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Recording and conversion of
real life into a work of art






Ilo y3opy na cnuxy
Hopmpem cmapuuye
- Pembpanm
Modelled on paint-
ing by Rembrandt
Portrait of an old
Woman

Ilo y3opy na cnuxy
JKena ca nenesom
- Mepu Kacam

Modelled on painting
by Mary Cassatt
Lady with a Fan

Y800 Kao onwumu Konmexcm

YI/ICTOPI/IjCKOM pasBojy €BpOIICKE

YMETHOCTM  KOHLIENITM  peaju-
CTUYKOT CIMKapCTBA 3ay3UMa/lu Cy YBeK
HOCeOHO MeCTO, jep Cy HeroBU IIPOTAro-
HJICTY C/I0OOHO M3paXkaBaiy HajBaXKHIje
IPUHIAIIE OBOT CTUJICKOT IIpaBLia He U30C-
TaB/bajyhy HM f1a MCTaKHY AEMOKPATCKY U
XYMaHUCTUYKY IIPUPOAY OBOI CIMKAPCKOT
¢dbenomeHa. YgapaBajyhm ce on poMaHTHU3-
Ma ¥ HEOKJIacUIIM3Ma Ofj KOjUX Cy MHOIO
Hay4YWIM ¥ ITOCTajyhu onosuinyja mIUXoBOM
IPEeTEPAHOM aKaZleMU3My, IITO je€ Hapo-
9UTO OMIO BUI/BMBO y (PAHIYCKOj yMeT-
HOCTM Y [PYrOj IIOJIOBUMHU J[I€BETHAECTOT
BeKa (mefieceTux I IIe3fleCeTUX TOAMHA),

3aTOBOPHUIIM OBOI YMETHUYKOI IIPUCTY-
ma ¥ ipyrauyjer Buhema peasHor KUBOTA,
IpUpOfie U YOBeKa Y 10j, CTIOOOIHO Cy ce ¥
CBOjUM TparamymMa Kao y30pyMa OC/Iambaamn
Ha Jlefla CTapyuX MajcTOpa peHecaHce Koja

Introduction as a general context

In the development of European art,
concepts of realistic painting have
always taken a special place, because its
protagonists are free to express the most
important principles of this stylistic di-
rection and emphasize the democratic
and humanistic nature of this painting
phenomenon. By moving away from ro-
manticism and neoclassicism, which they
learned a lot from, and as becoming the
opposition to their excessive academism,
which was particularly evident in the
French art in the second half of the nine-
teenth century (1850s and 1860s), they
advocate a different vision of real life, na-
ture and a man in it. They are free to find
their role models in the work of old mas-
ters of the Renaissance, which are based
on aesthetic postulates of classical Greek
art. Gustave Courbet can be considered
the most prominent representative of re-
alism. He had an enormous influence on
the followers, not only in France. With
his great talent and individuality, as well




Kpososu y
Hlagapukosoj ynuyu
Roofs in Safarikova
Street

IToone Ha Yenejckom
canaudy

An Afternoon on a
farm in Cenej

Cy TeMe/beHa Ha eCTETCKMM IOCTy/lIaTuMa
K/IaCYHE I'PYKe YMETHOCTU. 3a HajUCTaK-
HYTUjer MpeACcTaBHUKA peann3Ma MOXe ce
cmarparu Tucras Kyp6e, ca HecropauM u
OTPOMHVIM YTHUIIdjeM Ha Clef0eHNKe He
camo y OpaHIIyCKOj, 1 KOjU je CBOjUM BeJu-
KJM Ta/IeHTOM ¥ MHVBY/yaTHOIhy Kao u
CTBapaja4yKyM IPYHIIMIIOM HEOIIXOHOCTY
oOHaB/bama TpaaMIMje, OMOTyhio a maHac
MOXeMoO 0o/be Jla pasyMeMO M CXBaTUMO
UJEjHY U IOETCKY CYIITVHY MOJEPHOT CIIN-
KapcKor mspasa jegHor Manea, Penoapa,
Torena, MaTuca u gpyrux. YHUBEp3amTHOCT
U TPAjHOCT CTBapa/ladyKor IPMHIUIIA HEO-
IIXOTHOCTY OOHaB/bama Tpajulllje, YMHe
OHY TajaHCTBEHY HUT YMETHMYKOT KOHTHY-
UTeTa IITO Ka0 Hy>KHa YC/IOBHOCT oMoryha-
Ba J]a CBAKO BpeMe MMa CBOje peanns3Me Kao
KY/ITYpHO 06eJexje Tor BpeMeHa.

Y cpnckoM cnmMKapcTBy peanusaMm CTy-
Ia Ha CLEeHy Yy TIOC/Ie[ibUM JelleHnjama
NIeBETHAECTOT BeKa 4YMjy KOHLENT M yMeT-
HIYKM TPUCTYIl YHOCEe MUpHOhY U pen y
koMno3nunujy. Cprcko rpahaHcko gpymTBo
jolI yBeK Huje OM/IO CIpeMHO Ja IpuXBa-
TU COLMja/IHy TEMATUKY KOjy je peannsam
HOCIO ca cO60M Kao OCHOBHM VJIejHM U Te-

as the creative principle of the necessity of
restoring the tradition, he made it possible
for us to understand better the ideological
and poetic essence of the modern artis-
tic expression of Manet, Renoir, Gauguin,
Matisse and others. The versatility and
durability of the creative principle of the
necessity of restoring the tradition, make
that mysterious thread of artistic continu-
ity, so that each period has its own realism
as a cultural monument of the time.

In Serbian painting, realism appeared
in the last decades of the nineteenth cen-
tury. Its concept and artistic approach
brought calmness and order to the com-
position. Serbian civil society was still not
ready to accept the social topic which re-
alism had brought as its main conceptual
and thematic expression of real life. There-
fore, religious, historical subjects and

portraits prevailed in Serbian painting.
The most prominent Serbian representa-
tive of that time was Dorde Krstié, while
Paja Jovanovi¢ and Uro$ Predi¢ dominat-
ed in academicism. In symbolic painting,
as a sub-versions of realism and reaction




IToened na Cp6obpan
A Look at Srbobran

MAaTCKU MCKa3 peajiHOT KMBOTA Te Cy y CpII-
CKOM peann3My npeosnabusae pemurmos-
He, ICTOPUjCKe TeMe U IIOPTPeTHO CIMKap-
cTBO. HajucrakHyTuju npeacraBHUK pea-
mm3Ma kox Cp6a Tor BpemeHa 6mo je Hophe
Kpcruh, nox cy y akageMusmy npenmadnimn
ITaja JoBanosuh u Ypour Ilpeguh. ¥V cum-
OONMYKOM CIMKApCTBY, Kao IOfiBapujaH-
TH peajMsMa M peakljyje Ha aKafeMu3sam,
y TeMaTcKoM cMMCIy npeosmahuBamm cy
MUTOJIOIIKM CHMOO/Y, CHOBY M VMMaryHa-
uuja. HajucrakHyTHju npefcTaBHUK CUM-
6omsma y cprickoj ymerHoctu 6uo je Cre-
BaH Ajekcrh. Y KOHTeKCTy KOHCTaTOBaHOT

KOHTMHYNUTeTa OOHaB/bajyhux pasBojHUX
LUK/Tyca y YMETHOCTH, II0jaBa peanusma y
Tpehoj memeHuju ABajieceTor BeKa Ha Ha-
1IeM IIPOCTOPY HE CaMO Jia jeé O3Ha4aBao
HECYMIbMBY MOJ€PHOCT TaKBOj IIPOTpaM-
CKOj TeHfieHIMjU, Beh je mcToBpemeHO, U
HITO je BP/IO 3HaYajHO, yTallaja Halle CI1-

to academicism, mythological symbols,
dreams and imagination prevailed in the
thematic sense.

Stevan Aleksi¢ was the most promi-
nent representative of symbolism in Ser-
bian art. In the context of the identified
continuity of renewing development cy-
cles in art, the appearance of realism in the
third decade of the twentieth century in
our region, did not only mean the moder-
nity of such program, but at the same time,
it meant merging with the current Euro-
pean context. This art tendency, spontane-
ously accepted by our modernists of the

time, indicated a very complex phenom-
enon, whose content was expressed in the
pluralism of all the products of this style.
It was a diverse and widely understood
concept. This tendency of realistic pre-
sentation of reality as a basic perceptual
starting point, meant in its final meaning



Jecen na Typurckom
canauty

Autumn at a Farm
in Turin

IToo6apa noo cHezom

Podbara under Snow
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KapCTBO Y aKTYe/IH! €BPOIICKM YMETHUIKY
KOHTeKCT. OBa IMKOBHA TE€HJIEHIIMja, CITOH-
TaHO INpuxBaheHa OJ HAIINX MOJEPHNCTA
TOT BpEMEHA, O3Ha4YaBaJia j€ BP/IO CIIOXKEHY
10jaBy uMja je cafp>kmMHa Omla m3pakeHa

y IUTypaJu3My CBUX JiepyBaTa OBOT CTH/IA
kao pasybeHor um mmpe cxsaheHor mpo-
rPaMCKOr KOHIIENTa. Y TOM 3HAYeHCKOM
KOHTEKCTY OBa TeHJeHIMja PeaTMCTUIKOT
IpefiCTaB/bamba CTBAPHOCTU KaO OCHOBHOT
NEepUENTUBHOr IONA3NINTa, O3HavaBasla
je Y Kpajihoj U/IejHOj MHCTAHUM Herarujy
peanusMa y BberoBoM TPafiNI[MIOHATTHOM I
KOHBEHIIMOHATHOM 3Hauemy Koje Iofpasy-
MeBa KIaCUYHY OCHOBY. AJN, Taj MapajjoKC
Heraljyje K/TaciyHe OCHOBe Kao (OpMaTHOT
obpacia y mprpaMckoM MaHudecty Mo-
nepHO cxBaheHOr peam3Ma HUKAaKoO HIje
IOfIpasyMeBao 1M HeCTaHaK peann3Ma Kao
KIacu4He popme, Beh HaIpoTNB 0O3HAYABAO
je BUTAIHOCT OBOT MCTOPMjCKOT JIMKOBHOT
KOHI[EIITa, IVPUHY U M3pakajHe MoryhHo-
CTM HErOBOI CTBApaadyKor IpocTopa. Y
OKBMIPY OBOT CTWJICKOT BUIIE3Hayja M CJIO-
Ooze cTBapajaliTBa HUje HApaBHO HECTAO
aBaHTapfy3aM Kao ersycTeHIuja Iapaesn-
HUX HpPOTPaMCKMX TeHJEHIMja, ajyu OHO
IITO je 3Ha4YajHO 3a OBaj Pa3HOBPCHMU acC-
HEeKT ITOCTeKCIIPECUOHNCTUYKOT IIepHOofa,

the negation of realism in its traditional
and conventional sense, which included
classical basis. But this paradox of nega-
tion of classic basics as formal pattern in
the modern concept of realism, did not
imply the disappearance of realism as a
classical form, but on the contrary, meant
the vitality of this historic art concept,
width and expressive possibilities of the
creative space. Within the variety of styles
and freedom of creativity, avant-gardism
did not disappear as a parallel tendency;,
but what is important for this aspect of
the period of post-expressionism, which
originated in the range between the ideal-
ized surreal to the tragic real, under the
common name of “new reality”, is the fact
that some universal values of the realistic
concept were saved, like compositional
harmony, classical purity of expression
and clear content.

In the contemporary theory of art
history, it is clear that in the course of
several millenniums of art, the relation-
ship between the creator, whose status
changed in time, and the work of art



HACTaJIOr y PACIOHY MJeanu30BaHOr HaJ-
PeayHoOT CIKea IO TPArMIHO PEATHOT, MO
YCBOjEHUM 3ajeJHMYKUM Ha3UBOM ,,HOBA
PEasTHOCT", jecTe YMIbeHNIIA f1a CY CauyBaHe
HEKE YHUBEpP3aJHe BPENOCTU peajnMcTuy-
KOT KOHIIEINTA — KOMIIO3MI[IOHA XapMOHMja,
K/acu4Ha ymucToha M3pasa u jacHa KOHKpe-
TU3aLMja cajpiKaja.

in the world surrounding him, has im-
mensely depended on social and political
factors, which meant ideological involve-
ment in the visual language expression .
Thus, the ideological division of the world

Cnukapcku anam
The Painting Tool

Bokan ca sohem
A Jug with Fruit

Y caBpemeHOj Teopuju UCTOpUjE YMET-
HOCTM jacHO je yTBpheHo fia je y BuieMm-

JIEHVJYMCKOM TOKY IIOCTOjatba YMETHUYKIX
IIPaKCU, OQHOC CTBapaola, YMju ce CTaryc
BPEMEHOM MEba0, IIpeMa YMETHUYIKOM JeTy
VI CBETY KOjI I'a je OKPY>KMBAO, YBEIMKO 3a-
BUICMO Of COLVIja/THUX U MOMUTUYKNX (Pak-
TOpa WITO je IOApasyMeBajo WUIEONOIIKY
VHKOPIIOPUPAHOCT y U3PaXKajHOCT JIMKOB-
HOT je3uka. Tako je u mMaeonouka mnopembe-
HOCT CBETA HaKOH [Ipyror cBeTcKor para Ha
VicTok u 3amaj yTunaza Ha CTBaparbe JBa,

after the Second World War in East and
West, contributed to the creation of two
substantially dominant artistic models. In
the East, where our country belongs, there
was the esthetic dogma of “socialistic real-
ism” based on the idea of moral and cre-
ative collectivity, while in the West, there
was abstraction as an ideological esthetic
model of free affirmation of an individual
spirit. The model of socialistic realism re-
affirmed formal principles of the classi-
cal form with its deep ideological basis.
However, both paradigmatic models con-
fronted and permeated in our country’s
art space, opening up the social and cul-
tural conditions for the development of
avant-garde movements until the begin-
ning of the eighties and the appearance of
postmodernism as a European and global
movement in culture. Postmodern art has

11



Baowax
Badnjak (Yule Log)

12

y OCHOBM HOMJMHAHTHA YMETHMYKA MOJe/Ia
- Ha Vcroxky, rae je y cienududnoj ¢op-
MM IpPUIAAa0 M Hall Tafjalllib} JpXKaBHU
pocTop, apupMimcaHa je ecTeTcka JorMa
»COIMja/IICTUYKOT peannsMa“ 3acCHOBaHa
Ha JJIejyl MOPAJTHOT U CTBAapaIadKor KOJIeK-
TUBUTETA, HOK Cy Ha 3alajly ersucTupam
afcTpaKLyja M alCTPaKTHM eKCIIPECHOHM-
3aM Kao VJICOJIOIIKM eCTEeTCKI MOJEI C/IO-
6onHe adupMmalyje VHAVBNUAYATHOT AyXa.
Mopgen conmjaiucTUYKOT peanmsMa pea-
¢dupmucao je HauenHo oppehere popmanne
IOCTYy/IaTe KJIacHMYHOr obpaciua ca gy6oko
yrpahenoM npeonouikom nognorom. Meby-
TUM, 00a MapagWrMaTMyHa MOJeNa KOH-
¢dbpoHTMpasa cy ce ¥ MPOXXMMajla Ha OBOM

been alive to the present day and in the
pluralism of its ideas (neo-expressionism,
neo-informel, neo-classicism, neo-Ba-
roque, neo-conceptualism) has spontane-
ously been created as a completely new
social fact.

Influences and artistic commitment
to realism

This shortened and, in theoretical
sense, reduced observation of historical
aesthetics of realism as an artistic model,
which implies the necessity to redefine
the thematic and historical concepts, was
necessary in order to understand the es-

p— g -




Cxuya 3a cnuky
Jecen

The sketches of the
painting Autumn

Jecen

Autumn

HallleM YMeTHIYKOM IIPOCTOPY OTBapajyhn
OPYLITBEHE U KYITYpHE YC/IOBE 3a HacTa-
HAaK aBaHTapJHMX IIOKPEeTa CBe 10 MOYeTKa
OcaMJIeCEeTVX TOAMHA I IT0jaBe OCTMOJIEP-
HJ3Ma Kao €BPOIICKOT U CBETCKOT IOKpeTa
y Kynrypu. IlocTMoniepHa yMeTHOCT Tpaje
[0 JaHAILbUX JaHa U Y CBOM IUTypanusmy
IPOrpaMcKMX njeja (HEOEeKCIIpeCHOHM3aM,
HeoeHOpMerl, HeOK/IACUIIN3aM, He06apOK,
HEOKOHIIENITya/I1M3aM) HacTajaa je CIIOHTa-
HO 1 ITapajIeIHO Kao IOTIYHO HOBA JAPYLIT-
BEHA YMbCHUILIA.

Ymuuaju u ymemnuuxa
onpedebeHOCH 30 Peanu3am

OBa cyxeHa U y TEOPMjCKOM 3HadYerby
penyuMpaHa oOICepBalyja  MCTOPWjCKOT
Tpajama eCTeTUKE peann3Ma Kao yMETHNY-
KOI' MOfielIa, IofipasyMeBajyhm HeoIxon-
HOCT UCTOPUjCKMX pefeduHNUIMja TeMaT-
CKVX U NPOTPaMCKVX KOHILeNuja, 6mia je
HEOIIXO/[Ha 33 pa3yMeBambe CYyUITHHE YMeT-
HocTy Mutana [IMBHMYKOT Kao jegHOT 00-
VKA ¥ HauMHa peadupMalje OCHOBHMX
nocTynata GOpMaTHOT ¥ TTOETCKOT Kapak-
Tepa KJIacu4He yMeTHocTu. bymyhu Bpro
obpaszoBaH cmmkap, [IuBHUYKOM cy 6mie

sence of Milan Pivnic¢ki’s art, which in a
way, reaffirms the basic postulates of for-
mal and poetic nature of classical art. Be-
ing a highly educated painter, Pivnicki was
aware of the facts of duration and subse-

quent influences of classical art and real-
ism, with all their concepts and ideologi-
cal varieties, and therefore tried to appro-
priate only the best of everything, which
also complied with his talents, creative po-
tentials and understanding of the world of
art. Such a concept of thematic pluralism
in the context of the formal classical aes-
thetic form, did not mean the uniformity
of style, but the diversity of aspects of the
world and the creative approach to real
facts, based on visual problematisation of
visible dimensions of reality. Seen in this
context, we can say that among our living
painters, there is a small number of those
whose work is so unique and complete
and who have changed the painting style
and its thematic, pictorial and program
basis so little, only in strictly conditioned
ways. What Milan Pivnicki is today as an
artist, was established in the early phase
of his artistic beginnings, involving post

13



Cpbopancku kpososu
The Roofs of Srbobran

Cmape Cpbobparicke
Kyhe
Old Houses in Srbobran
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BpJIO IIO3HATE CBE OBE YMIbEHNIIE TPajarba 1
HaKHaJHMX yTUI}aja KTaCUYHEe YMETHOCTHU 1
peannsmMa ca CBUM BUXOBUM IIPOTrPaMCKIAM
U MJI€JHMM BapyjeTeTMa 1 3aT0 je HaCTOjao
fla TIPUCBOjU CaMO OHO Hajbo/be Of cBera
M LITO jeé OATOBApPAajiO0 HErOBOM TAJIEHTY,
CTBapa/jaykoM IOTEHIMjally M CXBaTalby
CBeTa YMeTHOCTHU. TakaB MJ€jHM KOHIIENT
TEMAaTCKOT IUIypaau3Ma, Y eCTETCKOM KOH-
TeKCTy (OPMaTHOT KIaCUMYHOT obpaca,
HIje caM II0 ceOM HUKAaKO IHOJpa3yMeBao
CTUJICKY jefHO3HAYHOCT, Beh pasmmunToct
acIieKkara JOXXMBJbaja CBeTa M CTBapasay-
KOT IIPUCTYIIA peaJIHNM YNIeHNIIAMa, KOju
je 3aCHOBaH Ha JMKOBHOM IIpO0/IeMaTn30-
Balby BUIJbMBUX JIMMEH3Mja CTBAPHOCTIH.
Buben y Tom KoHTekcTy, Moxe ce pehn ma
je Mely HammM )XMBMM CIMKapyuMa He3Ha-
TaH OpOj OHNX YMje YKYITHO [IeTI0 YMHM TaKO
jEIMHCTBEHY U 3a0KPY>KEHY LIe/INHY U KOjU
Cy TakKO Majio, CaMO y CTPOrO yCIOBHUM
HUjaHCaMa, Meaal HauMH CBOT C/IMKamba
U IEerOBY TEMATCKy, NMUKTYPaJHy U IIPO-
rpaMcKy ocHOBY. OHO IITO OH JaHaC jecTe
Kao YMETHMK, Munan IIuBHu4KM je jacHO
HAroBeCTHO joIl y paHOj ¢asy CBOjUX yMeT-
HIYKUX [I0YeTaKa, Koju cy 6mam obenexe-
HI Y IUTypaTHOM IIOCTMOJEPHUCTIYKOM
KOHIIENTY IIOBpaTKa y JIMKOBHY MEMOPUjY
peneduHICaHe peHecaHCHe ecTeTuke. Ta-
KaB ayTOHOMaH IIPOrPaMCKM KOHILENT Ha-
rOBECTHO je ofMax 1o 3aBpueTKy Cpenmbe
ymerHnuke mkosne “borgan llynyTr” y Ho-
BoM Capy, He Memajyhu ra HiI HAKOH HEKO-
JMIKO TOAMHA, KaJja je 3aBpImno AKajgeMujy
NMMKOBHMX YMETHOCTU Y beorpamy u ogmax
IIOTOM IIOCTAUIUIOMCKE CTyAuje Takobe y
beorpapny.

