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Capa je npep HaMa peTasbHa CTyAMja O MUHYUMO3HO obpafeHoj KOMNAETHO]
36MpLUM YMETHUKOBUX IMKOBHUX fleNa pasiMunTux TeXHWKa - CnKa, LpTexa, akBapena,
Temnepa v /1., Koja ce YyBa y nopoauum, TauHuje y ®oHgaumnju Munan 3nokosuh. Aytop
oBe ctyauje, op Hebojwa AHTewesunh, 3Hanauku je npennutao buorpadceke nogatke
npo¢. Munana 3nokoBuha ca HeroBMM CTBapajaykuMm WMMyAcMMa, Be3aHWM npe
CBera 3a OCHOBHY MpeoKynauujy — apxMTekTypy, Kao 1 3a HeroBy CYLUTUHCKY, Lyboky,
nckpeHy, gyroroauiitby noceehieHocT nukosHoM cTeapanawTsy. [...] Mopep Tora, ap
AnTeweBuh je M3BPCHO NpefCcTaBMO pa3nnymnTa 3Hakba Koja je npod. 3nokosuh cTuuao
TOKOM CBOjUX LLKONOBaHa v Cneuunjanumsasmja Kog Hac vy cBeTy, npe ceeray [Mapusy,
Harnawasajyhin teroBa ncTpakusarba Be3aHa 3a NUTaka nponopLmja, reoMeTpujcke
ogHoce, nekopbusjeoBcke Mopyne, kao M 3a npobrneme nuKoBHOr obpasoBarba
apxuTekarta v BU3yenHe egykaumje y HajwupeM cmuchy. [...] Cee je To y Benukoj mepm
ponpuHeno ga bpojHa nukoBHa ocTBapena npod. 3nokosuha gobujy npopybrbeHa,
ayTeHTWYHa W penieBaHTHa TyMauerba.

Mucnum pa je Ta noBe3aHOCT TeOpWjcKOr MPUCTYNa M KOHKPETHUX aHanu3a
BpojHux papgoBa M3y3eTHa BPELHOCT 0BOT TeKCTa. T1Me je yCrellHOo 0CTBapeHa LefinHa
Koja, Mo MOM yBepehsy, LOMPMHOCK He CaMo MpoHasiaXkehy afleKBaTHOr MecTa pafoB1Ma
npod. 3nokoBnha y HaLloj uCcTopmjn ymeTHOCTH, Beh y Bennkoj Mmepu n oborahuneamy
Halle MofiepHe YMETHOCTM HOBMM Ca3HatbMMa U BPeLHOBaHMMa y HajlUMpeM CMUCTY.
[...] M3yseTHy BpeaHOCT M 3af0BO/LCTBO Yy UMTakby LENWHe pyKonuca yuHe BpojHM
LMTaTW NMcaMa v Apyrux TeKCcToBa, Kao M HenocpefHa, MyHa obpahara nojeanHUx
JINYHOCTM, LWTO cTBapa MnocebHO WHTUMHY W ybefnsbMBO ayTeHTUYHy aTMochepy
>KMBOTHOI, rpafjaHckor okpyxera npod. 3nokosuha. CMaTpaM fga je y TekcTy 3a
MoHorpadujy nocseheHy nMKoBHOM cTBapanawTBy npo¢d. MunaHa 3nokosuha ayTtop
ap AHTeweBuh cBeobyxBaTHO aHaNM3MpPao CBe acnekTe MHTepecoBara 3a BU3YyesHY
KyNTypy Haller BefIMKOr apxuTekTe 1 a je ofAJIMYHO NpefCTaBMO U BPeJHOBAO Herosa
bpojHa fena, YuMe je Ha Hajbos/bM HaYMH yKasao Ha 3Hayaj IMKOBHE 330CTaBLUTUHe
npo¢. 3nokosuha.

ap Wpuna Cybotuh
npodecop eMepuTa



Presented here is a detailed study of the meticulously curated complete
collection of the artist’s visual works in various techniques - paintings, drawings,
watercolours, tempera, and others, which is kept within the family, specifically in
the Milan Zlokovi¢ Foundation. The author of this study, Nebojsa AnteSevi¢, PhD, has
skilfully interwoven the biographical details of Prof. Milan Zlokovi¢ with his creative
impulses, related primarily to his basic preoccupation - architecture, alongside his
essential, profound, sincere, and long-standing dedication to visual art practice. [...]
Moreover, Antesevi¢, PhD, has brilliantly presented the extensive knowledge that
Prof. Zlokovi¢ acquired throughout his education and specialisations, both in Serbia
and abroad, particularly in Paris, emphasising his research related to the issues of
proportions, geometric relationships, Le Corbusier’s modules, as well as the issues
of visual education of architects and visual education in its widest sense. [...] All this
has contributed to a great extent to the fact that numerous artistic achievements of
Prof. Zlokovi¢ receive in-depth, authentic, and relevant interpretations.

| believe that the exceptional value of this text lies in its fusion of theoretical
approach with concrete analyses of the artist’'s numerous works. Through this, it has
achieved a coherent whole which, in my view, not only assists in establishing a suitable
place for Prof. Zlokovi¢'s works within our art history, but also significantly enriches
our modern art by providing new insights and evaluations in the broadest sense. [...]
The numerous quotations from letters and other texts, alongside the direct, personal
remarks of various individuals, create a uniquely intimate and convincingly authentic
atmosphere of Prof. Zlokovi¢’s life and civic milieu, significantly enriching the value
and enjoyment of reading the entire manuscript. | consider that in this text, intended
for a monograph dedicated to the visual works of Prof. Milan Zlokovi¢, the author,
AnteSevi¢, PhD, has comprehensively analysed all aspects of our distinguished
architect’s interest in visual culture, excellently presenting and evaluating his
numerous works, thereby underscoring the importance of Prof. Zlokovic's artistic
legacy.

Irina Suboti¢, PhD
Professor Emerita
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MoHorpadujom Apxutekt MunaHn 3nokoBuh - crnvkapcku nopusu M JIMKOBHU
ceH3nbunutetn, aytop Hebojwa AHTeweBWh 4YMHWM BaxKHO nNpoluMperse nogpydja
ncTpaxxmeara uctopunje apxutektype y Cpbuju Ha npumepy Munana 3nokosuha,
jedHor of Haj3HauajHUjuX apxmTekaTta MogepHor npasua. [...] Ca yseperbeM kako nucum
¥ TyMauu nctopuje, Teopuje U KpUTUKe apxUTeKType UMajy joll BeoMa MHOMo nocnay
pacBeT/baBakby MojaBa Koje ce T4y apxuTekType y Cpbuju y XX Beky, AHTewesuhes
nogyxeat y obnukoBary oBe MoHorpaduje penyje jowl M3y3eTHMje W 3HayajHuje
Baw 3aTto wWTo ce Ha TeMesbe Beh BeoMa pedepeHTHe bubnunorpadpuje o 3nokosuhy
npuaomajy ucTpaxuBare M aHanmsa reroBor obuMHor paga y obnactm nuMkoBHMX
ymeTHocTw. [...] CBecT o HelopeyeHOCTM UCTOpPKMje CPMICKE apXUTEKType MpoLUsor Beka
He Mpou3nnasn U3 Marbka TeKCToBa W buorpaduja o apxuTeKTypu 1 0 apxuTeKTMMa,
KONMKO M3 OACYCTBa LUMpMX npernesa v obuMHujux wspara. [...] CnoxeHocT u
CNOjeBUTOCT enoxe MOry ce carfiefatu caMo u3 oapeheHe WHTepaMCUMNAMHApHe
nosuumnje nctpaxusaya. MoHorpadujom o nukoBHoM feny 3nokoBuha, AHTelwesuh
npugonaje ynpaBo Ty AMMEH3M]Jy CNOXEHOCTW KOja HaM OCBeT/baBa HauMHe Ha Koje
je 3nokoBuMh MUCNMO O apxWTeKTypu, Npe cBera kKao YMeTHUK W CTBapanai, WM Kako
TO MULWJSbeHe Huje Bue Moryhe npeno3HaTV BaH yBUAA Y HEeroBO CTBapanallTBO y
0biacT1 NIMKOBHUX YMETHOCTMU.

Takofe, 3HayajHO je npuMeTMTM pAa ce AHTeweBWMNEBMM UCTPaKMBaHEM
nokasyje jeAHa BaXHa MOeHTa paHe MOAepHe, Ma W YMTABOI MOAEPHOr nokpeTta y
apxuTekTypu TokoM XX Beka, a Koja OQHOC apXuTeKType M JIMKOBHOI paja nocTaBiba
y OKBMp Tako3BaHe ,CWHTe3e yMeTHocTW". Ha npumepuma 3nokoBUheBMX NMKOBHUX
UcTpaxknBara, youasajy ce NapagnrMaTUyHy NOCTYMNLUM U3 KOjUX Ce MOXKe TyMauutu v
4MTaBO Nosbe MOLJEPHOCTH Y apxuTekTypy. [...] AHTelweBnh HaM nokasyje Ao Koje Mepe
je 3nokoBuh cBoje NMKOBHe pajoBe AOXMBIbAaBao Kao cnobofHO M HUYMM cryTaHo
MoeTCcKOo M3paXkaBakbe Koje He caMo [a Mocexe Ka rpaHMLaMa yMeTHOCTU apxTekType,
Beh npencTaB/ba jeAMHCTBEHO MOJbE UCTUHCKE YMeTHMYKe cnobofe un n3paxajHocTw.
[...] Aytop npaBunHo nouupa cTBapanadyke Gpase apxmuTekTe U HauMHe Ha Koje NocTymnHe
npoMeHe WHTepecoBaha Yy 3nokoBMAeBOM JNMKOBHOM pafy npate nocTynawa Yy
HeroBoj rpaguTesbckoj npakcu. O3HayMBLUM Mypu3aM Kao AOMWHAHTaH YMETHWUYKM
npasal, y nMKoBHoM papy 3nokoBuha, AHTeweBMh ykasyje Ha 3HayajHy M Beoma
TayHy napaneny uamely 3nokosuhesor gena un apxutektype Jle Kopbusjea n merosor
CIMKApCKOr W luMper nukoBHor onyca. [...] ¥ ToM cMucny, MoHorpadmja nokasyje kako
Ce W KOjUM NocTynuMMa pasBuja MoAepHa YMETHOCT KOJ, Hac U y YeMy ce, mopes camor
apxuTekToHCKor fena, 3nokoBuh npenosHaje Kao Haj3Ha4ajHMjU ayTop CPrcke ernoxe
MoJepHe.

Mpernen 3nokoBuMheBMX YMETHUUYKUX pajoBa yKasyje HaM Ha MOCTymHe
npoMeHe Koje HacC BOAe Ka 3ak/byyky Aa ce u 3nokoBuheB 0fHOC NpemMa JIMKOBHOM
pagy Merba M a Ce Ha Kpajy HheroBe kapujepe oH NocTynHo yobnunyaea y je4Hy cacBUM
HOBY JIMKOBHY MOETWUKY, Y KOjOj Ce ancTpakTHOCT IMKOBHUX GOPMU roTOBO M3jefiHayaBa
ca ancTpakTHowhy apxutektype. Kpo3 jegaH HM3 napanenHux npumepa JIMKOBHUX
pajoBa W apXUTEKTOHCKMX objekaTta, AHTeweBmh HaM TayHO MoKasyje HayuHe
KojuMa ce 3nokoBUREB JIMKOBHU U apxXUTEKTOHCKM pag, CauMajy y jeAUHCTBEHU
npouec npojekToBarba. Y TOM CMUCAY, 03HAYeHa je M jacHa aHTMuuMnaTopcka ynora
3nokoBmha Kao apxuTekTe W NIMKOBHOr yMeTHuka. OBa MoHorpadwja npepcrtaBiba
BpefaH MoACTMLA] Hay4YHULMMA, YMETHULMMA M UCTpaxunsaymMMa fa ce 3HauajHuje
baBe NMKOBHWM CTBapanalTBOM NOjeANHUX apxuTekaTa, Kako bu yHyTap oBMX NoeTunka
OTKpMBaNM WCTUHCKA WHTepecoBarba ayTopa 3a Teme Koje npeBasunase popmanHe
acnekTe apxutekType. Takofje, oHa mpeAcTaB/ba 3HavajaH MoOACTMLA] fa ce TeMa
0fHOCa BM3YESTHUX YMETHOCTU U apXUTeKType TEMeSbHUje U JoCNefHM]e ncTpaxyje ny
NCTOPUjN apxnTeKType 1y caBpeMeHoj apxutekTypu y Cpbuju.

npod. ap yM. Munopag Mnagerosuh
ApxutekToHcku dakynTeT YHuBep3uteta y beorpagy



In the monograph Architect Milan Zlokovi¢ - Painterly Impulses and Artistic
Sensibilities, the author NebojSa AnteSevi¢ makes a significant contribution to
expanding the field of architectural history research in Serbia, using the example
of Milan Zlokovi¢, one of the most notable architects of the modernist movement.
[...] With a strong conviction that authors and interpreters of the history, theory, and
criticism of architecture still have much work to do in elucidating phenomena related
to architecture in Serbia in the 20th century, AnteSevi¢’s endeavour in shaping this
monograph appears all the more remarkable and significant, particularly because
it extends the scope of the existing comprehensive bibliography on Zlokovi¢ by
incorporating research and analysis of his extensive work in the field of fine arts.
[...] The awareness of the indeterminacy of the history of Serbian architecture of the
last century does not stem from a lack of texts and biographies on architecture and
architects, but rather from the absence of broader overviews and more extensive
publications. [...] The complexity and multilayered nature of the era can only be fully
understood from a certain interdisciplinary position of the researcher. Through this
monograph on Zlokovi¢’s visual work, AnteSevi¢ introduces precisely that dimension
of complexity, illuminating the ways in which Zlokovi¢ viewed architecture, primarily as
an artist and creator, making it impossible to comprehend his architectural thinking
without insight into his creative work in the field of visual arts.

Furthermore, it is important to note that Antesevic¢’s research reveals a crucial
point of early modernism, and indeed of the entire modern movement in 20th-century
architecture, situating the relationship between architecture and visual art within the
framework of the so-called “synthesis of the arts”. Through examples of Zlokovi¢'s
visual explorations, we observe paradigmatic approaches that can be interpreted as
representing the entire field of modernity in architecture. [...] Antedevi¢ demonstrates
the extent to which Zlokovic regarded his visual works as a free and unfettered poetic
expression that not only reached towards the boundaries of architectural art, but
also represented a unique realm of genuine artistic freedom and expressiveness.
[...] The author accurately identifies the architect’s creative phases and the ways in
which gradual shifts in Zlokovic's artistic interests align with the processes in his
architectural practice. Having identified purism as the dominant artistic style in
Zlokovi¢'s visual work, AntesSevi¢ draws a significant and precise parallel between
Zlokovi¢'s oeuvre and the architecture of Le Corbusier, along with his painting and
broader artistic oeuvre. [...] In this context, the monograph reveals how and by what
processes modern art is developing in our country and how, beyond his architectural
achievements, Zlokovi¢ is recognised as the most significant author of the Serbian
modernist era.

A review of Zlokovié's artistic works points to a series of gradual changes,
leading to the conclusion that his attitude towards visual work evolved over
time. By the end of his career, this evolution culminated in an entirely new visual
poetics, where the abstraction of visual forms nearly paralleled the abstraction of
architecture. Through a series of parallel examples of visual works and architectural
structures, Antesevié¢ clearly demonstrates how Zlokovié's artistic and architectural
practices converge into a unified design process. In this sense, Zlokovié's role as
both an architect and a visual artist is marked by a clear anticipatory dimension. This
monograph represents a valuable incentive for scholars, artists, and researchers
to engage more significantly with the visual work of individual architects, exploring
within these poetics the authentic interests of their creators in themes that extend
beyond the formal aspects of architecture. It also provides a strong impetus for a
more thorough and consistent exploration of the relationship between visual arts and
architecture, both in the history of architecture and in contemporary architecture in
Serbia.

Prof. Milorad Mladenovi¢, PhD in Arts
Faculty of Architecture, University of Belgrade

"
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Y epu HacunHe napuujanu3aunje, ycuTrbaBarba, ¢parMeHTaumje cBakor
LYXOBHOI U KpeaTUBHOr HajaxHyha u HeroBor UCXoAuLwTa — yucTor, onpefMeheHor
cTBaparba — MoHorpabuja Apxutekt MunaH 3nokoBuh - cimkapcky nopuBu v JIMKOBHU
ceHsnbunutetn aytopa Hebojwe AHTeweBuha ce nojassbyje Kao BaxkaH, onoMumyhn
Mo3uB CTPyLM U wunpoj nybnnum ga ce BpaTe CIOXEHULUM KOja Ha HeMaykoM rnacu
Gesamtkunstwerk v (noHoBHOM) youaBarby Mefjy3aBUCHOCTM KpeaTUBHUX AUCLUTNINHA.
YocTanom, MeTOA0MOLWKM U XPOHOJIOWKM BeoMa npeunsHo npatehun 6oyHy genatHocT
apxutekTe Munana 3nokoBuha, aytop Hac nogceha fAa je LpTeX 0CHOBa TBOPUTE/bCKOT
Buha apxutekTe. [..] MpeacTtaBmajyfin Ham 3nokoBuha kao cavkapa, ayTop nokasyje
reHesy [ BOCTPYKOT MPOMULLIbaHa, €BOJyLIMje U YecTor peBep3nbuaHor nopaTka npa-
eBOJTYLIMOHOM MNyJSICy CTBapakba, OHaKo Kako je TO YMHMO oBaj apxuTekTa. Ca npasoM
oyeKyjyhn KoMnneMeHTapHy capaftby TMKOBHE YMETHOCTU U apxuUTeKType, n3asmBajyhu
npBey kateropujy apyrom, u o6pxyto. [..] Y notpasu 3a oHToNOWKOM CTPYKTYpOM, 3a
KOMMO3ULMjOM KOja Hanmurbe W ofpXaBa rpege v apmatype bygyher apxuTeKToHCKOr
Lena, MHOTU Cy KpeHynu nyTeM IMKOBHUX UCTpaxusama. [...] EcTeTuuku n etuukuy, jep
TO He CMeMO pa3fBajaTu, Mako Hac caBpeMeHO APYLTBO MUAWUTaHTHO ynyhyje Aa To
YMHUMO W Kafila MUCJTUMO O CTBapanaluTBy.

MunaH 3nokoBuh, kao bBokerb poferseM, OyxoM U WHTepecoBareM, Yy
CBOM JIMKOBHOM OMyCy Mokasyje MefMTepaHCKM pacnoH NMKoBHMX Hamepa. Op
WMHTUMUCTUYKUX MPU30pa NMYHUX XXUBOTA, CTyAMja JbyACKOT InKa Koju Tpeba Aa oTkpuje
CBY CJIOXEHOCT XMBOTA, NCUMXONOrMje, KOHTPAAUKTOPHOCT KapakTepa U Heroy nenoTy,
Ma cBe A0 Nej3axa casfaHux of YMUPEHOT KoJopuTa, Mopa Of C/laHe Bofe, anv 1 Mopa
oA kameHa. [Nosba cuBor KaMeHa, kaMeHe nNnBaje, CTeHOBWTa MOpa, TULLMHA OHaKBa
KakBy MpaBu caMo kameH, byyaH kaga hyTv 1 Tux Kapa ypna, HenpomeHsbus, TBpaohe
Koja ce He Aa pallYMHWUTU, OXMBETW, YMeKLlaTh — CBe Cy To oannke 3nokoBuheBux
nejsaxa Koje ra NernTMMULLY Kao HEMomMpaB/bMBOI MeAuUTepaHcKor yMeTHuka. [...] Y
HeKnM pagoBuMa npumehyjeMo Aasbe Tparakbe 3a eceHuunjoM obnuvka, reomeTpmjom
n .3ByKoM" boje, yTuuaj Mona Knea koju HajaBsbyje Kafa To ayTop HamywTa JUKOBHM
n3pas v NpenyLwTa ce NoHOBO apxuTekTypu. Hebojwa AHTeleBuA, 1 caM apxuTekTa U
TeopeTnyap apxuTekType, OefIMKaTHO Hac M HEHaMeT/bMBO CMPOBOAU KPO3 JINKOBHM
OMycC ApYror apxuTekTe 1 Kao Aa XeNu Aa HaM UMNINUWUTHO obpaTu naxkky Ha To Aa je
nheanHu cycpeT IMHMja 3anpaBo NpoLec npeMepasBarba caMor YHUBEP3yMa.

npod. ap Mrnomup lMeTtposuh

NHCTUTYT 3@ YMETHUUKY UrpYy,

YHuBep3uTeT YHuoH - Hukona Tecna, beorpag,
Higher College of Tecnology, UAE

MoHorpaduja nocsefieHa JSIMKOBHOM OMyCy jeAHOr Of Haj3HaAuajHWUjUX
apxuTekaTa CPNCKOr W jyrocjoBeHCKOr MOAEpHM3Ma WM HekagjallkeM npodecopy
ApxutekToHCcKor dakynteTa YHuBep3uTteTa y Beorpagy, MunaHa 3nokosuha, aytopa
Hebojwe AHTeweBuha, Kpo3 NpeLUM3HO MNOCTaB/bEH XPOHOMOWKKM OKBWMP TpeTupa
320CTaBLUTUHY 0 NPEKo Tpu xusbage 3nokoBuheBux cinkapckux octeapetsa. [...] Cam
3nokoBuh, Kako y TeKCTy HaBOAMW ayTop, O CBOjUM CiMKaMa W LpTexXnMa HuKaga Huje
jaBHO rOBOPUWO, HUTM MNCAO, au je KPO3 CBOj XMBOTHWN BEK HEYMOPHO CTBapao JIMKOBHA
pena. [...]1Y Hajsehiem Bpojy 3nokoBuhieBUX TMKOBHMX pafioBa M30CTaje OYUTIeAHa Be3a
Ca HeroBOM apXWUTEKTOHCKOM MpakcoM. Mnak, y kuMa aytop AHTeweBuh npoHanasu
CBOjeBPCHY BUTANHOCT Koja cBefoyn o 3nokoBuhy — 4yoBeky, a He camo o 3nokoBuhy -
apxutekTu. Kao n y cnyyajy, peummo, krbuxxkeBHUKa PacTka [MeTposuha, 3nokouheso
MHTEpecoBake 3a JINKOBHY YMETHOCT NPOM3MIasy U3 HEMOHOBJ/LUBOI Nepuofa Halle
uctopuje - BpeMeHa u3aMelly fBa cBeTcKa paTa, Y KOjJeM Cy HalUW MHTeNeKkTyanuu
HecnyTaHO KOPUCTUNIM CBOje CTBapasayke NoTeHuunjane y pasinyuTuMm Meanjuma, LWTo
je BpeMeHOM nocTajasio U CBOjeBPCHUM CTU/IOM XuBoTa. [...] AHTeweBuhes TekcT He
npeacTaB/ba CaMo CyBY XPOHONIOTMjy NIMKOBHOI pafa apxutekte 3nokosuha, Beh kpo3
WHTPUraHTaH CTUJ MUcakba 1 yMpexaBareM nogaTaka U3 JIMYHor u npodecroHanHor
XWBOTA apxuTekTe, Te cariefaBateM HEroBOr XMBOTa Yy LIMPEM [pPYLUTBEHOM W
NCTOPMjCKOM KOHTEKCTY, LOHOCU CBEL0HAHCTBO 0 jelHO] XKMBOj CTBapanaykoj IMYHOCTH.

pou. ap yM. Mean LyneTtuh
ApxutekToHCckM dakynTeT YHuBep3uteTta y beorpagy



In an era of forced partialisation, division, and fragmentation of every spiritual
and creative impulse and its origin - pure, objectified creation - Nebojsa AnteSevic's
monograph Architect Milan Zlokovi¢ - Painterly Impulses and Artistic Sensibilities
emerges as an important, cautionary call to the profession and the broader public
to return to the concept of the compound German noun Gesamtkunstwerk and to
(reJacknowledge the interdependence of creative disciplines. Furthermore, by
meticulously, methodologically, and chronologically tracing the parallel artistic
practice of architect Milan Zlokovi¢, the author reminds us that drawing is the
foundation of an architect’s creative Being. [...] By presenting Zlokovi¢ as a painter,
the author reveals the genesis of dual thought processes, of evolution, and of frequent
reversible returns to the primal evolutionary pulse of creation, as Zlokovi¢ himself
practised. Expecting, with good reason, a complementary interplay between fine arts
and architecture - provoking one category with the other, and vice versa. [...] In search
of an ontological structure, of a composition that stretches and sustains the beams
and reinforcements of a future architectural work, many have ventured into visual
explorations. [...] Aesthetically and ethically - inseparably so, despite contemporary
society’'s militant insistence that we think otherwise, even when contemplating
creativity.

Milan Zlokovi¢, as a Bokelj by birth, spirit, and interest, reveals in his visual
oeuvre a Mediterranean range of visual intentions. From intimate scenes full of life,
studies of the human figure that aim to unveil the complexity of life, psychology,
contradictions of character, and its beauty, to landscapes composed of tranquil
colours, seas of saltwater, but also seas of stone. Fields of grey stone, rocky meadows,
stony seas, silence as only stone can create: loud when silent and quiet when roaring,
unchanging, of a hardness that cannot be dismantled, revived, or softened - all are
features of Zlokovic's landscapes that legitimise him as an incorrigible Mediterranean
artist. [...] In some works, we observe a continued quest for the essence of form,
geometry, and the “sound” of colour - an influence of Paul Klee that foreshadows the
moments when the author departs from visual expression and once again surrenders
himself to architecture. Nebojsa Antesevi¢, himself an architect and architectural
theorist, guides us delicately and unobtrusively through the artistic oeuvre of another
architect, as if implicitly drawing our attention to the idea that the ideal meeting of
lines is, in fact, a process of measuring the universe itself.

Prof. Miomir Petrovi¢, PhD

Belgrade Dance Institute,

Union - Nikola Tesla University, Belgrade,
Higher College of Technology, UAE

This monograph, dedicated to the artistic oeuvre of one of the most significant
architects of Serbian and Yugoslav modernism and a former professor at the
Faculty of Architecture, University of Belgrade, Milan Zlokovi¢, authored by Nebojsa
AnteSevic, addresses the legacy of over three thousand of Zlokovic¢'s paintings within
a precisely established chronological framework. [...] As the author notes in the text,
Zlokovi¢ himself never publicly spoke or wrote about his paintings and drawings, yet
he tirelessly created works of art throughout his life. [...] In most of Zlokovi¢'s visual
works, an explicit connection with his architectural practice is absent. Nevertheless,
AntesSevic¢ identifies a distinctive vitality within them, testifying to Zlokovi¢ not merely
as an architect, but as a person as well. Much like in the case of the writer Rastko
Petrovié, Zlokovi¢'s interest in fine arts stems from a unique period in our history - the
interwar years — when our intellectuals freely explored their creative potential across
various media, a pursuit that gradually became a distinctive lifestyle. [...] AnteSevi¢'s
text is not merely a dry chronology of the visual work of architect Zlokovi¢; rather,
through an intriguing writing style and the interweaving of details from his personal
and professional life, set within a broader social and historical context, it offers a vivid
portrait of a dynamic creative personality.

Asst. Prof. Ivan Suleti¢, PhD in Arts
Faculty of Architecture, University of Belgrade
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MocMatpao cam bokongy [Mowa Jlusal. JepHo MupHo,
BnaxeHo nnue, ca HeoppefeHnM, YyaHOBaTUM ocMexoM. Je
NN ce cMelumna u3 sjbybaBu, UM U3 XKeHCKe HaBuke, fa nun
je Bonena yoBeka, WKW CaMO YMETHWKa OUPHYTUM HEHOM
NnenoToM, ja To He 3HaM. AnM yap Tor auua, TOr ocMexa
ofyweswna je cnukapa. A OH je HeCyMHUBO BOJIEO Kap je
yMeo fia U3pasu cBy TajHy jefHe cKpuBeHe fyue.

Mwunan 3nokosuh

| looked at La Gioconda [Mona Lisal. A serene, blissful face,
with an ambiguous, enigmatic smile. Was she smiling out of
love, or out of female habit? Did she love a man, or only the
artist moved by her beauty? | do not know. But the charm
of that face, of that smile, enthralled the painter. And he
undoubtedly loved when he was able to express the full
mystery of a hidden soul.!

Milan Zlokovi¢

'®M3 - [l4: nucmo M. Bnokoswhia ynyhiero npujatersuum Oanuum us Mapusa 6. 7. 1921. rogune.
'MZF - D4: letter from M. Zlokovic to his friend Danica, sent from Paris on 6 July 1921.
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Apxutekt  MunaH 3nokoBuh, MCTakHyTWM cTBapanal, Hay4yHWK W
neparor, pofjeH je 6. anpuna 1898. roguHe y TpcTy (Ayctpoyrapcka, gaHac
Wtanujal, y cpnckoj nopoanuum ns Boke Kotopcke (cn. 1).2 Otay bypo je 6uo
MOMOPCKM KaneTaH U KoMaHAaHT bpopa y TproBauykoj ¢notu TpwhaHckor
Jlojaa (Lloyd Triestino). Y TpcTy je 3aBpLUMO HEMAYKy OCHOBHY LUKOJY 1 peasky
(Realschule). Ctyanje nHxerbepcTBa je 3anoveo oktobpa 1915. roguHe Ha
Buwioj TexHmukoj wkonu y Mpauy (Ayctpoyrapcka, ganac Ayctpujal, anu ux je
NpPeKMHyo Maja HapefdHe roguHe nowTo je 6Mo MobunucaH y ayctpoyrapcky
Bojcky. Benuku pat je mpoBeo, npBo, Ha obykaMa y Tagawro] BocHu u
XepueroBuHu n Ayctpumju, a notom 1 Ha icTouHoM GpoHTY y aycTpoyrapckoj
Fanuumjn (ganawre Mosbcka u Jiutsanuja).® HakoH gemobunusauuje no
OKOHYatby paTa, of0MBLLN ja MPUXBATU UTaNIMjaHCKO ApXKaB/baHCTBO, 10N1a3n
y KpamesuHy Cpba, Xpsata n Cnosenaua 1919. roguHe, rae HacTaB/ba
3anoyeTe CTyauje Ha ApXWTEKTOHCKOM ofceky TexHuukor dakynteTta
YHuBep3uTeTa y beorpagy (notorsu ApxutekToHckm dakyntet). Tokom fBe
roguHe, op nonosuHe 1921. po nponeha 1923, 3nokosuh 6opasu y Mapusy
ycaBplaBajyhin ce y camkapckum BellTMHaAMa M nNpoyyaBajyfiin BU3aHTUjCKy
apxuTtekTypy. HakoH noBpatka y Beorpap, nocTtaje acucteHT TexHWykor
dakynTeTa, Ha KOMe je farbe brupaH 1y BMLIa HacTaBHMYKa 3Batrba. Hberosa
npodecnoHanHa Kapujepa Tpajana je y KOHTUHyUTeTy cBe A0 cMpTu 29. Maja
1965. roguHe.

20 nunyHocT w  peny MwunaHa  3nokosuha,
HEroBUM  XXMBOTHUM  MyTeBMMA,  LUKONOBakbY,
npodecroHanHMM noyeuuMMma W yTuuajuMa Koju
cy ra obnukoBanu Bupet y: 3opaH Manesuh,
.3nokoBuheB Nyt y MogepHusaM”, [oguniumak rpaga
Bbeorpaga, k. XXIII, 1976, 287-298; uctu, . Milan
Zlokovi¢", Umetnost, br. 59, 1978, 41-50; wuctu,
Arhitekt Milan Zlokovi¢, Beograd: Institut za istoriju
umetnosti, Muzej savremene umetnosti, 1989;
Mapuna Byphesuh, .>KusoT w [peno apxutekTe
MunaHna 3nokosuha (1898-1965)", Mognwmak rpaga
Beorpaga, kr. XXXVII, 1991, 145-168; JbumaHa
BnarojeBuh, .Paymnnaw y nopoanyHum kyhama
apxutekTa MwunaHa 3nokoBuha: WHTepnpeTauuja
W peanusauuja W3BOPHOr KoHuenTa“, ApxuTekTypa
n ypbauusam, bp. 5, 1998, 43-55; wncrta, Moderna
kuca u Beogradu (1920-1941], Beograd: ZaduZzbina
Andrejevi¢,  2000;  Anekcangap  Kagujesuh,
.Mpunor TyMayery onyca UcTakHyTUx beorpapckux
rpaguterba:  MunaH  3nokoBuh  u Tpaxehe
HaUMOHANHOT  CTWNa Yy CPMCKOj apxuTekTypu”,
loanwrak rpaga beorpaga, kre. XLVII-XLVIII, 2000-
2001, 213-224; Ljiljana Blagojevi¢, Modernism in
Serbia: the elusive margins of Belgrade architecture
1919-1941, Cambridge, Mass.: MIT press, 2003;
Batba [laHuh, Munan 3nokosuh: agupmauuja
MoaepHu3ama, Beorpap: ApxuTekTOHCKM dakynTeT,
2011; Jbwmana bBnarojeBuh, .TpaHckynTypanHu
UTWHepepu  apxutekta Mwunava  3nokosuha“,
ApxutekTypa v ypbanusam, 6p. 32, 2011, 3-15; ucra,
.TpaHcno3suumja Ayxa W KapakTepa MTainjaHCKo-
MeAuTepaHcke apxuWTeKType y paHUM MnpojekTuMa
MunaHa 3nokosuha“, Apxutektypa v ypbaruzam, 6p.
34, 2012, 3-13; wncTa, ltinereri: Moderna i Mediteran.
Tragovima arhitekata Nikole Dobrovica i Milana
Zlokovica, Beograd: Sluzbeni glasnik, Arhitektonski
fakultet u Beogradu, 2015; Aleksandar Kadijevi¢,
.Arhitektonski opus Milana Zlokovi¢a u Hrvatskoj
izmedu dva svjetska rata”, Prostor, br. 2/60, 2020,
284-299; Anrenvina bankoswh, .Mpunor npoyyaBarsy
6eorpaacke apxuTtekType MwunaHa 3nokouha vy
nepuogy usmelly fBa cBeTcka pata’, ApxuTekTypa
n ypbauusam, bp. 52, 2021, 27-41; wcta, .Grupa
arhitekata modernog pravca i Milan Zlokovi¢", u:
Arhitektura i vizuelne umetnosti u jugoslovenskom
kontekstu: 1918-1941 (ur. Aleksandar Kadijevi¢,
Aleksandra Ilijevskil, Beograd: Univerzitet u
Beogradu - Filozofski fakultet, Institut za istoriju
umetnosti, 2021, 156-163; Hebojwa AHTeweswuh,
ApxutekT  MunaH  3nokoBuh mn  ¢otorpaguja:
beorpaacke peanusaumje o 1924. go 1941. roguHe,
Beorpaa: 3aBoa 3a 3aWTUTY CMOMeHWKa Kyntype
rpapa Beorpapa, 2023; Hebojwa AHTewesuh, Vnuja
Tybuh, Apxutekt MunaH 3nokosuh u BojBoamnHa:
HepeannzoBauu npojektv on 1928. po 1960. roguHe,
Beorpap: Penybnunyku 3aBop 3a 3alUTUTy CnoMeHuka
kynType: PoHgaunja Munan 3nokosuh, 2023.
*JbumaHa bnarojesuh, ,TpaHcKynTypanHu
UTMHepepu apxuTektTa MunaHa 3nokoswuhia“, 8-10.



