JAPOGAB
KeATMHA

efaHaecT KOIIHja CpelibOBeKOBHUX Pppecaka u3 36mpre QakynTeTa TUKOBHUX

yMeTHOCTH y Beorpapy, unju je ayTop cinukap Japocias KpaTuHa, mpodecop Ha

ArafeMuju THKOBHUX YMETHOCTH y Beorpazmy o 1947. Jo 1962. rofilHe, Ha IIpef-
MeTy 3UOHO CJIMKapCTBO, KOH3epBHpaHe Cy U pecTaypUpaHe U IIPBU IIyT Ce jaBHO M3-
naxy Kao IenuHa. Konient musnoxbée y Famepuju @JIY dorycupas je Ha KpaTuHMHE
pazjoBe Koju cy meo daryITeTcKe KOJeKIIWje, HaKO OHU IIPeliCTaB/bajy TeK CerMeHT
YKYIIHOT CavyBaHOT CIIMKApeBOT KOIIMCTHYKOT oIlyca. Benuk 6poj meroBux KoIlMja dyBa
ce maHac y Tanepuju dpecara y Beorpapy, a IpojekaT u3/1ox6e IIOAPasyMeBao je M HH-
TeH3UBHY MCTPaXXHBAUKy Capajiiby ca IOMEHYTOM HHCTUTYILIHjOM.

JapocnaB KpaTuHa ce cMaTpa jeMHUM Off TMOHUPA Ha II0JbY CPIICKe KOIIMCTHKE,
y 4eMy Ce ycaBpINIABao y eBPOIICKMM I[eHTPHMa M3Mel)y ZiBa CBeTCKa paTa X aKTHBHO
Y4ecTBOBAO OPraHM30BaHUM IIOJ[yXBaTHUMa KOIIMpama CPIICKUX CPelOBEKOBHUX ¢peca-
Ka. HakoH JIpyror cBeTCKOT paTa, PpecKo-CIMKapCTBO IIOCTaje [eo PefOBHOT HACTaBHOT
KYPHKYJIyMa Ha AKafleMHjH JIMKOBHHX YMETHOCTH M TO YIIPaBO 3aXBabyjyhu aHTax-
Many Japociasa KpaTuHe, IIITO 3HATHO JOIIPMHOCK aKTHUBHOM YIIO3HaBalky CTyAeHaTa
ca CpPIICKOM Cpe[J’hOBEKOBHOM JIMKOBHOM TpafgUIIUjoM. McTpaxuBama Koja Cy pes3yyITH-
pajia OBUM TEKCTOM, Ha IIPBOM MECTY OC/IOmheHa Ha 6oraTy apXxMBCKYy HOKyMeHTaIUjy
®JIY, Tpebaso 61 ma momnpuHecy 60/beM IIO3HaBamky JIMKOBHO-IIENATOIIKUX IIPUHITUIIA Ha
Aramemuju / ®arynTeTy TUKOBHHMX YMETHOCTH HAKOH [[pyror CBETCKOT paTa U y Bpeme
KpaTuHHHOr aHTa)XMaHa, OHOCHO CXBaTakha MeCTa KOIIMCTHKE, Te MAeJHOr M TeXHO-
JIOLIKOT IT03HAaBaka CPIICKOT CpPellElOBEKOBHOT (pecKo-C/IMKAapCTBa Y Pa3Bojy BelITHHA U

KpeaTUBHHUX HOTeHLH/IjaHa IIPBUX IIOCIIEPATHUX reHepaqua aKageMCKUX YMeTHHKaA.

*kk

Kapma je cnurap Japocnas KpaTrHa, Vv cenTeMbpy 1947, pellleleM MUHKCTapcTBa
IIpocBeTe ,JIOZeJbeH Ha paf’ ArameMujd, KacHUje QaKylITeTy TUKOBHUX YMETHOCTH
y Beorpapy, 3a mpemimeT $pecKo-CTMKApCTBO, HETIOCPeQHO 132 Hbera CTajasio je KpaT-

KOTPajHO KYCTOCKO cityx6oBame y HapogHoMm My3ejy.! CauyBaHM II€PCOHAIHU KapTOH

' Apxus OJ1Y: pocuje Japocnasa KpatvHe, aonuncy MuHmctapcTsa npocsete 6p. 22167, 01. jyn 1947; 6p. 31945,
15. centembap 1947, Cf. CumeoHosuh henuh 2015: 50-51. 13 cadyBaHMx JOKyMeHaTa y Aocujey BMAM Ce Aa
je cnukap y HapoaHoM, Taga YMeTHMYKoM My3ejy, 610 3anocneH of anpvna oo centembpa 1947, kao 1 aa je
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leven copies of medieval frescoes from the Collection of the Faculty of Fine Arts

in Belgrade, whose author is the painter Jaroslav Kratina, a professor of the

Academy of Fine Arts in Belgrade between 1947 and 1962 at the academy course
of Wall Painting, have been conserved and restored and are now publicly exhibited
for the first time as a whole. The concept of the exhibition in the Gallery of the FFA
focuses on Kratina's works which are a part of the faculty collection, although they
represent only a segment of the painter’s entire copyist opus that is preserved. A large
number of his copies are kept at present time in the Gallery of Frescoes in Belgrade,
and the exhibition project also involves an intensive research cooperation with the
aforementioned institution.

Jaroslav Kratina is considered as one of the pioneers in the field of Serbian
copying, which he specialized in the European centers in the period between the two
world wars and actively participated in the organized endeavors of copying the Serbian
medieval frescoes. After the Second World War, fresco painting became a part of the
regular curriculum of the Academy of Fine Arts thanks to the involvement of Jaroslav
Kratina, which significantly contributed to the active introduction of the students to
the Serbian medieval art tradition. The present research, that resulted with this text, is
based primarily on the rich archival documentation of the FFA and should contribute to
a better knowledge of the art and the pedagogical principles at the Academy / Faculty
of Fine Arts in the period after the Second World War and at the time of Kratina’s
tenure, i.e. understanding the position of copying, and the conceptual and technological
proficiency of the Serbian medieval fresco-painting in the development of the skills and

the creative potentials of the first post-war generations of academic artists.

*kk

In September 1947, by the decision of the Ministry of Education, the painter
Jaroslav Kratina was “assigned to work” at the Academy (later the Faculty) of Fine Arts
in Belgrade as a teacher of fresco-painting, after holding a short-term curatorship at

the National Museum.' The preserved personal file testifies that Kratina was hired in

' The Archive of the FFA: a dossier of Jaroslav Kratina, Letters of the Ministry of Education no. 22167, July 1,
1947; no. 31945, September 15, 1947; Cf. Simeonovi¢ Celi¢ 2015: 50-51. From the preserved documents in the
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01. 3aBplwHmM feo npenuca aunnome Japocnaea KpatuHe, KparbeBcka BMLWA WKOMA 3@ YMjeTHOCT
1 yMjeTHW4KM 06pT, 3arpeb, 1920 (Apxusa OJTY).

cBeZlouM O ToMe fa je KpaTuHa y My3ejy 610 aHTaXOBaH IIDBEHCTBEHO 360T IIpETXOMHe
cIlelyjanusaliyje 3a Kolupame gpecaka U BelIITHHE ,CKUama CTapux dpecaka’? Y 0BOM
IIepHofTy, HEIIOCPeHO 110 OKOHuamy JIpyTror cBeTCKOr paTa, y HapomHoM My3ejy Huje
6MJI0 OBOJBHO CpeJicTaBa U OATOBapajyher maTepujasia 3a CIMKapeBy ITYHY aKTHBHOCT
Ha KOIIMpamy U ,CllacaBamby YIPoXeHUX ¢pecaka’. [IpeMellTame Ha paf Ha AKameMujy
YCIeOWIO je Kao pes3ysiTaT eKOHOMHU3AIHje U TeXIBH 3a OIITHMAIIHUM paclopeluBameM
PEeTKUX [OBO/BHO 06pa30BaHUX CTpy4maKa, a KpaTMHMHA IIpeTXOfHa JIMKOBHO-TIe/IaroIl-
Ka [IeJIaTHOCT CUTYPHO je yTHIlala M Ha cajipXxaj Ipernopyke HapomHor myseja, y Kojoj ce

HCTHYe [a Cy IHeroBe BEIITHHE HAPOYUTO IIOTOOHE 33 06pa3oBame ,JIOAMIATKA Y CTPYIH .

y @BrycTy ucte rogmHe 610 NpMBPEMeHO NpeMeluTeH y 3aBOA, 3a 3aWTUTY M HAaYYHO NPOoy4aBarbe CNOMEHNKa
kyntype HPC.

