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MarkynTeT NMKOBHUX yMeTHocTn y Beorpagy, y 36upum
lpadwmukor ofceKa, ca NMocebHOM MaKHOM YyBa 36UpKY
upTeXa W cTyouMja BenMKaHa CprcKor akajemmsma —
cnvKapa Ypowa [Mpeguha (1857-1953). Konewumja ce
cactoju of, 22 pafja Yy pasMuMTMM TexHMKaMa Koje je
yMeTHUK 1948. MOKNOHWMO Tadallhb0j AKageMmju IMKOBHUX
YMETHOCTU U HeHUM CTyAeHTUMa. ToM npunvKkoM, Ypolu
Mpeauh je caM Hanpaemo 1M360p pagoBa U3 CBOI BEJINKOI
CTyAMjCKOT OMyca v HaMeHWO ra NpBeHCTBeHO oborahnBakby
HacTaBe LpTara Ha AKagemuju, Kpevpajyhim penatmBHO
XeTeporeHy rpyny Koja MoKpYBa LUMPOK pacrnoH pagoBa,
04 MpYMepa HeroBWX HajpaHujUX CTYOEHTCKUX LpTera
n3 ocMe geueHuje XIX ctoneha, go npunpeMHux cTyouja
3a C/IMKe U3 OBafeceTux U TpugeceTux rogmHa XX Beka.
36upka MpeguhesBux upTera v ctyauja y BnacHuwtey OJ1Y
npencTaB/ba OaHac CarkeT, au MHCMUpaTMBaH W Moy4yaH
YBUA Y CpeaH-0eBPONCKe akaleMCKe YMETHUYKeE NocTyraTe
o4 nocnedwe TpehmHe XIX ctoneha, na cee oo nepvona
npen Opyru cBeTcku part. [Jocan Huje npefcTaB/baHa Kao
WHTErpanHa LenuHa, a Hay4YHoj U YMETHUYKOj jaBHOCTU
MO3HATO je TeK HEeKONMKO paHuje MybnmMKoBaHUX U
3acebHo u3naraHuMx paposa. [lpeseHTaumjoM 36upKe,
HaKOH KOH3epBaTOpCKe 3allTUTe U peBuTanM3aLuje,
DaKynTeT NIMKOBHMX YMETHOCTU enu [[a [onpuHece
HbeHOj aKTyenm3aumju 1 peadpmpMaLimju1, Kao 1 yKnanawy y
yrynaH Mpeauhes npoyyexn onyc. CneumduryaH KOHTEKCT
YMETHMKOBOI OparoL,eHor MOKoHa CTyAeHTUMa Akagemuje
Y OCKYOHWM rofivHaMa HakoH [lpyror cBeTCKOI paTa npya
MoryRHOCT oTBapaHba KOMMapaT1BHKX Napanesna JIMKOBHO-
nefaroLlKkunx npuHumna Mpeauhesor BpeMeHa M OHWX ca
KojUMa JaHac ca3peBajy reHepaLuje Mnagux yMeTHUKa.

Anekcangpa Kyyekosuh
Aleksandra Kucekovic¢

A collection of drawings and studies of a giant of Serbian
academic art — the painter Uros Predi¢ (1857-1953) is kept
with special attention at the Faculty of Fine Arts in Bel-
grade, within the Collection of the Graphics Department.
The collection consists of 22 works in different techniques
that the artist donated to the Academy of Fine Arts and its
students in 1948. Uro$ Predi¢ himself made a selection of
works from his rich production of studies intending pri-
marily to enhance the teaching of drawing at the Acade-
my and created a relatively heterogeneous group, ranging
from some examples of his early student drawings from
the eighth decade of the 19" century to preparatory stud-
ies for paintings from the 20s and 30s of the 20" century.
The collection of Predi¢'s drawings and studies owned by
the FLU [Faculty of Fine Arts] now represents a concise
but inspiring and instructive insight into the principles of
Central European academic art from the last third of the
19t century all the way to the period just before World
War II. The collection had not been presented to public
until now and professionals and artists had only had the
opportunity to see just a few previously published or ex-
hibited works. By presenting the collection, after being
conserved and revitalized, the Faculty of Fine Arts wish-
es to contribute to its actualization and reaffirmation, as
well as its integration into the overall Predi¢'s examined
oeuvre. The specific context of the artist’s precious gift to
the Academy students in the years of shortage after the
Second World War enables making comparative paral-
lels between the pedagogical principles in art teaching in
Predi¢’s time and those on which generation of young art-
ists are educated today.



Ypow [peauh ca nonasHuUMMa MajcTOpcKe paauoHuue Tome
Pocanguha (oko 1950); cToje ¢ neBa Ha gecHo: JoBaH Conpatosuh,
Onra JaHuuh, CaBa CaHauh, Patomup CtojagmHoBuh; cefe ¢ neBa Ha
necHo: AHa bewnuh, Toma PocaHguh n Ypow Mpeguh.

Uros Predi¢ with members of the master class of Toma Rosandic (cca.
1950); standing from left to right: Jovan Soldatovi¢, Olga Janci¢, Sava
Sandi¢, Ratomir Stojadinovic¢; sitting from left to right: Ana Beslic,
Toma Rosandi¢ and Uro$ Predic.



MoknoH op 22 upTtera wu ctygmje, y anpuny 1948,
npeactaB/ba NPBM  OOHATOPCKM  KOHTaKT  Ypouwa
Mpeovha ca AKadeMujoM JIMKOBHMX YMETHOCTU Y
Beorpagy. Y CBOjUM [OHEBHWYKMM 3anMcMMa, CrMKap
je 3abenexuno Oa je MOKMOH OCTBapMO 3axBasbyjyhu
MoO3HaHCTBY ca YyMeTHMUMMa HKocToM XaKMaHoM U
MBaHom TabakoeuheM, npodecopuma Ha AkageMujn y
To BpeMe.! U3 apxuBa DakynTeta IMKOBHUX YMETHOCTM
casHajeMo [a je HacTaBHMKe AkageMuje o lNpeguhesom
MOK/OHY M Haau ,(...) oa he HeroBu pagoBun KOPUCTUTK
MaguM  reHepaumjaMa y HWXOBOM  YMETHUYKOM
pasBojy“, ob6aBecTMo MpBM peKkTop VYHMBep3uTeTa
yMmeTHocTM y bBeorpagy, Bajap Cpeten CrojaHoBuh.?
KacHuje, HakoH lMNpegunhese cMpTH, AKageMuja HeroBom
TecTaMeHTapHOM BOJbOM MOCTaje 6ALUTUHMK joLL YeTUpK
cnvKe n ,,(...) 40 CTpyYHMX CIIMKAPCKUX KHbUMa Ha HaLleMm
M cTtpaHoM je3umky“.® Ypow [lpeguh je Ha oBaj HauWH
yrpagvo cBoja 3aBelUTakba y OCHOBE HacTaBe, anun U
yMeTHMYKe 36upKe AKagemuje y MNpBUM [eLeHujama
HakoH [pyror cBeTcKor paTa, a AKagemujy NpuapyHumo
OPYrMM UCTaKHYTUM YMETHUYKUM, MY3€jCKUM U Hay4YHUM
WMHCTUTYyUMjaMa y 3eM/bM KOjUMa je MOoKNamao CBoja

1 M. JosaHosuh, Ypow [lpeduh, Hoemu Cag 1998, 31. O
npodecypama W. Tabakosuha u K. XakMaHa y: @akysimem JIUKOBHUX
ymemHocmu y beozpady: 1937-2012, beorpag 2012, 32, 44.

2 Apxus OJ1Y, 3anucHuk cedHuye HacmasHu4Koa cagema AJ1Y
odpicaHe Ha 0aH 14. IV 1948. y 18 uacosa. Y 3anvcHUKY je HaBeeHO
Ja je Ypow lMpeauh ToM npununkoM AkageMuju ynyTmo 1 NponpaTHoO
N1CMO Koje, HaXKasnocT, Huje cadyBaHo. HacTaBHUYKM CaBeT je Ha UCTO)
cefHVLM MPYMUO CIMKapeB MOKMOH M oBnacTuo pektopa CpeTeHa
CrojaHoBuha pa My ynyTm nMucMo ca u3pasmuMa 3axBasHoOCTW. Yrop.
M. MpopgaHosuh, Axkademuja — @aKyimem JIUKOBHUX yMemHoOCMuU.
MHcmumyyuja u seydu, kpamak npeasned, y: @akysmmem JIUKOBHUX
ymemHocmu y beozpady: 1937-2012, 11.

3 Apxu OJ1Y, TecmameHm Ypowa lNpeduha, MpBu cpecku cya
3a rpag beorpag, 16. MapT 1955. 0-6p. 38/55. [JokyMeHT npornallasa
npaBocHaxHUM [peauheB TecTaMeHT cacTaB/beH Yy jaHyapy 1949,
a o63HatbeH y [pBoM cpeckoM cyay y centembpy 1953. MoMeHyTe
KrbUre y MHBeHTap Bubnuotexe OJTY 3aBeneHe cy y asrycty 1954, y
KOHTUHYWUTETY KOjWM [aHac npefcTaB/ba MocebHO YyBaHU ClIMKapeB
neraT U cagpMu HeKe BeoMa peTKe ersemnnape, yKbydyjyhu, Ha
npumep, v J. Schonebeck, Das Pferd und seine Darstellung in der bil-
denden Kunst vom hippologischen Standpunkt, 6orato unyctpoBaH
EHUMKNOMNeANjCKU NPUPYYHMK WTtaMnaH y Jlajnumry 1912. o Bpctama
KOHa W HMXOBOj aHaTOMUjU, MPUKasuBakby KOHa Y YMETHOCTU U
peluerbmMa crneuuPUUHUX NIMKOBHUX MpobriemMa Be3aHUX 33 MOTUB
KOHba, KOHbaHWYKe cTaTye UTA. MapruHe Kibure nocyte cy MNpegunhesuM
6enellkaMa M KOMeHTapvMa Ha HeMaykoM je3WKy, MOoroToBo Y3
pernpoayKumje cTyauja U LpTera Koje cy My rnoce6Ho npuenayune
narmy. Ynop. Sleeam Ypowa [lNpeduha, 3peraHuH (HapogHu Mysej)
1973, s.p.

The gift of 22 drawings and studies that Uros Predi¢ gave
the Academy of Fine Arts in Belgrade in April 1948 was
his first donor connection with that institution. The paint-
er recorded in his diary that the gift was made thanks
to his friendship with the artists Kosta Hakman and
Ivan Tabakovi¢, then both professors at the Academy.!
We learn from the archives of the Faculty of Fine Arts
that the teachers of the Academy were informed about
Predi¢’s gift and his hope “... that his work would be use-
ful for young generations in their artistic development”
by the first rector of the University of Arts in Belgrade,
the sculptor Sreten Stojanovic¢.? Later, after Predic’s
death, the Academy became the owner of four paintings
and “40 professional painting books in our language and
in foreign languages®”’, in accordance with his will. In
this way, Uros Predi¢ built his legacies into the basics of
teaching, but also of the Academy'’s art collection during
the first decades after the Second World War, and added
the Academy to the list of prominent museums, art and
scientific institutions in the country to which he donated

1 M. Jovanovi¢, Uros Predi¢, Novi Sad 1998, 31, About the pro-
fessoriate of I. Tabakovic¢ and K. Hakman in: Fakultet likovnih umetnosti
u Beogradu [The Faculty of Fine Arts in Belgradel: 1937 — 2012, Bel-
grade 2012, 32, 44.

2 FLU Archives, Zapisnik sa sednice Nastavnickog saveta ALU
odrzana dan 24. - IV 1948. U 18 Casova [The Minutes of the ALU Teach-
ers’ Council Meeting Held on April 14, 1948, at 6 p.m.]. The minutes
noted that Uro$ Predic¢ on that occasion had sent an accompanying let-
ter to the Academy, which, unfortunately, had been lost. At the same
meeting, the Teachers’ Council accepted the painter’s gift and autho-
rized the rector, Sreten Stojanovi¢, to send him a letter of gratitude.
Comp. M. Prodanovi¢, Akademija — Fakultet likovnih umetnosti. Insti-
tucija i ljudi, kratak pregled [The Academy - Faculty of Fine Arts. The
Institution and People, a brief review], in: Fakultet likovnih umetnosti u
Beogradu: 1937 - 2012; 11.

3 The FLU Archives, Testament Uro$a Predica [The Will of
Uros Predic], The First District Court for the City of Belgrade, March
16, 1955. Form-No. 38/55. The document confirms the legal validity of
Predi¢'s Will, drawn up in January 1949, announced in the First District
Court in September 1953. The mentioned books were entered in the
FLU Library Inventory in August 1954, in continuity, and it is now the
carefully kept painter’s legacy that includes some rare books, such as
J, Schénebeck, Das Pferd und seine Darstellung in der bildenden Kunst
vom hippologischen Standpunkt, a richly illustrated encyclopaedic ref-
erence book, printed in Leipzig in 1912, on the types of horses and their
anatomy, representing horses in art and solutions to specific visual art
problems related to the motif of horses, equestrian statues, etc. The
margins of the book are covered with Predi¢’s notes and comments in
German, especially beside the reproductions of studies and drawings
that attracted his close attention. Comp. Legat Uro$a Predica [The Uros
Predi¢ Legacyl], Zrenjanin (National Museum) 1973, s.p.



pjena.* HberoBa HanoMeHa 0 MOTMBMMA MOKJahaha
LpTexa 1 cTyamja ctygeHTuMa Akagemuje omoryhaea gaje
nocMaTpaMo AB0jaKo — Ha MPBOM MecCTy Kao creuuduyaH
YMETHUKOB M360p OHMX pagoBa 3a Koje je cMaTpao
fa he OMPEKTHO MOCNYXWTM Kao HacTaBHO CPEeACTBO
y Taja OCKYOHWM YCJIOBMMa M HeOOBOJbHOj HACTaBHO]
onpemmeHocTh Axafdemuje.® C gpyre cTpaHe, HWX0Ba
YMEeTHUYKa BPeAHOCT AaHac MHOMO BuLLEe Nobyhyje narmby
Y KOHTEKCTY caBpeMeHor BpefHoBaHa [peauheBor onyca
W HeroBOI MecTa y pasBojy CPrCKOr ciMkapcTea Kpaja XIX
1 npee nosioBMHe XX BeKa.

PasHoBpcHocT 36upKke [MpeauheBux pagoBa y 36upLm
QJ1Y, Kako y nornegy TeXHWKe, TaKO M BPEMEHCKOr
pacnoHa HacTaHKa pajoBa, CBaKor npupebuBava
HEHOr M3M1araykor KoHUenTa Hy¥Ho cKpehe Ha
XPOHOJOLLUKKU MPUHLMM NJ1aHMpara aHanmse 1 nocTaBKe.
PoMaHTMuapcKM 3amuibaH MOMEHaT y KojeM CTapu U
WCKYCHU YMETHWK, Ca OCTBapeHOM aypoM HaLMoHasHor
YMeTHUYKOr foajeHa, bupa cBoje pajoBe WM MOKMaka
nx mrnagum 6ygyhuMm yMeTHUUMMA, Y CBOjOj MOETCHO]
NpYBNAYHOCTMOCTaje, UNaK, NPBEHCTBEHO 360 HeJOBOJbHE
OOKYMEHTOBaHOCTM, [FOTOBO CacBWM  HeMpucTyrnayaH
y MOKyLUajuMa YCrocTaB/bahba YHYTpallHbe CTPYKType
36upKe. Y HEHOM LEHTpy, [0C/fedHO aKadeMCKUM
noctynatuma [peguheBor yMeTHWYKOr o06pa3oBamsa,
CBaKaKo CToje JbyAcka durypa M cTygujcka LpTadka
peLlera pasfnuMTMX KNacuYHUX NocTypa U akumja Tena,
Kao M QoKycupaHe nopTpeTcke ctyauje. MebyTuM, YnHK
ce pa je Mpeguh MMao y BMOY U MHOIO KOHKPETHMje,
He CTpOro HacTaBHe M3a30Be C KOjuMa Cy ce cycpeTanu
CTyneHT! AxkageMuje y MoepHOM BpeMeHy, YKiby4yjyhn
y 36UpKy CBOje KacHuje nojeanHaqHe ckuue 3a ogpebeHe
CNIMKapcKe npobrieMe, UM OHE Koje je KOpUCTMO Kao
npunpeMHe CTyOuje 3a CEKBEHLle Ha CBOjUM C/IMKaMa
MUTOJOLLIKOT S PENIMIMO3HOI cagpraja. Mornm 6ucMo y
TaKBOM M360pY HAC/YTUTU KaKO CIIMKapeB CEHTUMEHTasHU
OCBPT Ha COMCTBEHW CTYAEHTCKM y3pacT — jep Hajsehu
0eo Konekumje Kojy 4vyBa OJTY umHe ynpaBO H-eroBu
LpTeXM N3 BpeMeHa cTyaupara Ha AKaieMUju JIMKOBHUX
yMeTHOCTM y Beuy, Tako 1 cBOjeBPCHU NPaKTUYHU NOPUB
Ja rnonasHuumMMma nocriepatHe Akagemuje y Beorpany

4 Jlezam Ypowia [lpeduha, s.p; J. Waynuh, MMpsu ypmexncu
VYpowa [Npeduha, 360pHMK 3a OpyLITBeHe HayKe Matuue cprcke 12
(1956), 93-99, nocebHo 96, 99.