Vimajyhn y Busy oBe ummeHMm1e OIpaB-
JIAaHO ce MO>Ke IOTBPAUTH Jja cajia CIaByU

modernistic concept of returning into
the art memory of Renaissance aesthet-
ics. This autonomous concept was indi-
cated soon after he finished the Secondary
School of Art “Bogdan Suput” in Novi Sad
and he did not change it a few years later,
when he finished the Academy of Art in
Belgrade, or soon after the postgraduate
studies, also in Belgrade. Bearing in mind
these facts, it can be said that he is now
celebrating his thirtieth anniversary of ar-
tistic work. Now, at the age of his creative
maturity, he is far from closing the circle
of his magnum opus and he still lasts in
the ideals of his youthful days. Actually,
we cannot talk about the circled or jag-
ged course of his artistic development, but
the one way and linear one. Therefore, no
matter if we want to write the summary
of his artistic work from the present mo-
ment towards the beginnings or the other
way round, we will be, more or less, in
front of the same picture. Pluralism of the
program concepts of European and world
modernism, which has artistically been
legalized in our country since the begin-
ning of the 1950s, did not affect Pivnicki.
He was not impressed with the results of
radical modernism, neither in his early
age nor later on, and did not find a para-
digm of possible influence on his work in
that pluralism of extreme artistic concepts.
For Pivnicki, modernism had neither pri-
mal nor essential importance for the new
view into the world, so he turned towards
Renaissance models of Italian and Dutch
paintings, finding these compatible with
his view into art.

In technical and technological terms

15



Ilopmpem Bahe
The Portrait of Baca

Ymemnukosa majka
The Artist’s Mother

16

TPUZIECET U IIE€T TOfVHA CBOT YMETHUYKOT
papa. Mako ce caja Hamasu y o6u cBoje
IIyHE CTBapa/jayKe 3peIoCTH, HUje HU
6113y 3aTBapama Kpyra CBOT C/IMKapCKOT
OIlyCa y KOjeM jOIl YBEK MCTpajaBa Ha C/IN-
KapCKMM MJieaqVMa M/afajadKux JaHa.
Vctune pagy, HUje MCIIPAaBHO TOBOPUTH O
HEKaKBOM JIpaMaTM4YHOM MM pasyheHOM
TOKY HerOBOTI YMETHIYKOTI Pa3Boja Koju ce,
3allpaBo, KPeTA0 jeAHOCMEPHOM M I'OTOBO
MIPAaBO/IMHUJCKOM  IIOE€TCKO-IIOTPaMCKOM

IyTakbOM Ca BP/IO MaJO HUjaHCUPAHOT
TOKa. Tako, y HaMepy f1a U3BPIIMMO peKa-
NATYAAUUjy ¥ JIMKOBHY PEKOHCTPYKIM)Y
ETOBOT Jlocajjalllber npeheHor myra, ro-
TOBO Jia je cBejeHO ia i hemo KPEHYTU Off
CalallbOCTY CTBApa/a4KOr TPEHYTKa Ka
IIOYETHMM YMETHUYKMM KOpaUVMa, UIN Y

of making a piece of art, he found the
cult of old masters acceptable and close
to him, so he turned to the historical ho-
rizon of the Renaissance models. While
he was thinking of the entity of artwork,
well-known dramatic political events took
place in our surrounding in the last two
decades of the twentieth century, which
inevitably led into one’s analysis of their

personal artistic being and one’s place in
the world of art. This fashion of intensive
taking into account one’s personal artis-
tic development in Serbia, not just in one
particular moment, but throughout the
history, resulted in two different and ir-
reconcilably opposed aesthetic principles
and program concepts of Traditional-
ists, on the one side, and Globalists, on
the other. This clash of artistic poetics
has been going on indefinitely without
definite answers to the questions. In for-



ob6pHyTOM cMepy, Hahu hemo ce, y3 He3HaT-
Ha KOHLIENMjCKa ¥ HMjaHCHPaHa CTUJICKA
OCTyHama, mpej ucrom caukom. Ilmrypa-
NMM3aM TPOrPaMCKMX KOHLEIIMja €BPIIO-
CKOT ¥ CBETCKOT MOJIEpHU3MA, KOjU je KOJ
HAC jOIII Off OYeTKa IeflecCeTUX TofMHa 6110
YMETHUYKM JIETa/M30BaH Kao aBaHrappa,
Hyje Ha [IMBHMYKOL, OYUITIENHO, CBOjUM
MHCIVMPATVBHUM MOTyhHOCTMMa MHOTO
ytuiao. OH je Ha caMOM IIOYETKY, a M Kac-
HUje, T0Ka3ao Jla HMje MMIIPECUOHMPaH
pesynTaTtuMa pajuKaaHOI MOJEPHU3Ma, He
Hajasehn y ToM mirypanmsmy eKCTpeMHMX
JIMKOBHYX KOHIEIIIVja mapagurmy moryher
yTHIiaja Ha cBOj paz. 3a IImBHMYKOr MOziep-
HI3aM HMj€ MMAO OHY IPUMMapHYy BaXKHOCT
M CYWITMHCKM 3Hayaj HOBOI IIOI7Iela Ha
cBeT, okpehyhu ce 3ato peHecaHCHUM y30-
py¥Ma UTaINjaHCKOT M XOMAHJCKOT CIMKap-
CTBa Kao ce6y KOMIIATMOMTHOT TI0T7Iefia Ha
YMETHUYKO JIETIO.

Y TeXHMYKO-TEXHOIOUIKOM CMMUCILYy U
IpPUCTYNy y u3BOhemwy CImMKapckor perna,
BeMy je 610 O1M3ak 1 BP0 IPUXBAT/bUB
KY/IT BPXYHCKEe C/IMKapCKe BUPTYO3HOCTH,
a Koja je 6mIa Tako IPUCYTHA Y YMETHOCTH
CTapuX MajCTOpa U OTYJ, ¥HheroBa OKPEeHY-
TOCT IIpeMa UICTOPUjCKOM XOPU3OHTY pPeHe-
CaHCHMX y30pa UTA/IMjaHCKOT, XOMTaHICKOT
Y PYCKOT CIMKApCTBa ¥ TPafuLyje y OIILI-
TeM cmucny. IlapanenHo ca TMM BeroBum
IpOMUIIUBalbeM O OMhy yMeTHMYKOr fera
OflurpaBaIyM Cy ce, Ha fomahem mmany, y
NOCTIENItbe [IBE JIeLeHMje IBaJIeCETOT BeKa
IIO3HATU ¥ BPJIO IpaMaTUYHU ITOUTUYKI
norahaju Koju Cy, y JOMEeHY IMKOBHOCTY, 3@
IOCTIENILY MIMAaNIX HEMMHOBHO IIPENCIIN-
TVBambe BIACTUTOT KpeaTuBHOT 61ha u Me-
cTay cBeTy yMeTHOCTH. OBaj TpeHp 6ypHor
pasMaTparma YMETHUYKOI pa3BOja CpPIICKe

mal sense, Pivnicki’s work is closer to the
Traditionalists. However, ideologically, it
seems to be closer to the mainstream of
Serbian painting in the last two decades,
represented by younger painters with col-
oristic orientation and clear feeling for
esthetic values of concepts, which origi-
nated from classical motifs of landscapes,
still life, interior and figuration.

Therefore, Milan Pivnicki accepted
and has stayed true to the realistic con-
cept of addressing the work of art, or even
more, traditional in the original meaning
of the word. It is obvious that his artistic
sensibility in the period of maturation
needed aesthetic reaffirmation and vir-
tuosity of the Renaissance realistic style.
This type of art orientation in Serbian her-
itage is definitely not an isolated and a rare
one. In its best, modern way, it reaffirms
and evokes the spirit of old times and Mi-
lan Pivnicki will have an important part in
civilization transfiguration of the current
situation in art. All the esthetic and moral
principles that this artist has been fight-
ing for, for over three and a half decades,
reflect the essence of his artistic personal-
ity, and these values are deeply established
into his work.

One gets the impression that Milan
Pivnic¢ki did not wander in the process of
artistic maturation and that he set the co-
ordinates of his future work in the early
phase. In artistic practice, he tried not to
use the original solutions of the Renais-
sance masters, using, at the same time,
authentic means of expression that he has
persistently been searching for and has
definitely found. He has shown us that
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Inasa myopauya

A Head of a
Wiseman

Pamuuyu

Warriors
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YMETHOCTH, IIOCMaTPAaHOT HE CaMoO y aKTy-
€THOM TPEHYTKY, Beh 1 y MCTOpMjCKOM KOH-
TEKCTY, JOBEO je HEMMHOBHO JI0 U3JJBOjEHNX
Ul HETIIOMUP/BUBO CYNPOTCTAB/bEHUX €CTET-
CKMX Hayesla M INPOrPAaMCKMX KOHIeMNIiyja

— Ha TPAJUUVOHAIUCTE M MOHJMjAJINCTE.
OBaj cyko0 MMKOBHMX IIO€THKA HACTaB/beH
je u Tpaje n masbe 6e3 KOHAYHMX OATOBOpA
Ha IIOCTaBIbeHa IMTama. Vako je y dopman-
HOM CMUCITY, MOT7IO 611 ce pehu, cnimkapcTBoO
[IMBHUYKOT MHOTO O/VKe 3aTOBOPHUIIVIMA
JIMIKOBHE €CTETUKE TPASUIMOHAIICTA YMHI
ce, UIAK, Ja je OHO UJIEOIOIIKY joul 67mxKe
JIMHUjY TJTIaBHOT TOKa pas3Boja CPIICKOT C/IM-
KapCTBa y IOCENe ABe JIeLleHNje U KOjy
3acTymajy mmabu cmmkapyu KomopucTmdke
opujeHTalyje, ca U3paXeHUM ocehamwem
3a €CTETCKE BPEIHOCTU Y je[JHOj IIMPOKO]j 1

he can synthesize visual elements and the
inherited experience of previous genera-
tions, whose work he could understand
well and loved from the very beginning
of his artistic activity. In the process of
making his own work of art, Pivnicki be-
lieves it is becoming a new, coherent vi-
sion of the world, emerging from a dis-
tant echo of the Renaissance tradition
and aesthetics of the old masters. Accord-
ing to his understanding of the essence of
artistic creation, which can be claimed as
legitimate and quite reasonable from the

standpoint of the logical art history de-
velopment, everything that comes from
the tradition of the distant past may be,
not only modern, but can also represent



TOJIEPAHTHOj ITAHOPaMM ITPOrPaMCKMX KOH-
LeMniyja, HACTaIMX Ha KJTaCUYHUM MOTUBM-
Ma IIej3aKa, MPTBUX IPUPOJA, eHTepujepa
u urypanuje.

Jlakse, KOHLIENT peaMMCTUIHOr HaYyMHa
obpahama yMeTHMYKOM fienly Koju je Tpa-
JIMLOHA/IaH, ITa BUILE KIaCUYaH Y U3BOP-
HOM 3Hauyelby Te pedy, IOCTA0 je ¥ OCTao
TPajHO IPOTPAMCKO Ompefebembe Mumana
[TmBHMukor. CacBMM M3BECHO, HHETOBOM
CEH3MOWINTETYy Y HepUopy CIMKApPCKOT
caspeBarba OAroBapao je IpoIeC JTMKOBHE
u ecTeTcKe peadupmalyje M BUPTYO3HO-
CTM peanyusMma peHecaHcHor ctuia. IlojaBa
YMETHMKaA CIMYHE OpMjeHTalyje CBaKaKo
HIj€ yCam/b€Ha ¥ CIOpaju4Ha U y YKYII-
HOM (OH/Y KOjy OAIITUHY CPIICKA TMKOBHA
Ky/ITYypa, KOja Ha HajOoO/bU U OCaBpeMerbeH
HauMH peadupMmuine U eBOIVpa AYyX TOT
BpeMeHa ¥ focajammby Hanopu [TuBHu4-
KOT, y IMBWIN3ALMjCKOM Ipeobpaskajy mo-
crojeher crama y ymerHoctu, umahe cBoje
3anakeHo MecTo. CBM eCTeTCKI ¥ MOpaTHA
OPUHININ KOje je oBaj yMeTHUK Beh Tpm
U TIO JlelieHMje YIIOPHO CTBapao M 3a Koje
ce MICKpeHO 6opmo, ofjpakaBajy CyLITUHY
IberOBe CTBapajiadyke JMYHOCTH, KO W3-
JIBOjeHe BPEIHOCTH Koje Cy HIyOOKO yTKaHe
y caMe TeMe/be HeroBOr JOCafallber C/IM-
KapCKOT fleria.

Cruye ce yrucak ga Munan IImBHnakn
y IIPOLIeCY CBOT JIMKOBHOT Ca3peBaiba HMje
JIyTao M Jja je y Tparamy 3a COICTBEHUM U3-
PasoM BPJIO PaHO OJPEMO KOOPJMHATE CBOT
Oynmyher yMeTHUYKOT flefioBama. Y ClImKap-
CKOj IIPAaKCH HACTOjao je Jja He KOPUCTHU J10-
C/IOBHO CIMKapcCKa pellerha peHeCaHCHUX
MajcTopa cay>kehn ce, Ipu ToM, ayTeHTH-
HIM M3PakajHUM CpeICTBMMA KOja je Jyro
U YIOPHO Tpakuo u Hanasuo. ITokasao je

the embryo of the future, unexplored and
mysterious body of a painting. However, it
is important to say that while painting, he
neither copies anybody nor compares with
anybody, but in his works puts his per-
sonal visions and his artistic principles by
embodying nature and artifacts in them,
as the work of a man, in accordance with
his understanding of the real world. In do-
ing so, during the artistic creation, he does
not think about tradition in order to copy
someone, and he is not led by it in an epi-
gonic sense, but in the manner of an ex-
perienced master of palette, who lets the
feeling of his own individuality to lead the
way. The coordinates of such aesthetic and
philosophical reflections, give us the pos-
sibility to see the modernity of his poet-
ics as an integral and modern vision of the
world through art and as a logical continu-
ation of previous historical epochs and ex-
periences.

Drawing as an autonomous
artistic expression

Drawings and oil paintings are media
which embrace almost the entire previous
opus of Pivnicki’s. In the field of drawings,
he has been quite diverse and has tried his
luck in almost all drawing techniques such
as pencil, charcoal, India ink, sanguine,
watercolor, pastel, chalk and mixed me-
dia. Just like the Renaissance masters and
realists, for Pivnicki, drawing is the basic
scheme of an artistic creation and the basis
in all aspects of art design. Drawing gives
the ability to record any current ideas and
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Jpsoped
An Alley

Jynas koo
Ppyuike lope

The Danube near
Fruska Gora
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fla yMe Jla CMHTeTU3Yyje TMKOBHE €/IeMEHTe
" Hac/eheHa MCKycTBa IPETXOJHIX TeHepa-
1yja yyje je geno foOpo pasymeo 1 jour Ha

IIOYeTKYy YMETHUYKOT [IelIOBaFba 3aBOJIEO.
Y mporecy rpahema KOHCTpPyKIIMje COICT-
BEHOT YMETHINYKOT fiena, [IMBHMYKM Bepyje
Jla je ’eroBO CIMKAPCTBO U3PACIO Yy jeqHy
Ipyraunjy, Ipe cBera 0cobeHy,  LelOBUTY
BU3Ijy CBETA, KOja HaCTaje 3 OfjjeKa JajieKe
Tpajiuiyije peHeCaHCHe U eCTeTHMKe CTapux
majcropa. ITo meroBoMm cxBaTamy CyNIITHHE
YMETHMYKOT CTBapama, Koje ce MOXe yBa-
XKVMTY K0 JIETUTUMHO ¥ Ca CTAHOBMIITA JI0-
TMKe pa3Boja UCTOPMje YMETHOCTY CaCBUM
OIIPaBJlaHO, CBE IITO HOA3M U3 TPajuLuje
JlaJieKe IMPOLIIOCTY MOXe Aa Oyfe He caMo
BPJIO aKTYye/IHO, Beh MoXe f1a IpecTaB/ba 1
HeLITO 1ITO je Kinia Oyayher u HencTpaxe-
HOT y TajaHcTBeHOM 61hy cuke. Mehytum,
Ba)KHO je IMaTy Y BUJY la OH Y C/IMKAPCTBY
HMKOTa He KOIMpa HUTK Ce Ca HEeKUM IIO-
penu, Beh y cBOja Hema yHOCH COIICTBEHO
Bubeme 11 CBoja yMeTHMYKA Haye/la OTeNIOT-
Bopyjyhu npupony u apredaxre y 10j, Kao
JIeTI0 YOBEKa, Y CK/IaJTy Ca CBOjUIM CXBaTamheM
peanHor cBeta. [IpuToM, TOKOM yMeTHIIKe
Kpeallyje OH He MVUC/IU Ha TPajuIujy ga 6u

transient events. This provides the clear-
est and most powerful expressions of all
the fragmentary and peripheral elements
of the whole. Therefore, his work on an oil
painting is seriously planned in advance
and based on the principles of respect for
traditional drawing forms, lines and per-
spectives. He emphasizes the importance
of drawing skills and artistic superiority
in this art discipline in order to achieve
the final materialization of the idea, which
is solely the result of talent and painstak-
ing exercise. His approach to drawing
techniques is studious and rational and,
at the same time, he manages to use the
maximum of expressive possibilities from
their specific characteristics. In the draw-
ing medium of charcoal, this is achieved
by emphasizing the plasticity of form en-
riched with shading and gradation, using
hand smudged and softened coal dust.
Such manipulative procedure and its dra-
matic play of lights and shades and great
freedom of linear and planar expression,
gives special freshness, spontaneity and
expressiveness. Similar technical options



Kapnosauxa ypxea
A Church in Karlovci

Tonybauka mephasa

Golubac Fortress

HeKora KOIVPao, HUTYU Ce PYKOBOJM IOMe ¥
CTPOTO eIMIOHCKOM CMUCITY, Beh ce MaHM-
POM MICKYCHOT MajCcTOpa HajieTe MpemymTa
ocehamyMa CONCTBeHe CIMKAapCcKe VHAU-
BUJIya/THOCTU. Y KOOpJMHAaTaMa TaKBUX €C-
TeTCKO-Ppuno3opckux pedrexcuja, moryhe
je carjiejaTi aKTyeTHOCT ¥ Mepy MOJIepHO-
CTU IeroBe IOeTHKe Kao jefiHe MHTerparHe
¥ MOZIepHe BU3Mje CBeTa, I0CPECTBOM COII-

CTBEHE YMETHOCTN KaO JIOTMYHOT HaCTaBKa
NIPETXONHUX UCTOPUJCKUX €I10Xa U CBECHO
YCBOjEHUX UCKYCTaBa.