2 Apxus OJTY, YMeTHWUKM My3e] y Beorpagy, Konuja nepcoHanHor kaptoHa Japocnasa KpatuHe.
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the National museum primarily because of his previous specialization in fresco copying
and his skill in “transferring the old frescoes”? In this period, immediately after the
end of the Second World War, the National Museum had neither sufficient funds nor
suitable material for the painter’s full activity in copying and “rescuing the endangered
frescoes”. The move to work at the Academy came as a result of an economization and
aspirations to optimally employ the rare experts that were appropriately educated, and
certainly Kratina's previous artistic-pedagogical activity influenced also the content of
the recommendation of the National Museum, in which it was emphasized that his
skills were particularly suitable for the education “of the youth in the profession”

A black-and-white photograph of a middle-aged and serious Kratina in a military
overcoat from a document of the National Museum constitutes one of the few direct
testimonies about the painter from the period before the teaching engagement at the
Academy. His academic personal file contains a little more information, from which we
find out that he was already a grandfather at the time of his arrival at the Academy;?
the attached photograph of a smiling painter with sleek black hair is in sharp contrast
to the earlier photographic testimony, which strikingly records the expression of the
seriousness and the austerity of post-war times. A decade later (1955), he was portrayed
by a younger colleague, Mladen Srbinovi¢, as a disheveled aging artist with a somewhat
resigned look, at the end of the active teaching career.* At the Academy, Kratina was
engaged as a professor of the upper (college level) school, from which he retired in
1962, when the painter Bozidar Prodanovi¢s was recruited as the new teacher for the
course of wall painting. The preserved documentation of the Academy from the first
two decades after the Second World War does not provide much information about
Kratina's teaching activity or about the relationship of the art-pedagogical environment
towards his primary skill and its status within the teaching curriculum, which was
being shaped in an ideologically very dynamic, but exclusive time, with a new and
specific attitude towards the medieval art heritage.®

Jaroslav Kratina was educated in a different era and artistic environment, in

the Yugoslavian educated bourgeois modernist milieu which evolved between the

file, it can be seen that the painter was employed at the National Museum (then the Art Museum), from April to
September 1947, as well as that in the August of the same year he was temporarily transferred to the Institute
for the Protection and the Scientific Study of the Cultural Monuments of the NRS.

2 The Archive of the FFA, The Art Museum in Belgrade, a copy of Jaroslav Kratina's personal card.

8 The Archive of the FFA, a dossier of Jaroslav Kratina, a personal sheet of the Academy of Fine Arts.
“  The art collection of FFA, inv. no. 290.

5 Simeonovi¢ Celi¢ 2015: 175, ref. 705, 419.

¢ Merenik 2010: 11-57, Denegri 2013: 11-25, 231-239.
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IpHo-6ena dororpaduja cpefoBevHOT 1 036MbHOT KpaTHHE Yy BOJHMYKOM IIHEbe-
JIy U3 OJOKyMeHTa HapomHor myseja YMHM jeJHO Off PeTKHMX HEIOCPeOHUX CBeNOYaH-
CTaBa O CJIMKapy M3 IIepHofia IIpe HacTaBHOT aHTaXoBaka Ha AKafeMuju. HellTo Buille
TofaTaKa caipXXH HBeroB aKaJleMCKU IIepCOHAJIHU JIKCT, U3 KOjer ce casHaje fa je y
BpeMe fonacka Ha Akafemujy Beh 6uo mema;? mpunmoxeHa ¢ororpaduja HacMejaHOT
cIuKapa yIryaljeHe IpHe Koce Y OLITPOM je KOHTPACTy ca PaHUjUM PoTorpadcKHUM CBe-
[OYaHCTBOM, KOje yIedaT/bUBO OejleXxu M3pa3 030M/bHOCTH U CYPOBOCTH IIOPATHOT Bpe-
MeHa. [lereHujy KacHuje (1955), mopTperncao ra je miuahu romera Minages Cp6uHoBuh,
Kao pa3bapyIIeHor OCTapeor YMeTHHKA IIOHeIITO Pe3UIHMPaHOT IIoIiefa, Ha U3MaKy
aKTHBHe HaCTaBHUYKe KapHujepe.* KpaTuHa je Ha ARafeMuju 610 aHTaXOBaH Y 3BABY
npodecopa BHILE IIKOJIE, Y KOjeM je M MeH3HOHMCAH 1962, Kafla je Ka0 HOBM HAaCTAaBHHUK
Ha IIpegMeTy 3MJHO CIMKapCTBO aHTa)XoBaH cIuKap Boxwumap [IpomaHoBuh.’ Cadysa-
Ha [JOKyMeHTalluja AKaJleMHUje U3 IIpBe [IBe JlelleHuje Iocie JIpyror cBeTCKOT paTa He
IIpy>Xa MHOTO ITofaTaka 0 KpaTMHMHOj HacTaBHUYKO] [EIaTHOCTH, Ka0 HU O OGHOCY
JIMKOBHO-TIe[JarOllIKe CpeAHHe IIpeMa HberoBoj IPHUMapHO] BEIITHHU U HEeHOM CTaTyCy y
OKBHPY HACTaBHOT KYPHUKYIyMa, KOjU ce yobInu4uaBao y HUIEOJIOIIKY BeoMa JUHAMUY-
HOM, aJIM MCK/BYYHBOM BPEMEHY, Ca HOBHUM M CIEIUPUYHUM OFHOCOM IIpeEMa CPemb0-
BEKOBHOM JIMKOBHOM Hacnehy.®

Japocnas KpaTuHa 6110 je BacIUTaHUK Apyradujer foba U yMeTHUYKOT OKpY-
Xea, jyrOCIIOBEHCKOT Tpal)aHCKOT MOMEPHUCTHYKOT MI/bed, KOjU Ce pa3sBHjao u3Mely
IIBa cBeTCcKa paTa.’ Buo je mopeksiom Yex, poheH y XpsaTckoj KocTajHuiiu 1893. rogu-
He.® [lIRo0Bao ce y 3arpeby, rae je u3 Bullle IIKoJe 3a YMjeTHOCT U 06PT 1920. TONHHE
Hu3alllao ca 3BameM [IeKOpaTHBHOTI CIMKapa, M3 Kinace Berme Uuromra Cecuje.’ HacTaBHU
IIporpaM oBe IIKOJIe, AUPeKTHe NIPeTXONHUIle JaHallllkbe AKazemuje y 3arpeby, ypehu-
BaH jomur Iipe [IpBOT CBETCKOT paTa IO y30py Ha beuxry Kunstgewerbeschule, 6o je mo-
ceehen II0OM3ay OIIIITEr YMETHUYKOT KBAJIMTETA 3aHATCKHX BEIITHHA YIIOIIJbaBaHUX
Ha M3BOhemY jaBHUX APXaBHUX, BEPCKUX, ajIM M IPUBATHUX apXUTEeKTOHCKHUX ObjeKaTa.
Opcex 3a 3MIOHO CJIMKApCTBO, KOju je moxahao JapocnaB KpaTuHa, YCTaHOBIbEH je 3aKOH-
CKMM HallpTOM M3 1912. roguHe. llIKonna Huje y IMOTIIYHOCTH yCIIena fa peanusyje cBoje

TIPaKTUYHO 3aMHUII/beHe HAaCTaBHE OfIpefIHUIE, jep Ce jaBHU JIMKOBHH IIPOCTOP y XpBaT-

5 Apxus ©J1Y, pocuje Japocnasa KpaTuHe, NepcoHanHy nvcT Akafemuje 3a IMKOBHE YMETHOCTM.
4 YMeTHuuKa 36unpka ®J1Y, nHB. 6p. 290.

°  CumeoHosuh henvih 2015: 175, Han. 705, 419.

¢ Merenik 2010: 11-57, Denegri 2013: 11-25, 231-239.

7 Merenik 2010: 11; Cf. Towuh 1983: 134-135, 142, 151-160.

& AnTuh-KomneHosuh 1972: s.p., MpopaHoswh, ApbyTuHa 2012: 60.