5 0. Epwuh, HacmasHo-ymemHuuka 36upka @axynmema
JIUKOBHUX yMemHocmu y Beoepady, 36opHuK OJ1Y YMeTHOCT 1 Teopuja,
rog I, br. 1 (anpun 2016), 138-151. MNpeguheB MOKNOH LpTeXa U
cTyouja u3 1948. Mmorao 61 ce y3eTu 1 Kao JaTyM OCHUBaHa YMeTHUYKe
36upke OJTY, a cBaKkaKo NpeacTaB/ba NPBY TaKaB YMH Y HEMPEKMHYTOM
KOHTUHYWUTETY HakoH [pyror cBeTcKor paTa, TOKOM Kojer ce 36upka
HempeKWaHO HagonyHaBana pafoBuMa bMBLLMX OeKaHa, npodecopa u
cTyOeHaTa, anu 1 Opyrux 3HadvajHux yMeTHUKa. Ynop. M. MpogaHosuh,
Haas. dero, 9.

his work.* His note about the motives for giving his draw-
ings and studies to the Academy students enables us to
see it in two ways - first, as his specific selection of those
works that he considered to be useful as a teaching re-
source in the then poor conditions at the Academy and the
lack of teaching tools and resources.® On the other hand,
their artistic value today arouses much more attention in
the context of contemporary evaluation of Predi¢’s oeuvre
and his place in the development of Serbian painting of the
late 19" and early 20" century.

The diversity of Predi¢’'s works in the FLU collection, both
in terms of technique and the time range of their creation,
inevitably directs anyone who formulates the concept of
exhibiting these works towards the chronological prin-
ciple in planning of the analysis and setting. However, a
romantic imagining of the moment in which the old and
experienced artist, with the aura of a doyen of the national
art world, selects his works and donates them to young
future artists remains in its poetic attractiveness, almost
completely inaccessible to attempts to establish the in-
ternal structure of the collection, primarily because it is
not properly documented. At its centre, consistent with
the academic postulates of Predic¢’s art education, cer-
tainly stands the human figure and drawing solutions to
different classical postures and actions of the body, as
well as focused portrait studies. However, it seems that
Predi¢ also had in mind much more specific, not strict-
ly educational challenges that students of the Academy
faced in modern times when he included in the collection
his later individual sketches focused on specific painting
problems, or those that he used as preparatory studies
for some sequences in his famous paintings of mytholog-
ical or religious content. Such selection might suggest a
sentimental review of the painter of his own student years
- because it is his drawings from the time when he was
studying at the Academy of Fine Arts in Vienna that makes
the biggest part of the collection kept by the FLU — as well
as a practical impulse to help the students of the post-war
Academy in Belgrade with some more specific procedures

4 Legat Uro%a Predica, s.p.; J. Sauli¢, Prvi crteZi Uro$a Predi¢a
[The First Drawings of Uro$ Predic], Zbornik za drustvene nauke Matice
srpske [Matica srpska Proceedings for Social Sciences], 12 (1956), 93
- 99, especially 96, 99.

5 0. Eri¢, Nastavno-umetnicka zbirka Fakulteta likovnih umet-
nosti u Beogradu [Teaching Art Collection of the Faculty of Fine Arts in
Belgrade], Zbornik FLU Umetnost i teorija [Review of the Faculty of
Fine Arts — Art and Theory], Volume II, No. 1 (April 2016), 138 - 151.
Predi¢'s donation of drawings and studies in 1948 could be taken as
the date of establishing of the FLU Art Collection, and it is certainly the
first such action in the continual series after the Second World War,
since when the collection has been enriched constantly by works of
its former deans, professors and students, as well as other important
artists. Comp. M. Prodanovi¢, op. cit., 9.



MoMorHe y cneumouYHMjUM MoCTyrnuMMa Koju Cy CBoja
KOHa4yHa pelleHa HalMM Ha HEroBUM U3BEOEHUM U
[06po No3HaTUM CrIKaMma.

N3 nepuoma [peouheBor cTyoupatba W NOTOHE
acucteHType Ha 6eukoj AxkageMuju Koo CiuMKapa U
npodecopa KpuctnjaHa Mpunerkepna (Christian Gripen-
kerl), og 1876. go 1885,° notuue Behn geo pagosa Koju
JaHac YmHe 36upry y nocegy ®J1Y. Oaj cerMeHT 36MpKe
npeacTaB/bajy UCK/bYUYMBO LIPTEHKM, @ YMETHUK UX je CBe
noTtnucao, y Hajsehiem 6pojy cnyyajeBa NaTUHULLOM, @ HEKe
“ npeumsHo gatoBao. HegatoBaHe papoBe je, MebyTum,
C 063MpPOM Ha HUXOB KapaKTep W NaTUHU4YHE MoTnuce,
Koje je [lpeguh KopucTMo y nepuody NpPOBELEHOM
Ha cTygmjama u pagy y bedy, nako npugpymtu 0BOj
XPOHOMOLWKO] rpynu. [lBa upTea Mo  aHTUYKUM
MogenuMa — llopmpem pumckoz yapa Bumenuja (KaT.
6p. 1) u madujamop/PamHuK bopeese (Kkat. 6p. 2),
HajpaHuju cy y 36upum M cBegoyve O NPBUM LPTaYKUM
3agaumMa c Kojuma ce lNpeauh cycpeo no Jonacky Ha
6eury AkageMujy, y jeceH 1876. MpuHUMN yyerba LpTaksa
n ,CTyoupatba npupode’, 3acHoBaH Ha MaXJ/bMBOM U
OVCUMIMIIMHOBAHOM KOMUpaky aHTUYKUX Mogena, NpeHeT
je ny nporpaM AKagemuje, Koja ce Te roguHe ycenumna y
HOBY, HaMeHCKM rpaheHy 3rpagy Ha LLiunepoBom Tpry y
Beuy.” HacTaBHW KypUWKyyM KOjW Ce 3aCHMBAO Ha YNOPHOM
Bebarby LpTara Kpo3 pasnuuute ¢dase, oA Kojux je
npBa npeAcTaB/bana NpuUcTyn npobneMy carnefaBarba
JbyACKe ¢Urype Kpo3 LpTayKko NopparkaBakbe MMMcaHux
Konuja npuMepa aHTU4YKe cKynnTtype, Yy [lpeauheso
BpeMe Beh je MMao 6pojHe KpuTMYape W MonaKo je
noctajao CTBap MPOLUIOCTM, YaK M YHyTap puUrngHor
eBPOMCKOr aKafdeMcKor ecTabnuwmenTta. Hactynajyhe
npebauyBatbe Harnacka ca ,06jeKTUBHOM NprKasuBakba
npvpoAe Ka Cy6jeKTUBHMM YMETHUYKMM peaKkuujama u
WHTepnpeTaTMBHMUM crobofama nNpencnmTMBano je cratyc
LpTer<a Kao CTpore v nMpeumsHe OUCUUMNIIMHE, Y KO0joj ce
Tpebano ycaBpLLaBaTV HAMOPHWUM U YNOPHWUM BerKbaHeM,
ca uMbeM MoCTU3aka ,TavyHOCTM® npaeanHor mopena.’
Beuka Akagemuija je, y BpeMe MpeguheBor LIKoMnoBakba,
npunagana OHOj Fpynu eBpOMCKUX aKagemuja Koje cy
jOLLI YBEK YBPCTO MofprkaBanie CTapo CTaHOBWLUTE da je
rMaBHU UMb YMETHMKA MofpaxaBare npvpode, a Aa
je HajBarKHMja YMeTHMYKa TeMa ynpaBo — JbyOCKO Teslo.
OHo je Mopano 6uTVM WHTepnpeTUpaHo Yy OKBUpWUMa le

which led to the final solutions in his realized and well-
known paintings.

The majority of the works that now make the FLU collec-
tion were created between 1876 and 1885, in the period
when Predi¢ studied and, later, worked as an assistant
lecturer at the Vienna Academy with the painter and pro-
fessor Christian Griepenkerl.® This segment of the collec-
tion consists only of drawings; all are signed by the artist,
in most cases in Latin alphabet, and some of them are
precisely dated. Nevertheless, it is easy to include the un-
dated drawings into this chronological group, due to their
characteristics and the signatures in Latin characters that
Predi¢ used while studying and working in Vienna. Two
drawings after antique models - Portrait of Roman Em-
peror Vitellius (Cat. No. 1) and Borghese Gladiator/Warrior
(Cat. No. 2) are the earliest ones in the collection and they
testify about the first drawing tasks which Predi¢ faced
when he came to the Vienna Academy in the autumn of
1876. The principle of learning of drawing and “studying
nature” based on a careful and disciplined copying of an-
tique models was incorporated in the programme of the
Academy, which moved into a new building in Schiller
Square in Vienna that was designed for that purpose.’
Such curriculum, based on endless drawing exercises
through various stages, the first of which was tackling
the problem of seeing the human figure through imitating
plaster copies of antique sculptures, was already widely
criticized in Predi¢’s time, and slowly started becoming
a thing of the past, even within the rigid European aca-
demic establishment. The upcoming shift of the emphasis
from the “objective” presentation of nature towards more
subjective artistic reactions and freedom of interpretation
brought about a questioning of the status of drawing as
a strict and very exact discipline in which you were sup-
posed to improve through strenuous and persistent prac-
ticing, with the aim of achieving the “accuracy” of the ide-
al model.® At the time of Predi¢’s education, the Vienna
Academy belonged to the group of European academies
that still strongly supported the view that the main objec-
tive of the artist was imitation of nature, and the most im-
portant subject — the human body. It had to be interpreted
in terms of le grand go(it ideals, based on the classical

6 M. JosaHosuh, Ypow lpeduh, 15.

7 Ucmo, 62-63. Ynop. C. von Litzow, Geschichte der Kais. Kén.
Akademie der Bildenden Klinste. Festschrift zur Eréffnung des Neuen
Akademie-Gebdudes, Wien 1877, 127-131. Ynop. B. Hagen, Antike in
Wien. Die Akademie und der Klassizismus um 1800, Wien 2002, 13-65.

8 G. M. Ackermann, Charles Bargue: Drawing Course, Paris
2003, 10-11. Ynop. D. Petherbridge, The Primacy of Drawing: Histories
and Theories of Practice, New Haven, London 2010, 229.

6 M. Jovanovi¢, Uro$ Predic, 15.

7 Ibid., 62-63. Comp. C. von Liitzow, Geschichte der Kais. K6n.
Akademie der Bildenden Kiinste. Festschrift zur Eréffnung des Neuen
Akademie-Gebdudes, Wien 1877, 127-131. Comp. B. Hagen, Antike in
Wien. Die Akademie und der Klassizismus um 1800, Wien 2002, 13-65.

8 G. M. Ackermann, Charles Bargue: Drawing Course, Paris
2003, 10-11. Comp. D. Petherbridge, The Primacy of Drawing: Histories
and Theories of Practice, New Haven, London 2010, 229.



grand goit noeana, 3aCHOBaHOI Ha K/acuyHoj Gpopmu,
neduHMCaHo] MpoyYaBareM aHTUYKKMX ctatya.’ [obap
M NMO3UTMBHO OLeH-EH aKaJeMCKM LpTex Mopao je 6utu
Ta4aH W [OBPLUEH, Ca CHA*KHWM CMUCIIOM 3a OPraHcKo
jeavHcTBO Mofena u 6e3 cyBULIHMX AdeTamba. CTyaeHTu
cy 6unu oxpabpuBaHu pga 6ygy CTprUbMBK, YoudaBajy
rpeLUKe 1 Kopuryjy ux, a jegHa o4 yobuyajeHnx HacTaBHUX
npenopyKa je 6una u ctanHo KoHCyNnToBake ,npupogae”,
Kako 6K ce y [OMCUMNIMHOBAHOM LpTaky W3berao
npeTepaHu IMYHN M3pas 1 3anagdarse Y ,MaHup".' AHTUYUKK
YMETHULM CY, Y OKBMPUMA rnporpama BefinHe eBpOoncKMx
YMeTHUYKKX WKona MNpeanheBor cTygeHTcKor [oba, jowu
YBEK CTajanu Ha nujegectany HaMeleHOM OHMMa Koju cy
LOCTUIIN ancosnlyTHW BpXyHal, TpeTMaHa Jbyacke ¢popme,
HEeHOr MAeanHor M HajuucTujer obnuka, 6e3 MaHa unu
cnyyajHocTu.! MNpea roguHa lMNpeanhesux ctyouja y beuy
6vna je, BehnM genom, noceehieHa LpTakby MO rUACaHUM
MoeSIMMa aHTUYKMX CKYNNTypa.'? YCneLwHocT ¢ KojoM je
CaBJiajaBao OBy aKafleMCKy OMCLMNINHY 6una je jegaH o
npecyaHux $paKkTopa npy HeroBoM NOTOHEM aHraXKoBaHy
33 acucTeHTa Ha aHTMYKOM ofesbetby KpuctujaHa
pvneHKepna, BPCHOI M LIeHEHOr 3MOHOI C/IMKapa, Koju
je mnagor lMpeguha, BepoBaTHo Beh on 1883, ynocnmo
Ha ocnuKaBakby cane [oprer Joma HOBOMOAWUMHYTOr
3mama [lapnamenta y beuy.”® WkoHorpadwuja osor
uMKnyca buna je y noTnyHOCTU cacTaB/beHa O TeMa W3
FPYKO-PUMCKE MUTONIOTWje U UCTOopUje, Y aNeropujcKoM
LYKTYCy ancosflyTHUX y3opa v BpJivMHa gobpe 1 npasegHe
BnagasuHe.' Tpeguh ce y cBojoj Aymobuoepaguju
yecto cehiao oBOr UCKycTBa, cMaTpajyfin ra NpenoMHUM
TPEHYTKOM Yy ofHocuMa ca KpuctujaHoM [puneHKepnioMm

form, defined by studying of ancient statues.” A good and
positively evaluated academic drawing had to be accurate
and complete, with a strong sense of organic unity of the
model and with no extra details. Students were encour-
aged to be patient, to discover their mistakes and correct
them, and one of the common educational recommenda-
tions was to continuously consult “nature” so as to avoid -
through disciplined drawing — excessive personal expres-
sion and falling into “manner”.'® Within the frameworks
of the programmes of most European art schools at the
time when Predi¢ was a student, the ancient artists still
stood on the pedestal intended for those who had reached
the absolute pinnacle in treatment of the human figure, its
ideal and purest form, without defects or accidents.'' The
first year of Predi¢’s studies in Vienna was, for the most
part, devoted to drawing after plaster models of antique
sculptures.'? His success in mastering this academic dis-
cipline was one of the decisive factors in his subsequent
engagement as an assistant at the antique art department
of Christian Griepenkerl, an experienced and respected
wall painter, who engaged young Predic¢, probably as ear-
ly as in 1883, in painting the hall of the Upper House of
the newly erected buildings of the Parliament in Vienna.'®
The iconography of this cycle consisted entirely of themes
from Greco-Roman mythology and history, in the allegor-
ical ductus of absolute ideals and virtues of good and fair
governance.' In his Autobiography, Predi¢ often remem-
bered this experience, considering it a crucial moment in
his relations with Christian Griepenkerl and his own affir-

9 G. M. Ackermann, Has. deno, 11. Ynop. P. Duro, The Lure
of Rome: the Academic Copy and the Académie de France in the Nine-
teenth Century, y: Art and the Academy in the Nineteenth Century, ed.
By R. Cardoso Denis & C. Trodd, Manchester 2000, 133-142.

10 G. M. Ackermann, Haas. deso, 12.

11 Hcmo, 18.

12 M. JoeaHosuh, Ypow lMpeduh, 14.

13 Ucmo, 64-70, ca bubnuorpadujoM y HarnomeHama.

14 Lleo umknyc ctpagao je y 6ombappoBarby npeq Kpaj Opyror

cBeTcKor paTa. M. JosaHoBuh, Has. deso, 66.

9 G. M. Ackermann, op. cit., 11. Comp. P. Duro, The Lure of
Rome: the Academic Copy and the Académie de France in the Nine-
teenth Century, in: Art and the Academy in the Nineteenth Century, ed.
by R. Cardoso Denis & C. Trodd, Manchester 2000, 133-142.

10 G. M. Ackermann, op. cit., 12.

11 Ibid., 18.

12 M. Jovanovi¢, Uros Predi¢, 14.

13 Ibid., 64-70, with bibliography and notes.

14 The entire cycle was destroyed in a bombing towards the end

of World War II. M. Jovanovi¢, op. cit., 66.



