UCTOM IIPHUHIIUITY Kao U 3a OTKYT],
OCHM IIITO IIOKJIOHOIaBall U3padKaBa XXeJby
na onpeheHo merno roxkiIoHu Mysejy.

3. AkBU3HIIH]ja: IIpollegypa y Kojoj Kyc-
TOC IIpenjiake yIIpaBu My3eja U3Boheme
Y OTKYII O caZla HeM3BeIeHUX YMETHHU-
KHUX feria rae ce PoKyc ogadupa yMeTHH-
Ha CTaBJba Ha pazloBe YMETHHKA KOjH Cy
panuiIy y IpUBDEMEHHM MaTepHjauMa
IIOITYT TMIICA MJIM BOCKA, Kao ¥ Ha HOBa
moryha yMeTHHUYKA [efla ayTopa uHja I1o-
eTHKa MOXXe [Ja OOIIPHUHOCH HJIH OOIIPH-
HOCH CTPYKTYPHOj IIOITUTHIIN 30upKe
Kaga cy pagoBH ¥ GOpMH KPOKH]ja, CKH-
I1e, MaKeTe HJIH [IPeIJIoIIKa.

[TpunuKoM IIpBa ABa IIPUCTYIIA y IIpolie-
cy HabaBKe YMETHHHA, KyCTOC 3ay>KeH 3a

curator in charge of the Collection, or the
offeror who addresses to the Museum
with the initiative for redeem. The per-
manent Genocide Victims Museum ex-
pert commission for redeems and dona-
tions checks and estimates competently
the proposed materials for redeem and
along with the analyses of the given ma-
terials (reproductions, photographs, con-
tact-copies, originals, etc.) provides its

rationale.

2. donation: the procedure for donation is
the same as for the redeem with the dif-
ference that the donator expresses wish
to donate a certain work of art to the
Museum.

3. acquisition: it is a procedure in which
the curator proposes casting and redeem
of non-casted works of art to the Mu-
seum’s management with the focus on
works that had been casted in temporal
materials such as plaster or wax as well
as new possible works of art by authors
whose poetics could or has already con-
tributed to the structural politics of the
Collection when the works are in forms
of a croquis drawing, a sketch, a model or
a proposal.

3dupKy odpasnake OCHOBHE pasJiore 3d0r
KOjHUX cMaTpa Ia ce IIojeIHuHa [ejla CBOJUM
3HaudajeM yKJamnajy y IporpaMcCKy IIOJIH-
TUKy 30upKe. Y TOM clIyuajy, HajBHIlle ce
BOJM padyHa O IIepHony HacTaHKa ayTopcC-
KOT [era, ’eTOBOM JINKOBHOM M ITIO€TCKOM
Hu3pasy, Kao ¥ 0 TEMH HJIH 00JIacTH Koja ce y
nerny odbpalyje. Ba)xaH je ¥ ITIOETCKU IOMEH,
KOHCTPYKIIHja elleMeHara fesa, KOJIHKO U
BHUX0Ba KOMyHHKallHja ca reHe30M pasBoja
IIOje JMHUX JIMKOBHUX IIpHKasa Kpo3 HCTO-
pHjy, Kao U UCTOPHjy YMeTHOCTH. [TocedHa
naxxmwa odpaha ce Ha YHUBep3aIHU JIMKOBHU
je3suk, MOTyhHOCT fa KpOo3 YMETHHUKO [IeJI0
carjlefamMo IMIHUPYy OPYUITBEHY CUTyallHjy
U aKTyenusyjeMo norahaje M3 MPOIIIOCTH
U cajgammocTh. MoryhHocT na ce usmehy
Ieria HacTasIol TOKOM HIIH IIpe OBeXUIballl-
THX FOJWHa IIOBy4e I1apajiejia UK CTBapHa
KOHeKIIHja ca norahajuma us pasnodmpa Ipy-
TOor CBETCKOT paTa, I1a M KacHHje, IpuMap-
Ha je cTpyja MUIIUBeKA Kalla ce ITOHyheHa
Iesia Ha OTKYII MJIH IIOKJIOH y3HMajy Y pas-
MmaTpame. OBUM IIyTeM IaXKJBHBO Ce pasMa-
Tpajy KOMIUIETHH OIIyCH CaBpeMEHUX yMeT-
HHMKa KaKo OU Cce pa3yMeo KOHTEKCT BHUXOBOT
cTBapasallTBa 101 YTHUIlajEMa HCTOPHjCKOT
Hacneha Op)xaBe y Kojoj palle, YUMe ce Te-
TeKTYjy ¥ pa30TKpHBajy MHOTe HOBe ayTop-
CKe TI0jaBe Ha JIMKOBHOj clieHu Cpduje.

In the first two approaches of acquiring
the curator who is in charge of the Collec-
tion explains the main reasons for his opinion
why particular works are suitable for the pro-
gramme politics of the Collection. In that case
the most attention is paid to the period when
the author’s work was created, its artistic and
poetic expression as well as the subject or field
that was thematised through the artwork. The
poetic domain is also important, construction
of the work's elements as well as their com-
munication with the genesis of development
of particular artistic displays through histo-
ry and art history. Particular attention is paid
to the universal visual language, possibility to
view broader social situation through an art-
work and actualise events from the past and
the present. Possibility to draw parallels or real
connections between the artworks that were
created during, or before the 2000s and events
from the Second World War is the primary
current of thought when the offered works for
redeem or donation are being taken into con-
sideration. The complete opuses of contempo-
rary artists are being considered very care-
fully so as to understand the context of their
creative work under the impact of historical
heritage of the country where they work in
order to detect and reveal many new authori-
al phenomena on visual arts’ stage in Serbia.



TAMHU NYTOHOLUA
OaHwvena ®ynrocu (1967)
LpTex rpadmrToMm, Konax
300 x 70 yeHTUMeTapa
2022 - 2023. roguHa

DARK PATHMAKER
Daniela Fulgosi (1967)

graphite and charcoal drawing, collage

300 x 70 centimeters
2022 - 2023



CETWU CE CBOJE CMPTU -
MEMENTO MORI

BojaH Otaweswuh (1973)
anrpaduja Ha nanupy,
100 x 70 yeHTUMeTapa
2017 — 2019. roanHa

REMEMBER YOUR OWN DEATH -
MEMENTO MORI

Bojan Otasevic¢ (1973)

algraphy on paper

100 x 70 centimeters
2017 - 2019

OBe Be Impolieniype Cy, 3a cBera nse (IIpe-
TXOOHEe) FTOOWHEe BHUXOBOI aKTUBHOTI CIIPO-
Bohema, 30UPKY YMETHHUUKHUX Jlefia 000raTH-
jle pagoBHMa Haj3HAYajHUjUX CaBpeMeHHUX
CPIICKHX CTBapasalla.

Koz axBu3u1IMja ce, mopen OCTasIor, pas-
MarTpa 3Ha4aj yMeTHHHe, BeH dygyhu roteH-
L11jasl, aJIy IIpe CBera 3alllTUTa ¥ MaTepHjaIn-
3anyja yMETHHUKOBE BHU3H]je.

Y ciydajeBHMMa Kao IITO Cy, Ha IIDUMeED,
ckynnrype Muognpara >Xuskosuha (1928-
2020) u Harpopa I'muna (1924-1997), npu-
MapHH pasiior OBHUX IIPoAyKIlHja duo je
KOHAUYHO OJJIMBame MoJejla 3a CIIOMEeHHKe
HJIHM MOJIeJIa 3a CKYJIIType KOjH [0 cazia HUCY
pabheHwu, a 300r TUIIONIOTHje BajapCKOT IIPO-
Lleca U3Be[eHH CYy Y MaTepHjaiy KOjH je IIpo-
Ha[bUBOT U JIAKO YHUIITHBOT KapaKTepa.

AKBH3HIIY]a Kao ITOCTYIIaK KOPUCTH Ce 3a
TpajHy 3alllTUTy U BaJllopHu3alyjy Hacneha Be-
JIMKHUX YMETHHKA KOJH Cy XXHUBEJIH U paluiIn
Ha OBOM IIPOCTOPY OCTaBHBIIIHU H3a cede BeIH-
Ke jIeraTe Koje My3ej He IIpenyuiTa 3adopasy.
AXBU3HIIMOHHU IIpPOIIeC je, Takohe, 3axBasiaH
3a CBaKy [asby IIOAPIIKY Y U3paaH, KOIIPO-
OYKIHjH, IPOOYKIIHjH U UCIIOMONY IIPH II0-
TeHIIHMjaJIHOM Hapyl10eHOM IIpOLieCy YKOJIHMKO
du ce pasmaTparna akBHU3HlIMja Iera YMeT-
HHKAa KOjH 3a CBOj pall IIOTPaXKyje CpencTBa,
a pan onroBapa MAejHOj CTPYKTypH 30HUpKe.

These two procedures supplied the Col-
lection with works of some of the most impor-
tant contemporary Serbian artists for only
past two years of their active conduction.

As for acquisitions, the importance of
an artwork, its future potential and, first of
all, protection and materialisation of the art-
ist's vision are being considered among oth-
er things.

In cases such as sculptures of Miodrag
Zivkovié (1928-2020) and Nandor Glid
(1924-1997) the primary reason of these pro-
ductions was the final casting of the models
for monuments or models for sculptures that
hadn't been done until then and, because of
the typology of the sculpturing process, they
were created in materials that are prone to
decay and easy to destroy.

As a procedure, acquisition is used for
permanent safety and valorisation of great
artists’ heritage who lived and worked in this
territory leaving behind themselves enor-
mous legacies that the Museum won't let
to oblivion. The procedure of acquisition is
also suitable for any further support in pro-
cesses of creation, co-production, produc-
tion and potential orders if an artist whose
work is the subject of consideration asks for
financial support and the work is suitable for
the conceptual structure of the Collection.



CETWU CE CBOJE CMPTU -
MEMENTO MORI
BojaH OTtawesuh (1973)

anrpaduja Ha nanupy,

100 x 70 ueHTnMeTapa
2017 - 2019. rogmHa




OBuM npucTtynoMm moryhe je bopmuparti jen-
HY HOBY CHMOMO3Y y ITOAPIIIIH U ITPOLIEHH ca-
BpeMeHOTr CTBapaslalllTBa Koje HacTaje Hero-
BameM KynType cehama, a cBojoM GopMoM U
caap>XUHOM pedepHullle Ha TEPMUH reHOLIUA
U cTpalama CpIICKOr Hapona 3a BpeMe Ipy-
ToT CBETCKOT para.

ITpBU My3€jCKH OTKYTII, CIIPOBEEH I10 IIPO-
LeOypHd B HauWHYy [IPHUKyIUbabkba My3ejCcKe
rpabe, duo je oTkyml y My3ejy Beh 3aTeueHOor
Iena oz Ha3suBoM Ceelusnocil aytopa Idpara-
Ha Puctuha, gactanor 2015. roguHe ¥ u3Be-
IEeHOT KOMOHMHOBAaHOM TEXHUKOM Ha IVIaTHY,
oumMeHsHja 150x180 rienTHMeTapa. [TnaTtHo je
MOHOXPOMHU ITpUKa3 CpedpHOT IpBeTa (cpe-
OpHM nucTHhM) KOHTPACTHPAHOT ca Iapasie-
jlamMa CTHJIM30BaHe >KHIIEe KOja Ce IIPOTeXXe
CByZa IIpeKo mera. OBa HCKIBYYHUBOCT y Of-
CyCTBY HapaTHBa U yJlelllllaBaka TpeTHpaHe
TIOBPIIMHE ITO3UIIMOHHPA [eJI0 Kao HYy>KHO ¥
nperncrojeheM rpaHamy 30HUpKe YMETHUUKUX
nena Myseja >xpTaBa reHOIHIA.

ITpBa akBHu3MIIHja Myseja XXpTaBa I'eHOLIH-
Ila 3a 30MpPKYy YMETHHUYKUX feTia, CIIpoBeleHa
y Oopyroj nonoBuHU 2021. rogyHe, duna je pec-
Taypaliyja THIICAHHUX MOJIETIa, & IIOTOM 1 OIIJIH-
Bame y OpOH3H [ABa KallUTa/IHA MaKeTHa ferna
Muoppara JKuBkoBrha. JaBHU CTIOMEHUITH Y

With such approach it is possible to create
a new symbiosis between support and esti-
mation of contemporary creative work that
is being created by cherishing remembrance
culture and that refers to themes of the gen-
ocide and sufferings of Serbian people during
the Second World War.

The first Museum's redeem that was done
in the full procedure and the way of collect-
ing museum'’s materials was the redeem of an
artwork that has already been present in the
Museum titled “Brightness” by Dragan Ristié
from 2015 made in combined techniques on
canvas, dimensions 150 x 180 cm. The canvas
is a monochromous presentation of a silver
tree (small silver leaves) in contrast with par-
allels of stylised wires that stretch all around
it. This exclusiveness in the absence of any
narrative and beautifying of the treated sur-
face positions the work as necessary in the
future branching of the Genocide Victims
Museum Art Collection.

The first acquisition by the Genocide Vic-
tims Museum that was done in the second
half of 2021 for the Art Collection was restau-
ration of the plaster models and bronze casts
of two major works by Miodrag Zivkovié. Pub-
lic monuments named “The Monument to the
Shot Pupils and Teachers” and “TjentiSte" are

HasuBHUMa Aena: ClomMeHUK clliperbaHUM ha-
uuma u tipogpecopuma y Kpatyjesuy u TjeH-
twuwilie mpencTaBsbajy amdemMarcka Mec-
Ta HallMOHAJIHe KYJIType M CBECTH, TPajHO
yTucHyTa Kao cehama Ha cTpaBuuHe norahaje
U3 He TaKo IaBHe UCTOpHje Hatter Hapora. Oda
Iera KapaKTepullle dpyTasiHa CBEIEHOCT Y Ha-
paTHBY KOja KOMIUJIETHO KOHTpacTHpa dorato
pasBHjeHoj POPMU Kao jeqUHOM IIapaMeTpy
3ayCTaBIbeHOI KpeTama. YIIPaBO OBaj OIIITH
cyZap BajapCKHX CHIla yKasyje Ha TparudHu
TydHuTaK, 3ayCTaBibeHe XKHUBOTEe 1 HEIIOBPATHO
BpeMe Koje Y KaMeHy aKyMyJIHpa CBY THIIHHY
3arpodHOT XXMBOTA, KA0 CIIOMEHHUK CTBAPHOM
T'pody KOJIMKO ¥ caMoM porahajy.
Ckynnropcka popma nozn HasuBoM Clio-
MeHUK ciliperbaHum hauuma u tipogpecopu-
ma y KpatyjeBuy, Koja ce y HaIIO] jJaBHOCTH
YeCTo IOTPeLIHO uneHTuPHKYje kKao Cliome-
HUK V3, IpencTaBrba jeJUHCTBEHY pPeaKlHjy
Ha KparyjeBaduky Tparenujy. Kpos 1enokym-
HYy CTPYKTypa/Iu3allkjy U MaTepHjanu3anujy
OHOT IITO he MHOTH UMTaTH Kao CJIOMJbeHa
Kpuiia, pUMCKHU 0poj 11eT (V), pyKe Koje ce I10-
OIDKY Ka Hedy, IITUIY ¥ MHOTe IpyTre OIH-
ce, TocMarpad ce CyKodrpaBa ca HU30M JIHIIA,
HCKJIeCaHUX QUTypaTUBHUX OOJIMKA, Koja ce
HeMO Y30y Ka HeOy 3aMmp3aBajyhu BpeMe
OKO cede U Taj CTpaBUYHU TPEHYTAK 371a Koje
dpyTasHO YHUIIITaBA CBE IIpeI COOOM.

the amblemic spots of the national culture
and consciousness that are permanently im-
printed as memory to horrible events from
not-so-distant history of our people. Both art-
works are characterised by brutal modesty in
narration that is completely in contrast to a
richly developed form as the only parameter
of the ceased movement. It is precisely this
general clash of sculpting forces that indicates
the tragic lost, interrupted lives and irrevoca-
ble time that accumulates all the silence of the
sepulchral life in the stone as the monument
to the real grave and the very event as well.
The sculptural form named “Monument
to the Shot Pupils and Teachers in Kraguje-
vac’, that is often being completely wrongly
identified as “Monument to V3", represents
a unique reaction to tragedy of Kragujevac.
Through the whole structure and material-
isation of what many people would read as
broken wings, Roman number five (V), raised
hands to the sky, a bird and many other de-
scriptions, the spectator confronts a range of
faces of carved figural shapes that rise mutely
to the sky freezing the time around them and
the horrendous moment of evil around us that
destroys brutally everything in front itself.
The very monument is postured in its orig-
inal space so as to touch the sky forever while,
together with this reduced cast, it strives to the



THE ARCHIVE OF THE ARCHIVE OF

INSIGNIFICANT LOSSES INSIGNIFICANT LOSSES
BecHa lMepyHoswh (1960) Vesna Perunovic (1960)
Mana of 20 upTexa, sum of 20 separated draw-
rpaduT Ha nanupy ings, graphite on paper
17,5 x 21 ueHTUMETap 17,5 x 21 centimenters
rogmHa: 2010 - 2023 2010 - 2023
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MOCT CBET/1IOCTU

TbwrbaHa Bypcah (1946)

3M1aTHW MUITMEHT Ha TPaHCMNapeHTHoj donujn
200 x 2700 ueHTMeTapa

2000. roguHa

BRIDGE OF LIGHT
Ljiljana Bursac (1946)

golden leafs and dust on transparent foil
200 x 2700 centimeters
2000






CIIOMeHHK je Y CBOM OpHUTHHAaJTHOM ITpOC-
TOpY IIOCTaBJbeH TaKO Ia 3ayBeK LoOUupyje
HedOo, JOK OBaj yMameHU OJIMBaK 3ajeqHO
ca BUM CTPEMHM Ka BHCHHH CIIO3Haje CTpa-
Iama CPIICKOT Hapoma, BeUHO olloMumyhu
Hapnonasehe resepaliyje, ajiv 1 CBe Hac cazia
U OBJIe, ma HajBehe IIpeTHe I10 XXUBOT IOJia-
3€ ca CBUX CTpaHa, I1a 1 ca Heda, KOJIMKO U ca
3emrbe. FberoBe KOHTypHe NTMHY]e ITofjeqHa-
KO Cy CTpalllHe ¥ MONhHe y BEJIMKOM Kao U y
MasioM popMarTy, onucyjyhu BpeMe BETHKUX
Tparenyja ca KojuMa ce Kao Hallyja cyodaBa-
Mo ¥ GOpMHpaMo CHCTeME OTIIOpa U ofAdpaHe
COIICTBEHE cr1odofe.