7 ApxuB ®J1Y: nocuje Japocnaea KpaTuHe, nepcoHanHmn nncT Akagemuje 3a nnkoBHe yMeTHoOCTU; MpoaaHosuh,
ApbyTunHa 2012: 60. O Buwwoj LWKonu 3a ymjeTHocT v obpT y 3arpeby B. Marusevski 2002: 25-51.
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02. Kpatka 6uorpaduja Japocnasa KpaTuHe ca Bnactopy4Hum notnucom, beorpag, 1948 (Apxusa ®J1Y).

two world wars.” He was of Czech origin, born in the Croatian Kostajnica in 1893.%

He was educated in Zagreb, where he graduated from the Higher School of Arts and
Crafts in 1920, with the academic title of a decorative painter, in the class of Bela
Ciko$ Sesia.? The curriculum of this school, a direct predecessor of today’s Academy
in Zagreb, was set up before the First World War, based on the model of the Vienna
Kunstgewerbeschule, and dedicated towards raising the general artistic quality of the
craft skills to be employed in the construction of the public, state, religious, and
private architectural buildings. The Department of Wall Painting, attended by Jaroslav
Kratina, was established by a legal draft from 1912. The school did not fully succeed

in accomplishing its practically conceived educational objectives, because the public

7 Merenik 2010: 11; Cf. Tosi¢ 1983: 134-135, 142, 151-160.
8 Anti¢-Komnenovi¢ 1972: s.p., Prodanovi¢, Arbutina 2012: 60.

7 The Archive of the FFA: a dossier of Jaroslav Kratina, a personal sheet of the Academy of Fine Arts;
Prodanovi¢, Arbutina 2012: 60. About the College of the Arts and Crafts in Zagreb, see Marusevski 2002: 25-51.
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CKOj, IIOTOTOBO HAaKOH ITpepacTama Bullle IIKone y ARafeMujy, yop3aHO ocamMoCTasbu-
BaO U IIPOIIMPHUBAO, & 32HATCKHU je [obujao Apyradyuja ycMepema.® KpaTuHUH mpode-
cop y 3arpeby, Bena Yuromi, 6e9YKY U MUHXEHCKHM aKaJIeMCKH eKJIeKTH4Yap KacHOT 19.
BeKa, UCTOPHjCKU CJIMKap U IIOCTIEHHK CellecHjcKe eKOPaTHBHOCTH M CUMOOIHUCTHYKe
MUCTHEE, 610 je aHTa)XOBaH Ha OPXABHUM IIPOjeKTHMa KOjH CY YKJ/bYUYMBaIM U3Boheme
3SUOHUX CJIMKA, [IONIYT OHUX y eHTepujepy nanare ,Ofjerna 3a 60TOIITOBbE U HACTaBy

Braze y 3arpeby.” OH je THYHO MOTHHCcao KpaTHHUHY ,3aBpIIHY CBjemonby” 3arpebad-

10 Marusevski 2002: 43-46.
1 Zlamalik 1984: 34-46.
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art domain in Croatia, especially after the transition of the Higher School into the
Academy, rapidly expanded and became independent, whereas the realm of crafts was
acquiring different directions.® Kratina's professor in Zagreb, Bela Ciko§, a Viennese
and a Munich academic eclectic of the late 19th century, a historical painter and an
advocate of the secessionistic decorativeness and the symbolistic mysticism, was
engaged in the state projects that included the execution of wall paintings, such as
those in the interior of the palace of “the Department of Divine Worship and Teaching”
of the government in Zagreb.* He personally signed Kratina’s “final school certificate”
from the Zagreb Higher School of Arts and Crafts, in which were listed all the courses
he attended.”

For Jaroslav Katina, the First World War was decisive in turning towards the
Serbian environment, because he became a volunteer in the Serbian army.” The
available information about him indicates that, after completing his formal education
in Zagreb in 1920, he worked as a high school teacher already in the following year. In
that service he spent the period till the end of the Second World War, teaching drawing

in lyceums in Pristina (from 1921), Skopje and Ni§ (1947).* He maintained constant ties

10 Marusevski 2002: 43-46.
" Zlamalik 1984: 34-46.

12 Jaroslav Kratina also completed his lower level art education in Zagreb in 1907-1911, attending the
Royal Land Crafts School. In the Archive of the FFA, a copy of the certificate that he completed the "prescribed
studies for the decorative-painting trade" has been preserved, which was originally signed by the director of
the school, architect Hermann Bollé. He entered the College of Arts and Crafts in September 1912, attending
classes until July 1914 when he stopped his studies, probably due to the outbreak of the First World War.

He continued and completed his higher education in 1918-1920. The original diploma, whose copy has been
preserved, was signed by his professor Bela Ciko3 Sesija, and as it is written in the note, "Mr. Kratina showed
a special gift in drawing out figural compositions and figural-decorative painting". An Archive of the FFA: a
dossier of Jaroslav Kratina, n.n..

3 In the documents of the painter's dossier at the FFA, it is recorded that he was a volunteer of the 18th
Infantry Regiment from 1914 to 1918. After the Second World War he declared himself as a Serb. He became
an Orthodox Christian by baptism in the Cathedral Church in Ni$ in January 1943. It is known from the
baptismal certificate that his father's name was Josip and that he was also a painter, and his mother was
Marija. In 1926, while working as a high school teacher in Pristina, Jaroslav Kratina adopted a girl, Maria
(Marica?) from Be¢men. In the contract made with her biological mother Natalija, together with his wife (Ivana
- Ivka), he still declared himself as a Roman Catholic and obliged his adopted daughter that he would be buried
as such. He got married in Belgrade in the Roman Catholic Church of Christ the King in November 1920. The
Archive of the FFA: a dossier of Jaroslav Kratina, the General Questionnaire, November 16, 1948, n.n.

' Kratina's dossier contains a copy of the original certificate about his movement through the services
starting from 1921, when he was appointed as a "temporary teacher of skills” at the lyceum in Pristina. After
advancing in the rank, after passing the skills teacher exam in 1925, he stayed in Pristina until 1938, when
he was transferred to the Male Lyceum in Skopje. In June 1941, he was "assigned to work” at the First Male
Real Lyceum in Ni$, where he stayed till the end of World War 1. In the official Questionnaire from 1948, the
painter left his short biography: "l was born in 1893. in the Croatian Kostajnica from poor parents. My father
was a Czech. | finished painting studies under difficult conditions. | served in Pristina and Skopje, and under
the occupier | was assigned to work in Nis. | have always moved in life among people who loved freedom
and democracy, even during the occupation, with colleagues who followed the People's Liberation Struggle
with sympathy. | was forced to live in the countryside during the fascist occupation in Gornji Matejevac

and DraZevac. In the latter, | also helped the PLC (People’s Liberation Council) in an administrative sense,
whenever it was asked from me. The subject of my interest as a painter are decorative-figurative composition
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Japocnas KpatuHa, nocre 1948 (Apxusa ®J1Y)
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with the Belgrade artistic environment, preparing among other things the Pristina
high school students for admission to the Art School in the capital. Along with the
painters Svetislav Strala and Figa Vasiljevi¢, also high school drawing teachers, he is
today considered as a pioneer of modern art education in Kosovo and Metohija.’ He
passed the “skills’ teacher” exam in Belgrade in 1925 In the documentation of the
National Museum, it was recorded that his specialization in copying frescoes began in
1924.7 All the earlier biographical notes about the painter state that he specialized in
fresco-painting in Vienna, Prague, Venice, Florence, Verona, Rome, Milan and Naples.*
The archival documents at the FFA contain the information that Kratina stayed in
Prague and Vienna as a student before the First World War (1912-1914), and that he
traveled through Italy in order to improve his fresco-painting and “acquaint himself
with the artistic works of the classics”

When Jaroslav Kratina was employed at the Academy of Fine Arts in 1947, this
institution, like the other institutions of culture and education that were founded
before the Second World War, found itself in the position of trying to achieve both
the continuity and the redefinition of its position in the society, but also to set up a
teaching curriculum that would correspond to the era of the new ideology. Sculptor
Toma Rosandi¢ and painter Milo Milunovi¢, two out of the three founders of the
Belgrade Academy of Arts in 1937, were hired immediately after the war as the most
respected professors, Stojanovi¢ as the rector and Milunovi¢ as a full professor of
painting.” Beside Milunovi¢, who was transferred to the position of a teacher at the
School of Art in Cetinje in the mid-1946, the Department of Painting was staffed by five

professors, among which there was no specialist in wall painting® at that time. The

and fresco painting. | love life, so that | can work as a painter and serve our people as such.” The document by
which the Ministry of Education, in March 1947, transferred him to the Art Museum in Belgrade as an "expert
painter” testifies about the fact that at that time he was employed at the Female Lyceum in Ni&. An Archive of
the FFA: a dossier of Jaroslav Kratina, The General Questionnaire, November 16, 1948, no. 1-13, 14, a decision
of the Ministry of Education no. 5150, March 31, 1947.

15 Anti¢ - Komnenovi¢ 1972: s.p, Markovi¢ 2019: 352-352, 356.
'® The Archive of the FFA, a dossier of Jaroslav Kratina, the personal file of the Academy of Fine Arts.

"7 The Archive of the FFA, The Art Museum in Belgrade, a copy of the Jaroslav Kratina's personal card.
There is published data that Kratina started copying frescoes immediately after his arrival to PriStina in 1921.
Milosavljevi¢ 1989: 52.

'8 Prodanovi¢, Arbutina 2012: 60, Popovi¢ 2022: 204, with the older literature.

19 The Archive of the FFA: a dossier of Jaroslav Kratina, The General Questionnaire, November 16, 1948; Cf.
Markovi¢ 2019: 351.