LIpmesx kao aymonoman
TUKOBHU U3PA3

Y norneny Temarcke pasyheHocTH, KOJ
[TMBHMYKOT CY y LIeIOKYITHOM JIOCAJallllheM
OIlyCy IIPEeBAaCXO/IHO 3aCTYIUbEHU II€j3aXK U
¢durypanuja — aHTporoMopdHa 1 aHUMa-

and similar results of plastic expression is
obtained by using chalk and pastels.
Pivnicki paid special attention to pen-
cil drawing as one of the most difficult
verifications of his own drawing skills and
ability to manage this art discipline. This
technique emphasizes the subtleties of line
and disciplined construction of forms us-
ing lines and surfaces, hatching and tonal
gradation, which create the impression of
dynamic rhythm and necessary drama.
Looking up to the old masters, he mainly
used India ink and sanguine because of the
variety of possible effects. He used these as
technical exercises based on the principle
of routine and quick performance, similar
to watercolors, which requires precision of
communication. He managed to achieve
that optimal harmony of feelings and
harmony of watercolor values. Watercolor
paintings possess that reasonable measure
of plastic values presented with the special
sense of depth and airiness of the picture
space in which all the reflections of ob-
jects and lights are shown in a complete art
scene. In the drawing medium, Pivnicki

21



Cmyouja
A Study

Cmyouja cedehez
axma

The Study of a
Sitting Act
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JIMCTUYKA, @ MEIVjCKY, IPTEX U y/baHa TeX-
HUKA. Y Meaujy LpTeXXa BPJIO je PasHOBP-
CTaH ¥ ompobao ce y CKOpO CBUM I[pTad-
KM T€XHMKaMa Kao IITO Cy OJIOBKa, yTaJb,
Ty, 6ajli, aKkBapeJs, IacTel, Kpea ¥ KOM-
6rHoBaHa TexHuKa. Kao m xopm peHecaHc-

HUX MajCTOpa I C/IMKapa peajiucTa 3a mera

je LpTeX OCHOBHU o0Opasall yMEeTHUYKOT
CTBapaslalliTBa ¥ OCHOBA y CBMM BUJIOBMMA
JIMKOBHOT oO/mmkoBama. Llprexx maje mo-
ryhHOCT Genexxera CBake TpeHYTHe Mpeje
u nponasHor gorabaja. ITomohy mera mo-
ryhe je 3pasuTy HajjacHMje U HajCHAXKHU]je
cBe pparmMeHTapHe u nepudepHe eneMeHTe
nenuHe. Tako je Koj wera 1 paj Ha y/baHOj
CIMIM YHAIIpen 030M/bHO IUIAHMPAH U 3a-
CHOBAaH Ha TPAJUIMOHATHUM LPTAUYKUM

is mainly turned towards the figure and
portrait, much more than still life and
landscape. Using the drawing, and for the
sake of drawing, he literary manipulates
in his own, drawing manner, so that it
can be said that the achieved impression
of some kind of controlled expressivity
is more a reflection of the technological
properties of the drawing materials and
less expressiveness of figurative forms.
The energy of movements intro-
duces spontaneity into portraits, figura-

tion, nudes and landscapes and imposes
rhythm and the reasons for drawing ideas
and gradually gives life forms in the draw-
ing structure. Pivnicki cares for his draw-
ings with the severity of an artist who
elevates all the forms of drawings to the



Jynas ko0
Yopmanosaua
The Danube near
Cortanovci
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IPUHIVIVMA HOIITOBamba YBpcTe GopMme,
nuHuje n nepcnexktuse. OH Npupiaje NpBo-
paspefHM 3Ha4aj LIPTAYKOj CIIPETHOCTU U
CYIIEPUMOPHOCTU Yy OBOj JIMKOBHO] AMCLIN-
IUIMHY, Y KOHTEKCTY KOHa4He MaTepujain-
3alyje CIMKapcKe ujeje, Koja je MCK/bY4nBO
pes3yaTaT TajeHTa M MYKOTPIIHUX BeXON.
Iberos mpucryn npraykuMm TeXHMKama je
CTY[MO3aH I paljOHaJIaH, U3BIadehn, mpu
TOM, MaKCUMyM V3pa)kajHux MoryhHocTn
U3 BJXOBUX CIeNVPUIHNX 0cobeHoCTH. Y
LPTAYKOM MeAUjy yr/ba TO jé IOCTUTHYTO
WIN Kpajibe CBeIeHNM GOpMOM eJleMeHTap-
HOT KOHTYpHOT obpuca ¢urype mo HuBoa

level of autonomous discipline, starting
from his university sketches, notes and
free-hand illustrations up to the drawing
as autonomous expressions. He firmly
believes that there is a drawing that pre-
cedes each version of painting, even when
it is not even drawn, but only an artist’s
idea. Drawing has a special charm and
magic effects for Pivnicki, because it lives
its independent life and in its clearest and
cleanest way expresses the spiritual state
of mind, emotions and creative thoughts
of an artist. Thus, the excitement because
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Cruya myuixoz
akma

The Sketch of a
Male Act

Iopmpem
A Portrait
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KpOKMja, MM TOTEHIMpPameM IUIaCTULN-
teta ¢opme oboraheHe TOHCKMM HMUjaH-
CMpameM U TpajupareM, IIoMohy pyKoM
pasMasaHe 1 OMeKIIaHe yI/beHe MpaIliHe.

TakaB MaHUIYJIaTMBHU IIOCTYIAK CBOjOM
fipaMaTUYHOM UTPOM CBET/IOCTU U CEHKe U
BE/IIKOM C710607I0M JTIMHEapHOT ¥ TIJIOIIHOT
u3pakaBama Jlaje IPTAaHOM CIDKeY ITOCeOHY
CBE&XNHY, CIIOHTaHOCT M JJAaKaKO €KCIIpe-
cuBHOCT. CIMYHe TeXHMYKe MOTyhHOCTH 1
CIMYaH pe3yaTaT IUIACTUYKOI M3pasa JIo-
6uja 1 ynorpeboM Kpeie 1 macTerna.
[Tocebny naxxmwy je IIMBHMYKY MOCBe-
TIO LPTEXY OJIOBKOM, Kao je[JHOj Of HajTe-

of the spontaneity and true experience
is even greater if the time between the
initial idea and the final time point of re-
alization, is shorter, showing in that way
the most sincere and expedient artist’s vi-
sion.

Modern identity of work and
conditioned variants of the concept

Bearing in mind the concept of color
in the visual structure of his paintings

as well as the ideological ambiguity, it is
reasonable to ask if he was influenced by
basically three traditional programs from
the mid 1960s (poetic realism, intimacy



Komw
A Horse

Mauxka
A Cat

JKMX IPpOBepa BIACTUTE LIPTAYKE YMEIIHO-
CTU U CHajIaXKerba Y OBOj IMKOBHO] IMCIIV-
IUIMHY, 300T IOTEHIMpama CYNTVIHOCTH
JIVHYje ¥ AUCHMIUIMHOBaHe Tpanme Gopme
nomohy nuHMja ¥ IIoXa, wpadupama u
TOHCKE Ipajjalyje, ITO CTBapa YTUCAK JIN-

HAMIYKOT PUTMa U HEOIIXOJIHE IpaMaTHKe.
Tyur n 6ajiy je kopucTro Hajuenrhe o yso-
Py Ha cTape MajcTope, 300T PasHONMMKOCTI
Moryhux edekara, Kao TeXHOIOLIKY BeKOy
3aCHOBaHy Ha MIPUHIVITY Be/IMKe PyTHHE U
Op3uHe M3BODema, CIMYHO Kao KOJ| aKBa-
pena, Koju Kao MOfiaTaH CAMKAPCKM MaTe-
pMjan 3axTeBa MPEIM3HOCT CAOMIITABAMbA.
Y 0BOj cIMKapCKOj AUCHUIIIVHYA j€ YCIIEBAO
fla TIOCTUTHE OHY ONTMMA/IHY XapMOHUjy
ocehama 11 XapMOHMjy aKBapelICKUX Bpen-
HOCTM 60je. AKBapenu IIOCeRyjy OHY pe-
30HCKY Mepy ITAaCTUYKNUX BPeJHOCTU pea-
NVM30BaHMX Ha jejaH HAuMH U ca II0CeOHUM
ocehamweM 3a TyOMHY U IPO3PaYHOCT MPO-
CTOpa C/IMKe Y KOjOj Cy ca>keTy CBU pedriek-
CM TIpeMeTa U CBETJIOCTU y LIeIOBUT JIN-
KOBHM ITpu3op. ¥ Meaujy uprexa IInsany-
K1 je MaxoM ynyhen Ha ¢urypy un noprper
Ka0 MOTMBCKM U300p a Mame Ha MPTBY
npupony u mnej3akx. OH muMe(IPTEXOM),

and lyrical expressionism) which were
accepted by most of the painters in Voj-
vodina. Some of the painters abandoned
this concept and searched for new plas-
tic art expressions, while some significant
artists from this region, such as Milivoje
Nikolajevi¢, Milan Keci¢, Nikola Grao-
vac i Dusan Milovanovi¢ remained com-
mitted to these interrelated poetics, with
some changes in the structure of the vi-
sual image, even in the last decades of the
20th century. Frequent permeatings of
these poetics make their apparent separa-
tion delicate, especially in cases of their
“expressionized” variant in the poetic re-
alism or “impressionalized” sensation in
intimate painting. These poetics, which in
the last decades of the 20th century had
special impact to Vojvodinian art, might
have and must have had certain impact
on Pivnicki, but it was more indirect than
direct one. To the echoes of these poetics,
whose visual structure can be seen in his
works as a superstructure, Pivnicki added
an “impressionalized” color variant and
quite a number of elements of highly ap-
preciated drawing and classical technical,

25



Cmapa kyha
An Old House
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3apaji CaMor YyMHa I[pTama i HelOCPeJHOT
CaOIIITaBamba, [JOC/IOBHO MaHMUITy/IMIIE Ha
cebM CBOjCTBeH, LIPTa4YKM CyBepeH Ha4MH,
Tako fa ce Moxe pehu ma je mocTurHyTn
YTUCAaK KOHTPO/IMCAHOT eKCIIPECUBHOT I10-
Te3a BUIE M3Pa3 KapaKTepa TeXHOMTOUIKIX
CBOjCTaBa CaMOr LIPTAaYKOI Marepujana a
Mame IOeTCKM 3axTeB y rpahemy mejzax-
HOT cypKea v gurypatusHe popMe.

EHeprnyHOCT moTesa ypaxibyje CIIOH-
TAaHOCT HAIIPTAaHUM cafipkajuma (mopTpe-
TUMa, (Urypaumjyu, aKTOBUMA, Ipemeu-
Ma), Cyrepuille puTaM J pasjiore IpTayke
ujieje U TOCTEIeHO flaje >KMBOT 0OmmIMa

technological and compositional aesthe=
tic principles. With regard to this kind of
conceptual thinking, he has never been
interested in the concept of the new figu-
ration, which appeared on the Serbian art
scene during the 1970s and had a great
influence on the painters in Vojvodina.
He did not accept it mainly because of the

fact that it ignored the classic notion of
the value and structure of art and favored
pointless meaning of the painted object as
a moral-psychological subcategory.
Considering his entire opus in the



3o0Hamuuxo jesepo
Zobnatica Lake

3o6namuya

Zobnatica

y caMoj CTpyKTypu uLprexa. IImBHMYKmM
Heryje IpTeX ca 030mpHOIIhY yMeTHMKa
KOjJ CBE IheroBe BUJIOBE, II0Y€EB Off CTYAUja,
CKMIJa, OBJIAIIHMX 3a0eelIKy ¥ KpOKija
IIa CBe /IO IpTeXa Kao ayTOHOMHOTI M3pa-
3a, CBOjUM JIMKOBHMM BPEJHOCTMMA Y3/~
K€ Ha HIUBO CAaMOCTAa/JHMUX JVCLMIIIMHA.
OH 4YBpCTO Bepyje y UMIbeHNUIY Jla LPTexX
IIOCTOjY U J1a IIPETXOMM CBAKOj CIMKAPCKO]j
Bep3uji, Ma YaK M OHJA KaJi joLl HMje HU
HalPTAH U KaJl IIOCTOjM CaMO y UJIejU YMET-
HIIKa. 3a bera OH JMIMa IT0ceOHY Apak 1 Ja-
POOHO [1ejCTBO, jep >KMBY CBOj CAMOCTA/IHNI
JKMBOT ¥ Ha HajjaCHUjU M HajIMCTUjU Ha-
YJH U3pa)kaBa IYXOBHO CTambe, eMOLMje I
CTBapa/iauKy MICAO, a/IU U Ibera Kao yMeT-
HuKa. Tako je y3bybeme, nzaspano ucru-
HUTUM JOXIB/bajeM CIIOHTAHO M3BEIEHUX
mmHMja yronuko Behe, ykommko je kpahe
BpeMe Off HaCTaHKa MHULMjA/IHE HJieje Kao
YJICTOT, HETAKHYTOI ¥ Kpajibe 3TYCHYTOr
MIOKMBI/baja, 10 OHE IIOC/IEfiibe BPEMEHC-
Ke TayKe erose peanmsanuje. Ha Taj Ha-
4JH, TIOCPEJICTBOM LIpTeXKa 3aberekeHa je
HajUICKPEHMj€ U HAajCBPCUCXOMHMje CYLITH-
Ha LIe/IOBUTE IMKOBHE BU3Mj€ YMETHUKA.

context of developmental continuity, he
cannot be classified in cycles or deve-
lopment phases with their program and
technological characteristics, but might
be classified according to his thematic ori-
entation. Taking over only the redefined
style of painting of old masters, which is
fascinating by its technical and techno-
logical materialization of plastic forms,
Pivni¢ki has not only had great respect
for the achievements of high artistic and
technical virtuosity, but above all, wanted
to promote a new and modern way of
visual thinking, which essentially corre-
sponds to the aesthetics of classic Renais-
sance. Pivnicki’s creative personality and

genuine poetic thinking have been built
on traditional principles, developing his
own codified visual terminology that
is based on a simple conceptual think-
ing, which says that returning to the old
models and a breakthrough in modern art
does not have to exclude each other, but
can achieve an artistic metaphor of simul-
taneous existence in the past, present and
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Caspemenu uoenmumem oena u
yCI06He npozpamcke Hujarce

majyhu y BUAY KOMOPUCTUYKY KOH-
LEeNUNjy y BU3YENIHOj CTPYKTYPM IEro-
BUX C/IMKa KaO U IOETCKY BUILE3HAYHOCT,
OIIPaBJAHO C€ MOXKE ITOCTABUTY U MUTAIbE
Moryhux yTuijaja Heke of TpM BPJIO aKTyesl-
He C/IMKapCKe IT0eTHKe, Y OCHOBY TO Cy 6min
TPaJMLMOHAIHI IPOTPAMMI U3 CPEIMHE I1Ie-
cTe flerieHMje (TIOETCKY peannsam, MHTUMM-
3aM U JMPCKM eKCIPeCHOHU3aM ) Koje Cy
6une npuxsahene op BehuHe ckapa y Boj-
BopuHM. Hekn cy oBaj KoHIenT y6p3o Ha-
IYCTWIN y Tparamy 32 HOBUM IIACTUYKNUM
U3Pa30M, JJOK Cy IOjeINHY 3HAYajHU YMET-
HMIM Ca OBOT NofHe6/ba, momyT Munmsoja
Hukonajesuha, Munana Keunha, Hukone
Ipaosua u lymana Munosanosuha ocranm
NpUBpKeHU OBUM MebycoOHO moBesaHum
IoeTMKaMa 1 y IoC/eilbuM Jenennjama 20.
BeKa y3 U3BecHe, Behe 1mm Mame, mpoMeHe
y BU3Y€/IHOj CTPYKTYpu cnmke. HYecra moja-
Ba IPOXMMarba OBUX IOETUKA YMHIU IbU-
XOBO YOYbMBO pas[Bajarbe MIeIMKATHUM,
1oceOHO y ClyyYajeBMMa HBUXOBUX eKCIIpe-
CHOHM30BAaHMX BapMjaHTU KOJ IIO€TCKOT
peanusmMa WM MMIIPECMOHU30BAaHUX CEH-
3anyja KOJi MHTMMMCTUYKOT cauKapcTBa. C
0031pOM Ha UMIbEHMILY [ia Cy OBe MOeTH-
Ke, KOje Cy IOCIebUX eleHja IPOLIIOT
BEKa Yy YCJIOBHOM CMMC/IY MMAajie 3Haderbe
CTIMKapCcKe TT0CeOHOCTH Y CIMKApCTBY Boj-
BOJIMHE, MOIJI€ Cy MIMATU, i HEMUHOBHO CYy
umare, oppehenor ytuiaja Ha [InBHMUYKOL,
azm BUILE ITOCPESHOT HEro AupeKTHOr. OH
je opjenMa TUX IIOETUKA, YMja Ce BU3YeII-
Ha CTPYKTYpa MO)Ke HaCTyTUTU Y HeTOBUM
lleIMa, Kao HaJrpajfiby A0aBa0 yMepeHy
¥ KOHTPO/NMCAaHy MMIIPECMOHM30BAHY UK

future by mutual interaction.

Milan Pivnicki is passionate about
painting, the very act of creating a work of
artis a kind of spiritual cleansing for him.
He sincerely believes in the mysterious
power of “real image” because his access
to its plastic realization is deeply rational
and aestheticized, but certainly not with-
out great emotional charge. For Pivnicki,
painting is permanent fascination and
continuous search for the beauty of nature
and man within nature, as painter’s only
safe haven. It may, at first glance, seem
anachronistic the fact that , for Pivnicki,
painting paradigms are Italian and Dutch
masters of the Renaissance, but not in the
sense of something ephemeral, and a mo-
ment of temporary elation with their vir-
tuosity of superior drawing and artistic
expression, but above all, as a conceptual
idea. His return to the memory of Renais-
sance art as a paradigm of high aesthetic
values, did not mean and does not mean
that Pivnicki does not experience a work
of art in a modern, contemporary way,
but also based on the experience of great
painters who created the modern art of
Europe and the world. On the contrary,
essentially, his art has deep roots in the
modern, real world. Thus, with his own
example, he shows that it is possible to
achieve an authentic and modern work of
art using artistic tools and laws of a highly
aestheticized art, with confirmed histori-
cal continuity. So the whole opus of works
created in oil on canvas during the period
of thirty years, has nothing epigone, but
is made and found in his own living en-
vironment. These are landscapes, figura-



Kopna
A Basket

Xneb6 u suro
Bread and Wine

Thaa b serarimih
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Basa u jabyxe
A Vase and Apples
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Y HEKMM CIMKaMa eKCIIPECHOHM30BaHy KO-
JIOPUCTUYKY BapMjaHTy M HU3 €/IeMeHaTa
BMCOKMX LIPTAYKMX ¥ KTACUYHUX TEXHUYKO
— TE€XHOJIOIIKUX VM KOMITO3UIIIOHUX €CTEeT-
ckyx Hadena. C 0631poM Ha OBaKaB HauMH
VJEJHOT IPOMUIIbakha HUjEeJHOT TPEHYTKa
HIje 6110 3aMHTepecoBaH 3a KOHIENIT HOBE
¢durypanuje, Koju ce I0jaBUMO Ha CPIICKO]
YMETHUYKO] CLIEHM TOKOM CefMe JlelieHuje
L KOjU je MIMao BEJIMKOT YTUI3ja Ha C/IMKape
y Bojsopnnau. Huje ra npuxsarao yTonmko
Ipe, jep My HHje OTOBapao KOHLIENT KOju
je MrHOpMCAao K/IacM4aH I10jaM JTMKOBHUX
BPEIHOCTU M CTPYKType CIMKe U [aBao
IPEJHOCT HENPESMETHOM 3HAYEHy CIMKa-
HOT 00jeKTa Kao IICHXOJIOMIKO-MOPaJTHOM
IIOJTEKCTY.

CarnefaBajyhu 4nTaB BeroB ClIMKapKu
OITyC y KOHTEKCTY Pa3BOjHOT KOHTMHYNTE-

tions, cityscapes, stil lifes, farms and fields
of the Pannonian plains and ancillary top-
ics originating from various journeys. All
these works, regardless of the time of their
creation, form a homogeneous artistic en-
tity, of nuanced differences and coloristic
intensity, which primarily depends on the
theme, are imbued with integrating force
of a unique poetic expression.