Ca mpyre cTtpaHe, Mozen TjeHluuwile,
Mame HapaTHBHO, a JaJjieKo BHUIIle CTPYKTY-
parnHo, odjequbyje HOBM JUHAMN3aM BU3Y-
eJIHUX U TaKTHUJIHUX CHJla peopraHusyjyhu
KOHIIENT IIPOCTOpa Y CBOM OCHOBHOM 3Ha-
yemy. OBa jeIMHCTBEHA , Kallkja" U CBOjEBP-
CHHU IIOpTaJl Ka CBECTH CBaKora o Hac du-
3WYKH M €MOTHBHO yBOAM IIoCcMaTrpada y
1IeJIOKyIIaH IIpollec dopde u cTpamama. 3a-
POTHpaH yHyTap jeqHOT Heody3OaHOr Iiej3a-
)Ka, caM CIIOMEHHK KOJIMKO U O[JINBaK, rpa-
oe atMochepy TEeH3UUHOT X0a, KpeTama, a
HAIOCJIETKY ¥ XOIa Kpo3 DUTKY y Haou Oa
je xpaj dnmusy. opma rpaheHa MexaHU3MOM
HUBeJIallHje, IIe ce HajHU)XHU CJI0] YKTa Kao
YBOI V CKYJINTYpPY, KYJIMUHUpA HedecKkoM

height of understanding of the suffering of
Serbian people, warning eternally the next
generations, but also all of us now and here
that the greatest life danger comes from all
around both from the sky and from the land.
Its contour lines are equally dreadful in big
as well as in small format describing the time
of great tragedies that we are facing to as a
nation and forming resistance and defending
systems of our own freedom.

On the other hand, the model “Tjentiste”,
which is far less narrative and much more
structural, encompasses a new dynamism of
visual and tactile forces reorganising concep-
tion of the space in its basic meaning. This
unique “gate” and distinctive portal towards
the conscious of each and every of us phys-
ically and emotionally escorts the spectator
to the whole process of combat and suffering.
Rotated into the unrestrained landscape, the
very monument together with the cast build
an atmosphere of a tense walk, movement
and in the end a trudge through the battle ex-
pressing hope that the end of it is close. The
form built by the mechanism of levelling,
where the lowest layer is being read as an
introduction to the sculpture, culminates in
a celestial composition high above the spec-
tator’'s head with a warning heaviness and
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FTABPUJENA BYJIATOBUR
[a6bpwujena Bynatosuh (1974)
nutorpadmja Ha nanmpy

50 x 70 ueHTUMeTapa

2016. rogmHa

OYHA CABUR
[abpwujena Bynatosuh (1974)

NMHOPEe3 Ha nanupy
63 x 81 LueHTuMeTapa
2076. rogunHa
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TRYTAHSE JE 3/IATO 1
CuMoHuaa Pagorsuh (1973)
rpaduT 1 akBapen Ha Nanupy
109 x 77 ueHTUMeTapa

2018. roonHa

SILENCE ISGOLD 1

Simonida Radonji¢ (1973)
graphite and watercolor on paper
109 x 77 centimeters

2018
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ThYTAHSE JE 3/1ATO 2
CuMoHuaa Pagorsuh (1973)
rpaduT 1 akBapen Ha Nnanupy
109 x 77 ueHTUMeTapa

2018. rognHa

SILENCE IS GOLD 2

Simonida Radonji¢ (1973)
graphite and watercolor on paper
109 x 77 centimeters

2018



BE3 HA3SMBA

McmeT MyjesmnHosuh (1907-1984)
TyLW Ha nanumpy

40 x 60 ueHTUMeTapa

BpEeMe HacTaHKa Herno3HaTo

UNTITLED
Ismet Mujezinovi¢ (1907-1984)

ink on paper

40 x 60 centimeters

year of creation unknown

KOMIIO3HIIH]OM BHCOKO H3Ha]l IIocMaTpadeBe
I71aBe, OTIOMHIBYNOM TEXXHHOM M MaecTparl-
HHM KOMIIOHOBameM ejleMeHara KOojHu Ha-
ocrieTKy cy3dujajy ocehaje cnodone u dmro
KakBUX MoryhHocTH, rypajyhu nocmarpada
Hallpe[ [0 FOTOBO OpHcaHoTr IpocTopa. OBaj
KpYT, BajapcKH ypodopoc, HOeHTUDUKYje 1IH-
KJIyC bopbe M OIICTaHKa, OGHOCHO ITPEXXHUBIba-
Bama Halller Hapoa y BpeMeHHMa Koja je 4ak
U HeMoryhe IIpe)XXuBeTH.

CaB OTIIOp CPIICKOI Hapola aKyMyJIHpaH
je y OBOM BEUHOM KaMeHY KOjH OIICTaje yIIp-
KOC IUBJbHMHH U MECTY KOje Ir'a jefle HaH ITo JaH,
IHpeKTHO IIpHKasyjyhu cykod OoBe cuie Koje,
jenHa opyry, IIPUTHCKajy CBOM CBOjOM CHAroOM.

ITomceTuMo ce U TOTa Ia Cy OpOH3aHU Ofl-
JIMBIIM MakKeTa 3a jaBHe CIIOMeHHKe I10J] Ha-
3uBoM ClIOMeHUK ciperbaHuM hauuma u tipo-
¢ecopuma y Kpaltyjesuy u TjeHIiUW e HALIIET
UCTaKHYyTOT Bajapa Muonpara >Xuskosuha
IpBU MKaga HU3BeOeHHU ONJIUBIU y OpOH-
3H, Kao M Tora Jja HHjeOHa yCTaHOBa KyJITy-
pe y Penrydnuiiu Cpduju oo Tama HUje roka-
3ajla HHTepecC 3a 0Ba M3y3eTHa YMEeTHHUUKa
OCTBapema.

OBHM OTKYIIOM H aKBH3HIIHjoM My3ej
je 3aroueo KOHTUHYHUPaHU IIpoliec IIpuda-
Brpama rpahe. [lepron on cpenune 2021. ro-
I1He ODeJIeXKeH je 3HauajHUM pacToM dpoja

masterfully composed elements that finally
suppress a feeling of freedom and any pos-
sibilities pushing the spectator forward to an
almost open ground. This circle, a sculpting
ouroboros, identifies the cycle of struggle and
survival or persistence of our people in times
that are even impossible to survive.

All the resistance of Serbian people
is accumulated in this eternal stone that per-
sists despite the wilderness and the place that
is gnawing it day by day directly displaying
the clash of two forces that are pressing each
other with their full strength.

It is to be reminded that the bronze model
casts for public monuments under the titles
“Monument to the Shot Pupils and Teachers
in Kragujevac” and “TjentiSte” by our estimat-
ed sculptor Miodrag Zivkovié¢ were the first
casts that had ever been done in bronze as
well as that none of the cultural institutions
in the Republic Serbia hadn't expressed any
interest in these remarkable works of art un-
til then.

With this redeem and acquisition the Mu-
seum has initiated a continuous process of
acquiring museum materials which marked
the period of significant rise of museum units
that have been systematically and carefully
chosen since the middle of 2021.



MNAPTU3AHU
rpadumyka mana
hophe AHgpejesuh — KyH (1904-1964)

$oTO - UMHKOrpadmja Ha Nnanmnpy

275 x 21 ueHTMeTapa
1946. rogvHa

PARTISANS

printmaking edition

Borde Andrejevi¢ — Kun (1904-1964)
photo-zincography on paper

27,5 x 21 centimeters

1946




JTOroOP CTAPO CAIJMULLTE
Mpeppar - MNeha hakosuh (1964)
yrbe W aKpun Ha nnaTHy

210 x 170 ueHTUMeTapa

2017. rogviHa

STARO SAIMISTE CONCENTRATION CAMP
Predrag — Peda Dakovi¢ (1964)

oil and acrylic on canvas

210 x 170 centimeters
2017

MY3€jCKHX jeqUHHIIa KOje Cy CUCTEMaTHYHO
U IaXXJBHBO OUpaHe.

3a cBera nOBe roguHe, o 2021. mo 2023, ox,
OKO TpHeceTaK jeIuHUIla ¥ 30UpILIU CTUTTIO
ce mo M3y IBe CTOTHHE YMETHHHA KOMOU-
HOBaHHX y YMETHHUYKHUM MallaMa, KOJIEKTHB-
HHUM ¥ UHIOWBUIOYAIIHUM, Kao U Y 3aceDHUM
KoMaguMa.

Mysejcka 3d1pKa je y oBoM IlepHony yop-
3aHO YIIOTIIyHkaBaHa Ha CBa TPU rOpeIllOMeHY-
Ta HaunHa. [Tpakca oTKyIia ocTasa je Hajuenrha
U1 y B0j Hajeehy ynory uma Poxnpaiuja My-
3eja XpTaBa reHOLIM1a OCHOBaHAa KpajeM jaHy-
apa 2022. ronyte.® OBO je BO)XXHO HAaIlOMEHYTH
KaKo OH ce pasyMery 3Hauaj ¥ yjiora CIIoJbHUX
prHAHCH]CKUX yrarada y HHCTUTYIIH]e KyJl-
Type KOjH, 3ajeIHO ca paJHHUIIKUMA Y KYITYDH,
YMHe OPraHCKYy lIeJIMHY KOja je HeONIXogHa y
BpeMeHY KaJla je KyJITypy IIOTpedHo DaIlTHHU-
TH X HETOBATH [OK je Y peaJTHOCTH MaTepHjasl-
HHX ¥ HOBUaHHX Cpe[iCTaBa CBe Make.

®oHpalyja Mys3eja )xpraBa reHoLHUIa ce
IIOKasyje Kao IIpBopa3pefHO BaXKaH MeXaHH-
3aM 3a KOHTHHYHPAHO M HaJlacBe CTPYYHO

6 @oHpauwuja Myseja )xpTaBa reHOIIH/Ja OCHOBaHa je Kpajem
jaHyapa 2022. roguHe, Ha HMHHIIHjaTHBY OHUPEKTOpa YCTaHO-
Be [lejana PucTtuha, a Ha BeHOM uesTy Hajlasu ce yIIpaBHTesb

Cranko ederpakoBuh.

For only two years, from 2021 to 2023,
from approximately thirty units in the Col-
lection, we came to nearly 200 artworks that
are combined in art maps, collective and in-
dividual, as well as in separate pieces.

The Museum'’s Collection was rapidly be-
ing supplied by all three mentioned process-
es in this period. The redeem practice has
remained the most usual one and the great-
est role in it has Genocide Victims Muse-
um Foundation that was established in late
January 2022.5 It is important to emphasise
this so as to understand the importance and
role of external investors in cultural institu-
tions who, together with the workers in cul-
ture, make an organic wholeness that is nec-
essary in times when it is needed to cherish
and tend culture while there are less and less
materials and financial assets in reality.

Genocide Victims Museum Foundation
emerges as a mechanism of primary impor-
tance for continuous and, most of all, expert
enrichment of numerous museum collec-
tions and funds.

6 The Genocide Victims Museum Foundation was
established in late January 2022 upon initiative by director
of the institution Dejan Risti¢ and it is being managed by its
governor Stanko Debeljakovié.
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THE LIGHT
Dragan Risti¢

Lparan Puctunh (1961)
KOMGWMHOBaHa TEXHUKa Ha MiaTHY,
150 x 180 ueHTMMeTapa

CBETNOCT
2015. roguHa+



76

LLIPTEXXU CA CYBEHA PATHUM
3IOMUHUMNMA Y BEOTPALY
Mjep KpuykaHuh (1890-1962)
rpaduTHa onoBKa Ha Nanupy

22 KoMapja, AMMeH3uje pasnuyuTte
1947. rognHe

DRAWINGS FROM THE TRIAL OF
WAR CRIMINALS IN BELGRADE
Pjer Krizanic¢ (1890-1962),

graphite on paper,

22 pieces, dimensions variable
1947

odorahmpame dpOjHUX My3€jCKUX 30UPKHU U
doumoBa.

OTtkynioM y Mysej momnase merna Koja He-
ImocpenHo pedepHIny Ha IojaM KYJIType
cehama. [Topen ocTanux, y MUTA®RY CY:

- dpoH3aHU OfTMBaK 1101 Ha3uBOM AYyUio-
tioptupetl, ducra de3 rmoctameHTa, Buza Jo-
uwmh (1921-2002), ronyHa HacTaHKa Hello-
3HAarTa, IUBeHa dpoH3a, 57x58x25 11Mm;

- Mala IpTexka ca cyhema paTHHUM 37I10-
YMHIIMMA OfpXXKaHoM Y Beorpany y dedpy-
apy 1947. ropuse, ITjep Kprxanwmh (1890-
1962), dpoj upTexka: 22, rpapHTHa OJIOBKA
Ha IIanupy, pas3IuuuTe TUMeH3Hje;

- Mana rpaduka 1nog HasuBoM 3d cr10do-
gy, 1. meo, Hophe AuppejeBuh Kyn (1904 -
1964),1946. ronuna, poTto-IMHKOrpaduja
Ha nanupy, 27,5x21um;

- mana rpaduka nong Hasusom Ilapiuu-
3aHu, hophe Auppejeruh Kyn, 1946. ro-
nouHa, poTo-TMHKOrpadHja Ha Ianupy,
27,5%21 1m;

- rpaduuka Marmna Ioj Ha3uBom Bbop-
b6a omnaguHe Jylocnasuje, yBOLHU JINCT,
JIMCT ca caZpXXajeM, KOpHlie off ITanupa,
21 rpadmuku nuct. Ayropu: Mure Ilet-
posuh (1935-2016), Boruh Pucumosuh
(1926-1986), 3nerka Kaprycosa (1921~
2011), Majnoa Kypauk (1920-1967), Muma

77

Artworks that refer directly to remem-

brance culture term are acquired by redeem
process. There are some, among others:

- a bronze cast titled “Self-portrait”, a bust
without base, Vida Joci¢ (192-2002), un-
known year, molten bronze, 57 x 58 x 25 cm,
- amap of drawings from a lawsuit against
war criminals held in Belgrade in Febru-
ary 1947, Pjer KriZani¢ (1890-1962), num-
ber of drawings: 22, carbon pencil on pa-
per, various dimensions,

- amap of graphics titled “For Freedom”, part
1, Borde Andrejevi¢ Kun (1904-1964), 1946,
photozincography on paper, 27.5 x 21 cm,

- amap of graphics titled “The Partisans”,
Dorde Andrejevi¢ Kun, 1946, photozin-
cography on paper, 27.5 x 21 cm,

- agraphic map titled “Combat of the Youth
of Yugoslavia’, introductory sheet, a sheet
with contents, paper covers, 21 graph-
ic sheets. Authors: Mile Petrovi¢ (1935-
2016), Bogi¢ Risimovi¢ (1926-1986), Zden-
ka Kartusova (1921-2011), Majda Kurnik
(1920-1967), MiSa BerendZija (1919-1989),
Milos Jovanovié (unknown date of birth
and death), Martin Solardzik (unknown
date of birth and death), Zivka Paji¢ (1919-
1994), Aleksandar Lakié¢ (1922-1988), Mi-
los Baji¢ (1915-1995), Voji¢ Miodrag (1923~
2004), Vuksan Bulatovi¢ (unknown date



Bepeniinja (1919-1980), MuroI JoBaHO-
BUh (BpeMe pohema ¥ CMPTH HeIlo3Ha-
T0), Maptuu Conapiiuk (Bpeme pohemwa u
cMpTH Henlo3Haro), JKuska ITajuh (1919-
1994), Anekcaupnap Jlakuh (1922-1988),
Murnom Bajuh (1915-1995), Bojuh Mu-
onpar (1923-2004), Bykcau Bynarosuh
(BpeMe pohema 1 CMPTH Hello3HaTo), Bo-
>xxupnap IIponanosuh, Panusoje Kuexxe-
BUN (BpeMe pohema ¥ CMPTH HellO3Ha-
TO), 1946. roguHa, PoTo-UUHKOIrpadHja
Ha ranupy, 2821 um;