M concTBeHoj adMpMaLmju Kao WUCTOpUjCKOr crvKapa.'
CavyBaHW MpUNPeMHM LPTEXU 33 OC/IMKaBakbe cane
beyxkor [lapnameHTa, QJaHac Yy nocedy HEKONIMKO
nomahmx My3ejckux MHCTUTYUMja, ceedodve o [peanhesoj
WHTeprpeTaLujy U aganTaumnju aHTUYKUX Mogena Koju cy
MY CITYXKUIN Kao y3opun.'®

Y aKafgeMcKuM yMeTHWYKMM nporpamumMa [Mpeguhesor
BPEMEHa, HacTaBHM MpUCTYN Mpoy4YaBakby WAeasHor
Tena Ky/IMMHMpAo je y TPeHyTKy Kada cy CTyOeHTw,
caBnagaBajyhin ynopHo LpTakbe Mo aHTUYKUM MofenuMa
W OenuMa CcTapux Majctopa, ,HanpefdoBanu® [o 4yacoBa
LpTaka ca *uBMM MofesioM.'” OBO IMKOBHO-MeaaroLKo
ycMepetbe 610 je 3aCHOBaHO Ha uAeju Aa yMeTHULM, 00
OKOHYaHba CBOI aKaieMcKor 06pa3oBatba, Tpeba fa CTeKHy
CrMoco6HOCT a ayTOMaTCKM MonpaB/bajy HecaBpLLEHOCTM
,npupogHor” Tena. lpen HMX Cy MOCTaB/baHW Harwu,
MULIMAABM 1 NaXK/bMBO OCBET/bEHU MOLESIU, Ha BUCOKOM
NoAUjyMy U Yy PUTYaSTHUM, PETOPUYKUM WM aKLMOHWUM
nosama Koje cy Hocuse UCTOpUjcKK yTBpheHa 3HaueHa.'
Tena Koja cy CTyQeHTM Ha OBaj HauvH MpoyyaBanu buna
cy, y boba [lpeguheBor cTyouparba, Ha eBPOMNCKUM

mation as a historical painter.' The preserved preparatory
drawings for painting the hall of the Viennese Parliament,
now in the possession of several museums in our country,
testify to Predic’s interpretation and adaptation of pieces
of antique art which served him as models.™

In academic art programmes in Predi¢’s time, the teaching
approach to studying the ideal body culminated in the mo-
ment when students, after a period of persistent drawing
after antique models and works of old masters, “made a
progress” to drawing classes with live models.!” This di-
rection in teaching art was based on the idea that artists,
before the completion of their academic education, should
have acquired the ability to repair imperfections of “nat-
ural” body automatically. Naked, muscular and carefully
lighted models were placed in front of them, on a high
podiums, in ritual, rhetoric or action poses that carried
historically verified meanings.'® At the time when Predic¢
studied, the bodies that students of European Academies

15 Wcmo, 68-70. Ynop. Aymonopmpem Ypowa lMpeduha, npup.
[. Tapuh, Beorpag 2003, 12-13. Y Bpeme Kaga je Mpeauh ynucao
6e4ry AKkageMujy, oHa je paguna npema HoBoM nporpamy us 1782.
Koju je pedopMucaH Mo yrnedy Ha nporpam AkagemMuje y ducengopody.
OBa wWKona je on OBageceTux roamHa XIX Beka yBena MajcTopcke
Knace (Masterclasse) y KojuMa cy ce Makbe rpyne CTyfeHaTa oKyrsbasne
OKo rnaBHor npodecopa. [lpeMa wWcTparkuBauMMa aKadeMcKor
yMeTHUYKOr obpa3oBatba XIX cToneha, ynpaso je yBobetbe MacTep-
Krnaca HajBaKHWja HoBMHa Kojy je XIX cTonehe OOHeNo MHCTUTYLMjU
Axkagemuje. Y cylWTWMHM OucengopdcKe MHoBaLMje Y HeMaykoM
KyNTYPHOM KpYry CTajana je TeHa [a ce paHuje UMNepcoHasHe npakce
3aMeHe ueanv30BaHOM MAEjOM O ,luerpToBaky‘ Mof Hag30poM
Bofeher MajcTopa M Herose NMoeTuKe, Mo y30py Ha CpefH-0BEKOBHE
pagvoHuue. KoHuenT MacTepknaca ofparkaBa UCTOBPEMEH pasBoj
npeanusMa M KoHTpone Ha AKapemujama, mpu YeMy je CTYOEHT y
MOTNYHOCTU 6MBAO0 YKJby4YeH Y MUKTOpasiHy Mpakcy CBOr MeHTopa U
naTepHaNMCTUYKM KOHLLENT COMNCTBeHor pa3ssoja. CTyaeHTU U HUX0BU
npodecopu Yecto Cy YMHUIM TUMOBE KOjU Cy W3BOAWIW BesuKe,
OPrKaBHO W LIPKBEHO CMOH30pMCaHe MpOjeKTe 3MAHOI C/IMKapcTBa —
nonyT oHux MeTepa ¢poH KopHenujyca y MuHxeHy y npBoj NonoBuHA
ctoneha, unu MpuneHKepnoBux y 6eukoM [apnameHTy y KojuMa je
yyectBoBao [peguh. N. Pevsner, Academies of Art, Past and Pres-
ent, New York 1940, 213; W. Vaughan, Culivation and Control: the
“Masterclass” and the Dusseldorf Academy in the Nineteenth Century,
y: Art and the Academy in the Nineteenth Century, 150-155. Ynop. M.
TuMoTujesuh, Maja JosaHoasuh: Paul Joanowitch, Beorpag 2010, 19.

16 M. JoBaHowuR, Ypow lMpeduh, penpoayKuuje Ha cTp. 66 1 67.
17 G. M. Ackermann, Charles Bargue: Drawing Course, 10.
18 Petherbridge, The Primacy of Drawing.., 229; G. M. Acker-

mann, Haa. deso, 185.

15 Ibid., 68-70. Autoportret Urosa Predi¢a [Self-Portrait of Uros
Predic], ed. D. Gari¢, Belgrade 2003, 12-13. At the time when Predic¢
enrolled at the Vienna Academy, it followed the new programme
from 1782, reformed after the model of the programme of the Acad-
emy in Dusseldorf. That school had introduced master-classes, small
groups of students gathered around the main professor, in the 20s of
the 19" century. According to the 19" century academic art education
researchers, it was the introduction of master-classes that was the
most important innovation brought to the institution of the Academy
by the 19™ century. The essence of the Diisseldorf innovation in Ger-
man cultural circles was a tendency to replace the earlier impersonal
teaching practices with an idealized idea of “apprenticeship” under the
supervision of a leading master and his poetics, on the model of me-
dieval workshops. The concept of master-classes reflected the simul-
taneous development of idealism and control at the Academies, where
the students were fully involved in the pictorial practices of their men-
tors and the paternalistic concept of their own development. Students
and their teachers often made teams that carried out large, state-and
church-sponsored wall painting projects — such as Peter von Cornelius
in Munich in the first half of the century, or Griepenkerl’s project in the
Vienna parliament, in which Predic¢ participated. N. Pevsner, Academies
of Art, Past and Present, New York 1940, 213; W. Vaughan, Cultivation
and Control: the “Masterclass” and the Dusseldorf Academy in the Nine-
teenth Century, in: Art and the Academy in the Nineteenth Century, 150-
155. Comp. M. Timotijevi¢, Paja Jovanovié: Paul Joanowitch, Belgrade
2010, 19.

16 M. Jovanovi¢, Uros Predi¢, reproductions, pp. 66- 67.
17 G. M. Ackermann, Charles Bargue: Drawing Course, 10.
18 Petherbridge, The Primacy of Drawing, 229; G. M. Acker-

mann, op. cit., 185.



AxageMujaMa joll yBeK JOMUHAHTHO MyLlKa.!” Teopujcke
npemuce, T3B. académies, OQHOCHO Haror MyLUKor
Tena, Kao KJby4yHOr CerMeHTa yMeTHMYKMX ctygmja XIX
BeKa, notuuane cy jow m3 16. u 17. ctoneha, Kaga je
aApPTUKYNINCaH CTaB Aa Cy HajMIEMEHUTHjE 1 Hajy3BULLIEHM]e
KapaKTepUCTMKe JbyOCKe BpCTE CafpraHe YMnpaBo Y
naeannsoBaHOM MyLLKOM akTy. [lpeMa ToM npuHUMny,
,40BeKa“ Huje Tpebano npedcTaBUTU OHAKBUM KaKaB OH
jecte, Beh KakaB 6u oH Tpebano Oa byge, Kao napagurMy
,MpaBe 1 UCTUHCKe nenoTe” — beau idéal.”® N3a30B 0BUM
NOeanncTUYKMM NPUHLMNIMMA M OOMUHALUMIU KNAaCUYHUX
mMofena y yMeTHUYKOM obpa3soBarby MpBM Cy MoCTaBUv
peanuctu, HaxkoH 1850.2' [loMm1HauujaLpTakano rmncaHmnM
MOLeNMMa aHTUYKUX CKYNMTypa cMaTpaHa je MpernpexkoM
Ja ce npupoda nocMmatpa HernocpegHo M BUAOM TayHO.
MpUHLUMNM aKafeMcKor peanusMa M3MEHWIN Cy paHuja
HEeOKNacMLUMCTUYKA CXxBaTaka WOeanHor WHTerpuTeTa
JbyACKe ¢urype, Koju je rotoBo YyBeK noApasyMeBao
HoeHy reHepanu3aumjy, y KopucT 3anarkara u benererba
NNYHUX oOfiKa opabpaHor Mogena. HoBu ysop Koju
je Taga KOHCTUTYMCaH MpeacTaB/ba0 je CBOjEBPCHY
dy3njy KnacuyHor mpeana Tena M HeroBe akuuje ca
WMOVMOCUHKPa3snjaMa  MHAMBUOYANHUX  PU3MOHOMCKMX
KapaKkTepucTMka.??  YnpaBo cy oBakBa Ybehetba
obeneruna MNpeanhes popMaTMBHU NepUo Ha CTyaMjaMa
y Beuy, 0 4eMy cBefoUM M NET HEMOBUX LIPTEXHA MYLLKUX
Harux Mogena y 36upum OJ1Y (Kat. 6p. 3 - 7). CBaku of
WX NpPeAcTaB/ba MPUIbERHKHY CTYaujy crneunduyuHe u
MKOHOrpadCKM npeno3HaT/bMBe Mo3e Kao npurpeMe
3a ¢urypanHe ¢opMaumje WCTOPUjCKOr CIMKApPCTBa.
NaTpujapxanHa cpedmHa M3 Koje je MOTULAO U Y Kojy ce
BpaTuo 13 beya, TpajHo he ra ycmMepuTh Ha dyHKLMOHaNaH
TpeTMaH cTyamje Tena — akT he ra JOMMHaAHTHO 3aHUMaTK
Ha HMBOY NpUMNpeMHe cTyamje, a Teno he y heroBoM onycy
0CTaT 3apob/bEHO Y HAMEHCKMM No3ama Koje hie ce y cBoM
NMyHOM cMuciy adpupMmucaTh TeK KacHuje, Ha M3BedeHUM
cnvKama.

MNpeaunheBa wesba ga ce ogMax Mo cTynaky Ha Akagemujy
y MOTMYHOCTM MOCBETU UCTOPUJCKOM CIIMKapcTBy buna je
[oHeKne ocyjeheHa pUrMoHUM HaCTaBHUM MIAHOM, KOju

studied in this way were still predominantly male bodies."
The theoretical premises of the so called académies, or
the naked male body, as the key segment of art educa-
tion of the 19" century, were rooted in the 16" and 17®
centuries, when the idea was articulated that it was the
idealized male nude that possessed the noblest and most
sublime characteristics of the human species. According
to this principle, “man” was not to be represented just as
he was but as he should be, as a paradigm of the “real and
true beauty” — beau idéal.?° These idealistic principles and
the dominance of classical models in art education were
first challenged by realists, after 1850.2' The dominance
of drawing after plaster models of ancient sculptures was
considered an obstacle to observing nature directly and
seeing it accurately. The principles of academic realism
altered the earlier neo-classicist concepts of the ideal in-
tegrity of the human figure, which almost always involved
its generalization, in favour of observing and recording
personal characteristics of the selected model. The new
ideal established then was a sort of a fusion of the clas-
sical model of the body and its actions and the idiosyn-
crasies of individual physiognomic characteristics.?? Such
convictions marked Predic¢'s formative period of his stud-
ies in Vienna, as evidenced by five of his drawings of naked
male models in the FLU collection (Cat. Nos. 3 - 7). Each
of them represents a diligent study of a specific and icono-
graphically recognizable pose, as a preparation for figural
groups in his historical painting. The patriarchal society
from which he came and to which he returned from Vi-
enna permanently directed him towards the functional
treatment of the study of the body - the nude was pre-
dominantly interesting for him as preparatory study, and
the body in his oeuvre remained trapped in the designated
postures that would become fully affirmed only later, in
the realized paintings.

Predi¢’s desire to devote himself to historical painting as
soon as he entered the Academy could not be fully sat-
isfied because the rigid curriculum kept him stuck with

19 Beuka AkageMuja je Taga joLl yBeK pagusiia UCK/bYYMBO ca
MYLLUKMM MOZeNvMMa, a Ha napuckoj AKagMuju TakBa MpaKca Tpajana
je mo 1863. N. Pevsner, Haa. deno, 230-231; S. Waller, Professional
Pseurs: The Male Model in the Ecole des Beaux’Arts and the Popular
Imagination, Oxford Art Journal, Vol. 25, No. 2 (2002), 43-64, noce6bHo
43-44. YHeHCKM aKT je Mpoy4vaBaH Ha OCHOBY aHTWYKMX Mogdena, a
Mpeguh je TeK Ha Tpehoj rognHu cTyauja ,CTynmo y paspes 3a C/inKare

YeHCKMX rnaea”“. Ynop. Aymonopmpem Ypowa Mpeduha.., 11-12.
20 S. Waller, Hae. deno, 45.
21 G. M. Ackermann, Haa. dero, 20.

22 Ucmo, 18.

19 At that time, the Vienna Academy still worked with male
models only, and this had been so at the Paris Academy until 1863. N.
Pevsner, op. cit., 230-231; S. Waller, Professional Poseurs: The Male
Model in the Ecole des Beaux’Arts and the Popular Imagination, Oxford
Art Journal, Vol. 25, No. 2 (2002), 43-64, especially 43-44. The female
nude was studied from antique models, and Predi¢ “entered the class
for painting female heads” as late as on his third year of study. Comp.
Autoportret Uro3a Predica, 11-12.

20 S. Waller, op. cit., 45.
21 G. M. Ackermann, op. cit., 20.
22 Ibid., 18.



raje 3afpr<ao y3 cTyauje aHTU4Kux Mogena.?nak, Tokom
1879. gobuo je nocebHy Harpaay, y usHocy og 80 dopuHTH,
3a ,Hajbosby ycrex y CriMKarby ybaHoM 60joM Mo MYLLKUM
MogennMa“,® Kojy je MICKOpUCTM1O 3a CTYOMjCKO NyToBake
y MuHxeH u cycpeT ca atMochepoM Ha TaMOLUHO]
Axkagemmnju.  KpaTka  cnukapeBa  aytobuorpadcka
HanoMeHa 0 TOMe Kako 6u y MuHxeHy pago v octao, Aa
ra 3a bey Huje Be3mBana CTygeHTCKa CTMNeHauWja Kojy je
nobuo og Matuue cpricke,®yKa3syje Ha To Ja cy ray Tom
paHoM ¢opMaTMBHOM Mepuody MpuBykna ,crnobogHuja’
Hayena MUWHXEHCKOr peanu3Ma — Y jacHUjeM KOHTaKTy
ca MapuzoM u KypbeoM, a motoM U CMMBONM3MOM WU
MUMMNpecMoHn3MoM.? Tpu M3BaHpedHa LpTera Koju cy
geo lMNpeouhese 36upke Ha OJ1Y (kart. 6p. 8-10) — cTyauje
3a nopTpeTe [eBOjKe, CTapLa OC/OHEHOr Ha LTan u
cTapuue - npeAcTaB/bajy M3BaHpedaH KOMMIEMEHT
npoy4aBatby 0ocobuHa paHor [lpeguheBor nopTpeTHOr
cnuKapcTea. McTopujckoj cnvum y npaBoM CMUCHTY, U TO
OHOj MUTOJIOLLKOr cadpaja, peguh je Ha cTyomjama
y Beuy, no conctBeHoM cBefouerby, O0OMO MPUIMKY
na npuctynu Tek 1881, Kaga je HaCNMKAo KOMMO3ULMjy
Amopemu owmpe cmpene.?’ ®J1Y 6awTUHM TpU NKCTa
ca NpUNpeMHMM cTyamjama 3a 0By C/IMKy (Kat. 6p. 11-13).
OHuM cBej0Ye 0 YMETHUKOBUM ABOCTPYKUM peanunucTUYKUM
WHKNIMHaLMjaMa — peLLiebiMa Koja NoTuYy o npoyyaBarba
W aganTtauumja KMacMYHUX Mofena, anv W OHWUX Koju
ce oCnakbajy Ha HemnocpegHy LpTayKy orcepBauujy u
beneerse MHOMBUAYANHMX KAPAKTEPUCTUKA, Y KOHAYHOM
n3Bobery CNMKe 3HaYajHO YBNAKEHWUX Yy KOPUCT Heo-
peHecaHcHe ngeanusauuje.

Octanu [peguheBu pagoeun y 36upum OJIY notuuy
n3 npee 4etnpu feueHuje XX BeKa, Koje je YMeTHUK
nposeo pagehu y pogHom OpnoBaty y baHaTty, a notom y
Beorpagy.? MNocebHy naxmy Mehy HuMa Npueiayvn uHa
CTyOuja ¥eHcKor aKTa (KaT. 6p. 19). 3a pasnuky ofg ceor
caBpeMeHWKa U Konere ca 6eyxke Akagemuje, CrvKapa
Maje JoeaHoBuha, lpeomh ocTaje BeoMa pesepBucaH
npemMa CTygupary MHeHCKOr Tenla M UCIUTMBahMMa

the antique models.?® However, during 1879 he received
a special award in the amount of 80 florins for “best
achievement in oil painting after male models,"?* which he
used for a study trip to Munich to sense the atmosphere
at their Academy. A brief painter’s autobiographical note
that he would have been glad to stay in Munich if he had
not been bound to Vienna by the scholarship from Matica
srpska,® indicates that, in the early formative period, he
was attracted to “freer” principles of Munich realism - in
a clearer contact with Paris and Courbet, and later also
with symbolism and impressionism.?¢ Three extraordinary
drawings that are part of the FLU collection (Cat. Nos. 8
- 10) - the studies for portraits of a girl, an old man lean-
ing on a stick and an old woman, are an excellent com-
plement to the study of characteristics of early Predi¢’s
portrait painting. According to his own testimony, during
his studying in Vienna, Predi¢ had not had the opportunity
to approach the historical painting in the true sense, that
with mythological content, until 1881, when he painted
the composition Cupids Sharpening Their Arrows.?” The
Faculty of Fine Arts owns three sheets with preparatory
studies for this painting (Cat. Nos. 11 - 13). They testify to
the artist’s dual realistic inclinations — solutions that came
from exploring and adaptation of classical models, but
also those that relied on his direct drawing observation
and recording of individual characteristics, significantly
attenuated in favour of Neo-Renaissance idealization in
the final realization of the painting.