For example, in the organizational
structure of still life, he took fruit and
vegetables as basic objects, which he al-
ways arranged differently, complement-
ing the visual content with other objects
made of glass, ceramics and fabrics, usu-
ally light, which served as a base and
painted contrast to the painted fruit. He
arranged fruits or vegetables in order to
get an impression of space depth. These




Tumencku spoayu

Willow groves in
Titel

Cympak nao
pasHuLom

The Night-fall over
the Plain

Ta, OH C€ HE MOXXE Pa3BPCTaTH y LIMKIIyce
WwIn pasBojHe ¢ase ca arpubyTMMa HeKa-
KBUX pPafiMKaJHUX TIPOTPaMCKMX U TeX-
HOJIOMIKMX KapaKTepHCTuKa, Beh ce moxe
M3BPLIUTY YCJIOBHA IIOJi€/la Ha OCHOBY Te-
MaTcke ompefebeHocTn. IIpeysumajyhn
caMo pefeMHUCAH CTUI C/IMKAmba CTapux
MajcTopa Koju je pacMHAHTAH 110 TEXHUY-
KO—-TEXHOJIOLIKOj MaTepujaiusanyju Ijia-
ctuuknx Gopmu [TuBHNYKN je, ocuM Benm-
KOT IIOIITOBarba 3a BUCOKE YMETHUYKE JIO-
MeTe U BUPTYO3HOCT TeXHIYKE er3eKyuuje,
Kerleo Ipe cBera jja adpupMulle HOB U CaB-
PeMEeHMjJ HaYMH JIMKOBHOT IIPOMMIbabha,
KOju, Y CYIITMHCKOM cXBaTamy 6uha ciuke,
KOPECIIOHJMPA Ca eCTETUKOM K/IacuKa pe-
HecaHce. OH je CBOjy CTBapanayKy TMYHOCT
Y AyTEHTUYHY IIOETCKYy MMCA0 Tpajuo U
M3TPAJO NpUIIAjarbeM TUX TPAJUIMOHA-
HIIX BpeJHOCHMX Hadesna, pa3Bujajyhu com-
CTBeHY ¥ KOIM(UKOBaHY TMKOBHY JIeKCUKY
KOja ce TeMe/bM Ha jeFHOCTAaBHOM MJEJHOM
IpOMUIIUBaY Aa Bpahame Ha cTape y3ope
u npopop y 6uhe MopepHe yMETHOCTY He
MOpa, W/IM jOoUI Ta4HMje, HUKAKO He UCK/bY-
qyje jeHO Apyro, Beh je BUXOBUM JOITyHba-
BameM Moryhe ocTBapuTH yMETHUYKY Me-
TaOpy MTOBPEMEHOT IIOCTOjarba y IIPOII-
nocty, cajammwocT n 6ynyhnoctn. Tako,
yBepaBa Hac [IuBHMYKM, y CTIOKEHOM Ofi-
HOCY IIej3aka M/IM JJpyre TeMe Kao peaqHux
YMIbEHNIIA IIPEY3ETUX U3 KUBOTHOT OKPY-
JKerba ca MMKOBHO-TEXHOIOIIKIM KOJEKCOM
cTapux Majcropa Moryhe je, y mporecy jen-
He, TOHEKJIE, OCaBPeMEmeHe apTUKYyIalyje
IJIACTUYKOT je3MKa, OCTBApUTU CBE OHe
Y3BUIIEHE BPESHOCTM IIPOXKETE MHTErpu-
mwyhum n HacneheHum mckycTBoMm, a 6uTn
IpY TOM IOTIYHO M MCTUHCKM OKDPEHYT
COIICTBEHOM cTBapaiaukoM 6mhy. CaBpe-

b e

still lifes clearly showed the modification
of poetic nuances, both in the treatment
of form and the materialization of the ob-
jects themselves. In some paintings, forms
retained firmness and volume by shading
basic tones, while in other paintings, the
expressive texture paint was emphasized
and the color was applied freely and in
wide spreads. They were intentionally left
seemingly incomplete and simplified, in so
called “Cezanne way,” in order to achieve
a particular visual effect. Basically, one
gets the impression that objects from real
life are transferred into paintings, which
are here totally devoid of the metaphysical
conceptual and visual semantic connota-
tions, like in the works of the Surrealists.
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MEHOCT U Meépa MOJIEPHOCTI IEroBOr Jie/ia
MOXKe Ce caryiefjaTy U y 3Ha4yerby HaKHa/JHOT
BpeJHOBamba IIPMMAapHUX 1JIeja jefiHe ecTe-
TUKE HajBUIIMX JIOMETA, ¥ IIOCMATPaHO Yy
VICTOPUMjCKOM KOHTEKCTY, BJMXOBOM Ipu/Ia-
robaBamy (TVX Ujjeja) Y HEIITO M3MEHEHOM
U MOAVI(UKOBAHOM OONNKY COICTBEHOM,
0CaBpEMEmbEHOM IPOrPaMCKOM KOHIIENTY.
Mwunan IIMBHMYKM CTPAacHO BOMM Ja
CIMKa, a CaM 4YMH CTBapama yMETHUY-
KOT Jiefla JOXKMB/baBa Kao JYyXOBHO IIPO-
yyumhemwe. OH MCKPEHO Bepyje y TajaHCT-
BeHY MOh “TipaBe c/mke’, jep je Beros mpu-
CTYII BbeHOj IVTACTUYKO]j peaymm3anyjn fy6o-
KO pallMiOHaJ/IaH U €CTeTU30BaH, a/Il HUKAKO
HIje 1 6e3 BeMKOTr eMOLMOHATHOT Haboja.
3a mera CIMKapcTo, Kao TpajHa QacuuHa-
Lyja, TpeCTaB/ba HENPEKUIHO Tpararme
3a JIEIOTOM IIPUPOJiEe M YOBEKA y H0j, Kao
jEIMHOT M CUTYPHOT yTOYMIITA MCKPEHOT
cTBapaona. Moxe, caMo Ha IIpBU IIOTJIEN, [ja
flellyje aHaXpOHO YMIbeHMIIa Ja cy 3a IIus-
HIYKOT CIMKapCKe IapajurMe MUTajiujaH-
CKM ¥ XOJIAaHJICKM MajCTOPU peHecaHce, anu
He y 3Hauewy Heuera eeMepHOT M HEKOT
TpeHyTKa IMposasHor ycxmhema HBIXOBOM
BUPTYO3HOIIhY CyNepuMOpHOr IPTayKOT I
C/MKapcKor uspasa eh, u mpe cBera, Kao
KOHIIENIIMjCKa M eCTeTcKa upeja. To meroso
Bpahame y MeMOpHjy peHecaHCHe yMeTHO-
CTU U peanmsMa Kao IapajurMy BUCOKMUX
€CTEeTCKMX BPEJHOCTM HUje 3HAYMIO U He
3HauM fla IIMBHMYKM CIMKY ¥ yMETHUYKO
JleI0 He IPOMMII/bA Ha CaBPeMEH CIMKap-
CKI Ha4YMH M y IyXy COICTBEHOI BPEMEHA,
alM ¥ Ha MCKYCTBMMA BEIMKMX C/IMKapa
KOjJ Cy CTBapa/y MOiepHy ymeTHOCT EBpo-
ne 1 ceeTa. HampoTus, CyIITUHCKY HeroBo
CIMKapCTBO UMa [y60oKe KOpeHe y caBpeMe-
HOM CBETY PeajIHOT Kao MJiejHe KOHCTAHTE,

These stylistic “nuanced differences” in
Pivnicki’s painting, in terms of controlled
introduction of impressionist and expres-
sionist forms and factures, are expressed
in a more affirmative way in his mature
period of his artistic work.

A jagged artistic content - media
and thematic layers

Motif commitment is highly dis-
persed and the main topics are clearly dis-
tinguished and covered in the media of oil
painting and what is usually represented
are landscapes, cityscapes, still lifes, por-
traits and figurations which include acts
as well. In his paintings, Pivni¢ki has im-
mortalized the landscapes of Pannonian
plains, but also areas made according to
sketches from the Mediterranean region.
His creative inspiration immortalized
hundreds of these landscapes. Using the
power of his talent, inventive observations
and highly creative visual means, he dived
into both formal and internal and hid-
den beauty of nature, giving vent to his
emotion and admiration for the natures
beauty and life energy. These landscapes,
cityscapes and lonely farms are often, al-
most without exception, without the pres-
ence of human figuration, so that the gen-
eral impression of the scene is not “spoilt",
as Pivnicki says. Standing in front of these
paintings, one can actually feel the need-
lessness of figuration, because the energy
of the scene and its seductive picturesque
make the observer become an integral
part of that nature and the essence of the



3uma na Ipbasuyu

Winter in Grbavica

Ipbasuua

Grbavica

notBphyjyhu Ha Taj HaYMH CBOjUM IpUMe-
POM fia je Moryhe ocTBapuTI HEIITO ayTeH-
TUYHO U MOJEPHO JIMKOBHUM CpeICTBMMA
U IUIACTMYKMM 3aKOHUTOCTMMA IOeTUKe
jelHe BMCOKO eCTeTM30BaHe YMETHOCTH,
KOja ¥IMa IOTBpheH MCTOPUjCKM KOHTUHY-
uret. To je oHa MzejHA ¥ TOETCKA OKOCHUIIA
YUTABOI HETOBOT YMETHMYKOL [€/I0Baba.
Tako yuTaB OIlyc pajoBa HACTalINX y TeX-
HUIM y/ba Ha IUVIATHY Y TOKY TpUJeceTIe-
TOTOAVIIbET TIePIOfia HeMajy y cebu Huder
eNIMTOHCKOT, Beh Cy cBM CIMKapcKu caap-
Kajy HacTa/my U mpoHaleHu y concTBeHoOM
JKMBOTHOM OKpY>Xewy. Tu cafpxaju cy nej-
3ax, ¢purypanuja, rpajcke u nepudepujcke
BeflyTe, MpPTBe NIPUpPOJe, Calalll X OPAHU-
1le TAHOHCKE paBHUIIE, a/Il U YCITyTHE TeMe
HacTajle Ha pa3HUM NyToBamyuMa. CBU OBU
pazoBu, 6e3 063Mpa Ha BpeMe HBIXOBOT Ha-
CTaHKA, YMHE jef[HY XOMOTI'€HY YMEeTHUYKY
Le/IMHY HMjaHCMPAHMX IPOrPaMCKUX pas-
JMKa ¥ KOJTIOPUCTUYKOT MHTEH3UTETa ILITO
je YC/IOB/b€HO IIpe CBera TeMaTCKUM Caji-
pXajeM, jep cy mpoxketu uHTerpuiryhom
CHAaroM je[JUHCTBEHOI M JIeTepPMUHUCAHOT
MOETCKOT M3pasa.

[Ipumepa pajgu, y OpraHmM3anoOHO]
CTPYKTypM MPTBMX IPMUPOJia 3a OCHOBHE
npepMete y3umao je Bohe mm nosphe koje
je yBek pasmmumro pacnopebusao ymot-
nymaBajyhu JIMKOBHU cagpykaj U APYTUM
IpeaMeTMa Off CTaK/Ia, KepaMMKe U TKa-
HUHe, Hajuelrhe cBeTyIe, KOja je CIIyXKmma
Kao Itojyiora 1 60jeHu KOHTPAcT Hac/lIMKa-
HoM Bohy. Bohe mmm nosphe nopebhao 6u
TaKO JIa je MOTrao Jja ce CTeKHe yTUCaK /1y-
6uHe npocropa. Ha Temn MpTBUX Ipupopa
jacHO je gomasmia o u3paxaja MopuuKa-
I[Mija MMOeTCKUX HUjaHCHU, KAKO y TPeTMaHy
yBpcTHHe (POpMe Tako U y MaTepujanmsa-

painting, recognizing in it the most beau-
tiful thing - its inner beauty. The colors are
layered, in more or less paste-like deposits,

thus creating the impression of a dynamic
rhythm of compositional color structure,
enriched with logical light radiance com-
ing from the inside of the painting itself.

Through strong coloristic sensations of
intensive pictorial green, yellow, red and
blue colors and their nuances, as well as a
distinctive way of forming the canopy of

33



Anexcanoposay,

Aleksandrovac

Bosan

Bovan
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IMjy caMUX IpeaMerta. Ha HekuM cnmkama
¢dbopme cy 3appkane YBPCTUHY KOHTYpe U
BOJTyME€HA HUjaHCHPambeM OCHOBHMX TOHO-
B, JIOK je Ha JPYTMM eKCIIOHVPaHa TeKCTY-
pa excrpecuBHe 60je HaHeceHa CITOOOTHNIM
U MpOKMUM Hamasyuma. OcTaB/beHe Cy Ha-
MEpPHO, ,,Ha Ce3aHOBCKYM HAYMH" IPUBUIHO
HEIOBPIIEHMM M I0jeJHOCTaB/beHNX ¢op-
MM Y IWJBY ITOCTH3aba II0CeOHOT BU3YeTHOT
edekTa. Y 0CHOBH, CTHYE Ce YTUCAK peann-
CTUYKM IIPEHETUX NpeJMeTa U3 IPUPOLe y
MeJINj C/IMKe, a/li KOja je OBJie IOTIIYHO JIN-
IIeHa OHe MeTapu3NUKe UjiejHe ¥ BU3yeTHe
3Ha4YerCKe KOHOTallMje Kao KOJ Hajpeasn-
cra. Ta cTuicka “HujaHCUpaHa OfCTyIama“
y cmKapcTBy I IMBHMYKOTr y CMMCITy KOHTP-
O/IMICAHOT YHOLIEHha MMIIPECUOHVICTIYKE
U eKCIIpecHOoHNCTIYKe popMe 1 dakType,
U3pakeHa Cy Ha abMPMATUBHUjU HAUVH Y
KacHUjeM, 3peJioM TIepUOAY HEerOBOT YMeT-
HIYKOT pajia.

Pa3syhenocm ymemnuuxux
caoprcaja — medujcku u memamcxu
crojesu

MoTuBCKa OIpefe/beHOCT Y JieNinMa
[IMBHMYKOT je pasnuymuTa U jacHO Ce U3-
7IBajajy ITTaBHe TeMe Mefujcku obpabene
y TeXHMKaMa y/ba Ha IUIaTHY, rpaduuy u
aKBaperny, a Hajuelnhe Cy 3acTyI/beHU IIe-
j3aKM, BEIyTHM CVDKeM, MPTBe IpPUPOE,
HopTpeTy 1 Gurypanmja Koja noygpasymena
u akToBe. CBOjUM CIMKaMa OBEKOBEUNO je
Kpajo/nKe ITAHOHCKE paBHUIE, A/l M IIpe-
Jieie HacTase “IpeMa IPUPORN~ UM TIpeMa
CKMIIaMa 13 MeIMTepaHCKOr ofgHeb/ba fo-
HEeTUX Ca pasHNUX MyToBama. OBEKOBEYNO
je Te KpajonMKe OCTBAPUBIIN Y CTBapaiay-
KOM HaJlaxHyhy BUIIle CTOTMHA IIe3ja>KHUX

trees and lush vegetation, there is a realis-
tic and autonomous scene of plastic rela-
tions, which was created in a harmonious
blend of painter’s idea, extreme emotional
experience and superior technical perfor-
mance.

So, his landscapes and other thematic
contents, during the ascending develop-
ment process, went very quickly out of the
strict framework of academic realism, still
retaining solid drawing and compositional
structure. Gradually, and not in each top-
ic, he introduces elements characteristic
of impressionists - free, shortened move-
ment, aerial perspective realized through
coloristic relations and facture which cre-




Iopmpem
ymemHuKoee
cecmpe

The Portrait of the
Artist’s Sister

Ymemnuxos deda
The Artist’s
Grandfather

cypKea. 3apamajyhy cHarom CBOT TaJIeHTa,
VIHBEHTMBHE C/IMKAapCKe OICepBalyje I U3-
PasuTO KpeaTMBHMUM JIMKOBHUM CPEJCTBU-
Ma, KaKo y GOpMajIHy, TAaKO U1 Y YHY TPAIlbY
VI CKPUBEHY JIENIOTY NIPUPOJIE, A0 je O yLI-
Ka eMOLVjU ¥ CBOM JIMB/bEIbY HEHO]j JIETO-

T ¥ >KMBOTHOj eHepruju. OBM mejsaxku,
Kao U BefyTe ¥ yCaM/beHM CajIallli BeoMa
Cy 4ecTo, CKOpo 6e3 m3ys3eTka, IpuKa3aHN
6e3 mpucycrBa JpyfcKe durypanuje, yak
u 'y crapaxHOM BUJY, ja He O1, KaKo caM
Kake, “KBapmay’ OILITH YTUCAK IPU30pa.
Crojehu npex muma 3aucra ce Hamehe ytu-
CaK HemoTpPeOHOCTY U CYBUIIHOCTY ury-
panyuje, jep Ipu3opu CBOJOM €HEPIUjOM U
3aBOJ/BMIBOM NUKTypanHohy, y camo Ha-
cnyheHuM 1 cMMOOMMYHUM TParoBMMa 4o-
BEKOBOT IIPVICYCTBA YMHE Jja CBAK!U IOCMa-
Tpay, CIIOHTAHO 11 y KOHTEKCTY IPOLIVPEHOT
3Hayemwa, II0CTaje CACTaBHM JIeo Te IpUpo-

ates the impression of vibrating light. One
gets the deliberately suggested impression
which, as already noted, is characteristic of
Pivnic¢ki’s painting especially in the latest
period, that certain landscapes were not
painted with equal concentration and are
more completed than others. This com-
bination of realistic performance and im-
pressionistic treatment of light is a typical
way of Pivnicki’s poetic expression. Thus,
gradually, but sporadically, he involved
impressionist gesture and atmosphere
in realistic conceptual framework of his
works. This emphasized conditional poet-
ic shading, which we have discussed here,

especially in his landscapes, can be seen
explicitly in recent years in the brighter
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Ilopmpem deuaxa ca
wanom

A Portrait of a Boy
with a Scarf
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fie u cymtyHe 6mha cmmke, mpemnosHajyhm y
0] OHO HajJIeNIle — BeHy YHYTPallby JIe-
noTy. boje cy cmojeBute u HaHeTe y masyp-
HUM WIN BUIE-Marbe IaCTO3HUM HaHOCHK-
Ma ,MIMIIPECHOHU30BAHUM WM ,,eKCIIpe-
CMOHM30BaHNM ' T€CTOM, CTBapajyhnu Ha Taj
HAYMH YTUCAaK NMHAMUYHOT KOJIOPUCTIY-
KOT PUTMa KOMITO3MI[OHE CTPYKTYype, 060-
raheHe JIOTMYHVM ITPOCTUPALEM U ITPOXKU-
MarbeM CBET/IOCTY KOja [0/Ia3y U3HYTpa U3
came cnuke. ITocpencTBoM KOmMopucTuyIKmx
CeH3allMja CHa)KHO MHTEH3MBMPAHE IMK-
TYpPaJHOCTU 3€/I€HMX, JKYTUX IUIaBUX U
LPBEHMX TOHOBA U HUXOBMUX HUjaHCH, KAO
IPENO3HAT/bUBIM HAYMHOM OOMKOBamba
kpomy fgpseha u pacisaranor 6yjHor pa-
CTUIbA Y T1€j3a4HOj TEMATUIIM, OCTBAPEH je
jellaH peamuCcTM4aH M ayTOHOMaH IPU30p
IJTACTUYHMX OHOCA, KOjU je HacTao y Xap-
MOHMYHOM CII0jy CIMKapCKe ufieje, u3pasu-
TOT' €MOLVIOHA/IHOT JJOXKVMBJ/baja U CyIIepH-
OpHE TeXHOJIOIIKE er3eKyIuje.