- mama uprexa, [Ipsocnas [Tuso Kapama-
TrjeBun (1912-1963), 1948. roguHa, ITUH-
xorpaduja Ha Ianupy, IUMeH3Hja I1arpa
24,5%32 11M, [YIMeH3M]ja OTHCKa 16x32 11Mm;

- MotuuBu u3 Ilehu, Boxxunap Ilpogaso-
Burh (1923-2006), oxo 1953. ronuHe, IpBO-
pes Ha nmanupy, 34x24 mm;

- IIpeHoc parveHuka, Bparko IlloTpa
(1906-1960), 1957. ronuHa, IUHOpPE3 Ha
nanupy, 40x50 1m;

- Ilpeg tiehuHom, Bpauxko IloTpa, 1957. ro-
OWHa, TUHOpe3 Ha nanupy, 40x50 1mM;

- Bubnuoduicko usgame 101 Ha3UBOM
Kpatyjesau, - LipBeHa tioema, 1941, yBoomHH
NTHCT, dudnuoduncka KuUra y IjpBeHOM
KOXXHOM IIOBe3y ca 3JIaTOTHCKOM Ha
HAaCJIOBHO] cTpany, 30 rpadUUKUX JIMCTOBA
IIarvHUpaHUX, ca canpXXajeMm, Jlasap

of birth and death), BoZidar Prodanovi¢,
Radivoje KneZi¢ (unknown date of birth
and death), 1946, photozincography on
paper, 28 x 21 cm,

- a map of drawings, Prvoslav Pivo Kara-
matijevi¢ (1912-1963), 1948, zincography
on paper, dimensions of the paper 24.5 x
32 cm, imprint dimensions 16 x 32 cm,

- "“Motifs from a Furnace”, Bozidar Prodano-
vi¢ (1923-2006), c. 1953, wood carving on
paper, 34 x 24 cm

- “Transportation of the Wounded”, Branko
Sotra, 1957 linocut on paper, 40 x 50 cm,

- “In front of a Cave”, Branko Sotra, 1957,
linocut on paper, 40 x 50 cm,

- bibliophilic edition titled “KRAGU]JE-
VAC - a Red Elegy, 1941", an introductory
sheet, bibliographic book in red leather
bandage with gold printing on the cover
page, 30 paginated graphic sheets, with
contents, Lazar Vujaklija (1914-1996),
1971,35%x34.5cm

- “Gabrijela Bulatovi¢”, (a self-portrait),
Gabrijela Bulatovié¢ (1974), 2013-2018, li-
nocut on paper, 63 x 81 cm

- “Dunja Savi¢", Gabrijela Bulatovi¢, 2013~
2018, lithography on paper, 50 x 70 cm,

- “War is Over - War is Never Over”,
Vesna Perunovic¢ (1960), 2016, ready-made
objects, a drawing on blact tracing paper,
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LIPTEXXU
Munopag hupuh (1912-1994)
KapukaType

KOMOBUHOBaHe TEXHUKe
18 KoMafa, AMMeH3uje pasnuuuTte
roAMHa HacTaHKa Hemno3HaTa

DRAWINGS

Milorad Ciri¢ (1912-1994)
coomic book drawings

mixed medias

18 pieces, dimensions variable

year of creation unknown




Byjaknuja (1914-1996), 1971. roguHa,
35%34,5 11Mm;

- I'abpujena Bynatuosuh, I'adpujena
Bynartosuh (1974), 2013-2018. roguHa,
JIMHOpEe3 Ha Ianupy, 63x81 mm:

- Oyrwa Casuh, l'adpujena Bynatosuh,
2013-2018. roguHa, nurorpaduja Ha
nanupy, 50x70 11M;

- War is over - War is never over, BecHa
INepynosuh (1960), 2016. rogyHa, peou-Mejn
00jeKTH, LIpTeXX Ha IIPHOM ITaycC IaIlupy,

- L'amore come la morte cambia tutto,
Munena Maxkcumosuh Kosauesrh (1975),
2013. roguHa, aKpoIIHC, pe3epBadK, aK-
BaTuHTAa, 120x80 11M;

- Lamentation, MuneHa Makcumosuh Ko-
BaueBuh, 2015. roguHa, daKpoIIUC, pe3ep-
Ba)K, akBaTHHTAa, 120x8011M;

- JIotop Ctuiapo cajmuwiine, Ilpegpar ha-
xoBuh (1964), 2017. ronuHa, yibe U aKpHII
Ha r1atHy, 210x170 mMm;

- Celliu ce cBoje cmpiuu: MemeHo Mopu,
Bojau Oramesrh (1973), 2017-2019. ronoyHa,
anrpaduja Ha nanupy, UITHx, 200x70 1M,
- Rytuawe je 3nawio 1, CumoHuna Pa-
nowmuh (1973), 2017-2021. roouHa, rpa-
¢uT 1 akBapen Ha nanupy, 100x70 1m;

- Rywarbe je 3nawio 2, Cumonuna Pa-
nowuh, 2017-2021. roguHa, rpaduT U ak-
Bapern Ha nanupy, 100x70 1m;

- “Lamore come la morte cambia tutto”, Mile-
na Maksimovi¢ Kovacevic (1975), 2013, etch-
ing work, sugar-lift, aquatint, 120 x 80 cm,

- "Lamentation” Milena Maksimovié
Kovacevi¢, 2015, etching, sugar-lift, ag-
uatint, 120 x 80 cm,

- “Staro SajmiSte Camp”, Predrag Dakovi¢
(1964), 2017, oil and aquarelle on canvas,
210 x170 cm,

- "Remember Thy Death: Memento Mori”,
Bojan Otasevi¢ (1973) 2017-2019, algra-
phy on paper, a diptych, 200 x 70 cm,

- “Silence Is Gold 1%, Simonida Radonji¢
(1973), 2017-2021, carbon and aquarelle
on paper, 100 x 70 cm,

- “Silence Is Gold 2", Simonida Radonji¢,
2017-2021, carbon and aquarelle on pa-
per, 100 x 70 cm,

- “Icon ‘Saint Vukasin of Jasenovac Great
Martyr’, Strahinja Dordevi¢ (1991), 2021,
egg tempera on a linden board, 50 x 40.5 cm
- "Dark putonosa’, Daniela Fulgosi (1967),
2023, carbon and collage on paper, trip-
tych, 300 x 70 cm;

By means of donations, the Collection

was supplied with:

- “Mrkonji¢ grad”, Veselinka Pordevi¢

(unknown date of birth), unknown date
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BE3 HA3UBA BE3 HASUBA
dparo0 Mpas (1910) dpar0 Mpas (1910)
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- UIKoHa cBeTOT BeJITMKOMyUYeHHKa Byka-
muHa JaceHoBaukor, CTpaxuma Hhophe-
Buh (1991), 2021. ronuHa, jajuaHa TeMIle-
pa Ha macuu of nure, 50x40,5 1ym;

- TamHu tGytuoHowa, Hauuerna Pynrocu
(1967), 2023. ropuHa, rpaduT ¥ KOJIaXX Ha
nmanupy, Tpuntux, 300x70 mm.

[TyTeM IIOKJIOHA, ITIOPEL OCTasIor, 36upIin

CH IIDUKJbYYEHHU!

- Mpkowuh 1pag, Becenuuka Hophesuh
(BpeMe polema HeIlo3HAaTO), FTONNHA Ha-
CTaHKa Hello3HaTa, aKpHJl U yibe Ha IyIaT-
HY, 72x56 11M;

- TUIICAHM onjuBak ducre HuaHe By-
nucasrbeBuh, AnexkcaHnap JokcuMoBuh
(BpeMe pohewa HeIlo3HaTo), TogUHa Ha-
cTaHKa Hemo3HaTta, 45x30x25 11M;

- Xonoxayciu, rpaduuka mana Hangopa
I'mupa cactaBrpeHa je ol yBOOHOT TEKCTa
Arnexkce YenedonoBuha u IBaHaeCT HyMe-
pHCaAHMX OTHCaKa Y TEXHUIIN GOTO-TTUTO-
rpaduje mramnanux 1985/86. roguHe, y
IefeceT HyMepHCaHUX IIpUMepaKa Ha
nanupy Butten on 120 rpama;

- Mociu csetunoctuu, Jbumpana Bypcah
(1946), 2000. ropuHa, 371aTHU IIUTMEHT Ha
TpaHcriapeHTHO] bomnuju, 200x2.700 11M;

of production, acrylic and oil on canvas,
72 x 56 cm,

- a plaster cast of Diana Budisavljevi¢'s
bust, Aleksandar Joksimovié¢ (unknown
date of birth), unknown date of produc-
tion, 45 x 30 x 25 cm,

- “The Holocaust", a graphic map by Nan-
dor Glid is comprised of an introductory
text by Aleksa Celebonovié¢ and twelve
paginated prints in photolithography
printed in 1985/86 in 50 paginated copies
on paper Butten of 120 grams,

- "A Bridge of Light", Ljiljana Bursa¢
(1946), 2000, a gold pigment on translu-
cent foil, 200 x 2700 cm,

- "Archive of Significant Losses”, a map
of drawings by Vesna Perunovi¢, 2011-
2023, carbon on paper in translucent foil,
dimensions 17.5 x 21 cm,

- "The Fifth Element”, Nada Deni¢ (1954),
2022, drypoint, 30 x 30 cm,

- “Black Sun”, Milan Jaksi¢ (1952), 2022,
drypoint, 30 x 30 cm,

By means of acquisition, the Collection
was supplied with:

- "A Bloody Fairytale”, Nandor Glid, 1975~
1976, brass and wax, 55 x 65 x 24 cm,
- “Monument to the Shot Pupils and

-~ \-.

LIPTEXU
MpBocnas - NrBo

KapamaTujesuh (1912-1963),

LUMHKorpaduja Ha nanupy
24,5 x 32 LeHTMMeTapa
1948. rogmnHa
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DRAWINGS

Prvoslav — Pivo Karamatijevi¢
(1912-1963),
photo-zincography on paper

24,5 x 32 centimeters
1948
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BE3 HA3SUBA

An6epT MNaH (roanHa poherba Heno3sHaTa)
BULWe6OjHa NuTorpaduja Ha Nnannpy

29,5 x 43 ueHTUMeTapa

rogmHa HaCTtaHKa Herno3HaTta

UNTITLED
Albert Pan (year of birth unknown)

multi-color litography, stone based
29,5 x 43 centimeters

year of creation unknown

- Archive od signifficant losses, marma 11p-
Texxa Becue I'lepyHoBuh, 2011-2023. ro-
OWHa, rpadUT Ha [anupy y IPOBUIHO]
donuju, numeHsuje 17,5x21 1m;

- ITettiu enemerit, Haga Oenwuh (1954),
2022. roguHa, cyBa urna, 30x30 1ym;

- Black sun, Mumnau Jaximiuh (1952), 2022.
roOuHa, cyBa urmna, 30x30 M.

ITyTeM akBH3HIIHja ¥ 30UPLIU Cy IIpU-

HOBJbeHA cliefieha mena:

- Kpsasa 6ajka, Haunop I'mun, 1975/76. ro-
OHHA, MECHHT U BocakK, 55x65x24 11M;

- CllomeHUuK clupermvaHum hauuma u
tipogpecopuma y Kpalyjesuy, Muoznpar
JKuBxoBuh, 2021. rongyHa, 1uBeHa OpOH-
3a, 40x40x40 11M;

- TjeHtuuwite, Muonpar JKuskoBuh, 2021.
roOouHa, TuBeHa OpoH3a, 40x40x40 11Mm;

- Mana konuua 1, Hargop I'mun, 2023. ro-
OUHa, MHuBeHa OpoH3a, 25x16x14 11Mm;

- Jama, Haupop I'mun, 2023. roouHa, n1u-
BeHa OpoH3a, 40x40x11 11Mm;

- MaytuxayseHr 1, Haugop I'mupn, 2023. ro-
OUHAa, TuBeHa OpoH3a, 75%28%5 11M.

Teachers in Kragujevac’, Miodrag Zivk-
ovié¢, 2021, molten bronze, 40 x 40 x 40
cm,

- "Tjentiste”, Miodrag Zivkovic’, 2021,
molten bronze, 40 x 40 x 40 cm,

- “Small Cart 1", Nandor Glid, 2023,
molten bronze, 25 x 16 x 14 cm,

- “The Pit", Nandor Glid, 2023, molten
bronze, 40 x 40 x 11 cm,

- “Mauthausen 1", Nandor Glid, 2023,

molten bronze, 75 x 28 x 5 cm.



ynyTtctBeo
3A TAEAAME

MANUAL FOR
WATCHING

Kako je YMTaBH NIPETXOOHM KOPITYC OCHOBE
30MpKe YMETHHUKHUX HOeria My3eja )xpTasa re-
HouMOa QOKyCcHpaH Ha GopMaliHe KapaKTe-
PUCTHKe caMOT YMETHUUKOT Tejia, He daBehu
ce MHOTO MHME3HUCOM H aypaTHYHOLINY 11eIo-
KYTIHHX KOMIIO3HIIH]ja, IPUKa3aHU JeTHMUY-
HU IIOIIHC ayTOPCKUX pajoBa je Y QyHKIIUjHU
pacBeT/baBama najieTe MOryhHOCTH Koje du ce
rIojaBUJIe YHYTap 30UpKe BUXOBHUM OaJBHM U
MHUHYLIMO3HHjUM TyMadenuMa. CBU eJleMeH-
TH IIPEICTaBIbajy jacHO meduHUCcaHe TEHOEH-
IMje xa odorahuBamy 1elIOKyIIHe 30HpKe
Koja du MoIvIa Oa IpencTan/ba jeIUHCTBEHY
MYy3€jCKy 30HPKY Y PETHOHY.

ObpabheHe u 3acTyIybeHe TeMe, Kao 1 Me-
OHjCKH IIHPOK OIICET HOBUX YMETHHUKHUX
IIpakCH, y cpasMepH ca TpagHUlIMOHAIHUM

As the whole previous base corpus of the
Genocide Victims Museum Art Collection is
focused on formal characteristics of the very
work of art, without dealing with mimesis
and aura of the whole compositions, the giv-
en partial list of authors’ works is in function
of casting lights on the range of possibilities
that could emerge inside the Collection by
their further deep interpretation. All of the
elements represent clearly defined tenden-
cies towards directions of the whole Collec-
tion that might become something unique in
this region.

The themes that were chosen and present-
ed, but also a range of new media and artis-
tic practices in proportion with the tradition-
al and classical approaches to contemporary

88
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MOPTPET BOJHUKA

LIpTEX HernosHaTor aytopa
rpadmTHa ONoBKa Ha Nanupy
12 x 16 ueHTMeTapa

1942. rognHa

PORTRAIT OF A SOLDIER
unknown author
graphite on paper

12 x 16 centimeters»x

1942



MANA KOJTMUA 1
Hanpop Mmug (1924-1997)
nuBeHa 6poH3a

25 x 16 x 14 ueHTMMeTapa
2023. roguHa

LITTLE CART 1

Nandor Glid (1924-1997)
bronze

25 x 16 x 14 centimeters
2023

M KJIACUYHUM IIPUCTYIIMMa CaBpeMEHOM CT-
BapasallTBy, pele@HUHUITY HadaBHY I1OJTH-
THKY U [Oa’bu pa3Boj 30MpKe YHUjUM ce IIOo-
CpenCTBOM TePMUH KyJType cehamwa TyMadu
HHTEPOUCLHUIUINHAPHO U MYJITUMEIH]jaTHO.

Y crnmkapckoM, KITacCHYHOM ITaderajHoM
IIPUCTYIIy IIpHKAa3a TepMHHA FeHOoLua Hay
CPIICKMM HapoloM, U3[1Baja ce paj Halller HC-
TaKHyTOr cTBapaolia ITpenpara Hhaxosuha 1oz
HasuBoM JIotop Ciiapo cajmuwittie, u3 2017. ro-
O¥He, y7be U aKpHiI Ha I1atHy, 210x170 M.

Pan mpepcraBpa IJIAHCKH 30HUPAHY
CeKBEHIY TUIIMYHHUM IIOCTYIIKOM T'eCTyO03-
He CIIMKapcKe akljfje Koja je TMYHU IIOTIIHC
‘BaxoBuheBor 11e/TOKYIIHOT pafa. YMETHHK Y
IIpollecy , IINaxTama’ eHXayCTHYKH gonaje
cJI0jeBe Ha OCHOBHH ITOACIHK. Hako ce 1o-
71asu o jeJHe pOMaHTHUYapCKe I1asieTe, Ha-
paTHB palla ¥ OCjlakamke Ha TEMY JOBOIOH 11O
TIONTMJINPHUYHE CTPYKTYpe QUTypaTHBHOT Ka-
pakTepa. Paz je cydnuManyja JOXXUBILEHUX
HCKyCTaBa HaKOH TypOyJIeHTHHUX Ilepuona
KOje je yMEeTHHK caM pa3sMaTpao y CBOjUM Ka-
IHUTaJIHUM KOPITYCHMa, IIOIIYT CepHje LIpTeXXa
XasapcKu peuHUK UIH JIUPCKUX CepHja CIINKa
BeJIMKOT (popMaTa XHUBOT KOJIIOPHTA Y IIEPHO-
Iy OeBeeceTHX.