Other Predi¢’s works in the FLU collection date from the
first four decades of the 20" century, which the artist
spent working in his native Orlovat in Banat, and then in
Belgrade.® One of them, a fine study of the female nude
(Cat. No. 19) attracts special attention. Unlike his con-
temporary and classmate from the Vienna Academy,
painter Paja Jovanovi¢, Predi¢ remained very reserved
about studying the female body and examining the visu-

23 M. JoaHoBwh, Ypow lNpeduh, 14.

24 Aymonopmpem Ypowa [lpeduha.., 11. OBaj nogataK
MOHELUTO Ce pasfuKyje Of HaBoda caMor yMeTHWKa y crnucy Moju
padosu Koju je nocnao Cprnckoj AKageMuju HayKa U YMETHOCTU Y jyny
1946, roe HaBoawm Aa je T3B. 'yHanoy Harpagy (Gundel-Preis) no6tuo
3a cnuRry HadypeHa desojuuya. M. JoeaHoswuh, Has. deno, 74, 293.

25 Aymonopmpem Ypowa lpeduha.., HaB. MecTo.
26 M. JoeaHoBuh, Ypow lMpeduh, 63 — 64, 74.
27 Wemo, 16, 77.

28 Ucmo, 20 - 35

23 M. Jovanovi¢, Uros Predic, 14.

24 Autoportret Urosa Predica, 11. This piece of information is
somewhat different from what the author himself wrote in the text Moji
radovi [My Works], which he sent to the Serbian Academy of Sciences
and Arts in July 1946, where he stated that he was awarded the Gun-
del-Preis for the painting Sulking Girl. M. Jovanovi¢, op. cit., 74, 293.

25 Autoportret UroSa Predica, loc. cit.

26 M. Jovanovi¢, Uros Predi¢, 63 - 64, 74.
27 Ibid., 16, 77.

28 Ibid., 20 - 35



JIMKOBHMX MOTeHUMjana aKaJeMCKOr MEeHCKor akra.?
JoBaHoBwWheBa eBporcKa CriMKapcKa Kapuyjepa omoryhuna
My je 3HaTHO LuMpW u3bop Modena M TeMa y OKBUMpUMA
KOH3epBaTMBHOI YMETHUYKOI ecTabfvMLLIMeHTa, Koju je
CBaKaKOo YKJbyuMBao U reHckn akT.® Mpeguh, mebyTtum,
Yy CBOJEBPCHOj] M30/MauUMjM  jOoL  KOH3epBaTMBHMjer
pomMaher rpabaHcKor Mubea, NoAynpToj aypoM JINYHOr
acKeTU3Ma, ocTaje HefdoOAMPHYT CKpMBEHUM crnobopama
MUrManuMoHCKOr  ,CMHOPOMA“ KojeM Ccy Yy CBOjUM
aTejbenMMa MofJierann  €BPOMNCKU  CIIMKapy  HEeroBor
noba, yrkmyuyjyhu u Majy JoeaHosuha.’' Kog Mpeauha,
OBO yCaMJbeHO Haro Tesno *KeHe cxBaheHo je MoTnyHo
$YHKLMOHANHO, CACBUM UCTOBETHO Kao U CTyAuje MyLLKMUX
aKToBa — Kao npunpema 3a ykaname y TKMBO UCTOpUjCKe
C/MKe, afeKBaTHO OpanupaHo U OEKOPYMCKM KOPEKTHO.
Ckuua 3a unycTpaumjy Kopvua Kreure o uctopuju Cpba
nocne 1804. yewKor nucua YeHeka CnenaHeka us 1913.
(KaT. 6p. 16) cBEO0UM O CUMBOSINCTUYKMUM U CELLECU|CKUM,
nofdjeQHako WOEJHUM U OEKOPaTUBHUM WHKIMHAaLMjaMa
Mpeovha y OKBUPWMA WYCTPATOPCKOr ¥aHpa KojuMa
he ce gocnemHo Bpahatu n KacHuje.*? Ckuua je BpedaH
Tpar o lNpegvheBoM passujatby cneundpuuHUX naeja 3a
CUMOONIMYKM MpEerHaHTHe WnycTpauuje Koje 3aysumajy
3HayajHo MecTo MeDhy HeroBuM ,jaBHMM® pgenuma. Y
36upun OJTY oHaNpeAcTaBIba FaHPOBCKU KYPUO3UTETKOjU
ce, UNak, Joc/eHO YKana y akaleMCcKe KapaKTepucTuKke
cnvKapeBe purypauuje.

Bpahajyhu ce nMarnHaTMBHOj PEKOHCTPYKLM|U TPEHYTaKa
y KojuMa Ypow [lpeguh ogabupa cBoje pagoBe Ha
MOKJIOH cTydeHTMMa Akagemuje y Beorpagy, y Tom recry
n cneumdpuyHOM 1M3b0opy FOTOBO A4a MOMKEMO Nperno3HaTu
HEeroBe norsjiefe Ha YMeTHOCT M YMETHUYKY nedarorujy.
YecTo ce onmpao HoBMHaMaKoje cy yuBpLUfinBane MogepHa
W HbeHa CY6jeKTUBUCTUYKA eCTETUKA, YNOPHO MUCUOHAPCKM
Tpaehu o[ yMETHOCTM a 3apHM Y3BULLEHWN COLMjalHMK,
€TUYKM U OWOAKTUYKKU KapaKTep, OBEHYaH KJacCUYHUM
ecTeTckuM ugeanoM. Y Aymobuozpaduju je cymmpao
YBEK HErOBaH KPUTUYKM CaMOOLLeHUBAYKM OUCKYPC, KOjU
je Morao, y3 cBOje pajoBe, OCTaBUTU M Kao CBOjEBPCHU

29 Ucmo, 127.

30 0 npefcTaBy KeHe 1 HeHCKor akTa y aeny Maje JosaHoBuha
B. cTyauje M. TuMoTujesuha, H. BaHywwuh, J. JoBaHoB 1 T. [MankoemweBnh
y: Uameby ecmemuke u xcusoma: [lpedcmasa xceHe y caukapcmaey
Maje JosaHosuha, Hoeu Cag 2010, 21-155.

31 M. TumotujeBuh, [Mpedcmasa ceHe Kao udeosiowKoz
ecmemcKoe cybjekma y cnukapcmay [laje JosaHosuha, y: U3smeby
ecmemuke u xcusoma: [lpedcmasa ceHe y cnukapcmay [laje
JosaHosuha, 35. Ynop. Uctw, MMaja JosaHoasuh: Paul Joanowitch, 50-
57, 188-190.

32 H. Cumuh, Cnukapeso nepo: [lucma Ypowa [Ipeduha,
Beorpapg 2007, 171-172.

al potential of the academic female nude.?’ Jovanovic's
painting career in Europe enabled him much wider choice
of models and subjects within the framework of the con-
servative art establishment, which certainly included the
female nude.® Predi¢, however, in a kind of isolation im-
posed by more conservative home middle-class milieu
and an aura of personal asceticism, remained untouched
by hidden freedoms of Pygmalion “syndrome”, to which
European painters of his time, including Paja Jovanovic,*'
succumbed in their studios. Predi¢ perceived the lonely
naked female body as entirely functional, absolutely iden-
tically as the male nudes - as a preparation for integration
into the fabric of historical painting, properly draped and
with correct decorum. The sketch on the cover of the book
about the history of the Serbs after 1804 by the Czech writ-
er Cenék Slepanek from 1913 (Cat. No. 16) shows Predi¢’s
inclinations towards the symbolist and secessionist, and
also the ideological and decorative, within the illustration
genre, to which he kept returning later.? This sketch is a
valuable clue to Predi¢’s development of specific ideas for
symbolically charged illustrations that occupy an import-
ant place among his “public” works. In the FLU collection,
it represents a genre curiosity but, nevertheless, it con-
sistently fits the academic characteristics of the painter’s
figuration.

Returning to an imaginary reconstruction of the moments
when Uro$ Predi¢ selected his works to be donated to
students of the Academy in Belgrade, we can almost rec-
ognize his views on art and art education in that gesture
and his specific selection. He often resisted the novelties
reinforced by modernism and its subjectivist aesthetics,
persistently and devotedly asking from art to keep its
sublime social, ethical and didactic character, crowned
with classical aesthetic ideals. In his Autobiography he
summed his always cherished critical self-evaluation dis-
course, that he was able to leave, together with his works,
to young artists of the Belgrade Academy as his credo -

29 Ibid., 127.

30 About the representation of women and female nudes in the
work of Paja Jovanovi¢ see Studies by M. Timotijevi¢, N. Vanusic, J.
Jovanov and T. Palkovljevi¢ in: Izmedu estetike i Zivota: Predstava Zene
u slikarstvu Paje Jovanovica [Between Aesthetics And Life: The Repre-
sentation of Women in the Painting of Paja Jovanovic], Novi Sad, 2010,
21-155.

31 M. Timotijevi¢, Predstava Zene kao ideoloskog estetskog
subjekta u slikarstvu Paje Jovanovi¢a [The Representation of Women
as Ideological Aesthetic Subjects in the Painting of Paja Jovanovic], in:
Izmedu estetike i Zivota: Predstava Zene u slikarstvu Paje Jovanovica,
35. Comp. Ibid., Paja Jovanovi¢: Paul Joanowitch, 50-57, 188-190.

32 N. Simi¢, Slikarevo pero: Pisma UroSa Predica [The Painter’s
Pen: Letters of Uros Predic], Belgrade 2007, 171-172.



credo MnagyuM ymeTHUMumMMa 6Georpagcke Awagemuje:  “The positive value of my works lies in the effort put in
»[103UTVMBHa BPeOHOCT MOjUX PadoBa JierM y Tpyay Koju  them; and their artistic value is vague, in proportion with
je Yy HMX YTPOLLEH, a YMeTHMYKA BpeOHOCT HeoapeheHa, the vagueness of criticism that evolutes along with art.”®
npeMa HeodpebheHOCTM KpUTUKe Koja eBoyMpa yrnopeao

ca yMeTHowhy."?

33 Aymonopmpem Ypowa [peduha.., 20. 33 Autoportret Uro$a Predica, 20.
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1. AHTUMKA MYLLUKA IFMABA

(MopTtpeT uapa Burenuja, | BeK H.e.)

1876.

YribeH 1 6env nacten Ha nanmpy, 53,1 x 36,1 cm
MoTnuc gone gecHo: U. Predi¢ (kacHuja pataumja: 1876)

3anuc gone y cpeaunHun: Probe-Zeichnung

1. ANTIQUE MALE HEAD

(Portrait of Emperor Vitellius, 1% century AD)

1876

Charcoal and white pastel on paper, 53,1 x 36,1 cm
Signature down right side: U. Predi¢ (later dated: 1876.)
Inscription down in the middle: Probe-Zeichnung



LipTerxk npema runcaHoMm Mofdeny nopTpeTa pUMCKOr
uapa Butenuja npepctaemba jegaH of ABa HajcTtapuja
paga Ypowa lMpeguha y 36upum DarynTeta JIMKOBHUX
yMeTHOCTU. [lpeMa KacHuje MChiucaHoj roguHU ucrog
bucte, WTo je, cyaehn no KapakTepucTMKama pyKonuca,
FOTOBO CUIYPHO YYMHMO CaM YMETHUK, LIPTEX je HacTao
1876. Te roguHe, y jeceH, Ypow lNpeguh je cturao y bey n
NPUCTYNMO NPUjEMHOM UCMIUTY Ha TaMOLLH0j AKageMujn. Y
cBojuM cehammMa, Mpeguh je 3abeneruno Npeu cycpeT ca
YMeTHUKOM U npodecopom KpuctujaHoM [puneHKepnom,
MoTOHUM MEHTOPOM, Koju je ,Bpluno ynuc“ n mnaguha
noHeceHor amMbuumjom ga ogMax ybe y cneuumjanty LUKony
3a UCTOPMjCKO CNMKAPCTBO, ynyTno Hajnpe y Antikesaal,
3axTeBajyhun of Hera ga uspaau ,no runcy jegHy rnasy
Kao Probezeichnung", o Koje je 3aBUCUO HErOB YNUC Ha
Axkagemnjy.® Uako je MNpeauh, cactaBmbajyhm y no3HUM
ro4vHaMa crMcKoBe CBOjUX Aena, HarnoMeHyo0 [ace MHOTUM
HEeroBUM CTYOEeHTCKUM pafoBMMa U3rybuo Tpar jep ux je
»pasnao... npujate/buma“,® Meby Oo maHac cavyBaHUM
UK Ny6SIMKOBaHWUM PaHUM LPTEXMMA, NOroToBO OHUMA
KOjW Cy HAacTaIv TOKOM HeroBOr NPBOI CeMecTpa Ha 6eyKoj
Aragemunjun 1876, Huje OTKPMBEH HU jefaH Koju je 03HaYeH
YMETHUKOBOM PYKOM, Ha HEMa4KOM, Kao ,NMPO6HM LpTex".
Mako npeTnocTtaBKa Koja cnegu BepoBaTHO Hehe HMKaAa
nobuTn anconyTtHy BepuduKaumjy, usameby octanor u 36or
HaBeJeHe YMETHWKOBE HanoMeHe O CyA6WHW HeroBMX
CTYOEHTCKMX pafoBa, MocToju MoryhHOCT da je upTer
cavyBaH y 36upum @aKkynteta JIMKOBHWUX YMETHOCTU
ynpaeo oHaj Koju je Mpeauhy o6e36beamo ynuc Ha Geury
JIKoBHY akageMujy n oTBopuo NyT Ka byayhoj capagrsu
ca KpuctmjaHoM [puneHkepnioM. OHO LWITO CBaKako
MOKeMO ca curypHoLURy Ja TBpAUMO jecTe [a LpTe 0BOr
rMncaHor Mofena HacTaje TOKOM MpBa TpU UM YeTupu
Meceua [NpegvheBor WKosoBaka Ha 6eukoj Akagemuiju,
y NpBOM ceMecTpy WwKojicke 1876/77. roguHe.

PuMcknuap Aynyc Butenuje lepmanuk (Aulus Vitellius Ger-
manicus) B1aao je cBera ocaM Meceupm, 69. rognHe Hoee
epe. HakoH wTo ra je 6yayhm uap BecnaswjaH HacunHo
YKITOHWO Cca BNacTu, roToBo cBU Butennjesu noptpeTtn cy
HecTanu WM cy HaMepHo yHuwTeHW. BehuHa reroBux
cayyBaHWX JIMKOBA Y aHTUYKUM 36MpKaMa npencTaB/bajy
yrniaBHOM MoJepHe Konuje jeqHor NpMBaTHOI NMopTpeTa 13
XappwjaHoBor goba (tpeha 1 yeTBpTa geueHuja Il Beka).®
BuTtenujeB nopTpeT MMao je CBOje MeCTO Yy MedaroLLUKUM
npakcama npogecopa beuke AxkagemMuje joww o Kpaja XVl
BeKa, 0 YeMy nocebHo cBefouM cadyBaHu LpTerx OpaHua
Kaeumya (Franz Caucig), cnvMKapa cnoBeHaukor rnopekxna

34 M. JoeaHosuh, Ypow llpeduh, 13; Aymonopmpem Ypowa
Mpeduha.., 42.
35 M. JoaHoBwh, Hae. deso, 293.

36 B. Hagen, Antike in Wien, 111.

The drawing after a plaster model of a portrait of the Ro-
man emperor Vitellius is one of the two earliest works of
Uros Predic in the collection of the Faculty of Fine Arts.
According to the year written later under the bust, which
was - considering the characteristics of the handwriting
— almost certainly done by the artist himself, the drawing
was made in 1876. That year, in autumn, Uros$ Predi¢ ar-
rived in Vienna and took the entrance exam at the Vienna
Academy. In his memories, Predi¢ wrote about the first
encounter with the artist and professor Christian Griepen-
kerl, later his mentor, who was “in charge of admission” so
he directed the young man, driven by ambition to enter the
special school for historical painting immediately, first to
Antikesaal, demanding from him to produce a “head after
a plaster model as Probezeichnung”, on which his enrol-
ment in the Academy depended.* Although Predi¢, com-
piling lists of his works later in life, mentioned that many
of his student works had been lost because he “had given
them away... to friends”,*® not a single drawing has been
found among the preserved or published early works, es-
pecially those made during his first semester at the Vi-
enna Academy in 1876, marked by the artist, in German,
as a “test-drawing”. The following assumption will prob-
ably never get absolute verification because of the artist’s
note about the destiny of his student works, among other
things, but the drawing preserved in the collection of the
Faculty of Fine Arts could be the one that enabled Predi¢'s
admission to the Vienna Art Academy and opened the way
for later cooperation with Christian Griepenkerl. What we
can say with certainty is that the drawing of that plaster
model was made during the first three or four months of
Predi¢’s education at the Vienna Academy, in the first se-
mester of the school year 1876/77.