2Forinformation onthe personalityand work of Milan
Zlokovi¢, his life journey, education, early career,
and the influences that shaped him, see: Zoran
Manevi¢, “Zlokovi¢'s Path to Modernism”, Godisnjak
grada Beograda, vol. XXIII, 1976, pp. 287-298; ibid.,
“Milan Zlokovi¢”, Umetnost, No. 59, 1978, pp. 41-50;
ibid., Architect Milan Zlokovi¢, Belgrade: Institute of
Art History, Museum of Contemporary Art, 1989;
Marina Durdevié, “Life and Work of Architect Milan
Zlokovi¢ (1898-1965)", Godisnjak grada Beograda,
vol. XXXVIII, 1991, pp. 145-168; Ljiljana Blagojevic,
“Raumplan in the Family Houses of Architect Milan
Zlokovi¢: Interpretation and Realisation of the
Original Concept”, Arhitektura i urbanizam, No. 5,
1998, pp. 43-55; ibid., The Modern House in Belgrade
(1920-1941], Belgrade: Andrejevi¢c Endowment,
2000; Aleksandar Kadijevi¢, “A Contribution to the
Interpretation of the Oeuvre of Notable Belgrade
Architects: Milan Zlokovi¢ and the Search for a
National Style in Serbian Architecture”, Godisnjak
grada Beograda, vol. XLVII-XLVIII, 2000-2001, pp.
213-224; Ljiljana Blagojevi¢, Modernism in Serbia:
the Elusive Margins of Belgrade Architecture 1919-
1941, Cambridge, Mass.: MIT press, 2003; Vanja
Pani¢, Milan Zlokovic: The Affirmation of Modernism,
Belgrade: Faculty of Architecture, 2011; Ljiljana
Blagojevi¢, “Transcultural Itineraries of Architect
Milan Ljiljana Blagojevi¢, “Transcultural Itineraries
of Architect Milan Zlokovi¢”, pp. 8-10. Zlokovi¢”,
Arhitektura i urbanizam, No. 32, 2011, pp. 3-15; ibid.,
“Transposition of the Spirit and Character of Italian-
Mediterranean Architecture in the Early Projects
of Milan Zlokovi¢”, Arhitektura i urbanizam, No. 34,
2012, pp. 3-13; ibid., ltineraries: Modernism and the
Mediterranean. In the Footsteps of Architects Nikola
Dobrovi¢c and Milan Zlokovic, Belgrade: Sluzbeni
glasnik, Faculty of Architecture in Belgrade, 2015;
Aleksandar Kadijevi¢, “The Architectural Oeuvre
of Milan Zlokovi¢ in Croatia Between the Two
World Wars”, Prostor, No. 2/60, 2020, pp. 284-299;
Angelina Bankovi¢, “A Contribution to the Study of
Milan Zlokovi¢'s Architecture in Belgrade During
the Interwar Period”, Arhitektura i urbanizam, No.
52, 2021, pp. 27-41; ibid., “The Group of Architects
of the Modern Movement and Milan Zlokovi¢”, in:
Architecture and Visual Arts in the Yugoslav Context:
1918-1941 (eds. Aleksandar Kadijevi¢, Aleksandra
Ilijevskil, Belgrade: University of Belgrade - Faculty
of Philosophy, Institute of Art History, 2021, pp. 156-
163; Nebojsa Antesevic, Architect Milan Zlokovic and
Photography: Belgrade Buildings from 1924 to 1941,
Belgrade: Institute for the Protection of Cultural
Monuments of the City of Belgrade, 2023; Nebojsa
Antesevi¢, Ilija Gubi¢, Architect Milan Zlokovic and
Vojvodina: Unrealised Projects from 1928 to 1960,
Belgrade: Republic Institute for the Protection of
Cultural Monuments, Milan Zlokovi¢ Foundation,
2023.

3 Ljiljana Blagojevi¢, “Transcultural Itineraries of
Architect Milan Zlokovi¢”, pp. 8-10.

Architect Milan Zlokovi¢, a prominent creator, scholar, and educator,
was born on 6 April 1898 in Trieste (then Austro-Hungary, today lItaly), into
a Serbian family from the Bay of Kotor [fig. 1).2 His father, Duro, was a sea
captain and commander of a ship in the merchant fleet of Lloyd Triestino.
He completed German primary school and the real school (Realschule)
in Trieste. In October 1915, he began studying engineering at the Higher
Technical School in Graz (then Austro-Hungary, today Austria), but had to
interrupt his studies in May of the following year after being conscripted
into the Austro-Hungarian army. During the Great War, he first underwent
military training in what was then Bosnia and Herzegovina and Austria, and
then served on the Eastern Front in Austro-Hungarian Galicia (today Poland
and Lithuania).® After demobilisation at the end of the war, having refused
to accept Italian citizenship, he moved to the Kingdom of Serbs, Croats
and Slovenes in 1919, where he resumed his studies at the Department
of Architecture of the Faculty of Technical Sciences at the University of
Belgrade (later the Faculty of Architecture). For two years, from mid-1921
to spring 1923, Zlokovi¢ lived in Paris, perfecting his painting skills and
studying Byzantine architecture. After returning to Belgrade, he became
an assistant at the Faculty of Technical Sciences, where he was further
elected to higher academic positions. His professional career continued
uninterrupted until his death on 29 May 1965.
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ApxutekT MunaHn 3nokoBuh

doTtorpadumja cHuMIbeHa Ha bpogy TOKOM
cTyneHTCcKe ekckyp3auje y Ipuky u Erunar, 1961.
[®M3-30]

Architect Milan Zlokovi¢

photograph taken aboard a ship during a
student excursion to Greece and Egypt, 1961
[FMZ-ZF]
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Y nepuopy usMefly pOBa cBeTcka paTta, nopen HaCTaBHWUYKOT
nocna, 3nokoBunh ce akTMBHO HaBMO MpakcoM Kao oBnawheHW apxuTekT,
yyecTBYjyfint Ha MHOrOBPOjHUM apXUTEKTOHCKMM KOHKYPCMMa 1 0CTBapuUBLLY
BMLIe 3anaxeHux peanusaumnja y Cpbuju, BocHm n XepuerosuHu, LipHoj
lopu n MakepoHuju. 3a BpeMme okynauuje, y rogmHama [pyror cseTckor
paTa, NMoCBETMO Ce Hay4yHOM papy M3 obnacTv nponopuunja U MomynapHe
KoopAuHaumnje y apxuTekTypu. HakoH paTa, objaBuo je BuULIe HayyHUX
pafoBa O OBOj TEMMW, ApPXAo MpeAaBakba W Y4ECTBOBAO Ha CTPYYHUM W
Hay4YHWM CKYNnoBMMa Yy 3eM/bM W MHOCTPAHCTBY. YcneL HOBUX LpPYLUTBEHO-
NONIMTUYKMX OKOJTHOCTU HakoH paTa, Munan 3nokoBuh npecTaje ga ce basun
NMpUBaTHOM TMPOJEKTAHTCKOM MpPakcoM, MaKo HacTaB/ba [a y4yecTByje Ha
APXUTEKTOHCKMM KOHKypcuMa. Y nepuogy og 1952. no 1954. rognHe je 6uo
fdekaH ApxutekToHckor dakynteta YHuBep3uteTa y beorpagy. Cenmojyncky
Harpagy Coumjanuctunyke Penybnuke Cpbuje 3a xuBoTHo geno pobuo je
1963. roguHe. TokoM 4yeTMpu WM MO [eleHWje aKTUBHOI MPOjeKTaHTCKOor
cTBapanawrTBa, 3nokoBuh je M3paAMo oKo [Be CTOTUHeE W Le3geceT
npojekaTa, of KOjuX je BMLIe Of We3AeceT peann3oBaHo, a Mefly kojuma ce
NCTWMYY aHTONOrMjCcKa gena cpnckor MehypaTtHor MogepHu3Ma — xoTen Xuya
y Marapywkoj bamw, ocHoBHa wWKona - gaHac ruMMHasuja, y JaroguHu, y
Beorpany YHuBep3uteTcka gedja KNMHUKA, 3rpaga ayToMobunckor canoHa
n cepsuca OUAT, sune Ltepuh u MNpeHanh n concTeeHa nopoguyHa kyha, y
LpHoj lNopw, oM HaponHor 3gpaBiba y PucHy.

ApxuTekT 3nokoBuh 6ro je M NacMoHMpaHW NMKOBHW CTBapanad,.
CBojuM OQHOCOM MpeMa JIMKOBHO] YMETHOCTW, W3rpaguo je jeQUHCTBEH
PYKOMWC KOjU je HeroBao W pa3BMjao HagaxHyT MeguTepaHoMm M3 Kora je
YyMHOTOME LpMeo MHCMMpauujy 3a cBoje civkapcke pagose [(npegenu,
aMbujeHTu, npusopu, aTMocdepa, 6oje M TOHOBM), [IOK je, NOACTAKHYT MAejaMa
nypusMa, pa3maTpao opHoce éurypauunje u npoctopa. HberoBe Teme cy
6unu npegenu yrnaBHoM JagpaHckor npuMopja 3a Koje je 610 Be3aH cBOjUM
BokesbCKMM MopeKsIoM, 3aTUM ancTPakTHU MOTUBW, MPTBE MPUPOAE, KEHCKU
MopTPeTV U aKkToBM, a CriopaguyHo K aytonopTpetu. OcTao je MpuUBpXKEH
TeXHMLUM aKkBapea KojuM je HajmorogHunje Morao ga u3pasu cBoje cinkapcke
nobyne. CnobopHuMM LpTaykuM MnokpeToM U npedpureHuM ocehajeM 3a
6ojy, npeHocKo je cBoja oceharba W ekcnpecuje y KojuMa ce npenosHajy
>KMBOTHW eHTy3Mja3aM u onTuMmsaM. 36or unrbeHuue aa je 3nokouhesa
yrnora apxutekTe, npodecopa v Hay4yHUKa U3y3eTHO BpeLHOBAHa M 3HauyajHa
3a pasBOj CPMCKe apxWUTEKType, HeroB CAMKApCKM npocefde 0OCTao je y
CeHUM 1 HKnje My ce npuaasao Behun 3Hauvaj, byoyhun ga Huje npepcTaB/mbao
HEroBO OCHOBHO aHraxosatbe.* CTora oBa MoHorpadwja npefcrassba npay
uenosuTy obpapy 3nokoBuheBor NMKOBHOr cTBapanalwTBa Koje obyxBaTa
OKO TPW XWIJbafe akBapena v HeKoNMKO yrba Ha nnaTHy.®

*Y okBupy manudectaumje JaHu eBporcke baituHe,
3aBof, 3a 3aWTUTYy CMOMEHWKa Kyntype rpaja
Beorpapa je oktobpa 2019. roguHe opraHu3oBao
n3noxby .Tparosu nyToBara - akBapenu MwunaHa
3nokosuha“, aytopke XajHe Tyuuh. Msnoxba je buna
KOHLMMNMpaHa Kpo3 ABa cerMeHTa: npsu je 0byxsaTino
Marun n3bop akBapena W LpTexa Koju npukasyjy
pasnuuuTe  CTUACKe MpUCTyne U CMkapcke
MaHupe Kojuma ce apxuTekT 3nokosufi cnyxwo,
[OK Cy y APYroM cerMeHTy usnoxbe npepactaBsbeHn
opabpaHu WITaMnaHW MaTepujanu Koju csefoye o
Hay4Hoj aenatHocTn Munana 3nokosuha.

® Aytop je Tokom 2023. u 2024. roauHe BOAMO
pasroBope ca npod. Ap Mwunuuom Mojosuf,
pofj. 3nokoeuh (Beorpaa, 1932), koja je w3Hena
cefiarba Ha cBOr oLa, HeroBy JIMYHOCT U KapakTep,
MHTepecoBaka, OAHOC NpeMa npujatesbuma, nocsy
M MepfarowkoM pafly, Te Ha +eroBo C/NKapCcTBo,
TpeHyTke Kaja je civKkao, MoOTWBE KOju Cy ra
HafaxrVBanu U NMoBOAe Kaja je MoKnarao CBoje
cnuke. lNpodecopka Mojosuhi je gunnomupana Ha
ApxuTekToHckoM dakynTeTy 1955, a fokTopupana Ha
MawwuHckom dakyntety y Beorpagy 1979. roguHe.
Jow Kao CTyAeHT, a M KacHuje, A0 O4YeBE CMpPTH,
capafjuBana je ca WM Ha M3paau npojekaTa.
PapHu Bek op 42 roguHe nposena je Ha MawmnHckoM
bakynTeTy y CBUM 3BarbiMa.



“As part of the European Heritage Days event, the
Belgrade Institute for the Protection of Cultural
Monuments organised an exhibition titled “Imprints
of Journeys - Watercolours by Milan Zlokovi¢”,
authored by Hajna Tuci¢, in October 2019. The
exhibition was conceived in two segments: the first
presented a smaller selection of watercolours and
drawings showcasing various stylistic approaches
and painting techniques employed by the architect
Zlokovi¢, while the second segment displayed
selected printed materials that documented Milan
Zlokovi¢'s scientific work.

° During 2023 and 2024, the author conducted
conversations with Professor Milica Mojovi¢,
née Zlokovi¢, PhD, (Belgrade, 1932), who shared
her memories of her father, his personality and
character, his interests, his relationships with
friends, his approach to work and teaching, as
well as his painting, including the moments when
he painted, the motifs that inspired him, and
the occasions on which he gifted his artworks.
Professor Mojovi¢ graduated from the Faculty of
Architecture in 1955 and earned her doctorate from
the Faculty of Mechanical Engineering in Belgrade
in 1979. As a student, and later, until her father’s
death, she collaborated with him on project design.
She spent her 42-year professional career at the
Faculty of Mechanical Engineering, holding all
academic positions.

During the interwar period, in addition to his teaching duties,
Zlokovi¢ actively engaged in practice as a licensed architect, participating
in numerous architectural competitions and achieving several notable
realisations in Serbia, Bosnia and Herzegovina, Montenegro, and
Macedonia. During the occupation, in the years of the Second World War,
he dedicated himself to scientific research in the field of proportion and
modular coordination in architecture. After the war, he published several
scientific papers on this subject, delivered lectures, and participated in
professional and scientific conferences both in Serbia and abroad. Due to
the new socio-political circumstances after the war, Milan Zlokovié ceased
to engage in his private design practice, although he continued to participate
in architectural competitions. In the period from 1952 to 1954, he served as
Dean of the Faculty of Architecture at the University of Belgrade. In 1963,
he received the Seventh of July Lifetime Achievement Award of the Socialist
Republic of Serbia. During four and a half decades of active design practice,
Zlokovi¢ created approximately two hundred and sixty projects, more than
sixty of which were realised. Among them are several landmark works of
Serbian interwar modernism, including the Zi¢a Hotel in Matarugka Banja,
the primary school - today a grammar school - in Jagodina, the University
Children’s Clinic in Belgrade, the FIAT car showroom and service building,
the Steri¢ and Prendié villas, his own family house, in Montenegro, and the
Public Health Centre in Risan.

Architect Zlokovi¢ was also a passionate visual artist. Through his
attitude towards fine arts, he developed a distinctive style, which he nurtured
and evolved, drawing much of his inspiration from the Mediterranean - a
region that significantly influenced his paintings (landscapes, settings,
scenes, atmospheres, colours, and tones). Encouraged by the ideas of
purism, he examined the relationships between figuration and space.
His themes ranged from landscapes - primarily of the Adriatic coast, to
which he was attached due to his Bokelj origins - to abstract motifs, still
lifes, female portraits, nudes, and occasionally self-portraits. He remained
devoted to the watercolour technique, which most effectively allowed him
to express his painterly impulses. With a free drawing movement and a
refined sense of colour, he conveyed his emotions and expressions, in
which one can discern life enthusiasm and optimism. Due to the fact that
Zlokovic's role as an architect, professor, and scholar was highly esteemed
and significant for the development of Serbian architecture, his painterly
approach remained overshadowed, receiving little recognition, as it was
not his primary focus.* Therefore, this monograph represents the first
comprehensive study of Zlokovi¢'s artistic work, encompassing around
three thousand watercolours and a few oil paintings on canvas.®
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Y cpnckoj apxutekTypu XX Beka nocebHo MecTo 3ay3mMMa JIMYHOCT
MunaHa 3nokoBuha Koju je CBOjMM CBETOHA30pMMa YMHOTrOMe AOMPUHEO
pa3Bojy apXMTEKTOHCKE MUCIN U rpaanTesbeke kynType. Jonackomy Beorpag
n3 Tpcta 1919. rogmHe, Munan 3nokoBuh je NpeTxoAHO 3anoyeTe cTyauje
nHXerepcTBa y lpauy HacTaBMO Ha ApXMTEKTOHCKOM 0ACeky TexHuykor
dbakynteta YHuBep3uteta y beorpaay, roe je gunnomumpao 19. mapta 1921.
roguHe. YyewheM Ha apXUTEKTOHCKUM KOHKYpCKMa ybp30o no gunioMupamsy
M MHTepecoBakbeM 3a MpojekTaHTCKe 3agaTke, oTnoyvena je 3nokosuheBa
npodecroHanHa kapujepa koja je roTOBO HenpekuaHo Tpajana po Kkpaja
KMBOTA. HaKOH ,6e36pmxxHe MnagocTn” M paTta Koju je 0CTaBWO ,Tparose
MyKa 1 nathe”, nocebHo 3a reHepaumjy koja je 3a HeKonMKo roguHa buna
3abopaBuna wkoscke knyne, cTyaeHT 3nokosuh y jedHoM nucmy, ynyhieHoM
HoBeMmbpa 1919. roguHe, cBojoj cuMmnaTuju BaHmw, cecTpu npujaTersa
MapwuHa lonyeBuha, Kaxke pga je n3abpao apxuTekTypy U La Bepyje y CBOjy
cnocobHocT 3a ycnewaH pag. Xenehw pa nojacHu cBoje onpefefberbe 3a
apXWUTeKTYpY, Y HacTaBKy U3HOCK U Je[HO Of, HajpaHMNjMX pa3MULLIbakba O TOj
OVCLMMAVHU U HEHOM OLHOCY NpeMa yMeTHOCTHU:

Byon ce y MeHM Xesba 3a OHO KOje MW MOpaMo CMaTpaTV Yy >KMBOTY Kao
CaBpLUEHCTBO pafia a To je HEroBO U3paxasatrbe Y jefaH YMEeTHUYKK 0bnuk.
ApxutekT je yMeTHUK. OH nspaxasa cebe y CBOjUM fennMa, oH uU3paxasa y
HMMa cBoje foba M KyNnTypHO cTarbe HeroBo. 3aTo ja ynaxeM caB CBOj TPyL
na noMohy rera v ypofjeHor BacnuTaka ecTeTMYKor cMUcna, Hekaga byaem
1MMao catucdakumjy 3a cBoj pag.’

MNopyyaBatbe JNMKOBHMM TexHWKama, Koje ce yBeK W cByma
Hanas3wuio y HacTaBHWM MAAaHOBMMA apXWTEKTOHCKMX LKoMa, NpeacTaB/ba
Hem3ocTaBaH f[eo y obpasoBaky apxuTekaTa. 3a bynyher apxutekTy
Bfafarbe LpTaykuM BellTuHaMa, nocebHo OHUM cnobofopyyYHUM, 3HaUUNo
je noAacTuuaj y aHTMumMnaumju 1 nMarmHaymnju npocTopa, 4ok je n3yvyaBake
HaLpTHe reoMeTpuje CNyXWSo Ja Ce CMo3Hajy W caBnajajy reoMetpujcke
3aKOHUTOCTU TPOAMMEH3MOHANHOr npukasmBakba. Y Cpbuju ce upTtare
nojasmno jow Ha Jlnuejy 1839. roauHe, y Buay npenmeta noj Ha3vMBoOM
XypoxecTBo HavepTaHuja, n buno je NpeBacxofHO TEXHUYKe Npupoae, fa bu
Tek Ha TexHuukoM ¢pakynteTy Benuke wkone og 1875. rognHe 3a yunTersa
uptarba 6uo aHraxosaH cnvkap hophe MunoBaHoBuh, Kora je Kpajem
XIX Beka 3ameHuo cnukap [Metap PaHocosuh.” CnobogopyyHo upTarbe
je buno 3acTynsbeHo Kpo3 cobofopyyHO MpeupTaBarbe M OPHaMeHTCKO
LpTarbe No Momenunma og runca, ga 6w og 1906. roonHe, HaKoH oTBapamsa
YHuBep3uTteTa, bunv yBefeHn npefMeTu Koju Cy rnofpasyMeBanu LpTarbe
opHaMeHaTa, upTarbe durypa, MpUNPeMHo LpTakbe W akBapenucarse.’
Mocne MNpBor ceeTckor paTa, og 1919. roanHe, kaga je 3nokosumh no gonacky
y beorpapg HactaBuo cTtyguje, noBehao ce bpoj yacoBa akBapenucama, a
HacTaBy OpHaMEHTCKOT upTara U upTakba durypa Bogunum cy camkap Muxo
MapwuHkoBuh 1 yuntess BewtnHa bopueoje PapeHkosuh. Y jenHoj og cBojux
KpaTKux OHeBHUYKKUX benewkn 3nokosumh 3a 3. 11. 1919. rogmHe HaBoaM fa
My je Bplatko] Monosuh noTnucao upTex 13 3agatka upTaka dpurypa (Torso
Venere).” 3a ctyneHta 3nokosuha, cynehfin no ToHy benewke, Monosuhes
MOTMNUC Ha LPTEX 3HAYMO je MepofaBHY OLleHy JIMKOBHOI M3pasa, uako
MonoBuh Huje 61O HacTaBHMK Ha NpegMeTMMa LpTakba U caukana, Beh je
BOAMO HAcCTaBy U3 UCTOpUje apxuTekType n yMeTHoCTW.'® MefjyTuM, Heroso
yMeTHU4Ko 0bpa3oBakse Ha yrieflHUM eBPOMNCKUM CIIMKapCKUM akajeMujaMa
W No3HaBarbe MCTOpUje YMETHOCTW, a ybp30 U aKkTUBHO YyKJbyuMBarbe Yy
YMEeTHNYKWN XMBOT MefypaTHor Beorpaga, ytmuanm cy Ha To ga lNonosuh
ybp30 nocTaHe ayTopuTET Yy YMETHUUYKUM Kpyrosuma, nocebHo y LOMeHy
nukosHe kputuke.'" Monosuh je 6uo jemaH op ocHMBa4Ya M NpepcemHUK
yMeTHu4YKe rpyne 06/uk, jeQHOT Of Haj3HAYajHUjUX YOpY>XKeHa YMeTHUKa Y
Jyrocnasuju nsmehy nBa cBeTcka paTa, Kojoj ce, nocfie pacnywTaksa pyne
apxutekaTa MogepHor npasua 1934. roguHe, NpuApPY>XKMo 1 apxmuTekT Munan
3nokoBuh 2, 0 ueMy fie BULLE peun 6BUTK KacHUje.

¢®OM3 - [16: nucmo M. 3nokosuha ynyheHo Banan
[onueswuh, pat. 12. 11. 1919. roguHe.

7 Bucokolkoncka HactaBa apxutektype y Cpbuju
1846-1971. Heobjasmenn pykonucy [yp. Mwunau
Pakouesuh), Beorpap: ApxuTekToHCkM dakynTer,
1996, 95.

8UcTo.

?OM3 - [16: pHeBHMuYKe benewke M. 3nokosuha of
17.9.0012.11.1919. roounHe.

“Bpatko Monoswuh (1882-1944), apxuTekT u cnukap,
amnnomupao je 1905. roguHe Ha ApXWUTEKTOHCKOM
opceky TexHuukor dakynteta Benuke Lwkone, a
NoTOM je CTYAMPao C/MKApCTBO Ha YMETHWYKO]
akaneMunjn y Munxeny u MNapwuasy. MNMocne cTyamjckmx
nytoaka no Esponu, Bpaha ce y Beorpag wu
1913. roguHe 6OuBa ws3abpaH 3a poueHTa Ha
ApXUTEKTOHCKOM ofceky TexHuukor dakynteTa 3a
npeaMeT McTopuja apxuTekType U yMeTHoCTU. HakoH
MpBor cBeTckor paTa, yHanpefeH je y BaHpegHor, a
1938. roguHe y peposor npodecopa. lNonosuh je
610 BeoMa arunaH y yMeTHUYKoM >unBoTy Beorpaga
nsMmefly aBa cBeTcka paTa U jefaH je of MNpBUX
YMETHUYKNX KpuTuyapa. OpraHusoBao je MHore
cnukapcke manoxbe y 3eMsbu U MHocTpaHcTBy. Mog,
n3BecHUM yTuuajem Cesana, lNonosuh je nspagno
BeNunku bpoj nopTpeTa, akToBa M nej3axa, Hajyewwhe
ca jakMM UpBEHWM W 3naTtacTtookep KonoputoM. O
ToMe BUAETW y: Bucokoiukoncka HactaBa apxutekType
y Cpbujn 1846-1971. HeobjasmeHn pykonucu (yp.
Munan Pakovesuh), Beorpap: ApxuTekToHCKM
dakynTeT, 1996, 134.

'O BpaHky [Nonosufly kao cnvkapy U JIMKOBHOM
KpuTWMyapy Buaetn y: Bnagumwup Posuh, Bparko
lMonoBuh: cnukap n nukosHu Kputndap, Beorpap:
Cpncka akageMuja Hayka u ymeTHocTu, 1996; bpaHko
Monosuh. JlukosHe kpuTuke, orneau u ctyauje (npup.
Bnagumup Posuh), Yxuue: Mpagcka ranepwja, 2004.
20 HacTaBKy, aKTUBHOCTMMa W YnaHOBUMA
ymeTHuuke rpyne O6auk Bupetn y: Vladimir Rozic,
Umetnicka grupa .Oblik” 1926-1939, Beograd:
Kancelarija za pridruzivanje Srbije i Crne Gore
Evropskoj uniji, 2005.



¢ MZF - Dé: letter from M. Zlokovi¢ to Vanda
Gopcevi¢, dated 12 November 1919.

"Higher Education in Architecture in Serbia 1846-1971.
Unpublished Manuscripts (ed. Milan Rakodevic],
Belgrade: Faculty of Architecture, 1996, p. 95.
&lbid.

?MZF - Dé: diary entries of M. Zlokovi¢ from 17
September to 12 November 1919.

9 Branko Popovi¢ (1882-1944), an architect and
painter, graduated in 1905 from the Department
of Architecture, Faculty of Technical Sciences of
the Grand School, after which he studied painting
at the Academy of Fine Arts in Munich and Paris.
Following his study trips across Europe, he
returned to Belgrade, where, in 1913, he was
appointed as assistant professor at the Department
of Architecture, Faculty of Technical Sciences,
teaching History of Architecture and Art. After the
First World War, he was promoted to associate
professor, and in 1938, he became a full professor.
Popovi¢ was highly active in Belgrade’s artistic life
between the two world wars and was among the
first art critics. He organised numerous painting
exhibitions both in Serbia and abroad. Under a
certain influence of Cézanne, Popovi¢ produced a
large number of portraits, nudes, and landscapes,
often characterised by a strong red and golden-
ochre palette. For more on this, see: Higher
Education in Architecture in Serbia 1846-1971.
Unpublished Manuscripts (ed. Milan Rakocevic),
Belgrade: Faculty of Architecture, 1996, p. 134.

" For further information on Branko Popovi¢ as a
painter and art critic, see: Vladimir Rozi¢, Branko
Popovic: Painter and Art Critic, Belgrade: Serbian
Academy of Sciences and Arts, 1996; and Branko
Popovic: Art Critiques, Essays, and Studies [(ed.
Vladimir Rozi¢), Uzice: City Gallery, 2004.

2 Regarding the continuation, activities, and
members of the Oblik art group, see: Vladimir Rozi¢,
The “Oblik” Art Group 1926-1939, Belgrade: Office
for the Accession of Serbia and Montenegro to the
European Union, 2005.

In the context of 20th-century Serbian architecture, Milan Zlokovi¢
holds a distinguished position, having significantly contributed to the
development of architectural thought and building culture with his
worldviews. Arriving in Belgrade from Trieste in 1919, Milan Zlokovic¢
continued his engineering studies (which he had begun in Graz) at the
Department of Architecture of the Faculty of Technical Sciences at
the University of Belgrade, where he graduated on 19 March 1921. His
professional career commenced almost immediately after graduation, with
his participation in architectural competitions and his interest in design
tasks — a career that continued almost uninterruptedly until the end of his
life. Following a “carefree youth” and a war that left “traces of suffering and
hardship”, especially for a generation that had, within a few years, forgotten
the school benches, the student Zlokovic, in a letter dated November 1919,
addressed to Vanda, the sister of his friend Marin Gopcevi¢, for whom
he felt fondness, stated that he had chosen architecture and believed in
his ability to achieve success. Wishing to explain his decision to pursue
architecture, he shared one of his earliest reflections on this discipline and
its relationship with art:

A desire is awakening in me for that which we must regard in life as the
perfection of work, and that is its expression in an artistic form. An architect
is an artist. He expresses himself through his works, he expresses in them
his era and his cultural state. That is why | dedicate all my efforts to ensuring
that, through it and through my innate sense of aesthetics, | may someday
achieve satisfaction in my work.*

Teaching art techniques, which has always and everywhere been an
integral part of the curricula of architectural schools, is an indispensable
component of the education of architects. For a future architect, mastering
drawing skills, particularly freehand drawing, served as a stimulus for
spatial anticipation and imagination, while studying descriptive geometry
was essential for understanding and mastering the geometric principles
of three-dimensional representation. In Serbia, drawing was introduced
as early as 1839 at the Lyceum, under the subject titled Art of Drawing,
primarily of a technical nature. It was not until 1875, at the Faculty of
Technical Sciences of the Grand School, that a painter, Borde Milovanovic,
was appointed as drawing instructor. He was later succeeded at the end of
the 19th century by the painter Petar Ranosovi¢.” Freehand drawing was
initially taught through freehand copying and ornamental drawing on plaster
models. However, with the founding of the University in 1906, courses were
introduced that included ornamental drawing, figure drawing, preparatory
drawing, and watercolour painting.® After the First World War, in 1919, when
Zlokovi¢ continued his studies upon arriving in Belgrade, the number of
hours dedicated to watercolour painting increased. Classes in ornamental
drawing and figure drawing were led by the painter Miho Marinkovi¢ and
the crafts teacher Borivoje Radenkovi¢. In one of his brief diary entries
dated 3 November 1919, Zlokovi¢ notes that Brlanko] Popovi¢ signed his
drawing for the figure drawing assignment (Torso Venere).” Judging by
the tone of the note, for the student Zlokovi¢, Popovi¢'s signature on the
drawing represented an authoritative assessment of his visual expression,
even though Popovi¢ did not teach drawing or painting, but rather the
history of architecture and art."® However, Popovié's artistic education at
prestigious European painting academies, his profound knowledge of art
history, and his active involvement in the artistic life of interwar Belgrade
soon established him as an authority in artistic circles, particularly in the
field of art criticism."" Popovi¢ was one of the founders and the president
of the Oblik art group, one of the most significant artist associations in
Yugoslavia between the two world wars, which, following the dissolution of
the Group of Architects of the Modern Movement in 1934, was joined by the
architect Milan Zlokovi¢'?, which will be further discussed later.
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Jow TokoM cTyanja apxutekType, 3nokosuh je HaMepaBao Aa ogmax
no AMNIOMMpakby, ako My CpeAcTBa [03BoJsle, HAacTaBu cTyauje y Mapuay, Ha
LLikonu nenunx ymetHocTn (Ecole Nationale Supérieure des Beaux-Arts).”®
Ha npenopyky npodecopa ApxuTekTOHCKOr oaceka u 4naHoBa Cpncke
kpasbeBcke akagemuje, Angpe CrteaHoBuha u [parytnHa hophesuha,
3nokosuh je ybp3o HakoH 3aBpLUeTKa CTyaAuMja ynyTuo monby 3a dppaHuycky
ctunenanjy XXueojuHy Hophesuhy, npodecopy YHuBepauteta y Beorpagy u
unaHy Akagemuje.’ Y ToM obpahatby, nopep kpaTkmx buorpapckmx nofataka,
3nokoBuh HaBogu pa 6w Bpno pafo otuwao y [Mapu3 ga ynotnyHu cBoja
3Hakba U3 apxuTeKkType, 3Hajyhu ga 6u My bopaBaky [Mapu3y, rpagy no3HaTom
Mo CBOjOj KyNTypu U NMKOBHOj yMeTHOCTH, b10o HajnoBosbHUjM 3a byayhHOCT.
Mo caBety npodecopa CteBaHosuha n Hophesuha, erosa Hamepa je buna
Ja ce nojyyaBa y atesbemMa Ha Lllkonu nenwx ymeTHOCTW, fa npoyyaBa
cnoMeHuke dpaHuUycke apxutekType u npaTtvm kypcese [abpujena Mwjea
(Gabriel Millet) o nctopuju BM3aHTUjcKe yMeTHOCTM'S, WTo ra je mocebHo
3aHuMano. Ybp3o notoM, mnagu apxutekT 3nokosuh gobuja ctuneHgujy
Penybnuke ®OpaHuycke n ognasu y Mapus. Y rognHama HenocpenHo nocne
MpBor cBeTcKor paTa, BMLIE CPMNCKMUX YMETHUKA O4J1a3n Y eBPONCKe rpajose
Ha LWKoJoBakbe MK ycaBpllaBakbe.' Mefly rMa je npearaumo MNapus koju
je y To BpeMe He camo Npy»ao HajBuLLEe LaHCK 3@ YMETHUYKK pa3Boj, Hero je
3a cpricke yMeTHUKe Bro 3HavajaH v 36or kynTypHux Be3a ca OpaHuyckom.
MNpouec ocaBpeMeraBaba M MOAEPHM3aLMje CPMCKE JTIMKOBHE YMETHOCTH,
MPBEHCTBEHO C/MKApPCTBa, 3ano4yeT TOKOM npee feueHuje XX Beka (Hnp.
Kpo3 cTeapanawTeo Hagexae MeTtposuh u JleoHa KoeHa), nHTeH3nBMpaH je
ybp30o nocne lNpBor cBeTCKOr paTa v pa3BWjao Ce NOHajBULLE NOA yTULAjMMa
napucke yMeTHOCTM, LUTO je MOAEPHO opwujeHTUcaHa beorpapcka Kputuka
noapxasana M cMaTpajia XBaTakbeM Kopaka Cca eBpONCKUM W aKTyesllHUM
YMeTHUYKUM ToKoBMMa.!”