Haxko ce hakoBuhes pan kpehe u HacTaje
Ha HEKOJIMKO KOHTHHEHATa, OH je CBe BpeMe

creative work, would incorporate a complete-
ly new vision of acquiring politics and further
development of the Collection thanks to which
the notion culture of remembrance is being
interpreted interdisciplinary and through
multimedia.

In classical easel painting approach of the
display of the term genocide against Serbian
people distinguishes a work titled “Staro Sa-
jmiSte Camp” (2017) by our estimated author
Predrag Dakovi¢, oil and acrylic on canvas,
210 x 170 cm.

The work represents a planned zone se-
quence produced by a typical process of ges-
tured painting action that is personal sig-
nature of the wholesome creative work by
bakovié. With the process in which he uses a
putty knife in encaustic painting technique,
he adds layers on the base of the sub-paint-
ing. Despite that he starts with a romantic
palette, the narrative of the very work and
the theme bring to polylyrical structure of
figurative character. The piece is sublima-
tion of lived experiences after the turbulent
periods that the artist delt with in his capital
corpuses such as a series of drawings called
“Dictionary of the Khazars” or lyrical series
of large format paintings with live colours
from the 1990s.



BLACK SUN

MwunaH Jakwwuh (1952)
cyBa uUrna

44 x 44 LeHTUMETapa
2021. rogviHa

BLACK SUN
Milan Jaksi¢ (1952)
dry point

44 x 44 centimeters
2021
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5th ELEMENT
Hapa OeHuh (1954)
cyBa urna

44 x 44 LeHTMMETapa
2022. roouHa

S5th ELEMENT

MPTBA NMPUPOOA STILL LIFE Nada Denié (1954)
Panomup Beprosuh (1939) Radomir Vergovic (1939) dry point

yrbe Ha NnaTHy oil on canvas 4t  4s contimeters
66 x 82 LeHTUMeTapa 66 x 82 centimeters

2022
1967. roonHa 1967



dpoxycupaH Ha ucropuorpadujy u pede-
peHlle HeflaBHe TparuuHe IIPOIIOCTH CPII-
ckor Hapopa. Crora pan nozn HasuboM JIo-
top Ciiapo cajMuwiilie Jocexxe arconyTHY
YHHBEP3aJIHOCT TeMe M MOTHBa Koje yMeT-
HHK BeIlITO CyOJIMMUpa Y jeIHOM ayTOPCKOM
meny. I[Ipetxonuu HakoBHheBH IIUKITYCH,
OKyIIMpaHU MOTHBHUMaAa dopde, cTpamama u
cehama, HeKa Cy BpCTa MHTHUMHHUX YMETHH-
KOBHMX HCIIOBECTH KOje ce 3a reHepalHjy y
KO0joj je pamuo rocMaTpajy Kao CBOjeBpCHe
HHIOWBHUOyaIHe UCTHHe. OBUM HejioM Hhako-
BHN 320KPYIKyje XUIIOTe3y O 371y Koje je Beu-
HO, BAHBPEMEHCKO U HaIJIOKAJIHO.

JIupcka ¢urypaiimja Ha oBoj KOMIIO3H-
IIHjH CBEOOYH O ayTOPOBOM CaBlIaZaHOM
ocehajy cTpaxa ¥ HeMHpa, AOBOJBHO IIpe-
BJIaZlaHOM [Ja ce KOHauHO MaTepHjalIusyje y
BHIY CLIEHE U3 JIOTOPCKOT YXHBOTA Ca IHUPEKT-
HuM pedepeHIlaMma Ha panosBe Bpaka u ITu-
Kaca, Irfe ce reCTypasHOCT U3Bohema orye-
Ila CaMO Y KOMIIO3UTHOM LIPTEXY IIYHO IIyTa
HalllTIaXT/IaHOM CyBHM aKpHJIOM, UHHeNhH of
Heuer MeKOT M HeXXHOT UCTUHCKY CUTyallHjy
allCOoTyTHOT y»Kaca, TeH3Hje X aHKCHO3HOCTH.
CkyueHH IIpocTopH puUrypanuje pebepHuIry
Ha MHOUBHIYyaJTHe HeMHpe Oe3THYHUX PH-
rypa Kao OCBPT Ha CTake CBeTa KOjH HeEMHP-
HoO Iporna3su de3 0d3upa Ha KasleHap, Malle,
3aKOHE U BJIACTH.

Even though his artworks are moving
and are being created on several continents,
Dakovié is focused on historiography and
references of the recent tragic past of Serbi-
an people all the time. Thus, the artwork ti-
tled "Staro Sajmiste Camp” reaches the abso-
lute universality of the theme and motifs that
the artist sublimes skillfully in one author’s
artwork. The previous cycles by Dakovié, oc-
cupied with motifs of combat, suffering and
memory, represent a kind of the artist’s in-
timate confessions that are perceived as
unique individual truths by the generation
that he belongs to. With this artwork Dak-
ovi¢ encircles the hypothesis about endless,
out-of-time and omnipresent evil.

The lyrical figuration in this composition
testifies to the author’s feelings of scare and
anguish that are surpassed enough to be ma-
terialised in a scene from the concentration
camp life with the direct reference to works
by Braque and Picasso where the gestures of
performance are noticeable only in the com-
posite drawing that was being layered again
and again with dry acrylic making a true sit-
uation of absolute horror, tension and anxie-
ty out of something soft and tender. Narrow
spaces of figuration refer to individual anxi-
eties of impersonal figures as an overview of
the state of the world that passes restlessly

Crpaname Cpda, Hapona xoju HakoBuh
CyBepeHO M CHCTeMaTHYHO IIpeACcTaBka y
HOBHjHUM LIMKITyCHMa pafoBa, Ha OBOM IIJIaT-
HY IIOCTaje jacaH YMETHHUYKH JOKYMEHT Yy
nopehemwy ca CBUM OHHUM JOKYMEHTHMaA Koje
cmo Beh Bumenu. PackomanaHa Terna, oOOpHCcH
CMPTH U JIH1la O0e3 UMeHa M3HOBa OXXUBIba-
Bajy Kpo3 oBa IJIaTHAa y HOoCIen’BeM IIOKY-
majy ma Hac yIo3ope, HOeHTHQUKY]Y U OC-
BecTe y CBOM dorny u HeMohH.

Y rpaduukuM Kopriycuma 30HUpKe yMeT-
HHUUYKHUX Oena Myseja )xpaBa reHOIHIa BO-
nehu mpencTaBHUIIM JIMKOBHE CTPYyje cy: Mu-
nowt Bajuh, Bophe Aunpejeruh KyH, JTazap
Byjaxnuja, Munexna MaxkcumoBuh Kosaue-
Buh, Bojan OramreBuh, l'adpujena Bynatosuh
Y MHOTH IDYTH.

EKCIIpeCcHBHOCT U IMHaAMH3aM BU3YeIl-
HHX CHJIa Ha rpad@HUIKOM JIMCTY 1107 HA3UBOM
Y notopy Maiuxay3eH IIpeINo3HAT/bUB je I1e-
uaT BajuheBor pana, Iipe cBera 3acHOBaH Ha
HMCKYCTBY 3aTOYEHHINTBA Yy JIOTOPY U Ha CBa-
KOZHEBUIIU ITPOBEIEHOj Y TPayMH U CTpaxy
3a COIICTBEHH JXUBOT.

OBaj oTHCaK CpenwHX OUMeH3Hja 'PaBU-
paH y OpBeTy, a IIOCTYIIKOM LIMHKOIrpadHje
IIpeHeceH Ha Ialup, yMawkeHH je IIPHKa3 CBe-
KOJIMKEe OIIaCHOCTH y KOjOj ce Hajlasu IIpel-
CTaB/beHa KOJIOHA 3aTodyeHHKa. OBa HausImen

no matter the calendar, maps, laws and ad-
ministrations. The suffering of the Serbs,
the people that Dakovi¢ represents so sov-
ereignly and systematically in his new cy-
cle, becomes a clear artistic document on his
canvas in comparison to all those documents
that we have already seen so many times.
Mutilated bodies, shapes of death and name-
less faces come back to life again and again
through these canvases in the last attempt to
warn, identify and awake us in their pain and
powerlessness.

In the graphic corpus of the Genocide Vic-
tims Museum Art Collection the leading repre-
sentatives of the painting currency are Milo$
Baji¢, borde Andrejevié¢ Kun, Lazar Vujaklija,
Milena Maksimovi¢ Kovacevi¢, Bojan Otasevic,
Gabrijela Bulatovi¢ and many others.

The expression and dynamics of visual
powers on a graphic sheet under title “In Mau-
thausen Camp” represent a recognisable seal
of the work of Baji¢ that is primarily based on
the experience of captivity in the camp, but
also on witnessing of the everyday life spent
in trauma and fear for one's own life.

This midsize engraved in wood imprint
that was passed on paper by the process of
zincography is a reduced presentation of
the everyday peril in which the presented



JAMA

Hanpgop Mmug (1924-1997)
nvBeHa 6poH3a

40 x 40 x 11 ueHTMMeTapa
2023. roguHa

THE PITHOLE

Nandor Glid (1924-1997)
bronze

40 x 40 x 11 centimeters
2023




TIOTIIYHO De3a3rieHa CUTyallHja xona y KOJIOHHU
je BajuheBa cBojeBpcHa BHU3yeIHa WITy3Hja pas-
dujeHa oOpHCHMa, TeK BUIJBHBHM CHITyeTaMa
CTpaXkapa, My4dHTe/ba ¥ CTpaXKapCKHX KyJia ITo-
Be3aHHX DOMIJBKaBOM XXHLIOM. BHIsbrBa Halle-
TOCT OBHX eJleMeHaTa HHPOPMHUIIIe ITIocMaTpa-
4a 0 KpeTamy KOJIOHe Ka HeueMy HellIO3HaTOM K
CTPAIITHOM, & YIIpaBo TO je MecTo Ha kojeM Bajuh
oTBapa IIMTamke Pas3/IMYUTHX ClleHapHja CMPTH
LJIH IIPE)KHBIbaBakha Y JIOTOpY.

Crpemame? 'acHa KoMopa? Bemame?
CnaBawe? Pan? Myuemwe UK MOXXa IIpeda-
LHUBamwe Y OPYTH JIOrop? 3aKoIllaBame JIellle-
Ba? MoryhHOCTH Cy HeOrpaHHUYEHe.

H3 concTBEHOT UCKYCTBA Y JIOTOPY CMPTH,
YMETHHUK IT0Be3yje HaMa JaHac HeCXBaT/bHBe
MOTyhHOCTH caMo jeJHOT TpeHyTKa: Aa 111 he
cnenehu caT dUTH pydak UK CMPT, HHTEH3H-
BHpajyh# TaKo CBe OIIaCHOCTH CBaKOIHEBHIIE
JIOTOPCKOT XXHBOTA. Y NIPyracTUM YHHPOpMa-
Ma, odeneXXeHUu UCKIBYUHUBO OpojeBHMa, OBHU
HeIY>XHH JbYyOH Y KOJIOHH He MOTI'Y Aa 3Hajy
Koja je dynyhHoOCT 3a BUX yHaIIpen onadpaHa.

3aToueHHITBO Ha BajuheBom rpaduu-
KOM JIMCTY IIOCTaje IIPOCTOp 3a pasMaTpame
OYjanasoHa pasiudYUTHX ClieHapHja IIOTeH-
LIMjaJIHOT OTIIOpa M CaCBHM H3BeCHe CMPTH,
TIe cBaka Haja IOoCTaje UCLPIUbeHH pecypc
OIICTaHKa Ha XOPHU30HTHMA KOje OBJle He BH-
IHMMO, a KOjH 3a KOJIOHY BHIIIe HH He II0CTOje.

column of imprisoners is found on daily bas-
es. This apparent stalemate situation of walk
in a column is a singular visual illusion made
by Baji¢ broken with outlines of hardly visi-
ble silhouettes of the guardians, perpetrators
and watchtowers that are connected with
barbed wire. The visible tension of these ele-
ments informs the spectator about the move-
ment of the column towards something un-
known and scary which is exactly the point
where Baji¢ raises question of different sce-
narios of the death, or survival in the camp.

Shooting? Gas chamber? Hanging? Sleep-
ing? Labour? Torturing, or perhaps transfer
to another camp? Burying of the corpses?
The possibilities are limitless.

From the personal experience of being in
an extermination camp, the author links pos-
sibilities of a single moment that are beyond
our today's ability to comprehend wheth-
er the next hour will be lunch, or death in-
tensifying the perils of everyday life in the
camp. These innocent people in the column
in stripped uniforms, marked exclusively
with numbers, do not possess ability to know
what kind of future has already been chosen
for them in advance.

The imprisonment as such becomes a
space for consideration of a range of differ-
ent scenarios of the possible resistance and

WAR IS OVER - WAR IS NEVER OVER
BecHa lMepyHoswuh (1960)

ready-made 06jeKTU, LLpTeX Ha LLPHOM Mayc nanumpy
aumMeHsunje uptexa: 2 x (160 x 80) ueHTUMeTapa
2016. rogmnHa

Penpopaykuuja y BnacHUWTBY dyHAyca $poTo-AOKyMeHTaunje My3seja caBpeMeHe yMeTHOCTU



Parn je meo rpaduuke Marie I1oJ Ha3UBOM
Bopba omnaguHe Jylocnasuje, Yuju Cy OCTaIU
ayTtopu: Mure [letpoBuh, Boruh Prucumosuh,
3nerka KaprycoBa, Majna Kypruk, Muiia
Bepenrnja, Muso Joeanosuh, Maptus Co-
napuuk, JKuska Ilajuh, Anexcannap Jlakuh,
Bojuh Muopnpar, Bykcau Bynarosuh, Boxxu-
nap ITponanoBuh u Panusoje Kuexxesuh.

Kog Muneue MaxkcumMmosuh KosauesBuh,
y pany nopn HasuBoMm Lamentation (2015.
ronuHa, DaKpOIINC, pe3epBaXK, aKBaTHHTA,
120x80 meHTHMeETapa), youaBaMo [IeJio U3
rpadmuukor nukinyca Folie a deux, mpencra-
By TpayMme U gorahaja BpeMeHa M MecTa Ha
KOjEMa CMO 3aTedyeHHU. YHUTaHU Kao JOKY-
MEeHTH UCTOPH]jCKOT U reorpadCcKor KOHTe-
KCTa, OBH paJjOBHU CBelloue O HeMaTepHjas-
HUM M MaTepHjaTHUM CTpalamHuMa Tejla U
nyxa. Ha oBaj HauMH IIpeiCTaB/bEHO je ITI0-
danHO cTpajame y OyeTHMa II0JIapHU30Ba-
HHUX eMOllHja M IICHUXOJIOIIKHX CTaba, pe-
dnexTyjyhu HeouekuBaHe U HEMUJIE 3aKOHE
KOje JOBeK yCIIOCTaBba 3a YOBeKa KaKo OH
ra be3denHMje KOHTPOIHNCAO.

PanoBu cHMOONUUKY U je3UUKU pede-
pHIIYy Ha OgHOCE >XHBOTa U CMPTH, OBlIazia-
Bajyhu reHepasIHUM KOHTEKCTOM Y KOjH Hac
yMeTHHIIa ynyhyje kako dMCMO pasymenu
Halll TUYHHU CBeT De30eITHOCTH U Ha Koje CBe
Ha4uKHe OH MOXXe ODUTH YI'POXKEH.

completely eventual death on the graphic
sheet by Baji¢ where every hope becomes a
drained resource for survival in the horizons
that are invisible here and that don't exist for
the column anymore.

This piece is a part of a graphic map
called “The Struggle of Yugoslav Youth”
whose other creators are Mile Petrovié, Bo-
gi¢ Risimovié, Zdenka Kartusova, Majda
Kurnik, MiSa BerendZija, Milo$ Jovanovié,
Martin Solardzik, Zivka Paji¢, Aleksandar
Laki¢, Voji¢ Miodrag, Vuksan Bulatovié¢, BoZi-
dar Prodanovi¢ and Radivoje KneZevié.

In a work by Milena Maksimovi¢ Kova-
Cevic called “Lamentation’, 2105, etching, sug-
ar-lift, aquatint, 120 x 80 cm, it is noticed a
piece from a graphic cycle Folie deux, a rep-
resentation of trauma and events of the time
and place that we are embedded in. Read as
documents of historical and geographical con-
text these pieces witness non-material and
material decaying of body and spirit. The glob-
al suffering is presented in duets of polarised
emotions and psychological states reflecting
unexpectable and unwanted laws imposed by
a human being on another human being in or-
der to control him in a safer way:.