2 The third founder was the painter Petar Dobrovi¢. Zivkovi¢ 1987: 26, Prodanovi¢, Arbutina 2012: 22-26.
2 Simeonovi¢ Celi¢ 2015: 47-48.

2 |n May 1946, they were: Kosta Hakman, Petar Lubarda, Dorde Andrejevi¢-Kun, Ivan Tabakovi¢ and Nedeljko
Gvozdenovic. Archive of the FFA, A letter to the Ministry of Education of Serbia, The Department for Arts,
Science and Culture, no. 712, May 16, 1946; Cf. Simeonovi¢ Celi¢ 2015: 48.
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Ke Bullle IIKOJIe 32 YMjeTHOCT K 06pT, V K0joj cy ITobpojaHM CBU IIpeAMeTH Koje je OH
noxahao.”

3a Japocnasa KaTtuny IIpBU CBeTCKM paT 6MO je IIpecyfaH y OKpeTamy Ka CPIICKO]j
CpefuHY, jep je IoCTao [obpoBosball ¥ CPIICKO] Bojcli.” [T03HATH MOJAIH O BeMy
yKasyjy Ha To Ia je, HAaKOH 3aBplIeTka GOopMaIHOT obpasoBama y 3arpeby 1920, Ha-
penHe roguHe Beh pafmo Kao HACTaBHUK TMMHa3sHje. Y TOj CITyX6H IIPOBEO je TIepUOf,
[I0 3aBpIIeTKa JIpyTor CBeTCKOT paTa, IIpefiajyhu 1pTame y TMMHa3HjamMa y [IpUIITHHYI
(ox 1921), Crowpy u Hutny (1947). Ca 6e0rpaickoM YMETHHYKOM CPEIHHOM OLPXaBao
je cramue Bese, mpunpemajyhu, usmely ocranmor, IpUINTHHCKe THMHA3HjasIlle 3a YIIHC
Ha YMeTHHUKY LIKOTy Yy IIDeCTOHMIIM. Y3 ciuKape CeTucnasa Ctpamy u Oury Bacumbe-
Buha, Tarkohe TMMHa3MjcKe HAaCTaBHUKeE I[pTaiba, OH Ce JaHac cMaTpa IIMOHHUPOM MO-
IIepHOT JIMKOBHOT obpasoBama Ha KocoBy u MeToxuju. McnuT 3a ,y4uTe/ba BEUITHHA'
TIONIOXHUO je y Beorpamy 1925. romuHe.® Y goKyMeHTaIuju HapofHOT Mys3eja ocTaso je
3abeeXXeHO fa je Bmeropa Clellyjanmusaliyja 3a KoIupame ppecaka 3aIllodeTa 1924. TO-

nuHe.” CBM focafalrmsy 6rorpadcKy HAIIMCH O CIMKapy HaBofe Ia ce 3a GpecKo-CIu-

2 Hwku cTeneH nnkoeHor obpasoBarba Japocnas KpaTuHa je Takohe 3aspmo y 3arpeby 1907-1911, no-
xahajyhu Kparsescky 3emMarbcky 06pTHY wikony. Y Apxvsu OJ1Y cadyBaH je npenunc CBeAo4aHCTBa Aa je 3aBpLumo
Nponu1caHe Hayke 3a 1eKopaTVBHO-CNIMKapCKu 06pT”, Koje je M3BOPHO MOTMMCA0 paBHaTeSb LUKONe, apXMTeKTa
XepmaH bone. Bulwy Wwkony 3a yMjeTHocT 1 06pT ynncao je y centembpy 1912, noxahajyhu Hactasy Ao jyna

1914, kapa je cTyamMparbe NpekuHyo, BepoBaTHO 360r M3bujarba NpBor ceeTckor pata. 06pa3oBakse Ha BULLO)
LUKOMM HacTaBwo je v 3aBpwmo 1918-1920. rogmHe. M3BopHY cBeaoLIby Ymju je Nnpenunc cadyBaH NoTn1cao je
HoeroB npodecop bena Yvkow Cecuja, a Kako CTOju Y HaNMoMeHu ,rocrnoamH KpaTtuHa je nokasao ocobuti gap y
n3Baharby durypanHmnx koMnosuumja Te GurypanHo-AeKopaTMBHOM cimkarsy”. Apxne OJ1Y: gocnje Japocnasa
KpaTuHe, 6.6.

VY nokymeHTVMMa cnvikapesor gocujea Ha ®J1Y 3abenexeHo je Aa je 6vo nobposorball 18. nelwaamjckor nyka,
op 1914. po 1918. roauHe. HakoH [lpyror cBeTcKor paTa u3jalHbabao ce kao CpbuvH, a npaBocnaeall je nocTao
KpwTerseM y CabopHoj Lipkewv y HuLwy, y jaHyapy 1943. roounHe. M3 KpluTeHuLUe ce casHaje fa My ce oTal, 3Bao
Jocvn v pa je Takohe 61o cnurkap, a Majka My je buna Mapwuja. Japocnas KpaTuHa je 1926, foK je pagmo Kao
TMMHa3MjCKK1 yumTess y MpuwTyHm, Nocsojuo aesojky Mapujy (Mapuuy?) us beumeHa. Y yroBopy CKiomn/beHoM
ca HeHOM B1OMOLLIKOM MajkoM HaTanujoM jol yBek ce, 3ajeHo ca cynpyrom (MeaHoM - MBKom), usjalurbasao
Kao pUMOKaTONMK 1 0BaBe3mnBa0 CBOjy YCBOjeHWLLY Aa Kao Takas byae 1 caxparbeH. OxeHuo ce y beorpagy y
pVMOKaTONMYKOj UpKeW KpurcTta Kparba, y HoseMbpy 1920. rogmHe. Apxms ®J1Y: focwje Japocnasa KpaTuHe,
OnwT ynuTHWK, 16. HoBeMbap 1948, 6.6.

%Y KpaTvHUHOM [locumjey YyBa Ce Mpenuc opuriHana yBepea o HeroBMM KpeTaksiMa Kpos cryxbe noyes
of 1921, kapa je NoCTaB/beH 3a ,MPUBPEMEHOT Y4MTEba BEWTMHA" M’ MMHa3uje y MpuwTHK. HakoH Hanpeno-
BaHba Y 3Batby NOC/e nonararba MCNuTa 3a yunTerba BelTvHa 1925, y MpuwtrHm ce 3agpxao fo 1938, kaga

je npeMeLTeH Y MyWKy rMMHa3njy y Ckorrsy. Y jyHy 1941, roaunHe 6o je nonerbeH Ha paa” MpBoj MywKoj
peanHoj rumHasuju y Huwy, roe ce 3appao fo Kpaja Apyror ceeTckor pata. Y ciy6eHoM ynuTHuKy 13 1948.
rofVHe, CAIMKap je 0CTaBMO CBOJy KpaTKy buorpadujy: ,PoheH cam 1893. roa. y Xps. KocTajH1UM o CMpOMaLUHMX
popuTerba. OTau, My je 6ro Yex. Mop TeWKMM YCNoBKMa 3aBpLUMO CaM Ciivkapceke cTyauje. Cnyx60Bao cam y
MpuwTnHK 1 Ckonsby, @ NOL OKYNaTOPOM AOAEbEeH CaM Ha paay Huw.

5 AHTURA - KoMHeHoBuWA 1972: s.p, Mapkoswh 2019: 352-352, 356.
'* Apxue OJ1Y, nocuje Japocnasa KpaTuHe, nepcoHanHy nucT AkafieMuje 3a IMKOBHE YMETHOCTM.

7 Apxus ®OJ1Y, YMeTHWuKM My3e] y Beorpafly, Konwvja nepcoHanHor kapToHa Japocnasa KpatvHe. MocToje
nybnvKkoBaHM nopaum Aa je KpatvHa noyeo aa Konvpa Gpecke oaMax HakoH fonacka y MpuwtuHy 1921, roguHe.
Mwunocaebesuh 1989: 52.
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painter Petar Dobrovi¢, the third pre-war founder of the Academy at the dawn of the
April War in 1941, proposed the introduction of a special course - wall painting, as well
as the engagement of a part-time teacher. In the immediate post-war period, efforts
were continued to enable students to master the skills of wall painting, primarily
fresco painting. The records from the sessions of the Teachers’ Council bear witness to
the fact that in the months after the war, the initiative of the then-deceased Dobrovi¢
regarding the engagement of a part-time wall painting teacher was considered. The
problem was perceived together with the need to hire a teacher for the course of
painting technology, and Martin Solarzik, a student of Dobrovi¢ and Milunovi¢, and a
painter-propagandist in the People’s Liberation Army, was initially proposed.* Earlier
researchers noted that at the initiative of Dorde Andrejevi¢-Kun professor "Hudoznik”
from the Academy in Ljubljana was proposed for the course of wall painting, in the
form of a one-month course.” This is probably a misread name of the painter Radoje
Hudoklin (1986-1956), a Slovenian sculptor and the author of the manual for the
painting technology at the Ljubljana Academy, where he was employed since 1946.
Consultations were also held with the painter and technologist Sigo Sumereker, who
contributed with his suggestions to the Teachers’ Council deciding that an independent
expert should be hired for the painting technology course.”