3 ®OM3 - [16: nucmo M. 3nokosuha ynyheHo cBoM
cTpuuy Buny 3nokosuhy, gat. 15. 7. 1919. rogune.
“®M3 - [4: nucmo M. 3nokoeuha Ha dpaHLyckom
jeauky ynyhewo 1. 4. 1921. roguHe >KuojuHy
BHophesuhy.

80 ponpuHocy labpujena Mujea ucTpaxuaruma
CPNCKe CPEefHOBEKOBHE apXWUTeKType W HeroBuM
yyeHuuuma us Cpbuje Bupetn y: [abpujen Muje
W UCTpaxuBama cTape cpricke apxutektype [yp.
[ybpaska [pepaposuh), Beorpag: CAHY, 2019;
labpujen Muje un wuctpaxmsara crTape cprcke
apxutektype (yp. Qyb6paska Mpepagosuh u Muogpar
Mapkoeuh), Beorpag: CAHY, 2021.

Y opHoCy Ha ciukape Koju Cy MpeAraunnu
y ognacuyuma y [lapus Ha LIKONOBatbe WAn
ycaspwasatbe [Hepessko [BosgeHosuh, Casa
LllymaHoBuWh, Mapko YeneboHosuh, CtojaH Apanvua
v Ap.), apxutektn cy 6uAM BUWwe ycMepeHW Ha
fpyre eBponcke UeHTpe, nonyT beua, MMpara u
HeMaukux rpagoBa MunxeHa, Kapncpyea wunu
BepnuHa. HajnosHaTujy  napucku Hak  Mefy
cpnckuM MeflypaTHUM apxuTekTuMa 61o je MunyTtux
Bopucasmesuh, koju je cTyaMpao u goKTopupao Ha
CopboHu. O HayuHoM ponpuHocy Bopucasmesuha
apXUTEKTOHCKO]  ecTeTuuu Buaetm y:  Wpena
Kynetun Tynaduh, Hayyna ecteTuka apxutekType
MunytuHa Bopucasmesuha (noxtopcka ancepTaumjal,
ApxutekToHCKN pakynTeT YHuBep3uTeTta y Beorpaay,
2011.

7Vladimir Rozi¢, Umetnicka grupa ., Oblik“1926-1939,
Beograd: Kancelarija za pridruzivanje Srbije i Crne
Gore Evropskoj uniji, 2005, 115.



¥MZF - Dé: letter from M. Zlokovic to his uncle Bino
Zlokovi¢, dated 15 July 1919.

4 MZF - Dé4: letter from M. Zlokovi¢ in French,
addressed to Zivojin Dordevi¢, dated 1 April 1921.

S For the contribution of Gabriel Millet to the study
of Serbian medieval architecture and his Serbian
students, see: Gabriel Millet and Research of Old
Serbian Architecture (ed. Dubravka Preradovié),
Belgrade: SASA, 2019; Gabriel Millet and Research of
Old Serbian Architecture (eds. Dubravka Preradovi¢
and Miodrag Markovi¢), Belgrade: SASA, 2021.

' Unlike painters who predominantly went to Paris
for studies or training (Nedeljko Gvozdenovi¢,
Sava Sumanovi¢, Marko Celebonovi¢, Stojan
Aralica, and others), Serbian architects were more
often directed towards other European centres,
such as Vienna, Prague, and German cities like
Munich, Karlsruhe, or Berlin. The most notable
Parisian-trained student among Serbian interwar
architects was Milutin Borisavljevi¢, who studied
and earned his doctorate at the Sorbonne. For
more on Borisavljevi¢'s scientific contribution to
architectural aesthetics, see: Irena Kuletin Culafi¢,
Milutin Borisavljevic and His Scientific Aesthetics
of Architecture (doctoral dissertation), Faculty of
Architecture, University of Belgrade, 2011.
"7Vladimir Rozi¢, The “Oblik” Art Group 1926-1939,
Belgrade: Office for the Accession of Serbia and
Montenegro to the European Union, 2005, p. 115.

Even during his architectural studies, Zlokovi¢ intended, if his
financial circumstances pgrmitted, to continue his studies in Paris, at
the School of Fine Arts (Ecole Nationale Supérieure des Beaux-Arts)®
immediately after graduation. Upon the recommendation of professors
from the Department of Architecture and members of the Serbian Royal
Academy, Andra Stevanovi¢ and Dragutin Bordevi¢, Zlokovi¢ soon after
completing his studies submitted an application for a French scholarship
to Zivojin Dordevi¢, a professor at the University of Belgrade and a member
of the Academy.™ In this application, along with brief biographical details,
Zlokovic expressed his strong desire to go to Paris to further his architectural
knowledge, fully aware that living in Paris, a city renowned for its culture
and fine arts, would be the most beneficial for his future. Following the
advice of Professors Stevanovi¢ and Bordevié, his intention was to study
in the ateliers of the School of Fine Arts, to explore the monuments of
French architecture, and to attend Gabriel Millet's courses on the history
of Byzantine art', which particularly interested him. Shortly thereafter,
the young architect Zlokovi¢ was awarded a scholarship from the Republic
of France and departed for Paris. In the years immediately following the
First World War, numerous Serbian artists travelled to European cities for
education or professional development.' Paris was the leading destination
among them, not only because it offered the greatest opportunities for
artistic growth, but also due to the strong cultural ties between Serbia
and France, which made it particularly significant for Serbian artists. The
process of updating and modernising Serbian fine arts, primarily painting,
which had begun during the first decade of the 20th century (for example,
through the work of NadeZda Petrovi¢ and Leon Koen), intensified soon after
the First World War. It developed primarily under the influence of Parisian
art, a trend that modernist-oriented Belgrade critics actively supported,
viewing it as a means of keeping pace with contemporary European artistic
trends.”
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Hok ce y lapu3sy, Tokom neta 1921. roguHe, npunpeMao 3a ynwuc
Ha yrregHy ymeTHuuky akagemwujy - Llkony nenux ymetHoctu (cn. 2)%,
noxafao je KypceBe LpTarba Ha YMETHMYUKO] LUKONIM CIMKapCTBa M BajapcTaa
(Académie de la Grande Chaumiére), nosHaTtoj no ToMe WTO HKje 3acTynana
CcTpora akajemcka npaBuia yMeTHOCTW. Y nMucMuMa Koja je cnao CBOjoj
nopoguuM u npujatesbmma, 3n0koBMA HaBOAM Kako 4ecTo oAnasuM Ha
Akagemujy Grande Chaumiére, kako 61 y canama LpTao akT - Kpoku (croquis
de 5 minutes), pagm .nybrber nosnasarsa Jbynckmx dopmu” (cn. 3), mox je
kog kyhe Bexxbao cnmkapcky koMnosuumjy, npenywTajyiin ce ,camkapckum
nHcnupaumjama“ ga bu cnosHao konuko yme."” MNMopef ofnasaka Ha nsnoxbe
n obunaszaka napuckux Myseja pagu ,obnaropofjaBarba cBor ykyca“ u
yno3HaBarba Ca fe/MMa BelVKWMX MajcTopa CAMKapcTBa M BajapcTaa,
3nokosuh je nocehmBao HauuoHanHy bubnuoteky @paHuycke, roe je
4yMTao fena 0 UCTOPUjU apxXUTEKType U YMeTHOCTH, Te pasHe Knacuke U
HapoAHe necMe nomykasajyfin . iuTepanHe npasHuHe", JOK je Ha ynnmuama
pafo3Hano nocMaTpao ,KapakTepuctuke dbpaHLycke apxuTekType”, kako bu
YYBPCTMO CBOja CTPy4Ha 3Harba (cn. 4).2° Kag rog je 6uno MoryfiHocTu, Huje
M30CTaB/bao NoceTe NO30PULLITY U OMepHu.

-
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XKeHcku akt

upTex - kpoku, aat. 10. 6. 1921.
nacrten Ha nanupy, 26 x 20 uM
[®M3-311P]

Female Nude

drawing - croquis, dated 10 June 1921
pastel on paper, 26 x 20 cm
[FMZ-ZLR]

'®Y 3aoctaBwtuHM M. 3nokoBuha cauyBaHa je
nHpopMaTnBHa bpowypa 3a ynuc Ha LLkony nenumx
yMeTHocTu y Mapusy: Ecole pratique D' Architecture,
Préparation A L Ecole Nationale Des Beaux-Arts,
Organisation de L'enseignement, Paris.

YOM3 - [4: nucmo M. 3nokosuha ynyheHo
npujatemsuuy Januuy us Mapusa 6. 7. 1921. ropune.
2OM3 - [4: nucma M. 3nokosuha ynyheHa
npujatessnun  Januun n - rocnofjuum Bepu u3
Mapwusa 6.1 25. 7. 1921. ronunHe.



'® Among the preserved legacy of M. ZlokoviC is an While preparing for admission to the prestigious art academy - the

informational brochure for admission to the School School of Fine Arts (fig. 2)'® in Paris during the summer of 1921, Zlokovi¢
of Fine Arts in Paris: Ecole pratique D" Architecture,

Préparation A L'Ecole Nationale Des Beaux-Arts, attended drawing courses at the Art School of Painting and Sculpture
Organisation de L'enseignement, Paris. (Académie de la Grande Chaumiére), a renowned art school known for its
19 _ . i P ; . . . . . . .

MZF - D4: letter from M. Zlokovi¢ to his friend rejection of strict academic rules of art. In letters to his family and friends,
Danica, sent from Paris on 6 July 1921. L, . .. o
20 MZF - Dé: letters from M. Zlokovi¢ to his friend Zlokovi¢ mentioned how he frequently visited the Grande Chaumiere
Danica and Miss Vera, sent from Paris on 4 and 25 Academy to draw nude figures in quick sketches (croquis de 5 minutes) in

July 1921. the halls, aiming for “a deeper understanding of human forms” (fig. 3). At

home, he practised painting composition, giving free rein to his “painterly
inspirations” to test the extent of his skill.” Beyond attending exhibitions
and visiting Parisian museums to “ennoble his taste” and become familiar
with the works of great masters of painting and sculpture, Zlokovi¢
regularly visited the National Library of France, where he read works on the
history of architecture and art, as well as various classics and folk songs,
filling his “literary gaps”. He also keenly observed the “characteristics of
French architecture” on the streets, seeking to strengthen his professional
knowledge (fig. 4).2 Whenever possible, he never missed the opportunity to
visit the theatre and the opera.
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PARIS
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ORGANISATION DE L'ENSEIGREMENT

PARIS

IMPRIMERIE VUIBERT
63, Bocievane Suovr-Gemsan, 63
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HacnosHa cTpaHa nHdopmaTtnaHe bpowype Kojy je M. 3nokoBuh KOPUCTMO TOKOM KaTenpana Hotp [lam y Mapuay, 1921.
npunpema 3a ynuc Ha LLikony nenux ymetHocTn y Mapusy ¢doTorpaduja M. 3nokosuha
[OM3-A] [®M3-30]

Front cover of the information brochure used by M. Zlokovi¢ while preparing to Notre-Dame Cathedral in Paris, 1921
enrol at the School of Fine Arts in Paris photograph by M. Zlokovi¢

[FMZ-D] [FMZ-ZF]



YTucum ,yMeTHUUYKe nNpupoge” y BUAY KPOKMja WU3HETM Y MUCMY
MunaHa 3nokoeuha ynyheHor npujatessmum Januum 6. jyna 1921. roonHe
n3 MNapwuaa:

MocMatpao cam hokoHay [Mowa Jluzal. JenHo MupHo, BnaxeHo nuue, ca
HeoppefeHnM, yygHoBaTUM ocMexoM. Je nu ce cMmelwuna u3 sbybaeu, nau
U3 XXEHCKe HaBUKe, Ja NM je BoJSiena YoBeKa, UK CaMo YMETHUKA LUPHYTUM
HEHOM JIeMOTOM, ja TO He 3HaM. Ann yap Tor Auua, Tor ocMexa opyLueBua
je cnukapa. A oH je HECYMHMBO BONEO Kaj je YMeo Aa M3pa3un CBY TajHy
jefiHe ckpvBeHe pylue.

Mmepao cam Pogerosor ,Mucnnoua” [ppaH. Le Penseur], yoBeka, cuHTe3y
yoBeka, y AyboKoj Mo3u 3aMULLI/BEHOCTU U pa3MuLLbatba FAe Ha CBAKOM
HajMareM [Jefny Tena, YyCnep Hajjayer yHyTpallker nokpeTa, Braga
HepBO3Ha, KOHBYN3MBHa HaneTocT... M Tako fie BeuMTO, y 3rypeHoM cTaBy, Ta
HpoH3aHa nojaBa fa rnefay npowna, fa pasmuisba o bygyhinm BpeMeHuMa.
Ma cam rnegao uvyseHy .Venus de Milo” [Munocka Berepal. XnagHy,
CaBpLUEeHy aHTUYKY NenoTy, KoHuenumjy bornme a HMKako xeHe, be3 nkakee
JbyLCKe CTPacTU W XyLke: MUpHa, focTojaHcTBeHa. Kako To Yak 1 bornmbn
sbybaBu gonukyje...

Bpahiam ce Ha mynke ¢urype jegHor LLlabaca [Maurice Chabas]. Moesunja
jegHor [Jyunha 3Hana 6u cBOjUM MPMMOPCKUM KOJOPWTOM Hajborbe Aa
n3pasn paduHuMpaHy NenoTy TUX AEBOjaukuX, FMMKUX Tena, OKynaHux y
CYTOHCKO] CBETNOCTM jefiHe TUXe W AUBIbE NPUPOAE, jeAHe TaMHe BoAeHe
MoBpLUMHE, Y3HEMUPEHE jEeAWHO HWUXO0BUM 60jax/bMBUM U CTUAJBUBUM
kpeTHaMa. Kao HajMUpWCHUWjM LBETOBW, HUKAWM U3 jefHe boraTe anu
3aMopeHe daHTasuje.

Bro cam y Onepu. Cnywao cam y Menofujy NpeTBOPEHY AUBIbY, TPEHYTHY
cTpact jegHe ., KapMmeH” 1 xapMoHuWuHy, TpajHy jeaHe ,Tocke”: aBa onpefjeHa
TemnepameHTa Mof YNAuMBOM jyXHaukor noaHebsba. CMpT wx Hajbosbe
kapakTepule. [penseTeHn TyXXHUM, cyAbOHOCHMM 3ByuUMMa NajTMOTMBA,
Moh ¢uHanHMx akoppaa pacte, U oHu npopudy. ,KapmeH”, koja ce jow yBek
onupe n3 sbybaBM 3a XMBOTOM M CTpaxa Of CMPTU — CMPT HEMUHOBHY,
Kao LWTO Cy joj W KapTe mpopuuasne..., gounm y ,Tocku™ cmpT, npahieHa
MEeNoLMYHMM 3ByLMMA MOCNeAtbe CepeHafe, nokasyje CBy Tparuky u caB
TpUjymMP jenHe ceeMohHe sbybasu.

Ca MownTmapTpa, npes 6asunukom Cakpe kep [Basilique du Sacré-Ceeur],
nocne HenpocnaBaHe Hohwu, oyekyjeMo faH. Y jyTapreM cyMmpaky, nyH
CBeXwuHe, Nnojassbyjy ce Ha 0b630pjy NpBM LpBeHKAcTH onbnecumn cBuTaka
W ca MorieaoM Ha CMBKacTOM MaryioM MOKPUBEHW, HEW3MEPHU Tpaf, Kao
y jelHOM Mopy, Tanacu MpBMX CyHYaHMX 3paka byge ycnaBaHW XMBOT U
pacTepyjy nocneae unysuje HohHor cjaja v y>kueama ...

BenuuaHcTBeHO, KpBaBO, Hal CMBKAacTUM MOpPEM 3rpafa, mojaBibyje ce
CYHLe - [laH je CBaHyo.



Impressions of an “Artistic Nature” in the Form of Croquis Conveyed
in a Letter Milan Zlokovi¢ Sent from Paris to His Friend Danica on 6 July

1921:

| looked at La Gioconda [Mona Lisal. A serene, blissful face, with an
ambiguous, enigmatic smile. Was she smiling out of love, or out of female
habit? Did she love a man, or only the artist moved by her beauty? | do not
know. But the charm of that face, of that smile, enthralled the painter. And
he undoubtedly loved when he was able to express the full mystery of a
hidden soul.

| stood before Rodin’s “The Thinker” [fr. Le Penseur], a figure embodying the
very synthesis of man, in a pose of deep reflection and contemplation. In
every smallest part of his body, one senses a nervous, convulsive tension,
born of the most intense inner movement... Thus, eternally, in his hunched
pose, this bronze figure will gaze into the past and reflect on the future.
Then | beheld the renowned “Venus de Milo”. A sculpture embodying
the classical ideal of feminine beauty, representing not a woman, but an
abstract conceptualization of a deity, devoid of human passion or desire:
serene, dignified. Befitting the goddess of love herself...

| find myself once more drawn to the charming figures of Chabas [Maurice
Chabas]. The poetry of Duci¢, with its coastal colouring, could best express
the refined beauty of those maidenly, supple bodies, bathed in the twilight
glow of a quiet and untamed nature, the dark water surface, disturbed only
by their timid and shy movements. Like the most fragrant flowers, sprung
from a rich but weary imagination.

| was at the Opera. | listened to the wild, momentary passion of “Carmen”
transformed into melody, and the harmonious, enduring passion of
“Tosca”: two distinct temperaments shaped by the heat of the southern
sun. It is death that defines them best. Intertwined with the sad, fateful
sounds of the leitmotifs, the intensity of the final chords builds up, and
they prophesize. “Carmen”, resisting still, clinging to life, afraid of death
- her end as inevitable as the cards foretold..., while in “Tosca” death,
accompanied by the melodious sounds of a final serenade, reveals all the
tragedy and the full triumph of an all-powerful love.

From Montmartre, in front of the Sacré-Cceur Basilica [Basilique du
Sacré-Ceeur], after a sleepless night, we await the day. In the morning
twilight, full of freshness, the first reddish glimmers of dawn appear on
the horizon, the vast city covered in a greyish mist like a sea, the waves
of the first sun rays awaken the slumbering world, dispersing the last
illusions of the night’s splendour and pleasures...

Over the greyish sea of buildings, a majestic, blood-red sun appears - the
day has dawned.
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MonyT BefiHe cTypeHaTa M MiafMx YMeTHMKA KOjU Cy ce 3aTeksu
y lMapusy Tux rogvMHa pagu LUKONOBakba, ycaBpllaBaka WNM Xefbe Aa
ce adupMuly y rnaBHOM yMeTHWYKOM LeHTpy EBpone, u 3nokosuh je
>KMBEO Y OMarboj anun npujaTHoj cobu Ha WecToM cnparTy, nof KpoBOM - Y
MaHCcap4wu, U3 Koje ce NpyXao ,,MPUANYHO MOHOTOH" Mornes npema Heby u
oyaumma.?’ Ha ucToM cnpaTty U CKOpo Mo UCTMM OKOJIHOCTMMa CTaHOBao
je n n3BecHu cnukap lMetposuh n3 Beorpaga, ca kojum ce 3nokosuh Taga
cnpujaTesbmo 1 NpoBoamno BpeMe anckyTyjyhn, obeayjyhu n ncnmjajyhn kady
n nuBo. Y aHeBHUKY benexwu ga cy My ce cBuhane rweroBe civke 1 aa je,
pok je MeTpoBuh pagmo Ha MopTpeTMMa, NPMCYCTBOBAO Kako BM Hay4yumo
HELWTO 0 CMKapckuM TexHukama (c. 5).%2 MopTtpeTucao je n 3nokosuha,
NOKIOHUBLUKX MY CIUKY Koja je, 3anucahe y nucMy gpyry Buxky byposuhy,
.M3BpcHO ucnana“, a wro je 3nokosuh doTorpadckm 3abenexuo, Byayhin
Ja je nmao Manu doTo-anapat Kogak Koju je NoBOAOM AunaoMuparea gobumo
Ha NOKJIOH of, CBOr npujaTesba MapuHa Monyesuha (c1. 6).2 Cpricku cnvkap
kora je 3nokoBuh ynosHao y lNapusy u ca kojuM je Taga gpyrosao buo je,
y ctBapu, Muogpar lNetposuh, nosHat kao patHu caukap 36or yyewha y
BankaHckuM paToBnMa 1 [1pBOM CBETCKOM paTy, Te 3bor cnvkapckux pena
ca MoTMBMMa paTHe TeMmaTuke.? TNeTpoBuh je npep Kpaj paTta, 3afecuBLUN
ce y Anxupy, nodeo aa noxaha Lkony nenux ymetHoctu (Ecolé des Beaux
Arts), na 61 1918. rogure npewao y Napms 1 HacTaBWO CTyAMje CIMKApCTBa
y aTesbey Jincjena Cumona (Lucien Simon). TokoM cBor 6opaska y Napusy,
n3narao je y npectuxxHoM napuckoM CanoHy - oduUMjesIHOj YMETHMYKO]
n3noxbu Lllkone nenmx ymetHoctu. LTta cy Mapu3 M HayuH XmBoTa y
METPOMOoSIN 3HAYUIN MIAAMM CPMNCKUM CTBapaoLuMa cTacaliuM y Musbey
TPagWLMOHANHUX CBETOHA30pa, Kako Cy UX JOXUBI/baBau U KakBa >XMBOTHA
MCKycTBa Cy cTMLanu TokoM bBopaBka y TakBoj cpeauHu, Morno bu ce
3aKksbyunTn 13 3nokoBMheBUX KOMeHTapa U3HETUX y MMCMMUMa NpujaTesbuLm
JoBaHku nonosuHoM 1921. ronunHe:

[ann nponase 6p3o y lapu3y, nyHn pasHoBpcHUX yTucaka. NocMaTtpajyhin
W Neno n py>XxHo pekao bux fa je To oBAe NOCTafno ca MofeToM, ca BO/bOM
33 XMBOT, 3a YyXuBakbe. MawTa nocTtaje byjHMja a [ylWeBHO CTare
rpo3Huyaso. Hema jegHonukocTtu, bp3o ce xuBw, jypu ce... Hemy? CeejesiHo.
Moxpa HuyeMy, Moxpaa cBeMy. He npeocTaje MHoro BpeMeHa 3a gyboke
pednekcuje, 3a codmsMe 1 3a npasHe dunocodcke pacnpase. [JoBosbHa je
jelHa KOHCTaTauMja: XMBOT HMje BedyaH. 3aksbyyak bu Tome 6o ga BpeMme
CTaB/bEHO HaM Ha pacnosnoxere Tpeba WTo bosbe MCKOPUCTUTK. Ja c Moje
cTpaHe bap ce TpyavM. lMapu3 noMaxe y TUM HaMepaMa CBakor na u MeHe.
To v jecTe Mox[a Herosa 4ap W npmBnavHocT. MICTUHCKM caM 3af0BOJbaH.
MHore cTBapu 3af0BosbaBajy Moje HakJIOHOCTWU, Mojy pago3HanocT. Mopen
Tora paAvM pajiv MPOMEHe W Y TOj MPOMEHU HanasnuM MOHOBO 3a40B0O/bCTBA.?

2 OM3 - [4: nucmo M. 3nokosuha ynyheHo
rocnofuuw Bepu n3 Mapusa 25. 7. 1921. roguHe.

22 Ycro.

B H. Antewesuh, Apxutekt MunaH 3nokosuh u
¢potorpaguja: beorpascke peanusaumje on 1924
Ao 1941. rogure, Beorpap: 3aBop 3a 3awTuTy
cnoMeHwuka kyntype rpaga beorpapa, 2023, 35.

% Mwuogpar Metposuh (1888-1950), cankapcko
wKosnoBakse je 3anoyeo 1906. rognHe y YMeTHUYKO-
3aHaTckoj wkonn Pucte BykaHosuha, roe cy my
HacTaBHMUM bunn Mapko Mypart, Hophe JoBaHoBuh
n  [Oparytud  WHkunoctpu-Meperak. Y nepuopy
op 1911. po 1912. roguHe, noxafjao je Akagemujy
NIMKOBHUX YMeTHOCTU y MuHxeHy, anu cTyauje
npekupa 36or yyewha y 6ankaHckuM paToBMMa Kao
6opay v cnukap lNpee apmuje. Ctyanje 3aBpluiaBa
1914. rogmHe, HenocpepHo npen nodvetak [lpsor
cBeTckor pata. lMocne noenayera npeko Anbanuje,
yyectByje y 6opbama Ha ConyHCKOM poHTY.
36or 6onectn Manapwuje, npebaueH je y bonHuuy
y ConyH, a notom y Cuan Abpanax y TyHucy, roe
cnuka noptpeTe dpaHuyckux nekapa, bonHuuapku,
bonecHuka, foMopoaaLa, kao U MKOHOCTAC 3a LPKBY
npu 6onHWMUM W pekopauujy 3aBece 3a BOJHUYKO
nosopuwTe. Mo nospaTky y beorpag 1920. roguHe,
pajvo je Kao HaCTaBHUK LipTakba y peanuy, a notoM
Ha Buwoj neparowkoj wkonu. buo je unan JpywTea
cprickux ymeTHuka Jlaga (1921) v weH npepcenHuk
(1933-1941), npeaceaHnk Yapyxkerba JIMKOBHUX
ymeTHuka (1939-1940) u ocHuBay w npeacepHWK
Yopyerba cnukapa v Bajapa patHuka 1912-1918.
MMao je 3HauajHy ynory y opraHusoBatby 6pojHUMX
M3NoXbKM  CPNCKMX W jyrocrnoBeHCKUX YMeTHWKa
y 3eM/bM U uMHoOCTpaHcTBy. Cnukao je nopTpeTe,
aKToBe, nej3axke, MpTBE MPUPOAE, Kao U HEKONNKO
MKOHOCTaca WM WUCTOPWjCKMX KOMMO3WLWja Bennkor
¢dopmaTa ca patHoM TematukoM. O onycy M.
Metposuha Bupetn y: Metap [leTtposuh, Muogpar
lMetposunh: OpaH npupoan u Tpaauumju. [anepuja
PTC, beorpap, 29. centembap - 15. HoBembap 2016,
Beorpan: Pagno-tenesumauja Cpbuje, 2016.

%5 OM3 - [4: nucmo M. 3nokosuha ynyheHo
rocnofuum Josarku u3 Mapusa 30. 5. 1921. roguHe.



' MZF - Dé: letter from M. Zlokovi¢ to Miss Vera,
sent from Paris on 25 July 1921.

2|bid.

2 N. AnteSevi¢, Architect Milan Zlokovi¢ and
Photography: Belgrade Buildings from 1924 to 1941,
Belgrade: Institute for the Protection of Cultural
Monuments of the City of Belgrade, 2023, p. 35.

% Miodrag Petrovi¢ (1888-1950), began his art
education in 1906 at the Art and Crafts School of
Rista Vukanovi¢, where his instructors were Marko
Murat, Dorde Jovanovi¢, and Dragutin Inkiostri-
Medenjak. From 1911 to 1912, he attended the
Academy of Fine Arts in Munich, however, his
studies were interrupted due to his involvement in
the Balkan Wars where he served as a soldier and
painter attached to the First Army. He completed
his studies in 1914, just before the start of the First
World War. After the retreat of the Serbian army
through Albania, he participated in the battles on
the Salonika Front. Due to a malaria illness, he
was transferred to a hospital in Thessaloniki, and
subsequently to Sidi Abdallah in Tunisia, where
he painted portraits of French doctors, nurses,
patients, locals, as well as an iconostasis for the
church at the hospital and a curtain decoration for
the military theatre. After returning to Belgrade
in 1920, he worked as a drawing instructor at a
real school (Realschule) and later at the Higher
Pedagogical School. He was a member of the
Association of Serbian Artists Lada (1921) and its
president (1933-1941), president of the Association
of Fine Artists (1939-1940], and the founder and
president of the Association of War Painters and
Sculptors of the 1912-1918 Wars. He played a
significant role in organising numerous exhibitions
of Serbian and Yugoslav artists both in the
country and abroad. He painted portraits, nudes,
landscapes, still life, as well as several iconostases
and large-scale historical compositions with war
themes. For more on M. Petrovi¢'s work, see:
Petar Petrovi¢, Miodrag Petrovic: Devoted to Nature
and Tradition. RTS Gallery, Belgrade, 29 September
- 15 November 2016, Belgrade: Radio Television of
Serbia, 2016.

MZF - Dé: letter from M. Zlokovi¢ to Miss Jovanka,
sent from Paris on 30 May 1921.

Like most students and young artists who found themselves in Paris at
that time pursuing their education, training or the ambition to establish
themselves in the leading artistic centre of Europe, Zlokovi¢ lived in a
small but pleasant room on the sixth floor, just beneath the roof - in a
mansard room. From there, he had a “rather monotonous” view of the
sky and surrounding chimneys.?’ On the same floor, in nearly identical
circumstances, lived a painter from Belgrade named Petrovi¢, with whom
Zlokovi¢ became close friends. They spent much of their time together in
conversation, sharing meals, and drinking coffee and beer. In his diary,
Zlokovi¢ noted his admiration for Petrovi¢’s paintings. While Petrovi¢ worked
on portraits, Zlokovi¢ often observed him in order to learn more about
painting techniques (fig. 5).22 Petrovi¢ also painted a portrait of Zlokovi¢
which he presented to him as a gift. In a letter to his friend Vinko Burovié,
Zlokovi¢ wrote that the painting “turned out excellently”, and he captured it
in a photograph, having received a small Kodak camera as a graduation gift
from his friend Marin Gopéevi¢ [fig. 6.2 The Serbian painter Zlokovi¢ met in
Paris and befriended was, in fact, Miodrag Petrovi¢, known as a war painter
because of his participation in the Balkan Wars and in the First World War,
as well as because of his artworks depicting wartime themes.?* Towards
the end of the war, while in Algeria, Petrovi¢ began studying at the School of
Fine Arts (Ecolé des Beaux Arts), later moving to Paris in 1918 to continue
to study painting in the atelier of Lucien Simon. During his time in Paris,
his works were exhibited at the prestigious Paris Salon - the official art
exhibition of the School of Fine Arts. What Paris and life in the metropolis
meant to young Serbian artists, raised in an environment of traditional
worldviews, how they experienced it and what life lessons they gained
living in such surroundings, can be concluded from Zlokovi¢'s reflections in
letters to his friend Jovanka, written in mid-1921:

Days pass quickly in Paris, filled with so many different impressions.
Observing both the beautiful and the ugly, | would say that everything
here unfolds with vigour, with a will to live, to enjoy. Imagination becomes
more exuberant and the state of mind feverish. There is no monotony, life
moves fast, everyone is rushing... Towards what? It doesn’t matter. Perhaps
towards nothing, perhaps towards everything. There is little time left for
deep reflection, for sophism or for empty philosophical debates. One
realisation is enough: life is not eternal. Consequently, we must make the
most of the time we have. For my part, at least | try. Paris helps everyone in
these pursuits, including me. Perhaps that is its charm, its allure. I am truly
content. Countless things feed my curiosity, my longing. And in my work,
driven by a need for change, | find new joy.®
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ApxuTekT Munan 3nokosuh

Mapws, jyn 1921.

doTorpaduja cHUMIbEHA y MaHcapam civkapa
Mwuoppara lNeTposuha

[®M3-30]

Architect Milan Zlokovi¢

Paris, July 1921

photograph taken in the attic studio of painter
Miodrag Petrovi¢

[FMZ-ZF]
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Cnwvikap Mwuoppar MeTtposuh ncnpep,
wTradenaja Ha KoMe je nopTpeT
Mwunana 3nokosuha

Mapwus, jyn 1921.

[®M3-30]

Painter Miodrag Petrovi¢ in front of the
easel holding a portrait of

Milan Zlokovi¢

Paris, July 1921

[FMZ-ZF]




3nokoBuh Takohe wu3Hocu cBoja 3amaxara o [lapuxaHuma, HUXOBOj
MHTUMHOCTM U CTUJIY XXMBOTa KOjU C& WHCTUHKTUBHO npunarofjaBa HOBUM
nojasama, foHocefin ca coboM 1 HoBa yBepeha 1 o4eknBama:

MapwxaHu cy 0buunu, Mapwuxarke To Beh Hucy. Kao WwTo je onwTe No3HaTo OHe
Cy BpJIO NpYMaM/b1Be NPUPOJe, He LWTefe ca CBOjUM He yBek ybeasbnBuM anu
nnak KokeTHWM nornenuma, gotepasajyfin nuue ca NPUINYHOM BELUTUHOM U
cBofenun KONeKTUBHY CMOJbALLHOCT Ha jeAaH npujaTaH objekaTt 3a No3HaBakbe
Mopde, paduHMpaHOr ykyca M 4ecTo aHaToMckux dopama. YoBek ponasu y
nckylwerba cnyHa oHuMa CeeTtor AHTOHK]a.