Hakne, mnejsaxn IIuBHMYKOL, Kao u
IPYTV TEMATCKM CafipXKaju, uMajyhu y Bumy
BPEMEHCKM KOHTEKCT ErOBOI PasBOjHOT
IyTa, M3AUIM Cy Bpo O6p30 M3 CTporor
OKBMPaA aKaJIEMCKOI peannsMa CBOjCTBe-
HOr y Behoj Wi Mamoj Mepy y HeroBuM
HajpaHujuM JIeIMMa, KaO HEKaKBOj BPCTU
ornepHe BexxOe, 3ajpkaBajyhu u Hamabe
YBPCTUMHY LIPTEXa M KIACUYHY KOMIIO3M-
LJjy Kao IPOrpaMcKe KOHCTAHTe OPraHM-
3allMOHE CTPYKType cnuke. Bupmuso je
IIOCTEIIEHO, I HE y CBAKOj TEMM, KaKO je pe-
4eHO, yBoDeme eneMeHara KapaKTepucTud-
HUX 33 MMIIPECMOHUCTUYKY TPETMAH C/IM-
Ke — c1obomaH ckpaheHy 1mores, Ba3gyIHy
NEPCIEKTUBY pealn30BaHy KpO3 KOJIO-
pucTudke ofHOCe U GaKTypy Koja cTBapa
npusup Bubpupajyhe ceermoctu. Crude ce

palette, compared to the previous period
of darker shades, and the gesture of short
strokes of color which suggests the flicker-
ing of light and the life of nature, remain-
ing firmly within the paradigm of aes-
thetic realism. The value of this painting
is reflected in extraordinary vitality and
purity in relation to the form and in inex-
haustible expressive possibilities acquired

in the technical processes of change in
facture. Realism in Pivnicki’s work is not

only seen in an accurate presentation of
a landscape, but his aim is to express his
impression about it and his poetic mood,
without unnecessary sentimentality. All
he learned about painting at the Academy
and during various professional journeys,
where he learned about the works of great
painters, he adjusted to his creative be-



Ilopmpem Oeuaxa
A Portrait of a Boy

HaMEPHO CyT€pMCaH YTUCAK KOju IIOCTaje,
Kako je Beh 3amakeHO, KapaKTepucTu-
YaH 3a CIMKapcTBO IIMBHMYKOr Hapoym-
TO y IOCNEHbeM IEPUONY CTBapaallTBa,
fla TIOjefVHM TIIacaXku HUCY OCIMKaBaHU
ca TOfIjeJHAKOM KOHILIEHTPALMjOM U Jja CY
Hekn fopabeHuju y ogHocy Ha gpyre. Ta
KOMOMHaIMja IpOXXJMMamba PpeancTid-
KOI' TEXHIYKOT 13BODerma ¥ MMIIPeCHOHN-
CTUYKOI TpeTMaHa CBETJIOCTM IIOCTAO je
Takobe jeflaH Off Ipero3HaT/bMBUX HA4YMHA
noeTckor uspasa IIuBHmukor. Tako je oH
MOCTYIIHO, a/I U CIIOPA/INYHO U HE yBEK, y
PpeanuCTUIKN IOETCKM OKBUP CBOjUX Jiela
CYNTU/IHO MHBOJIBUPAO MMIIPECHOHN30BaH
U eKCIPeCMOHM30BaH TecT U aTMmocdepy.
Ta HaryameHo ycl1oBHa IOETCKA M3HUjaH-
CMPaHOCT O KOjoj je oBhe O6wIo peunm, Ha-
POYMTO Yy II€j3a)KHOj TEMATULIW, BUIU Ce
U3PUYUTO MOCTENHUX TOVHA Yy pacBeT/be-
HI1jOj TIAJIETH, Y OFHOCY Ha PaHUjU TIEPUO,
TaMHUje TaMe, ¥ MMIIPECMOHM30BAHOM Te-
CTy KpaTKUX II0Te€3a HaHeTe IacTe KOjuMa
cyrepuille Tpenepeme CBETI0CTH U laMape
XKVBOTA TIPMPOZE, OCTajyhy MIaK 4BpCTO
Yy OKBUPY €CTeTCKe IapajiurMe peainsMa.
BpenmHoCT TOT C/IMKapcTBa OIjefia ce y us-
Y3€THOj BUTQTHOCTU ¥ IIpouninheHocT y
OIHOCY Ha pOpMY, KO 11 y HEUCLIPITHVM W3-
pakajHUM MOTYhHOCTMMA CTE€YEHNM Y TeX-
HIYKMM IIpOIecyMa IpOMeHa y (akTypu
u ¢acagHoj BM3yenusanuju pena. Peamm-
3aM [IMBHMYKOT He HACTOjU /1a CAaMO Ta4HO
IIpefICTaBU HeKM Iej3ax, Beh la cmKapckm
JICKa)XKe YTUCAaK O HeMY U CBOje IO€TCKO
pacronoxeme 6e3 yHOIIerma HermoTpeOHe
CEeHTMMeHTa/NHOCTU. CBe OHO IITO je Hay-
410 O CIMKAPCTBY Ha aKa/leMUjyu ¥ Ha pas-
HUM CTPYyYHMM IyTOBambMMa YIO3Hajyhu
llajla BeMKNX C/IMKapa, OH je mpuaroba-

ing, spiritual abilities and indisputable tal-
ent. In this way, by presenting himself in
his paintings, he has depicted the beauty
of nature in all its coloristic splendor and
the mentality of the region. The concept of
pervasive poetic expression is particularly
obvious in the series of his paintings titled
Roofs, which can be classified as exclusive
and which made him recognizable, be-
cause a lot of painters have worked on the
theme of urban and suburban roofs ob-
served from an elevated point of view and
perspective, but mostly sporadically and
not as long as Pivnic¢ki has done it. These
scenes are often passages of solid realis-
tic facture and drawings of almost geo-
metrical, architectural forms of buildings,
which alternate with passages of liquefied
drawings of short brush strokes and vi-
brant colors, thus creating a new and au-
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Ba0 CBOM CTBapajaukoM Oumhy, [yXOBHUM
MoryhHocTuMa ¥ HecnopHOM TajneHTy. Ha
Taj Ha4MH, IpeficTaB/pajyhu cebe y cBojum
C/IMKaMa, IIPUKA3MBao je U JIEIOTY IPUPOoJie
Y CBOj HbEHOj KOTOPUCTUYKO] PACKOIIN Kao
Y MEHTA/INTET COIICTBEHOT ITOTHEOba.
Konuent npoxxumajyher moerckor ns-
pasa 1moce6HO je JjoLIA0 10 M3paXKaja y ce-
PUju BEroBUX CIMKa HasBaHy Kpososu u
KOje ce MOT'y CBPCTaTy Y HEKM BUJL I€TOBOT
TEMATCKOT eKCKTY3MBUTETA, 110 YEMY je I10-
CTaO IIPENO3HAT/bUB, jep MHOIY C/IMKaPU CY
obpabuBanu Temy KpoBoBa ypOaHUX u Ie-
pudepHuX Hace/ba IOCMATPAHNX U3 jeJHOT
U3JUTHYTOT paKypca I y NEePCIEeKTUBH, au
MaxoM CIIOPaINYHO U He y IyXKEM IIEPUOAY
kao IImeamyku. Ha TuM npusopuma 4ecTo
CY OCIMKaHM ITACaXKy, YBPCTE PEAINCTUYKE
¢dakType 1 LpTeXa CKOPO reoMeTpHU30Ba-
HUX apXMTeKTOHCKUX obnuka rpabeBuHa,
Kao Oyara IpoBOKaIyja IOCTKYOMCTUYKe
eCTeTHKe, KOjU Ce CMemyjy ca Iacaxmuma
PacToYeHOr LpTeXa KPaTKMX I10Te3a YeTKe
u Bubpupajyhe 6oje MMIpecroHM30BaHe
najeTe Ha Kpolumwama jpseha, crBapajyhu
Ha Taj Ha4MH jelaH HOB M ayTeHTUYaH II0-
eTcku m3pas. OBakBa BU3yeNnM30OBaHa /M-
KOBHa TE€MaTMKa, HACTa/la y IPOXUMamby
HaysI/Iesl CYKOO/beHUX BPJIO PeaMCTIIKIX
¢dbopMM 1 MIMITPECHOHNM30BAaHNX MUKTypal-
HUX CeH3allyja Kao M y IIej3aKyMa, UIIaK
KOEI3UCTUpPa XapMOHMYHO M CIMKAPCKU
(YHKIMOHATHO y TIOETCKN 3a/JaTOM OKBU-
Py HDOMMHAHTHE TpajVIMOHaNHe (opme.
Cucrem cnmMkapcke ersekyulmje ykasyje Ha
padunmpan ocehaj IIMBHMYKOT 3a MCTaH-
YaHOCT, YMEPEHOCT M AUCLMIUIMHY KJIa-
CUYHOI TUIIA Y TEXHOJIOMIKOM IIPUCTYIIY,
opkectpanuju 6oje u uspagu rekcrype. Ko-
JIOPUCTUYKHM CK/IaJ| OBJI€ j€ YCIOB/bEH €MO-

thentic poetic expression. This visualized
art, which emerged from seemingly con-
flicted highly realistic forms and pictorial
sensations, like in landscapes, still coex-
ists harmoniously and functionally in the
poetic frame of the dominant traditional
form. The system of art performance in-
dicates the refined sense of Pivnicki for
subtlety, moderation and discipline of
classical type in technological approach
and in managing colors and texture. The
color harmony depends on emotions,
different colors and their arrangement in
the painting , where the tonal tissue, in
certain passages, is technically material-
ized in shallow texture. He has reached
exceptional artistic achievements in figu-
rations and especially portrait painting.
Painting human portraits is almost as old
as art itself. They were made in various
techniques and materials, of generalized
or individualized character. From the his-
torical and artistic point of view, these are
important as much as they talk about the
time in which they were made. He painted
both men’s, women’s and children’s por-
traits, which formally belong to his inti-
mate thematic repertoire. When painting
human face, his realism remains balanced
and harmonious with classical organiza-
tion and clear expression. Artistic expres-
sion is simple and straightforward, while
in a very impressive way shows the abil-
ity to catch that spark of life, which apart
from understandable similarities, is a su-
preme ideal of portrait painting pursued
by artists of all historical epochs. While
he is coloring the painting with intimis-
tic poetic sensations and matching the



Kneuehu akm
A Kneeling Act

TUBHUM HabojeM, pasmmunTuM 60jeHuM
IOBPUIMHAMA U IbMIXOBUM IIOCTAB/batbeM I
pacriopehuBameM y IpoCTOpy CIMKe, IpH
4yeMy je BaJIepCKO TKUBO, Ha ofipehenum
IacaXyMa, TEXHMYKM MaTepujann3oBaHO
IVIUTKOM TEKCTYPOM.

Nsyserne ymeTnuuke gomere [Inpamy-
KN je IIOCTUIao y TeMy ¢urypamuje a Io-
CeOHO TOPTPeTHOM C/MKapcTBy. CnKame
JBYACKUX TIPEICTaBa — IIOPTPETa CTAapo je
CKOPO KOJIMKO M caMa yMeTHOCT. JV3paxa-
BaHM Cy Y Pas/IM4IUTUM T€XHMKaMa Y Mare-
pujany, YOIIITEHOT MM WHAVMBUZYaIN30-
BAaHOI KapakTepa, U ca MCTOPUjCKO-YMET-
HIYKOT aCIIeKTa OBYM IOPTPeN Cy 3HAYajHU
OHOJIMKO KOJIMKO Cy TOBOPU/IM O BPEMEHY
y KojeM cy Hactamu. CImukao je mopjenHa-
KO MYILKe, XEHCKe U Jledje TIOPTpeTe Koju
no (GoMaTHOM Cafp)Kajy NpUIanajy MH-

shades that best convey the impression,
one can feel the painter’s emotional con-
nection with the model, either through
direct contact or indirectly through the
drawing. While he is painting a portrait,
he tries to emphasize the individuality of
physical character and spirituality of the
person, not forgetting, even for a moment,
the basic models and aesthetic canons of
traditional art. Actually, the aim is to re-
veal and paint the personality and leave a
distinctive trace of his own artistic work.
Pivnicki sets the model in the foreground
while the light is coming from one side,
and partly painted surface of the second
plan, which can also be a shadow, deep-
ens the space. Spreads of colors are liquid
and broad strokes while at the same time
he confidently draws and paints the form
and gives it life. The skin tones are usually
lit with soft, velvety light, giving the effect
of fullness to fine modeling. Pivnicki’s
portraits reflect inner life and remarkable
technical virtuosity. He expresses special
affinity into female nude, which is, like a
portrait, set in a classical compositional
structure. He is a great master of elegant
and bulky figure, who uses warm carna-
tion. In act painting, he shows experience
in good understanding of tectonics of
human body and sound modeling of mass
similar to sculptural treatment, whereby,
erotic moment has no primary visual di-
mension. Instead, it is the feeling of admi-
ration towards the female beauty, made in
artistic articulation of virtuous technical
approach. In a number of portraits and
nudes, Pivnicki made the biggest step to-
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TUMJCTUYKO] TeMATULIM. Y IPUKa3UBaIby
YOBEKOBOT JIMKa HErOB peannusaM OcCTaje
YPaBHOTEXXEH U CKIaJaH ca KIaCMYHOM
OpraHMsanyjoM KOMIIO3UIMje ¥ jaCHUM
uspaxasamweM ¢dopme. JINKOBHU u3pas je
jefHOCTaBaH M HENOCpeNaH, JOK Ha BpPIIO
yleyaT/bMB HAuMH JCKa3yje CIOCOOHOCT
la YXBaTV OHY MCKPY XMBOTA, LITO IOPEN,
nopipasymeBajyhe cnmyHOCTH, IpefcTaB/ba
BPXYHCKI HJ€a/l IOPTPETHOI CIMKapCTBa
KOjeM Cy TEeXWIM YMETHUIM CBUX MCTO-
pujckux enoxa. JIok 60ju CIMKy MOeTCKUM
VHTUMUCTUYKMM CEH3allMjamMa U CIaja To-
HOBe KOji HajOospe IIpeHoce YTICAK, MOXKe

wards the expressive poetic visualization
of the topic, by being robust in creating
forms without details, proving the thesis
about conditioned variants of the concept.

Discourses of concept continuity
and historical context of renewing
tradition

Milan Pivnicki, without any doubts,
has firmly remained faithful to the mis-
sion of the classical aesthetic of art, in
terms of restoring the meaning of the

Jabnanosu

Poplars
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Jabyxa
An Apple

Tuxee

Squashes

fla Cce HaCAyTHU Jla je CIMKAp Y eMOTUBHOM
IOCITXy Ca MOJE/IOM, OM/IO a je OH HacTao
Y JMPEKTHOM KOHTAKTY M/IY IOCPEJHO IIpe-
KO ckuile. JJoK c/MKa MOpTpeT OH HaCTOju
lla VICTaKHe VHAUBUAYATHOCT (PUIMIKOT
KapKTepa ¥ JyXOBHOCT IIOPTPETHCAHE OCO-
6e He 3a00paB/pajyhy HU jemHOT TpeHyTKa
OCHOBHE y30p€ U eCTeTCKe KaHOHe Tpaji-
IIVIOHA/THE YMETHOCTH KO0jOj je TO yBeK 6110
nocrap/beHN ujean. OJHOCHO, HACTOjU J1a
IpUKaXkKe CIMKApCKO MINYNMTaBarbe JInd-
HOCTU ¥ JIa OCTaBM IIPENO3HAT/bUB IIeyar
COIICTBEHOI YMETHMYKOr pykomuca. [Ius-
HUYKM MOJEN IOCTaB/ba Y IPBU IJIaH JOK
OCBET/bEIbE JIONIA3M Ca je[IHe CTPAHE, A [IeN-
MIYHO OC/IMKaHa MOBPILMHA APYTOr I/IaHa,
KOja MOXKe OMTH U CeHKa, IpoAy0Ibyje mpo-
crop. Hamasu 60je cy Te4HM 11 IIVPOKY TOK
CUTYPHUM IIOTE€3MMa MCTOBPEMEHO IpTa
U cmKa yobmdasajyhm gopmy u pmajyhn
KUBOT Martepuju. VIHKapHar je Hajuenrhe
OCBeT/beH MEKOM COMOTACTOM CBeTohy,
Koja maje edexar myHnohe ¢uHoj, wim po-
OyCHMjoj, MOfeNanVj/ KOjy HONYYjy CBET-
noct u ceHka. [Toprpetu IImBHMYKOr offajy
YTUCAK YHYTpalllber >KMBOTAa ¥ 3aBUIHE
TexHn4Ke crnocobHocTu. [Toceban aduum-
TeT JCKa3a0 je IpeMa >KEHCKOM aKTy, Kao
¢urypannoj ¢popmu, Koju je, Kao u mop-
TPeT, IOCTaB/beH Y KIACUYHY KOMIIO3M-
LUOHY CTPYKTYpy. OH je BenuKu MajcTop
eJIeTaHTHE ¥ BOJIyMMHO3He Qurype, TOIUIO
Tpetupajyhu MHKapHaT. Y IpuKasuma ax-
TOBa CHaXKHO /103! IO M3pasa fobpo mo-
3HaBambe PeaTHNX pasMepa /bY[CKOr Tea U
TOHCKOT MOJIe/IOBalba Maca CIMYHOT CKY/III-
TOPCKOM Tpe€TMaHy, IpU 4YeMY, €POTCKU
MOMEHAT HEMa IIPMMapHY IMKOBHY JVIMEH-
3ujy, Beh je ncraknyTo ocehamwe auBBema
JIETIOTY YKEHCKOT TeJla, OCTBAPEHOT JTMKOB-

painting as an autonomous art object.
This concept of high values included ex-
cellent knowledge of classical “Leonardo”
and “Michelangelo “ techniques and tech-
nologies, and the necessity of significant
aesthetic principles, but without signifi-
cant changes in terms of formal structure,
because of which he relies to layered and
dense facture and use of wax. This line
of thinking was conducive to the general
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Iopmpem 11
A Portrait 11
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HOM apTMKY/IallMjOM BUPTYO3HOT TeXHWY-
KOT IpucTyna cauy. [IMBHMYKM je y jen-
HOM Opojy mopTpeTa M aKTOBa, HAUMHOM
pobycHuje u cymapHe Kpeanuje popme 6e3
fileTasba, CTIOOOTHUM TTACTO3HIM HaHOCKMA
60je yunHmo HajBehm mckopak ka ekcrpe-
CUBHOj IIO€TCKOj BU3YeIN3aLMj/ TEME, I10-
TBphyjyhu HaBemeHy Te3y yC/IOBHUX IIpO-
IPaMCKUX HUjaHCH.

Huckypcu npozpamckoz
KOHmMuUHyumema u ucmopujcxu
KoHmekcm o6Haemarwa mpaouuje

Munan IluBHMYKM je y CBOM IIpO-
TPaMCKOM OIlpefie/berby, 6e3 MKAaKBOT IBO-
yM/bela, OCTajyhn 4BpcTO Ha HOrama, 3a-
Ip’Kao CBOjy AyOOKy Bepy y KIacU4Hy ec-
TETCKY MUCHUjY YMETHUYKOT JieIa, Y CMUCITY
00HaB/baba 3HaYEHA CIMKE KAa0 ayTOHOM-
HOT JINKOBHOT npeaMeTa. OBaKaB KOHLEINT
BJMCOKMX IUIACTUYKUX BPEJHOCTU IIOfpa-
3yMEBAO jeé M3BPCHO IIO3HaBarbe KIacud-
He “lleoHapmoBcKke” U “MuKenaHhenoBcke”
TEXHMKE M TEXHOJIOTMje, Y3 HEOIXOJHOCT
HaITIAlIeHNX eCTeTCKMX IPUHIINIIA, amu 6e3
OMTHMjUX NIPOMEHa Ha IUIaHy (opMaHe
CTPYKTYype, 3060r 4era ce Ap>KV BUILIECIIO;j-
He U rycTe GaKkType y IOCTYIIKY JTa3ypHOT
IO/ C/IMKaBama U yIoTpebe Bocka. TakBoM
UJIEjHOM TIPOMUII/balby IIOTOflOBana je
) OMNIITA K/I¥Ma Ha CPIICKOj YMETHUYKO]
CLIEHM, 4Yuje je OfijeKe OH, CBaKaKo, IIOMHO
ocnymkuBao. To je mepuop cefamieceTux u
OCaMJIeCeTUX IOfjiHA KOjy IIPOTUYE y 3HAKY
IIOCTMOJIEPHE, a KOjy KapaKTepullle 3Hayaj-
HIje HaIlyllTarbe pafyKaJIHUX KOHIeLja
ca TeHAeHIjoM Bpahama TpagMLMOHas-
HOM, OJHOCHO IIPEJMETHOM CIMKapCTBY.
3ampaBo, TO je BpeMe Koje je IOrofoBaso

climate in the Serbian art scene, whose
echoes he certainly listened carefully. This
is the period of the 1970s and 1980s, which
was under the sign of postmodernism,
characterized by a significant abandon-
ment of radical concepts with a tendency
to restore the traditional painting. In fact,
it was the favorable time for the devel-
opment and implementation of ideas in
Pivnic¢ki’s painting, because the historical
space of art, of closer or further heritage,
became an area in which one could move
freely and accept certain forms. It was the
process of reintegration of paintings into
something new / old, respecting the ma-
trix of artistic expression, which had con-
firmed the continuity and historical value.