The Roman emperor Aulus Vitellius Germanicus reigned
for only eight months, in 69 AD. After his successor, Em-
peror Vespasian, had forcibly removed him from power,
almost all Vitellius’ portraits disappeared or were delib-
erately destroyed. Most of his survived images in the an-
tique collections are modern copies of one private portrait
from the time of Hadrian (the third and fourth decades of
the 2" century).® The Vitellius’ portrait had its place in the
teaching practices of professors at the Academy of Vienna
from as early as the end of the 18™ century, as evidenced
especially by a preserved drawing by Franz Caucig, the
painter of Slovenian origin and one of the leading Cen-
tral European neo-classicists, who became a professor

34 M. Jovanovi¢, Uros Predic, 13; Autoportret UroSa Predica, 42.
35 M. Jovanovi¢, op. cit., 293.
36 B. Hagen, Antike in Wien, 111.



W jegHor o Boaehnx cpegH-0€BPONCKNUX HEOKTACULIUCTA,
Koju je 1799. noctao npodecop LpTaka Ha Axkagemuju.
% Konuja Butenujese bucte y runcy, no Kojoj je Hactao
uptex Ypowa [lNpeavha, gaHac ce Bue He Hanasu y
36UpuM runToTeKe beuke NMKoBHe Akagemuje.*®

of drawing at the Academy in 1799.3 A copy of Vitellius’
plaster bust, after which Uro$ Predi¢ made the drawing,
is no longer part of the Collection of the Glyptotek of the
Vienna Academy of Fine Arts.

37 Ucmo, 44, 46, 111, KaT. 6p. 33, ca bubnmorpadujom.

38 36u1pKa rMncaHux of/IMBaKa Koju cy KopuLheHW y HacTaBu
Ha 6e4koj Akafiemuju TokoM XIX cToneha 3HauyajHo je pefyKoBaHa y XX
BEKY Kao pe3ynTaT pasfiMunTux y3poka Meby Koje, noped pasapama y
[pyroM cBeTCKOM paTy U Nepuofa YyBatba y HeafeKBaTHUM YCIT0BUMA,
Tpeba cBaKaKko y6pojuTu U MpoMeHe NIMKOBHO-MeAaroLLKMX NpuHUMNa.
Ha nHdopMaumjaMa 3axBassyjeMo r-hu AHgpen [JoMaHUr, KyCTOCKUHN
lanepuje cnuka JInkosHe akageMuje y beuy.

37 Ibid., 44, 46, 111, Cat. No. 33, with bibliography.

38 The collection of plaster casts that were used in the teaching
process at the Vienna Academy during the 19" century was significant-
ly reduced in the 20" century for various reasons, including its destruc-
tion in the Second World War and a period of storage in inadequate
conditions, and certainly a change in artistic and educational principles.
We thank Mrs. Andrea Domanig, curator of the Paintings Gallery of the
Academy of Fine Arts in Vienna for the information.
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2. TNAOWUJATOP/PATHUK BOPIE3E
BepoBatHo 1876/77.

YrmseH Ha nanupy, 55,4 x 37,7 cm

3anuc Ha noctameHTy gone gecHo: U. Predic

MepMepHa ¢wurypa rnagujatopa/patHMka  bBoprese
npeAcTaB/bana je jedHy 04 aHTUYKMX CKYNMITypa Kojuma
Ce Ha eBpOMCKMM YMeTHUYKMM arkagemMujama XVIII n XIX
BeKa Hajsuwe ameBuno.”’ OTKako je oTHpuBeHa y Pumy
noyveTtkoM XVII ctoneha, cTygupaHa je v nogparaBaHa Kao
€CTETCKM Mofes MyLLKOr aKTa y nokpety. CtaTya ce gaHac
Hanasu y JlyBpy v pag je rpykor Bajapa Aracuja us Edeca,
HacTtana oko 100. roguHe n. H. e. ctopuyapu aHTUYKe
YMETHOCTU CYy je OLEHWIM Kao YCMesio OXUBJbaBahe
aTNeTCKor XepomMsMa CKyNnTypa YyBeHor Bajapa Jlucuna,
KOMOMHOBaHO Ca XeNeHWCTUMYKMM natocoM. JegHa
6poH3aHa Konuja oBe CKyNMType nocTana je 4eo HacTaBHo-
yMeTHUYKe 36upke QDaKynteTa JIMKOBHWUX YMETHOCTU Y
Beorpagy, noveTkoM LiecTe gelieHunje XX BeKa.*?

MaKo upTer Huje HemocpegHO AAaTOBaH, OAHOCHO HOCK
CaMo C/MKapeB MNOTNWUC NATUHULLOM, KapaKTepucTU4aH
3a HeroBe CTyAeHTCKe roauHe Ha JIMKOBHO] aKkadeMuju
y beuy, Tpeba npetnoctaBUTK Oa je HacTao TOKOM MpBe
WwKoncke rogumHe (Jahrgang) Kojy je MMpeguh nposeo
uptajyim ,no runcaHMM MogenuMa rnaee W Tena
aHTUYKKMX CKyNnTypa“.*! Y oOHOCY Ha UpTeX nopTpeTa
uapa Butenuja, BeluTMHa Kojy je ybp3aHO ycaBpLUaBao
TOKOM YacoBa Ha AKageMuju ornega ce y 3HaTHO
CUrypHUjeM LipTeXY U M3BaHpedHoj , A0BpLUEHOCTU" paja,
6e3 TparoBa Konebarba Unu UCMpPaBKMy.

Jlut. Beoepadcku bujeHane upmedxca u Mane naacmuke, Beorpag
1994, s.p.

2. BORGHESE GLADIATOR/WARIOR

Probably 1876/77

Charcoal on paper, 55,4 x 37,7 cm

Inscription on the pedestal down right side: U. Predi¢

The marble figure of the gladiator/warrior Borghese is one
of the antique sculptures that were the most admired at
European art academies in the 18" and 19" centuries.”
After it had been discovered in Rome in the early 17" cen-
tury, it was studied and copied as an aesthetic model for
the male nude in motion. The statue, a work made by the
Greek sculptor Agasias of Ephesus around the year 100
BC, is now in the Louvre. Historians of ancient art have
evaluated it as a successful reviving of the athletic hero-
ism of the sculptures by famous Lysippos, combined with
the Hellenistic pathos. A bronze copy of the sculpture be-
came part of the Belgrade Faculty of Fine Arts teaching
art collection at the beginning of the sixth decade of the
20" century.“

Although the drawing is not directly dated, namely, it only
bears the signature of the painter in Latin characters,
characteristic of his student years at the Academy of Fine
Arts in Vienna, it should be assumed that it dates from
the first Jahrgang (school year), which Predi¢ spent draw-
ing “after plaster models of the head and body of antique
sculptures.”! In relation to the drawing of the portrait of
Emperor Vitellius, the skill that he was improving hurriedly
at the Academy classes is evident in his significantly more
confident drawing and extraordinary “completeness” of
work, which shows no signs of hesitation or corrections.

Ref. Belgrade Biennial of Drawings and Small Plastics, Belgrade
1994, s.p.

39 G. M. Ackerman, Charles Bargue.., 100.

40 CrynnTypa npefcTaB/ba [e0 HeKkafallkbe 36MpKe nopoauLe
BemkoBuh Koja je, y npouecy HauuoHanusauuje HakoH [pyror
cBeTCKor pata, npedata MakynTeTy MMKOBHUX YMeTHOCTU Y Beorpapy.
Kao 1 ocTane 6poH3e 13 noMeHyTe 361pKe, Konuja PaTHWKa Boprese
13nnBeHa je u3Meby OBa cBeTcKa pata y [lapu3y, y nuBHUUM Susse
Freres. Ha nHdopMaumjama 3axsasmyjemo Onusepu Epuh, Kyctocy-
OoKyMeHTapuctu Fanepuje OJ1Y.

41 M. JoaHoBwh, Ypow lNpeduh, 14.

39 G. M. Ackerman, Charles Bargue, 100.

40 The sculpture is part of the former collection of the Veljkov-
i¢ family, which was given to the Faculty of Fine Arts in Belgrade in
the process of nationalisation after the World War Il. Like other bronze
sculptures from the aforementioned collection, a copy of Farnese War-
rior was cast in the Susse Freres Foundry in Paris between the two
world wars. We thank Olivera Eri¢, curator-documentalist at the FLU
Gallery, for the information.

41 M. Jovanovi¢, Uro$ Predic, 14.
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3. NEXXERhU MYLLUKU AKT CA CABUJEHOM HOIOM
1878.

OnoBka Ha nanvpy, 40,7 x 28,9 cm

MoTnuc y cpeamHn gecHo: Predi¢ 1878. Wien

MpeouheB notnuc m roguHa 1878. Ha 0BOM LIPTEMY
OTKPUBAjy Oa je YMETHWK NpPUCTYNMO HacTaBW LpTara Mo
¥nBOM Mogesny Beh ToKoM Opyre rogvHe ctyauja. MNpema
HacTaBHOM nporpaMy 6eyke Aragemuje U3 BpeMeHa
MpeauheBor crtyoupatrba, y OnWTOj] CIMKAPCKOj LUKOMM
Kojy je moxabao y TOKy npBe TpW roAduHe, CTyOEHTU
Cy yu nu noAd Hap3o0poM jedHor npodecopa, anu cy
nojeaMHaYHN HacTaBHULM 6UnK 3apyeHu 3a ogpeheHe
nocebHe aucumnnvHe. LpTex MorKe noTuuati ca Kypca
,LpTatba aKTa U CmMKama Mo npupoau‘ y Knacu Kojy je
Taga Boamo crvkap Kapn Bypuunrep (Carl Wurzinger),
WM Cca YacoBa BeYepHer aKTa W LpTara Mo aHTMLM 33
Koje je 610 3agyreH cnvKkap Ayryct AjseHMeHrep (August
Eisenmenger).*2

AnonuHCcKo Teno M NuMK Haror mnaguha Koju newu y
onyLuTeHoj No3u Ha nebrma cacBMM oroBapa eCTeTCKOM
noeany MyLLKOr aKTa Koju je, y Mpeauheso Bpeme, joLu
YBEK CYBEpPEHO [OOMWMHMPAO HaCTaBHUM YCMepeHMMa
beuke Akagemuje. Maxko nosa cyrepule Beby 3a
peLuaBaHe NMOCTaBKe Tefa Y HeKoj 0 TeMa MUTOSOLLKOr
(anoHMcKjcKor) cneKkTpa, kerosoj peanusauuju Npeauh je
npucTynuo cnobogHo, 6e3 anconyTHe naeanusauuje Kojy
HOCMK LpTakbe Mo aHTUYKoM Mogeny. Ogjeum nogpobHor
cTyoupaka O0BOI WM Mogenia CAMYHMX aHaTOMCKUX
N OU3MOHOMCKUX OOJIMKA MPUCYTHU Cy Kop OpojHMX
mnaguhKkux NMKoBa cBeTUTesba y KacHujeM lNpeauheBoM
6oraToM onycy pefMrMosHor cinkapcrea.’?

3. RECLINING MALE NUDE WITH A LEG FOLDED
1878

Pencil on paper, 40,7 x 28,9 cm

Signature in the middle right side: Predic¢ 1878. Wien

Predi¢’s signature and the year 1878 written in this draw-
ing reveal that the artist started his live model drawing
classes early, during the second year of study. As deter-
mined by the curriculum of the Vienna Academy from the
time of Predi¢’s studies, at the General Painting School,
that he attended in the first three years, students were
taught under the supervision of one professor, but individ-
ual teachers were in charge of certain specific disciplines.
This drawing may date from the course “nude drawing
and painting from nature” in the class led by the painter
Carl Wurzinger or from evening nude classes and drawing
after antique artworks, run by the painter August Eisen-
menger.*2

The Apollonic body and the naked figure of a young man
lying in a relaxed pose on his back, fits the aesthetic ideal
of the male nude, which in Predi¢’s time, was still master-
fully dominant in the teaching trends at the Vienna Acad-
emy. Although the pose is easily understood as a practice
exercise for positioning of the body in the realization of
mythological (Dionysian) themes, Predi¢ approached it
freely, without absolute idealization implied by drawing
after antique models. His detailed studying of this mod-
el or the ones with similar anatomical and physiognomic
characteristics found its echo in numerous boy-looking
figures of saints in Predi¢’s later rich religious painting
oeuvre.”

42 M. JoeaHoBuh, Ypow lMpeduh, 62-63.

43 MocebHO KapaKTepUCTUYHW Cy amoNIMHCKW JIMKOBU CBETUX
paTtHuKa leopruja v OuMmutpuja Ha uKoHocTacy y MpeobparkeHcKoj
upkeu y lManuvesy n3 1909, unn cnnke Ceemu [eopauje n3 1907. n
Ceemu leopauje n3 1922. M. JosaHoswuh, Has. deso, 189, cn. 64, 196-
197,cn. 75176, 283.

42 M. Jovanovi¢, Uros Predi¢, 62-63.

43 This is particularly characteristic of his Apollonic Holy War-
riors George and Demetrius on the iconostasis of the Church of Trans-
figuration in Pancevo from 1909, or of his paintings Saint George from
1907 and Saint George from 1922. M. Jovanovi¢, op. cit., 189, Fig. 64,
196-197; Fig. 75 and 76, 283.
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4. CTOJERU MYLLUKU AKT OCJIOHEH HA APBO
1880.

OnoBka Ha nanupy, 40,8 x 28,92 cm

MoTnuc rope gecHo: Predi¢ 1880.

5. CTOJERU MYLLKU AKT C JIEhA

1880.

YribeH 1 6ena Kpeda Ha nanupy, 44,7 x 29,5 cm
MoTnuc gone neeo: Predi¢ 1880.

"oguHa HacTaHKa oBa OBa LpTerka 3a Ypowa lNpeguha je
6una ,3ay3eTa c/y*b0oM y aycTpujcKoj BojcuM”, Kaaa je,
npemMa ConcTBeHWM peyrma, BeoMa Maso pagmo.* MNMowto
je y ToKy buna Herosa 4YeTBpTa roAuHa CTyoMparba Ha
6eurkoj AxageMmju, vacoBe, MOroToBO CiMKara (Malk-
lasse) Kog wcTopmjckor cnukapa Kapna ¢on bBnaca
(Karl von Blaas), noxabao je kaga rog My je To BpeMe
[003B0JbaBasno.”’ Y n3seLlTajMMa Koje je 0 CBOM ycrexy Ha
Aragemujn cnao Matuum cpnckoj y Hoem Cag, Kao HeeH
cTuneHaucta, Beh y TOKy MpeTxofHe LUKOJSICKe roAuHe
UCTUYY Ce BUCOKE OLLeHe U3 OAUCLMMIIMHA NOMYT ,CIIMKakba
yoBeyjer craca“ wnun ,upTawa akta Am Abende”, na u
nobujarbe npectnmHe N'yHgnose Harpage (Gundel-Preis)
“ Kog Kapna ¢oH Bnaca nocebHo cy ra 3aokynbanmu
TaKkobe YacoBM CrMKarba aKTa, na 6u aBa upTerka ns 1880.
y 36upum OJ1Y Tpebano cmatpatu pagoBuMMa y OKBUPY
OBMX LLKOJICKUX MHTEPECOoBakba.

Y wramnaHMM KypceBMMa LpTakba Koju cy KopuiiheHn
Ha eBpOMNCKMM YMETHUYKMM aKagemujama U NpuBaTHUM
C/IMKapCKMM KypceBMMa TOKOM Apyre nonoBuHe XIX Beka
OOMVHMPAjy LPTEXU MYLLKMX MOLENa Koje Cy CTyOeHTU
Konupanu, npunpeMajyinm ce 3a HacTaBy upTakba Mo
¥nBoM Mogeny.*” OHW HACY CITYMKMIIM CaMo 3a Npoy4aBaH-e
aHaToMuje,  nporopumja  MAM  OPYrUX  TeNeCHMX
KapaKTepuCTMKa aKTa, jep cy ¢urype no npasuny bune
nocTaB/baHe y TpaduLMOHalIHE PETOPUYKE, aneropujcke
WM aKuMoHe Mo3e, Koje cy CTydeHTMMa omoryhasane
[a pasBujy penepToap TUMCKUX NOCTypa $aBopM30BaHUX
Yy UCTOpWjCKOM cnnkapcTey.”® 06a [peguheBa LpTerka
yKnanajy ce y oBe naejHe oKBMpe, NocebHO LipTer MyLLKe
¢urype ¢ neha, Koja eBoLMPa MOJOXHA] aKLMOHOI Xepoja
KOjU 3aMaxyje KOMJbeM.

4. STANDING MALE NUDE LEANING AGAINST A TREE
1880

Pencil on paper 40,8 x 28,9 cm

Signature up right side: Predi¢ 1880.

5. STANDING MALE NUDE FROM THE BACK
1880

Charcoal and white chalk on paper, 44,7 x 29,5 cm
Signature down left side: Predi¢ 1880.

The year in which these two drawings were made was,
for Uros Predi¢, a year when he was busy “serving in the
Austrian army” when, according to his own words, he
worked little.* Since it was his fourth year of studying at
the Vienna Academy, he attended classes, especially the
painting classes (Malklasse) given by the historical paint-
er Karl von Blaas, whenever he had time.* From the re-
ports about his achievement at the Academy that he, as
their scholarship holder, sent to Matica srpska in Novi
Sad, it is evident that, even in the previous school year, he
had high marks in the disciplines such as “painting of the
human figure” or “drawing of the nude Am Abende” and
also obtained the prestigious Gundel Award (Gundel-Pre-
is).“¢ Under Karl von Blaas, he was particularly interested
in nude painting classes, so the two drawings from 1880
in the FLU collection should be regarded as works within
these interests.