[arse. CByrae n Ha cBakoM MecTy, b1uo To Ha yauum 3a BpeMe WeTke, buno
To y onepw 3a BpeMe oAmMopa, buno To y pectopaHy nsmelly jena, Bugute u
YyAWTe ce KakKo ce fiBoje, MUpPHe Ayle, 6e3 nkakBuX CKpyryna, Mase U bybe.
Hac cTpaHue To y noueTky nsHeHahyje, y HaMu ByHu ce Hall TpaguLMOHaNHK
MopaJi, Ma Majo Mo Majo npuBMKaBaMo ce, npunarofjaBamo ce ambujeHTy.
Force d "y regarder ou U'habitude [?]. OBge cekcyanHu xuBoT 3Hauu cee, 6e3
BENUKOr Mopanucata, 6e3 MHoro peun u obeharsa, b6e3 npenpacyna. Osge
HWKOME HW Ha Kpaj NameTun He fonasun fa npumetbyje MNnatoHoy ¢punosodujy
o sbybaBu. 3awTo?, nutahe nakomucnera Mapuxarka. TakBo cxBahare 6uno
6u joj cMewwHo. MNMocneanua ceera Tora cBoAM JbybaB Ha nopok. Mpumepu cy
LPaCcTUYHU, KAJIOCHU.

[...] Kog ®paHuysa rpaHule y eTuum Hucy npeuunsupade. OH MHOro WTO LWTa
Tosflepupa 3aTo jep My ce y LHy aylie cBufja, U TeK My ce To MpuKaxe y jefHoj
npuBnayvyHoj popmu, ca n3BecHoM ayxoBuTolufy, OH y>KMBa y cTBapuMa Koje
ca ymeTHowwhy HeMajy 3ajegHudkor Ho camo ume. [...] Mopen uyaHor xuBoTa
Ha MO30pHMLM MocMaTpao cam >XueoT no ,Foyer”-nma 3a Bpeme opmopa.
[Ma n oBpe kao u cByrge cunyeta eHcke. Y uenome cjajy otkpusa cnabo
cakpuBeHy befly, pa3BpaTHOCT M MOKBapeHOCT: packollHa ToaneTa, fleno
[loTepaHa nojaBa, ca 0CMeX0M Ha JinLy, CBe je To Nlax, y nocnefHoj dasu nax
Kao CPeAcTBo 3a XMBOT... [...] 0BAe HEMA HUYEr HU CMELLHOT HW KOMUYHOT, 0BO
je 3busba, HajcypoBMja UCTUHA, NoHWXKerbe HajBehux ocehaja. A nnak cee je
caMo nocsenuua KynType, Hanpegka... Yosek nma Behe 3axTeBe; opraHusam
nereHepuuie y wuMa n oceharba, M Mopan u NenoTy, U CBe BULIE MAe Ka #®OM83 - [l4: nucmo M. 3nokosuha ynyhero

nepsep3njn. Ako xoheTe To je cMHTe3a 3anaarbayke eTuke.2 ;‘;CZT?(':'::HJ;%”K” 3 apu3a nouerkom jyHa



2MZF - D4: letter from M. Zlokovié to Miss Jovanka,
sent from Paris at the beginning of June 1921.

Zlokovic¢ also shares his observations about Parisians, their intimacy and a
way of life that instinctively adapts to new phenomena, bringing with it new
beliefs and expectations:

Parisians are ordinary, Parisian women are not. As is commonly known,
they are of a very alluring nature, they do not hold back on their not
always convincing but still flirtatious glances, dressing up their faces with
considerable skill and reducing the collective exterior to a pleasant object
well acquainted with fashion, with refined taste and often anatomical forms.
One faces temptations much like those faced by Saint Anthony.

Furthermore. Everywhere and in every place, on the street during a walk,
at the opera during intermission, in a restaurant between courses, you see
and are astonished how two people, serene and unbothered, caress and kiss
without the slightest scruples. For us foreigners, this is surprising at first.
Our traditional morals are stirred, but little by little, we grow accustomed,
we adapt to the environment. Force d’y regarder ou Uhabitude [?]. Here,
sexual life means everything, without much moralising, without many words
or promises, without prejudice. Applying Plato’s philosophy of love is far
from anyone’s mind here. Why?, a carefree Parisian woman would ask. Such
an idea of love would seem laughable to her. As a result, love is reduced to a
vice. The examples are drastic, sad.

[...] Among the French, ethical boundaries are not clearly defined. They
tolerate many things because, deep down, they enjoy them. And once
something is presented in an attractive form, with a touch of wit, they delight
in things that have nothing in common with art, except perhaps the name.
[...] In addition to the peculiar life unfolding on stage, | also observed life in
the foyers during intermissions. And here, as everywhere, the silhouette of
a woman prevails. Amidst the splendour, it reveals poorly concealed misery,
debauchery and corruption: a lavish gown, a well-groomed appearance, a
smile on the face, all of it is false, in the final stage, a lie as a means of
survival... [...] there is nothing amusing or comical here, this is reality, the
harshest truth, the degradation of the noblest feelings. And yet, it is all a
consequence of culture, of progress... Man develops greater demands; the
body degenerates emotionally, morally and aesthetically, moving towards
perversion. If one were to define it, this can be understood as the synthesis
of Western ethics.?
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Yjyny 1921. rogunHe, 3nokosuh je NpBM NyT M3aLLa0 Ha NPUJEMHU UCINUT
3a Lkony nenmx yMeTHOCTU Koju ce cacTojao M3 TpU fdena: apxuTekType,
cnobomopyyHor upTatba M Mopenucarsa. Ca HajborboM oueHoM (premier),
nonoxwuo je apxutektypy Mehy oko 400 KoHKypeHaTa M HeroB LpTeX yrna
3rpage y UCTopMLUCTUYKOM MaHuUpy Buo je nsnoxeH y Beaux-Arts — Benukoj
canu nanate Akagemuje (cn. 7).77 Mako je cMaTpao fa f0BOSbHO A06pO LpTa,
nobujajyhn KoMeHTape ga MMa cMucna, U3 ciobofopyyHor upTakba Huje
MCMNYHWO 3axTeBe mcnuTa W, kao pendant, buo je opbujeH pagu ..cyBule
cnuKapcke u3page”, mowTo je, NpeMa BNacTUTUM YTUCLMMA, LpTeX aHTUYKe
Ba3se, He 3Hajyhu kako @paHuy3u Tpaxe pa byne, v3pagvo kKako My ce
YMHWIO fa je Hajbosbe, ,OHAKO BUWLLE CAUKapPCKKU yribeHoM" .2 Yekajyhin
HapefHu pok 3a nonararbe NpujeMHor ncnuta Ha LLkonu nenunx ymetHocTth,
n oyekyjyhn ynuc Ha noctgunnomcke cTtyguje npu Lkonu 3a HanpegHe
cTyamje (Ecole Des Hautes Etudes), kako 61 npaTvo npeaaBarsa labpujena
Mujea 13 BU3aHTUjCKe YMETHOCTU W apxeonorunje, 3nokosuh je cBojy Naxkky
M pacnonoXxwBo BpeMe YCMepuo Ha M3pajy KOHKYPCHMX pajoBa 3a HOBe
3rpage y beorpapy 3a koje cy, Tokom 1921. n 1922. rogmHe, bunn pacnucanm
KOHKypcK. 3a 3aBplueTak cTyauja Ha LLkonn 3a HanpegHe cTyamje 3nokosuh
je Tpebano pa nogHece objaBrbeHy Te3sy. [lowTo je uMao gmnemy wTa bu
mMorao fa obpagw 3a objaBy Tese, Muje My je caBeToBao Aa bv npeko pacnycta
Morao ga obvnfje MakepoHujy 1 npoyuum jegaH of Behinx Cpnckux CNoMeHumKa,
Tako WTo 6u ra fetasbHO CHUMMO W pe3ynTaTe UCTpaXuBakba NpUpeanno 3a
jenHy MoHorpadwjy.”? Meflytum, 3nokosuh je cMaTpao fa 6w of cnoMeHuka
6uo HajuHTepecaHTHMjKU MaHacTup [pavaHuLua, 0 YeMy je HaMepaBao ga ce
nocaBeTyje ca npod. MeTpoM lNonosuheM Koju je 610 CTpyyrbaK 3a CPRCKO
cpefH0BEKOBHO Hacnefe, anu je kacHuje opgabpaH MaHactup [papay Ha
koMe je 3nokoBuh cnpoBeo UCTpaxkuBarbe Koje je objaBrbeHo Tek 1936.
roguHe.®® 3a oBakBe CTpyyHe ekcreguuuje bune cy 3HauyajHe upTauke
BeLUTUHe, jep Cy MHOTM LpTexu noctojeher cTarba, YeCcTo BP0 LeTasbHMU,
paheHnu in situ. 3 nncama koje je cnao npujatesbmma u poabuHu fosHaje
ce Aa je HaMepaBao fa ce MpuWjaBM Ha HOBW KOHKYpC 3a ynuc Ha Llkony
nenux yMmeTHocTv nodetkoM 1922, rogune (13. dpebpyapal, y Hajbosboj Hagu
n cnpemHocTu ga he Tor nyTa u ycneTtu, MefjyTUM, ocTao je Heno3HaT UCXof,
TOr KOHKYpCa M eBeHTyanHo noxahare HacTaBe y Toj FOAUHM [0 NoBpaTka y
Beorpag. CauyBaHu Kpokv npema X1MBOM Mogeny, Aatupaxu y neto (jyH v jyn)
1921. n 3umy (jaHyap) 1922. rogune, ynyhyjy ynpaso Ha To aa je 3nokosuh,
pagu npunpeMa 3a nofarakbe MpuUjeMHOr UCMWTa, 0fJa3no fBa nyTa Ha
KypceBe LpTatba Koju Cy Ce BepOBaTHO OAp>KaBasv TokoM pacnycrta [cn. 8, 9).

Z7OM3 - [4: nucmo M. 3nokosuha ynyheHo
npujatesy UHX. BuHky byposuhy uns Mapusa 1. 8.
1921. roguHe.

% OM3 - [4: nucma M. 3nokosuha ynyheHa w3
Mapwza 25. 7.1 1. 8. 1921. rogune.

% OM3 - [4: nucmo M. 3nokosuha ynyheHo uHX.
BuHky Byposuhy us Mapusa 11. 1. 1922. rogune.

30 MunaH 3nokosuh, .Mpagayka upksa, 3apyxbuHa
Kpambuue Jenene”, Ckonsbe: [nacHuk Ckonckor
HayyHor apywTsa, Krs. XV-XVI, 1936, 61-80.



27MZF - D4: letter from M. Zlokovié to his friend,
engineer Vinko Burovi¢, sent from Paris on 1 August
1921.

28 MZF - D4: letters from M. Zlokovi¢, sent from Pris
on 25 July and 1 August 1921.

22 MZF - D4: letter from M. Zlokovié to his friend,
engineer Vinko Burovi¢, sent from Paris on 11
January 1922.

% Milan Zlokovi¢, “Gradac Church, Endowment
of Queen Jelena”, Skopje: Bulletin of the Skoplje
Scientific Society, vol. XV-XVI, 1936, pp. 61-80.

In July 1921, Zlokovi¢ took his first entrance exam at the School of
Fine Arts, which consisted of three parts: architecture, freehand drawing,
and modelling. He passed the architecture exam with the highest mark
(premier), among about 400 candidates, and his drawing of a building
corner in the historicist style was exhibited at the Beaux-Arts - the grand
hall of the Academy’s palace (fig. 7).#” Although he believed he could draw
well enough, having been commended on his aptitude, he did not meet the
exam requirements for freehand drawing and, as a result, was rejected
for having “too painterly a finish”. He had, by his own account, drawn an
ancient vase in a way he thought was best, “more painterly with charcoal,”
not knowing what the French examiners expected.?® While waiting for next
opportunity to take entrance exam at the School of Fine Arts, and expecting
to enrol in postgraduate studies at the School of Advanced Studies (Ecole
Des Hautes Etudes) to attend Gabriel Millet's lectures on Byzantine art and
archaeology, Zlokovi¢ focused his attention and available time on preparing
competition entries for new buildings in Belgrade, for which calls had
been announced during 1921 and 1922. To complete his studies at the
School of Advanced Studies, Zlokovi¢ was required to submit a published
thesis. As he was unsure of what topic to explore for his thesis, Millet
advised him to visit Macedonia during the holidays and study a prominent
Serbian monument, by documenting it in detail and preparing the research
results for a monograph.? However, Zlokovi¢ was of opinion that the most
interesting monument to study would be the Gracanica Monastery, and he
intended to consult with Prof. Petar Popovi¢, an expert on Serbian medieval
heritage. However, the Gradac Monastery was subsequently chosen as
the subject of Zlokovi¢'s research, published in 1936.%° For such scholarly
expeditions, drawing skills were crucial, as many drawings of the existing
state, often very detailed, were made in situ. From letters he wrote to friends
and family, we learn that he intended to apply for the new competition for
admission to the School of Fine Arts in early 1922 (13 February), hopeful and
determined to succeed this time. However, the outcome of that competition
and whether he attended classes that year prior to his return to Belgrade
remains unknown. The preserved croquis drawn from a live model, dated in
the summer (June and July) of 1921 and winter (January) of 1922, suggest
that Zlokovic¢, in preparation for the entrance exam, attended two drawing
courses likely held during the academic break (fig. 8, 9).
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YraoHu aeo nanate y Knacu4yHoM CTUNY — LWiTaMMaHn
upTexx M. 3nokoBwuha ca npujeMHor ucnuta Ha LLkonn
nenwux ymeTHocTu y Mapusy

[®M3-3A: 1000]

Corner section of a classical-style palace - printed
drawing by M. Zlokovi¢ for the entrance examination at

the School of Fine Arts in Paris
[FMZ-ZA: 1000]
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’,f 4 XKeHckn akT

| upTex - Kpoku, aat. 15. 6. 1921.

onoBka Ha nanupy, 27 x 20 um

el OM3-31P
¢ : :

Female Nude
drawing - croquis, dated 15 June 1921
pencil on paper, 27 x 20 cm

- [FMZ-ZLR]
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XKeHcku akT

upTex — Kpoku, aat. 25. 1. 1922.
onoBKa Ha nanupy, 20 x 26 um
[®M3-3/1P]

Female Nude

drawing - croquis, dated 25 January 1922
pencil on paper, 20 x 26 cm

[FMZ-ZLR]
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3a pasymeBare 3nokosuhesBor Oygyher omnyca u  HeroBux
NpoMULLIIbakba apXMTeKType, 3HayajHU Cy CTaBOBW WM3HETW Yy nucmy npod.
OparytuHy Hhophesuhy og 19. mapta 1922. rognHe, NoBoAoM TOr, HajpaHujer,
KOHKypcHOr papa. Haume, y3 3axBane 3a npusHare koje je gobuo of
npodecopa 3a oCcTBapeH NylacMaH Ha KoHKypcy, 3nokoBuh HaBogu:

Kap ynopeflyjeM HaumH obpape ca ckuuama koje caMm pafuo Ha
OBAALUH0] YMETHUYKO] LUKOIW, CAM Ce MO0 Masio YyAUM KOJIMKO CaM OACTYNuo
oA $paHuyckor npaBua. He fa 3acTynam Heke npeTepaHe MoLEpHUCTUYKE
npuHuune. Camo ytonuko aa bynem caBpeMeHWjU, UCKPeH Y AyXy BpeMeHa.
Ja caM ce y wkonu npunarofjasao knacuum wro cam bosbe mMorao. [...] Hayuno
caM bp30o 1 YncTo Aa LpTaM v NpuMeTro caM Befy OANyYHOCT y KOHLenuuju.
M wrto cam cBe BUlIe pajmo, HEOCETHO CaM Ce YAarbMBao of, LUKONCKUX
Hap3opa. XTeo 6ux Aa nofjem ceojum nytem. M ynHu mMu ce aa cam bap jefHo
nocturao: aa 3HaM wTa xohy. Of kaf ce ynosHax ca HalWM CMoMeHWLUMa
13 NpOLLIOCTK, ca TUNUYHUM dopMaMa Halmx ceockux kyha, oceTno caM fa
y cBeMy TOMe MMa [0BOJbHO efleMeHaTa 3a npumMeHy. [1o HeKUM NOBPLUHUM
ckulama BUAMM [a He rpewnm.’!

Cnoboga y apxuMTeKTOHCKOM Mulbewy 0Ouna je jegHo of
3nokoBuheBmx cTBapanaykmx ynopuwTa. To notsphyje n HaBog y YnaHky
.0 puMckom bapoky”, objaB/beHOM y Yaconucy YMeTHUYku npernes rotoso
[Be felleHunje KacHWje. JegaH of rnaBHUX pasnora 36or kojux ra je, Kao
aKTUBHOI apxuTekTy, nMpueBnayvnna ernoxa bapoka, 0 Kojoj Cy .MULLbEHA
akagemuuyapa buna ckopo yBek HeraTUBHa M HeMOBOJbHA", jecTe nocnemua
nspasutor u pybokor cTBapanawTBa 6apokHMX MajcTopa W . HbWUXOBe
MHOrocTpyke, peBoflyLMOHapHe cnobofe y nocTaBfbaky U crnpoBofjersy
HOBMX apXMTEKTOHCKMX KoHLenuumja™.2

YOM3 - [4: nucmo M. 3nokosuha ynyheHo
npodecopy [AparytnHy hophesuhy ns Mapusa 19. 3.
1922. roguHe.

*2Munan 3nokosuh, .0 pumckom bapoky”, YMeTHUYKM
nperneg, 6p. 6-7, Beorpan: Mysej kHesa [laBna,
1938, 205.



3'MZF - Dé4: letter from M. Zlokovi¢ to Professor
Dragutin Dordevi¢, sent from Paris on 19 March
1922.

* Milan Zlokovi¢, “About Roman Baroque”, Art
Review, Nos. 6-7, Belgrade: Prince Pavle Museum,
1938, p. 205.

For understanding Zlokovi¢'s future opus and his reflections on
architecture, the views expressed in a letter to Prof. Dragutin Dordevi¢ dated
19 March 1922, regarding his earliest competition entry are of particular
importance. Namely, while expressing gratitude for the recognition he
received from the professor for his placement in the competition, Zlokovié
writes:

When | compare the method of execution with the sketches | made at
the local art school, | am somewhat surprised at how much | have deviated
from the French approach. Not that | advocate any extreme modernist
principles. Only to the extent of being more contemporary, true to the spirit
of the times. At school, | adapted to classicism as best | could. [...] | learned
to draw with speed and clarity and noticed a greater decisiveness in my
concept. And the more | worked, the more | subtly distanced myself from
the academic constraints. | long to follow my own path. And | believe that
| have achieved at least one thing: | know what | want. Ever since | became
acquainted with our historical monuments, the distinctive forms of our
village houses, | have sensed that they can provide inspiration for modern
interpretation. Judging by some rough sketches, | see that | am not wrong.*’

Freedom in architectural thinking was one of Zlokovic¢'s creative
cornerstones. This is substantiated in his article “About Roman Baroque”,
published in the Art Review journal nearly two decades later. One of the
main reasons why he, as a practicing architect, was drawn to the Baroque
era, about which “academic opinions were almost always negative and
unfavourable”, was because of the pronounced and profound creativity
of the Baroque masters and “their manifold, revolutionary freedom in
establishing and implementing new architectural concepts”.*?
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YToMmnucmy 3nokosuh Takohe HaBoamM fa ce, c BpeMeHa HaBpeMe, baBu
nomaso CAMkapcTBoOM — ,Bulle y NpUMeHu Ha apxutekTypy ™. Ucto notephyje
My jenHoM apyroM nucmy w3 1922. rogmHe, koMmeHTapuwyhn ga baBmbere
CNMKapcTBOM W BajapcTBoM Yy [lapu3y, nopep CBWMX OCTanuX 3aHUMakba,
nae y MpWor HeroBUM apxXUTEKTOHCKMM LpTexmma.® OBakaB uckas je
3HauyajaH 3a pasymeBare 3nokosBuhieBor ofHoca npema 0bBJMKOBHOCTMH,
To jecTe merose notpebe ga Kpo3 LpTayke U CAnKapcke BewTuHe Hosbe
aHTMLMNMpPa NpojeKTaHTCKe MeTOAe M KOMMNO3ULMOHe acrnekTe apXuTeKkType.
Ty npakTWyHy CTpaHy WHTepecoBaka 3a clivMkapcTeo noTephyje usMmehy
OCTanor u cavyBaHW apXUTEKTOHCKW LpTex, HacTao y [lapusy maja 1921.
roAvHe, Ha KOMe Cy MpUKa3aHW OCHOBA, MPeCeK U MaBHW U3rnef KpCTUOHMLE
y BU3aHTWjckoM cTuny. Hamme, y cBojuM aytobuorpadujama - onucmma
XuBota u papa, 3nokouh je nocebHo mctuuao bopasak y Mapusy, a y
HajcagpxajHujoj n3 1956. rogmHe HaBoau fa je Ha LLkonu nennx ymeTHoCTM
noxafjao npunpeMHy apxuTekToHCKy paauonuuy [ogppoa-Ppere (Godefroy-
Freynet), uyBeHor apxutekToHcKor ABojua XXuna loadpoa (Jules Godefroy) n
ExxeHa @peHea (Eugéne Freynet).® MonasHuum oBe nosHaTe pagnoHuLEe cy
jow op noyetka XIX Beka 3a TeMy CBOjUX NPojeKTaHTCKO-rpadunykmx pagosa
MManu KPCTUOHMLY, OBWYHO OCMULLISbaBaHy Y [LyXy WCTOPULUCTUYKMX
HeOoCTW/I0Ba U HMXOBUX eKNeKTUYKMX MellaBuHa, Aok ce 3nokosBuh Taga
onpefenuno pa 3ajatak npojekTa KPCTUOHMLE ypaAun y CTUIy BU3aHTUjCKe
apxuTekType, ocnarbajyhn ce Ha cBoja MHTepecoBakba 360r Kojux je 1 fowao
y Mapus. KpcTuoHuua je mcupTaHa y NiaBoM Tywy W ONOBLM Ha Xamep
nanupy, aumeHsunja 47 x 37 uM, 1 konopucaHa akapenoM, 3nokosnheBom
OMU/bEHOM crivkapckoM TexHukom (cn. 10). Kopuctefin moryhiHocTn oee
TexHuke, 3nokoBuh je HMjaHCcaMa nacTenHux H6oja M TOHaNHWUM rpagaumnjama
[04apao KOMOPWUTHOCT BU3aHTUjCKe apxuTekType - of dacafHux ciorosa
[0 v3rnepa eHTepujepa y Mo3sawky n dpeckonucy. [lpen kpaj bopaska y
Mapu3sy, 3nokoBuh je HaupTao CBOj ayTOMOPTPET Yy TEXHULU ONIOBKE Ha
nanupy, natupad Ha 1. jaHyap 1923. roguHe, Ymnje owTpe KOHTYpe y Npukasy
nnua, Koce v oAena, KOHTPaCcTHa CeHYeHa M HarnalleHu npenasu ykasyjy Ha
yTuuaje ap feko susyenHe ymetHoctvt (cn. 11).
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BOM3 - [4: nucmo M. 3nokosuha ynyheHo
npujatessy lMetpy us Beorpapa 4. 8. 1922. roguHe.
HaBogun 13 nucma ynyhyjy Ha To ga ce BepoBaTHO
pagn o Metpy Lleposuhy (1887-1968), Bokesby
KOj/ MOTWYe M3 MOMOPCKO-TProBayke nopoaule n3
Bujene, npaBHUKY Mo BoKauWju Koju je CTyaupao
y Beuy, nosHaToM no ToMe WTO je [ao 3HauajaH
[ONPUHOC ~ Mpoy4aBaky  KyNTypHO-UCTOPMjCKOr
Hacnefja Boke KoTopcke, usMefly octanor u oHor
rPafiMTesbCkor Y apXeosioLLKor.

3¢ OM3 - [12: onuc xmBoTa U pafa apxutekte Munara
3nokosuha, penosHor npodecopa ApXUTEKTOHCKOT
dakynteta YHuBepsuTeta y bBeorpagy, part. 1.
HoBeMbap 1956. roguHe.

E—0

Kpctuonunua y BusaHTujckom ctuny
apxuTekToHcka Bexba, pat. 11. 5. 1921, Mapus
0/10BKa, TyLL 1 akBapen Ha xamepy, 47 x 37 um
[®M3-3A 1000]

Baptistery in the Byzantine style
architectural exercise, dated 11 May 1921, Paris
pencil, ink and watercolour on cartridge
paper, 47 x 37 cm

[FMZ-ZA: 1000]
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Aytonoptpet MunaHa 3nokosuha
nat. 1.1.1923.

onoBka Ha nanupy, 14 x 25 um
[®M3-311P]

Self-portrait of Milan Zlokovic¢
dated 1 January 1923

pencil on paper, 14 x 25 cm
[FMZ-ZLR]

In that letter, Zlokovi¢ also mentions that
he occasionally engaged in painting - “mainly as
it applies to architecture”. He confirms the same
in another letter written in 1922, noting that his
involvement with painting and sculpture in Paris,
alongside all his other pursuits, positively impacted
his architectural drawings.®® This statement is
important for understanding Zlokovi¢'s approach
to form, namely his need to use drawing and
painting skills to better anticipate design methods
and compositional aspects of architecture. This
practical side of his interest in painting is further
confirmed by an architectural drawing made in
Paris in May 1921, which depicts the foundation,
cross-section and main layout of a baptistery
in the Byzantine style. In his autobiographies -
descriptions of his life and work, Zlokovi¢ often
points out the time he spent in Paris. In the most
comprehensive one, written in 1956, he notes
that he attended the preparatory architectural
workshop Godefroy-Freynet, at the School of
Fine Arts, led by the famous architectural duo
Jules Godefroy and Eugéne Freynet.® Since the
early 19th century, students of this prestigious
workshop were commonly assigned the design
of a baptistery as the subject of their design and
graphic projects, typically envisioned in the spirit of
historicist neo-styles and their eclectic mixtures.
However, Zlokovi¢ chose to execute this project
in the style of Byzantine architecture, drawing on
the interests that had brought him to Paris in the
first place. The baptistery was rendered in blue
ink and pencil on cartridge paper, measuring 47 x
37 cm, and coloured with watercolours, Zlokovi¢'s
preferred painting technique (fig. 10). Exploiting
the possibilities of this technique, Zlokovi¢ evoked
the colourfulness of Byzantine architecture
through pastel shades and tonal gradations -
from facade masonry to the appearance of interior
mosaics and frescoes. Towards the end of his stay
in Paris, Zlokovi¢ drew a self-portrait in pencil on
paper, dated 1 January 1923. The sharp contours
of the face, hair and clothing, the contrasting
shading and pronounced transitions all reflect the
influence of Art Deco visual art (fig. 11).

3 MZF - Dé4: letter from M. Zlokovi¢ to his friend
Petar, sent from Belgrade on 4 August 1922.
Passages from the letter suggest that it most likely
refers to Petar Serovi¢ (1887-1968), a native of the
Bay of Kotor from a maritime and mercantile family
in Bijela, a lawyer by vocation who studied in Vienna,
and who is known for his significant contribution
to the study of the cultural and historical heritage
of the Bay of Kotor, including its architectural and
archaeological legacy.

3 MZF - D2: A description of the life and work of
architect Milan Zlokovi¢, full professor at the
Faculty of Architecture, University of Belgrade,
dated 1 November 1956.
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WNHTepecoBatba 3a UCTOPUjy apXUTEKTYPE, UCTPaAXKMBAUKe CKIIOHOCTU U
TeXHbe [la NPojekTaHTCKM paj nocMaTpa Kpo3 HoBe NpUCTyne 1 cTBapanavke
moryhHocTu, nogctaknu cy Mmnagor 3nokosuha ga npod. Hophesnhy y uctom
NMCMy U3pasu W CBOjy Xerby fa byne weroB acucTeHT. [Nopes Hamepe ga
3aTpaXu Npofy>ere CTUNneHamje 3aycaspliaBarsey [lapu3y, xeneo je ga csoj
npodecnoHanHu pag HacTaBu Ha dakynTtety, nctuuyhn pa ..Bosbe u sbybasm
3a Taj nocao uMa n MHoro". Taga je ynyTmo 1 Monby TexHnukoM dpakynTeTy 3a
acucteHTypy. MonosuHoM 1922. rogunHe, pobuo je npomyxxere cTUNeHgmje
3a jow jenHy roguHy of ctpaHe MuHuctapctea npocsete KpamesuHe CXC,
kao n notepay Aa he no nospaTky u3 [apmsa 6uTh nocTaB/bEH 3a aCUCTEHTA
Ha ApXWTEKTOHCKOM ofceky 3a npeameTe JaBHe rpaheBuHe n BusaHTujcka
apxuTekTypa.®® Tokom okTo6pa 1 HoBembpa ucte roguHe, bopasuo je y Pumy
n OGupeHuwn npoyyasajyhiv aHTUUKe U peHecaHcHe cnoMeHuke. PacumHaumja
KynTypoM MpoLwfocTM npepctaBs/bania je 06AMK HeopoMaHTUYapcKor
LOXMBSbaja cBeTa.X [lopen noMeHyTor UCTpaxuBaka MaHacTupa pagay y
okBupY cTyauja Ha LLikonu 3a HanpepHe cTtyanje, 3nokoBuh ce Taga NnocBeTUO
W npunpeMary Te3e 3a [OKTOpPAT TEXHUYKMX Hayka Koju je HamepaBao
Ja nonaxe Ha TexHuukom dakyntety y Beorpagy, ¢ pagHUM HacnoBoMm
.CaBpeMeHe npvMeHe MOHYMeHTanHMX GOpMU BU3AHTWjCKO-POMaHCKON
npasua’, UMajyfiny Buay CNoMeHUKe Cpricke Cpear0BeKoBHe apxuTekType.®’
N y 3nokoBnheBoM cnyyajy, CIMYHO UCKYCTBMMA CiuMKapa Koju Cy Heko
BpeMe bopaBunM M3BaH 3eMsbe, Baxu 3anaxare Jlazapa TpudyHosuha o
€BPOMCKMM YTULLAjUMa y CPNCKOj YMETHOCTU, U3HETO Y jeHOM 0f, HeroBux
ornepa, kako je EBpona gana Wwkony v UckycTBo, a Aa je yMeTHocT Tpebano
TpaXkutu Ha fomahem Tny.%®

®OM3 - [4: nucmo M. 3nokosuha ynyheHo
npujatesmy MeTpy n3 Beorpapa 4. 8. 1922. ronuHe.

3 CumoHa Yynwuh, Teme u ugeje MogepHor: cprcko
cnmnkapetso 1900-1941, Hosu Cap: Manepuja MaTuue
cpncke, 2017, 144.

SYOM3 - [4: nuecmo M. 3nokosuha ynyheHo
npujatesmy Metpy n3 beorpapa 4. 8. 1922. ronuHe.

% Lazar Trifunovi¢, Studije, ogledi, kritike 3 (prir.
Dragan Bulatovi¢), Beograd: Muzej savremene
umetnosti, 1990, 19.



% MZF - Dé4: letter from M. Zlokovi¢ to his friend
Petar, sent from Belgrade on 4 August 1922.

3 Simona Cupi¢, Themes and Ideas of the Modernity:
Serbian Painting 1900-1941, Novi Sad: The Gallery of
Matica Srpska, 2017, p. 144.

3" MZF - Dé4: letter from M. Zlokovi¢ to his friend
Petar, sent from Belgrade on 4 August 1922.

% Lazar Trifunovi¢, Studies, Essays, Criticism 3
(ed. Dragan Bulatovi¢), Belgrade: Museum of
Contemporary Art, 1990, p. 19.