The dilemmas about both courses were resolved by the decision to establish
a workshop for fresco-painting and mosaic and by hiring Jaroslav Kratina as a wall
painting teacher, and Nemanja (Nikodim) Brki¢ as a part-time teacher of painting
technology.”® At the beginning of that year, at the meetings of the Council of Teachers
of the Academy and at the initiative of the Ministry of Education, a decision was
made that the students of the Department of Painting would study wall painting in
the 4™ year, which was also included in the first post-war curriculum, and sent to the
Ministry for approval.® Even then, the teaching of the course at the Academy was
connected with the idea of practical training of students on locations, which would

be realized in the form of professional excursions to medieval Serbian monasteries.

% Wall painting as a special "auxiliary mandatory” course for the students of painting was mentioned in
the curriculum of the Academy of Arts as early as 1939, as well as in the regulations on courses in the "Pure
Art Department" of the general course for painters and graphic artists from 1941. Simeonovi¢ Celi¢ 2015: 48,
118-120.

% Simeonovi¢-Celi¢ 2015: 166; Cf. Vukeli¢, Konstantinovié et al. 1975: 187.

» Simeonovi¢-Celi¢ 2015: 166.

% |EJ 1984: 610; Cf. HBL 2009-2020: https://hbl.lzmk.hr/clanak.aspx?id=8129.
7 Simeonovi¢ Celi¢ 2015: 166-167.

% Simeonovi¢ Celi¢ 2015: 167; Prodanovi¢, Arbutina 2012: 66.

% According to the curriculum, it was intended that the number of wall painting classes would be 8 lessons
per week. The Archive of the FFA: no. 1525 of September 26, 1947; Cf. Simeonovi¢ Celi¢ 2015: 121-123.
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KapCcTBO cIlelujanusoBao y Beuy, IIpary, Berenuju, Gupennu, Beporu, Pumy, Munasny
u Hanympy.® ApxuBcku nokymeHTH Ha OJIY cagpxe moparak fa je Kpatuna y Ilpary u
Beuy 6opaBro Kao cTymeHT mpe [IpBor cBeTcKor paTa (1912—1914), a fa je Kpo3 HUranujy
IIyTOBao 360T ycaBpllaBama ¥ GpPecKo-CIUKamy U ,yIO03HaBama ca YMETHUIKUM [eflh-
Ma Kiacuka’?

Kagma je 1947. roguHe JapocnaB KpaTuHa 3amocied Ha AKaleMUjU IMKOBHUX YMeT-
HOCTH, OBa MHCTUTYIIHja Cce, Kao M Apyre yCTaHOBe Ky/IType U obpa3oBama Koje Cy
OCHOBaHe IIpe JIpyror cBeTCKOT paTa, Hall/la Y MMO3UIMjU IOKYIlIaja OCTBapHBarmba KOH-
THHYUTETA U pefedUHUCcA®ka CONCTBEHE IO3UIIMje Y OPYILITBY, aJId M HACTaBHOT KypH-
KyJiyMa Koju 61 ofiroBapao BpeMeHy HOBe Hpeornoruje. Bajap Toma Pocarpauh u cmukap
Muyto MunyHoBuh, OBOjUIla Of TPU OCHMUBa4da beorpajicke YMeTHUYKe aKafeMuje 1937,
HeIIOCpe[HO II0CJIe paTa aHTaXOBaHM Cy Kao HajyrmenHuju npodecopu, CTojaHOBHh Kao
peKTop, a MunyHoBuh Kao pefoBHU npodecop ciauKapeTsa.” Ha OfceKy 3a CIMKapCTBO
cy, ocuM MuinyHoBrha, KOju je of cpemuHe 1946. TOOMHe IIpebadeH Ha MeCTO HACTaB-
HHKa YMjeTHHUUKe WIKoje Ha LleTumy, papuna neropuia npodecopa, Mehy Kojuma y
TOM TPeHYTKY HHje 6MJIO celHjayrcTe 3a 3UOHO cIuKapcTBo.” Crnukap Iletap lobpo-
Buh, Tpehu mpermpaTHU ocHUBau AKafieMHUje, IIpeAsIarao je, y OCBUT allpHJICKOT paTa
1941, yBOheme Ioce6HOT IIpeAMeTa — 3UAHO CJIMKAapCTBO, KA0 M aHTaXMaH XOHOpPapHOT
HacTaBHHKA.” Y HeNOCpeQHOM IIOpaTHOM IIePHOAYy HacTaB/beHa Cy HacTojama [a ce
CTymeHTHMa OMOTyhu caBjiajiaBaibe BeIIITHHA 3UOHe CJIMKe, Ha IIPBOM MecTy dpe-
CKO-C/IMKApCTBa. 3allMCHUIIM ca cefHMIIa HacTaBHUYKOT caBeTa CBeo4Ye O TOME [1a je y
MeceIlMMa HaKOH paTa pasMaTpaHa MHUIIMjaTHBa Tafa Beh moxojHor Jobposuha o aH-
raXxMaHy XOHOpPapHOT HacTaBHHKA 3HHOT CJIMKapcTBa. [IpobieM je cariesaBaH 3ajefHO
ca moTpeboM 3aIoll/baBaka HACTABHMKA 3a IIpeAMeT CJIMKapcKa TeXHOJIOTHja, a IIPBO-
6UTHO je 610 mpepasyioxeH MapTun Conmapxuk, [Jobposuhes 1 MunyHoBHheB CTyIeHT
U CIMKap-npomnarasaucra y HapomHo-ocmoboguiadkoj BojCcIiu.* PaHMjH HCTpaXXHUBauYU
3abeneXunu cy fa je Ha mHHUNMjaTHBY Hopha AnpapejeBrha-KyHa 3a mpemmeT 3uMpHO

CITMKApCTBO, Y BUAY jeHHOMECEYHOT Tedaja, 610 IpefaraH mpodecop ,XyOOKXHUK' ca

MpopaHouh, ApbyTnHa 2012: 60, Monoswuh 2022: 204, ca cTapyjoM NUTepaTypoM.

Apxus OJTY: nocunje Japocnasa Kpatuke, OnwTy ynnTHKK, 16. HoBembap 1948; Cf. Mapkoswh 2019: 351.
Tpehu ocHmBay buo je cnukap Metap Lobposwuh. XXrekoswh 1987: 26, MponaHoswh, ApbyTuHa 2012: 22-26.
2 CumeoHoswh henuh 2015: 47-48.

Y Majy 1946. ropgnHe To cy bunu: Kocta Xakma, lNetap Jlybapaa, hophe AHapejesurh-KyH, MBaH Tabakosuh
1 Hepersko MBo3aeHosmh. Apxms OJTY, gonnc Munuctapctsy npoceeTe Cpbuje, Onerbersy 3a YMETHOCT, HayKy U
KynTypy, 6p. 712, 16. Maj 1946; Cf. CumeoHosuh henuh 2015: 48.

% 3WAHO CIMKapCTBO Kao nocebaH ,moMohHW 06aBe3HK” NpeaMeT 3a CTyAeHTe CIMKApPCTBa NMoMukbLe Ce y

KypviKynyMy YMeTHUYKe akafiemuje jow 1939, Kao vy npaBuiHmKy o npeametnma Ha ,Ofnerberby 3a UnicTy ymeT-
HOCT" onwiTer Teyaja 3a cnvkape v rpadudape 13 1941. rogmHe. CumeoHoswh henuh 2015: 48, 118-120.

% CumeoHosuh-henwh 2015: 166; Cf. Vukeli¢, Konstantinovic et al. 1975: 187.