Drawings of male models were predominant in the printed
drawing courses that were used in European art acade-
mies and private art courses during the second half of the
nineteenth century, and students copied them as prepa-
ration for live model drawing instruction.*” They were
not used only for studying anatomy, proportion, or other
physical characteristics of the nude, because, as a rule,
the figures were positioned in the traditional rhetorical,
allegorical or action poses, which enabled the students
to develop a range of standard postures favoured in his-
torical painting.”® Both Predi¢’s drawings fit into this con-
ception, especially the drawing of a male figure from the
back, which evokes the posture of an action hero waving
a spear.

L4 M. JoaHoBwuh, Ypow lMpeduh, 14-15, 248, 269.

45 Hcmo, 15.

46 Ucmo, 63. Ynop. Aymonopmpem Ypowa lNpeduha, 11-12.
47 G. M. Ackerman, Charles Bargue.., 183.

48 Hemo, 185-186.

44 M. Jovanovi¢, Uros$ Predi¢, 14-15, 248, 269.

45 Ibid., 15.

46 Ibid., 63. Comp. Autoportret Uro3a Predica, 11-12.
47 G. M. Ackerman, Charles Bargue, 183.

48 Ibid., 185-186.
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6. MYLLIKU AKT OCJIOlEH HA MOTKY

s.a.

YribeH 1 6ena Kpeda Ha nanupy, 45,7 x 28,5 cm
MoTnuc gone gecHo: Predic

7. CEOERU MYLLUKU AKT

s.a.

YribeH 1 6ena Kpeda Ha nanupy, 54 x 41,7 cm
MoTnuc gone gecHo: Predic

Ha jegHoM o lMNpeanheBux LpTerka Koju ce gaHac Hanase
y 36upum HapogHor Mmyseja y beorpagy npeactaBibeH je
NCTV MOZEN Kao 1 Ha OBa nvcTta us Konekumje ®NY.% Uako
CAIMKap HWje UCnmMcao OaTyMe HMXOBOI HacTaHKa, oBe
CTyauje Takobe NoTu4y 13 Neproa LLKoI0Bakba Ha 6e4Koj
JIKoBHO] akagemuju 1 BepoBaTHO cy HacTasne go 1882/3.
Yacose upTarba no uBoM Mogeny lMpeauh je noyeo Oa
noxaba penatnBHo 6p30 HaKOH ynuca Ha AKagemujy, nako
ce, NpeMa TpaguLMOoHaHM akageMCKUM KypPURYITyMUMA,
Taj 4eo HacTaBe LpTarka CMaTpao 3aBpLUHMM, HajBULLMM
CTafiMjyMOM TpPOCTeNeHOr ycaBpllaBakba Koje je KpeTano
04 KOMupaha aHTUYKMX MoJena, LpTaka npemMa crapum
MajcTopyMMa, Ma TeK oHAa MPUCTynNa y Knacy y Kojoj je
YKUBU MoJen cTajao npef cTygeHTMMa. Ha npeoMm LpTery
nsBedeHa je ctyauja crojehe MylwKe ¢urype Koja ce
obeMa pyKama CHaKHO ocflakba Ha Ayrayky MOTHY, y No3u
Koja acouupa Ha noB unu npobujame KorsbeM nereher
HerpujaTtemba. [pyru UpTeX cBeOouM O MepMaHeHTHO]
npYBRaYHoCTV uUrypanHor peneproapa Koju je Kpenpao
MukenaHbeno y OKBMPUMA aKageMcKe YMeTHUYKe
nepjarorvje —Mopen je npeactaB/beH y cefgehieM nonoxajy
¢ neba, noctaB/beH Ha MOCTaMeHTe ca Apanepujama u
CHa)KHO acouMpa Ha OpaMaTcKe OujaroHane W TenecHe
Top3uje, 3Ha4ajHo ymupeHe y [Mpeguhesom mnsBohery,
MukenaHbenoBux ignud-a Ha cBogy CUKCTUHCKe Kanene.
[ocnegHo HavenuMa Koje je 3acTynao peanucTuyku
npaeaL, MOZEN je MpUKasaH ca CBUM WHAUBUOYaNHUM
KapaKTepuCTMKaMa fmua U MycKynaTtype, Koja je Kog nose
Ca MOTKOM eKCIpecuBHUWje HarnaLleHa.

6. MALE NUDE LEANING ON A POLE

s.a.

Charcoal and white chalk on paper, 45,7 x 28,5 cm
Signature bottom right side: Predic¢

7. SITTING MALE NUDE

s.a.

Charcoal and white chalk on paper, 54 x 41,7 cm
Signature bottom right side: Predic¢

On one of the Predi¢’s drawings that are now in the collec-
tion of the National Museum in Belgrade the same model
is represented as in two sheets from the FLU collection.*
Although the painter did not write the dates when they
were drawn, these studies also date from the period of
his education at the Vienna Academy of Fine Arts, and had
probably been made before 1882/3. Predic started attend-
ing live model drawing classes relatively soon after his ad-
mission at the Academy although, in traditional academic
curricula, this part of drawing education was considered
the final, highest stage of the three-level instruction, that
started from copying antique models, drawing from old
masters, and only then the access to a class with a live
model standing in front of the students. The first drawing
is a study of a standing male figure leaning heavily on a
long pole that he is holding with both hands, in a pose that
reminds of hunting or stabbing a lying enemy with a spear.
The second drawing testifies to the permanent attractive-
ness of Michelangelo’s figurative repertoire for the aca-
demic art pedagogy — the model is represented in a sitting
position from the back, on pedestals with draperies and
it strongly reminds of the dramatic diagonals and body
torsions of Michelangelo’s ignudi on the Sistine Chapel
ceiling, notably calmed in Predic’s realization. Consistent
with the principles of realism, the model is presented with
all the individual characteristics of the face and muscles,
which are more expressively emphasized in the position
with a pole.

49 HapogHu Mysej, Beorpag, vHBe. 6p. 2391. Mogen je npukasaH
y 60pbeHoj no3u ca MayeM y pyuu, a Mpeawh je 3anuncao 1 keroso UMe
— Mod. Weninger. LipTe Takobhe Huje gatoBaH.

49 The National Museum, Belgrade, Inv. No. 2391. The model is
shown in a fighting pose with a sword in his hand, and Predi¢ wrote his
name - Mod. Weninger. The drawing is not dated.
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8. MOPTPET MJIAOE YXEHE
s.a.

YrmbeH Ha nanupy, 51 x 31,9 cm
MoTnuc gone gecHo: Predic

9. MOPTPET CTAPULLE

s.a.

YribeH 1 6enu nacten Ha nanupy, 48,8 x 33,8 cm
MoTtnuc none gecHo: Predic¢

10. MOPTPET CTAPLIA OCJIOHEHOI HA LUTAN
s.a.

YribeH n 6env nacten Ha nanupy, 49 x 34 cm
MoTnuc y cpeamHn gecHo: Predic

Cee Tpu [lpeavhese cTyouje 3a nopTtpeTe Yy 36uMpuM
MaKynTeTa IMKOBHMX YMETHOCTW, MAKO HUCY HernocpeaHo
JaToBaHe, roTOBO CUIYPHO MOTUYY M3 HEFOBUX MPBUX
roguvHa cTyaupaha Ha 6e4koj NMMKOBHOj AKadeMuju, Yemy
CBaKaKo uay y npuior u notnucu natuHuudomM. Cnukap ce
KacHuje cehao da je Tek 1879/80. HacnmKkao nNpeu nopTpeT
6ojoM, NMK cTapua cefe 6page.”® YuHm ce Oa cea Tpu
upTexka Tpeba nosesatn ca [MpeguheBuM CTyaMjCKUM
6opaBKOM Yy MuHxeHy, Kaja BepoBaTHO OCTBapyje HU3
nopTpeTa MyLUKapala M rKeHa Koje je cpeTao M uuje
je ¢v3noHOMMje M KOCTMMEe MaK/bMBO MOCMaTpao, ca
KapaKTePUCTUYHUM  YTULLAjJUMa YBPCTOT  MWMHXEHCKOT
peanusMa.® HenocpedHoCT LpTayKor NpucTyna Mogeny u
KypbeoBCKM peanncTUyKmM KoHLenT nokrasyjy Mpeauhey
CHaXKHY TerKhy 3a 6eroM of KpyTocTM aKageMcKor
nofparaBatba aHTUYKMX MOJeNa, Kojoj je 61o NoaBprHyT
y Knacu Kpuctnjana [puneHkepna. JIMk Mnage r<eHe
KPYMHMX LpTa NMuUa, ca HaylHMLaMa U MalliHOM uUcnof
BpaTa npuenayvo je Mpeguhesy naxky, M3rnena, y BuLLe
HaBpaTta — y lanepuju Matuue cpncke y Hosom Cagy
cadyyBaH je jow jenaH MNpeaguheB upTer Uctor Mogena, y
nyHoM npoduny, gatoeaH y nepuog 1877-78.%2

8. PORTRAIT OF A YOUNG WOMAN
s.a.

Charcoal on paper, 51 x 31,9 cm
Signature bottom right side: Predic¢

9. PORTRAIT OF AN OLD WOMAN

s.a.

Charcoal and white pastel on paper, 48,8 x 33,8 cm
Signature bottom right side: Predic¢

10. PORTRAIT OF AN OLD MAN LEANING ON A STICK
s.a.

Charcoal and white pastel on paper, 49 x 34 cm

Signature in the middle right side: Predic¢

All the three Predi¢’s studies for portraits in the collection
of the Faculty of Fine Arts, although not directly dated, are
almost undoubtedly from his first years of study at the
Vienna Academy of Fine Arts and the signatures in Lat-
in characters certainly support that opinion. The painter
later recalled that it was only in 1879/80 when he painted
his first portrait in colour, a figure of an old man with grey
beard.” It seems that all three drawings should be linked
with Predi¢’s study visit to Munich, when he probably cre-
ated a series of portraits of men and women whom he
met and whose physiognomies and costumes he care-
fully observed, with characteristic influences of the solid
Munich realism.®' The immediacy of his artistic approach
to the model and the Courbetian realist conception show
Predi¢’s strong aspiration to escape the rigidity of aca-
demic imitation of antique models, which he was subject-
ed to in the class of Christian Griepenkerl. The figure of
a young woman with rough facial features, with earrings
and a ribbon below her neck, attracted Predi¢’s attention
more than once - there is another drawing of the same
model, in full profile, in the Gallery of Matica srpska in
Novi Sad, dated in the period 1877-78.%

50 M. JosaHosuh, Ypow lMpeduh.., 74.
51 Ucmo; 74-75, 150 cn. 2, 151 cn. 3.

52 lanepuja Matuue cpricke, Hoeu Cag, vHB. 6p. TMC/Y 554.

50 M. Jovanovi¢, Uros Predic, 74.
51 Ibid., 74-75, 150 Fig. 2, 151 Fig. 3.
52 Gallery of Matica srpska, Novi Sad, Inv. No. TMC/Y 554
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Amopemu owmpe cmpere (1881), HapoaHu Mysej, Beorpag
Cupids Sharpening their Arrows (1881), National museum, Belgrade



11. CTYOUJE OEYJUX CTOJERUX OUTYPA
1882. (?)

OnoBka Ha nanupy, 40,9 x 28,9 cm

MNMotnuc gone gecHo: Y11 1882.

3anuc gone neso: AMopetu. beorpag, Mysej

12. CTYOUJE OEYJUX JIUKOBA U TNTABA

1882. (?)

OnoBka Ha nanupy 40,7 x 28,9 cm

MNMotnuc gone gecHo: Y11 1882. Wien

3anucu: gone gecHo: AMopeTn, beorpan, My3ej; y CpeamHm
rope: Gaudenzdorf G...(?)

13. CTYOUJE OPANEPUJA HA NOCTAMEHTY
1882. (?)

OnoBKa Ha nanupy, 29,1 x 20,3 cm

Motnuc gone gecHo: U. P. Wien

3anuc pone gecHo: (3a AMopere)

[Ba nvcTa ca upTersuMa fevjux durypa v rnaea, Te IMCT ca
3acebHUM LpTerKMMa aparnepujaHanocTaMeHTMaHacTanm
Cy Kao mpunpeMHe CTyamje 3a uspagy civke Amopemu
owmpe cmpesne 13 1881.% Mpeguh je Te roguHe cTynuno
y Majctopcky paguoHuuy (Meisterschule) KpuctujaHa
MpuneHKepna KojeM he, roguHy OaHa KacHwje, moctatu

53 lpeMa cnvKapeBUMM cBefo4YersMMa, MocTojane cy Tpu
BapuWjaHTe oBe CJIMKe 0of KOojuX je jegHa moctana aeo 36upke Myseja
KHe3a [MaBna. OHa ce 1 gaHac Hanasu y HapogHoM Mysejy y beorpagy,
MHB. 6p. 316 C894. H. KycoBau, Cpncko cnukapcmao XVIIl u XIX seka:
Kamarnoz 36upke HapodHoz My3eja Geozpad, Beorpag 1987, 140.
Ynop. M. JoeaHoBuh, Ypow lMpeduh, 77, Han. 73. LipTexn 13 36upke
®J1Y cBaKaKo NpefcTaB/bajy TEK 40 CTyAMja Koje je CMKap nspaguoy
BUAY LipTera uiv 60joM 3a NMoMeHyTy CJIURY, jep y cnucky Moju padosu
Mpenuh Ha HeKONIMKO MecTa NMoMUHe CKULLe M cTyauje ,3a AMopeTe”,
0[1 KOjUX Cy HeKe TaJa joLu yBeK bune Kog Hera, a Apyre je ,MoKIoHWo
HeKkoM". MnaK, Ha upTermma y 36upum OJ1Y, jacHo cToju roguHa 1882.
MCrMcaHa pyKoM caMor C/IKapa, oK Ce y CBUM U3BOPUMA, YKIbyYyjyhin
1 MOMEHYTU CMNCaK PafioBa, Kao roavHa [oBpLUeHa criMke AMopemu
owmpe cmpene Hasogu 1881. Y cnukapeBoj Aymobuoepaduju
CTOju Ja je CNUKy n3pagmo y I puneHKepoBoj MajCTOPCKO] LUKOMM 3a
cgera 14 paHa, npeq Kpaj 1881. roauHe. Idem, 267, 269, 293; Ynop.
Aymonopmpem Ypowa [Mpeduha, 12. TMocToju MoryhHocT pda je
Mpeouh v rognHe HacTaHka, Kao W genose 3anuca hvpunuuoM, Ha
upTekmMma m3 36upke ®J1Y mcnmncnBao 3HATHO KacHuje, Mo cehamy,
Kapga ce cnuKka Beh Hanasuna y HapogHom Mysejy y Beorpagy, Moxaa
YaK 1 HernocpenHo Mpe HMXOBOI YKIby4MBakba y M360p LipTea Koje je
NoKnamao beorpaackoj Akagemuju 1948. OBa npeTrnocTaBKa 61 Morna
Ja objacHu aucKpenaHuujy n3Meby AaTyma Ha LpTexuMa 1 BpeMeHa
[OBpLUeHa CvKe. Y CBET/ly OBaKBe MpeTrnocTaBKe, Kao jeduHu
ayTeHTUYHM 3anuc U3 BpeMeHa M3paje CTyauja AeYjux JIMKoBa Morao
61 ce nocMaTpaTV OHaj Ha BpXy OPYror JIUCTa, Y KOjeM ce MoMube
6eyrn kBapT layneHsgopd, roe je Mpeawh BepoBaTHO CTaHOBAo Mo
noBpatKy y bey Ha cTyaumje 1881, HakoH o4eBe CMpTU.

11. STUDIES OF STANDING FIGURES OF CHILDREN
1882 (?)

Pencil on paper, 40,9 x 28,9 cm

Signature bottom right side: Y1 [UP] 1882.

Inscription down left side: AMopeTu. Beorpag, Mysej
[Cupids. Belgrade, Museum]

12. STUDIES OF CHILDREN’S FIGURES AND HEADS
1882 (?)

Pencil on paper 40,7 x 28,9 cm

Signature bottom right side: Y 1882. Wien

Inscriptions: down right side: AMopetu, Beorpag, my3ej
(i.e. Cupids, Belgrade, Museum); in the middle up:
Gaudenzdorf G... (?)

13. STUDIES OF DRAPERIES ON A PEDESTAL

1882 (?)