The pieces refer symbolically and lin-
guistically to relation between life and death
taking over the general context to which the

AYTOMNOPTPET

Buaa Jouuh (1921-2002),
6poH3a

57 x 58 x 25 yeHTUMeTapa
BpeMe HacTaHKa Herno3HaTo

SELF PORTRAIT

Vida Jocic¢ (1921-2002),
bronze

57 = 58 x 25 centimeters

year of creation unknown



BUTKA HA CYTJECUM
Muopgpar XXuskosuh (1928-2020)
nvBeHa 6poH3a ca rmncaHor
mopena 1/1

40 x 40 x 40 UeHTUMeTapa

2021. rognHa

SUTJESKA BATTLE

Miodrag Zivkovié (1928-2020)
bronze, from plaster cast
model 1/1

40 x 40 x 40 centimeters
2021

Mamna nozn HasuBoM [TapttiusdaHu Hopha
AnpnpejeBuha KyHa rmpeficrasrba [103HATY MHU-
CaoOHY M LIPTauKO-TpadHUKy BEIITHHY Koja je
dua 1 ocTana ouITpa ApyIITBeHa KOMIIOHEH-
Ta KaJla TOBOPHMO O paTHHM, Mel)ypaTHUM U
IoCIepaTHHUM COILIHja/ITHUM M JPYTHM IIpe-
BHUpanuMa. Haxko je d1o BeoMa KOHTpOBEpP3-
Ha ¥ [UHaMHUYHA JIMYHOCT, O Y4eMy CBeJloue
MHOTODpOjHe YMeTHHYKe U XXHBOTHe OHO-
rpadcke JUBepP3Hje, BErOBO LIEJIOKYIIHO CTBa-
panamTBo Moryhe je, a ¥ IOTpedHOo, ITocMart-
paTH Kao aKTHBHCTHUYKO M IIHjasIOIIKO.

JenHa of rmereHmapHUX LIPTAYKHUX Marla,
cBesaka, 1101 HasuBoM [lapiuusaHu y 3dup-
Ky YMETHHUKHUX Jesia Myseja XpTaBa reHo-
IyAa OOIIa je IIyTeM OTKyIIa, 3ajeJHO ca oIl
HEeKOJIMKO ocTBapema hopha AHOpejeBuha
Kyna. OBaj odjenumeHN KOpIyC YyMeTHHHA
Iaje HaM OJIMDKM YBU[, Y KOMIIJIEKCHOCT MH-
cneher duha, ymeTHHKA 0crtodoheHOor HaMeT-
HYTHX OPYIITBEHUX HOPMH U OYeKHBamba, KOjH
TIKJBHBO CHHTETHIIIE COIICTBEHA 3alla)Kama 1
JIMYHEe UMITyJice Y GOpMH YMETHHUYKOT Hera.
OBaj peltopTaXXHY, a OIIeT UHTEH3UBHH, YMET-
HHYKH IyX, 3aMeHHNe XpOHHYape CBOT BpeMe-
Ha, a OHO IIITO OMCMO Yy HICTOPHjCKOM IIpeITieny
Ha3HWBaJIN YETKOM, OJIOBKOM, YIThEHOM, IIOCTaje
CBOjeBpCHH je3UK KOMyHUKallUje, denexxema 1
cBefouema O BUeHOM, IOXXHUBJEEHOM, a Y He-
KHM CJIy4dajeBHMa 1 [IPEXXHBIEHOM.

artist is directing us in order to understand
our own personal world of safety and the
ways it could be endangered.

A map called “The Partisans” by Dorde
Andrejevi¢ Kun presents to us a well-known
mental and drawing and graphic skill that
has stayed a sharp social component when
talking about war, interwar and postwar so-
cial and other quarrels. Despite the fact that
he himself was a pretty controversial and dy-
namic person, of which witness many artis-
tic and biographical diversities, it is possible
and necessary to consider his whole creative
work as active and dialectic.

The legendary drawing map, a notebook,
came into the Genocide Victims Museum Art
Collection by the process of redeem togeth-
er with a couple of others Kun's works. This
wholesome corpus of artworks enables an in-
sight into complexity of the thinking being, an
artist who is free from imposed artistic stand-
ards and expectations, who synthetises care-
fully his own personal remarks and impulses
in the form of a work of art. This account in in-
tensive, artistic spirit is to replace the chroni-
clers of their time and what would be called a
brush, a pencil, a coal in a historical review be-
comes a unique language of communication, of
noting and testifying about the seen, the expe-

rienced, and in some cases the survived.



Mare oBor THIIa, IIpTaydke U rpadHukKe, y
IeproaMMa CBOI HaCTaHKa U3BOOHJIE CY Ce Y
BEJIMKUM THpaXkuma, oxi 1.000 go 2.000 nipu-
Mepaka, 3a pasjIMKy Ol IPBOPE3HHX Malla,
IIONyT OHe Ioj HasubBoM Kpsaso 3naiuo,
YHjHX je jenBa HEKOJIMKO 00jeAUeHUX IIPH-
MepaKa OCTaJIo CadyBaHO [I0 Halllel BpeMeHa.

Benexxehwu, untepBeHumyhu u Ous-
cTByjyhu Ha TepeHy I'Ze ce CBe ca LIpTexka
3aMCTa ¥ OOUrpaBasio, ayTOpH OBUX jeJHH-
CTBEHMX Malla, MEHTaJIHUX U QU3UUKHUX,
IIpHUKa3yjy OHYy CTpaHy CTBapHHUX gorabaja
KOjy ped Kao TakBa Hema Moh [a 3adereXxH.

Bojan OrarmreBuh y cBoje nBe BHIIeDOjHE
anrpaduje numensuja 100x70 1M, HTHKOPIIO-
pHpa OIIITe MeCTO CMPTH. CaMHM Ha3HBOM
nerna - Celliu ce cBoje cmpiiu: MeMeHUWIo Mopu,
cyrepuille fepHHUTHBHY KOMIIOHEHTY XXMBOTa
KOja je HeyMHuTHa. [IprKkasu MakpoIUiaHa IBe
KOCTYPCKe IJIaBe y KOJIODHUTY, KOjH je IIOTIIHC
OraieBuheBor cTBapasallTBa, HyAe OIMXHU
TIoIyIe[ Ha OCTaTKe YoBeKa KOjH BHIIE HHje Ty
M Ha MaTepHjy of] Koje je casfaH, y BU3ye/THOM
HAaIIOHY Jla ce pa3yMe IIITa TQYHO CTpajame 1
dopda 3a codom ocTaBsbajy, a I11Ta OIHOCe.

KonTpacTt meMy npencrassbajy rpadu-
ukH NHCTOBH [adpujene BymartoBuh koju
ONCTYIIajy BU3YPOM M OOjoM, ajly Ha YBU[
CTaBsbajy Hally dynyhHOCT y3 yIIoTpedy cum-
dorna pnereTa, HOBOpoheHUETa, ¥ ayTOIIOPTpETa

It was used to make drawings and graphic
maps in large number of copies at the time of
their production, about 1,000 to 2,000 copies,
as opposed to woodcut maps such as the one
titled “Bloody Gold" of which there are hard-
ly few wholesome copies left to our times.

By noting, intervening and being on the
ground where everything on the drawings
had been happening for real, these unique,
mental and physical maps show the side of
events that is beyond capability of the word
as such to express.

Bojan Otasevi¢ incorporates the well-
known notion of death in the very title of
his two colourful algraphies of 100 x 70 cm
named “Remember Thy Death: Memento
Mori” which suggest the definitive component
of life that is inevitable for each and every of
us. The displays of macro-plans of two skulls
in colours that are typical signature of crea-
tive work by OtaSevi¢ give a closer insight into
remains of a human being who is not pres-
ent anymore as well as into the substance out
of which he is created in the visual highly in-
tensive strive to understand the meaning of
what is lost and what is left behind the suffer-
ing and struggle with himself.

In contrast to him, the graphic sheets by
Barbara Bulatovi¢ contradict in vision and

colour, but present our future in symbol of a

CMOMEHUK CTPE/bAHUM
BALMNMA N MPODECOPUMA
Y KPATYJEBLLY

Muopgpar XXrekosuh (1928-2020)
nvBeHa 6poH3a ca rmncaHor
mMogzena 1/1

40 x 40 x 40 ueHTUMeTapa
2021. rognHa

MONUMENT TO THE EXECUT-
ED STUDENTS AND PROFES-
SORS IN KRAGUJEVAC
Miodrag Zivkovié (1928-2020)
bronze, from plaster cast
model 1/1

40 x 40 x 40 centimeters

2021



YMeTHHIIe [JOK je OUsIa [ieTe, V je[HOM OIIIITEM
pasyMeBamy CBeTa OKO Hac, lBeTroBe OITacCHOC-
TH ¥ 371a. BynmatoBuheBa Hac Op)Xy Ha OUC-
TaHIYM, rpadUUKUM HOXeM pexxupajyhu
OIITUUKY, T'OTOBO perbedHY CTPYKTYypy. OBe
3acuheHocTu MelycoOHO cy CyKodrpeHe Be-
JIMKUM LIPHUM HJIH DeJTUM HeraTHBHUM IIpO-
CTOpHMa, CHHXPOHU3YjyhH OyXOBHO U Ma-
TepHjaslHoO y ILIUJbYy OIICTAaHKA U ayTOHOMHU]je
JKMBOTA yCIle[] HEIIOBOJbHUX YCII0Ba 3a BEeTOB
pasBoj. Ty cy u eltleMeHTH HEXXHOCTH U dpure,
MajYHHCKOT OJHOCa IIpeMa CBOM HEeTeTY, allx
OHH Ce IOXXHBIbaBajy caMO Ha H3y3eTHOj Q-
3MYKOj OJHUCTaHIIM Ofl pasia KaKo dU OBH IIpe-
OUMEH3MOHMPAHU IPUKA3HU II0CTaIN MaJIu y
OIHOCY Ha Hac, OOHOCHO, KaKo dUCMO ce MU
CMaBHWIIH IIpe[] yMETHHYKHM [eJI0M Koje IIpe-
y3HMa CTaTyC pelIMKBH]e U ITopTajia Ka qyXOB-
HOM HCLIETBEY.

Xonokayctu, rpaduuka mana Haunmopa
I'mupa, cacrtaBbeHa je On YBOOHOT TEKCTa
Ajekce YenedoHoBuha U OIBaHAECT HyMe-
PHCaHMUX OTHCaKa y TEXHUIIU POTO-TIUTO-
rpaduje, mramnanux 1985/86. ronuHe y
IefeceT HyYMepHCaHUX IIpHMepaKa Ha Ia-
nupy Butten og 120 rpama. I'paduuka mamna
PUTMUYHO OEJIeXHU yrKace CTpalama ¥ YHHU-
JKaBawa JBYLCKOT duha y roToBO PUIMCKO]
BHU3yenusanuju. bpsuxnom ussohema, kpe-
TakbeM pyKe yMeTHHKa Hal HOBPUIMHOM

child, a newborn child and the artist's self-por-
trait when she was a child in a general under-
standing of the world around us, its own peril
and evil. She keeps us at distance directing an
optical, almost a relief-like structure by means
of graphic knife. These satieties are confront-
ed with vast black or white spaces of negatives
synchronising the spiritual and the material
with the aim of survival and life's autonomy
in circumstances that are inconvenient for
its development. There are also elements of
tenderness and care, mother’s relation to her
child, but they are experienced only in a pret-
ty great physical distance from the work so as
these extra-large shows could become tiny in
relation to us, i.e. so as we would become small
in front of the work of art that takes over the
status of a sacred object and a portal to the
spiritual healing.

“The Holocaust”, a graphic map by Nan-
dor Glid is comprised of an introductory text
by Aleksa Celebonovié and twelve paginated
imprints in photolithography that were print-
ed in 1985/86 in fifty paginated copies on But-
ten paper of 120 g. In its contents the graphic
map notes rhythmically the horrors of suf-
fering and humiliation of the Human being in
almost filmic visualisation. The speed and the
artist's hand movement over the surface of
the work allow us to detect traces of distress,



palna, OeTeKTyjeMO TparoBe HeMHpa, aHKCH-
03HOCTH U 3alpernalnhena Hal BeJITHYHHOM
371a IIPHU CBAKO] Of IBAHAECT CLIeHa.
IHexyMaHHN30BaHH, HemocTojehu moprt-
peTH U cKejleTHe Qopme, CTPOTo JIHHeap-
He U IIpello3HaT/buBe Yy HaugoposoM pany,
Y OBOM CJIy4ajy IpeCTaBibajy BPCTY IIHKTO-
rpadckor Mmunrbena. OcHoBHe popMe aHa-
TOMHje, IIPOCTOPa, MecTa U BpeMeHa CBoJe ce
Ha 3HaK, YHHUBEP3aJIHH je3UK CUMOOIIa, KOjU
Y CBOjOj BU3YeJIHOj IIPOYHUIITNEHOCTH He [103-
BoJpaBa IlocMarpauy na dyne onrepeheH MH-
opMalmjama o KapaKTepy IlpeMeTa U Tefla,
Beh je dokyc ycMepeH Ha LIeJIOKYIIHY aTMOC-
depy yHUIITERA U 3aTHpaha JbYICKOT dnha.
OBaj yMeTHHUUKH ofadHUp cpencTraBa BU-
3yeJIHOT je3HKa, KOjUM he Kpo3 IIeJIOKYIIHY
Mally KOMyHHIIMPaTH ca [IocMarpadeMm, Ha-
MEeHCKH je dUpaH U3 BHIlle pasjora. I'7as-
HH pasJior IIpeiCTaB/ba YHBEeHHUIIa [a je Ha-
IIUCTUYKH IIOKPET, OCUM Heje 0 PU3UUKOM
VHUIITERY JbyACKOT Tejla, TEXXHO aIlColyT-
HOM ITOHHUIITERY JbYACKOT IyXa U YOBEUHO-
CTH U IIpe caMOT U3BpIlIerka ersekyluje. 3a-
TOUeHHIIKMMa O Cce OOy3HMMao HUIOEeHTHTET,
JIMYHOCT, IIpaBo Ha II0CTojamke, YHU3HUO OU
ce 3Hauaj BHUXOBOT XXHBOTa KaKo OU ce CJIo-
MHO IYX B KpaTKOTPajHH OIICTaHaK [04e/IHO
dpojy, a He UMeHy U Ipe3uMeHy. Heja o mio-
HUIITERY JBYACKOCTH OBJIE Ce youaBa yIIpaBo

anxiety and appalment upon the greatness
of the evil on each of the twelve scenes.

Dehumanised, non-existent portraits and
strictly linear skeletal forms that are recog-
nizable in Nandor's work represent a kind
of pictographic way of thinking in this case.
The basic anatomic, spatial, areal and tempo-
ral forms are being reduced to a sign, a uni-
versal language of symbols that in their own
visual purity don't allow the spectator to be
burdened by the information about the char-
acter of things and bodies, but focuses the
wholesome atmosphere of destruction and
annihilation of the Human being.

This natural artistic selection of the
means of visual language that will commu-
nicate with the spectator throughout the
whole map was probably chosen with in-
tention for several reasons out of which the
main was the fact that the whole Nazi move-
ment, apart from the idea of physical de-
struction of the human body, was striving to
completely annihilate human spirit and hu-
manity even before the very execution. The
captives were being deprived of their identi-
ties, personalities, the right to exist as indi-
viduals in a society; the importance of their
existence was diminished in order to break
the spirit and give a short-term survival to a

number and not to a name and a surname.

y dpucamy IOpTpeTHHUX HHPOpMallvja U UH-
OUBHOyaIHUX KapaKTepa Tesna, JOK yMeT-
HHK Cca BeJINKOM TeCKOOOM HIIyCTpyje peasl-
HO CTame MHOILITBA MPTBUX Ha KOTHUIIUMA, Y
jamama, Ha 3eMJBbU 1 YOOKO Y HeHOj yTPodH.

I'mupoB cTpax U y»Kac IpeBasurase unejy
MecTa ¥ BpeMeHa. CTora, HaKo Ha3BaHa Xo-
Jlokaycil, Mara dejleXXH YHHUBEeP3aTHOCTH
cTpajama M CTpaxXoTe BpeMeHa y Kojuma
Cy IIpollecH IOHUIITe’ha UIeHTHUTeTa U QH-
3M4Ke ersekylidje OWIHN U3BpIIaBaHu. Ma-
COBHe I'pPOOHHIIe, TOUKOBH H KOJIHIIA, jaMe
U ydHjeHHU y BHMa, Ha OBUM palloBUMa jecy
berellKe jefHOT BpeMeHa, eKCIIpeCHBHa CBe-
IO4YaHCTBA O pellenlMju y>kaca. Hako Hucy
HUCTOpUOTPaPCKU TOKYMEHTH, HUTH YOIIIITE
Tpeda Ia ce YHUTajy Kao JOKYMEHTH, BbHUXOB
BeJIMKHW 3Hauyaj ¥ JOIIPHHOC yIIPaBo ce Ha-
j1aze y MOTYNHOCTH Ia jefHUM APYTUM Ka-
HaJIoM KOMYHHKallHje IPUOJIIIKe 1 OCBETIIe
OHa HCTOPHjCKa MecCTa Koja Cy y OBOM peru-
OHY ycanusa Oydoke HallMOHalIHe TpayMe
TPaHCIIOHOBaHe [0 JaHallwer gaHa. bes mo-
3HaTHX ajlaTa ¥ BOOH4a 3a BUX0BO IIpeBasH-
JIa)Keke, BATUIHO je U IIUTake KOJIMKO CMO Y
MoOryhHOCTH [a UX ca 030MbHOIINY U 3pesIo-
mhy 3aKcTa ¥ pasyMmeMo? J1a Ik CMO YOIIIITe
CBECHHU Te)XXUHE IT0je JUHAYHUX 3JIOYHHA, alTk
Y CBUX 3JIOYHHA Y LlesIocTH? [la Iu Cy 3710-
yuHU MehycoOHO yriopenMBH HUITH je CBaKH

The idea of annihilating humanity is notice-
able here right in the deleting of all portrait
information and individual characteristics of
the body while the artist with great anguish
illustrates a real state of many dead ones on
carts, in pits, on the ground and way deep in
its belly.