The realism of Milan Pivnicki, put in
the context of contemporary art practice,



Obnuyu
Shapes

PasBojy U CIIpoBObhemy CIMKApCKUX upeja
[IMBHMYKOT, jep je MCTOPUjCKM IIPOCTOP
yMeTHOCTH, ONmyvpKer wim Jasber Hacieba,
IIOCTAJIO IIOfIpYYje IO KojeM ce CloOOIHO
MOIJIO KpeTaTy U IpuxBaTaty opnpehene
mwractiuke ¢popme. To je mporec pemHTer-
panuje CIMKe y HEWTO HOBO/CTapo, IO-
mTyjyhu MaTpuiy IMKOBHOT U3paKaBama,
KOja ¥Ma OTBpPHeHy MCTOPMjCKY BPEHOCT
U KOHTMHYNTET.

Peaymmsam Mwumana IluBHMUYKOL, 110-
CMaTpaH y KOHTEKCTY CaBpe€MEHUX yMeT-
HUYKNUX IIPAKCHU, HUjé HUKAKBA aHAaXpOHa
[10jaBa, jep je KOHCTaTOBaHA MCTOPMjCKa
YMILEHNUIA [Ia CBAKO BPEMe MMa CBOje pea-
JIM3Me HacTajie y eBONYTUBHUM U CIAUKap-
CKU peadupMucaHuM u penedUHUCAHUM
IPOrPaMCKMM BapujaHTaMa.  YOCTa/oM,
HIj€ HEIO3HAaTO Jla Cy CBM YMETHMYKU
IIpaBLY NIPOM3ALIM U3 peannusMa U MOXe
ce IPUMETUTH [l je OH jefiHa KOHCTAHTa U
YIOpPUIIIHA Ta4yKa CTBapajaadkor fiefioBarba
Y MCTOPUjCKOM Pa3BOJHOM KOHTEKCTY.
VicTuHa je fja LI€JIOKYIIHa MCTOpMja yMeT-
HOCTM, Off HajpaHMjuX IOYeTaKa O JaHac,
HIje HUIITA JJPYTro [0 UCTOpMja Pas3nnyn-
TUX Ha4/MHA Ha KOjU Cy YMETHMIIV BUJEIN
CBeT. 3aro pasnmunte OONMKe MOJepHe
YMETHOCTH He Tpeba CXBaTaTy Ha IPOBVH-

is no anachronistic phenomenon, since
the historical fact that each time has its
realism, emerged in the evolutionary re-
affirmed and redefined painting variants.
After all, it is known that all types of art
originated from realism and it may be
noted that it has been a constant point
of art in the historical development. The
truth is that the entire history of art, from
its earliest beginnings to the present day,
is nothing but the history of various ways
in which artists see the world. Therefore,
various forms of modern art should not
be taken at the provincial and exclusive
manner, as the only modern forms of po-
etic expression, because during the de-
velopment of art history, along with the
new artistic tendencies, there has always
prevailed an understanding for realism,
which has existed as a style or individual
term on each point of art history timeline.
In other words, modernity and the value
and originality of a work is not deter-
mined by the level of radical interventions
in the destruction of forms, but primar-
ily and exclusively, by the amount of cre-
ative talent and sincere attitude towards
the artistic act, which does not depend on
avant-garde or fashion trends, no matter
how strong they are at the time.

Pivnicki is one of those painters who
obsessively and courageously persist in
desire to restore the original meaning of
paintings as works of art. Contemporary
artists of postmodernism have already
convincingly refuted many of the pessi-
mists who predicted the end of traditional
painting, by edifying it in their works
again. The historical problem of the phe-
nomenon of mimesis in the philosophy of
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Cmapuya
An Old Woman
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Lujaaal ¥ UCK/bYYMB HAYMH Kao jeguHO
Moryhe BumOBe MOJEpPHOr MOETCKOT W3-
pasa, jep je Ha MCTOPUjCKOM IIyTY pa3Boja
YMETHOCTH, yIIOPEJO Ca HOBMM JMKOBHMM
TeHJeHIIMjaMa, yBeK INpeoBnabusano pas-
yMeBalbe 3a peanCTUYKU u3pas, Koju je
II0CTOja0 Ka0 CTU/I MM MHAVBUYATHO MIC-
TpaKMBarbe Y CBM YMETHUYKMM €II0XaMa.
Jpyrum pednma, MOJEPHOCT ¥ BPEJHOCHNU
CYZL O YMETHUYKMM JJOMETVMA I OPUTUHATI-
HOCTM HEKOT jiena He ofipelyje HMBO papu-
KaJTHOT 3aXBaTa y leCTpyKuujy popme, Beh
Ipe CBera M MCK/by4MBO, KOIMYMHA TaJIEH-
Ta U VICKPEHOT CTBapa/iauyKor OJHOCA Ipe-
Ma yMETHUYKOM 4MHY, 03 3aBUCHOCTH Of
aBaHTAP/IHMX M Y€CTO IOMOJHIX TPEH/I0Ba,
Ma KOJIMKO OHM Omm akTyenHu y oppebe-
HOM TPEHYTKY

[IyBEMYKM DpuUIlafia IUIEjafii OHMUX
CIMKapa KOju OIICECHBHO U Xpabpo wmc-
TPajaBajy y >Ke/bl [ja IIOBpaTe CIMKApPCTBO U
3HaYehe C/IMKE Ka0 YMETHMYKOT Jiefla Koje
je Hekapm mmano. CaBpeMeHa yMeTHMYKa
Ipakca IIoCTMOfiepHe, Beh je ybempuBo fe-
MaHTOBaJ/Ia MHOTE IIECUMUCTE KOji Cy IIPO-
pULlany Kpaj TPajMIMOHA/IHOT C/IMKAPCT-
Ba, Y3[UTaBILN I'da IOHOBO BYICOKO Y CBOjUIM
nenmuma. Victopmjcka npo6nemaTnka ¢eHo-
MeHa MuMe3snca y ¢puao3oduju yMeTHOCTH
jOII o aHTMYKMX BpeMeHa Oma je cTamHn
13a30B U TPajHa MHCIMpalja YMETHAKA U
y TOM CBET/Ty MOXKeMO ¥ Tpeba ImocMaTpaTu
cmuKapcTBo [TMBHMYKOT Kao HEroB Jonpu-
HOC OOHaB/balby IIOETHUKE J IOHOBHO]j MHA-
yrypauuju MOJEPHOI peanusMa, YMMe ce
OPUJPYKMO CHa)XHOM IIOKPETY Y CPIICKO]
yMeTHOCTM OOHOBe Qurypaluje u Iejsax-
HOT' CIIMKapCcTBa, HACTalIOM JIeBefleCeTX
rofiyiHa Kao OJTOBOPY Ha CBe arpecuBHMje
IpOfIope yTUIlaja HEOABAHTAPAHMX KOH-

art since ancient times has been a constant
challenge and a lasting inspiration for an
artist, and in this light we should consider
Pivnic¢ki’s painting. It is his contribution to
the restoration of modern realism , thus
joining the strong Serbian art movement
of the 1990s which resulted as a response

to the increasingly aggressive influence of
neo-avant-garde concepts. Pivnicki, pa-
tiently cherishes his authentic and poetic
language shown in his personality and
his works. He has already established a
significant place in not so small group of
these artists who protect and support the
renewal of knowledge, talent and virtuos-
ity of easel painting. In his deep convic-
tion, that approach, which is devoid of
a modern day euphoria, has permanent



Cedeha gueypa
A Sitting Figure

Pomxurwa

A Roma Woman

uenuyja. [IMBHMYKM, KOjU CTPI/BUBO He-
ryje CBOj ayTEeHTUYaH IOETCKU je3UK KOju
je yrpazuo y cebe, cBoje BpeMe 1 TeMaTCKI
IPOCTOP CBOjUX Jiela, OCBOjuO je Beh 3a-
ITa)KEHO MECTO Yy He TaKO MaJIOj IPYIN TUX

YMETHMKA — 3alITUTHMKA ¥ 3arOBOPHMKA
00HOBe 3HamWa, JAPOBUTOCTYM U BUPTYO3-
HOCTM InTadenajHor cimkapcTtsa. Ilo me-
roBOM Jy6OKOM ybebemwy TakaB mpucry,
NNIIeH Y HOTHYHOCTM OBOBpeMeHe eydo-
puje, MMa TPajHOT U CUMOOMYHOT CMUCTIA
y Bpahamy c/iKe BeHOM CTBapHOM JyXOB-
HOM 3Ha4emby M Ha MECTO Koje joj, IIOMaJjIo
3abopasjbeHO, 1 mpunaga. Carnegasajyhu
IbErOB IIeNIOKYIIaH YMETHUYKM OITyC MOXKe
Jla ce KOHCTaTYyje M HeBOCMICIIEHO ITOTBP-
m pa je Munan IIMBHMYKM M3HEOpPUO U
OCMICINO jeqHY Off Hajay TEHTUYHUUX OII-
TUMUCTUYKUX U XYMaHU30BaHUX Bep3uja
MOJIEPHOT peanu3Ma y HOBUjeM BpeMEHY
HacTajakba U Tpajama BOjBOhaHCKOr ciu-
KapCTBa.

and symbolic aim to restore painting to
its real spiritual meaning and put it back
to the place where it belongs. Consider-
ing his entire oeuvre, it can be concluded
that Milan Pivnicki has created one of the
most original and optimistic versions of
modern realism in recent times of Vojvo-
dinian art.
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PEITPOJIYKI[MJE
REPRODUCTION PAINTINGS



ITopmpem xcene y 3amocy

The Portrait of a Lady in Ecstasy
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Ceoeha pueypa 11
A Sitting Figure 11

Ilopmpem npopoxa
The Portrait of a Prophet

Fibawriis 7

48



Ilopmpem Bahe II
The Portrait of Baca I
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Ilopmpem ymemHnuxo602
cuHa

The Portrait of the Artist’s
Son

Ilopmpem ymemmuxose
hepxe

The Portrait of the Artist’s
Daughter
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ITopmepem ymemuuxkose cynpyze
The Portrait of the Artist’s Wife




Topmpem 111
A Portrait 111

Tajnu paszosop
A Secret Conversation
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Csemumermnka
The Saint
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Iopmpem ymemnuxose cynpyee 11
The Portrait of the Artist’s Wife II
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Ilopmpem Paousoja Cmojkosuha



Iopmpem ymemnuxosoez cuna I1
The Portrait of the Artist’s Son IT




ITopmpem eocnohe

A Portrait of a Woman
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The Artist’s Son
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Ceoehu akm
A Sitting Act



Tuxse

Squashes

61
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Xneb u suro
Bread and Wine

62



IInasa easa u jabyxe

A Blue Vase and Apples

63



Mpmea npupooa ca éohiem
Still life with Fruit

64



3uma y Hbezouiesoj ynuuu

Winter in Njegoseva Street

65



Kpososu y Ibezouiesoj ynuuu

Roofs in Njegoseva Street

66



IIpedseuepje

The Nightfall

67



Iejzasn ca ypxeom
A Landscape with a Church

68



Hynas

The Danube

69



Jynas ko0 Knadosa
The Danube at Kladovo

70



Jezpuuxa

Jegricka

71



Cpbobpancku kanan
A Channel in Srbobran

72



Ceocko 0sopuuime
A Rural Garden

73



Byosa IT
Budva II







Bena xyha
A White House

76



Ilpxea Ceemoe Josata y Oxpudy
The Church of St. John in Ohrid

77
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Yekatve

Waiting
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Manacmup Munewesa

Monastery Mileseva

80



Manacmup Cpemerve

Monastery Sretenje

81



Yenejcxu canau

A Farm in Cenej

82



Iloo6apa
Podbara

83
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3anasax cynua na IToobapu
The Sunset on Podbara

84



Cmapu XKabamcku canaw
An Old Farm in Zabalj
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Ha xpajy cena
At the Edge of the Village
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Iiop
A Village Street

88



JKabam
Zalmlj

89



JKabam II
Zabalj 11
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Momus ca Jlynasa
A Motif of the Danube

91



Zynasay,
Dunavac

92



Cmape xyhe
Old Houses
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Bp6a na Tucu
A Willow nearby the Tisa
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Kyha na @pyuwixoj lopu

A House on Fruska Gora

96



JKyma kyha

A Yellow House

97



Hanywmen canaw
An Abandoned Farm

98



Cpbobpancku canaui

A Farm in Srbobran

99



Manacmup

A Monastery

100



Lpseto opso
A Red Tree

101



Cpbobpan

Srbobran

102
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Manacmup 11
A Monastery I1

104



Jympo na canauty

A Morning on a Farm

105



Kpososu Ipbasuue
The Roofs of Grbavica

106



Jecen Ha 3peranunckom canauty

Autumn on a Farm in Zrenjanin

107



Jynae ko0 Knadosea IT
The Danube at Kladovo 1T
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Typuncku canaus
A Farm in Turin

110



Canawi y scumy

A Farm in the Rye

111



Jabnan
A Poplar

112



Jympo
Morning

113



Kanena
A Chapel

114



Koo cmape nujauye y Cp6obpary
Nearby the Old Market in Srbobran

115



Kpusaja y Cpbobpany

The River Krivaja in Srbobran
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Kpusaja y Cpbobpany 11

The River Krivaja in Srbobran II

118



Kyha na 6poy
A House on a Hill

119



Jlemo

Summer

120



Manu canaw
A Small Farm

121



Mumposo nomwe

Mitrovo Polje
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IInasu canaw
A Blue Farm

123



Pasruya
A Plain
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Cpbobpancku canaws IT
A Farm in Srbobran II

126



Cmapa xyha 11
An Old House IT

127



Cmapa kyha y Anexcanoposuy
An Old House in Aleksandrovac

128



Illyma
A Forest

129



Bpuay,

Vrsac

130



Bpm
A Garden

131



3p€1~bllHuHCKu canawu

A Farm in Zrenjanin

132



Jecen na Huhunom canauty

Autumn on Niéa’s Farm

133



Huhun canaw

Niéa’s Farm

134



Combopcku canau

A Farm in Sombor
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Bbanam

Banat
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Heopuwmme
A Yard

138



3uma
Winter

139



3uma Ha canauiy

Winter on a Farm
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Jecen na Cp6obparckom canauty

Autumn on a Farm in Srbobran

141



Ilejzan ca opsemom

A Landscape with a Tree

142
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Mauxkos cnpyo
Cay “Macak”

143



Cympax

Twilight

144



Jympo I1
Morning II

145



Hynas I1
The Danube 11

146



Tephasa Pemucnam

Fortress Fetislam
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Tpwuapa
A House Made of Cane

148



Bosancku momus
A Motif of Bovan

149



Kpososu Hosoz Cada
The Roofs of Novi Sad
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Jynas k00 Kosumwa

The Danube near Kovilj
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Ynuya na IToobapu
A Street in Podbara
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Byosa

Budva

155



Tonyb6ay,

Golubac
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Cmapo Xonoso

Staro Hopovo
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Xpam noxpaj Puperue
A Temple near Florence




Jpsoped y Pumy
An Alley in Rome
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Xunanoap
Hilandar
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Ilacaxc ca opsemom

A Passage and a Tree

161



Anmawika ypxea
Almaska Church

162



Hosu Cao
Novi Sad

163



Cmapa xyha y lllagapukosoj ynuyu

An Old House in Safarikova Street
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Typuncku canaws IT
A Farm in Turin IT

165



Kyha y Bucapuorosoj ynuyu

A House in Visarionova Street

166



Cmapu canaw

An Old Farm

167



Bynoesa

A Pumpkin




Dervep
A Lantern

169



IInasa easa u jabyxe IT
A Blue Vase and Apples I

170



Kpososu IToobape
Roofs in Podbara

171



IIponehe
Spring

172



Ob6ana Tuce
The Tisa Riverbank

173



Ilomwe
A Field

174
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Cmojehu axm
A Standing Act

175



Jlumancku napx
The Liman Park

176



Manacmup Cpemerve 11

Monestery Sretenje 11

177



Huxonajescxa upxea
Nikolajevska Church

178



Llpxea Ceemoe Josata y Oxpudy
Church of Saint John in Ohrid

179



Bopba 6uxosa
Bullfighting

180
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Kpasa (cmyduja)
A Cow (study)

183
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Ymemnuxos deda baha

The Artist’s Grandfather Baca

184



Cmyouja no Mukenanheny

A study by Michelangelo

185



Ilopmpem ymemnuxogoe dede

The Portrait of the Artist’s Grandfather

186



ITopmpem myopaua
The Portrait of a Philosopher
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buozpaguja Munana Iusnuukoe

Mwunan I[TuBHuukm pobeH je 1958. ropmue y

Cpb6o6pany.

AKafleMyjy JMKOBHMX YMETHOCTM 3aBpILNO

je y Beorpany, y xnacu npocdecopa Bojucnasa

Topmopuha wn Yemommpa Kpcruha 1984.

rognHe. Ha mcrom daxynrery saBpummo je

U TOCTIMIUIOMCKE CTyamje Kop Bojucmasa

Togopuha 1990. roguue. Ynau je YJ/IVB-a u

VIIYC-a op 1990. ropuue. Ilopepn cimkapcTsa

6aBU ce 1 NeJaroUIKMM PajjoM.

JKusn u pagu y Hosom Capy.

Harpape:

1980. HarpapgasaupTexXynpBoj TOAVHN CTy )
PakynTeTa IMKOBHUX YMETHOCTHI

1983. Harpapa ,,llyua Cokuh” 3a cimky masnor
¢dopmara

1984. Harpapa ,ITetap Jly6apna” 3a cimkapcTBoO

CamocranHe u3noxoe:

1990. lanepuja @. JI. V. beorpap, ciuke u
LPTeXU

1990. Ianepuja  Joma  kynrype  ,llerap
Opamumnn’, Cp6o6paH, clmkKe u LPTEXN

1992. Ianepuja YupysKema TMKOBHUX YMETHMKA
Bojsopnne, HoBu Cap, cyke 1 IpTexun

1994. Tanepuja YupysKema TMKOBHUX YMETHMKA
Bojsopnne, HoBu Cag, ciyke 1 IpTexun

1994. Manu nukoBHu canon HapopHor myseja,
Kparyjesar

1998. lanepuja Orpanka CAHY y Hosom Capny,
C/IVIKE U LIPTeXNU

2000. BojBohancka 6anka A.[l., Hosu Cap,
C/IVIKE U LIPTeXNU

2003. Cpricka akajieMuja HayKa M yMeTHOCTH,
Orpanak y Hosom Capy, wusnox6a
pTexa

2004. 3aBop;, 3a KynTypy Bojsopmue, ranepuja
Mocrt, HoBu Cap, cinnke

2006. Mysej BojsopuHe, ke 1 LpTEXU

2014. entap 3a xyatrypy MiapeHosar,
u3nox6a camka

YyecHUMK je Ha MHOTMM  32jeIHUYKNUM

u3noxbaMa U TMKOBHUM KOJIOHVjaMa.

Milan Pivnicki - biography

Milan Pivnicki was born in 1958, in Srbobran,

Serbia. He graduated from the University of

Arts in Belgrade (class of professor Vojislav

Todori¢ and Cedomir Krsti¢) in 1984. He also

finished postgraduate studies at the same uni-

versity in 1990 (professor Vojislav Todoric).

Milan Pivnicki has been a member of ULUV

(Association of Fine Artists of Vojvodina) and

ULUS (Association of Fine Artists of Serbia)

since 1990. He lives and works in Novi Sad.

Awards:

1980 - an award for a drawing at his first year
of studies

1983 - “Cuca Soki¢” Award for a small format
painting

1984 - “Petar Lubarda” Award for his art work

Solo exhibitions:

1990 - Gallery of University of Arts in Belgrade,
featured drawings and paintings

1990 - “Petar Drapsin” Gallery in the Culture
Centre in Srbobran, featured paintings
and drawings

1992 - Gallery of Association of Fine Artists of
Vojvodina in Novi Sad, featured paint-
ings and drawings

1994 - Gallery of Association of Fine Artists of
Vojvodina in Novi Sad, featured paint-
ings and drawings

1994 - Small gallery hall of the National Mu-
seum in Kragujevac

1998 - Gallery of Serbian Academy of Science
and Arts in Novi Sad, featured paintings
and drawings

2003 - Vojvodjanska Banka A.D. Novi Sad, fea-
tured paintings and drawings

2004 - “Most” Gallery, Cultural Institute of Novi
Sad, featured paintings

2006 - Museum of Vojvodina, featured paint-
ings and drawings

2014 - Culture Center in Mladenovac, exhibi-
tion of paintings

He has participated in numerous joint exhibi-

tions and art colonies.