The young Zlokovic's interest in architectural history, his research-
oriented mindset, and his inclination to explore design through innovative
approaches and creative potential, led him, as he wrote in the same letter to
Prof. Dordevi¢, to express his desire to become his assistant. In addition to
seeking an extension of his scholarship for further specialisation in Paris,
Zlokovi¢ also hoped to continue his professional career within the academic
sphere, emphasising that he had both “the dedication and passion” for
the work. He formally applied to the Faculty of Technical Sciences for an
assistantship. In mid-1922, he was granted a one-year extension of his
scholarship by the Ministry of Education of the Kingdom of Serbs, Croats,
and Slovenes, along with a confirmation that, upon his return from Paris,
he would be appointed assistant at the Department of Architecture for the
courses Public Buildings and Byzantine Architecture.’® During October and
November of the same year, he travelled to Rome and Florence to study
ancient and Renaissance monuments. His fascination with cultures of the
past reflected a neo-romantic perception of the world.® In parallel with
his research on the Gradac Monastery, conducted as part of his studies
at the School for Advanced Studies, Zlokovi¢ also began preparing his
doctoral thesis in technical sciences, which he intended to defend at the
Faculty of Technical Sciences in Belgrade. The working title of the thesis
was “Contemporary Applications of Monumental Forms of the Byzantine-
Romanesque Tradition”, with a focus on monuments of Serbian medieval
architecture.” Zlokovi¢'s experience echoes that of many painters who
spent time abroad. As art historian Lazar Trifunovi¢ observed in an essay
on European influences in Serbian art, Europe provided formal training and
experience, but true artistic inspiration was to be found at home.®
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Kpo3 wcTopujy apxuTekType, Of MojaBe MNpPBUX [PaAUTESbCKUX
0bnuka [0 caBpeMEeHUX apXMTeKTOHCKMX OCTBaperba, LpTeX MpeAcTaBsba
KOH3uUCTeHTaH obnuk pa3Boja wAeja W KoHuenuwuja, Te jeQUHCTBEHO
nofasuwTe Yy WCTpPaXuBaky WM UCNUTUBaky MNpocTopa, MpeacTaBa
JBYACKOT >KMBOTA, apXuTeKToHCKMXx obnmka w ambujeHaTa. Lptex je
CBeOYMO OHTONMOLWKOM HauYMHy JIMKOBHOP W3paXkaBakba W BU3YeslHe
KOMYyHUKaLWje, KojuMa je YoBEK 03HAYeH ,Kao Hocunal, KynType”, na ce Tako
M upTexxu u3 Antamupe Tymaye ,3a4eTKoM CTBapara’, ykasyjyhu Ha uspas
yoBeKoBOr ,nofcsecHor npeauctopujckor ocehamwa™® Takofje, upTex
npefcTaB/ba HajHeNoCpPeLHMjy MKOBHY AUCLMNANHY Koja ce M3BoAu 6p30
M Koja Huje ontepeheHa 3axTeBHWM CIMKAPCKMM acrnekTnma, na 3bor ceoje
HemnoCcpeaHoOCTH 1 KapakTepa MHTUMHOCTM MOXE YECTO MHOTO CYLUTAaCTBEHM]e
n bosbe pa uckaxe oppeheHe opHoce, mojaBe WM nuKoBe. Y OLHOCY Ha
WMpe JIMKOBHO CTBapanawTBo (cnvkapcTBo, BajapCcTBO, apxXuTEKTypy M
Apyre npuMereHe YMeTHOCTH), LpTeX Ce MOXe 03HAUUTU TeMesbLeM CBUX
JIMKOBHUX YMETHOCTU*, [OK je 3a apxuTekTe, KOjU Cy yNpaBo LpTex cMaTpanu
OCHOBOM JIMKOBHUX YMETHOCTW, OH YjelHO NpefCcTaB/bao 1 ocHOBY rpafjera.*!
Monasehu of TBpAHe PppaHuyckor apxutekte Knoa-Hukone Jlepya (Claude-
Nicolas Ledoux] na 6v oHaj koju xofie pa mocTaHe apxuTekTa Tpebano
Hajnpe Aa Mo4yHe Kao cnukap, apxuTekta Panwko Paposuh, y cabpaHum
ecejuMa o LpTeXy W JIMKOBHOM je3UKy apxXMTeKType, LipTex o3HayaBa Kao
LMCTPaXKMBa4Kku MOroH, LEHTap 3a apxuTeKTypy 1 apxuTekTe “?, cMatpajyfin
ra nofjefHako 3Ha4yajHWM 33 NOMHO UCTPaXKnBake, NpUNpemMy 1 pesyntat.”®
MN3paxaBatbe LPTEXOM U CAMKAPCKMM TeXHMKaMa Kof apxuTekaTa 4ecTo
Hapunasu notpeby ocHOBHOr MefujyMa y npouecy ¢opMuparba uaeje unum
NpojeKToBaHa M NocTaje NOPUB — MaHMP U3 Kora HacTajy nocebHu rpadmykm
M NINKOBHW CEH3UBUNINTETU KOjU OTKPMBAjy KapakTepe JIMYHOCTU, TPeHyTKe
3anaxarba MM HakKMOHOCT MOjeAUMHUM TeMaMa, MOTUBMMA W rpaduykmm
TexHukama. Op paspobrba peHecaHce, Be3a u3Melly apxutekType w
yMeTHOCTM BrBana je cBe U3paxKeHWja U pa3HOBPCHU]a.

% Marij Pregelj, .0 coveku i njegovoj umetnosti.
Studija o integraciji u umetnosti”, u: Simpozijum
Integracija likovnih umetnosti, 23-24. septembar,
1963, Beograd: Arhitektonski fakultet, 1963, 1.

‘0 Matko Pei¢, Pristup likovhom djelu, Zagreb:
Skolska knjiga, 1990, 8.
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“2 Panko Paposuh, .LipTex - ncTpaxusayku norow
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Lptexu, Tanepuja KHY, Beorpag, 10. IV - 22. IV
1990; Ranko Radovi¢, Vrt ili kavez. Eseji i studije iz
arhitekture i grada, Novi Sad: Prometej, 1995, 96.
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“0 Matko Pei¢, Approach to an Artwork, Zagreb:
Skolska knjiga, 1990, p. 8.
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“2 Ranko Radovi¢, “Drawing - The Exploratory
Engine of Architecture and Architects”, in: Ranko
Radovic - Drawings, KNU Gallery, Belgrade, 10 April
- 22 April 1990; Ranko Radovi¢, Garden or Cage.
Essays and Studies on Architecture and the City, Novi
Sad: Prometej, 1995, p. 96.

“*Ranko Radovi¢, Garden or Cage. Essays and Studies
on Architecture and the City, Novi Sad: Prometej,
1995, p. 94.

Throughout the history of architecture, from the emergence of
the earliest building forms to contemporary architectural achievements,
drawing has served as a consistent medium for developing ideas and
concepts - a unique starting point for researching or examining space,
representations of human life, architectural forms, and environments.
Drawing has borne witness to the ontological mode of artistic expression
and visual communication, marking humans as “bearers of culture”. In this
sense, even the drawings in Altamira are interpreted as the “beginning of
creation”, reflecting an expression of humanity’s “subconscious prehistoric
sensibility”.* Moreover, drawing represents the most immediate artistic
discipline that is performed swiftly and unburdened by the demanding
aspects of painting. Its immediacy and intimate character often allow it to
convey certain relationships, phenomena, and figures more fundamentally
and effectively. In comparison to the broader field of visual arts (painting,
sculpture, architecture, and other applied arts), drawing can be regarded
as the cornerstone of all fine arts®, while for architects, who have long
considered drawing the foundation of the fine arts, it has also served as
the very basis of construction.*' Starting from the assertion of the French
architect Claude-Nicolas Ledoux, who claimed that anyone wishing to
become an architect should first begin as a painter, architect Ranko Radovi¢,
in his collected essays on drawing and the visual language of architecture,
described drawing as an “exploratory engine, a centre for architecture
and architects"®?, viewing it as equally significant for thorough research,
preparation, and result.“* Among architects, the practice of drawing and the
use of painting techniques often transcends the basic need for a medium
in the process of idea formation or design, becoming an impulse - a
manner that gives rise to distinctive graphic and visual sensibilities. These
reveal aspects of personality, moments of observation, or an affinity for
specific themes, motifs, and graphic techniques. Since the Renaissance,
the connection between architecture and art has become increasingly
pronounced and diverse.
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ApxMTeKTOHCKa MO0jaBHOCT, Y WAEJHOM W y O0BJMKOBHOM CMUCHY,
HacTaje M3 upTexa — chivke, Te Buno ga ce pagu o UMNPeCUjU UK reHesun
nheje, IMKOBHOM NpuKasy Hekor objekTa y Wmnpem NpocTopy NN TEXHUYKOM
cKkJiony CTPYKType Wnu peTarba, JIMKOBHW MpWKas je HeusocTaBaH [eo
cTBapanaukor npoueca (csydajHor, CMOHTaHOr UK ycMepeHor) 1 cpefcTBo
pauuoHanusauuje y MNOCTynKy ocTBapera. Y KhnacuyHoM obpasoBakby
apxuTekTe nocebHo cy ce HeroBasne LupTauke BelTuHe.* 3a Bu3yenHa
npeacTaBs/bakba apxmMTeKkType cy nocTojane ogpeheHe KOHBeHLMje, A0 KOjUX CY
Hapo4yuTo Ap>KaNie yMeTHUYKe akafeMuje, anu je BpeMeHoM, Kako ce MeHao
OHOC MpeMa MpocTopy, eCTETULM U GYHKLM|W, LipTakbe NornpuMarno cBe BuLLe
cnobopfe 1 M3paxajHOCTK, Na Cy pasnYnUTU MOLEPHU U aBaHrapLHU NOKPETU
HacTojanu fa upTex ynoTpebe Kao KpUTUYKM U KPeaTUBHU WMHCTPYMeHT.*s
Moxke ce 3aK/by4uUTH [a je CBaKM apxXMTEeKTOHCKMN nokpeT XX Beka JOMpUHeo
oborafinBary upaeje o UpTeXy, JOK Cy YaK M KpUTMYapW OBMX MokpeTa
pasymMenu BpPeAHOCT LpTeXa Kao KOHLUEeNTyanHor anata wiu cBepoka.*
MHorn uncTakHyTM NobOpPHMLM MOLEpPHOr MOKpeTa, a MOTOM U HUXOBU
cnepbeHnUn, UManu Cy jeAUHCTBEH LpTayku PyKOMMC KOjU je BPEMEHOM
nocTao Leo HUX0BOI cTBapanaydkor umuya — bpyHo Tayt, Epux MeHgencoH
(Erich Mendelsohn), Xanc Menuur (Hans Poelzig), Teo Bax [y36ypr (Theo van
Doesburg), Jle Kopbusje (Le Corbusier), Ansap Anto (Aalto], Ockap Humajep
(Oscar Niemeyer) v gpyru.*” Mefjy cpnckuM u jyrocsioBEHCKMM apXuTeKkTMa
Koju cy Brunm nocebHO HaKNOHEHM LPTEXY M IMKOBHOM U3paXkaBatby, Kao LUTOo
cy Anexcangap Jepoko, [puropunje Camojnos, Jypaj HajoxapT, AnekcaHpap
@OpojneHpajx, bornaH BorpaHvosuh, Hophe MeTtposuh, 3opaH lNeTposuh,
Muxajno Mutposuh, Bpanucnas MuneHkosuh, PaHko Pagosuh v gpyrn®,
nsgBaja ce apxutekT MunaH 3nokoBuh YMju MMKOBHM oNyc, NPeno3HaT/bMB
no TexHULUM akBapena n n3bopy MoTvBa, NpefCcTaB/ba CBOjeBPCHU OAMaK Of
MpOojeKTaHTCKOr paja U U3pas UHTUMHUX CEH3UBUNIUTETA KOjWM je NMPEHOoCKO
CBOja ecTeTcka M apupmaTBHa oceharba. Y cpefnwTy HeroBor MMKOBHOT
n3paxkaBarba jecTe ynpaBo LpTex. 3nokoBuheB XWBOTHU credo, BefpuHa
[yXa v ONTMMU3aM, eHepruyHocT 1 noceeheHOCT pagy, Ha yneyaT/bMB Ha4YUNH
OMUCYjy HberoBa pasMuLUibakba 1 3anaxkarba M3HeTa joLl TOKOM CTYLEeHTCKUX
faHa y nucMy npujatesby Mey PapoHnunhy, Bokerby nopeknom n3 [obpoTe,
notorteM beorpaickoM niekapy:

[da 6u me bosbe pasyMmeo, usHehy TM y KpaTko Moj mornef Ha >uBoT. o
MeHTanuTeTy cnajaM oA Mpuiunke y BPCTy ancTpakTHUX MaTepujanucta. Mma
npeann3ama anam oH Huje HeorpaHu4yeH, oH MMa MOryRHOCTW OCTBapeksa, OH je
KoHkpeTaH. OBo cxBahatbe XXMBOTA, N0 MOME MULLIbetbY je Hajbosbe. Hajborbe
3aTo0 jep 3af0B0O/baBa 3axTeBe, YKOMMKO OHW Mory Aa byaoy 3af0BosbeHM, Ma
UManu oHW naeanHy nognory. Tek TpaXXnMOo N y XXMBOTY OHO LUTO je Hemoryhe
BuheMo HecpefiHu 1 He3agoBosbHU. Ann TakBe Xerbe He Tpeba ga umamo,
Mo3HajeMo Halle cHare, Mopamo Aa Wx Aobpo oAMepuMOo mpe Ho LTO ce
ycyamMMmo pa ctynumo y bopby. Ako mx [obpo oLeHMMO, MOXEMO M ycrnex Aa
oueHuMmo. Butn cBectaH cBoje jaunMHe, UMaTK noysparea y camor cebe, To
cy npeporatuBe 3a nobepy. LLta uma nenwer op nobene? Ceaky cTBap Kojy
ocTBapumo noMohy Halle Bosbe, MMa npeTxonHy 6opby. Bopba go nobepne o je
ceH3auwja. M3 HM3a ceH3auwja cactoju ce XxumBoT. [1o kK1Ma MMaMo fa cyanmo
cappxaj >xxuBoTa, be3 ob3upa Ha BpeMe. XKnBoT je bopba a y 6opbu xmBoT.

Anu nocne bopbe v HajjayeM YoBeky noTpebuT je ogmop.*’

“0 Tome Bugetn y: Alberto Perez-Gomez,
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Education, No. 36/2, 1982, 2-7.

“0 Tome Buaetn y: Frédéric Migayrou, Bob Sheil,
The Past, Present and Futures of Drawing, in: Drawing
Futures. Speculations in Contemporary Drawing
for Art and Architecture (eds. Laura Allen, Luke
Caspar Pearson), London: The Bartlett School of
Architecture, 2016, 3.
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Architectural expression, both in conceptual and formal terms,
arises from a drawing - an image. Whether it involves an impression or
the genesis of an idea, a visual depiction of an object in a broader space,
or the technical composition of a structure or detail, visual representation
is an indispensable part of the creative process (whether accidental,
spontaneous, or directed) and a tool for rationalisation in the process of
realisation. In the classical education of architects, drawing skills were
particularly nurtured.* There were established conventions for the visual
representation of architecture, which were particularly adhered to by art
academies. However, over time, as attitudes towards space, aesthetics,
and function changed, drawing gained more and more freedom and
expressiveness. Various modern and avant-garde movements sought to
use drawing as a critical and creative instrument.® It can be concluded that
each architectural movement of the 20th century contributed to enriching
the concept of drawing, with even critics of these movements recognising
the value of drawing as a conceptual tool or witness to creation.** Many
prominent proponents of the modern movement, and later their successors,
developed a distinctive drawing style that over time became part of their
creative image - Bruno Taut, Erich Mendelsohn, Hans Poelzig, Theo van
Doesburg, Le Corbusier, Alvar Aalto, Oscar Niemeyer, and others.”” Among
Serbian and Yugoslav architects who were particularly inclined towards
drawing and visual expression - such as Aleksandar Deroko, Grigorije
Samojlov, Juraj Neidhardt, Aleksandar Freudenreich, Bogdan Bogdanovi¢,
Dorde Petrovi¢, Zoran Petrovi¢, Mihajlo Mitrovi¢, Branislav Milenkovi¢,
Ranko Radovi¢, and others*, the architect Milan Zlokovi¢ stands out.
His artistic oeuvre, recognisable by his watercolour technique and his
choice of motifs, represents a distinct departure from his design work
and an expression of intimate sensibilities through which he conveyed his
aesthetic and affirmative emotions. At the heart of his artistic expression
lies drawing. Zlokovic's life credo, cheerfulness of spirit and optimism,
energy and dedication to work, are impressively described in his thoughts
and observations from his student days, expressed in a letter to his friend
Ivo Radonicic, a Bokelj by origin from Dobrota, who would later become a
Belgrade physician:

To help you understand me better, | will briefly share my outlook on
life. By mentality, | could be classified as a kind of abstract materialist. There
isidealismin it, but it is not limitless; it has the potential to be realised - it is
concrete. In my view, this understanding of life is the best one. It is the best
because it satisfies demands, provided they can be satisfied, even if they are
grounded in ideals. If we seek the impossible in life, we will end up unhappy
and dissatisfied. But we should not have such desires - we must be aware of
our strengths, carefully measure them before daring to enter the fray. If we
assess them well, we can also gauge our chances of success. Being aware of
one’s own strength, having confidence in oneself - these are the prerequisites
for victory. What is more beautiful than victory? Every achievement we attain
through our willpower is preceded by struggle. Struggle towards victory is
a sensation. Life consists of a series of such sensations. Through them, we
judge the essence of life, regardless of time. Life is a struggle, and within
struggle is life. But even the strongest person needs rest after the battle.*
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YMeTHUukM nopme 6uo je ctanHo npucytaH y 3nokoBuheBoM
XWBOTY — Buno fa ce MHTepecoBao 3a YMETHOCT, pasBujao LpTauke
BELUTUHE, MOCe3a0 3@ YMETHUYKUM UCKYCTBMMA W NPEnyLITa0o CinKaky
unu nocehnBao nsnoxbe M NPOMULLIBAO YMETHUYKE TeHAEHUMje. Y3
apxXMTeKTOHCKe 3ajaTke, cliMkarbe je 3a 3nokoBuha buno penakcaumja,
CTajlHa npeokynmauuja WM [JyxOoBHa eraucTeHuuja, aaum MW CMOHTaH
HacTaBak NPOjeKTaHTCKMX NMpoMULLIbatba. Hberos ogHoC npemMa LpTexy
M INKOBHOM M3paXkaBakby C€ MeHao TOKOM >KMBOTa U NpopecnoHanHe
kapujepe (cn. 12). JerbaBatbe aKTUBHOCTM Ha MPOjeKTAHTCKOM MjaHy
noactakno je 3nokoBuhieBe yMeTHMUKE MOPUBE W WMHTEH3UBMPAO
baB/berbe cankapcTBoM. CKNOH eKcnepuMeHTy, Te UCMMTMBaHMMa
Yy LOMEHY MpOMOpPLMjCKUX, FrEOMETPUJCKNX U JINKOBHUX OAHOCA, HUje
ce nubuo pa CBOje WHTeNnekTyanHe MOTeHUMjane WU eMOLMOHaHM
Haboj cybnuMupa y NMKOBHMM pajoBUMa nogjefHako obenexeHnM
cnonTaHowhy u cknagoM.® lNpeMaa npakTMyHO Huje Buo BesaH 3a
npojeKTaHTCKu pag, 3nokoBMHeB IMKOBHYM OMYC, KapakTEPHO M TeMaTCKK
jeBMHCTBEH, MPOM3UIasmn U3 UCTor ceH3nbunuTeTa, nokasyjyhn werosa
ecTeTcka MNpOMULLIbarba KOja Cy M3BaH apXWTeKTOHCKMX OKBMpa
MAW nak npencTaBibajy HafoMyHy apXUTEKTOHCKUM yBeperbUMa. Y
cTBapanawTBy apxuTtekta Munana 3nokoBuha un3gBajajy ce yeTupwu
eTane y KojuMa je MaHUpecToBaH pasBoj HErOBOI JIMKOBHOI M3pa3a
- nepwog ycaspluasatsa y lMapusy (1921-1923), paspobibe aktusHoOr
npojekTaHTa v roguue pyror ceeTckor paTa koje cy ycnegune (1923-
1945), nmocnepaTHM KOHTEKCT apxuTekToHcke npakce (1946-1956) u
MO3HM Nepuoj CTPYYHUX aHraxxosarba U MHTepecoBatba (1957-1965).

Mnapom apxutekty 3nokoBuhy bopasak y lNapusy obenexwuno
je pa3Bujarbe LpTauknx U CIMKApPCKUX BELITUHA, NPBEHCTBEHO JbyACKe
durype, o 4eMy CBEAOYM HWN3 CayvyBaHWUX CKMUL@ MarbUX popMaTa U Ha
pasnnyYUTUM BpCTaMa Manupa HacTanux y aTesbey YMeTHWUYKe LuKose
cnukapcTtea u Bajapctea (Académie de la Grande Chaumiere) Tokom
Bexxbarba Ha xuBoM Mogeny. Llptarbe sbyacke durype npepcrassba
HeusocTaBaH [eo Yy YMeTHUYKOM ca3speBatby. Bp3n Kpokuju cy
yTMLAnu Ha yMeTHU4YKo ocniobafarbe, anu M LpTayko ycaBplUuaBakbe,
wro he kop 3nokosuha gohun [o M3paxaja y MO3HOM Mepuomy Koju
je obenexuno cavkare >XEHCKUX NMKOBA, aKTOBa W XaHp cueHa. Y
JIMKOBHOM CTBapasiallTBy LipTeX 03HayaBa BWA ayTOPCKOr KCKasa unn
cTBapanaukor npoweca, npeacTaBrbajyhv ayTeHTUYaH pykomumc KojuM ce
BW3yanu3yjy IMYHU CEH3MDMNWUTETH, NpeHoce 3anaxarba U 0TKpUBajy
MMarnHaumje, Te Tako WCKasyjy AyXoBHe M KapakTepHe ocobuHe
LpTaya yMeTHWKa yTkaHe Yy NvHuje 1 dusnoHomujy uptexa. ,Csu
BENMKM MajcTopu upTexa”, uctmye Jbybomup Epuh, ,.bunu cy ersaktHum
JYXOBW MO CHa3n CBOT YMETHUYKOI MULLIbEHA U MO CBOjOj €r3akTHOj
daHTasmjn”.%" Tokom bopaska y Mapwusy, 3nokosuh je Ha pacrnonaratrby
MMao [0BOSbHO BpeMeHa, buo je MoAcTakHYT AefivMa U3NO0XEHUM Y
napuckuM MysejuMa u canoHMMa, na je focTa NaxHe yCMepuo yrnpaso
Ka LpTaukuM v cnnkapckuM Bexkbama. HakoH akapemckor obpasoBama
ca J[OMWMHAHTHOM 3acTyrybeHowRy KknacMyHux cTuioBa, a mnpe
3anoynkbatba Kapujepe akTWBHOI MpojekTaHTa M MpuxsaTara uieja
MoAepHor nokpeTa, 3a 3nokoBuha je BpeMe npoBefeHo y Mapusy buno
3HaYajHO 3a aHTULUMMUParbe BACTUTUX CXBaTaka WM CTBapanaykux
TeXHMK. Mako je 3aHMMarbe 3a LpTeX U CIMKapCcTBO Y TO BpeMe NoTeko
of, HaMepa fa npyxe noMoh y bynyhieM npojekTaHTCKOM pafy, OHO je KOA,
Hera NoAcTakno HU3 aduHMTeTa Koju he TOKOM HapefHUX AeLeHuja
BOAMTU CUMHTE3N eCTeTCKMX MPOMMULLI/baka W JIMKOBHO-06JMKOBHUX
apTukynauuja.

% opaH M. babuh, Hebojwa AnTeweswuhi, ,Yaconuc
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6p. 15, 2019, 53.
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Students of the Faculty of Architecture, University
of Belgrade”, Journal of the Museum of Applied Art,
No. 15, 2019, p. 53.

" Ljubomir Eri¢, On Drawing, Belgrade: Arhipelag,
2010, p. 15.
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XKeHcku Top3o

nat. 15. 4. 1921, beorpag
aksapen, 15 x 28 um
[®M3-311P]

Female Torso

dated 15 April 1921, Belgrade
watercolour, 15 x 28 cm
[FMZ-ZLR]

The artistic impulse was a constant presence in Zlokovi¢’s life -
whether he was interested in art, developing his drawing skills, reaching
for artistic experiences, immersing himself in painting, or attending
exhibitions and contemplating artistic trends. Alongside his architectural
duties, painting for Zlokovi¢ was both a form of relaxation, a constant
preoccupation, and a form of spiritual existence, as well as a spontaneous
extension of his design reflections. His attitude towards drawing and
artistic expression changed throughout his life and professional career (fig.
12). The decline in his architectural activity stimulated his artistic impulses
and intensified his engagement with painting. Prone to experimentation
and exploration in the domain of proportional, geometric, and artistic
relationships, Zlokovi¢ did not hesitate to sublimate his intellectual potential
and emotionalenergyinto artworks that were equally marked by spontaneity
and harmony.® Although not practically tied to his design work, Zlokovi¢'s
artistic oeuvre, characterised by its unique themes and style, emerged
from the same sensibility, revealing his aesthetic reflections that extended
beyond architectural frameworks or, in some instances, complemented his
architectural beliefs. Milan Zlokovic's creative work can be divided into four
phases that illustrate the evolution of his artistic expression: his period
of training in Paris (1921-1923); the period of active architectural design
practice and the years of the Second World War that followed (1923-1945);
the post-war context of architectural practice (1946-1956); and the late
period of professional engagements and interests (1957-1965).

For the young architect Zlokovié, his stay in Paris was marked by the
development of his drawing and painting skills, primarily focused on the
human figure, as evidenced by a series of preserved sketches in smaller
formats and on various types of paper. These sketches were created in the
atelier of the Art School of Painting and Sculpture (Académie de la Grande
Chaumiére) during his practice sessions with live models. Drawing the
human figure is an indispensable part of artistic maturation. The rapid
croquis influenced artistic liberation and improvement of drawing skills,
which would become evident in Zlokovic's later period, characterised by
paintings of female figures, nudes, and genre scenes. In visual creation,
drawing signifies a form of the author’s personal expression or creative
process, representing an authentic style through which personal
sensibilities are visualised, observations are conveyed, and imaginations
are revealed. It expresses the spiritual and character traits of the artist-
draughtsman, woven into the lines and physiognomy of the drawing. “All
great masters of drawing”, emphasises Ljubomir Eri¢, “were precise minds
by the power of their artistic thinking and by their precise imagination™.’’
During his stay in Paris, Zlokovi¢ had ample time at his disposal and was
inspired by the works exhibited in Parisian museums and salons, directing
considerable attention to drawing and painting exercises. Following his
academic education, which was predominantly oriented towards classical
styles, but before embarking on his career as an active designer and
embracing the ideas of the modern movement, his time in Paris proved
crucial for anticipating his own understanding and creative aspirations.
Although his interest in drawing and painting at that time initially stemmed
from a desire to support his future design work, it sparked a series of
affinities in him that, over the following decades, would lead to a synthesis
of aesthetic reflections, and visual-formal articulations.
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Hekonuko cauyBaHux LpTeXa y TEXHULM YITbeHa U 010BKE Ha nanupy,
HacTanMx Mo TUMNCcaHWM UM KepaMWyKUM MofenuMa CKynnTypa jow npe
cTyanja y lpauy, cBefoye o akageMCcKOM MpuUCTyny upTaky, 6e3 MHoro
cnoboge M ayTeHTUYHOCTM, KOjUMa ce TeXMW/o caBnajaBaky npobnema
y npukasy cnoxeHuje dopMme - komnosuunje. OBU peannucTUUKM LPTEXM
Harnawasajy TPOAMMEH3NOHANHOCT NpefMeTa Kpo3 YBPCTY GOpPMY M YNCTY
JIMHMWjy TOTOBO reoMeTpujcke npeuunsHoctu (cn. 13). Tome y npunor mae
CeHYyere MOCTUTHYTO LipadupareM, CBETIOCHUM akLeHTUMa U TOHCKOM
rpagauujoM. MefyTum, nopep OBMX LWKOMCKMX 3ajaTaka 3HayajHUX 3a
cTMLahe LupTayknx BewTuHa, 3nokoBuhy cy y ymeTHWYKkoM ocnobafjamy u
pas3Bujakby JIMKOBHOT M3pa3a Npema BNacTUTOM JOXWBIbajy MOMOMN ynpaso
KPOKWMjN KOjU KPaTKWUM, BUjyraBuUM 1 MeKaHUM MoTe3nma 0/10BKe UK YIibeHa
pa3bujajy KnacuyHy nMHeapHOCT U peanncTUyHy nyHohy y npukasy ¢opme,
unHehu fa upTex Byfe CMOHTaHUjU U akLeHTOBaH C BUWe uMnpecuje (c.
14). HakoH HW3a KpOKMja XEHCKMX M MYyLIKUX GUrypa, HauMHEHUX TOKOM
NMoMeHyTUX NpunpeMa 3a npujeMHu ncnut, 3nokosuh je xeneo ga ce onpoba
My CNUKapcKoj MpenctaBu, 0 4yeMy CBefoyM cnumka Hactana 17. 1. 1922.
rofivHe, Ha KOjoj Cy NpuKasaHe Kynayuue nopef peke y TeXHUUM akBapena,
Koju 360r HakHagHe fopafe uMa ocuunauuje y mekohn Harnoca 6oja (cn. 15).
OBa cBojeBpcHa npobHa cnuka, npoucTekna n3 BexbuW upTara JbYACKUX
burypa, onpas je M MoLepHUX TEHAEHLM]A Y GPaHLYCKO] YMETHOCTU NPBUX
JeueHnja XX Beka, NoLTo je TeMa Kynayuua buna oMmmrbeHa Mefly cnvkapvma
MMMNpecroHn3Ma v NoTOKUM cegbeHnuma.




Zlokovich

CTyAuvja npeMa runcaHom Mogeny, aat. 1. 4. 1914.

yr/beH Ha xamepy, 25 x 38 uM
[®M3-31P]

Zlokovich

study after a plaster model, dated 1 April 1914
charcoal on cartridge paper, 25 x 38 cm
[FMZ-ZLR]

A few preserved drawings in charcoal and pencil on paper, created
after plaster or ceramic sculpture models even before his studies in Graz,
testify to an academic approach to drawing, characterised by little freedom
and authenticity, primarily aimed at mastering the depiction of more
complex forms - compositions. These realistic drawings emphasise the
three-dimensionality of the object through solid forms and clean, almost
geometrically precise lines (fig. 13). This is further enhanced by shading
achieved through hatching, light accents, and tonal gradation. However,
in addition to these school assignments, essential for acquiring drawing
skills, it was the croquis - characterised by short, wavy, and soft strokes
of pencil or charcoal - that significantly contributed to Zlokovi¢'s artistic
liberation and the development of his visual expression, allowing him to
break away from classical linearity and realistic fullness in form depiction,
making his drawings more spontaneous and impressionistic (fig. 14).
After a series of croquis of female and male figures, created during the
aforementioned preparations for the entrance exam, Zlokovi¢ wanted to try
his hand at painting, as evidenced by the painting dated 17 January 1922,
depicting bathers by a river, executed in watercolour. Due to subsequent
retouching, it shows variations in the softness of paint application [fig. 15).
This experimental painting, resulting from exercises in drawing human
figures, also reflects the modern tendencies of French art in the early
decades of the 20th century, given that the theme of bathers was a favourite
among Impressionist painters and their successors.
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XKeHcku akT

upTex - kpoku, gat. 3. 1. 1922.
nacten Ha nanupy, 27 x 20 um
[®OM3-3/1P]

Female Nude

drawing - croquis, dated 3 January 1922
pastel on paper, 27 x 20 cm

[FMZ-ZLR]
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Kynauunue Ha nnaxu
nat. 17.1.1922.
akBapers, 44 x 30 um
[®M3-311P]

Bathers on the Beach
dated 17 January 1922
watercolour, 44 x 30 cm
[FMZ-ZLR]
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N3bopoM y 3Batbe acucTeHTa Ha ApXMTEKTOHCKOM ofceky TexHuykor
bakynTeTa TokoM wkoscke 1923/1924. rogvHe, HenocpeLHo Mo NospaTky 13
Mapu3a, 3anouena je 3nokoBuheBa HacTaBHU4YKa Kapujepa. OBoM Mmo3uBy
3nokoBuh je 6uo nocebHo noceeheH. MMosbe HErOBOr Mefarowkor paga
Bunu cy npojekTaHTCKM NpefMeTU — jaBHe rpafjeBuHe, a 3aHMMao ce U 3a
npoyyaBakbe cakpajsHe W TpaauuMOHaNHe apxUTeKType jyrocioBeHCKOr
nonHeb/mwa. 3a poueHTa je m3abpan 1932, a 3a BaHpepHor npodecopa
1939. roguHe. VicTtoBpeMeHo, M3 roguHe y roguHy, nosehaBao ce obum
NpojeKTaHTCKMX 3afaTaka y CBOjCcTBY oBnawheHor apxMTekTa — NpojekTaHTa
y NpUBaTHO] Npakcu, Kako Kpo3 akTuBHa yyellha Ha apXWUTEKTOHCKUM U
ypbaHUCTUUKMM KOHKYypCMMa, Tako M Kpo3 Hapylbe npojekaTa of cTpaHe
NpUBaTHUX MHBECTUTOPA U jaBHWX yCTaHoBa, na je 36or bpojHux obaBesa
M HepocTaTka BpeMeHa MOTUCHYO CBoje crvkapcke aduHutete. ToKOM
[Be [eleHuje HajnIoLOHOCHMN]er U HajakTUBHMjer paga y npakcu, kaga cy
HacTana Haj3HavajHuja 3nokoBuheBa ocTBapera koja he obenexuTn He
CaMo HEeroB apxMTEKTOHCKK onyc, Beh u cprncky u Beorpafcky apxuTekTypy
nsmefly nBa cBeTcka paTta, 3nokoBuh je yrnaBHOM CcaM pajuo Ha
OCMULUSbaBaksy CBOJUX UAEJHUX peLleHba M LpTakby NpojekaTa, y3 MoBpeMeHy
nomoh cTapmjux CcTygeHaTa W yKibyyvBarbe capajHuka pagu mcupTaBarba
npojekaTa, U3pafe CTaTUYKMX NpopayyHa W pa3peluaBarba KOHCTPyKLMja U
nHcTanaumja. Ceoje LpTayke U CNMKapcke BELUTUHE CMENO je KOPUCTWO Y
npukasmnMa npojekarta, HapouUTo Ko LpTexa dacafa v y nepcrnekTuBama
ekcTepujepa n eHtepujepa (cn. 16, 17). Y panujoj dasu cTBapanawTsa,
NpoXeToj ap AeKo yTuLajMMa, Koja je Tpajana Ao noYeTka TPUAECeTUX roAnHa,
3nokosuh je y peanunsaumju cBojux npojekarta capafuBao U ca eMUHEHTHUM
yMeTHULMMA - BajapuMma TOr BpeMeHa Koju cy bunu 3acnyxHu 3a Bulle
dacagHux perbedHMx Komnosumumja, Mehy kojuma ce nctmuao 3nokosuhes
ayroropuiren npujatess Cpeten CtojaHosuh (c. 18).
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M. 3nokoBuh, naejHo peLLerse 3a XenesHUKy cTaHuLy
Ha YmMuwm 1y ObpeHoBLy, ynuynu usrneg, gat. 9. 10. 1925.
TyW 1 aKkBapen Ha xamepy/kapToHy, 47 x 32 um
[MIB-IM3: 377]

M. Zlokovi¢, conceptual design for the railway station in Umka
and Obrenovac, street elevation, dated 9 October 1925

ink and watercolour on cartridge paper/card, 47 x 32 cm
[MGB-LMZ: 377]

E—

M. 3nokoBuh, xoten Xuya, MatapyLwika bama, 1931-1932
repcnekTMBHM Npukas

akBapes/reall 1 nacTen Ha KapToHy, 62 x 46 uM
[®M3-3A: 80]

M. Zlokovi¢, Hotel Zida, Matarugka Banja, 1931-1932
perspective view

gouache on card, 62 x 46 cm

[FMZ-ZA: 80]
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M. 3nokosuh, kyha CnobogaHa AparytnHosuha
3maj JoBuHa 31, 3eMmyH, 1928-1929
[®M3-30]

M. Zlokovi¢, House of Slobodan Dragutinovic¢
31 Zmaj Jovina St., Zemun, 1928-1929
[FMZ-ZF]

Upon his appointment as an assistant at the Department of
Architecture of the Faculty of Technical Sciences during the 1923/1924
academicyear, shortly after his return from Paris, Zlokovi¢'s teaching career
began. He was particularly dedicated to this vocation. His field of pedagogical
work encompassed design courses - primarily public buildings - and he
also took an interest in studying the sacral and traditional architecture
of the Yugoslav region. In 1932, he was promoted to the rank of assistant
professor, andin 1939 to associate professor. At the same time, his workload
as a licensed architect-designer in private practice steadily increased each
year, both through active participation in architectural and urban planning
competitions and through project commissions from private investors and
public institutions. As a result of numerous obligations and a lack of time,
he had to set aside his artistic inclinations. During two decades of his most
productive and active practice - when his most significant works were
created, leaving a mark not only on his architectural oeuvre, but also on
Serbian and Belgrade architecture between the two world wars - Zlokovic¢
predominantly worked independently on conceptual designs and project
drawings. He occasionally received assistance from senior students and
engaged collaborators for project drawing, performing static calculations,
and resolving structural and installation issues. He boldly employed his
drawing and painting skills in project representations, particularly in the
drawings of facades and in the perspectives of exteriors and interiors (fig.
16, 17). In the early phase of his creative work, which was marked by Art
Deco influences and lasted until the early 1930s, Zlokovi¢ collaborated on
the realisation of his projects with eminent artists - sculptors of the time -
who were responsible for several relief compositions on building facades.
Among them, Zlokovi¢'s long-time friend Sreten Stojanovi¢ stood out [fig.
18).