Glid's fear and horror surpass the idea
of place and time. Thus, despite being titled
“The Holocaust”, the map notes universality
of suffering and horrors of the time in which
processes of identity annihilation and physi-
cal executions were performed. Mass graves,
wheels and carts, pits and the killed in them
on these pieces are notes of a time, expressive
testimonies about the reception of the horror.
Even though they are neither historiographic
documents nor should they be read as docu-
ments at all, their great importance and con-
tribution are exactly in the possibility to get
closer and enlighten, by a different commu-
nication channel, the points of history that
have planted deep national traumas in this
region that are being transposed to the pres-
ent day. Without familiar tools and guide-
lines for their working-through, it is valid to
ask a question: are we capable to understand
them seriously and maturely? Are we even
conscious of the severity of individual crimes

and crimes in total? Are the crimes as such



3a cede CBOjeBpCHA jamMa U BUIIIECTPYKHU II0-
HOp? CBe Cy TO IIUTama Koja 0Baj OIlyC pano-
Ba CTapsba y IIPBU IUIaH.

Y LpTauKuM KOpIIyCHMa HauIasuMo Ha
OUBep3UTeT popmara, Menuja, anu U Ie-
pHona Koju CBOjUM PHU3UUKUM U TEMaATCKHUM
CBOjCTBHMaA OONYHYjy 30UPKY YMETHUUKHUX
nena Myseja >XxpTaBa reHoLIuAa.

Llprauka uHCTanalyja ymeTHHUIle BecHe
ITepynoBuh noxn HasusBoM The Archive of
Insignificant Losses jecTe Gopma MHTUMHOT
IHEeBHUKA OeJIe)XeHOT Y IIKOJICKHM CBeCcKa-
Ma IIPETXOOHUX JeceTaK roguHa.

YMeTHHIIa IpoHasna3Hy OdjeKTe U JIMYHe
IIpenMeTe HaIyIITeHe y PerHOHHMa 3aX-
BaheHHX MHUTIpallMjamMa U paTOM U BHUXOBE
KOMIIJIEKCHE ODJIMKe B IMYHe HapaTHBe CBO-
I Ha HUBO CUMboJIa — IIHKTOrpama opy»Ka-
HUX cykoda. OBH OOIUIU II0CTajy YHUBEP-
3aJIHU je3HK KOMYHUHKalllje YMeTHHIIE ca
OKOJIMHOM, HIIUNTaBajyhu, He caMo IIope-
KJIO U CTpaiame, eBaKyalitje U MUrpaliyje,
Beh ¥ YHHBeP3aJIHOCT MecTa M BpeMeHa.
OBaKo yBpeXXeHH je3UUKH JIMKOBHU CHMOO-
JIM TIOCTajy OTBOPEHH 3aITMCH O CBeMOTryhuM
cynduHaMma caBpeMeHOT YOBeKa y3 Hy)XXHe
IlaTie HOBOT BpeMeHa Y KojeM ce Halla3uMo
Kao 3ajeqHHUIIA.

comparable or is each of them a unique pit
and multiple abyss? These are the questions
that these artworks focus on.

In the drawing corpus there is a diver-
sity of forms, media and even periods that
supply Genocide Victims Museum Art Col-
lection with their physical and thematic
characteristics.

The drawing installation titled “The Ar-
chive of Insignificant Losses” by Vesna Peru-
novic is a form of an intimate diary that is
being written in school notebooks during past
ten years.

The artist was finding abandoned objects
and personal things in the regions that are
caught by migrations and war whose com-
plex shapes and personal narratives reduces
to the level of symbols-pictograms of armed
conflict. These shapes become the universal
language of communication between the art-
ist and the surroundings by not only read-
ing the origin and suffering, evacuations and
migrations, but also universality of place and
time. Such rooted drawing symbols become
open notes about possible destinies of the
contemporary human being with the need-
ed sufferings of the new epoch in which we
as a community are found today.

HcTtoBpeMeHO, BeH IIPOCTOPHO-CKYIIIITY-
partHu aMOUjeHT 1o Ha3suBoM War is over -
War is never over canp)Xu JTUHTBUCTUUKE U
ucropuorpadcke ereMeHTe KOjH IIpemoIrha-
Bajy HEKOJIMKO BaXXHHUX HCTOPUjCKUX TPEHY-
TaKa M3 Hallle KOJIEKTHBHE IIPOoLITIOCTH. OBHM
jemHOCTaBHHM I'eCTOM YMETHHIIA Ceé KOPUCTH
penu-Mejn odjeKToM DONTHUYKOT KpeBeTa U3
Ipyror cBeTCKOT paTa (OpUTHHAIHU IIpUMe-
pakK) U LIpHUM I1aycC IallupoM II0 KOjeM Kpe-
IOOM HCIIHCYje deslelllke O HEIIPOJIa3HOCTH
parta. Yinyhyjyhu Hac y KOHCTaHTHY CTpeIby
orn u3dujama rmodanmHux cykoda, IlepyHo-
BHheBa Malupa TecKody TpayMme Koja HHje
IIpeBasubeHa, IpeHocehH je y oBaj HUCTO-
PHjCKM MOMeHaT KaKo DHMCMO ce 3alIUTasIu fa
JIM Ce paT UKaja U 3a Kora 3aBpIIHO.

Liprexx HcMmeta MyjesuHosuha (1907-
1984), Tym Ha Ianupy, HEIIO3HATO BpeMe
HacTaHKa, fuMeHsHja 40x60 11eHTHMeTapa,
jecTe nmuuHa peakliyja Ha IIOC/IeqUlle TIOJIU-
THUUKUX IIpeBHpamna 1 MehyJbyICKUX CyKoda.
Pap mpukasyje clieHy ca KojoM ce cycpehe-
MO y TEKCTY aHTOJIoTHjcKe rmoeMe CillojaHKa
majka KHexoliorbka 10 MHOTO YeMY jeIHH-
ctBeHOr CkeHnepa Kynenosuha. OBa Heo-
CIIOpPHO BHIJbHUBA ITIOBE3HHUIIA MITYCTPY]je Tpa-
THYHHU pe3yJTaT CJIOD0NHe BoJjbe OKyIlaTopa
U MyUYHTEsha, JOK MajKa dpaHu CBoje meTe of
Hamnajgada.

Parallelly, her spatial-sculptural ambi-
ent titled “War Is Over - War Is Never Over”
consists of linguistic and historiographic el-
ements that bridge several important histor-
ical moments from our collective past. With
this simple gesture the artist uses ready-
made objects, for example a hospital bed
from the Second World War (original sam-
ple) and black tracing paper on which she
writes notes with chalk about everlasting
character of war. Directing us to the con-
stant anxiety of the outbreaking of global
clashes, Perunovi¢ maps the traumatic an-
guish that is not worked-through bringing it
in this historical moment so as we could ask
ourselves whether the war is ever over and
for who.

A drawing by Ismet Mujezinovi¢ (1907~
1984), ink on paper, unknown date of pro-
duction, dimensions 40 x 60 cm, is a person-
al reaction to the consequences of political
quarrels and interhuman clashes. The piece
represents a scene that is found in the text of
elegy from anthology titled “Majka KneZopol-
jka" (“Mother from the KneZopolje Field") by
distinguished and unique Skender Kuleno-
vi¢. This indisputably visible connection il-
lustrates tragical result of the free will of the
occupants and tormentors while mother is
defending her child from the attacker.



Kaxo je My3ej y cB0joj LocaOallio]j II0/TH-
THIIH OTKYIIa TEXHO [a YCKIIaOHu TeHIeHIHje
30HpKe YMETHHYKUX JIeT1a, 3a KOjy je OBO AeJIo
U OTKYIUUbEHO, Ca aKTYeITHUM MY3ejCKHM I10JTH-
THKaMa popMHUpama 1 JOITyHe 30UpKH y Koje
ce IIOXparyje oBakas TUIl I'pale, dopma 1pTe-
Ka, IMHeapHa, YXH4aHa, BUPTYO3HO CKYJIIITOP-
CKa, BU3YeITHO Cce OOIyiyje MHOTHM OPyTHUM
IenmMa Koja cy Beh neo 3dupke. OcuM TeMart-
CKOT' ¥ TEXHUYKOT' MUMe3Uca KOju 00jeiumsyje
OBe KOoMafie, BXKHO je UMaTH Y BUIOY U TO fa
300T THIIa LIpTeXKa OBO IeJI0 HYAH BETTHKH II0-
TeHIIHjasl 3a CKYJITypaHe popMe Koje du
MOTTIEe OUTH €0 aKBU3HUIIHOHNX ¥ KOMHCHO-
HUX, HeKUX O0ynyhux, mpojekara Myaseja.

Haunerna @ynrocu y CBOM TPHUIITHXAITHOM
IIpHKa3y I104 HasuBOM TaMmHu UyllioHowd Cy-
BepeHO KOHCTPYyHIIle CpedpHKacTe OICeHe
KOjHMa Ce 4eCTO KOPHCTH Y HI30BHMA LIUKITY-
ca CBOjUX pafjoBa HaCTaIMX TOKOM IIPETXONHe
TpH HelleHuje. OBU CTPYKTYpa/IHHU aMOujeH-
TH OBOOVMEH3HOHAIHOT KapaKTepa deckpaj-
HM Cy ayTOPCKH 3aIIMCH KOjH NEeTEeKTY]y BeHe
Hajaydrbe CTpellibe IPOU3HUIIIIE U3 aKTYeTHOT
MoMeHTa y nopehemwy ca oHuM 1ITo he xao
HHCIIUpallyja OUTH y3eTo U3 HefJaBHe Hallko-
HaJlHe IIPOIIIOCTH. Y TpH 3acedHa CeTMeHTa,
®yrrocu roToBo , Irete” rpaduTHY MpPEeXYy,
jemHy I'yCTHHY MpPadHOTL, CKOPO IIOCMPTHOT
HapaTHBa, ITyIITajyhu CBETIIOCT Oa IIPoOHpe

As the Genocide Victims Museum has
tended to adjust its current acquiring poli-
tics for the Art Collection, for which this piece
was redeemed, with contemporary museum
policies in forming and supplying the Col-
lection where such kind of material is be-
ing kept, the form of linear skillfully sculp-
tural string-like drawing is visually leaning
against many other works that has already
been part of the collection. Apart from the-
matical and technical mimesis that encom-
passes these pieces, it is important to bear in
mind that this type of drawing carries a great
potential for sculptural forms that could be
part of some future acquisitions or commis-
sioned projects of the Museum.

Daniela Fulgosi constructs sovereignly
silver mirages in her triptych called “Dark
putonosa” that she often uses in ranges of cy-
cles which she has been creating during the
past three decades. These structural ambients
of two-dimensional character are endless au-
thor's inscriptions that detect her deepest an-
guishes of the present moment in comparison
to what has been taken as inspiration from
recent national past. In three separate seg-
ments Fulgosi “knits” a graphic wire around
a spectator in those zones where only defini-
tive end is expected. The spectator is dazed by
such process of surface treating and building

Y OHe 30He y KOjIMa OKO ITocMaTpava odeKyje
caMo OedHHUTHBaAH Kpaj. OBaKBUM IIOCTYII-
KOM TpeTHpama IIOBPIIHHE 1 Ipafibe JTNYHOT
YHHUBeEp3yMa, [TocMaTpayd duBa 30ymeH U, UC-
TOBpeMeHO, OOMaHyT WIy3Hjama dopde Tame
U cBeT/Ia. ¥ OCHOBH, pa[ IIpHKa3yje HapalllTaj
jenHe ONMBEpP3HBHE eHepryje Koja Ha KoMalle
duBa IperloMsbeHa CTAaTHYHUM CTPYKTypa-
Ma Kojlaxka, MaTepHjasia rpanmke 1 efleMeHTa
KOjH yuBpIIIhyje oBaj BRJIOBUTH CBeT. CaB CBOj
IIOTeHLMjasl paj U3/IMBa Ha ITyOnHuKy y che-
puYHHUM popmama Koje [ajy HasHaKy XXKHUBOTa,
BeJIMKe IT0defle Hall TaMoM Koja ce Beh myro
HaOBYjasIa Ha HaMa, eTIoXaIHoO HajaBrbyjyhu
CBa OHAa HClIejbea 3a KojHMa TparaMo M Kao
TI0je UHIIN K K0 KOJIEKTHB.

Y pany CumoHmne Panomuh HaunasuMo
Ha JIaBUPHHT BHU3yeTHUX MeTadopa, OITaCHHUX
cumbdoria ¥ CHaXXHUX OHjasiora Koje yMeTHH-
11a CyBepeHO peaJIn3yje Ha HEKOJIMKO BpeMeH-
CKHX peraiiyja. [Terno mon HasuBoM Rytuarbe je
371allo IpeACTaB/ba LIUKIIYC LIpTeXXa KOjU OPXKU
dokyc mocmarpada Ha opraHuma roBopa, Kako
JBYICKUX, TAKO U YXUBOTHUIBCKUX. [Taparnena
Koja ce mpaBH U3Mel)y OBe [IBe BpCTe yOubHBa
je Ha CBMM paZloBHMa II0jeJHHaYHO Kao jacHa
MeTadopa U TMYHHU cTaB. CTETHYTO, 3a4ellybe-
HO U CJIOMJBEHO I'PJIO, KPBABH U IIPOUHIITNeH
jenmak, duo OH jerle’mH, CBUBCKM, KPaBJbU
WJTH JBYZICKH, OBJIIE je ITapaMeTap IIPHUTHCKA U

a personal universe and at the same time de-
ceived by the illusions of the combat between
darkness and light. The piece in its core shows
a generation of a diverse energy that is being
broken into pieces by the static structures of
collage, construction materials and elements
that strengthen this wavy world. Its all po-
tential is being poured onto the audience in
its spheric forms that give a glimpse of life,
a great victory upon darkness that has been
looming for a long time announcing all the
healings that we are looking for as both indi-
viduals and a society:.

In the artwork of Simonida Radonji¢ we
come across a labyrinth of visual metaphors,
perilous symbols and powerful dialogues that
the artist realises sovereignly on several tem-
poral relations. An artwork titled “Silence is
gold" represents a cycle of drawings that di-
rect focus of spectators on both humans’ and
animals’ speech organs. The parallel that is
being drawn between the two species is no-
ticed in all individual pieces as a clear meta-
phor, but also as a personal stance. Contract-
ed clogged and broken throat, bloody and
cleared esophagus, whether by a deer, pig,
cow or human, here represent a parameter
of oppression and depravation of personal
freedom to express and develop one's iden-
tity in a healthy way.



JIMIIaBamka JIMUHe CJI0000e Na ce UOEeHTUTET
TIOKa)Ke M Ha 3[paB HAauKH pas3BHje.

dacuMHaAHTHA je IpenaHocT MeTadopa-
Ma. Y BpeMeHy Kaja ce hyTame 3aKcTa cMa-
Tpa 371aTOM, ayTOpKa IIOYHBE UCTPaKUBama
Ol COIICTBEHOT CTaka yhyTaHOCTH, IIPBEH-
CTBEHO Ka0 MHTEPHOT OYHTA, alll U OJUKTH-
paHor hyTtama y cucTeMy KOjH He yMe Jia CIIy-
ma. CMaTpa ce [ia je CBaKu r'OBOP YBEK I'OBOP
IIPOTHB MONHUX, [1a Cce jaBHa KpUTHUKaA IIpeT-
BOpHJIa Y HY>XHO 3JI0, Ia KOHCTPYKTHUBHHU Ca-
BET CODOM HOCH UCTY KOJIUUUHY 3718 KOJIUKO
u nodpa. Koxg PagomuheBe cTrora youaBamo
CHCTeMe OHeCII0CcodbaBatha FOBOPHOT arapa-
Ta KoJI jelHOT >XUBOT drha Kako du ce yripaBo
Yy TUIIMHY IIPOHAIIIA0 allCOIyTHHU MU KOjH je
HaCHJIHO HHIYKOBaH H, Kao TaKaB, KOMIUJIET-
HO BEIITAUKU U JIaKO 0DOPHUB.

MHup cTeueH HacCHU/bEM je YHCTO HacCHIbe
caMo 110 cedu, be3 0d3upa KOjH je HeroB pe-
3ynTar. FbeHM LpTeXH CyOnmuMHUpajy jake
KOHTpacTe ol KOjUX Cce, Kao HajyIedyaT/bHt-
BHjH, H3[1Baja OOHOC KPXKOCTH Tesla KOjH ce
Ha LIPTeXy cjlaMa y OOHOCY Ha cHary dosna
KOjH U3 TOT Tejia U3J1asH.

H3BeneHM mpuMapHUM dojama y OOHO-
Cy LIpHO-LIpBEHO, I'Ie je IIJpHa yBeK MeKH
rpaduT BeoMa opraHcKe U TOIIJIE CTPYKTY-
pe, a IpBeHa BOILITAHH aKBapesl y OJIOBLIH
KOjH je IIo IpUPOOH XJlafaH U IIJIaCTHU4YaH,

What fascinates most is dedication to
metaphors. In the time when silence is con-
sidered gold for real, the author commenc-
es her explorations from her own state of
being silent primarily as an internal rebel-
lion, but also as a dictated silence in the sys-
tem that doesn't possess the ability to listen.
It is considered that each kind of speech is
a speech against the powerful ones, that the
public criticism has converted into a neces-
sary evil, that a constructive advice bears in
itself both evil and good. Thus, we notice sys-
tems of disabling the speech apparatus of a
living being in order to find an absolute peace
in the very silence that was violently induced
and as such completely artificial and easy to
disturb.