OOTOI'PADHJE
PHOTOGRAPHS

Y amemey, 2002.

In the artist’s studio
2002

189



Munan Iusnuuku, beoepad 1980.
Milan Pivnicki, Belgrade, 1980

Ca cmyouja, Beozpad 1980.
University days, Belgrade, 1980
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Ca omeaparea
uznosobe, 2000.
Exhibition
opening, 2000

Kononuja
Tenesusuje
Bojsooue,

Barwa Jynaxoeuh,
20009.

Art colony, Televi-
sion of Vojvodina,
Junakovié spa, 2009
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Kononuja XKabar,
2001.

Art colony Zabalj,
2001

Kononuja Knadoso,
ca cnukapom
Braoumupom
Cnacuhem, 2004.

Art colony Kladovo,
with Vladimir Spasi¢
(painter), 2004
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Y Kaupy ca cynpyzom
Cnasuyom, 2003.

In Cairo, with wife
Slavica, 2003

Y Ipuxoj ca hepxom
Kpucmurom, 2006.
In Greece, with
daughter Kristina,
2006
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Y Iuzu ca cunom
Anexcom, 2016.

In Pisa, with son
Aleksa, 2016

Y Huuu, 2015.
In Nice, 2015

Y Tpemjaxosckoj
eanepuju, 2016.

In State Tretyakov
Gallery in Moscow,
2016

Y amemey: Mune
WUerwamosuh, Munan
THusnuuku u Anexca
Iusnuuxku, 2016.

In the artist’s studio,
Mile Ignjatovié, Milan
Pivnicki and Aleksa
Pivnicki, 2016
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CIIMICAK PEIIPO/JYKLINMJA LIST OF REPRODUCTIONS

1. ITo y3opy Ha cruky IlopTpeT cTapuiie — 1. Modeled on the image of an old woman Por-
PembpanT, 1992, trait of the painter Rembrandt, 1992, 70 x 60
70 x 60 cm, y/be Ha IJIaTHY, CTP. 7. cm, oil on canvas, p. 7.
2. Ilo y3opy Ha cnuky JKeHa ca neresoM — Mepu 2. Modeled on the image of a girl with a fan
Kacar, 2010, -Mary Cassatt, 2010,
60 x 40 cm, y/be Ha IJIaTHY, CTP. 7. 60 x 40 cm, oil on canvas, p. 7.
3. Kpososu y Illadapukosoj ymuuu, 2004, 40 x 50 3. Roofs in Safarikova Street, 2004, 40 x 50 cm, oil
cm, y/be Ha IJIaTHY, CTP. 8. on canvas, p. 8.
4. Ilopne Ha Yenejckom canamry, 1997, 4. An Afternoon on a farm in Cenej, 1997,
50 x 70 cm, y/be Ha IIIATHY, CTP. 8. 50 x 70 cm, oil on canvas, p. 8.
5. ITornen Ha Cpbobpan, 2001. 5. A Look at Srbobran, 2001.
30 x 60 cm, y/be Ha IJIaTHY, CTP. 9. 30 x 60 cm, oil on canvas, p. 9.
6. Jecen Ha TypunckoM cananry, 2008, 6. Autumn at a Farm in Turin, 2008,
50 x 70 cm, y/be Ha IIatHy, cTp. 10. 50 x 70 cm, oil on canvas, p. 10.
7. Ilogbapa no cuerom, 1996, 7. Podbara under Snow, 1996,
50 x 60 cm, y/be Ha TIaTHy, cTp. 10. 50 x 60 cm, oil on canvas, p. 10.
8. Crukapcku anat, 1995, 8. The Painting Tool, 1995,
65 x 55 cm, y/be Ha IIaTHY, cTp. 11. 65 x 55 cm, oil on canvas, p. 11.
9. Bokai ca Bohem, 1995, 9. A Jug with Fruit, 1995,
50 x 65 cm, y/be Ha IIaTHY, CTp. 11. 50 x 65 cm, oil on canvas, p. 11.
10. bagmak, 1996, 10. Badnjak (Yule Log), 1996,
60 x 80 cm, y/be Ha IJIaTHY, cTp. 12. 60 x 80 cm, oil on canvas, p. 12.
11. Cxuna 3a cnuky Jeces, 1990, 11. The sketches of the painting Autumn, 1990,
21 x 30 c¢m, macrern, ctp. 13. 21 x 30 cm, pastel, p. 13.
12. Jecen, 2014, 12. Autumn, 2014,
55 x 70 cm, y/be Ha IIaTHY, CcTp. 13. 55 x 70 cm, oil on canvas, p. 13.
13. CpbobpaHcku kpoBoBy, 2014, 13. The Roofs of Srbobran, 2014,
50 x 60 cm, y/be Ha IIaTHY, CTp. 14. 50 x 60 cm, oil on canvas, p. 14.
14. Crape Cp6o6pancke kyhe, 2014, 14. Old Houses in Srbobran, 2014,
50 x 60 cm ,y/be Ha IIaTHY, CTp. 14. 50 x 60 cm ,0il on canvas, p. 14.
15. IToprper bahe, 1982, 15. The Portrait of Bada, 1982,
70 x 50 cm, yr/beH, cTp. 16. 70 x 50 cm, charcoal, p. 16.
16. YmeTHMKOBa Majka, 1981, 16. The Artist’s Mother, 1981,
30 x 21 cm, macter, cTp. 16. 30 x 21 cm, pastel, p. 16.
17. I'maBa mypgpaua, 1994, 17. A Head of a Wiseman, 1994,
40 x 30 cm, yr/beH 1 Kpepa, cTp. 18. 40 x 30 cm, charcoal and chalk, p. 18.
18. Patunmu, 1985, 18. Warriors, 1985,
30 x 21 cm, T1aBUpaHy TYUI U IIepo, cTp. 18. 30 x 21 cm, ink wash and quill, p. 18.
19. Ipsopen, 2005, 19. An Alley, 2005,
80 x 80 cm, y/be Ha IIaTHY, cTp. 20. 80 x 80 cm, oil on canvas, p. 20.
20. ynas kop @pymuke [ope, 2003, 20. The Danube near Fruska Gora, 2003,
70 x 80 cm, y/be Ha 1IatHy, cTp. 20. 70 x 80 cm, oil on canvas, p. 20.
21. KaprnoBauka 1jpkBa, 2003, 21. A Church in Karlovci, 2003,
85 x 75 cm, y/be Ha IIJIaTHY, cTp. 21. 85 x 75 cm, oil on canvas, p. 21.
22. Tonyb6auka TBphasa, 2003, 22. Golubac Fortress, 2003,
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23.

24.

25.

26.

27.

28.

29.

30.

31.

32.

33.

34.

35.

36.

37.

38.

39.

40.

41.

42.

43.

44.

45.

46.

80 x 60 cm, y/be Ha mIaTHy, CTp. 21.
Crynuja, 1980,

150 x 110 c¢m, yrmben, cTp. 22.
Crynuja cepeher akra, 1980,

150 x 110 cm, yrmbeH, cTp. 22.
HyHnas xon Yopranosaa, 2001,

55 x 65 cm, y/be Ha IJIaTHY, CTp. 23.
Cknila Mymxor akTa, 1990,

35x 20 cm, yribeH, cTp. 24.
IToptper, 1991,

25 x 20 cm, maBupaHu Ty, CTp. 24.
Kom, 1980,

21 x 30 cm, Ty u nepo, crp. 25.
Mauxa, 1981,

10 x 15 cm, naBupanu Ty, cTp. 25.
Crapa kyha, 2012,

50 x 60 cm, y/be Ha IIATHY, CTP. 26.
306HaTHYKO je3epo, 1994,

65 x 80 cm, y/be Ha IIJIaTHY, CTp. 27.
3o6naruia, 2001,

70 x 80 cm, y/be Ha I/IaTHY, CTp. 27.
Kopra, 1979,

45 x 50 cm, Temnepa, ctp. 29.

Xe6 u BuHO, 1999,

30 x 50 cm, y/be Ha IIATHY, CTP. 29.
Basa u jabyke, 2004,

55 x 80 cm, y/be Ha mmatHy, cTp. 30.
Turencku Bp6aru, 2000,

60 x 95 cm, y/be Ha IIaTHY, cTp. 31.
CyMpak Haji paBHMIIOM, 1999,

50 x 65 cm, y/be Ha IIaTHY, cTp. 31.
3uma Ha Ip6aBuuy, 1999,

80 x 70 cm, y/be Ha IIJIaTHY, CTp. 33.
Ipbasua, 1998,

50 x 60 cm, y/be Ha IIATHY, CTP. 33.
Anekcanpposartt, 2009,

65 x 85 cm, y/be Ha IIaTHY, CTP. 34.
bosan, 1998,

65 x 80 cm, y/be Ha IIJIaTHY, CTp. 34.
IToprpeT ymeTHUKOBE cecTpe, 2002,
40 x 30 cm, yriben, cTp. 35.
YMeTHUKOB fenma, 1983,

45 x 30 cm, y/be Ha facuy, cTp. 35.
IToprep fmedaka ca manom, 2015,

60 x 40 cm, y/be Ha IIJ1aTHY, CTp. 36.
ITopTper mevaxa, 2015,

60 x 40 cm, y/be Ha IIIaTHY, CcTp. 37.
Kneuehn axt, 1997,

23.

24.

25.

26.

27.

28.

29.

30.

31.

32.

33.

34.

35.

36.

37.

38.

39.

40.

41.

42.

43.

44,

45.

46.

80 x 60 cm, oil on canvas, p. 21.
A Study, 1980,

150 x 110 cm, charcoal, p. 22.
The Study of a Sitting Act, 1980,
150 x 110 cm, charcoal, p. 22.
The Danube near Cortanovci, 2001,
55 x 65 cm, oil on canvas, p. 23.
The Sketch of a Male Act, 1990,
35 x 20 cm, charcoal, p. 24.

A Portrait, 1991,

25 x 20 cm, ink wash, p. 24.

A Horse, 1980,

21 x 30 cm, ink and quill, p. 25.
A Cat, 1981,

10 x 15 cm, ink wash, p. 25.

An Old House, 2012,

50 x 60 cm, oil on canvas, p. 26.
Zobnatica Lake, 1994,

65 x 80 cm, oil on canvas, p. 27.
Zobnatica, 2001,

70 x 80 cm, oil on canvas, p. 27.
A Basket, 1979,

45 x 50 cm, tempera, p. 29.
Bread and Wine, 1999,

30 x 50 cm, oil on canvas, p. 29.
A Vase and the Apples, 2004,
55 x 80 cm, oil on canvas, p. 30.
Willow groves in Titel, 2000,
60 x 95 cm, oil on canvas, p. 31.
The Night-fall over the Plain, 1999,
50 x 65 cm, oil on canvas, p. 31.
Winter in Grbavica, 1999,

80 x 70 cm, oil on canvas, p. 33.
Grbavica, 1998,

50 x 60 cm, oil on canvas, p. 33.
Aleksandrovac, 2009,

65 x 85 cm, oil on canvas, p. 34.
Bovan, 1998,

65 x 80 cm, oil on canvas, p. 34.

The Portrait of the Artist’s Sister, 2002,

40 x 30 cm, charcoal, p. 35.
The Artist’s Grandfather, 1983,
45 x 30 cm, oil on board, p. 35.
A Portrait of a Boy with a Scarf, 2015,
60 x 40 cm, oil on canvas, p. 36.
A Portrait of a Boy, 2015,

60 x 40 cm, oil on canvas, p. 37.
A Kneeling Act, 1997,



47.

48.

49.

50.

51.

52.

53.

54.

55.

56.

57.

58.

59.

60.

61.

62.

63.

64.

65.

66.

67.

68.

69.

70.

44 X 34 cm, mmacres Ha IIJIaTHY, CTp. 39.
Jabmanosu, 2000,

65 x 75 cm, y/be Ha IIJIaTHY, cTp. 40.
Jabyxka, 1996,

40 x 35 cm, y/be Ha IUIaTHY, CTP. 41.
Tuxse, 1982,

20 x 30 cm, y/be Ha fmacuu, cTp. 41.
IToptper II, 1980,

30 x 21 cm, nmuHOpeES3, cTp. 42.
O6muun, 1980,

21 x 30 cm, tuHOpe3 y 60ju, cTp. 43.
Ceneha ¢urypa, 1981,

30 x 21 cm, on0BKa, CTp. 45.
Crapua, 1981,

30 x 21 cm, nuHoOpes, cTp. 44
Pomkuma, 1980,

36 x 25 cm, ipBOpES, CTp. 45.
ITopreT eHe y 3aHOCY,

30x 21 cm, 1992, macren, cTp. 47.
Cepneha ¢urypa I, 1984,

25 x 15 cm, yriben, cTp. 48.
ITopTper mpopoka,

30 x 25 cm, 1991, yriben, cTp. 48.
IMoptpert Bahe I1, 1983,

18 x 23 cm, yr/ben, cTp. 49.
ITopTpeT ymeTHUKOBOT CMHa, 1998,
35x 25 cm, yribes, cTp. 50.
IMoprpet ymerHnkose hepke, 2007,
25 x 17 cm, yr/beH u Kpefia, ctp. 50.
ITopTper ymeTHMKOBE cynpyre, 1989, 50 x 35
cm, macTes, cTp. 51.

IToptper III, 1991,

21 x 30 cm, maBupaHu Ty, CTp. 52.
Tajuu pasrosop, 2000,

21 x 30 cm, maBupaHu Ty, CTp. 52.
CeeTnresbka, 1991,

24 x 21 cm, maBupaHu Ty, CTp. 53.
Jledak ca mmaBoM kamom, 2006,

55 x 45 cm, y/be Ha IJIaTHY, CTp. 54.

IToprpet ymeTnukose cynpyre II, 1998, 54 x 44

cm, y/b€ Ha IUIaTHY, CTP. 55.

IMoptpet Papusoja Crojkosuha, 2016, 60 x 40
cm, y/be Ha IIJIaTHY, CTp. 56.

IToprpeT ymenukosor cuna II, 2015,

40 x 30 cm, y/be Ha IUIATHY, CTP. 57.

[Moprper rocmobe, 2014,

55 x 40, y/be Ha TIaTHY, CTP. 58.

YMeTHUKOB cuH, 1997,

47.

48.

49.

50.

51.

52.

53.

54.

55.

56.

57.

58.

59.

60.

61.

62.

63.

64.

65.

66.

67.

68.

69.

70.

44 x 34 cm, pastel Ha IwIaTHY, p. 39.
Poplars, 2000,

65 x 75 cm, oil on canvas, p. 40.

An Apple, 1996,

40 x 35 cm, oil on canvas, p. 41.
Squashes, 1982,

20 x 30 cm, oil on board, p. 41.

A Portrait II, 1980,

30 x 21 cm, linocut, p. 42.

Shapes, 1980,

21 x 30 cm, linocut in color, p. 43.

A Sitting Figure, 1981,

30 x 21 cm, o/10BKa, p. 45.

A Roma Woman, 1980,

36 x 25 cm, woodcut, p. 45.

An Old Woman, 1981,

30 x 21 cm, linocut, p. 44

The Portrait of a Lady in Ecstasy,

30 x 21 cm, 1992, pastel, p. 47.

A Sitting Figure II, 1984,

25 x 15 cm, charcoal, p. 48.

The Portrait of a Prophet,

30 x 25 cm, 1991, charcoal, p. 48.

The Portrait of Baca II, 1983,

18 x 23 cm, charcoal, p. 49.

The Portrait of the Artist’s Son, 1998,
35 x 25 cm, charcoal, p. 50.

The Portrait of the Artist’s Daughter, 2007,
25 x 17 cm, charcoal and chalk, p. 50.
The Portrait of the Artist's Wife, 1989, 50 x 35
cm, pastel 51.

A Portrait III, 1991,

21 x 30 cm, ink wash, p. 52.

A Secret Conversation, 2000,

21 x 30 cm, ink wash, p. 52.

The Saint, 1991,

24 x 21 cm, ink wash, p. 53.

A Boy with a Blue Hat, 2006,

55 x 45 cm, oil on canvas, p. 54.

The Portrait of the Artist’s Wife IT, 1998,
54 x 44 cm, oil on canvas, p. 55.

The Portrait of Radivoje Stojkovi¢, 2016,
60 x 40 cm, oil on canvas, p. 56.

The Portrait of the Artist’s Son II, 2015,
40 x 30 cm, oil on canvas, p. 57.

A Portrait of a Woman, 2014,

55 x 40, oil on canvas, p. 58.

The Artist’s Son 1997,
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71.

72.

73.

74.

75.

76.

77.

78.

79.

80.

81.

82.

83.

84.

85.

86.

87.

88.

89.

90.

91.

92.

93.

94.

70 x 60 cm, y/be Ha IIaTHY, CTP. 59.
Cepnehu axt, 2006,

100 x 80 cm, y/be Ha TIaTHY, CTP. 60.
Tukse, 1995,

100 x 75 cm, y/be Ha IIaTHY, CTP. 61.
Xe6 un BuHO, 1999,

40 x 50 cm, y/be Ha IUIaTHY, CTP. 62.
[TnaBa Basa u jabyke, 2013,

40 x 50 cm, y/be Ha TUIATHY, CTP. 63.
MprBa npupoga ca Bohem, 2013,

60 x 80 cm, y/be Ha IIJIaTHY, CTp. 64.
3uma y tberomesoj ynuuu, 2002,

65 x 70 cm, y/be Ha IIJIaTHY, CTp. 65.

Kpososnu y Iberomesoj ynuumu, 2005, 65 x 80

cm, y/be Ha IIJIaTHY, CTp. 66.
IIpenseuepje, 1994,

50 x 70 cm, y/be Ha IJIATHY, CTP. 67.
Ilejsax ca npksom, 1997,

35x 50 cm, y/be Ha IIaTHY, CTP. 68.
Hynas, 1999,

55 x 65 cm, y/be Ha IJIaTHY, CTp. 69.
Hynas ko Knagosa, 2002,

35 x 50 cm, y/be Ha nIatHy, cTp. 70.
Jerpmuxa, 2005,

40 x 80 cm, y/be Ha TUIATHY, CTp. 71.
Cp6o6panckn kaHaz, 2009,

60 x 70 cm, y/be Ha IIJIaTHY, CTp. 72.
Ceocko piBopumiIte, 2014,

50 x 70 cm, y/be Ha IIATHY, CTP. 73.
bynsa II, 2014,

55x 90 cm, y/be Ha IIaTHY, CTp. 74-75.

Bena xyha, 2015,

65 x 80 cm, y/be Ha IIJIaTHY, CTp. 76.
Lpxsa cB. Jopana y Oxpuny, 2009,
65 x 75 cm, y/be Ha IIJIaTHY, CTp. 77.
Yekame, 2013,

60 x 80 cm, y/be Ha IIaTHY, CTp. 78.79.

Manactup Munemiesa, 2011,

70 x 80 cm, y/be Ha mIatHy, cTp. 80.
Manactup Cpeteme, 2012,

55 x 75 cm, y/be Ha IIaTHY, CTp. 81.
UYenejcku canami, 2013,

40 x 70 cm, y/be Ha IUIATHY, CTP. 82.
[op6apa, 1986,

40 x 40 cm, y/be Ha IUIATHY, CTP. 83.
3anasax cyHua Ha [Togbapu, 1998,
40 x 60 cm, y/be Ha IIATHY, CTP. 84.
Crapu JKabapcku cana, 2004,

71.

72.

73.

74.

75.

76.

78.

79.

80.

81.

82.

83.

84.

85.

86.

87.

88.

89.

90.

91.

92.

93.

94.

70 x 60 cm, oil on canvas, p. 59.
A Sitting Act, 20006,

100 x 80 cm, oil on canvas , p.60.
Squashes, 1995,

100 x 75 cm, oil on canvas, p. 61.
Bread and Wine, 1999,

40 x 50 cm, oil on canvas, p. 62.
A Blue Vase and Apples, 2013,
40 x 50 cm, oil on canvas, p. 63.
Still life with Fruit, 2013,

60 x 80 cm, oil on canvas, p. 64.
Winter in Njegoseva Street, 2002,
65 x 70 cm, oil on canvas, p. 65.

. Roofs Njegoseva Street, 2005,

65 x 80 cm, oil on canvas, p. 66.
The Night-fall, 1994,

50 x 70 cm, oil on canvas, p. 67.

A Landscape with a Church, 1997,
35 x 50 cm, oil on canvas, p. 68.
The Danube, 1999,

55 x 65 cm, oil on canvas 69.