05. MnapeH CpbuHoswh, lMop-
TpeT Japocnasa KpatuHe, 1955,
y/be Ha nnatHy, 56x45 UM, vH. 6p.
200. (36upka ®J1Y).
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Axapemuje y Jby6rbaru.” OBJle ce BepOBAaTHO pPafi O IIOTPEIIHO IIPOYUTAHOM HMEHY
cmurapa Papfoja Xymornusa (1986—1956), CJIOBEHAYKOTr Bajapa U ayTopa IPUPYYHHKA 32
CJIMKApCKy TeXHOJIOTH]Y Ha Jby6/baHCKOj AKaZleMHUjH, Ha K0joj je 610 3aIlociieH of, 1946.
roguHe. KoHcynTanuje cy obap/paHe U ca CIMKapeM U TexHororom Curom Cymepe-
KepoM, KOjH je CBOjJUM cyrecTHjama [OIpHHeo fa HacTaBHMYKM caBeT OIydH a 3a
TIpeIMeT CIIMKapcKa TeXHOJIOTHja Oy/e aHraxoBaH jeflaH caMOCTa/llaH CTPYy4YmakK.”
[luneMe OKO oba IpegMeTa pellleHe Cy OIIYKOM O OCHUBAaWby pafHOHUIIe 3a
dpecko-cIMKaApCTBO M MO3aUK U 3allolll/baBarmeM JapocsiaBa KpaTuHe Kao HacTaBHUKA
3SUOHOT CIMKapcTBa, a Hemame (Hugomuma) BpKHha Ka0 XOHOpPapHOT HaCTaBHMKA CJIH-
Kapcke TexHosoruje.® [IoueTKOM Te TOOUWHeE, Ha cegHUIlama CaBeTa HacTaBHUKA AKafe-
MUje, a Ha MHUIUjaTHBY MUHMCTApCTBa IIPOCBETE, JIOHETA je OfIyKa Aa cTymeHTH Of-
CeKa 3a CJIMKapCTBO M3y4aBajy IpeAMeT 3UOHO CJIMKapCTBO HA 4. TOOHWHHY, IITO je YHETO
U y IIpPBU IIOC/JIepaTHU HACTaBHU IIaH, KOjU je mocraT MUHHCTApCTBY Ha omobpeme.”
Beh Tapa je HacTaBa Ha IpenMeTy u3BoheHa Ha AKafeMUju IIOBe3aHa ca HUIEejoM O
TIPaKTUYHOM yCaBplIaBaky CTy[eHaTa Ha TepeHy, Koje 61 ce oCTBApHUBajO y BUIOY
CTPYYHHX eKCKyp3Hja Y CpefmOBEKOBHE CPIICKe MaHacTHpe. Ha IpBU ITOMeH aKTHUBHO-
CTH CTyHOeHaTa AKaJleMHje Ha OpPraHM30BaHOM KONMpamy dpecara I0[ PyKOBOICTBOM
JapocnaBa KpaTrHe HaulasuMo y OKTO6DPY 1947, Kafa je Ha cegHHIM HacTaBHUYKOT ca-
BeTa ogobpeHo [a camMo TPH CTyAeHTa Y OBY CBPXY, 3ajedHO ca KpaTHHOM, OTIIYTY]y ¥
maHactupe JXuuy u Conmohane* MynTudyHKIMOHAIHE HacTaBHEe eKCKyp3Hje ¥ MaHa-
CTHpe, KOje Cy CIIyXXHJIe Kao IOApIIKa KyPUKYIyMHMa BHIIe IIpeAMeTa, YKBYIyjyhu u
HCTOPHjy YMETHOCTH, OPTaHM3y]y ce Of LIKOJICKe 1949—1950. ToguHe,* a Japocnas Kpa-
THHA je Ha HBUXOBOj OpraHMU3alMju 610 MHTEeH3UMBHO aHTaXOBaH CBe IO 1953. TOLUHE.
[MoxymiaBajyhu ma y Tom nepuopny npeasuije 06jeKTUBHE IIPOCTOPHE M TEXHUY-
Ke IIpobreMe IIpaKce CIMKapCcTBa Ha 3uAY, Japocnas KpaTuHa je mpeqsarao fa CTyAeH-

Tu Arayiemuje Bexbajy TeXHUKY PpecKe M3BohermeM pafoBa Ha MJIM Y HEKOM O6jeKTY

% CumeoHosuh-henvh 2015: 166.

% |EJ 1984 610; Cf. HBL 2009-2020: https://hbl.lzmk.hr/clanak.aspx?id=8129.
7 CumeoHoswh henuh 2015: 166-167.

% CumeoHosuh henuh 2015: 167; MpopaHosuwh, ApbyTiHa 2012: 66.

% HacTaBHWM nnaHoM npefsvheHo je Aa GoHL YacoBa 3MAHor cvkapcTea byae 8 YacoBa HepferbHO. ApXvB
@J1Y: 6p. 1525 op 26. centembap 1947, Cf. CumeoHosuh henvh 2015: 121-123.

% CTyneHTM CrMKapcTea Koje je KpaTviHa Taaa noseo 6unu cy MapuHko Benson (?), Munad JosaHosuh
Hebojwa Jenava. Ynpasa AkafeMuje ce Ha 0Baj Kopak Ofyly4nna Ha OCHOBY akTa/Hanora KomuTeTa 3a KynTypy
1 ymeTHocT Bnane ®HPJ, 6p. 5436/47. Apxus ®J1Y: 3anncHK ca ceiHMLie HacTaBHuYKor caseTa, 16. okTobap
1947, Cf. CumeoHosumh henuh 2015: 312. [1a ekckyp3uje y MaHaCTMpe HUCY NNaHpaHe Camo Kao enemeHat
HacTaBe Ha NpeaMeTY 3VAHO CVKApPCTBO BUAN CE U U3 MHMLMjaTVUBE CTYAEHTCKe OpraHu3aumje Ha Akafemujm 3a
opraH13oBarbe ekckypauje y jyHy 1948, Ha Kojy ce no3uBajy 1 Apyrn HacTaBHULM ,Kako Bu eKcKyp3uja LUTO BuLLE
ycnena”, 0AHOCHO Kako b1 CTyAeHTY 4. roavHe 6osbe caBnapan MCnuTe 13 UCTOPUje YMETHOCTU W apXuUTEKTYpe.
Apxuvs OJ1Y: 3aNUCHKK ca ceaHuLe HacTaBHMYKor caBeTa, 7. Maj 1948; Cf. CumeoHosuh henuh 2015: 312,

51 CwmeoHosuh henuh 2015: 172, 313.
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The first mention of the activity of the Academy students in the organized copying
of frescoes under the guidance of Jaroslav Kratina dates from October 1947, when
at the session of the Teachers’ Council it was approved that only three students,
together with Kratina, travel to the Zi¢a and Sopoc¢ani* monasteries for this purpose.
Multifunctional, educational excursions to monasteries, which served as the support
for the curricula of several courses, including also the history of art, were organized
since the school year 1949-1950,* and Jaroslav Kratina was intensively engaged in their
organization up until 1953.

Trying to overcome the objective spatial and technical problems in the training
of the wall painting in that period, Jaroslav Kratina proposed that the students of
the Academy practice the technique of fresco by performing works on or in some
building in the capital®* Difficulties in the organization and the functioning of his
course were constantly present and the classes in the premises of the Academy
took place intensively only during one month, at the end of the winter and in
the beginning of the summer semester. In February 1952, Kratina agreed with the
Academy’s administration to produce a “certain” number of copies of the frescoes as
teaching aids, and in October of the same year the transfer of the copies was requested
from the “Museum of the Medieval Art” in Belgrade, especially for the needs of “the
students who are attending the Special course for fresco-painting and mosaic” An
interesting testimony about the contemporary reception of the role and the importance
of the research of frescoes in the educational process of future artists has been
preserved in the Archive of the FFA. In 1952, the students sent various proposals for

the improvement of the teaching® to the school administration and to the relevant

% Painting students whom Kratina then took with him were Marinko Benzon (?), Milan Jovanovi¢ and
Nebojga Jelata. The management of the Academy decided to take this step based on the act/order of the
Committee for Culture and Art of the Government of FPRY, no. 5436/47. The Archive of the FFA: proceedings
from the session of the Teachers' Council, October 16, 1947; Cf. Simeonovi¢ Celi¢ 2015: 312. The excursions to
monasteries were not planned only as an element of teaching for the wall painting course, which can be seen
also from the initiative of the student organization at the Academy to organize the excursion in June 1948, to
which other teachers were also invited "in order to make the excursion as successful as possible ", i.e. so that
the students of the 4" year could better master the exams in the history of art and architecture. The Archive of
the FFA: proceedings from the session of the Teachers' Council, May 7, 1948; Cf. Simeonovi¢ Celi¢ 2015: 312.

3 Simeonovi¢ Celi¢ 2015: 172, 313.

% The Archive of the FFA: proceedings of the meeting of the Teachers' Council, December 7, 1948. The
initiative was relevant also in 1952, when the Academy requested a permission from the city administration for
the students to perform frescoes in the pavilions of kindergartens, under Kratina's supervision. The Archive of
the FFA: letter to the People's Committee of the City of Belgrade, no. 515, April 22, 1952; Cf. Simeonovi¢ Celi¢
2015: 174.

% The Archive of the FFA: a letter to the Museum of Medieval Art, no. 1843, October 31, 1952; Cf. Simeonovic¢
Celi¢ 2015: 174.