The peace that was gained by violence is
a pure violence in itself no matter the results
it had achieved. Her drawings sublime firm
contrasts among which the most noticeable
one that singles out is the relation between
fragility of the body that bands in the draw-
ing and the power of pain that emerges from
the body.

Done in primary colours in ration back-
red, where black is always a soft carbon of a
pretty organic and warm structure and red is
a waxen aquarelle in pencil that is in its na-

ture cold and plastic, a compositional sketch

Pa3BHjeHH CY KOMITO3UIIHOHM OOPUCH TEPMH-
Ha hyrama, npehyTkuBama, yhyTKkuBama 1
THIIIKHEe, YUMe Ce ITIoCMaTpa jeflaH yTUIIaH!
MHTEPHHU CBET HacIIpaM OKOJIHOT ¥ PeasTHOoT,
M3y3eTHO dyuHOr U decrioTpedHor. OBU KO-
Manu ,Jjiaku” cy y cBojoj Hajsehoj BpenHOCTH
Ila ¥ Do IpHKaXKy Kao jien ocehaj camo kaga
CXBaTHMO KOJIMKO je KOMIIJIEKCHO ¥ MpadyHO
LIeJIOKYIIHO OKPYXKeme Y KojeM ce Hala3suMo
cBakogHeBHO. [lybrHa OBHX paZoBa IIOYHBa
Ha BUXOBOj jacHohu y je3uxy odbpahama mmyd-
JINIIY U He yMambyje ce BpeMeHOM KaKo KOMa-
IOH HacTajy jep cy IPpHU30pH CBE THUIIH KaKo
dyKa M OIIacCHOCT OKO BHX pacTe.
JKuBOTHBBCKA Tesla YV MOTIIYHO JexXyma-
HH30BaHOM, pacliapyaHOM M IOTOBO XH-
PYPUIKH CEeLIMPAaHOM IIOCTYIIKY 3a ayTOpKY
Cy je3MUKH elleMeHTH HapaTHBa KOjH TeJIO KO-
PHCTH Kao asnaT 3a [IpeAcTaBy yIIpaBoO OHO-
ra IITa pagyuMo jeIHH OpyTrHuMa, Kao U KaKBe
rocsiefHlIle CTBapajy JOMHHAHTHU IIPOLIeCH
Y OKBHPY BpCTe KO0joj ¥ caMu ITpunagamo. Of
Tora Ja II0CTOjH jacHO nedHHMCaHa CTPYKTY-
pa MpXXEe IIpeMa BPCTH [0 eKCIUIoaTalltje
Kao TaKBe 3a [10Tpede pasmuuUTHX OPYIITBe-
HUX Iopenaka, CumoHuga Pagowmuh Bemto
BOIM KPO3 COIICTBEHM HapaTHUB 0e3 IIo-
MUBaba IUPeKTHUX noralaja U3 IpoIIoc-
TH ¥ CaZlallllbOCTH, HEYIIUTHO ce daBehu ak-
TyeJTHUM HUCTOPHjCKHUM TPEHYTKOM. AyTOpKa,

of the terms silence, keeping quiet, gaging,
hushing were developed for observing a
speechless internal world that stands in op-
position to surrounding and real, quite noisy
and unnecessary. These pieces are “easy”
in their greatest value to represent pain as
even nice feeling only when it is understood
how complex and dark the whole environ-
ment in which we dwell daily is. The deep-
ness of these works emerges from clarity in
their communicative language that isn't be-
ing reduced over time as the pieces are be-
ing created because the scenes are becoming
quieter and quieter as the sound and danger
around them are increasing.

Animal bodies that are completely de-
humanized, mutilated and dissected with
almost surgical precision are for the artist
linguistic elements of the narrative which
uses the body as a tool to present what we
are doing to each other as well as what con-
sequences are produced by dominant pro-
cesses in the realm of the species that we be-
long to. Starting from the point that there is
a clearly defined structure of hatred towards
the species to exploitation as such for neces-
sities of different social orders, Simonida
Ratonji¢ leads us skillfully through her own
narrative without talking directly neither
about past nor present events, but without



Kao ¥ MHOTe IbeHe Kojiere, COIICTBEHU eMO-
THBHH CBET KOjH jecTe IIof yTHIlajeM eMHU-
TOBama ITI00aIHOT y>Kaca Ha CBUM IIoJbHMa
palna, )XHMBOTa U [eJI0Bamwa, OBAe Haje y Opy-
rOM KOHTEKCTY, Ca HIIejoM [1a, aKO He YMEMO
Ila IIpeIl03HaMO COIICTBEHO CTpafamke, MOXKe-
Mo dap ma rpernosHaMmo Tyhe.

Koz Bajapckux pazmoBa BaXxHa je ©HDOD-
Mall¥ja [a IpeBacxXxOoOHO F'OBOPHMO O ayTo-
pHMa KOjH Cy XXUBENU U paluilu y BpeMeHy
KOje je UMaJIo jaCHHjHU OOHOC IIpeMa KyJITy-
pu cehama. MoryhHOCT OTKyIIHE U aKBHU3H-
IIMOHe HadaBKe yBesa je panoBe Muopgpara
JKuskosurha, Haupopa I'muna u Bune Jouuh
y 30UpKY YMETHUUKUX Jlefia.

LlenmoKyIIHM YMETHHYKH oITyC Bune Jormh
odjarmeH je ¥ IocMaTpaH Kpo3 JINYHA UCKY-
CTBa ayTOpKe IIpeXXUBIbeHa ¥ DOpOH 1 duBameM
y AyIIBHIly, HajO3JIOITIallIeHH]eM JIOTOPY CMP-
TH ToKoM [Ipyror cBeTcKor para. OKapaKTepH-
caHa Kao ,JIoropcka ¢purypauyja’, meHa gerna
cy jacHa ¥ rpyda CBeIOYaHCTBA ITaTHhe IIUBUJI-
HHUX )XpTaBa IIpe[] y>KacuMa parta. CKynmnrypa
Aytlioliopilipeiti aMOIIeMaTCKH je pall ayTopKe,
ca MKOHOKJIACTUYHUM OedHUHUITHjaMa I10PT-
peTa KojH je jeUHCTBEH y PYKOIIHCY U ayTop-
CKOM Ileuary. CKyJINTypH IUIaHCKH He[JOCTaje
IIOCTaMeHT, IIITO joII BHIIle 3acTpalryjyhom

any doubt, dealing with contemporary his-
torical moment. The author, as many other
artists, presents her own emotional world in-
fluenced by emission of the global horror in
every field of work, life and activity in anoth-
er context with an idea to at least recognise
the suffering of the others if we are unable to
recognise our own.

The important information when speak-
ing about sculptures is that their authors
lived and worked in a period that had a clear
stand towards remembrance culture. The
ability of redeem and acquisition processes
enabled the works of Miodrag Zivkovié, Nan-
dor Glid and Vida Joci¢ to become a part of
the Art Collection.

The complete artistic opus of Vida Jocié
is explained and examined through her per-
sonal lived experiences in the combat and
in Auschwitz, that most notorious extermi-
nation camp during the Second World War.
Characterised as “camp figuration’, her art-
works are clear and rough testimonies of ci-
vilian sufferings ahead of the horrors of the
war. Sculpture called “Self-portrait” is her
emblematic work with iconoclastic defini-
tions of a portrait that is unique in its hand-
writing and author’s seal. The sculpture is in-
tentionally left without a base, which makes

KPBABA BAJKA

Hanpop Mmwua (1924-1997)
MECUHT 1 BOCaK

55 x 65 x 24 yeHTUMeTapa
1975 -1976. roovHa

BLOODY FAIRYTALE
Nandor Glid (1924-1997)

brass and bee’s wax

55 x 65 x 24 centimeters
1975 -1976. roguHa



YMHHI MEMOPHjaTH3alIH]y XXeHCKOT Tefla y parTy,
HIaTEOM U CTpaZlarkeM OITHCaHy Kpo3 perbeHH
TIOBPIIKHCKH ¢110j. Ocehaju criuBatha, ToIUbekha
U JIOMJbea Koje OBa CKyJIITpa IIpeJUMeH3H-
OHHpaHe IJIaBe N HeIIpHPOOHO TaHKOT Bpa-
Ta HOCH ca codoM, T1apasiesia Cy ca BpaToBUMa
U3ITIaTHENTNX, U3MyYeHUX U Ha pydy XXUBOTA
OCTaBJbEHHX LJUBHJIA Y KOHLIEHTPALIMOHUM H
JIoropuMa CMpPTH Ltupom EBporie y pa3nodrey
Ipyror cBeTcKor para.

Haupop I'mupn cBoja cKymnIITopcka gerna
M3BOOHU Kpo3 cumdonuuHo rpaheme maca
pPa3IMYUTHX BOITyMeHa, IIocedHOo Harmala-
Bajyhu HeraTUBHHU IIPOCTOP CKYIIIIType, YUUMe
ce dopmMHpa OITHA OKO OHOTa IITO OKO IIpe-
TI03Haje Kao QUTYpPY: jefHa OIITHYKa UITy3Hja
HeMoT'yhHOCTH [a ce HaIlyCTH 3allpTaHa I'pa-
HHUIIA, HeMoh YoBeKa 1a ce OCJIOO0IU UIIH OT-
prHe ol cMpTH. CBe BeroBe CKYJIIType Koje
ce Hasase y 30upIlIM HacTase Cy y BpeMeH-
CKH DJIIMCKOM IIEPHONY, KOHTUHYHPAHO H,
HaKo Hausrie[ pasyheHe y MOTHBHMA Koje
UnycTpyjy (;1orop, jama, KOIHila ca jelleBu-
Ma, UTH.), OHe MaHUDeCTYjy OCHOBHH ayTO-
POB HMIIYJIC YIIPABO HAIIOHOM 3I'yCHYTe Mace
Y KOHTpacTy ca MehyIIpocToprumMa KOjU Cy He-
rIle peaJIn30BaHH KaO MHKPOCBET, a Herle Cy
caMmo IIpa3HHHa cama 3a cede.

Konm I'mupga uuTamo jeqHO Opyraduje
Bpeme y OOHOCY Ha CBe IIITO CMO HKaga [oo

it even scarier, with the aim to memorialse a
female body in war that is described by suf-
fering and perishing through a relief upper
surface. The sensations of confluence, melt-
ing and breaking that this sculpture of over-
sized head and unnaturally thin neck brings
in itself are parallel with the necks of starved,
tortured and almost dead civilians in concen-
tration and extermination camps in Europe
during the Second World War.

Nandor Glid produces his sculptures
through symbolical layering of the masses
of different volumes emphasising especial-
ly the negative space of the sculpture thus
creating a shell around what is recognisable
as a figure: an optical illusion of inability to
leave a given boarder, inability of a man to
free himself or get out of death’s grip. All of
his sculptures that are in the Collection were
made continuously in relatively same period
and even though they might seem apparent-
ly various in motif that they illustrate (con-
centration camp, pit, cart with corpses, etc.),
they manifest the main artist's impulse built
by the tension of dense mass in contrast to in-
terspaces which are somewhere manifested
as micro world and on other places as holes
for themselves.

In Glid's artistic expression we read di-
verse types of effervescence in comparison

cazia BUIEH y II0CIIepaTHOj CKYITYPH — KIbY-
yajiu MEMe3HC JlellleBa 0e3 MKaKBHUX HUeH-
TUTETCKUX O3HaKa, 0e3 JIulla, ouHujy, des mp-
cTHjy, 3yda, de3 muera mToO O yKa3aso Ko Cy
CcTpagarny, Kako ce 30By MpPTBHU. A CTpanao je
CPIICKH HapO[I.

OBO KOJIEKTHBHO CIIUBake ¥ CMPTH, CTa-
Iame y jenaH odiuK, QUKCHU 1 HEIIOMEPJBUB,
CBE[IOYM O YHUBEP3aJIHOCTH UCTOPHjCKOT MO-
MeHTa. Komuilia ca nemeBuMa He IO3HAjy
uMeHa. JaMe He BHIe HallHjy, je3uk... Cee
Cy TO CTpafasiu ¥ HaCHJIHO ONY3eTH XXUBOTH
KOjH HaM ce BHIIle HUKaaa Hehe BpaTHUTH.

Haxo y cBom popMaTy ofnHBama OBU MO-
nenu oyoyhux crmoMeHUKa, IIOITyT CKUIIE 3a
MatilixayseH 1, HUCY IIpeTepaHo BEeJIUKY, HUTH
je cTynuja 3a BUX MeraJIoOMaHCKHUX pa3me-
pa, OOJIMBEHU Yy OPOH3U OBU ayTOPOBH IIpe-
Celly CTBApHOCTH OJIjeKyjy CTPaXOTOM IIpH-
Kasa ¥ yBeprpuBOIIhy JoKyMeHTapHe rpahe
xojy je Moryhe Hahu y apXuBCKUM 30MpKama
u boHgoBHMa Mys3eja )xpTaBa reHonua. Je-
[aH IIoIVIe]ll Ha IoKyMeHTapHe ¢oTorpaduje
IIpedUNIOBAUKUX jaMa IIpecINKaHHU je IIpH-
Ka3 ymameHe Jame Haupopa IyMna y sHat-
HO Mamwoj JUMEH3H]jH, a/li HUIIITa Make 3a-
crpatryjyhoj u omoMumyjyhoj peanusaiuju.

Kop I'mupa je Hemoryhe neTeKToBaTH KOjU
je meTass y OBUM paZloBUMa yIIeUaT/bUBHjH. [la
JIU je TO UMEeHHUIIa Ja Cy U3BOpHO paheHu Kao

to what we will have ever seen in the post-
war sculpture - the boiling mimesis of corps-
es without any identity marks, without fac-
es, eyes, fingers, teeth, without anything that
would indicate who the perished were, what
the names of the dead were. And the per-
ished ones are Serbian people.

This collective melting into death, merg-
ing in one fixed and static shape, testifies
about the universality of historical moment.
The carts with the corpses don't know the
names. The pits don't see nation, language...
All these are perished and violently taken
lives that are never going to come back again.

Even though these models of the future
monuments, such as a sketch for Mauthaus-
en 1, are not too big in this imprints format,
neither is the study of them of megalomanic
proportions, when moulded in bronze these
author’s intersections of reality resonate with
the horror of the display and cogency of the
documentary material that is possible to find
in archival collections and funds in the Gen-
ocide Victims Museum. One view on docu-
mentary photographs of the pits in Prebilov-
ciis a copied presentation of minimized “Pit"
by Nandor Glid in far too smaller size but in
nothing less horrific and warning realisation.

It is impossible to identify which detail
about these works by Nandor Glid is more



CKHIIEe Y BOCKY, IIPO3HPHOM M MEKAHOM, JIaKO
PacTOIUBMBOM Ha NOOUP ayTOPOBE PYKe, KC-
THM BOCKOM O], KOjeT ce IIpaBe cBehe koje na-
JIMMO Ha TpodJby 3a IIPpEMUHYIIE WIU HBUXOBO
IIpeBohere y OpOH3Y, MeTaII KOjH O[13Bara U ca
CcOOOM HOCH €X0 Ka0 KaKBO 3JI0CITyTHO ceharse
KOje, jeMHOM Kafla ce 4yje, BHUIIIe He MOXKe Ja
ce 3adopaBu? Oda marepujana y GyHKIIHU Cy
TeMe Koja Ce y OBHM CKyJIIITypamMa odpahyije.
CajenHe cTpaHe, Ty je OyXOBHHU X PEJIUTHO3HHU
IIITHUT, HaZla 1a ce y CMPTH, Kao 1 Y YKHUBOTY, CBE
Mema U IIpeBaswiIasy, 1a MoXXe OUTH dorbe U
Ila MoXxe fia mohe o ocnodohemna oK, ca Opy-
re CTpaHe, youaBaMo YBPCTH MeTasl Kao KaKaB
OpY>XaHH MHCTPYMEHT BEUHOT IIOJCETHHKA
Ila Cy Ce BEJIMKe Tparenquje JOTOMUIIE U 1a OHO
IIITO je jeqHOM M3rydrbeHO HUKana Hehe dutu
HaJOMEIITEHO.

CBU ayTOpH Cy COIICTBEHUM JOIIPHHOCOM
Ha pervoHaHoj u Mel)yHapoOHOj ClleHH y
IIPETXONHUX ceJaMeceTaK rofHuHa CBOM Ha-
pony Haiu BHIIE Of] OHOra IITO Ce Of jeIHOT
YMEeTHHKa U MOXXe odeKuBaTu. OBH CBOjeBp-
CHU BH3yeJTHH BOOHUYH OIICTaHKa IIOLCETHH-
II¥ Cy Ha BpeMeHa Koje CMO jefiBa IIpeXXHBe-
JIH, DaTyMe, MeCTa, CIIOHE U Tparenuje Koje
He MOTy duTu odpucaHe U3 KOJIEKTHBHOT
cehama YUTaABOT CPIICKOT Hapona. ¥ CBOM
jacHOM MM Mame jacHOM IpodUINCaHOM

striking. Is it a fact that they were initially
done as sketches in translucent and soft wax
that melts easily by touch of the author’s
hand, the same wax that the death candles
are made of, or their transformation into
bronze, a metal that resonates and bears
echo as an ominous memory that, when
once heard, cannot be forgotten? Both ma-
terials are in service of the theme that is be-
ing treated in these sculptures. On one hand,
there is a spiritual and religious shield, hope
that everything changes and is overcame in
death, as well as in life, while, on the other
hand, there is a firm metal as a weapon of
the everlasting reminder that great tragedies
had happened and what is once lost is never
to be replaced anymore.