Pencil on paper, 29,1 x 20,3 cm

Signature bottom right side: U. P. Wien

Inscription bottom right side: (3a AMopeTe) [(for Cupids)]

Two sheets with drawings of children’s figures and heads
and a sheet with separate drawings of draperies on ped-
estals were made as preparatory studies for realizing the
painting Cupids Sharpening Their Arrows, from 1881.%

That year Predi¢ entered the master school (Meister-
schule) of Christian Griepenkerl, to whom he would be-

53 According to the painter, there were three versions of this
painting, one of which became part of the collection of the Museum
of Prince Pavle. It is still in the National Museum in Belgrade, Inv. No.
316 C894. N. Kusovac, Srpsko slikarstvo XVIIl i XIX veka: katalog zbirke
Narodnog muzeja Beograd [Serbian Painting of the 18" and 19" Cen-
turies: the Catalogue of the Collection of the National Museum in Bel-
grade], Belgrade 1987, 140. Comp. M. Jovanovi¢, Uros Predic, 77, note
73. The drawings from the FLU Collection certainly represent only a
smaller part of the studies that the artist made in the form of drawings
or in colour for the mentioned painting, because Predi¢ included in the
list My Works several references to sketches and studies for “Cupids”,
some of which were still in his possession, and some had been given
to someone. However, the drawings in the FLU collection have the year
1882 clearly written in his own handwriting, while all the other sources,
including the aforementioned list of works, state the year 1881 as the
year of the completion of the painting Cupids Sharpening Their Arrows.
In the painter’s Autobiography it is said that the painting was produced
in Griepenkerl's Master School in only 14 days, before the end of 1881.
Idem, 267, 269, 293; Comp. Autoportret UroSa Predica, 12. It is possible
that Predi¢ wrote the dates of production as well as the parts of the
inscriptions in Cyrillic characters on the drawings from the FLU collec-
tion much later, from memory, when the painting was already housed
in the National Museum in Belgrade, perhaps even immediately before
including them in the selection of drawings that were donated to the
Belgrade Academy in 1948. This hypothesis could explain the discrep-
ancy between the dates of the drawings and the time of completion of
the painting. In the light of this assumption, concerning the time when
he made the studies of children’s figures, the only inscription that could
be considered authentic is the one at the top of the second sheet, which
referred to Gaudenzdorf, a part of Vienna where Predi¢ probably lived
on his return to the city to study in 1881, after his father’s death.

39



acucTeHT.> MaKo je oBa acUCTEHTypa, NpemMa cadyBaHOM
pelletby O MOCTaB/bekby, MoApasyMeBana OYeKMBaHbe
nda he lNpeauh ,caBecHo o6aB/baTh HacTaBy LpTakba Mo
aHTUMuM®,% HacTaHak cnvke AMopemu owmpe cmperie 3a
C/iMKapa je, npemMa KacHujum ceharuMa, npencTaB/bao
MPBUW TPeHyTaK CTBapHor ociiobabatba o KpyTUX NpaBumsa
CNIMKapcKe nogyKe Ha 6e4koj AkageMmjm.>

Cnuka AMopemu owmpe cmpersie, Koja ce faHac Hanasu
y 6eorpagckoM HapogHoM My3ejy, KOMMNOHOBaHa je Kao
naeanunsoBaHa rnej3axHa CcLeHa ca [Be fevje aneropujcke
¢urype y npBoM nnaHy, 3abaB/beHe OLUTpeHeM cTpena
Ha KameHy. lNpefcTaBa HOCK jacHe TeMaTCKe U JIMKOBHe
PeMUHUCLIEHLMje Ha Jefla UTasinjaHCKe BUCOKE PeHecaHce,
a ctyauje ctojeher gedjer n1Ka BepoBaTHO Cy Npousalune
13 npoy4aBah-a U afjanTaumje y3opay CTapujoj yMETHOCTH,
npe Hero LpTakba Mo *1BoM Mogeny. > Ha gpyrom nucry,
mebyTUM, HaKojeM cy u3BefeHe cTyaumje 3a durypy AMopeTa
y cegeheM nosnoajy, LpTadka orncepsaumja je cBexuja 1
HenocpeaHuja, 6e3 HarnalleHe TeXKHe Ka naeanusaumju.
Ho 1881/82. Tpepuh je Beh nokasao u3yseTHO
MHTepecoBakse 3a Jeyje IMKOBE, KaKo Y *aHPOBCKOj, TaKo
ny chepu nopTpeTa, 0 YeMy CBEAOYM U NMOTOHM CUCAK
HEroBMX PadoBa, Koju YKIby4yje 1 arkBapene [eyak nped
u3s1020M nocnacmusyapHuye, Cmapuju 6pam y4u mnabez
da dybu y yeny, [eua oKo ceocKoza byHapa v ppyre, anu
n yyBeHy Hadypery deaojuuyy.”® Oba cavyBaHa nucTa ca
cTyavjama 3a AMopeme cBefode O Bapuvjaumjama nosa
durypa v bnxoBux AeTasba Koje je YMETHUK UCIUTUBAO Npe
KOHa4He NocTaBKe Komno3uuuje. Tpehn NUCT NpUNpeMHmUX
LpTeka 3a AMopeme Hocv 3acebHe CTyauje gpanepuja Ha
MocTaMeHTMMa, Ynjy je KombuHaumjy Mpeguh paspagmo
npy CNvKaky TKaHWHe Ha KaMeHy Ha KojeM cedu OecHa
¢urypa Amopunha.

come an assistant a year later.>* Although this position,
according to the preserved decision on his appointment,
implied the expectation that Predi¢ would “conscientious-
ly carry out the teaching of drawing from antique art™,
the work on the painting Cupids Sharpening Their Arrows,
as he remembered later, was the first moment of true lib-
eration from the rigid rules for teaching of painting at the
Vienna Academy.%

The painting Cupids Sharpening Their Arrows, now housed
in the Belgrade National Museum, is composed as an
idealized landscape scene with two allegorical figures of
children in the foreground, busy sharpening arrows on a
stone. The image bears clear thematic and artistic remi-
niscences of the ltalian High Renaissance, and his studies
of the child standing figure were probably derived from
studying and adaptation of ideals in older art, rather than
from live model drawing. ¥’ On the second sheet, howev-
er, with the studies for the figure of a sitting Cupids, the
drawing observation is fresher and more direct, with no
pronounced tendency to idealize. Until 1881/82 Predic¢
had already shown great interest in children’s figures,
both in the spheres of the genre and of portrait, as evi-
denced by a later list of his works, including watercolours
Boy in Front of the Bakery Shop Window, Older Brother
Teaching the Younger One How to Stand in the Corner of
the Room, Children around the Village Well and others, as
well as the famous Sulking Girl.%® Both preserved sheets
with the studies for Cupids are evidences of variations in
figure poses and details that the artist examined before
the final setting of the composition. The third sheet with
preparatory drawings for Cupids contains separate stud-
ies of draperies on pedestals, whose combination Predic¢
elaborated while painting cloth on the rock on which the
right figure of little Cupid is sitting.

54 Aymonopmpem Ypowa [lNpeduha, 12; M. JosaHoBuh, Has.
deno, 15-16.

55 M. JoBaHosuR, Has. deso, 16.

56 Hcmo, 14.

57 Mpenuh ce noce6Ho auemo Kopehy, na My je feno BenvKor

MajcTopa — cnuka [aHaja 3 oko 1531, gaHac y lanepuju boprese y
PuMy, cBakako mocpegHo Morna 6uTW no3HaTa joll TOKOM CTyauja y
Beuy. [1Ba AMopeTa 3abaB/beHa OLLTPeH-EM CTPeSMLLA Y MPBOM MyiaHy
Kopeboge cnvke, y MNpenuheso BpeMe, NpeAcTaB/banu Cy CBojeBpCTaH
apXxeTun oBe MonynapHe Teme.

58 M. JoeaHosuh, Ypow lMpeguh, 75, 83-84, 149, cn. 1, 151,
cn. 4, 269, 287, 293; Ynop. B. Cumuh, Mopmpem demema y cpnckom
ciukapcmay 19. eeka, Hosu Cag 2004, 43-49.

54 Autoportret Uro$a Predita, 12.; M. Jovanovi¢, ibid., 15-16.

55 M. Jovanovi¢, ibid., 16.

56 Ibid., 14.

57 Predi¢ admired Correggio, so the great master's work Da-

naé, executed around 1531 and housed in the Borghese Gallery in
Rome, must have been known to him, indirectly, during his studies in
Vienna. Two Amorettos busy sharpening arrows in the foreground of
Correggio’s painting, in Predic’s time, represented a kind of the arche-
type of this popular theme.

58 M. Jovanovi¢, Uros Predi¢, 75, 83-84, 149, Fig. 1, 151, Fig. 4,
269, 287, 293; Comp. V. Simi¢, Portret deteta u srpskom slikarstvu 19.
veka [Portraits of Children in Serbian Painting of the 19" Centuryl, Novi
Sad, 43-49.






42



:’i -.-..-f-!.l -HJ.;I"'."'..‘. ':'?Ip‘ Fi .......i

AT
'|":;l } 'r ﬁﬂ f r

viia




44



13.



46

14. HAPAHLIACTU JbUJbAH

1901.

OnoBka u reaLu Ha nanmpy, 25,3 x 17,8 cm
MNMoTtnuc gone gecHo: 20. jyHn 1901. V.I1.

15. BEJIU JbUJbAH

1901.

OnoBka u reaw Ha nanupy, 36,3 x 25,9 cm
Motnuc y cpegnnu gone: 20. jyHn 1901. V.11

[Be cTyomje UBeTOBa JbW/baHa TayHO Cy [OaToBaHe WU
HacTane cy uctoBemeHo — 1901. roguHe, y BpeMe Kaga
je Ypow lMNpeouh 610 3ay3eT ClIMKakeM MKOHa 33 HOBU
MKOHOCTaC y LPKBM MaHacTupa [pretera.”’ Y To Bpeme
¥MBeo je y CBOM pofHoM 6aHaTckom ceny OprnoBaty u
HEroBY MarKky MPUBAYUAM CY MOTMBU HKMBOTUHA U
busbaka 13 HenocpegHor CeOCKor U KyRHO OKpyMKeHa — 0
TOMe cBefj04e bpojHe cavyBaHe CTyauje, CKULLE U LpTErKM
LOMaRNX UBOTUHbA, KYRHUX Jby6MMaLLa Y CEOCKUX BU3Ypa.
Y nonucmnma cBojux pagoBa Koje je cacTtaB/bao Y MO3HUjUM
rogvMHaMa ¥u1BoTa HanpaBuMo je nocebHy pybpuRy Yy Kojoj
je HaBeo Komnosuuumje, npegdene un — upehe. ¢ 3BegeHe
ca npeumsHowhy 60TaHWYKe oncepBauuje, CTyauje
JbuibaHay 36upum OJ1Y npeacTtaesbajy nsBaHpenaH ysua y
MpenuheBa gocnefHa peanncTyKa CIMKapcKa yoebemsa.

14. ORANGE LILY

1901

Pencil and gouache on paper, 25,3 x 17,8 cm

Signature bottom right side: 20. jynn 1901. Y.I1. [June 20,
1901, UP]

15. WHITE LILY

1901

Pencil and gouache on paper, 36,3 x 25,9 cm

Signature in the middle down: 20. jynn 1901. V.. [June
20, 1901, UP]

Two studies of lily flowers are dated correctly and were
made at the same time - in 1901, when Uros$ Predi¢ was
busy painting icons for a new iconostasis in the church of
the Grgeteg Monastery.* At that time he lived in his native
village of Orlovat in Banat and he focused his attention on
the motifs of animals and plants from the immediate rural
and home environment — as can be seen from numerous
preserved studies, sketches and drawings of farm ani-
mals, pets and rural scenes. In the lists of his works that
he composed in the later years of his life, he added a sep-
arate section where he entered compositions, landscapes
and - flowers.®® Realized with the precision of botanical
drawings, the studies of lilies in the FLU collection offer
an excellent insight into Predi¢’s consistent realist convic-
tions about painting.

59 M. JoBaHoBuh, Haas. desto, 107-109.

60 Uecmo, 127, 287-289.

59 M. Jovanovi¢, ibid., 107-109.

60 Ibid., 127, 287-289.
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16. CKULUA 3A KOPULE ,,UCTOPUJE CPBA”
YEHEKA CJIENAHEKA

1913.

OnoBka u Tyw Ha nanmpy, 31,5 x 20,9 cm
MNMotnuc gone gecHo: VI

Y BpeMe Kaga je gobuwo nopyLbuHy Oa u3Bede peluere
3a Kopue Krbure o uctopuju Cpba o BpemeHa [psor
CPMCKOr yCTaHKa Yellkor nucua YeHeka CnenaHeka®',
Ypow lMpeguh je 6uo Beh noTnyHo adupMmcaH U YecTo
aHraXoBaH Kao WJIyCTpaTop KHeWra, HOBMHA, OMMIoMa
M noBe/lba pasnnuMTUX  yOopyxema. CeuecujcKo-
cumbonuctnika Komnunaumja MNpeamheBrx 3aMmcin Ha
CKULUM cadyBaHoj y 36upum OJ1Y yKibydyje aneropujcke
¢urype MpaBge 1 UcTnHe y ropHeM HAacNIOBHOM CErMeHTY
— Ha Tepasujama Koje apu [paBga npeBary ogHoCK Tac
Ha Koju VMIcTMHa nonaxe CBOjy flydy, Y OOHOCY Ha OHaj Ha
KojeM CToje CMM60IM Kopynuuje 1 TaXn — Keca ca HOBLLEM
OKO Koje ce yBuja 3MMja. Y [OOHEM pEerucTpy ceuue
rojaBJbyje ce Mornpcje YoBeKa Koju ce rpyeBnUTO ocriobaba
CTUCKA NaHaua M 3Muje, GNaHKMPaAHO Ca [BEe MEHCKe
KnacuuHe nonyourype. CprickM HaLUMOHANHU KOHTEKCT
HerocpefHuje je eBOLMpaH TeK Yy OEeKOPaTUBHOM MOJby
M3Ha[ HacnoBa, Y Koju je MocTaB/beH MOTMB HapoOHOr
TKarba ca KPCTOM Y CpeduHN. Y KOHa4YHOM peLuehsy, Koje
Ce MojaBuIIo Ha Hac/TOBHO]j CTPaHM KHUIe, MOTUB KpCTa Ha
Aunumy Koju je MNpeguh NpBo6UTHO 3aMUCIIMO 3aMetrbeH
jé EeKCNMUUMTHUJUM HauuoHanHuM ofpeherseM y Buay
AprkaBHor rpba Cpbuje ca ABOrNaBUM OpPJIOM U LUTUTOM
Ca KPCTOM 1 YeTupu oumsia.t?

16. SKETCH FOR THE COVER OF HISTORY OF THE
SERBS BY CENEK SLEPANEK

1913

Pencil and Indian ink on paper, 31,5 x 20,9 cm

Signature bottom right side: Y1 [UP]

At the time when he received a commission for the cover
of the book about the history of the Serbs starting from the
First Serbian Uprising, by Czech writer Cenék Slepanek,*'
Uros Predic¢ was already fully affirmed and often engaged
as an illustrator of books, newspapers, diplomas and
charters of various associations. The secessionist and
symbolist compilation of Predic¢’s ideas on the sketch pre-
served in the FLU collection includes allegorical figures of
Justice and Truth in the top title segment — on the scales
held by Justice balance is tilted in favour of the pan on
which Truth lays her torch, over the one that holds the
symbols of corruption and lies — a bag of money around
which a snake curls. In the lower register of the sketch
there is the bust of a man who is frantically trying to free
himself from the squeeze of chains and a snake, flanked
by two female classical semi-figures. The Serbian national
context is more directly evoked only in the decorative field
above the title, where he put the motifs of folk weaving
with a cross in the middle. In the final solution, which ap-
peared on the cover page of the book, the cross on the
carpet was replaced by a more specific national symbol -
the coat of arms of Serbia with double-headed eagle and
a shield with a cross and four fire steels.®?

61 Krbura je nsawna 1913. y Yewkom Bpogy nog HacnosoM
Srbsko od prvého povstdni 1804 do dnesni doby. M. JosaHosuh, Ypow
Mpeduh.., 124; 0 caBpeMeHO] peLienLmju Kibure Koja ce 6aBusia CprickuM
ocnoboaunadykMM MoKpeTMa, anu U ,CPMCKUM U jyroC/IOBEHCKUM
nuTameM y Ayctpo-Yrapckoj* HenocpefHo npen usbujame [lpsor
cBeTcKor parta B. F. Ilei¢, Slepanek Cenek, Srbsko od prvého povstdni
1804 do dnesni doby, Ljubljanski zvon, rog. 34, 6p. 1, 1914, 55.

62 M. JoBaHoBuh, Haa. deno, cn. Ha cTp. 124.

61 The book was published in 1913 in Cesky Brod under the title
Srbsko od prvého povstdni 1804 do dnesni doby. M. Jovanovi¢, Uros
Predi¢ , 124; The contemporary reception of the book dealing with the
Serbian liberation movements, but also with the “Serbian and Yugoslav
question in Austria-Hungary” just before the outbreak of World War |,
see F. lle3i¢, F. Ilei¢, Slepanek Cen&k, Srbsko od prvého povstdni 1804
do dnesni doby, Ljubljanski zvon, Year 34, No. 1, 1914, 55.

62 M. Jovanovi¢, ibid., Fig. on p. 124.
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17. APANEPUJA HA NOCTAMEHTY (UPBEHU NMJIALLT)
1928.

Yee Ha nnatHy, 37,1 x 47,5 cm

Motnuc pone neso: 18. X1l 1928. VI

Ctyovja 60joM pacKOLLIHOI KpasbeBCKOr MnawTa ca
CBWIEHMM HanudyjeM, npebadeHor Npexko CTeHe, Morna je
HacTaTK Kao mpunpema 3a Hewry of [MpeauheBux encku
NOCTaB/bEHUX PENIUIMO3HUX KOMMO3WLMja BennKor gop-
MaTa Kojuma je, noped u3page nopTpeTa, KpajeM Tpehe
feueHuje XX Beka 610 13y3eTHO 3a0KynsbeH. BeoMma cnny-
Ha u3Bedba Opanepuje nojaerbyje ce Ha cavumn Ceemu
leopauje, Kojy je nospumno 1930.% Crygmja y 36mpum OJTY
HOCM YMBOTHOCT (aKType Koja, MaKo NoTnyHo ycrnesa y
MyHoj MaTepujanu3aumju TeLKe TKaHWHE W Mpeflamarba
CBETJIOCTU Ha H0j, HEMOCPeaHO OTKPUBA U TeMMEepaMeHT
MpenuheBor cnvMKapcKor noTesa.