-
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Y HeobjaB/fbeHOM pyKOMWUCY MWUCAHOM Ha TeMy capafhe JIMKOBHUX
YMEeTHMKa ca apxuTekTuMa, koju je kpajeM 1939. roguHe npunpemao 3a
yaconuc YmetHuuku npernes, 3nokoBuh ucTuye Aa je yrnaBHOM HecTano
npase konabopauwuje namelly apxutekata v JMKOBHUX YMeTHMKa, a U Kaja
je TakBe capapghe buno, oHa HMje Nokasana pesynTaTe Koju Cy ce C NpaBoM
Mornn oyekneaTn.’? ,[la nukoBHO Aeno Oyme camocTasiHa M XUBa jefAnHKa
Yy M3BECHO] apXWTEKTOHCKO] KOMMO3WLMjWM, @ He CaMO KOHBeHLMOHasHa
[oNyHa, HaBoan Aasbe 3nokoBuh, ,,HECYMHMBO je y 3aBUCHOCTU Of, OCHOBHE
apXUTEeKTOHCKe 3aMucin.“® Y apxuTekTypu nexXe npanoyeuu Jbyacke
MaHudecTaumje yMETHUYKOr, Tj. JbyAMMa cBojcTBeHor oceharba Hedyera
wTo 61 6uno M3Hag anconyTHor yTunutapuama’, 3abesexmo je y apyrom
HeobjaB/beHOM pykonucy, cMaTpajyfiv fa je NorpeLlHo apxmMTeKTypy CTaBUTK
Yy UCTU pef ca CAUKApCTBOM WAW CKYAMTYpOM, MOWTO OHa ,.MpeAcTaBba
HELWTO BMULe of 4YMCTO CcybjeKTMBHOr cTBapanawTBa”’, anu W Mocienrsu,
MaKCMManHW M3pa3 Koju je pocTynaH cuhylwHoj nNponasHocTM 4YoBeka
Kafjia U3BMpE UCKPEHO W3 jefHe CBECHO KynTypHe cpeauHe.® Y nepuopy
no IOpyror ceetckor paTta, MunaH 3nokoBuh je nMao 3anaxeHa ydyelwha
W aHraxoBarha Yy OCHWBawy [pyne apxuTekata MogepHor npasua®,
M3naraykuM akTMBHocTMMa rpyne 06imk®, kao u y papy Knyba apxutekaTa
npu Cekunjn Beorpap Yaopy>ersa jyrocioBeHCKUX UHXeHepa U apxuTekaTa.
Mopen dakynteTcke cnyxbe, 3nokoBuh je XOHOPapHO PagMo Kao HacTaBHUK
y Beorpapckoj peanuu npepajyhin HaupTHy reometpujy (1924-1925), a y
CpepHboj TexHU4Koj Wkonu HaupTHy reomeTpujy, pafjeBnHCKe KOHCTpyKLUMje
n lMpojekToBarbe jaBHMX rpaheBuHa (1924-1928); 3aTum je kpaTko 6uo
aHrakoBaH y lpaduukoj wkonu 3a npeameT Hayka o ctunosmma (1927-
1928), pok je y Buwioj nefarolkoj wkonu apxao Hactasy U3 OpHaMeHTHKe
OpHaMeHTanHe KoMnosuuuje (1928-1936).5

Ceu 0BUW npodecnoHanHn aHraxkmMaHu, Kao v OKOJHOCTM Yy KOjuMa
ce TokoM MefypaTHor nepuopa pasBujana apxMTeKTOHCKa Mpakca, HUCy My
0CTaB/bajln BPeMeHa f[a Ce Kpo3 C/IMKapCTBO MOCBETU UCTpakuBarbuMa
JIMKOBHOCTM W MiacTuumMsMa Yy MOLEPHUCTUYKMM  apXUTEKTOHCKUM
TeHAeHUMjaMa, Kako je To, peumMmo, YnHuo apxutekT Jle Kopbusje kpos
CBOje MypPUCTUYKE CAMKE W HUXOBY WHTErpauujy y apxMTeKTOHCKOM
npojekToBatby.”® ToMe fie ce 3HaTHO CMOHTaHWje U eMOTUBHMje MOCBETUTH
TeK y 3eHuTy cBoje kapujepe. TokoM gBageceTux rogunHa, 3nokosuh je Bule
nocesao 3a LpTarbeM aKToBa y TEXHWLM ONOBKe W yribeHa Ha nanupy, Te
CliMKarbeM TEMMEPOM W akBapesioM, 0 YeMy CBefo4YM HeKONMKO LeceTuHa
cauyBaHUX UpTexa, ctyamnja u ciuka (cn. 19), moryhe 36or akTyenHoctv TeMe
aneropmjcknx cueHa dacapHux pesbeda NpPUMEHEHUX Yy apxuTekTypu. Y
HapefHoj Nak feLeHunju, BrLLe Ce 3aHMMao 3a MOTUBE U3 BANXKEr oKpy>Xehsa,
Kao LWWTO Cy MpTBa MPMpOAa, U3rnef eHTepujepa CBOr [OMa, CLieHe ca
nyToBarba M NPM30pKM Nej3axa Mnu rpagckmx ambujeHaTa, HacTanu TOKOM
nsneTta, NeTrUx pacnycta y Bokn KoTopckoj v cTpyyHux ekcrneguuuja Ha
npoy4yaBakby rpagutessckor Hacnefa. Mako je y oBoM pa3gobsby 3nokosuh
Hacnukao Maru bpoj akBapena, Buwe M3 pasoHofe M He3 Hamepe ga My
To Bype mpeokynauuja, MpUMeTaH je yTuuaj YMETHUYKUX CTpeMsberba Tor
BpeMeHa. ToMe cy nocebHo ponpuHenn usnoxbe ynaHosa rpyne 06sauk un
Apyxerbe ca cnukapuma MnageHom Jocuhem, Koctom XakmMaHoM, JoBaHOM
Bujennhem, Mnogparom MeTtposnhiem n Bacom MomMopuwyem.

2(®MM3 - [120: HeobjaBbeH pykonuc M. 3nokosuha
nucaH 3a yaconuc YmetHuyku npernes, pat. 17. Xl
1939.

% Ucro.

% OM3 - [120: HeobjaB/beH U HefaTUpPaHu pykomnuc
Mwunana 3nokosuha HasBaH CyLTiHa apXMTeKTOHCKOT
cTBaparba.

% [pyna apxutekata MoAepHOr npasua OCHOBaHa
je y Beorpapy 12. HoseMbpa 1928. roguHe. Hbenn
OCHMBa4YM UM nNpBM uYnaHoBW, mnopes Munana
3nokoBuha - npeacefHuka rpyne, 6uam cy
apxutekTn BpaHucnas Kojuh, Oywan Babuh n Jan
Ly6osu. MNpema HaBogMMa M3 KpPaTKMX HOBUHCKUX
caonwTerba, jeiMHN U MaBHK Lusb rpyne 6uo je aa
nponarvpa MofepHy apxuTekTypy, AOK je 4naHoM
rpyrne Morao noctaTv CamMo apxuTeKTa ca ..MOAepHUM
cxBaTarbeM caBpeMeHe apxutekType”. O fenatHoctu
oBe rpyne u ynosum MwunaHa 3nokoBuha BMOETH y:
Buktopuja Kamunuh, ..OcBpT Ha penaTHocT [pyne
apxutekata MofepHor npasua”, [oguiimak rpaga
Georpaga, «w. LV-LVI, 2008-2009, 239-264; A.
Bankovi¢, .Grupa arhitekata modernog pravca i
Milan Zlokovi¢", 156-163.

% ApxutekT Munan 3nokosuh je og 1929. mo 1939.
rofMHe y4yecTBOBao Ha MNeT u3Nox6u ymeTHWuKe
rpyne 06auk, w3naxyhu cBoje apxMTEKTOHCKe
npojekte (I, X - kao rocr, XI, XIl v XV [XVI] - kao unaH).
0 ToMe Bugetu y: V. Rozi¢, Umetnicka grupa .,Oblik”
1926-1939, 89, 93, 128, 136, 137, 142, 164.

7®M3 - [12: onuc xmBoTa 1 pafa apxutekte Munara
3nokosuha, pefoBHor npodpecopa ApXUTEKTOHCKON
cdakynteta YHuBep3uTeta y bBeorpagy, pat. 1.
HoBeMbap 1956. roguHe.

%0 Jle KopbusjeoBoM nnMKoBHOM onycy BuaeTuH y: Le
Corbusier, New World of Space, New York: Reynal &
Hitchcock, 1948; Le Corbusier - The Graphic Work
(ed. Heidi Weber), Basel: Birkhauser Verlag AG,
2004; Le Corbusier ou la synthése des arts (ed. Casar
Menz), Exposition, Genéve, Musée Rath, Milano:
Skira, 2006.




2MZF - D20: unpublished manuscript by M.
Zlokovi¢ written for the Art Review journal, dated 17
December 1939.

| bid.

%MZF - D20: unpublished and undated manuscript
by Milan Zlokovic titled The Essence of Architectural
Creation.

%The Group of Architects of the Modern Movement
was founded in Belgrade on 12 November 1928.
Its founders and first members, in addition to
Milan Zlokovi¢ - the group’s president - were
the architects Branislav Koji¢, Dusan Babic,
and Jan Dubovi. According to brief newspaper
announcements, the sole and main aim of the
group was to promote modern architecture, while
only architects with a “modern understanding
of contemporary architecture” could become its
members. For more on the group’s activities and
Milan Zlokovi¢'s role, see: Viktorija Kamili¢, “A
Review of the Activities of the Group of Architects of
the Modern Movement”, Godisnjak grada Beograda,
vol. LV-LVI, 2008-2009, pp. 239-264; A. Bankovic,
“The Group of Architects of the Modern Movement
and Milan Zlokovi¢”, pp. 156-163.

% Architect Milan Zlokovi¢ participated in five
exhibitions of the Oblik art group between 1929 and
1939, exhibiting his architectural projects (I, X - as
a guest, XI, XIl and XV [XVI] - as a member). See: V.
Rozi¢, The “Oblik” Art Group 1926-1939, pp. 89, 93,
128, 136, 137, 142, 164.

S MZF - D2: description of the life and work of
architect Milan Zlokovi¢, Full Professor at the
Faculty of Architecture, University of Belgrade,
dated 1 November 1956.

% For more on Le Corbusier’s artistic oeuvre, see:
Le Corbusier, New World of Space, New York: Reynal
& Hitchcock, 1948; Le Corbusier - The Graphic Work
(ed. Heidi Weber), Basel: Birkhiuser Verlag AG,
2004; Le Corbusier ou la synthése des arts (ed. Casar
Menz), Exhibition, Geneva, Rath Museum, Milan:
Skira, 2006.
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XKeHa Ha cTonmum
akT, gat. 11. 2. 1934.
akBapen, 16 x 24 um
[®M3-311P]

Woman on a Chair

nude, dated 11 February 1934
watercolour, 16 x 24 cm
[FMZ-ZLR]

In an unpublished manuscript written on the topic of collaboration
between visual artists and architects, which he was preparing for the Art
Review journal at the end of 1939, Zlokovi¢ noted that genuine collaboration
between architects and visual artists had largely disappeared, and even
when such cooperation did occur, it failed to produce the results that could
rightfully have been expected.’?” Forawork of visual art to be anindependent
and living entity within a particular architectural composition, rather than
just a conventional addition”, Zlokovi¢ further stated, “it is undoubtedly
dependent on the fundamental architectural concept.”® “In architecture
lie the primordial beginnings of human artistic manifestation, that is, the
human-specific feeling for something beyond absolute utilitarianism”, he
noted in another unpublished manuscript, believing that it was a mistake
to place architecture on the same level as painting or sculpture, since it
“represents something more than purely subjective creation”. Moreover, he
viewed itas the ultimate, highest form of expression accessible to humanity’s
fleeting existence, provided it genuinely arises from a consciously cultivated
cultural environment.* Up to the outbreak of the Second World War, Milan
Zlokovi¢ was actively involved in the founding of the Group of Architects of
the Modern Movement®, in the exhibition activities of the Oblik art group®,
as well as in the work of the Architects’ Club within the Belgrade Section
of the Association of Yugoslav Engineers and Architects. In addition to his
faculty duties, Zlokovi¢ worked part-time as a teacher at the Belgrade
Real School, where he taught Descriptive Geometry (1924-1925), and at
the Secondary Technical School, where he taught Descriptive Geometry,
Building Structures, and Public Building Design (1924-1928). He was also
briefly engaged at the School of Graphics, teaching the subject titled The
Science of Styles (1927-1928), while at the Higher Pedagogical School, he
taught Ornamentation and Ornamental Composition (1928-1936).%7

All these professional engagements, along with the circumstances
in which architectural practice developed during the interwar period, left
Zlokovi¢ with little time to engage in exploring the visual and plastic aspects
of modernist architectural tendencies through painting, much like architect
Le Corbusier did by integrating his purist paintings into architectural
design.® He would only begin to engage in this more spontaneously and
emotionally at the peak of his career. During the 1920s, Zlokovi¢ primarily
focused on drawing nudes using pencil and charcoal on paper, as well as
painting with tempera and watercolour. This is evidenced by several dozen
preserved drawings, studies, and paintings (fig. 19), likely influenced by
the relevance of allegorical scenes of facade reliefs applied in architecture
at the time. In the following decade, his interest shifted towards motifs
from his immediate surroundings, such as still lifes, interior views of his
home, scenes from travels, and depictions of landscapes or urban settings
captured during excursions, summer holidays in the Bay of Kotor, and
professional expeditions studying architectural heritage. Although he
painted fewer watercolours during this period, more for leisure and without
the intention of making it a primary focus, the influence of contemporary
artistic trends is evident. This was particularly fostered by the exhibitions
of the Oblik group members and his association with painters Mladen Josic,
Kosta Hakman, Jovan Bijeli¢, Miodrag Petrovi¢, and Vasa Pomorisac.
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Cnukap Jocuh je y mefypaTHoM nepuopy ABa nyTa nopTpeTuncao
3nokosuhesy cynpyry Katuuy (1902-1994), pohjeHy Mupocasmesuh, og
munowTe 3BaHy Kaja. Mpeu noptpert, Hactao 1927. roguHe (cn. 20), ayro
BpeMeHa je kpacuo Tpnesapujy nopoguyHe kyhe Ha Heumapy, a paHac ce
Hanasn kop, 3nokoBuhese hepke Munuue Mojosuh. CBoje MHTepecoBatse
3a aKkTyeslHy yMeTHWYKy npakcy 3nokoBuh je m3paxaBao nocehvBareM
n3noxbu n npaherem paga beorpafcke ymMeTHU4Yke cueHe. Tako je, mo
JocuheBoj xemn, 3nokoBuh npurogHum obpaharbeM oTBOpUO M3N0X6Y
HEeroBMX C/IMKA y BENKOj canu YMeTHMUKor nasusboHa ,Leujeta 3ysopuh”
Ha Manom KanemergaHy 29. mapta 1936. roguHe.’ ToMm npunukom je
McTakao fa HeroBo CANKApPCTBO HWje TeHAEHLMO3HO U Aa ,Jocuh He cnaga
Yy OHe ciuKape Koju, Mof pasHUM napofiama, Texe U Xefle fa CBoja YNCTO
bonehnea cxBaTatba NpeacTaBe Kao jeguHo Moryha y cMuciy caBpeMeHor
YyMEeTHWUKOr MpexuBsbaBarba’, Beh Aa je oH ,NPOCTO YMETHWK COMMAHOr
MCKYCHOT 1 MajCTOPCKOT No3HaBakrba 3aHaTa, MyH OHOTr MoJeTa, Koju je ofyBeK
6ro KapakTepucTMyaH 3a 036usbHOT M NpefaHor pagHuka . CmaTpajyhin
[a je JOMyLWTEHO, YaK M 3a Npenopyky, .4a ce y cBakoj npuanumn baw He
Mopajy CAuKapcTBY NpunucuMBaTth pa3He, bUNo MaToNolwkKe MAK counjanHe
TeHgeHumje”, 3nokosuh je nouptao kako Jocuh 34paBMM ouuMa rnena
Ha npupogdy W Aa je ynopaH y cBojoj ocehajHOCTM 3a GU3NYKY NenoTy K
MaTepujanHy UCTuHy.®!

Mo pacnywTarwy [pyne apxuTekaTa MogepHor npaBua, 1934,
roomHe, Munan 3nokoBuh u octanu ocHusaum (Bpanucnas Kojuh, Jan
[y6osu, dywan Babuh) noctajy unaHosu ymetHuuke rpyne 06smk koja je y
LenuHu buna MofepHo, eBPONCKU yCMepeHa 1 Koja je Kao TakBa OKymnsbana
MOLEPHO onpeaesbeHe JIMKOBHE YMETHUKE, OTBOPEHE 33 HOBO M MPOMEHE Y
YyMeTHOCTW.%? ApxutekTu cy cBojuM yyelufieM oboraTunu akTMBHOCTU rpyne
06auk, [ONPUHEBLUWN HEHO] MyNTUANCLUUMNIMHAPHOCTU, NMOLUITO Cy CBM Bunn
nobOpHMLM MOLEPHMX CXBaTakba Yy apxMTEKTypu. Y CBOM OCBPTY Ha MOLEPHY
apxuTekTypy koja je buna npefctaB/beHa Ha usnoxbu rpyne Obsaunk 1929.
roguHe y laBumoHy ,LlBujeta 3ysopuh”, mefly pagose Kog kojux cy, y
nornegy ypaBHOTEXEHOCTU Maca, MOCTUIHYTU CaBpLUeHa XapMOHWja U YnUCT
ytucak, byphe Bowkosuh yBpwtasa u 3nokosnhiese npojekTe 3a dpabpuky
aeponnaHa v xuaponnaHa 3maj u suny Moszep y 3emyy (cn. 21).

% 0 oBoj caukapckoj u3noxbu MnageHa Jocuha
Buaetn: M3anoxba cnmka r. M. Jocuha. W3noxby
je oTBOpWO poueHT YHuBep3suTeTa, r. M. 3nokosuh”,
Monntuka, 30. mapt 1936, 12; .Jydye je oTBOpEHa
usnoxba cnuka MnageHa Jocuha®, Bpeme, 30.
mapT 1936, 9; Mlunan]. Klawanwun], .Cnukapcrso
y cnyxbu”, Bpeme, 10. anpun 1936, 4; Tomop
Manojnosuhi, .MponeTwe wusnoxbe”, beorpasgcke
onwTuHcKe HosuHe, 5. Maj 1936, 405.

¢ Jyye je oTBOopeHa wusnoxba cnvka MnapeHa
Jocuha”, Bpeme, 30. MmapT 1936, 9.

"UcTo.

©20ToMe BuAeTny: bpaHko Monosuh, . Jyrocnosexcka
caBpeMeHa ymetHocT u 06amk”, y: bpatko Monosuh.
JlnkosHe kputuke, ornean v ctyauje (npvp. B. Posunh),
435-438; V. Rozi¢, Umetnicka grupa .0blik™ 1926-
1939, 39, 86, 92, 93.

® hyphie Bowkosuh, .MogepHa apxuTekTypa Ha
n3noxbu ‘06nvka’”, Cpncku KibukeBHM rNacHuK, Kib.
XXIX, 6p. 3 (1930), 216.



% For this painting exhibition by Mladen Josic,
see: “Exhibition of Paintings by Mr. M. Josi¢. The
Exhibition Was Opened by University Assistant
Professor Mr. M. Zlokovi¢”, Politika, 30 March 1936,
p. 12; “Yesterday, the Painting Exhibition by Mladen
Josi¢ Was Opened”, Vreme, 30 March 1936, p. 9;
Mlilan]. KlaSanin], “Painting in Service”, Vreme,
10 April 1936, p. 4; Todor Manojlovi¢, “Spring
Exhibitions”, Beogradske opstinske novine, 5 May
1936, p. 405.

¢ “Yesterday, the Painting Exhibition by Mladen
Josi¢ Was Opened”, Vreme, 30 March 1936, p. 9.

¢ |bid.

¢2 For more on this, see: Branko Popovi¢, “Yugoslav
Contemporary Art and “Oblik”, in: Branko Popovic.
Art Criticism, Essays and Studies (ed. V. Rozi¢), pp.
435-438; V. Rozi¢, The “Oblik” Art Group 1926-1939,
pp. 39, 86, 92, 93.

¢ Purde Boskovi¢, “Modern Architecture at the
‘Oblik’ Exhibition”, Serbian Literary Herald, vol.
XXIX, No. 3 (1930), p. 216.

The painter Josi¢ twice painted a portrait of Zlokovi¢'s wife, Katica
(1902-1994), née Mirosavljevi¢, affectionately known as Kaja, during the
interwar period. The first portrait, created in 1927 (fig. 20), adorned the
dining room of the family home in Neimar for a long time and is now in
the possession of Zlokovié¢'s daughter, Milica Mojovié. Zlokovi¢ expressed
his interest in contemporary artistic practice by attending exhibitions and
following the work of the Belgrade art scene. Thus, at Josi¢'s request,
Zlokovi¢ delivered an opening address for his exhibition of paintings in the
large hall of the “Cvijeta Zuzori¢™ Art Pavilion at Mali Kalemegdan on 29
March 1936.%7 On that occasion, he emphasised that Josic¢'s art was not
tendentious, stating that “Josi¢ is not one of those painters who, under
various slogans, strive and wish to present their purely sentimental
perceptions as the only possible approach to contemporary artistic
expression”. Rather, he described Josi¢ as “simply an artist with solid,
experienced, and masterful knowledge of the craft, full of that enthusiasm
which has always been characteristic of a serious and dedicated worker”.¢
Believing that it is permissible, even advisable, “for painting not to be
assigned various pathological or social tendencies on every occasion”,
Zlokovi¢ emphasised that Josi¢ views nature with healthy eyes and remains
steadfast in his sensitivity to physical beauty and material truth.¢'

After the dissolution of the Group of Architects of the Modern
Movement in 1934, Milan Zlokovi¢ and the other founders (Branislav Koji¢,
Jan Dubovi, and Dusan Babi¢) became members of the Oblik art group.
This group was entirely modern, European-oriented, and, as such, brought
together artists with a modern outlook who were open to new ideas and
changes in art.? By joining Oblik, the architects enriched the group’s
activities, contributing to its multidisciplinary nature, as they were all
proponents of modern architectural principles. In his review of modern
architecture presented at the Oblik group exhibition in 1929 at the “Cvijeta
Zuzori¢” Pavilion, Burde Boskovi¢ included Zlokovié's designs for the Zmaj
aircraft and seaplane factory and the Moser villa in Zemun [fig. 21) among
the works that achieved perfect harmony and a clear impression in terms
of mass balance.®
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Mnapen Jocuh, lMoprper Katuue 3nokosuh, 1927.
yIbe Ha NnaTHy, 43 x 48 um
[BnacHuwTeo nopoguue 3nokosnh-Mojosuhl

Mladen Josié, Portrait of Katica Zlokovié, 1927
oil on canvas, 43 x 48 cm
[Zlokovic-Mojovi¢ family collection]

WOTAEL « BAAE- [ 6-ME3THL-
[ MBAEACTAAY -

- 2

M. 3nokosuh, Buna BpyHa Mosepa, Mo3epoBa 7, 3eMyH,
1929-1931, cnoMeHWK KynType, akcOHOMeTPpUjCKM npukas
TyLL, 0/10BKa M aKkBapen Ha xamepy, 36 x 50 um
[MFB-NM3: 217]

M. Zlokovi¢, Villa of Bruno Moser, 7 Mozerova St., Zemun,
1929-1931, cultural monument, axonometric view

ink, pencil and watercolour on cartridge paper, 36 x 50 cm
[MGB-LMZ: 217]
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Mptsa npuposa ca urpaykama
nat. 18. 12. 1937.

aksaper, 38 x 28 um
[®M3-3/1P]

Still Life with Toys

dated 18 December 1937
watercolour, 38 x 28 cm
[FMZ-ZLR]

23

Mptsa npupoaa ca mackom v hyrom, 1938.
akeapen, 29 x 29 um
[®M3-3/1P]

Still Life with a Mask and Jug, 1938
watercolour, 29 x 29 cm
[FMZ-ZLR]
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Cnukapcteo KocTe XakMaHa, KOju je MOYETKOM TPUAECETUX rofguHa
nocTao unaH ymeTHuuke rpyne 06auk, a on 1934. po 1939. roonHe pagmo
Kao yuymTesb CMKAPCKUX BeLTWHA Ha APXUTEKTOHCKOM OAceKy TexHuukor
dakynTeTa, TeMaTCcKu je Be3aHO 3a Mnpukase CBaKOAHEBHOr XuBoTa, buno
[a ce pagu 0 MpPTBOj NMPMPOAM, Mej3axy uau nopTtpeTy. Ha ToMm Tpary u
3nokoBuh TUX TpUAeCeTUX roanHa paamu cBoje akBapene. 13aBecHe npoMeHe
y CIMKapcKoj TeXHWLUM 1 apTUKynaLuuju cBefove 0 Tparawy 3a BAACTUTUM
nspasom. OBnagaBarbe TeXHUKOM akBapena omoryhuno My je na ca Bulle
cnobope npeHece cBoj ceH3MbunuTeT.% [1Be MpTBE NpMpoAe ca Urpaykama
W NpefMeTUMa Ha CToy Y TeXHWLUM akBapena Koje notudy u3 1937. n 1938.
roguHe nokasyjy ocehaj 3a komnosumuujy u ynotpeby 6oje (cn. 22, 23). Osa
ABa akBapena npuMmep cy benexerba npegmeTa CBakogHeBMLE KOjU cy ce
Kao esleMeHTU KOMMOo3uLuje Halu CiyvyajHo uan KpaTkoTpajHo. bp3uHa
cnukama BogeHMM bojama norogosana je 3nokoBMheBOM TeMMNepameHTy, jep
je Ha Taj HaYMH Morao Aa M3pas3u CBoja TPeHYTHa pacnofioxema, 3abenexu
npu3op npep KojuM ce Hallao WM NpukKaxke CBoje TPEHYTHe MHCMUpaLmje.
YnpaBo ce MpTBa Npupoaa, Kojoj je HoBM cMucao 1 noacTuuaj pao Mon CesaH
(Paul Cézanne)®, npuctynajyfiv joj npeeHcTBeHO ca acnekTa npobnemMatmke
KoMmmosuumnje n opMe, U3BOjMIA Kao KapaKTePUCTUYaH MOTUB KPO3 KOju
he 3nokoBuh, y jeKky MHTEH3UBHOT C/IMKakba MNOYETKOM LUE3[eCeTUX roanHa,
n3pakaBaTu CBOje MypucTUUKe ekcnpecuje. HegatnpaH akBapen eHTepujepa
canoHa nopoauuHe kyhe (cn. 24), kao 1 nNpukas oTBOpeHoOr Npo3opa ca Tpu
cakcuje uBeha, HacTanu BepoBaTHO TOKOM TpMAeCeTUX roAvHa, ynyhyjy Ha
yTvuaje Matucosor [Henri Matisse) cnukapctea u dosusma (cn. 25). ,Cnuke
MpuBaTHWX MPOCTOPa, Kao CTPYKTypasiHu Aeo Tunonoruje ypbaHnx npusopa,
WHTErpuLLly y CBOje 3Ha4yerbCKO MoJbe 1 MOTMB MPTBE NpMpofe, Koju nocTaje
nocpefHa cTyAuja NIMYHOCTU, CTaTyCHM eneMeHT Bypykoacke CTBapHOCTH,
o3HauuTesb Npeobpaxaja apywTea“.%

¢ 0 TexHMUM akBapena W CiuKary akBapesom

Bupetn y: John Fitzmaurice Mills, An Observer’s
Guide: Materials & Techniques of Watercolour,
London: Frederick Warne Ltd., 1981; Lisbet Braren-

Weinrich, Slikanje akvarelom, Sarajevo: Svjetlost,

1991.

¢ Lionello Venturi, Od Giotta do Chagalla, Zagreb:
Mladost, 1957, 186.

¢ Cumona Yynuh, Teme u ugeje mozepHor: cprcko
cmkapetso 1900-1941, 145.

2

EHTepujep canoHa nopognydHe kyhe Ha Kotex Henmapy
Hepart. (1930-Te)

aksapen, 50 x 35 um

[®OM3-3/1P]

Interior of the Salon in the Family House at KoteZ Neimar
undated (1930s)

watercolour, 50 x 35 cm

[FMZ-ZLR]



% For more on the technique of watercolour and
watercolour painting, see: John Fitzmaurice Mills,
An Observer's Guide: Materials & Techniques of
Watercolour, London: Frederick Warne Ltd., 1981;
Lisbet Braren-Weinrich, Watercolour Painting,
Sarajevo: Svjetlost, 1991.

% Lionello Venturi, From Giotto to Chagall, Zagreb:
Mladost, 1957, p. 186.

¢ Simona Cupi¢, Themes and Ideas of the Modernity:
Serbian Painting 1900-1941, p. 145.

25

po3op ca cakcujama uyseha
Hepart. (1930-Te)

Temnepa Ha nanwpy, 50 x 35 uM
[®OM3-311P]

Window with Flower Pots
undated (1930s)

tempera on paper, 50 x 35 cm
[FMZ-ZLR]

The painting of Kosta Hakman, who joined the Oblik art group in the
early 1930s and taught painting skills at the Department of Architecture,
Faculty of Technical Sciences, from 1934 to 1939, was thematically focused
on depictions of everyday life - whether it was still life, landscape, or
portrait. Following a similar direction, Zlokovi¢ created his watercolours
during the 1930s. Certain changes in his painting technique and articulation
bear witness to his pursuit of a personal mode of expression. Mastering the
watercolour technique allowed him to convey his sensibility with greater
freedom.* Two still lifes featuring toys and objects on a table, painted in
watercolour in 1937 and 1938, display a keen sense of composition and
colour use (fig. 22, 23). These two watercolours exemplify the capturing
of everyday objects that appeared as compositional elements either
by chance or briefly. The speed of painting with watercolours suited
Zlokovic¢'s temperament, as it allowed him to express his current moods,
record scenes before him, or visualise his momentous inspirations. It was
precisely still life, to which Paul Cézanne gave new meaning and impetus®,
approaching it primarily as a matter of composition and form, that stood
out as a characteristic motif through which Zlokovi¢, in the midst of his
intensive painting in the early 1960s, expressed his purist sensibilities. An
undated watercolour of the family home’s salon interior (fig. 24), along with
a view of an open window with three flower pots, likely painted during the
1930s, point to the influence of Henri Matisse’s painting and Fauvism (fig.
25). “Images of private interiors, as structural elements within the typology
of urban scenes, also incorporate the motif of still life into their field of
meaning, transforming it into an indirect study of personality, a status
symbol of bourgeois reality, and a signifier of social transformation”.®
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TokoMm opnasaka y Boky Kotopcky TpupeceTux roauHa, yrnaBHOM
y BpeMe neThwux pacnycTa, 3nokoBuh je obuvyaBao camMkaTu npuMopcke
ambujeHTe n nej3axke Koju he My ocTaTu TemaTcka Mpeokynauunja U TOKOM
HapenHe ABe fdeueHunje. Of Kako cy nejsaxu noctanu jefHo of obenexja
MOJEepHOr CIMKapCcTBa, MHOMM CAIKapK Cy yNpaBo y TOM MOTUBY NPOHanasuamn
cBoja HagaxHyha, >xenehu fa npukaxy He caMo jefMHCTBEHOCT ambujeHTa
WNW yTUCKe NpUpoAe, Hero 1 aa npeHecy cBoja ocehara MecTa Ha KoMe Cy
ce Hawnu. Tema nejsaxa, y3 MpTBy npupody, ambujeHTe rpaga, npuBaTHU
AW MHTUMHKW NPOCTOp W ayTonopTpeTe, buna je yobnyajeHa n noHajBuLle
3acTynsbeHa Mefly nunkoBHMM yMmeTHuuuMma 3nokoBuhieBe reHepauwuje. Y
Beorpagy ce y ToM nepropy cHaXkHo pa3Buja MOAepHa yMeTHOCT 3axBasbyjyhin
wuperby rpafaHcke kyntype.®” Mako Huje npunapao Kpyry ciavkapa, anu
CBaKako jecTe MUsbey cTBapanaua us cepe BusyenHe kyntype®, 3nokosuh
je ancopboBao akTyefnHe yMeTHW4YKe yTuuaje, Hanalehu y cTBapHOCTU K
peasHOM CBeTy Moa3uLiTa 3a CBOj IMKOBHM recT. Be3saH 3a Boky KoTopcky
CBOjMM MOPEKJIOM, OH je joLLl O MAIaA0CTM Hanasno NoACTULA] Y MPUMOPCKUM
npepenuMa n npupoau kojoj ce gmueuno. Cehajyhn ce Boke n pogHor kpaja
Kora ce yxeneo, y nucMy npujatessy MBy PapoHuunhy n3 maja 1920. rogune
nuwe:

Ja Hucam necHuk ga 6ux Morao fa oneBaM CBY NenoTy Halle TaMolUHe
npupoge, anu je oceham, ja je BuauMM. Kao apxutekT, ja caM Ha hy ynyheH,
Ha rbeHe nojaBe U PpyHKUMjy. Koo MeHe Ayx UHTyuumje M nocMaTparba Mopa
na byne pa3BujeH, jep MU je 3agaTak Aa CNpPOBeAEM LUTO Tellky Be3dy u3Mehy
npupoge u ceor gena. A o je ymetHocT. Y Boku, Ta Be3a je caBpweHa. M baw
3aT0 WTO XEeNuM [ia je BUAMM, jep MU HbeHa apxuTekTypa roBopu O CjajHoj
NPOLUNOCTM U HEHO] LeKafeHumnjn, a rae npupopa cama obehaBa Benuky
6yoyfiHocT. [...] OHaj MMPHM XMBOT MOA XapoM CyHUa, NPWUjaTHUM MUPKUCOM
Mopa u ceexxum BeTpoM ([yunhieso pacnonoxerse!!) nahie Mu Befy cHary u
HoB nonet 3a byayhHocT. XKueehun Ha obanu Mopa, Ha Mopy, y cnoboan ayxa u
Tena ocehafy ce paneko of cBeTa, faneko of CBakofHEBHUX bpura, faneko
Of, CBake KOHBEHLIMOHANHOCTW. Hek MW NpupoAa 0CBeXW eHeprujy 3a pag u
jow jaye nobyan sbybas 3a cBe LWTO je Neno. To cy esbe 3a neTo.*’

70 MofepHOM y CprckoM caukapcty usmefly asa
cBeTcka paTta Bugetu y: CuMoHa Yynuh, [pahaHcku
MoZepHU3aM M nornynapHa Kyntypa. Enusone moaHor,
nomogHor wu mogepHor (1918-1941], Hosu Cag:
Matuua cpncka, 2011; ucta, Teme u ugeje MmosepHor:
cpncko cinkapetso 1900-1941.