All of the authors gave to their people
much more than it is to be expected from an
artist with their own contribution on the re-
gional and international scene during the last
seventy years. These unique visual guide-
books of survival represent reminders of a
time that we had barely survived, of dates,
places, links and tragedies that cannot be de-
leted from collective memory of the whole
Serbian people. In their clear, or less clear pro-
filed speech, interpretated or not, they are the
witnesses of inner state of the artistic commu-
nity inside our society that has always been

TOBOpPY, TYMadeHH! HUJIX He, OHU Cy CBEIOOIIH
VHYTpallBHUX CTaka YMeTHHUKEe 3ajeJHULle
YHyTap Halller OpPYIITBA Koja ce yBeK CMa-
Tpa HajoCeT/bUBUjOM Ha CIIOJbHE yTHllaje U
Kao TakBa Ce Heryje yIIpaBo IIOIIyT HeKe Bp-
CTe JBYIICKOT IIeTeKTOopa 3a IIpodIeMcKa Mec-
Ta IIPOLIJIOT, cajallmer u dynyher BpemMeHa.

OHO LITO CBH pafOBH aKTYyeJIN3Yjy je IIpo-
IIIJIO BpeMe Kao OCHOBA paja, IIPBU Kalluiap
Y MHOUITBY MHOTHX KOjH Y IaTOM MOMEHTY
ofroBapa CBOM OYIUIHMKATY y caZallllbeM Bpe-
MeHy Ha KojeM Cy ce caMme 3aTekjie. Ta crio-
CODHOCT [1a Ce IIPOIIIOCT carnena Kao JINHUja
BpeMeHa npenyHa dynyhux gmorahaja mo-
TBpIyje XUIoTe3e 1 TeopHje O IUKIMYHOCTH
ucropuorpadCckux eeMeHarTa, O TOMe KakKo
Ce HUIITA, 3aIIpaBo, He Mewa, Beh ce caMo 11o-
HaBJba, pymu u odHasma. Kaga To dyme 3auc-
Ta cxBaheHO U y IIpaKCHu IIpUMEREHO Yy Je-
JIOBaBy Ha OIIIITEM IUIaHy, MOXa Ce IIpe[,
HaMa 3aucCTa II0jaBH HOBa HEM3BECHHU]a, alu
TIOTeHLIMjaIHO Jlemnina dynyhHoCT.

AyTopu Ipey3umajy Ha cede yJiory ce-
IOKa U CyTepHIly APYILITBEeHe IIpodiieMe Koju
Cy Yy BEUHOM TpaH3uTy. OHHU ITyTyjy KpO3 eIo-
Xe IIpeHOIIIeHH Kao ToBap TpaHCreHepallyjc-
KoT Hacreha, ynHehM To IOTIIYHO CaBeCHO U
IIpenaHo, TOTOBO PETUTMO3HUM IIOCTYIIIIMMA.
CBHU TO GOPMYIIHITY ¥ CBOM pany, CBaKo 3a
cede HcIIoCTaBpajynNy YHUKATHY MeXaHHU3aM

regarded as the most sensitive to the external
influences and as such has been cherished as
a kind of a human detector for the problem-
atic spots of the past, present and future time.

What all of these artworks actualise is
the past as a fundamental base of their work,
the first capillary in a multitude of many
that corresponds to their own duplicate on
which they found themselves in the present
time. The capability to overview the past as
a timeline dense with the future events con-
firms the hypotheses and theories of the cy-
clic nature of historiographic elements, of
how nothing changes but only repeats, de-
constructs and reconstructs. When this is un-
derstood and applied in reality to actions in
general, we might achieve a new uncertain,
but potentially nicer future.

The authors take roles of witnesses and
suggest social problems that are in perma-
nent transition. They travel through epochs
transferred as a baggage of transgeneration-
al heritage doing it completely consciously
and devotedly, almost religiously. It is for-
mulated in their work while each of them ex-
presses their own mechanism of defense and
survival within a repressive system which
oppresses them, too.

Bursa¢ goes directly to the battle field
and fights for historical ideals, Maksimovié¢



MAYTXAY3EH 1

Hanpop Mwua (1924-1997)
nMBeHa 6poH3a

75 % 28 x 5 ueHTUMeTapa
2023. rogouHa

MAUTHAUSEN 1
Nandor Glid (1924-1997)
bronze

75 x 28 x 5 centimeters
2023




dpamema 1 OIICTaHKa YHYTap pelpecHBHOT
cHcTeMa KOjH UX ¥ caMe IIPUTHCKA.

BypcaheBa 13na3u Ha TepeH U 00pH ce Ha
JIMITY MeCTa 3a UCTOpPHjCKe umeane, MaKcHu-
moBurh KosaueBuh cydnumurpa UCKyCTBa €M-
IIaTHje y OIHOCY Ha Pas3jInuUTe KyJIType Gop-
MHUPajyhu anconmyTHCTHYKHU IIPOCTOP 3a CBe
y IOKYIIajy Aa yKake Ha GopMyIiape IIpeBa-
3WIaXKema TpayMe, JoK Pamowuhesa roro-
BO LIMHUYHO KOMeHTapHIlle 3aTeYeHO CTambe
Hapo[ia Kpo3 BeroB (POIKIIOp Y KOMOUHAIIHjH
ca CpenCTBMMa MaHUIIyallkje ¥ OUKTATYpe
IBalleceT ¥ IIPBOT BeKa...

Ba’KHO je HarMTacCUTH U TO [la CBH OHH II0-
J1a3e U3 CoIICTBeHOr ocehaja HeMupa, Hecra-
rama u ocehaja onbaueHocTH Koju ce Koz
cBaKora jaBjba OHIA Kaza je CYKoOJbeH ca Be-
JIMKUM HellpaBAaMa Ha JIMYHOM HIIH YHH-
BEP3aJIHOM HHUBOY.

Haxko HujemaH on ayTopa odyxBahen
3dupxoM 3aucTa HHje ,,ondaveH”, OCUM MOXX-
na Bupe Jouuh, yopaso Taj ocehaj nonasu
U3 IIocMaTpamba CcBeTa KOju HellpaBOy KO-
PUCTH Kao asnart 3apall CTHIlamka MONM Hapn
HIoT/IayeHuMa.

Kpos 30upky ce, daur 3dor Tora, u Tpeda
Ip>XaTH YHUBEP3aJIHOCTH jep, Ma KOJIUKO Aa
cy Heku norahaju mepruoau30oBaHH, JIOKaIHu30-
BaHH U OITMCAHY, OHU HUKAa HUCY YCaMbeHa

Kovacevi¢ sublimes experiences of empa-
thy in relation to different cultures form-
ing an absolutistic space for everyone in
an attempt to direct to the forms for work-
ing-through trauma while Radonji¢ almost
cynically comments the state of affairs in the
people through its folklore in combination
with tools of manipulation and dictation of
the XXI century.

It is important to emphasise that all of
them start from their own feeling of anxiety,
disagreement and rejection that is manifest-
ed when they are confronted with great in-
justices on both personal and universal level.

Although none of the artists who com-
prise the Collection are “rejected”, except for
Vida Jocié, it is exactly that feeling that rises
when we observe the world which uses injus-
tice as a tool for gaining power upon the en-
slaved ones.

It is necessary to stick to universalities
through the Collection for that same rea-
son because no matter some events are peri-
odised, local and described, they are never
lonely unites in only one line of historical or
artistic duration. Almost as a rule, they are
parts of a broader picture of circumstance
and inhumanity that overtakes and closes
the door of human's freedom treating him as
an object without spirit, intellect and abilities.

jemuHHIIA Y CaMO jeJHOj IMHH]H HCTOPH]CKOT
Tpajamka ¥ yMeTHOCTH. OHH Cy, Kao IIO IIpa-
BHUITY, €0 IIMpe CIIMKE CIIJIeTa OIIacHOCTH U
HEUOBEUHOCTHU Koja 0dy3uma U 3aTBapa Bpa-
Ta c110d0ie YoBeKa TpeTupajyhu ra Kao cTeap
be3 comcTBeHOr NyxXa, MHTeJIeKTa U CII0CO0-
HocTH. OBO HeTrupamwe He MOXXe OUTH Halluo-
HaHOo onpeheHo, HUTH IIPUITHCAHO jeIHO]
€IIOXH y LIeJIOKYITHO] UCTOpHjHu cBeTa. OHO He
MOXKe OHTH yBe3aHO caMoO y jeIHYy Kopeyalujy
dynyhHOCTH jep Tpaje TOTOBO YBeEK, KaKo KPo3
Hale cehame, TaKo U Y pealTHOCTH. Ty ce yII-
PaBo KpO3 YMETHOCT YIIKpe IIPCTOM Y CBEBpe-
MeHe OIIaCHOCTH Y OHHM CJly4ajeBHUMa Kaza
Ce UCTOpHja He IOILITYyje U KaJla ce IoAjenHa-
Ke T'pellke, IPUBUOHO MacKUpaHe Y HeIITO
HaWsIIeq HOBO, CAMO IIPEIINIITY.
HeomnxopnHuocT oBakBe 30MpKe Hajlasu
Ce ¥ y BeHO] IUBEP3HUBHOCTH KOja YKIby4dyje
cBe Moryhe MeTole pa3yMeBama I1ojMa KyJl-
Type cehama Kako ce oH, caM ITo cedy, He du
3aTBOPHO Y CaMoO jedHO Hadeslo, jeAHY OIl-
1I¥jy, @ HU ¥ jeOHY UHCTUTYLIH]Y. YKOIHKO
ce 3dupka mpodunuile Kao JUBEP3UBHU
IIPOCTOP OTBOPEH 3a KOHCTAHTHE pa3/InyH-
Te IOIIyHe MMa)XJbUBO U CHCTEeMAaTHYHO IIfla-
HUpaHe, paclosarald dMCMO My3€0JIOIIKOM
pedepeHIIOM KOja IIOYMBa Ha IIOCMaTpamy
HauMHa Ha KOjU ce YMETHHUIIH, ajlu U Opy-
THU CTpy4Ballyd Yy CBOjUM OdacTumMa, ogHoce

This negation cannot be neither nationally
determined nor stuck to a certain epoch in
the whole history of the world. It cannot be
imported in only one correlation to the fu-
ture because it almost always lasts through
our memory and reality. Artis thus the space
from where it is to be pointed to dangers of
all times in those cases when history is dis-
respected and when the same mistakes, ap-
parently masked in something new, are only
rewritten.

The necessity of this Collection lies in its
diversity that includes all the possible meth-
ods of understanding of the tern remem-
brance culture so as it wouldn't have enclosed
in only one principle, one option or one insti-
tution. If we profile the Collection as a diverse
space constantly open for different supplies
that are planned carefully and systematical-
ly, we would have at our disposal a museum
reference that is based on observing of the
ways in which the artists, but also other ex-
perts in their fields as well, behave towards
named historical and other social occurrenc-
es and processes.

It would be the space for the future con-
siderations of the very essence and impor-
tance of experimental and functional system
of the Collection within the Museum which
would become an institution for education



IIpeMa HaBeJeHUM HCTOPH|CKUM U OPYTUM
IPYILITBEHUM II0jaBaMa U Impoliecuma. To du
d1o mpocTop y OKBUPY Kojer du ce, y dynyh-
HOCTH, pa3MaTparia CyILITHHA 1 BaXXHOCT eKC-
IIEpHMEHTAJIHOT ¥ QYHKITMOHAJITHOT CUCTEMA
YHyTap My3ejcKe MHCTUTYIIH]e ¥, OCUM IITO
du dMO KOHCTAHTHO OOCTYIIaH KPO3 CTajl-
He IIOCTaBKe U pellpe3eHTaTUBHE H3JI0XKOe,
OH 0u HajBehu 3Hauaj ©UMao y 0dpas3oBawy u
ceH3udMnIU3auuju oynyhux reHepaliyja.
HeroBame 0BUX IpHUHIIMIIA HE3aBHUCHOCTH
duro Koje My3ejcke 30MpKe Koja CalpyKHU pejie-
BaHTHa YMETHHYKA OCTBaperkha CaBPeMEHOT CT-
BapaJIallTBa jecTe HUCTO IIITO M HETOBAE 11eJI10-
KyIIHe DalllTHHE ¥ TpaJgullvje y MaJIoM.
ITporpamMcku ¥ QYyHKIIMOHATHO CHCTEM-
CKH IpUKYyIUbaHa r'pabha 3a oBy 30MpKy MoO-
r71a du ma Oyme 3HAuajaH CBETHMOHUK Yy Ha-
Mepama [a ce 0djacHH, pacBETIIH U pasyMe
YMETHOCT IToHedsba UHje paZioBe IIoXpamyje.
3aBHCHO O[] IIepuoa ¥ KOHTEKCTa, CTPYKTY-
paJIHO ¥ MOTHBCKH, OBa MYy3€jCcKa jeIUHUIIa
duna du modap moxcTHIlaj 3a pasMaTpame ca-
MOT YMETHHYUKOT Jlefia y Kopesaliiju ca IIpo-
LIIJTUM, aKTyelTHuM U dynyhum norahajuma.
3dmpka yMeTHHUKHUX Aeria Myseja xpra-
Ba I'eHOLIMIa CTOTa IIpeICTaBsba IIPOCTOP pe-
(rekcuje mpolne U aKTyelHe HCTOPHjCKe,
IpYIITBEHE, IOJIUTHYKE, UIEHTUTETCKE U CBa-
Ke Ipyre ClieHe ca CBUM CBOjUM eJIEMEHTHMA

and sensibilization of the future generations
through permanent exhibitions and repre-
sentative displays making thus the Collection
permanently available for the public.

To cherish these principles of independ-
ence within any museum's collection that is
comprised of relevant pieces of contempo-
rary creative work is the same as to cherish
the whole heritage and tradition in small.

Materials that are being supplied system-
atically and functionally as programmed for
this Collection, could be an important bea-
con for intentional explaining, revealing and
understanding of the art of the region whose
works are being kept in it. Depending on the
period and context, structurally and in motifs,
this museum unit would be a positive impulse
for considering a very work of art in correla-
tion with the past, present and future events.

Genocide Victims Museum Art Collection
with all its elements thus represents a space
of reflection of the past and the current his-
torical, social, political, identity and any other
scene where the state of nation is visible in a
direct way as well as influences of social, ide-
ological and political systems on the art and
its development.

The Collection has recently become a
significant place of gathering, thinking and
acting. The materials that it consists of are

Yy KOjuMa ce IUPeKTHO BUOH CTake OPYILITBA,
YTHUILIQjU OPYUITBEHUX, UAEOJIOMIKUX H II0-
JIMTHYKHX CHCTeMa Ha YMETHOCT U Ha BeH
pasgoj.

30upka je y IpeTXooHOM pa3nodiry II0-
cTasla 3Ha4ajHO MEeCTO OKYIl/bamka, IIPOMHUIII-
Jbama U JOesioBama. I'paha campixaHa y BOj
jecTe HEIIPOMEHIBUBU U HE3200HMITa3HH II0Ka-
3aTesb U OffjeK CBAKOT IOje AUHAaYHOT 1 CBeO-
IIIITET CTpajaia YoBeka, dynyhu ga ce ymer-
HMWYKO JeJI0 JOXXHUBJbaBa YUTABUM CIIEKTPOM
YYJTHOCTH IIOCPeNCTBOM CEH3UOMIHCama U
MOTHBHCaBa IIocMaTpayda Jia casHajHy Moh
YMETHOCTH YCBOjH 1 IIpeHece Jasbe.

OBaj IpocTop AYXOBHOT TpaHcdepa Ha
penanuju 36MpKa - ImocMarpad IIpyxa je-
OUHCTBEHY MOTYNHOCT ga ce MCKOPDHCTH
je3MK YMETHOCTH, KOjU He II03Haje TOBOpHEe
je3uKe, Halllje, BpeMe, MeCTO, KyIITypy, pe-
JIUTH]y, TEPUTOPH]jY, KaKo dM ce caMo jeJTHUM
IIOTTIeIOM Y IIoCMaTrpada YTHCHYO CaB y>Kac
cTpazama, a UCTH HaABIagao 3ayBek cauy-
BaHUM cehameM Ha cTpajame HeOY)XXHHUX
JByOM y dopdu 3a HaNTy 3aje THUUKY CJIODO0LY.

op ym Hukona PanocasreeBrh

a stable and an inevitable indicator and re-
flection of any singular and general human’s
suffering being that an artwork is being ex-
perienced with a whole spectrum of senses
by processes of sensibilising and motivating
the spectators to adopt and pass the cognitive
power of the art.

This space of spiritual transfer between
the Collection and the spectator provides a
unique possibility to use the language of art
that doesn't differentiate between spoken
languages, nations, time, space, culture, re-
ligion, territory so as to imprint all the hor-
ror of suffering in the spectator with just one
sight and overcome it with the forever saved
memory that the innocent people perished in
the combat for our mutual freedom.

Nikola Radosavljevi¢, PhD in Arts
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