17. DRAPERY ON A PEDESTAL (RED CLOAK)

1928

Oil on canvas, 37,1 x47,5cm

Signature down left side: 18. XIl 1928. YI1[18/12/1928 UP]

The colour study of a lavish royal cloak with the silk re-
verse face, draped over a rock, may have been created as
a preparation for one of Predic¢’s large religious composi-
tions with epic setting, which, besides portraits, he was
extremely preoccupied with at the end of the third decade
of the twentieth century. A very similar drapery appears in
the painting Saint George, completed in 1930.¢% The study
in the FLU collection has a vitality of structure which, al-
though outstandingly succeeds in full materialization of
heavy fabric and refraction of light in it, directly reveals the
nature of his strokes.

63 M. JoaHoswh, Ypow llpeduh, 235, cn. 126.

63 M. Jovanovi¢, Uros Predic, 235, Fig. 126.
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18. CTYOUJA 3A JIUK CBETOI"r MAPKA

1930.

YribeH 1 6ena Kpeda Ha nanupy, 46,7 x 30,7 cm

Motnuc y cpegmnm neso: 3. 11 1930. Y1

3anuc y cpeamHu gone: 3a ¢B. Mapka 3a gp M. KHerkeBuh
CeHTa.

Cepeha pgpanupaHa MywKa d¢urypa y nonyokpeTy
npeacrasba MNpeguhesy ctyouvjy 3a cnnky Ceetor Mapka
Koja je Hactana 1930. no nopyaLbuHK, Kako je cinkap
cam 3abenersno y UHBEHTapy CBOjUX pafoBa, AOKTopa
Munowa KHereBuha, apgBokata u3 CeHte.**  LpTew
noTuMye M3 BpeMeHa y KojeM je lMpeguh ocTBapuo HuM3
LpKBEHMX MOpyLIbUHA 3a CNMKake WKoHOoCTaca, anu
M nocebHMX WKoOHa 3a MpuBaTHe Hapy4uoue. Hberosa
onacka u3 1939. KojoM KoHcTaTyje da Kao YMETHUK Yy TOM
BPeMeHy He [aje BuWLUE HULITA HOBO, anu M da je ,(...)
rMaBHAa KapakTepUCTMKA MojuX pagoBsa (...) caBecHocT*,
Hanasuv onpaBdare Ha LpTery y 36upum OJ1Y. DocnegHo
aKafeMCcKM npocTyaupaHa ¢urypa y knacuyHoj cegehoj
no3u ykasyje ga je lNpeauh ,TajHe LpTauykor 3aHaTa“ u
oarosapajyher Oexkopyma, cTedeHe TOKOM CTyauja Ha
6e4Koj AkageMuju, NPUMEHMBA0 MY 3pesIMMCTBApaNadYKkmM
rogvHama. MNocebHy nmamy TOKOM M3page oBe cTyauje
NPVBYKAM Cy My MpobnemMu pyky W Mofioraja npcrujy
¢urype y ogHocy Ha nucahu noctaMeHT u nepo, edpeKTn
MaTtepuvjanusauuje gpanepuje, anu 1, y JocnegHocTH ca
PEANNCTUYKUM CIIMKAPCKUM ybehernMa, nHaMBuayanHe
LipTe W MOPTPETCKU UHTErpUTET CBETUTE/bEBOI MiaauhKor
IERS

18. STUDY FOR THE FIGURE OF SAINT MARK

1930

Charcoal and white chalk on paper, 46,7 x 30,7 cm
Signature in the middle left side: 3. [1 1930. YI1[3/2/1930 UP)
Inscription in the middle down: 3a cB. Mapka 3a gp M.
KnerkeBuh CeHrta.

[for St. Mark for Dr. KneZevi¢, Senta.]

A sitting draped male figure in half turn is a study for the
painting of Saint Mark, which Predi¢ made in 1930 on
commission from Doctor Milo$ Knezevi¢, a lawyer from
Senta, as the painter himself recorded in the inventory of
his works.®* The drawing dates from the time when Predi¢
realized a series of commissions for painting iconostases
for churches, but also individual icons for private clients.
This drawing in the FLU collection confirms his remark
from 1939 that as an artist at that time he did not give
anything new, but also that “... the main characteristic
of my work is... conscientiousness™®. The classical sit-
ting figure, consistently studied in an academic manner,
indicates that in his mature years Predic applied “the se-
crets of the craft of drawing” and the appropriate deco-
rum, acquired during his studies at the Vienna Academy.
The problems he was occupied with in this study were the
hands and the position of fingers in relation to the writing
pedestal and pen, the effects of the materialization of the
drapery, but also — in consistency with his realist orienta-
tion — the individual features and portrait integrity of the
saint’s boy-looking figure.®

b4 M. JoBaHoBwh, Hae. deno, 277.
65 Wecmo, 129.
66 Y BpeMe HacTaHKa cTyauje 3a MKoHy Ceetor Mapka Ypouu

Mpeguh je cnvKkao MKoHocCTac 3a NopoAuyHy Kaneny Jlasapa JaHkoBuha
y Tuteny. Taga je UCNyHWMO *Kejbe HacNefHWKa BflaCHUKA Kanene Aa
oapebeHNM CBETUTE/bCKUM (M3MOHOMMjaMa Nofapy HUX0Be JIMKOBE.
M. JoBaHoBuh, Haa. deso, 131.

64 M. Jovanovi¢, ibid., 277.
65 Ibid., 129.
66 When the study for the icon of St. Mark was made, Uros

Predi¢ was painting the iconostasis for the family chapel of Lazar Jan-
kovic¢ in Titel. Then he fulfilled the desire of the successor owners of the
chapel to give their features to the physiognomies of certain saints. M.
Jovanovic, ibid., 131.
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Ceemu hopbe ybuja axcdajy (1930), lanepuja Matuue cpncke, Hoeu Cag
Saint George Slaying the Dragon (1930), Gallery of Matica srpska, Novi Sad



19. XEHCKU AKT OCJIOHEH HA NMOCTAMEHT
1930.

YrmeH n 6enu nacten, 32,6 x 45,9 cm

3anuc gone gecHo: Y. 1. 25. 111 1930.

PeTKoCT TeMe *eHCKOr aKTa, KaKo Y CIIMKApCKOM, TaKo Uy
upTaykoM onycy Ypouwa Mpeguha, YnHmn npumep y 36mnpum
@J1Y rotoBo u3yseTHMM. MNaKo je mpeTnocTaB/beHO Aa
ce OH Mopao, unak, Yelwhe cyo4yaBaTu ca npobreMom
Haror eHCKor Tena, NpemMa COMCTBEHUM CBefoYeHUMa,
HKEHCKM aKT ra HMKaga Huje MpUBIIAaYMO Kao YMEeTHUYKa
Tema.t” Y nepuony m3smeby gBa cBeTCKa paTa, CivKap je
¥UBeOo M cTBapao y beorpagy, roe ce, npemMa Herosum
peyrMma, Hucy Mornv Hahu [obpu eHCKM Mogenw.
JIM4HM pagHu yCcroBM HWUCY My [03BOJbaBaju HMXOB
EKCTeH3MBHUjM aHrarKMaH, MaKo je HeroBao ambuuuje ga
Ce 'KEeHCKOM aKTy 036u/bHUWje NOCBETU KPO3 MUTOJOLLKY
TeMaTuKy.*® M3BaHpedaH LpTeX Ma[e HeHe Koja Tyryje
M CKpvBa nuue He Tpeba mocMaTpatv Kao CTyaujy no
¥u1BOM Mogeny, Beh Kao obpagy KnacuyHor MoTvBa C
KOjUM Ce MOorao CpecTu joll Ha cTyaujaMa y beuy. Ucre,
1930. roguHe, [Mpeguh QoBpwaBa W MOHYMEHTasHy
KoMnosuumjy Ceemu leopauje ybuja axcdajy 3a csor
npujatesba hopha OyHhepckor y HooM Cagy.®? LipTex y
36upum OJTY npencTaB/ba NpUNpeMHy CTyaujy 3a gurypy
npuvHLUe3e y OHEM JIEBOM YTy KOMMO3MLUMje — pesynTaTu
MpoyYaBatba MEHCKOI aKTa Ha CriuuuM Ccy LOBpLUEHM
M 3aKpWbeHU Mpo3padyHoM 6enuyacToM Apanepujom
Koja Harnawaea JiMHWje [paMCKU WHTeprpeTupaHe
¢urype. HbeHa cnekTakynapHa [OBpPLUEHOCT W JocnenHo
CrpoBefdeH peanMCTUYKX OEKOPYM, KOju MpUHLE3Y Kojy
04 HeMaHu criacaBa cBeTM [eopruje ofeBa y KOCTUM
M acecoape aHTW4Kor Puma, Harnawaeajy [Npeavhes
GYyHKLMOHaNM3aM y CTyaujCKOM NpUCTyny Harom Tesny.”

Jlut: M. JoaHosuh, Ypow [peduh: (1857-1953), Hoeu Cag 1998, 128;
H. Cumuh, Crukapeso nepo: nucma Ypowa lNMpeduha, Beorpan 2007, 164.

19. FEMALE NUDE LEANING ON A PEDESTAL

1930

Charcoal and white pastel on paper, 32,6 x 45,9 cm
Signature bottom right side: Y. M. 25. Il 1930. [U.P.
25/2/1930]

As the theme of the female nude is rarely present in the
painting and drawing oeuvre of Uros Predi¢, this piece in
the FLU collection is certainly almost unique. Although
it is assumed that he must have faced the problem of
the naked female body more often, according to his own
words, the female nude never attracted him as a subject.®’
In the period between the two world wars, the painter
lived and worked in Belgrade, where, as he said, good fe-
male models could not be found. Due to his working con-
ditions, he was not able to engage them often, although he
cherished the ambitions to devote himself more seriously
to the female nude through mythological themes.®® This
extraordinary drawing of a young woman who is grieving
and hiding her face should not be seen as a study after a
live model but as an interpretation of a classical motif that
he might have seen during his studies in Vienna. In the
same year, 1930, Predi¢ also completed the monumen-
tal composition Saint George Slaying the Dragon for his
friend Dorde Dunderski in Novi Sad.*’ The drawing in the
FLU collection is a preparatory study for the figure of the
princess in the lower left corner of the composition - the
results of his studying the female nude are perfected in the
painting and screened by airy whitish drapery, which em-
phasizes the lines of the dramatically interpreted figure.
Her spectacular perfection and consistently implemented
realistic decorum - the princess, saved from the beast
by Saint George, is dressed in the costume and equipped
with accessories of ancient Rome - emphasize Predic¢'s
functionalism in his study approach to the naked body.”

Ref. M. Jovanovi¢, Uros Predi¢: (1857 — 1953), Novi Sad 1998, 128; N.
Simi¢, Pisma Urosa Predica, Belgrade 2007, 164.

67 M. JoaHoBwuh, Ypow lMpeduh, 127-128.

68 Wcmo, 127.

69 Yemo, 277, 285.

70 Mo3a ¢urype KeHe Ha LipTeKy U3 36upke OJTY 3aoKynibana

je Mpeagwuha v panuje, o YeMy cBegoun 1 cnunka Ceemu Neopaujens 1907,
a nocebHO roToBO CUMBOSIUCTUYKM KOHLMIMMpaHa CvKka Xpucmoc Ha
MacnuHoasoj 2opu 13 1926, roe je cneumduyaH nonynerehu nonoaj
¢urype npunaroheH nuky Xpucra y monuteu. M. JosaHosuh, Hae.
deno, 189, cn. 64, 230, cn. 120.

67 M. Jovanovi¢, Uros Predi¢, 127-128.

68 Ibid., 127.

69 Ibid., 277, 285.

70 The pose of the female figure in the drawing from the FLU

collection preoccupied Predi¢ before, too, as evidenced in the painting
Saint George from 1907, and especially almost a symbolist painting
Christ on the Mount of Olives from 1926, where the specific half-lying
position of the figure is adjusted to the figure of Christ in prayer. M.
Jovanovic, ibid., 189, Fig. 64, 230, Fig. 120.
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20. CTYAUJA PYKE KOJA OPYU OTBOPEHY KHbUI'Y
1932.

YribeH, 6ena Kpena v ofioBKa Ha nanupy, 35,2 x 27,5 cm
3anuc gone gecHo: YI 3. X 32. Moja gecHa pyKka upTaHa
NIeBOM U3 orfiegana.

21. CTYAUJE PYKY KOJE OPHE KHbUTE

1933.

YribeH, 6ena Kpena v of1ioBKa Ha nanupy, 24,5 x 35 cm
3anucu gone gecHo: 22. 1V 1933. 13 IV 1933. Moja gecHa
pYyKa LpTaHa neBoM 13 ornegana. Y.[1l.

22. CTYAUJA PYKE KOJA OPXU NANULY

1935.

YribeH, 6ena Kpena v o/10BKa Ha nanupy, 35,2 x 20,4 cm
3anuc rope gecHo: 2. 1 1935. VI 3a cB. Cay y Jlnbeptusun
USA Moja neBa pyka ns ornegana.

Tpu nucTa ca cTyomjama pyKy npeactaB/bajy Hajmnabe
MpeouheBe papoBe y 36upum DakynteTa JSIMKOBHUX
yMeTHocTK. lMoTu4y m3 nepuoga og 1932-1935. TokoM
Kojer je cnvKap 610 MOHOBO 3aOKyr/beH nopylbuHama
3a LpKBEHO cnnKapcTBo. [lpeMa 3anncuma Ha LpTerkuma,
Mpenuh je caM cebu NoOcny*KMo Kao Mofen 3a peLlaBakbe
MosioXaja pyKy M NpCTujy Koju NpuapHaBajy 0TBOPEHY Un
3aTBOPEHY KHUIY, 0JHOCHO Manuuy. HbuxoBa npuMeHa
nojaesbyje ce Ha UCTOBPEMEHUM MKOHaMa ca ¢urypama
CeeTor CaBe, UM Ha NPecToHMM MKoHama Xpucta.”' 3a
WCKYCHOI YMeTHMKa OBe CTyauje npeactaB/bajne cy TeK
NoACeTHUK Ha paspabeHe KOMMO3ULMOHe cerMeHTe Koje
je obmnato KopuCTMO U paHuje, NPBEHCTBEHO Y OKBUPY
Penurmo3Hor cnvKapcTea.’”> Y ogHocy Ha [goBpLueHe
C/IYKe, LpPTErM 3a[pHaBajy CBEXWHY U HemnocpegHocT
LipTayKe oncepBaumje, a 6puHKbUMBO 3abeneweHn gatymm
rOTOBO [a MM [ajy KapaKTep AHEBHUYKMX beneraKra.

71 M. JosaHogwh, Ypow lMpeduh, 131-134, 232, cn. 122 n 123, 277.

72 Wcmo, 312.Y 36upum Manepuje Matuue cpricke, roe ce faHac
Hanasu Hajeehu 6poj MpeauhesBux LpTera, cadyBaH je U 3HauajaH bpoj
Mpeouhesnx papoBa ca cTyaujama pyky. Ynop. [anepuja Mamuye
cpncke, Hosu Cap 2001, 236-239.

20. STUDY OF A HAND HOLDING AN OPEN BOOK
1932

Charcoal, white chalk and pencil on paper, 35,2 x 27,5 cm
Inscription bottom right side: YI1 3. X 32. Moja gecHa pyka
upTaHa neBoM u3 ornegana. [UP 3/10/32 My right hand
drawn by my left hand from the mirror.]

21. STUDIES OF HANDS HOLDING BOOKS

1933

Charcoal, white chalk and pencil on paper, 24,5 x 35 cm
Inscriptions bottom right side: 22. 1V 1933. 131V 1933. Moja
[ecHa pyKa upTaHa nesoM 13 ornegana. V.M. [22/4/1933
13/4/1933 My right hand drawn by my left hand from the
mirror. U.P]

22. STUDY OF A HAND HOLDING A STICK

1935

Charcoal, white chalk and pencil on paper, 35,2 x 20,4 cm
Inscription up right side: 2. | 1935. VI 3a cB. CaBy y
JIn6epTtmemn USA Moja neBa pyka 13 ornegana.
[2/1/1935 UP for St. Sava in Libertyville USA my left hand
from the mirror.]

These three sheets with studies are the latest Predic¢'s
works in the collection of the Faculty of Fine Arts. They
date from the period of 1932 - 1935, during which the art-
ist was preoccupied with commissions for church paint-
ing again. According to the inscriptions in the drawings,
Predi¢ was his own model for resolving the position of
the hand and fingers holding an open or closed book, or a
stick. Their implementation is seen in contemporary icons
with figures of Saint Sava, and the throne icons of Christ.”
For the experienced artist, these studies represented just
a reminder of the developed compositional segments
that he had already used much before, mainly in his reli-
gious painting.”? In relation to the realized paintings, these
drawings retain the freshness and immediacy of his draw-
ing observation, and carefully recorded dates give them
almost the character of diary notes.

71 M. Jovanovi¢, Uros Predic, 131 — 134, 232, Fig. 122 and 123, 277.

72 Ibid., 312. The collection of the Gallery of Matica srpska, that
has most of Predi¢’s drawings, also includes a significant number of his
studies of the hand. Comp. Gallery of Matica srpska, Novi Sad 2001, p.
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