¢ 0 [pylWTBEHO] Yyno3u BU3yenHe  KynType Y
MefjypaTHoj JyrocnaBuju M KOHTEKCTUMA HoeHor
npoyyaBarba Bupet y: AnekcaHpap Kapujesuh,
JyrocnoseHcka apxuTekTypa wu3melly nBa cBeTcka
pata [1918-1941): koHTexcT Tymayerwa, Beorpap:
®unosodcku dakynTeT YHusepauteTa y Beorpagy,
2023, 31-56.

¢ ®M3 - [6: nucmo M. 3nokosuha ynyheHo
npujatessy MBy Paponununfiy ns Beorpapa 26. 5.
1920. roguHe.



¢ For more on the modern in Serbian painting
between the two world wars, see: Simona éupic’,
Bourgeois Modernism and Popular Culture: Episodes
of the Fashionable, Faddish, and Modern (1918-1941),
Novi Sad: Matica Srpska, 2011; ibid, Themes and
Ideas of the Modernity: Serbian Painting 1900-1941.

¢ 0n the social role of visual culture in interwar
Yugoslavia and the contexts of its study, see:
Aleksandar  Kadijevic, Yugoslav  Architecture
Between the Two World Wars (1918-1941): Contexts
of Interpretations, Belgrade: Faculty of Philosophy,
University of Belgrade, 2023, pp. 31-56.

¢ MZF - Dé: letter from M. Zlokovi¢ to his friend Ivo
Radonici¢, sent from Belgrade on 26 May 1920.

Duringhisvisitstothe Bay of Kotorinthe 1930s, mostlyduringsummer
holidays, Zlokovi¢ would often paint coastal settings and landscapes, which
would remain a recurring theme for him over the next two decades. Since
landscapes had become one of the hallmarks of modern painting, many
painters found their inspiration particularly in this motif, aiming not only to
depict the uniqueness of the environment or their impressions of nature,
but also to convey their emotional experience of the places they found
themselves in. Alongside still lifes, cityscapes, private or intimate interiors,
and self-portraits, the theme of landscapes was a common and prominent
subject among the visual artists of Zlokovi¢'s generation. In Belgrade
during this period, modern art was flourishing, fuelled by the expansion
of urban culture.®” Although Zlokovi¢ was not part of the circle of painters,
he certainly belonged to the milieu of visual culture creators®, absorbing
contemporary artistic influences and finding in the tangible world and lived
reality a starting point for his visual expression. Tied to the Bay of Kotor
by his origin, he had, from a young age, found inspiration in the coastal
landscapes and natural surroundings he so admired. Recalling Boka and
his native region, which he deeply missed, he wrote in a letter to his friend
Ivo Radonici¢ in May 1920:

| am not a poet, capable of extolling all the beauty of our nature there, but
| feel it, | see it. As an architect, | am drawn to it, to its phenomena and its
function. In me, the spirit of intuition and observation must be cultivated, for
my task is to establish the closest possible connection between nature and
my work. And that is art. In Boka, that connection is perfect. And precisely
because | wish to see it - because its architecture speaks to me of a glorious
past and its decadence, while nature itself promises a great future. [...] That
peaceful life beneath the blazing sun, with the pleasant scent of the sea and
the fresh breeze (in Ducic¢'s spirit!), will give me greater strength and a new
impetus for the future. Living by the sea, on the sea, in the freedom of body
and soul, | shall feel far from the world, far from daily worries, far from all
convention. Let nature refresh my energy for work and awaken in me an even
deeper love for all that is beautiful. These are my wishes for the summer.¢’
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Tokom MehypaTHOr mepuoja HacTano je jow HEKOSMKO akBapena
y PpasnuuMtMM npuiavkama Koju npunagajy paHoj ¢dasm 3nokosuheBux
CAMKapckux nopuea: MaHacTup [papal, HacivkaH TOKOM MOMeHyTe
excrnieauumje 1922. roguue (cn. 26); MoTMBM 13 MakenoHMje KOjU BEPOBATHO
NoTM4y ca TepeHckux cHuMara (Ce. Haym, 1923; Ckonsbe, 1925); Hekonmko
npukasa Ba3a ca ¢nopanHUM npenjeTMa U aneropujckMM cleHama w3
1926. roguHe (cn. 27); jemaH ynuuHu ambujent Cyceka m3 1933. roguHe,
mecTa y CpeMy rge je 3nokosuh nospemMeHo omnasuo kof pomabuHe (cn.
28)7; nornen Ha nopoguuHy kyhy y BGokesbCkoM MecTaliueTy [Masatu us3
1933. rogmHe, y koMme je nopoguua 3nokoBuh bopaBuna TOKOM NeTHMUX
pacnycta; npusop ca nanybe bpoga TokoMm nyToBarba y Mapoko MapTa
1939. rogune (cn. 29) v jol HEKONMKO HefaTMPaHUX PafioBa Koju Ha OCHOBY
HauyMHa cnukarea Npunagajy Toj ¢asu. [lok cy jeaHN BULLe JOKYMEHTapHOr
KapakTepa, HacTanu ca uubeM aa ce 3abenexxu noctojehie ctare (ManacTup
Mpamal, MOTMBM M3 MakefnoHMje), MK Cy MOCIYXMUIM 3@ CIMKapPCKy Bex6y,
nonyT npukasa Ba3a 3a LBehe, gpyrv cy cnobopHmnjer nspasa v Ha tuMa je
pasBujaH nukosHu pykonuc (Cycek, Masatu). MocebHo je ocobeH aksapesn
Ha KoMe je HacnmkaHa kyha y [naBaTuma ca mapkupaHuMM ayTomMobusiom
NCNpeg, YNju KONOPUT U TOHANUTET foYvapaBsajy MefuTepaHcky atMochepy u
nonogHesHy BpyhuHy, nogcehajyhin Ha fena cnmyHe TeMaTnke GppaHLyckmx
cnukapa (cn. 30). Cnukarbe Ha nyToBatbuMa ocTahe 3nokosuhieBa rnasHa
npeokynauunja n obenexje nosHe ¢ase yMETHUUKMX WHTepecoBarba. Tako
HacnukaHe nej3axe Huje HakHago popahusao. OHW NpefcTaB/bajy yTucak
NpUpofe AN HeKOr KapaKkTePUCTUUYHOT aMbujeHTa HAacTao U3 HenocpegHor
Bufjerba 1 LOXWBIbaja 3emsbe kao 3aBudaja’ (cn. 31).Y csojoj ayTobuorpaduju
3nokosuh benexu pa je o 1923. po 1940. roguHe pepgoBHo 06Mnasuno pasHe
rpagose Wtanuje, kojy je nocebHo Boneo M Kojoj ce yBek pago Bpahao.
3a WTtanujy ra Be3syjy HepackMAMBU KOHLM MecTa M KOHTeKCTa poferba,
LeTUHCTBA, OCHOBHOI U cpeaHer obpa3zoBatba, MOPOAMYHOT OMa, je3uKa U
KynType, na je TOKOM YMTaBOT XWBOTa Hajpaauje nytoBao bpogom no Utanmju
n JagpaHy, n gasse no MegutepaHy.”? Kako HeMa cadyBaHux akBapena uau
LpTeXa ca MOTMBMMA WUTaNMjaHCKUX FpajoBa W3 TOr Nepuoga, Moxe ce
3aK/byYnTU Aa Ha TUM nyToBakMMa 3nokoBWh M HUje CAnKao, BEpOBATHO
jep HuWje nMao npuknagHe ycnose n MoryfHocTU. JefHO of orpaHuyerba y
TOM Mepuofy Be3aHO 3a CMKapCcke akTUBHOCTM BMO je HefocTaTak akBapen
6oja Ha TpXULWTY, nocebHO OHWMX KBanuTeTHMjMX, 360r Yera ce wWTepeno y
ynoTtpebu. Ocum Tora, gocTtynHe boje cy yecto bune nowwmjer kanuTeTa, na
ce fellaBano ja Ha nanupy nsbnege nnm npoMeHe ToHanuTeT.

"H. AnTewesuh, U. Ty6uh, Apxutekt Munar 3nokosuhi
u BojsoguHa..., 25.

"1 C. Yynuh, Teme u ngeje MogepHor: cprcko camkapcTao
1900-1941, 143.

72 |j. Blagojevi¢, ltinereri: Moderna i Mediteran.
Tragovima arhitekata..., 24, 85.



""N. AntesSevi¢, |. Gubi¢, Architect Milan Zlokovi¢ and
Vojvodina..., p. 25.

7S, Cupi¢, Themes and Ideas of the Modernity:
Serbian Painting 1900-1941, p. 143.

2 Lj. Blagojevi¢, ltineraries: The Modern and the
Mediterranean. Tracing the Steps of Architects..., pp.
24, 85.

Several more watercolours from the interwar period, created
on various occasions, belong to the early phase of Zlokovi¢'s painterly
inclinations: the Gradac Monastery, painted during the aforementioned
expedition in 1922 (fig. 26); motifs from Macedonia, likely stemming from
field surveys (St. Naum, 1923; Skopje, 1925); several depictions of vases with
floral interlace and allegorical scenes from 1926 [fig. 27); a street scene in
Susek from 1933, a village in Srem where Zlokovi¢ occasionally visited his
relatives [fig. 28)7; a view of the family house in the coastal village of Glavati,
the Bay of Kotor, from 1933, where the Zlokovi¢ family spent their summer
holidays; a scene from the deck of a ship during a voyage to Morocco in
March 1939 (fig. 29) and several other undated works that, based on the
painting method, also belong to this phase. While some of these are of a
more documentary character, created with the aim of recording the existing
condition (e.g. Gradac Monastery, Macedonian motifs), or served as painting
exercises, such as the depictions of flower vases, others exhibit a freer
expression and a more developed artistic handwriting (e.g. Susek, Glavati).
Particularly striking is the watercolour depicting the house in Glavati
with a car parked in front, in which the colour palette and tonal values
evoke the Mediterranean atmosphere and afternoon heat, reminiscent
of similarly themed works by French painters [fig. 30). Painting while
travelling would remain Zlokovi¢'s chief preoccupation and a hallmark of
the later phase of his artistic interests. These landscapes, created in situ,
were never reworked afterwards. They represent impressions of nature or
characteristic ambiences, formed through immediate perception and the
experience of the land as homeland” (fig. 31). In his autobiography, Zlokovi¢
notes that from 1923 to 1940, he regularly visited various Italian cities, a
country he particularly loved and to which he would always gladly return.
Italy was inseparably tied to his place and context of birth, his childhood,
elementary and secondary education, family home, language, and culture.
Throughout his life, he most enjoyed travelling by ship along the Italian and
Adriatic coasts and further across the Mediterranean.” As no watercolours
or drawings of Italian cities from this period have been preserved, it may be
concluded that Zlokovi¢ did not paint during those journeys - likely due to
unsuitable conditions and lack of opportunity. One of the constraints on his
painting activity during this period was the shortage of watercolour paints
on the market, especially those of higher quality, which led to economical
use. In addition, the available paints were often of poor quality and prone to
fading or tonal change on paper.
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Matactup pagay
part. centembap 1925.
aksapern, 50 x 35 um
[®M3-311P]

Gradac Monastery
dated September 1925
watercolour, 50 x 35 cm
[FMZ-ZLR]
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Basa ca aneropujckum MoTMBOM
nat. 10. 1. 1926.

aksapen, 35 x 50 um
[PM3-311P]

Vase with Allegorical Motifs
dated 10 January 1926
watercolour, 35 x 50 cm
[FMZ-ZLR]

- 28

Ynn4yum motus n3 Cyceka
nat. 13. 4. 1933.
aksapers, 42 x 30 um
[®M3-3/1P]

Street Scene from Susek
dated 13 April 1933
watercolour, 42 x 30 cm
[FMZ-ZLR]
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Bpoacka nanyba, c nytoBara y Mapoko
nat. 1. 3. 1939.

aksapen, 20 x 24 uM

[®M3-31P]

Ship Deck, from a journey to Morocco
dated 1 March 1939

watercolour, 20 x 24 cm

[FMZ-ZLR]
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Kyha Munetnha

masatv (pogHa kyha 3nokosuhiese Majke)
nat. 9.9.1933.

aksapers, 32 x 48 um

[®M3-311P]

The Mileti¢ House

Glavati (birthplace of Zlokovi¢'s mother)
dated 9 September 1933

watercolour, 32 x 48 cm

[FMZ-ZLR]

- 3

Ypbaru npeneo nz boke Koropcke
Hepart. (1930-Te)

onoska, akBapen, 50 x 35 um
[®M3-311P]

Urban Landscape from the Bay of Kotor
undated (1930s)

pencil and watercolour, 50 x 35 cm
[FMZ-ZLR]
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MoTvB npepena je CroHa ca HapefHOM >KMBOTHOM W CIIMKApCKOM
eTanoM - nopaTtHMM roguMHama. Tokom [pyror cBeTckor paTta, kafa je
bvo obycTaBrbeH pap dakynteTa a XMBOT y okynupaHoj Cpbuju npatmnu
HeM3BeCHOCT W HecTawwuua, 3nokoBuh ce MoOCBETMO HayyHoOM pagy,
npoyyaBajyhn nponopuuje y aHTUYKO] W KJACUYHO] apXMUTEKTYpW, Kao
nofasuvluTa 3a MOTOHA UCTpaXkuBarba MOLy/JapHe KoopAuHauuje, anv u
CAMKaky y Mepy Konnko je To Morao. LLtegmsmBocTy 6ojama buna je nocebHo
akTyenHa u TokoM pata. OcuM HepocTaTka boja, ockyamua je Bnagana uy
HabaBuM manupa, na je 3nokoBuh 3a cauMkarbe KOPUCTMO ynoTpebibeHe
XaMep nanupe CTyAeHCKMX pajoBa, Tako LWTO je CAMKAo Ha HUXOBO]
nonefuuun. lMocne pata, dopMuparbeM HOBe ApXKaBe CoUMjanncTuykKor
noauTuukor ypefera, ycneamno je nepmof MHTEH3UBHe 0O6HOBe 1 U3rpaghe,
y YeMy Cy 3HauajHy ylory uManu CTpydyrbaly pasnuuutux npoduna. Y tmm
nopaTHUM rogunHama, 3axBasbyjyhu 6oratomM nNpojeKTaHTCKOM UCKYCTBY, CBOj
JOMNpWHOC je fao u apxuTekT Munan 3nokoBuh yyecTByjyhn y pasnnumtum
KOHKYPCHMM 3afjauuMa M m3pagama npuoputeTHUX npojekata. 36or Tux
notpeba yecTo je NyToBao MO 3eM/bM W Yy TUM je MpPUAWKaMa, KOJIMKO cy
My MoryhHoCTM [o3BosbaBane, CNMKao npegene v nojeanHe ambujeHTe.
Ha ocHoBy cavyBaHWx akBapesia M3 TOr Mepuoaa, MOXe Ce 3akibyuuTu na
je nojeauHe pagumo 6p3o, BMLe fa yxBaTuW MOTUB, TPeHyTak, AOK Cy ApYru
paduHUpaHWjK Kako y nornedy TeXHUKe, Tako M ca acnekTa KoMmnosuuuje.
Y T0j rpynu ce usnajajy npusopu us Posura, Opebuha, Cnauta, Xepuer
Hosor v 3sopHuka (cn. 32). Mornen Ha cnauTcky pusy Hacaukad 1953.
rogvHe, BepoBaTHO TokoM yuyewha Ha [lpBoM KOHrpecy KoH3epBaTopa
Jyrocnaswje koju je b1o opraHnsoBaH y ToM AanMaTUHCKOM rpagy v Ha Kome
je 3nokoBuh 6uo penerat beorpagckor ApxutekToHckor pakynTeTta, acoumpa
Ha ynnuHe cueHe Napwu3a ca rpynama byam koje cy kpajeM XIX n noyetkoM XX
BeKa cnukanv GppaHLycKy UMNPECUOHUCTU M nocTUMnpecuoHncTu (ca. 33).
MocebHo je KOMMO3ULMOHO yneyaT/bMBa BegyTa PoBuhba 13 1949. rogmHe
Ha Kojoj Jonasu go uspaxaja npedurseHa naneta TOHOBa Y OKBUPY Koje ce
nctnue ocebyjHu kanyT MopTyMm” (caput mortuum) koju je nckopuwhieH 3a
TpeTMaH cTapor rpaga Ha nonyoctpsy.” JIuHMja XOpW30HTa WM BepTUKana
3BOHMKA KOja M3parba U3 KOHType MaHopame cTapor rpaja ctoje rotoso y
311aTHOM OZAHOCY, Tj. 3naTHoM npeceky (cn. 34). AkBapen HacTao y Opebufy
aerycTa 1948. roguHe ca npukasoMm Macnumbaka (cn. 35) Hocu y cebu ayx
MeguTepaHa KakaB je cBojuM cnvkama npegena [Hanmaumnje n Jlonypa
npeHocuo cnukap Metap Qo6posuh y nepuogy mamelly gsa pata (npumep
je Benukn macnumak, Nonya, 1928). Y pHeBHuky ca netosarba u3 1950.
roguHe 3nokoBuh KpaTko HaBoau Aa je y Xepuer HoBoM cnukao upkeuLy
Cs. Case Ha CasuHu (cn. 36).7“ Ha oBuM papoBuma, Koju ynyhyjy Ha Tpararba
33 jeIMHCTBEHOM najeToM TOHOBa, MpUCYTHa je Mekoha y CAMKapcKoM
noTesy, Kao M 3acTyn/beHOCT U JypcKOr M MOJICKOT Banepckor Kibyya. Tux
nocnepaTHUX rofMHa, Cepujy akBapesa ca MOTMBMMA NPUPOSHUX U ypbaHmx
npepena, NPeno3HaT/bMBUX MO NacTENHUM 3e/IeHKacTUM 1 okep TOHOBUMA,
paguo je nsamefly octanux MeaH TabakoBuh’”, kao v gpyru cavkapu, nonyT
Munenka LLlepbana, MNefle Munocasmwesuha, Llyue Cokuh, MaBna Bacuha.
OBaj nepwuop 3nokosuheBor cnuvkapcTBa obenexuno je noknakbarbe
akBapena Behux d¢opmaTta, yrnaBHOM ca MOTMBMMA Mej3axa, CBOjUM
npujatesbuma v YnaHoBuMa pogbuHe y pasnnuutim nosoguma (pofjeHganu,
BeHuatba, ycerberba, HanpefoBatsa v ap.).

Y Be3an ca CAMKApPCKWUM TexHuKama, b6ojama,
NOANOrOM W aHanM3oM CTaka CAUKe ayTop ce
KOHCY/TOBAaO  ca  KoH3epBaTopoM  borgaHoM
KHexxeBuhieM,  CTpyyrakoM 3a  KOH3epBauWjy
nanwpa.

7 OM3 - [110: sHeBHUK ca neToBakba, NucaH og 25.
jyna po 9. aBrycta 1950. roguHe.

0 onycy W. Tabakosuha Bugetn y: Jluguja
MepeHwuk, MaH Tabakosuh, Hosu Cap: Tanepuja
Matuue cpncke, 2004.



The author consulted conservator Bogdan
KneZevi¢, a specialist in paper conservation,
regarding painting techniques, paints, the support,
and the analysis of the condition of the works.

7 MZF - D10: summer holiday diary, written from 25
July to 9 August 1950.

50n the oeuvre of |. Tabakovi¢, see: Lidija Merenik,
Ivan Tabakovi¢, Novi Sad: Gallery of Matica Srpska,
2004.

The landscape motif marks a link to the next stage of life and painting
- the post-war years. During the Second World War, when the faculty
ceased its operations and life in occupied Serbia was marked by uncertainty
and shortages, Zlokovi¢ devoted himself to scholarly work, studying
proportions in ancient and classical architecture as a foundation for later
research in modular coordination - but also to painting, to the extent that
circumstances allowed. The frugality with paints was particularly relevant
during the war. In addition to the scarcity of paint, there was also a shortage
in the supply of paper, so Zlokovi¢ often used the reverse sides of students’
used drawing sheets (of cartridge paper) for his watercolours. After the
war, with the establishment of the new socialist state, a period of intensive
reconstruction and building followed, in which experts from various fields
played a vital role. In those post-war years, thanks to his extensive design
experience, the architect Milan Zlokovi¢ also contributed to these efforts
by participating in numerous architectural competitions and working on
priority projects. Owing to these obligations, he frequently travelled across
the country, and on such occasions, whenever circumstances allowed,
he painted landscapes and specific scenes. Based on the preserved
watercolours from that period, some appear to have been painted quickly -
aiming to capture the motif or the moment - while others are more refined,
bothin technique and in compositional terms. Among these are scenes from
Rovinj, Orebi¢, Split, Herceg Novi, and Zvornik (fig. 32). The view of the Split
Riva painted in 1953 - likely during his attendance at the First Congress of
Yugoslav Conservators, held in that Dalmatian city and at which Zlokovi¢
was a delegate of the Belgrade Faculty of Architecture - evokes the Parisian
street scenes with groups of people, as painted by French Impressionists
and Post-Impressionists in the late 19th and early 20th centuries (fig. 33).
The 1949 veduta of Rovinj is particularly striking in terms of composition,
showcasing a refined palette of tones in which the distinctive caput mortuum
stands out, used to render the old town on the peninsula.” The horizon line
and the vertical of the bell tower, rising from the silhouette of the old town,
are positioned almost in a golden ratio - that is, the golden section (fig. 34).
Awatercolour painted in Orebi¢ in August 1948, depicting an olive grove (fig.
35), carries the spirit of the Mediterranean, reminiscent of the landscapes
of Dalmatia and Lopud painted by Petar Dobrovi¢ in the interwar period
(as seen in The Great Olive Grove, Lopud, 1928). In his summer diary from
1950, Zlokovi¢ briefly noted that he had painted the Church of St Sava at
Savina in Herceg Novi (fig. 36).7* These works, which reflect his search for
a distinctive tonal palette, exhibit a softness of brushstroke and a presence
of both major and minor value keys. During those post-war years, a number
of artists - including lvan Tabakovi¢’, Milenko Serban, Peda Milosavljevié,
Cuca Soki¢, and Pavle Vasi¢ - produced series of watercolours depicting
natural and urban landscapes, recognisable by their pastel greenish and
ochre tones. This period of Zlokovi¢'s painting was marked by the gifting
of large-format watercolours, mostly with landscape motifs, to his friends
and relatives on various occasions [birthdays, weddings, housewarmings,
promotions, etc.).
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Xuaporpasra Ha [puHun v BegyTa 3BopHuKa
nat. 1. 10. 1950.

akBaper, 50 x 35 um

[OM3-311P]

Hydraulic Construction on the Drina and Veduta of Zvornik
dated 1 October 1950

watercolour, 50 x 35 cm

[FMZ-ZLR]

ke LG

3B

Mpu3zop ca cnantcke puse, 1953.
akBapert, 35 x 50 uM
[OM3-311P]

View of the Split Riva, 1953
watercolour, 35 x 50 cm
[FMZ-ZLR]
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Benyra PoBura

nat. 9. 8. 1949.
aksapen, 50 x 35 um
[®M3-31P]

Veduta of Rovinj

dated 9 August 1949
watercolour, 50 x 35 cm
[FMZ-ZLR]
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Macnunmwak

Opebuh, aar. 8. 8. 1948.
aksapen, 50 x 35 um
[®M3-3/1P]

Olive Grove

Orebi¢, dated 8 August 1948
watercolour, 50 x 35 cm
[FMZ-ZLR]

36

Lipksa Ha CaBuHun

Boka KoTtopcka, gat. 5. 8. 1950.
aksapern, 50 x 35 um
[®M3-3/1P]

Church at Savina

Bay of Kotor, dated 5 August 1950
watercolour, 50 x 35 cm
[FMZ-ZLR]
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3a peposHor npodecopa 3nokosuh je nsabpan 1950. roguHe. MNopep,
yyewha Ha apXUTEKTOHCKUM KOHKYpPCUMa W Y XUPUjUMA apXUTEKTOHCKMX
KOHKypca, Te MHOroBpOojHUM MEHTOPCTBUMA Ha ApXUTEKTOHCKOM bakynTeTy,
3nokoBuh je TOKOM NepeceTux rognHa 6M0 HapPOUYMUTO YCMEPEH Ha NuUcakbe
Hay4yHWX pajoBa M KoOHpepeHUMjcKMX caonwTera 0 nponopuujama vy
apxvTeKTypyM W MNPUMEHW MofynapHe KOOpAMHALMje Yy MpojeKToBakyy,
Ha wm3pagy upTexa u wusbop oprosapajyhux wmnycTpauunja kao npunora
TUM pagoBuMa, npunpeMe bakynTeTckux npepaBakba, Te YypefjuBauke
aKTUBHOCTM 3a Yaconuc [Ipernes apxutekType Koju je usnasmo og 1954. po
1956. ropmHe. O ToMe cBegoye benellke y AHEBHULMMA KOje je MOBPEMEHO
BOLMO M U3 KOjUX Ce [03Haje KOMKO je BpeMeHa HefesbHo noceehvBao
TMM 3agaumma. Yectn cy HaBoau Yy AHEBHMUMMA O ToMe f[a Leo faH
Huje n3nasuo u3 kyhe jep je paguo Ha cpefjuBarby napTuja pykonuca
W penpogykuuja unu ga je Uueo JaH nposeo pafehu Ha npupyvyHMKY 3a
cTyneHTe. CBoja 3aHMMatba 3a JIMKOBHY YMETHOCT Heroeao je nocehvBareM
n3noxbu koje cy Tapa bune opraHusosaHe y Beorpapy. 3a MHore nsnoxbe
Cy oCTanM cadyBaHW Mo3uBHMUe W katanosu (cn. 37), monyT u3noxbw
3opaHa [letpoBuha, MunaHa Kowouha, Kocte XakmaHa, Boxupapa
KoBauesnha, Papocnaea [yxosuha, ®paHe MeHerena [Aununha, Muwe
Capwuha, 3ope lMNeTtposuh, CtojaHa Apanuue, MNefle Munocaewsesuha, OpaHa
LWnmyHoBuha, Ennma Npyjuha, Hukone beweswnha, Byka Pagosuha, McMeTa
MyjesnHoBuha, rpyne Llectopuya, rpyne [JlaHac, caBpeMeHe janaHcke
rpadumke N yMETHOCTW, CaBPEMEHE YeX0C0BaYKe U CIOBEHAYKe YMETHOCTH,
HW303eMCKOT CIMKApCTBa, NIacTUYHKUX YMeTHOCTH, doTorpaduja, rpadumka,
nHTapaunja u gpyrux.’¢ NMoyetkom 1957. ropuHe, apxutekt Munax 3nokosuh
je Ha ApxuTekTOHCKOM dakynTeTy oTBOpMO wu3noxby akBapena cBor
oyroroguwmber npujatesba CeeTucnasa Ctpane, cnukapa, akBapenucrte
W HacTaBHWKa dakynTeTa, KOju je jow of TPULAECETUX MOfMHa MoLCTULA0
pa3Boj NMKoBHe KynType kop apxutekata. [Mpodecop Crtpana, jemaH opf
ocHuBayva rpyne 06smk, UMao je CHaXaH yTWLaj U Ha mocsiepaTHy HacTaBy
Ha NIMKOBHWM npeAMeTuMa, 360r yera je MOLEPHUCTUYKU MHMNYT U Y OBOM
cerMeHTy obpasoBarba BMO M3paXkeHWju of HOBWMX WAEONOWKUX YMNNMBa.
AkBapenu, NpeTeXxxHo ca MOTUBMMA M3 pa3HuKX kpajeBa Jyrocnasuje, bunu cy
Haj3aCTyN/beHU]U MEAU|U Y HeroBOM NMKOBHOM onycy. OTBapajyfin nanoxoy,
3nokoBuh je nctakao kako je Ctpana cmatpao ga he ce ynpaBo akBapenmma
npen HajwunpoM jaBHowwhy Hajborbe xabunutToBaTh Kao YMETHUK W Neparor,
npyxajyhu Tako ,.BUAHe foKa3e 0 CBOjoj CTBapafiaykoj AeNaTHOCTU Y jefHO]
0L, YMeTHWUYKMX AUCLUMMNMHA Koja je obaBe3Ho yBplwheHa y HacTaBHW
nporpaM (Hawer) pakynteta”.”’

i

7% ®M3 - [15: nosuBHUUE 3a oTBaparbe WU3NOX6M
ynyheHe MwunaHy 3nokoBuhy TokoM nepeceTux U
npBe NOMOBUHE LIe3AeCceTUX rofuHa.

77 ®M3 - B3/302: nucaxu rosop Munana 3nokosuha
NoBOAOM oTBapatba u3noxbe akBapena CeeTucnasa
Crpane 18.janyapa 1957. rognHe Ha ApXUTEKTOHCKOM
dakyntety y Beorpagy. Tom npunukom, 3nokosuh
HaBogu pa je CTpana ckopo 4eTvpu peleHuje
pagvo Ha obuMHOM ¢oHAy opHameHaTa cprckor
CpefH0BEeKOBHON 3UHOT CMKApCTBa Koju je KpajeM
1956. roguHe npunpemsbeH 3a objaBrbMBatbe 0f
cTpaHe Cpricke akageMuje Hayka U yMETHOCTW.



7 MZF - D5: invitations to exhibition openings
addressed to Milan Zlokovi¢ during the 1950s and
the first half of the 1960s.

" MZF - B3/302: written speech by Milan Zlokovi¢
on the occasion of the opening of the watercolour
exhibition by Svetislav Strala on 18 January 1957
at the Faculty of Architecture in Belgrade. On that
occasion, Zlokovi¢ noted that Strala had worked
for nearly four decades on an extensive corpus
of ornaments of Serbian medieval wall painting,
which was prepared for publication by the Serbian
Academy of Sciences and Arts at the end of 1956.

37

Mo3uBHMLa 3a oTBapatbe n3noxbe MogepHo cinkapcTBo

y Fanepuju HapopHor opbopa beorpasa
okTobap 1958.