The Danube at Kladovo, 2002,

35 x 50 cm, oil on canvas, p. 70.
Jegricka, 2005,

40 x 80 cm, oil on canvas 71.

A Channel in Srbobran 2009,

60 x 70 cm, oil on canvas, p. 72.

A Rural Garden, 2014,

50 x 70 cm, oil on canvas, p. 73.
BudvaIl, 2014,

55 x 90 cm, oil on canvas, p. 74-75.
A White House 2015,

65 x 80 cm, oil on canvas, p. 76.
The Church of St. John in Ohrid, 2009,
65 x 75 cm, oil on canvas, p. 77.
Waiting, 2013,

60 x 80 cm, oil on canvas, p. 78-79.
Monastery Mileseva, 2011,

70 x 80 cm, oil on canvas, p. 80.
Monastery Sretenje, 2012,

55 x 75 cm, oil on canvas, p. 81.

A Farm in Cenej, 2013,

40 x 70 cm, oil on canvas, p. 82.
Podbara, 1986,

40 x 40 cm, oil on canvas, p. 83.
The Sunset on Podbara, 1998,

40 x 60 cm, oil on canvas, p. 84.
An Old Farm in Zabalj, 2004,



60 x 70 cm, y/be Ha IIJIaTHY, CTp. 85.
95. Ha kpajy cena, 2008,

50 x 60 cm, y/be Ha IIaTHY, CTp. 86.87.

96. Illop, 2004,

50 x 60 cm, y/be Ha IIATHY, CTP. 88.

97. Xabasm, 2005,

60 x 90 cm, y/be Ha IIJIaTHY, CcTp. 89.
98. YKabasm 11, 2001,

65 x 90 cm, y/be Ha IIaTHY, cTp. 90.
99. Motus ca [lynasa, 2003,

100

101.

102.

103.

104.

105.

106.

107.

108.

109.

110.

111.

112.

113.

114.

115.

116.

117.

118

30 x 40 cm, y/be Ha IIaTHY, cTp. 91.

. lynaBan, 1997,

55x 70 cm, y/be Ha IIJIaTHY, CTp. 92
Crape xyha, 2009,

65 x 85 cm, y/be Ha IIIaTHY, CTP. 93.
Bp6a Ha Tucn, 2008,

70 x 100 cm, y/be Ha IJIaTHY, CTP. 94-95.
Kyha na ®pymkoj Topu, 2000,

85 x 100 cm, y/be Ha I1aTHY, CTP. 96.
Kyra xyha, 1997,

50 x 70 cm, y/be Ha IJIATHY, CTP. 97.
Hamymrenn camam, 2002,

40 x 50 cm, y/be Ha IJIaTHY, CTp. 98.
Cpb6o6panckn casamr, 2005,

60 x 80 cm, y/be Ha IIIATHY, CTP. 99.
MamnacTup, 2011,

30 x 40 cm, y/be Ha mIaTHy, cTp. 100.
LpseHno apso, 2016,

40 x 50 cm, y/be Ha IIaTHY, cTp. 101.
Cp6o6pan, 2007,

40 x 80 cm, y/be Ha 1IaTHY, cTp. 102-103.
Mamnactup II, 1995,

50 x 60 cm, y/be Ha IIaTHY, cTp. 104.
Jytpo Ha camamy, 2007,

50 x 80 cm, y/be Ha IIaTHY, cTp. 105.
Kpososu Ipbasnie, 2000,

40 x 40 cm, y/be Ha IIaTHY, cTp. 106.
Jecen Ha 3pemaHnHCKOM canamry, 2003,
65 x 80 cm, y/be Ha IIaTHy, cTp. 107.
Hynas xop Knagosa II, 2008,

40 x 55 cm, y/be Ha IIaTHY, cTp. 108-109.
Typunckn canam, 2006,

55x 70 cm, y/be Ha IIaTHY, cTp. 110.
Camam y >xuty, 2004,

60 x 80 cm, y/be Ha IIaTHYy, cTp. 111.
Jabman, 2012,

60 x 65 cm, y/be Ha IIaTHY, cTp. 112.

. JyTpo, 2016,

95.

96.

97.

98.

99.

100.

101.

102.

103.

104.

105.

106.

107.

108.

109.

110.

111.

112.

113.

114.

115.

116.

117.

118.

60 x 70 cm, oil on canvas, p. 85.

At the end of the village, 2008,

50 x 60 cm, oil on canvas, p. 86-87.
A Village Street, 2004,

50 x 60 cm, oil on canvas, p. 88.
Zabalj, 2005,

60 x 90 cm, oil on canvas, p. 89.
Zabalj I1, 2001,

65 x 90 cm, oil on canvas, p. 90.
The Motif of the Danube, 2003,

30 x 40 cm, oil on canvas, p. 91.
Dunavac,1997,

55 x 70 cm, oil on canvas, p. 92
Old Houses, 2009,

65 x 85 cm, oil on canvas, p. 93.
A Willow nearby the Tisa, 2008,
70 x 100 cm, oil on canvas, p. 94-95.
A House on Fruska Gora, 2000,
85 x 100 cm, oil on canvas, p. 96.
A Yellow House, 1997,

50 x 70 cm, oil on canvas, p. 97.
An Abandoned Farm, 2002,

40 x 50 cm, oil on canvas, p. 98.
A Farm in Srbobran , 2005,

60 x 80 cm, oil on canvas, p. 99.
A Monastery, 2011,

30 x 40 cm, oil on canvas, p. 100.
A Red Tree, 2016,

40 x 50 cm, oil on canvas, p. 101.
Srbobran, 2007,

40 x 80 cm, oil on canvas, p. 102-103.
A Monastery II, 1995,

50 x 60 cm, oil on canvas, p. 104.
A Morning on a Farm, 2007,

50 x 80 c¢m, oil on canvas, p. 105.
The Roofs of Grbavica, 2000,

40 x 40 cm, oil on canvas, p. 106.
Autumn on a Farm in Zrenjanin, 2003,
65 x 80 cm, oil on canvas, p. 107.
The Danube at Kladovo II, 2008,
40 x 55 cm, oil on canvas, p. 108-109.
A Farm in Turin, 2006,

55 x 70 cm, oil on canvas, p. 110.
A Farm in the Rye, 2004,

60 x 80 cm, oil on canvas, p. 111.
A Poplar, 2012,

60 x 65 cm, oil on canvas, p. 112.
Morning, 2016,
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119.

120.

121.

122.

123.

124.

125.

126.

127.

128.

129.

130.

131.

132.

133.

134.

135.

136.

137.

138.

139.

140.

141.

142.

50 x 75 cm, y/be Ha IJIaTHY, cTp. 113.
Kamnerna, 2016,

40 x 60 cm, y/be Ha I1aTHY, CTp. 114.
Koz crape nujane y Cpbo6pany, 2015,
50 x 60 cm, y/be Ha IJIaTHY, cTp. 115.
Kpusajay Cp6obpany, 2014,

35x 60 cm, y/be Ha IIATHY, cTp. 116-117.

Kpusaja y Cp6o6pany II, 2014,

60 x 80 cm, y/be Ha IIaTHY, cTp. 118.
Kyha na 6pery, 2015,

65 x 85 cm, y/be Ha IIaTHY, cTp. 119.
Jleto, 2013,

45 x 50 cm, y/be Ha IIaTHY, cTp. 120.
Manu canamr, 2012,

40 x 45 cm, y/be Ha I1aTHY, cTp. 121.
Murtposo nome, 2014,

45 x 60 cm, y/be Ha IJIaTHY, CTp. 122.
ITaBu camamr, 2014,

55X 65 cm, y/be Ha IJIaTHY, cTp. 123.
PaBuuia, 2004,

25 x 60 cm ,y/be Ha IIaTHY, cTp. 124-125.

Cp6o6paucku camam I1, 2012,

65 x 80 cm, y/be Ha IIaTHY, CcTp. 126.
Crapa xyha II, 2014,

60 x 70 cm, y/be Ha IIJIaTHY, cTp. 127.

Crapa xyha y Anekcanzposuy, 2010, 65 x 70

cm, y/be Ha IJIaTHY, cTp. 128.

[Iyma, 2015,

60 x 90 cm, y/be Ha IJIaTHY, cTp. 129.
Bpman, 2011,

55x 70 cm, y/be Ha IIaTHY, cTp. 130.
Bpr, 2011,

50 x 60 cm, y/be Ha IIaTHY, cTp. 131.
3pemaHnHCKN canami, 2014,

45 x 70 cm, y/be Ha IJIaTHY, cTp. 132.
Jecen na Huhuuowm canamy, 1997,
45 x 55 cm, y/be Ha IJ1aTHY, cTp. 133.
Huhwun camam, 1998,

60 x 80 cm, y/be Ha IIIATHY, CTp. 134.
Combopcku canmar, 1998,

85 x 75 cm, y/be Ha IIaTHY, cTp. 135.
bonar, 1998,

40 x 80 cm ,y/be Ha IJIaTHY, CTp. 136-137.

IBopuiite, 1999,

50 x 60 cm, y/be Ha IIaTHY, cTp. 138.
3uma, 1995,

45 x 100 cm, y/be Ha TIaTHY, cTp. 139.
3uMa Ha canamry, 2005,

119.

120.

121.

122.

123.

124.

125.

126.

127.

128.

129.

130.

131.

132.

133.

134.

135.

136.

137.

138.

139.

140.

141.

142.

50 x 75 cm, oil on canvas, p. 113.
A Chapel, 2016,
40 x 60 cm, oil on canvas, p. 114.

Nearby the Old Market in Srbobran, 2015,

50 x 60 cm, oil on canvas, p. 115.
The River Krivaja in Srbobran, 2014,
35 x 60 cm, oil on canvas, p. 116-117.
The River Krivaja in Srbobran I1, 2014,
60 x 80 cm, oil on canvas, p. 118.

A House on a Hill, 2015,

65 x 85 cm, oil on canvas, p. 119.
Summer, 2013,

45 x 50 cm, oil on canvas, p. 120.

A Small Farm, 2012,

40 x 45 cm, oil on canvas, p. 121.
Mitrovo Polje, 2014,

45 x 60 cm, oil on canvas, p. 122.

A Blue Farm , 2014,

55 x 65 cm, oil on canvas, p. 123.

A Plain, 2004,

25x 60 cm ,0il on canvas, p. 124-125.
A Farm in Srbobran II, 2012,

65 x 80 cm, oil on canvas, p. 126.

An Old House II, 2014,

60 x 70 cm, oil on canvas, p. 127.

An Old House in Aleksandrovac, 2010,
65 x 70 cm, oil on canvas, p. 128.

A Forest, 2015,

60 x 90 cm, oil on canvas, p. 129.
Vriac, 2011,

55 x 70 cm, oil on canvas, p. 130.

A Garden, 2011,

50 x 60 cm, oil on canvas, p. 131.

A Farm in Zrenjanin, 2014,

45 x 70 cm, oil on canvas, p. 132.
Autumn on Nic¢a’s Farm, 1997,

45 x 55 cm, oil on canvas, p. 133.
Nica’s Farm, 1998,

60 x 80 cm, oil on canvas, p. 134.

A Farm in Sombor , 1998,

85 x 75 cm, oil on canvas, p. 135.
Banat, 1998,

40 x 80 cm ,o0il on canvas, p.136-137.
A Vard, 1999,

50 x 60 cm, oil on canvas, p. 138.
Winter, 1995,

45 x 100 cm, oil on canvas, p. 139.
Winter on a Farm, 2005,



143.

144.

145.

146.

147.

148.

149.

150.

151.

152.

153.

154.

155.

156.

157.

158.

159.

160.

161.

162.

163.

164.

165.

166.

45 x 100 cm, y/be Ha maTHy, CTp. 140.
Jecen nHa CpbobpanckoM camarry, 1999, 50 x

60 cm, y/be Ha IJIaTHY, CTp. 141.
ITejsax ca mpBeTOM, 1994,

50 x 55 cm, y/be Ha IJIaTHY, CTp. 142.
Mavuxkos crpyn, 1998,

50 x 60 cm, y/be Ha IIIaTHY, CTp. 143.
Cywmpak, 1997,

70 x 80 cm, y/be Ha IIIATHY, CTp. 144.
Jyrpo II, 2003,

50 x 75 cm, y/be Ha IJIaTHY, CTp. 145.
Hynas II, 1999,

50 x 70 cm, y/be Ha IIJIaTHY, CTp. 146.
Tspbhasa ®erucmam, 2004,

50 X 65 cm, y/be Ha IIJIaTHY, cTp. 147.
Tpirhapa, 1995,

50 x 70 cm, y/be Ha IJIaTHY, CTp. 148.
boBancku MoTuB, 1998,

40 x 50 cm, y/be Ha IJIaTHY, CTp. 149.
Kpososu Hosor Capa, 2004,

40 x 50 cm, y/be Ha 1IaTHY, cTp. 150-151.

Hynas ko Kosmpba, 2001,

55 x 70 cm, y/be Ha IJIaTHY, CTp. 152.
Yimuua na [ogbapu, 1996,

50 x 70 cm, y/be Ha IIJIaTHY, CTp. 153.
Benenuja, 2007,

70 x 100 cm, y/be Ha I1aTHY, CTp. 154.

bynsa, 2006,

90 x 100 cm, y/be Ha IIaTHY, cTp. 155.

Tomy6ar, 2005,
85 x 85 c¢m, y/be Ha IIaTHY, cTp. 156.
Crapo Xomnoso, 2004,

100 x 80 cm, y/be Ha IIaTHY, CTp. 157.

Xpam nokpaj ®upenne, 2006,

70 x 80 cm, y/be Ha IJIaTHY, cTp. 158.
Hpsopen y Pumy, 2005,

70 x 80cm, y/be Ha IIaTHY, CTp. 159.
Xwunangap, 2005,

80 x 70 c¢m, y/be Ha IIaTHY, cTp. 160.
ITacaxx ca gpBerom, 1994,

50 x 50 cm, y/be Ha IIaTHY, CcTp. 161.
Arnmaika IpkBa, 1998,

65 x 75 cm, y/be Ha I7IaTHY, CTp. 162.
Hosu Cag, 2003,

65 X 75 cm, y/be Ha IIJIaTHY, CTp. 163.

Crapa kyha y llapapuxosoj ynuu, 1995,

60 x 80 cm, y/be Ha IJIaTHY, CTp. 164.
Typuncknu canam I1, 1996,

143.

144.

145.

146.

147.

148.

149.

150.

151.

152.

153.

154.

155.

156.

157.

158.

159.

160.

161.

162.

163.

164.

165.

166.

45 x 100 cm, oil on canvas, p. 140.

Autumn on a Farm in Srbobran, 1999,

50 x 60 cm, oil on canvas, p. 141.
A Landscape with a Tree, 1994,
50 x 55 cm, oil on canvas, p. 142.
Cay “Macak’, 1998,

50 x 60 cm, oil on canvas, p. 143.
Twilight, 1997,

70 x 80 cm, oil on canvas, p. 144.
Morning II, 2003,

50 x 75 cm, oil on canvas, p. 145.
The Danube II, 1999,

50 x 70 cm, oil on canvas, p. 146.
Fortress Fetislam, 2004,

50 x 65 cm, oil on canvas, p. 147.
A House Made of Canes, 1995,
50 x 70 cm, oil on canvas, p. 148.
A Motif of Bovan, 1998,

40 x 50 cm, oil on canvas, p. 149.
The Roofs of Novi Sad, 2004,

40 x 50 cm, oil on canvas, p. 150-151.
The Danube near Kovilj, 2001,
55 x 70 cm, oil on canvas, p. 152.
A Street in Podbara, 1996,

50 x 70 cm, oil on canvas, p. 153.
Venice, 2007,

70 x 100 cm, oil on canvas, p. 154.
Budva, 2006,

90 x 100 cm, oil on canvas, p. 155.
Golubac, 2005,

85 x 85 cm, oil on canvas, p. 156.
Staro Hopovo, 2004,

100 x 80 cm, oil on canvas, p.157.
A Temple near Florence, 2006,
70 x 80 c¢m, oil on canvas, p. 158.
An Alley in Rome, 2005,

70 x 80cm, oil on canvas, p. 159.
Hilandar, 2005,

80 x 70 cm, oil on canvas, p. 160.
A Passage and a Tree, 1994,

50 x 50 cm, oil on canvas, p. 161.
Almagka Church, 1998,

65 x 75 cm, oil on canvas, p. 162.
Novi Sad, 2003,

65 x 75 cm, oil on canvas, p. 163.

An Old House in Safarikova Street, 1995,

60 x 80 cm, oil on canvas, p. 164.
A Farm in Turin II, 1996,

201



50 x 70 cm, y/be Ha IIJIaTHY, CTp. 165. 50 x 70 cm, oil on canvas, p. 165.

167. Kyha y Bucapnonosoj ymmuu, 1996, 167. A House in Visarionova Street, 1996,

55X 65 cm, y/be Ha IIJIaTHY, CTp. 166. 55 x 65 cm, oil on canvas, p. 166.
168. Crapm canami, 2014, 168. An Old Farm, 2014,

50 x 70 cm, y/be Ha IIaTHY, CTp. 167. 50 x 70 cm, oil on canvas, p. 167.
169. bynpesa, 1993, 169. A Pumpkin, 1993,

60 x 60 cm, y/be Ha IIIaTHY, cTp. 168. 60 x 60 cm, oil on canvas, p. 168.
170. ®emep, 1996, 170. A Lantern, 1996,

70 x 40 cm, y/be Ha IIJIaTHY, cTpP. 169. 70 x 40 cm, oil on canvas, p. 169.
171. ITnaBa Basa u jabyke II, 2013, 171. A Blue Vase and Apples II, 2013,

55 x 80 cm, y/be Ha IIaTHY, cTp. 170. 55 x 80 cm, oil on canvas, p. 170.
172. Kpososu ITopbape, 1998, 172. Roofs in Podbara, 1998,

35x 55 cm, y/be Ha IIaTHY, cTp. 171. 35 x 55 cm, oil on canvas, p. 171.
173. IIponehe, 2006, 173. Spring, 2006,

60 x 70 cm, y/be Ha IIJIaTHY, CTp. 172. 60 x 70 cm, oil on canvas, p. 172.
174. O6ana Tuce, 1998, 174. The Tisa Riverbank , 1998,
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... MogepHa ymeTHIYKA Tparama 3a HOBMM CIMKAPCKMM MOCTYIIMMA Y YMETHOCTH, KaKO jé TO TAYHO YOUHO
M aHaIM3MpPao y cBoM TeKcry Mmne Mrmarosuh, Heka of pemema cy Bugemn y paséujamy dopme,
eKCIIPeCHBHOM II0Te3y, YKIabamby LPTeXa, HAralaBamy (oje, MM CaMo jeFHOT CeTMEHTA YMETHITIKOT
fieNia, TO je SHATM/IO HeTalNjy CBMX KTaCMIHMX OCHOBA MPETXOHUX, YCAOBHO a MX HA30BeMO KTaCHIHMX
YMeTHMUKNX mpaBana. Munad IImBHWYKM je y cBOM yMeTHMYKOM 00pa3oBamy IpOLIA0 CBe HUBOE
HEOIXOfHe 33 CTHIame 030I/bHNX CIMKAPCKUX 3Hama. Ilocme cpepme yMeTHMUKe MIKO/TE, 3aBpIINO je
AxafieMujy TMKOBHMX YMETHOCTH M IOCAeTMIIOMCKe cTyauje y Beorpagy. Mimao je uewene npodecope u
moryhHocTn ga g06po ymo3Ha HOBY YMETHHUKY IPAKCY, A/l je BMIIE y30pa M yMETHIIKUX IOACTHIAjA
HA/Ia3no0 KOf BPXYHCKNX CIMKapa MTAaANjaHCKe PeHecaHce M YyBEHNX XOMAHACKMX MajCTOpa, Hero y
mMopepHusmy. Onpegenuo ce 3a HPTAYKN M TEXHOTOMIKM TEXM MOCTYNAK KOju Y CTMKaMa IIejcaXKa, MpTBIX
npupoga u purypanmje gaje eCTeTCKM CHOXHA CTMKAPCKA pellierba, Ca CONCTBEHNM BubhemeM cBeTa 0KO
cebe, KopumhemeM MPeno3HAT/bIBOT TNIHOT PYKOIICA.

W3 penensuje ITasna Cranojesuha, ncropuaapa yMeTHOCTH