% The Archive of the FFA: a letter from the Association of AFA Students, no. 476, April 7, 1952; Cf. Simeonovic¢
Celi¢ 2015: 174.
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y mpecToHHIM.?* OpraHu3allMoHe U U3BohjauKe IoTelIkohe Ha HBeroBOM IIPeIMeTy 6uie
Cy CTaJHO NPHCYTHE, a HacTaBa Cce y IPOCTOpHMa AKafleMHuje MHTeH3HBHO OfBHjasia
caMo TOKOM jeHOT Mecella, KpajeM 3MMCKOT U IIOYeTKOM JIeTEer ceMecTpa. Y debpy-
apy 1952. roquHe KpaTuHa je ca ynpaBom AKafieMHje JOTOBOPHO H3pafy ,HU3BecHOr”
6poja Komuja dpecaka Kao HACTaBHUX CPeNCTaBa, a YCTyIlame KOIHja je ¥ OKTObpy HcTe
TOOMHE 3aTPaXkeHo je u of ,My3eja cpefmOBEeKOBHE YMeTHOCTH Y Beorpanmy, moce6Ho 3a
roTpebe ,CTyHIeHaTa Koju cy Ha CIlellMjaTHOM Teuajy 3a GpecKo-CJIMKapCTBO M MO3a-
uK"3 Y apxusu QJIY cadyyBaHO je HHTEPeCAHTHO CBEFOYAHCTBO O CABPEMEHO] pPelelIHju
yJore U 3Ha4aja M3y4daBama Ppecke y 06pa3soBHOM Ipoliecy bymyhux ymerHura. CTy-
[eHTH Cy TaKO 1952. TOAMHE IIOC/IaJIM YIIPaBH IIKOJIe M Ha[JIeXXHOM [IPXaBHOM OpTaHy
pasHe Ipepsiore yHampehemra HacTase;* y IIPBOj CTaBIIM CBOje MHTEPBEHIIMje 3aTPaXKu-
JIM Cy Aa ce HacTaBa PpecKO-CIMKapCTBa IIPeMECTH M3 IIporpaMa 4YeTBpTe Ha Tpehy
TOOUHY CTyOuja, mpaBnajyhu cBoj 3axTeB aHraxoaHum lart pour l'art craBom: ,dpecka
(cpenmeBEeKOBHA) CITYXXH Kao MIOMON y CIMKaky, HOK IIPUIIPeMaibe 3a paj Ha H3BOhemy
dpecara momasu y ApyrH IaH. He CIyXHu cIMKame Ha HAIOj IIKOJM f]a Ce CaBjla-
ma ¢pecka, Beh ¢pecka ma ce caBnana caukame.” [Jo3HaBame CpefHOBEKOBHE JTHKOBHE
faIITHHEe pasyMeBaIM Cy ¥ KOHTEKCTY ,Tpakema’ COIICTBEHOT TMKOBHOT M3pasa U Te-
XWIK BeHoj adupMaluju Ha ARKaJleMHjH KpO3 UHTeH3HUBHpabe CTPYUYHUX eKCKyp3Hja
Yy MaHaCTHpe 3a CTyIOeHTe CJIMKapcTBa U rpaduke, a y Janmmanujy 3a 6ymoyhe Bajape.
TloTomu Ipensyor Haulllao je Ha IIO3MTHBAH OATOBOP yIpabe AKajeMuje, Koja je U y Ha-
penHOM IIepHO[ly OpraHM30Baja eKCKyp3Hje YIIPaBo IIpeMa OBHM CyTecTHjaMa CTYIeHT-
CKe opraHM3alnuje.’

3eHuT Kapujepe JapocimaBa KpaTuHe Kao KOIKCTe, ally M HAacTaBHUKA dpe-
CKO-CJIMKapTBa, Kao U HeroBo HajBUINIe jaBHO CTPYYHO IIPH3HAaIbe IIpeficTaB/baslo je
YJIaHCTBO Y OpraHM3aIlMOHOM 0#60py Hu3JIoxbe JyrocnoBeHcKa Cper06eKOBHA YMETHOCT,
ompxaHe y Mysejy dpaHIIyCKUX CIIOMEHUKA, Vv nanaTtu Ilajo y [Tapusy 1950. TOLOHE.
OcuM HITO je myToBao y Ilapus, y 3emsbH je capahjuBao ca GpaHI[yCKUM H jyTOCIOBEH-

CKHMM CUIHMKapHMa-KOIIUCTHMa KOjI/I Cy IIpuIpeMasiy eKCIIOHaTe 3a I/ISJ'IO)Kﬁy, panehH y

% Apxvs OJ1Y: 3anu1cKK ca cegHuLie HacTasHuuKor caBeTa, 7. feuemMbap 1948. MHuumjaTviea je buna akTyenHa
1 1952. roguHe, Kafa je AkafeMuja Tpaxkmna [103B0Jy O ynpase rpafa fa CTyAeHTM 13Boae GpecKe y NaBuibo-
HUMa fedyjux BpTuha, nogd KpaTuHuHUMM HaasopoM. Apxue ®OJ1Y: nonvc HapopgHom opbopy rpaaa Beorpapa, 6p.
515, 22. anpun 1952; Cf. CumeoHoswh henuh 2015: 174.

¥ Apxvs OJ1Y: gonuc Mysejy cpearboBeKoBHe yMeTHoCTH, 6p. 1843, 31. oktobap 1952; Cf. CuMeoHoBwh henuh

2015: 174,
% Apxvis ®NY: gonvic Yapyxerba cTyneHata AJ1Y, 6p. 476, 7. anpun 1952; Cf. Cumeorosurh henuh 2015: 174.

% OBaKaB UTVMHEPEeP CTYAEHTCKMX MyTOBakba NMocTojao je jow 1949, kapa je nnaHMpaHa ekckypswvja y Lanma-

umjy nop BoacTeoM npodecopa Anojsa [LonvHapa u Unuje Konaposwha, a y MaHactvpe Cpbuje 1 MakenoHwje
nof BoacTBoM Muxajna lNetposuha-MNetposa n hopha Teonoposrha. Apxvs OJ1Y: gonmvc MuHWcTapcTsy npocee-
Te HP Cpbuje, 6p. 1407, 17. jyH 1949.
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state authority. In the first point of their petition, they requested that the teaching of
fresco-painting should be moved from the fourth to the third year of study, justifying
their request with a committed lart pour Uart attitude: “A Fresco (medieval) serves as
an aid in painting, while the preparation for work in the execution of the frescoes,
is of secondary concern. The purpose of painting at our school is not to master the
fresco, but conversely, the purpose of fresco is to master painting.” They regarded the
knowledge of the medieval art heritage in the context of “searching” for their own
artistic expression and they strove for its affirmation in the Academy through the
intensification of professional excursions to monasteries for the students of painting
and graphics, and to Dalmatia for future sculptors. The latter proposal received a
positive response from the Academy’s administration, which organized excursions
in the following period precisely according to these suggestions of the student
organization.®

The zenith of Jaroslav Kratina's career as a copyist, but also as a teacher of fresco
painting, as well as his highest public professional recognition, was the membership in
the organizing committee of the Yugoslav Medieval Art exhibition that took place in the
Museum of the French Monuments in the Palace of Chaillot in Paris in 1950. Besides
traveling to Paris, he collaborated in the home country with French and Yugoslav
painters-copyists who prepared the exhibits for the exhibition, working in monasteries
in Serbia and Macedonia®* According to the documentation preserved in the Archive of
the FFA, he stayed in Paris from July 1 to October 1, 1949, working on “the preparation
of our medieval exhibition”? The painter’s position and the reputation at the Academy
are illustratively outlined by the text of a short administrative explanation from 1954,
in which the Ministry was asked for permission to grant him an additional salary:
“Kratina Jaroslav, a high school professor who is one of the most prominent experts
in frescoes. He works independently on the technical implementation of the fresco
and of all other elements that come into consideration for this specialized course,

starting from the preparation of the substrates, to the construction of plaster (sic!),

% This kind of a student travel itinerary existed as early as 1949, when an excursion to Dalmatia was planned
under the leadership of professors Alojz Dolinar and Ilija Kolarovi¢, and to the monasteries of Serbia and
Macedonia under the leadership of Mihajlo Petrovi¢-Petrov and Borde Teodorovi¢. The Archive of the FFA: a
letter to the Ministry of Education of the PR of Serbia, no. 1407, June 17, 1949.

% Kratina performed the larger part of the copying in the field, during the preparation of the Paris exhibition,
in the Church of St. Sophia in Ohrid. Popovi¢ 2022: 25-30.

% The Archive of the FFA: a letter to the Council for Education, Science and Culture, NRS, no. 1619,
September 6, 1951. It seems that he also traveled to Paris later on the same job, because in October 1949

the Academy asked the Ministry for funds in French francs, which he or Borde Andrejevi¢ Kun would use

to purchase pictorial paints in the famous factory Lefranc Bourgeois. The Archive of the FFA: a letter to the
Ministry of Education, no. 2203, October 20, 1949. At the same time, probably at the initiative of Kratina himself,
the Academy sent a request to the organizing committee of the Paris exhibition for the donation of unused
tempera that remained from the work of making copies of frescoes, for the purpose of teaching in the course
of Wall painting. The Archive of the FFA: a letter no. 2222, October 15, 1949.
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MaHacTupuma y Cpbuju u MakemoHuju.* IIpeMa HOKYMEeHTALUjH cadyBaHOj y apXu-

Bu @QJIY, y [Tapusy je 6opaBHO Of 1. jyia [0 1. OKTOb6pa 1949, pafehu Ha ,IpunpeMamy
Hallle cpefbeBeKOBHe M3IoX6e”¥ CIMKapeBa IO3UIIMja U YITIe[ Ha ARameMUju WIy-
CTPaTHUBHO CY CYMHPaHH TeKCTOM KpaTKOT affMHUHHCTPATHBHOT 0bpasjioxema KOjUM je
1954. TOOWHE of MHHMICTapcTBa 3aTpa)KeHa CarflaCHOCT [a My ce [Oofeny AOIyHCKa IIia-
Ta: ,Kpatunu Japocnasy, mpodecopy BHIlle IIIKOJIe KOjU CIafia y IIpBe HajUCTaKHYTHje
cTpyumakre 3a ¢pecke. Pamy caMoCTalIHO Ha TeXHUYKOj obpamu ¢ppecke M CBUX OCTAIUX
eJleMeHaTa KOju [lofiase y 063up 3a OBY CIeLMjaJM30BaHy HacTaBy, IIOYeB Off IpUIIpeMa
rogyIora, KOHCTPYKITHja MaiTepa (sic!) mo kapToHa. OcuMm ToTa, HO6POBO/BHO pamy KO-
nuje dpecara 3a ARameMujy, yHocehu To Kao obaBe3sHy HacTaBy.® Y Hape[HO]j IIIKOI-
CKOj TOIIMHU CTY[EHTH Cy JOOMIN IPHINKY Za ce PpecKo-CIMKapcTBOM baBe M y KiIacu
Muia MunyHosuha, y3 IojegUHaYHY carjiacHocT JapocsiaBa KpaTuHe Kao HOCHOIIA OBOT
npenmeTa.®® OBa ofJIyKa yIpaBe AKaZleMHUje O3Ha4MIIA je IIOYeTaK IIpolleca Ipebalfu-
Bara M3ydaBama TeXHHKe pecKo-CJIMKapTCBa Y OKBHpPE TEOPHjCKO-TIPAKTUYHOT IIpef-
MeTa TeXHOJIOTHja CJIMKapCKUX MaTepHjana, oK je Ha IIpeIMETy 3HAHO CJIMKapCTBO II0-
4esio Jla IOMHHMpa MHTepecoBame 3a MO3aMK.*> KpaTHHMHA [eaTHOCT Ha AKaJleMUju
Ofl OBOT IIepHOfa OCTaBHJIa je Majo IKMCaHUX Tparona. HemocpegHo Ipe MeH3HOHMCAHKA,
yIIpaBa ILIKOJIe Ta je, Kao MCTaKHYTOT Ie[arolIKOT JoajeHa X YMeTHHKA, IIpefyIoXuIa
3a ofJIMKOBame.* [lefaroliky Kapujepy OKOHYAO je Ha M3MaKy cefiMe AelleHHUje XHBOTA,
y BpeMe Kafia je HacTaBa 3MOHOT CIMKApCTBa Ha AKafeMuju 6uia Beh peopraHu3oBaHa

Y CTPYKTYPY KOjy je 3afpxana M [o [aHac.

Anexcannpa Kyderosuh

% KpaTuHa je Behu oeo Konvparba Ha TepeHy y BpeMe npunpeme napucke nsnoxbe 13Bseo y Lipkeu Ceete
Codwuje y Oxpuay. Monoswmh 2022: 25-30.

3 Apxvs ®J1Y: gonvc CaseTy 3a NpocBeTy Hayky 1 kynTypy HPC, 6p. 1619, 6. centembap 1951. U3rnena na

je 'y Mapu3 nyToBao 1 KacHwuje no UCToM nocny, jep je Akagemuja og MuHucTapcTsa y okTobpy 1949. roanHe
TpaXxmna cpefcTea y GpaHLyCcKnM dpaHLmMMa, Koja 61 oH nnu hophe AHgpejesuh KyH nckopucTvnm 3a Habasky
cnvKapckux 6oja y YyBeHoj dabpwuium Lefranc Burgeois. Apxus ®J1Y: ponnc MyHMcTapcTBy nNpoceeTe, 6p. 2203,
20. okTobap 1949. MicToBpeMeHo je, BepoBaTHO Ha MHWLMjaTVBY camor KpaTvHe, opraH13aumoHoM onbopy napu-
cke n3noxbe Akagemuja ynyTuna 3axTeB 3a YCTynarbe Temnepa Koje Cy MpeocTane of, NocioBa 13paae konwvja
¢pecaka, 3a noTpebe HacTaBe Ha NpeaMeTy 31MaHO cnukapcTeo. Apxus OJ1Y: gonuc 6p. 2222, 15. oktobap 1949.

% Apxue ®J1Y: nonuc CaseTy 3a NpocBeTy Hayky 1 kynTypy HPC, 6p. 305/2, 28. anpun 1954,

% OBy peopraHM3aLjy Npeanoxuo je jolw 1953. roamnHe cam MunyHoswh, MOHYAVBLIM CTyAEHTMMA CVKapCcTBa
Ha Tpehoj roanHX Aa annuumpajy 3a GpecKo-CiMKame y Herosoj knacu. CumeoHosuh henuh 2015: 175, 178-
179; Cf. CuMeoHosuh henuh 1997: 162-165. PaHnjn nctpaxmsaum Hasode Aa je KpatnHa noctao MunyHosuhes
capafHuvK 3a ¢pecko-cnmkapcTeo. AHTUR-KoMHeHoswh 1972: s.p.

“ CumeoHoswh henuh 2015: 175, Han. 705.

41V obpasnoxersy y KOMe ce, 3ajeHo ca JapocnasoM KpaTuHOM, 3a o4nMKoBarsa npednaxy u Mnuvja Kona-
poswh, Henerbko MBozaerosuh, hophe Teogoposuh u Jbybuua Cokunh, nekaH Akagemuje bowko Kapanosuh
MNCTNYE 3ac/yre CBMX KaHAMAATa KAao HAaCTaBHMKA U NIMKOBHWX YMETHMKA, Kao U HoWXOB CEHVMOPUTET U YUHEHWLY
[a ce Npsv NyT Npeanaxy 3a oanvkosarsa. Apxus ®J1Y: ponuc ANY pektopy YMeTHnuke hophy AHapejeBuhy
KyHy, 6p. 362/2, 6. Maj 1961.
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and the cartons. In addition, he voluntarily makes copies of frescoes for the Academy,
introducing it as a compulsory course.”® In the following school year, the students were
given an opportunity to practice fresco-painting in the class of Milo Milunovi¢, with
the individual concurrence of Jaroslav Kratina as the course teacher? This decision of
the Academy’s administration marked the beginning of the process of transferring the
study of fresco-painting techniques to the framework of the theoretical-practical course
of technologies of painting materials, while in the wall painting course the interest

for mosaics* began to dominate. Kratina's activity at the Academy from this period
has left only a few written traces. Just before his retirement, the school management
nominated him for an award, as a prominent pedagogical doyen and artist.« He
finished his teaching career at the end of the seventh decade of his life, at the time
when the teaching of wall painting at the Academy had already been reorganized into

a structure that has been maintained until today.

Aleksandra Kucekovi¢

% The Archive of the FFA: a letter to the Council for Education, Science and Culture, NRS, no. 305/2, April 28,
1954.

% This reorganization was proposed as early as 1953 by Milunovi¢ himself, offering the students of painting
in the third year to apply for fresco painting in his class. Simeonovi¢ Celi¢ 2015: 175, 178-179; Cf. Simeonovi¢
Celi¢ 1997: 162-165. Earlier researchers stated that Kratina became Milunovi¢'s associate for fresco painting.
Anti¢-Komnenovi¢ 1972: s.p.

“ Simeonovi¢ Celi¢ 2015: 175, ref. 705.

“I"In the explication wherein, together with Jaroslav Kratina, Ilija Kolarovi¢, Nedeljko Gvozdenovi¢, Dorde
Teodorovi¢ and Ljubica Soki¢ are proposed for awards, the Dean of the Academy Bo3ko Karanovi¢ emphasizes
the merits of all the candidates as teachers and fine artists, as well as their seniority and the fact that they
were nominated for awards for the first time. The Archive of the FFA: a letter of AFA to the Rector of the Artistic
BDorde Andrejevi¢ Kun, no. 362/2, May 6, 1961.
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