Invitation to the opening of the exhibition Modern Painting

at the Gallery of the People’'s Committee of Belgrade
October 1958

Zlokovi¢ was appointed full professor in 1950. In addition to his
participation in architectural competitions and their juries, as well as
numerous mentorships at the Faculty of Architecture, throughout the
1950s he was particularly focused on writing scholarly papers and
conference presentations on architectural proportions and the application
of modular coordination in design. He also worked on drawing illustrations
and selecting appropriate visual material to accompany these studies,
preparing faculty lectures, and engaging in editorial work for the
Architectural Review journal, published from 1954 to 1956. His diaries,
which he kept intermittently, reveal how much time he devoted weekly to
these tasks. They frequently note that he had not left the house all day
because he had been working on editing sections of manuscripts and
reproductions or spending the entire day preparing a student manual.
Zlokovi¢ maintained his interest in visual arts by visiting exhibitions held in
Belgrade at the time. Numerous invitations and catalogues have survived
(fig. 37), including those for exhibitions by Zoran Petrovi¢, Milan Konjovié,
Kosta Hakman, Bozidar Kovacevi¢, Radoslav Duhovi¢, Frano Meneghello
Dinci¢, Misa Saric, Zora Petrovié, Stojan Aralica, Peda Milosavljevic, Frano
éimunovié, Elim Gruji¢, Nikola Besevi¢, Vuk Radovi¢, Ismet Mujezinovic,
the Six group, the Danas group, contemporary Japanese graphic and visual
art, contemporary Czechoslovak and Slovenian art, Dutch painting, plastic
arts, photography, printmaking, intarsia, and others.” At the beginning of
1957, the architect Milan Zlokovi¢ opened an exhibition of watercolours by
his long-time friend Svetislav Strala at the Faculty of Architecture. Strala,
a painter, watercolourist, and faculty lecturer, had been encouraging the
development of visual culture among architects since the 1930s. A founding
member of the Oblik art group, Professor Strala had a significant influence
on post-war teaching in visual arts subjects, which is why the modernist
input in this segment of education remained more prominent than the new
ideological tendencies. Watercolours, predominantly featuring motifs from
various regions of Yugoslavia, were the most prominent medium in his
artistic oeuvre. Opening the exhibition, Zlokovi¢ noted that Strala believed
it was through his watercolours that he could best establish himself before
the wider public as both an artist and educator, thereby providing “visible
proof of his creative activity in one of the artistic disciplines that forms an
integral part of (our) faculty’s curriculum”.”’?
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CpeonHoM XX Beka, MocTermeHo Aonasu [o nogctuuara Behe
KpeaTuBHe cnoboge Ha Mosby apXMTEKTOHCKOr CTBapanawTsa. 3HauajaH
porahaj 3a admpMaunjy NMKoBHe KynType Ha ApXMTeKTOHCKOM dakynTeTy y
Beorpagy, anv v 3a HapenHy eTany 3nokoBuheBor IMKOBHON CTBapanaliTsa,
6uno je ocHmnBame HedopmanHor LUpTaukor knyba v nokpeTtarse yaconuca
Lptexn 1956. rogmHe, of cTpaHe nctakHytor npodecopa AnekcaHgpa [lepoka
n rpyne Mnafux capafHuka, KacHuje yrnegHux npodecopa beorpagckor
YuuBep3uteTta, bpanvucnasa Munexkosuha, 3opaHa lNeTtposuha n Hopha
MeTpoBuha.”® OcHoBaH y kabuHeTy npod. Lepoka, LipTaukm knyb je noctao
OTBOPEHO MecTO 3a AWCKyCuje Ha TeMy cTara W byayRHOCTM pasnnuntmx
obnuka ymeTHMYKOr n3paxasama. M3para yaconuca Lprexu obenexunu cy
CTBapasiauka UCKPeHOCT M Pa3HOSIMKOCT MOTUBA, IMKOBHMX TEXHUKA U HAYUHA
JIMKOBHOT u3paxasarba.” 0cnoboanT MawTy v aTh MYHKU u3pas 6uno je
jellHO of, NpUMapHMUX Hayena. Y KpaTkMM yYBOLHUM HanoMeHaMa npsor 6poja
HaBoOAM Ce [a ..LpTatbe MoXe BUTU camo ofL KOPUCTU CBAKOM apxutekTu', jep
.TIOMaxKe pasBujarbe yKyca v yMeTHUYKor cMucna yonwte”.® OcHuBaumma
yaconwuca cy ce y Apyroj roouHm npuapy>xxmnm Munan 3nokosuh n Cnobopax
Henaposuh, Taga acucteHT npodecopa Jepoka.t’ OBux wecT apxuTekaTa,
3acTym/beHUX y CBWX [deceT CBe3aka vaconuca u ca Hajsehum bpojem
npuiora, nokasanu cy yje4Ho 1 HajLUMpK pacnoH JIMKOBHE KPeaTUBHOCTU, Of,
aeckpunumje ka cnobogHuM popmama u anctpakumjm (cn. 38).8 Y yaconucy
cy objaBrbeHn ogabpaHu pafoBu Koju cy ayTope MpefcTaB/bajn y CBeTy
FbUXOBMX aKTyeNHWX MNOeTUKa M IMKOBHUX M3pa3a.t® Yaconwucy cy ce HelwTo
KacHWje NPUAPY>XUAN U CIMKapKW ca NMKoBHMX npegMeTa CnobogHo upTakbe
n AkBapenucarse. Hamepa fia ce kof, HacTaBHUKa U CTydeHaTa pa3Buje ,KynT
uptexa” u ucTakHy ,notpebe rajerba NMKOBHE YMETHOCTM Kpo3 upTex”,%
NpeacTaBsba, y MUAEJHOM CMUCTTY, UCTE UHAOMBULYATHE TeXHe Koje Cy MManu v
cTyAeHTn JInkoBHe akafemuje npu dopMupary 3agapcke rpyne, NogpxaHu
oL, cTpaHe npodecopa VeaHa TabakoBuha - pga noberHy of HacTaBHMX
KaHOHa couMjanncTUyKor peanuaMa u apyrux obuyaja Ha Akagemujn, Kako
6u ce noceetnnu cnobogHoM n3bopy MoTMBa M cnobofHoO cTBapanu npeq,
KOHKpeTHUM MoTuBUMa.® Yaconuc Lptexwu je 3acurypHo 6vo cpemuilirsu
MYHKT OKO KOra Ce HajAupeKkTHUje crnpe3ano JIMKOBHO W apXUTEKTOHCKO
MCKYCTBO Y We3geceTum.’

0 HacTaHKy W KOHUenuwju uaconuca Ljprexu
Bupetn y: . M. Babuh, H. AHtewesuh, .Yaconuc
‘UpTexxn’ (1956-1965): 3Hauaj 3a adupmauujy...”,
46-56; Hebojwa AnTewesuh, lopan M. babuh,
.CTBapanayke noeTuke apxutekaTa u cimkapa Kpos
MOTMBE NMKOBHWX pajoBa y 4aconucy LipTexxu op
1956. o 1965. rogune”, Apxutektypa u ypbaHu3sam,
6p. 51, 2020, 7-19.

7Y okBUpY M3Aarba Yaconuca Lprexu, y nepuogy og,
1956. no 1965. ronmHe, objaBrbeHo je AeceT cBe3aka.
Mpeno3HaT/bUB NOrOTUMN OBWX W3Aarba, Koju ce y
pas3nuuutoj BoOju M Ha pas3NMUUTUM no3uuujama
Hanasno Ha HacnoBHWM cTpaHaMa cBe3aka 1-10,
n3paguo je npodpecop A. [lepoko.

8 [lprexu, 6p. 1, 1956.

81 3a apxutekte M. 3nokoswhia u C. Henaposuha
Moxe ce pefin fa cy npuApyXeHW OCHMBa4M
yaconwuca Lprexwu, jep cy op Apyror Bpoja bunu
YYECHULM Y CBUM HapeAHUM uU3[akuiMa, ocTaBLUK
BEePHU KOHLLeMNLMjCKoj Maejv 0BOT U3fatba.

82 [leparor Koju je MMao yTuLaj Ha pasBoj INKOBHe
KynType, HapouuTo Kog Mnahux YnaHosa .keapTeTa’,
npodecop  Csetwcnas  Crtpana  (1891-1957),
npeMuHyo je 3. HoBembpa 1957. roanHe, Tako ga y
yaconucy Huje buno rerosmx npunora. O onycy C.
Ctpane Bupetu y: Strala - In memoriam Svetislavu
Strali (Beograd: Arhitektonski fakultet, c. a.);
Hwvikona KycoBau, Csetucnas Ctpana: Tparom yetpte
u nete Henpujatesbcke opaHanse, beorpan: HapogHu
My3ej, 1976.

8 HacTaBHMW NporpaM NMKoBHUX NnpeAmMeTa CnobofHo
upTatbe U AkBapenucare, TOKOM MeAeceTrx u
npBe MOJIOBUHE LWIe3AeceTUX roAvHa, fo pedopme
HacTaBe Ha ApXMTEKTOHCKOM ¢aKynTeTy, 3aCHUBAo
ce Ha TPaAMLUMOHANHOM MPUCTYMy, MpeMa KoMe cy
JIMKOBHA YMETHOCT W MpoyyaBatbe JNKOBHUX GOpMU
nocMaTpaHu Kao BeLITMHA Koja ce y4Yu U Kpo3 Kojy
ce pasyMmejy npefMeTW, OAHOCHO JIMKOBHe ¢opMe
(MoTVBU) 1 HoMX0BK OfHOCH.

& [prexu, 6p. 3, 1958; Liprexu, 6p. 4, 1959.

8 H. Antewesuh, . M. babuh, ,.CrBapanauke
noeTuKe apxutekaTa v ciiMkapa Kkpos mMotuee ...", 8.
8 Milorad Mladenovi¢, ,Likovno obrazovanje i
vizuelna istraZivanja na Arhitektonskom fakultetu
u Beogradu”, u: Branko Pavi¢, Dragan Jelenkovi¢
i Milorad Mladenovié¢, Audio-vizuelna istraZivanja
1994-2004, Beograd: Arhitektonski fakultet,

2008, 168.
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Mpodecopn MunaH 3nokosuh 1 Anekcanpap Lepoko y
amowuTeaTpy ApXMTEKTOHCKOT pakynTeTa YHUBep3nTeTa
y Beorpagy

HepaTt. (1950-Te)

Professors Milan Zlokovi¢ and Aleksandar Deroko
in the amphitheatre of the Faculty of Architecture,
University of Belgrade

undated (1950s)



"For more on the origins and concept of the journal
‘Drawings’, see: G. M. Babié¢, N. AnteSevi¢, “The
Journal Drawings (1956-1965]: Its Significance for
the Affirmation...”, pp. 46-56; Nebojsa Antesevi¢,
Goran M. Babi¢, “The Creative Poetics of Architects
and Painters through the Motifs of Artworks in the
Journal Drawings from 1956 to 1965", Arhitektura i
urbanizam, No. 51, 2020, pp. 7-19.

77 Within the publication series of the journal
Drawings, ten issues were published between 1956
and 1965. The recognisable logo of these issues,
which appeared in different colours and positions
on the covers of issues 1-10, was designed by
Professor A. Deroko.

8 Drawings, No. 1, 1956.

8 Architects M. Zlokovi¢ and S. Nenadovi¢ may
be regarded as associate founders of the journal
Drawings, as from the second issue onwards they
participated in all subsequent issues, remaining
faithful to the conceptual idea of the publication.

82 A pedagogue who influenced the development
of visual culture, especially among the younger
members of the “quartet”, Professor Svetislav
Strala (1891-1957), passed away on 3 November
1957, and thus did not contribute to the journal.
On S. Strala’s work, see: Strala - In memoriam
Svetislavu Strali (Belgrade: Faculty of Architecture,
n.d.); Nikola Kusovac, Svetislav Strala: Tracing
the Fourth and Fifth Enemy Offensives, Belgrade:
National Museum, 1976.

%The teaching syllabus for the visual arts courses
Freehand Drawing and Watercolour Painting,
during the 1950s and the first half of the 1960s,
until the curriculum reform at the Faculty of
Architecture, was based on a traditional approach,
whereby visual art and the study of visual forms
were regarded as a learnable skill, providing insight
into the subjects - that is, into visual forms (motifs)
and their relationships.

8 Drawings, No. 3, 1958; Drawings, No. 4, 1959.

8 N. AntSevi¢, G. M. Babi¢, “Expression of Creative
Poetics by Architects and Painters through the
Motifs ...", p. 8.

8 Milorad Mladenovi¢, “Visual Art Education and
Visual Studies at the Faculty of Architecture in
Belgrade”, in: Branko Pavi¢, Dragan Jelenkovi¢ and
Milorad Mladenovi¢, Audio-Visual Research 1994-
2004, Belgrade: Faculty of Architecture,

2008, p. 168.

In the mid-20th century, architectural practice began to embrace
a greater degree of creative freedom. A significant event for promoting
visual culture at the Faculty of Architecture in Belgrade, but also for the
next phase of Zlokovic's artistic practice, was the founding of the informal
Drawing Club and the launch of the journal Drawings in 1956, initiated by the
renowned professor Aleksandar Deroko and a group of younger associates
who would later become distinguished professors at the University of
Belgrade: Branislav Milenkovi¢, Zoran Petrovi¢, and Dorde Petrovi¢.”®
Established in Professor Deroko’s office, the Drawing Club became a place
open for discussions on the state and future of various forms of artistic
expression. The issues of the journal Drawings were marked by creative
sincerity and a diversity of motifs, artistic techniques, and expressions.”
One of its primary principles was to free the imagination and allow for
personal expression. As noted in the brief introductory remarks of the first
issue, “drawing can only be of benefit to every architect”, as it “fosters the
development of taste and artistic sensibility in general”.® In the second
year of the journal's publication, Milan Zlokovi¢ and Slobodan Nenadovic,
then an assistant to Professor Deroko, joined the founding team.®" These
six architects, featured in all ten issues of the journal and contributing the
most content, demonstrated the broadest range of visual creativity, from
descriptive drawing to freeform and abstraction (fig. 38).% The journal
Drawings published selected works that reflected the artists’ current
poetics and visual styles.® Later on, painters teaching subjects such as
Freehand Drawing and Watercolour Painting also joined the initiative. The
journal's aim - to cultivate a “cult of drawing” among teachers and students
and to highlight the “need to nurture the visual arts through drawing™?
represented, in conceptual terms, the same individual aspirations pursued
by students of the Academy of Fine Arts in forming the Zadar Group.
Supported by Professor Ivan Tabakovié, this group sought to break away
from the didactic canons of socialist realism and other conventions at the
Academy, choosing instead to explore motifs freely and create directly
from observation.® The journal Drawings undoubtedly became the central
point around which the artistic and architectural experience most directly
converged in the 1960s.8¢
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MpuppyxvBareM ocHMBauMma daconuca Lprexu 1957. ropuHe,
3anoyena je 3nokoBuheBa nocnedra W yjefHO Haj3HauvajHMja dasza y
CTBapafaykoM pa3Bojy, Y K0joj LoSla3n [0 UHTEH3UBHON LpTakba M ClnKaka
- aKBapenucara, IMKoBHOr ocnobaljarba M npolimpersa oncera MoTuBa.
Mopen nejsaxa, koju y oBoj da3un noctajy npounwheHnjn opbaunBarem
HenoTpebHMX peTasba a JIMKOBHO YneyaT/bMBUjU UCTUL@HEM OCHOBHOI
KapakTepa npu3opa, W3ABajajy ce [ABe rpyne MOTMBa Koju rocTajy
3nokoBuheBa uHcNUpaumja v npeokynauunja — npey 4umHe ciobopgHe wnnwu
ancTpakTHe dopMe U MpTBa npupona, Koje ce oCTBapyjy y Lyxy nypusma
W nnacTuumM3Ma, LOK Cy Yy APYroj rpymnu KEHCKU MOPTPeTU, aKTOBU U XKaHp
CLeHe, y KOjUMa cy M3paxeHa >XMBOTHa HapaxHyha.®” peum npunorom
y BPYyroj cBecuuM vaconmca — reoMeTpujCKO-MponopLMjcCKOM aHann3om
npaBoyraoHuka - 3nokoBuh je Kpo3 ba3nyHM LpTEX reOMEeTPUjCKe CTPYKType
npaBoyraoHuka NpefcTaBMO CBOje Ayrorofuviirbe 3aHWMarbe 3a Teopujy
W NpUMeHy nponopuuja y apxuTtekTypu. Y usbopy SnKoBHMX npuaora 3a
yaconuc, 3nokosuh ce, nopep cTyaunja ancTpakTHUX Gopmu, onpepesbyje 3a
LpTeXe nakBapene KeHCKMx nopTpeTan Gurypa, kao M HEKOJTIMKO XKaHp CLeHa.
TokoM HapepHuUx roguHa, a HapouuTo og 1960, na cee po cMpTH, 3nokosuh
jeé WHTEeH3MBHO CNIMKAO, FOTOBO CBAakOAHEBHO. Y TOM Mepuopy HacTano
je HEeKONMKO CTOTMHa LpTexa W akBapesna Koju cCBefouve O apTuKynauuju
yMeTHuYKor Haboja. Buwe pacnonoxwusor cnobofHor BpeMeHa y ofLHOCY
Ha NpeTxofHe [eleHWnje 1 pasBUjeH MCTPaXMBAYKKM LyX MOACTaKAN CYy KO
3nokoBuha cnMKapcko pacnofioere Koje je nsHeapusno ocobeH NMKOBHM
pykonuc. O ToMe cBegoye 1 Benelike y AHEBHULMMA KOje je BOLUO TOKOM
1960. n 1961. roounHe. Kako Huje Morao pa byne 6e3 nocna u 3aHuMaumje,
LpTao je n cAnKao Kag rod je Mao nHcnupauujy, buno aa je 6o kog kyhe,
Ha oAMopy uUnu cnyxxbeHoM nyToBakby. Tako je TOKOM CTpYy4YHOr myToBaka y
KonenxareH, HoBeMbpa 1960. roguHe, y CBOj AHEBHMK 3aNn1cao fa je y XxoTeny
M3pajmno HEKOSTMKO KOJTOPUCAHUX LipTexa noclie Bulle BpeMeHa.® [peTxopHo
je ncTor gaHa noceTno KoneHxallkn Mysej TopBanaceH, nocsefieH genvMa
JaHCKOr HeokslacuyHor Bajapa beptena TopeanaceHa (Bertel Thorvaldsen),
rae je Kynuo kaTanor Ha ¢ppaHLyCcKOM je3uKy, a NnoToM u obuwao JaHcku
HaLMOHaNHW My3ej, pasrfnefaBlUy NOCTaBKe MPaMCTOPMU)CKOr, KJacU4HOr
N cpearoBeKkoBHOr Hacneha. Mecel paHa kacHuje, benexu pa je jenHor
nocnenogHeBa ckopo 40 upTexa Hanenwo Ha Beh npunpemsbeHe nognore
mucnehn Ha cBojy byayRy n3nox6y 3a Kojy joll He 3Ha Kaga fa je npupenn.®
Obunasehn myseje, jow of bopaska y [lapu3dy HakoH AunnoMupana, A0
nytoBara no EBponu pagm ogmopa unun cnyxbeHux noceta, nocebHo ce
LVBMO fennMMa BENUKUX MajcTopa ClMKapcTBa Koja Cy Ha hbera ocTaBrbana
yneuyaT/buB Tpary cno3Haju ectetckor.”® O nctopuju cnmkapcTea, CiMkapmMma
N FBUXOBMM YMETHUYKMM M3pa3nMa, Ca3HaBao je U Kpo3 pasfiynTa usgama
Koja je NpubaBrbao nopep NpuMapHe apxmuTekToHcke nuTepatype.”

% MpTtBa npupopa, MOpTPeT W JbyAcka urypa
(yksbydyjyfin w akTt) npepctaesmanu cy obasesaH
[e0 HacTaBHor nporpama (npegasatba 1 BexX6K) Ha
npeametuma CnobopHo upTare u AkBapenucarbe
y OKBMpPYy JMKOBHOTr obpa3oBatba apxuTekata.
3acHMBanM cy ce Ha pedyuupaHoM nporpamy
JlnkoBHe akapemuje. [lporpaM oBWX npeaMeTa
y OKBMpY HacCTaBHWUX aKTMBHOCTW W3BaH aTesbea
(upTaonuue) obyxsatao je upTarbe W CnUKare
(akBapen, Temnepy, nacten W Aapyre TexHuke)
apXUTEKTOHCKMX —ocTBapera, ypbaHux MoTuBa
(ynuua, Tprosa, napkoBa) u nejzaxa - npegena.

8% OM3 - [8: fHeBHWK Koju je MwunaH 3nokosuh
BOAMO Of 24. anmpwna Ao Kpaja geuembpa 1960.
roguHe.

% Ucro.

 MpeMa peunma apxuTekToBe hepke Mwunuue
MojoBuh, y pasrosopy ca aytopoM 28. jyHa 2024.
roguHe.

1Y 6ubnuoteun MunaHa 3nokosuha koja 6poju
0KO fiBe XWSbafe Hac/oBa Hanasu ce BULLe U3[atba
nocsefieHnX UCTOPUjU YMETHOCTU, AennMa BennKnx
majctopa (Mukenawfena, JleoHapga, Padaena) u
CaBpPeMEHO] YMETHOCTU Ha GpaHLYyCKOM, HEMAYKOM,
UTanWjaHCKOM W CPMCKOM je3nKy, Kao LWTo cy:
MoHorpaduje Luigi Serra, Storia dell’ Arte ltaliana
(1913); Georg Dehio, Geschichte der Deutschen
Kunst (1921); Maurice Raynal, Anthologie de la
Peinture en France de 1906 a nos jours (1927);
Alessandro Pavolini, Giovani Ponti, Le Arti in Italia
(1939); Mysej kHesa [laBna. MogepHa ymeTHocT
(1938); Art Francais Contemporain, Musée National
d’Art Moderne; ymeTHu4ku yaconucu Domus (1929~
1940), Cahiers dart (1937), Ymernuuku npernes
(1937-1941), Umetnost (1949-1951), Mozaik (1961-
1962); katanosu msnoxbu v npernegu caspemeHe
yMeTHOCTU pasHux 3emarba (CAL, CCCP, Hemauka,
®paHuycTka, Cnosenuja, JanaH u gp.).



87 Still life, portraiture, and the human figure
(including the nude) constituted an essential
part of the curriculum (lectures and exercises) in
the courses Freehand Drawing and Watercolour
Painting, within the framework of visual arts
education for architects. These were based on
a simplified version of the Academy of Fine Arts
curriculum. The program for these courses,
particularly in instructional activities conducted
outside the ateliers (drawing rooms), included
drawing and painting (using watercolour, tempera,
pastel, and other techniques) of architectural
objects, urban motifs (such as streets, squares, and
parks), and landscapes.

8 MZF - D8: a diary Milan Zlokovi¢ kept from 24
April to the end of December 1960.

8 Ibid.

? As related by the architect's daughter, Milica
Mojovi¢, in a conversation with the author on 28
June 2024.

9"Milan Zlokovi¢'s personal library, numbering
around two thousand titles, includes numerous
publications dedicated to art history, the works of
great masters (Michelangelo, Leonardo, Raphael),
and modern art in French, German, ltalian, and
Serbian. Among these are monographs, such as:
Luigi Serra, Storia dellArte ltaliana (1913); Georg
Dehio, Geschichte der Deutschen Kunst (1921);
Maurice Raynal, Anthologie de la Peinture en France
de 1906 & nos jours (1927); Alessandro Pavolini,
Giovanni Ponti, Le Arti in Italia (1939); The Prince
Paul Museum: Modern Art (1938); Art Francais
Contemporain, Musée National d’Art Moderne; as
well as art journals including Domus (1929-1940),
Cahiers dart (1937), Umetnicki pregled (1937-1941),
Umetnost (1949-1951), and Mozaik (1961-1962);
exhibition catalogues and contemporary art reviews
originating from various countries (USA, USSR,
Germany, France, Slovenia, Japan, etc.).

When Zlokovi¢ joined the founders of the journal Drawings in 1957,
he embarked on the final, and at the same time, most significant phase of
his artistic development. This period was marked by intense drawing and
painting - watercolour painting, artistic liberation, and the broadening of
his thematic repertoire. In addition to landscapes, which, during this phase,
became more refined through the elimination of superfluous detail, and
visually more powerful by emphasizing the basic character of the scene,
two distinct groups of motifs emerged as central to Zlokovi¢'s inspiration
and artistic focus. The first comprises free or abstract forms and still life,
realised in the spirit of purism and plasticism, while the second group
encompasses female portraits, nudes, and genre scenes, characterised
by the expression of life-inspired themes.® In his first contribution to the
second volume of the journal - a geometric-proportional analysis of the
rectangle - Zlokovi¢ presented his long-standing interest in the theory and
application of proportions in architecture through the basic drawing of the
geometric structure of the rectangle. In his selection of visual contributions
for the journal, alongside studies of abstract forms, Zlokovi¢ chose to
include drawings and watercolours of female portraits and figures, as well
as several genre scenes. Over the following years, especially from 1960
until his death, Zlokovi¢ painted intensively, almost every day. During this
prolific period, he produced several hundred drawings and watercolours
evidencing the articulation of his artistic drive. More free time in comparison
to previous decades, coupled with a cultivated inquisitive spirit, fostered
Zlokovic's painterly mood, developing a distinctive visual expression. This
is evidenced by entries in the diaries he kept during 1960 and 1961. As he
was unaccustomed to idleness, Zlokovi¢ drew and painted whenever he felt
inspired, whether at home, on holiday, or while traveling on official duty.
During a professional visit to Copenhagen in November 1960, he noted in
his diary that after a long time he had produced several coloured drawings
in his hotel room. Earlier that day, he had visited the Thorvaldsen Museum
in Copenhagen, dedicated to the works of Danish Neoclassical sculptor
Bertel Thorvaldsen, where he bought a catalogue in French, and then visited
exhibitions of prehistoric, classical, and medieval heritage at the National
Museum of Denmark. A month later, he notes that in one afternoon he
mounted nearly 40 drawings to a prepared base, contemplating a future
exhibition whose date he had yet to determine.®” Whenever he visited
museums, during his time in Paris after graduation or while traveling
across Europe for leisure or official visits, he particularly admired the works
of the great masters of painting, works that left a lasting impression on his
understanding of the aesthetic.”” He learned about the history of painting,
painters, and their artistic expressions also through various publications
he acquired, alongside his primary architectural literature.”
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Tokom 1961. roguHe je Takofhe BOAMO [HEBHUMK W3 Kora ce
Llo3Haje KONMKO 4YecTo ce H6aBuo upTarbeM U cnunkameM. OHO wWTo je
KapakTepucTuyHo 3a 3nokoBnheBo cAMKapcTBO 0Be Ppa3e jecTe TO LWITO je
nNpBO paguo upTexe, Hajuyewhe TyweM nnm LpHUM dnomactepoM, fajyhu
JINHNjCKe KOHType v rnaBHe obpuce KOMMo3uLmMje Ha OCHOBY Mpu3opa
npen KojuMm ce Hawao uau nof HabojeM mHcnupauwnje M UMarmHaumje
(cn. 39, 40), na 61 ux, HakoH Tora, UK Kafa je UMao BULIE BPEMEHa,
Konopucao y TexHuuu akBapena. Kog nojeAnHUX upTexa je akueHaT
CTaBWO Ha NlaBupatrbe, Na je y NPBOM MJiaHy 0CTa0 LpPTEX Y OQHOCY Ha
TpeTupaHe MNOBPLUMHE CBETSIMM U TaMHUM ToHoBMMa. CBojeBpeMeHO,
UMNpPeCcUoHNCTN cy opbaumnnm uptex, cMmatpajyhv pa Huje notpebaH
npennioxak 3a NpunpeMy caunke, 1ok je jeanHo Earap era (Edgar Degas)
MCTULA0 Aa je upTare BaXHWje of CAuKama U ga uptex Huje dopma,
Behi HauuH Ha Koju ce dopma Bmamn.”2 [lakne, 3Hauyaj upTarba ce orfegay
OTKpUBatby 1 BUfjerby, MOLITO Ce KPO3 LLpTexX NojaBe uin cTeapu pasymejy
nTpaHcnoHyjy. bopasehun Ha ogMopy ca cynpyroM Kajomy Manom Jlowmnmy
centeMbpa 1961. roguHe, 3nokosuh je cnobofHo BpeMe KOPUCTMO 3a
cnukame. Y JHEBHUKY Tako 3anv|cyje [,a je NpBOT AaHa no fonacky .y cobu
CBe CMpeMuno 3a akBapenuncate” 1 faje nocse pyyka npeLiao akBapesaom
HWU3 LpTexa, 3aTuUM Aa Je jedHor jyTpa ca nposopa cobe n3papmo npseu
aKeapen no npupoau koju ce Kaju gonao, fok je 3a Hbera ucnao ,,Hekako
cyBuwe wkonckun”, ga bu nocne gopyyka npewao y 6awTy rocTuoHuue
6nn3y 6po,u,orpap,V|JW|LL|Ta M HacTaBMO ca akBapeNncarmeM — MOTUBMU CY
My 6unu 6awTa rocTMoHule u rpyna urpava kapata (cn. 41). Ca tum
akBapenuMa je, Kako pasbe HaBoau, 6Mo 3apfoBosbaH, a of ynoTpebe
dnomacTepa je 04ycTao, U KOHType je cKkuumpao 0bMYHOM NUCASbKOM.
HapepHor paHa u3jyTpa, u3pagmo je 4YeTBPTU akBapes npemMa MoTUBY
npupoge Ha Kojy je umao nornef ca nposopa cobe (cn. 42), a motom
6ojaMa npeLuao upTexe Koje je npeTxofHO HaumHuo y Konpy. MNopep osor
feTarbHujer ocBpTa Ha BpeMe Kkoje je nocBefinBao LpTamy KU caukamy,
3nokoBuh y AHEBHWUKY UCTe roAMHE CKOpPO U3 faHa y AaH, buno ga je buo
kon kyhe mnu Ha nyTy, benexu TpeHyTKe Kafia ce MNOCBETUO ClMKaHbY:
.nocne nofHe caM cnunkao”, ,nocne nogHe kog kyhe cpefjuBatse uprexa”,
.cpefjuBao akBapene”, ,ooMapatbe U cpefjuBatbe upTexa’, .npepg Beue
M3pafno cam HeKoJIMKO HOBMX LLpTEXa — UMa UX MPeKo AeceT’, ,cnKarbe
y cTaHy”, .cnukarbe nocine pydka“, ,aksapenucatre y cTaHy’, .Mno pyuky
caM npewao akBapefnoM wu3paheHe upTexe (HekM cy MU OOSIMYHO
ycnenu)”, .podekao cam Hosy roamHy upTtajyhu v caukajyhn (nspaavo
caM 4 cnuke)”, .nocne pydyka cam ce 0iMapao, 3aTUM rycTMpao LpTexe ca
nyTa M MHOTe Of HUX NPeByKao akBapesioM”, ,LLpTao caM 1 akBapenucao
(oko 30 nucToBa - Heke Cy My rnaee Hapo4muTo ycnene)”, .yctao camy 6
yacoBa 1 Maso caukao”, .nocse NogHe cam Masio LpTao 1 aksapenucao’,
.MUC/IMM [a CaM HanpaBWO HEKOJSIMKO HApoYuTO ycrnenux akeapena’,
.Ayro cam cnukao (go 2 uvacal”, .ysrpen cam HaupTao cepujy upTexa -
HeWTo caM HapounTO pacmosioxeH 3a upTatbe”, ,oneT caMm ce nomasno
3aHMMao cpefjuBarbeM CBOjUX LpTeXa 1 akBapena“, ,MpeLwao akBapesom
8 Behunx upTexa of Kojux Cy CKOpO CBW ycrnenu”, ,Ha Beuye caM Maso
aKkBapenucao v ‘mernao’ jydyepawe upTexe”, .,MocnenogHe M3pagmo cam
npuavnyaH 6poj upTexa v Heke paHuje 060juo”, ..y ToKy nocnenofHeBa u
Beyepu kawmpao cam oko 50 upTexa v npellao akBapesioM HeKONNKO
HOBO HaupTaHux" nTL.”

2 Paul Valéry, Degas - ples - crtez, Zagreb: Mladost,
1955, 40-42, 98.

% ®M3 - [110: gHeBHUK Koju je MunaH 3nokosuh
BOJMO 0f} jaHyapa Ao HoBembpa 1961. rogune.

% WcTo.



2 Paul Valéry, Degas - Dance - Drawing, Zagreb:
Mladost, 1955, pp. 40-42, p. 98.

92 MZF - D10: a diary Milan Zlokovi¢ kept from
January until November 1961.

2 |bid.

In 1961, Zlokovic also kept a diary which reveals how often he engaged
in drawing and painting. A distinctive characteristic of his painting process
during this period was his practice of beginning with line drawings, most
often executed in ink or black markers, outlining the main contours and
compositional structure of a scene, either observed directly or conceived
through impulse of inspiration and imagination (fig. 39, 40), which he
would then colour using watercolour technique when he had more time. In
some of his drawings, he placed particular emphasis on applying a wash
technique, where the lines of the drawing retained visual primacy over
areas coloured in light or dark tones. The Impressionists had rejected the
drawing, believing that it was not necessary for preparing a painting, while
only Edgar Degas argued that drawing was more important than painting,
and that drawing was not merely a matter of delineating form, but a means
of perceiving it.”2 Thus, the significance of the drawing lies in the act of
discovery and perception, as, through drawing, appearances or objects are
understood and transposed. While on vacation with his wife Kaja in Mali
LosSinj in September 1961, Zlokovi¢ spent his free time painting. In his
diary, he recorded that on the first day of arrival he “prepared everything he
needed in the room for watercolour painting” and, after lunch, he proceeded
to apply watercolours to a number of drawings. He further records that
one morning he created his first watercolour landscape, capturing a scene
observed from the window of his room. His wife Kaja praised it, though
Zlokovi¢ himself found it to be “somehow too academic”. After breakfast,
he went to the garden of an inn near the shipyard and continued painting in
watercolours - his motifs were the inn’s garden and a group of card players
(fig. 41).° He went on to say that he was satisfied with those watercolours,
and that he had abandoned the use of markers, sketching contours instead
with an ordinary pencil. The next morning, he made his fourth watercolour
based on a natural motif observed from his room window (fig. 42). He
then proceeded to enhance a series of earlier drawings made in Koper
with watercolours. In addition to this more detailed account of the time he
devoted to drawing and painting, Zlokovi¢'s diary entries from the same
year consistently document his engagement with painting on an almost
daily basis, whether at home or while travelling. He notes: “painted in the
afternoon”, “spent the afternoon at home organising drawings”, “sorted
watercolours”, “rested and sorted drawings”, “before evening, | produced
several new drawings - more than ten in total”, “painted in the flat”,
“painted after lunch”, “watercolouring in the flat”, “after lunch, | applied
watercolours over my drawings (some turned out exceptionally well)”, “I
welcomed the New Year drawing and painting (produced 4 paintings)”,
“after lunch, | rested, then revisited the drawings from the trip and applied
watercolours to many of them”, “I drew and painted with watercolours
(about 30 sheets - some of the heads turned out especially well]”, I got
up at 6 a.m. and painted a little”, “in the afternoon, | did some drawing and
painted with watercolours”, “I think | produced a few particularly successful
watercolours”, “| painted for a long time (until 2 a.m.)”, “on the side, | drew a
series of drawings - | am especially in the mood for drawing”, “once again, |
did some sorting of my drawings and watercolours”, “l applied watercolour
to 8 larger drawings, most of which turned out well”, “in the evening, | did a
little watercolour painting and ‘ironed’ yesterday’s drawings”, “I made quite
a few drawings in the afternoon and coloured some earlier ones”, “during
the afternoon and evening, | mounted about 50 drawings and went over
several newly drawn ones with watercolours”, etc.?
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39

XKeHcku akT ca MOPCKUM rpesenom

nart. 29. 7. 1964.

upTex, pnomactep Ha nanupy, 15 x 21 um
[PM3-3/1P]

e

Female Nude with a Seaside Landscape
dated 29 July 1964
drawing, felt-tip pen on paper, 15 x 21 cm

[FMZ-ZLR]
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40
Y pectopany | L=
XaHp cueHa, aar. 1. 3. 1958. £l |r|*
upTex, pnomactep Ha nanupy, 20 x 18 um ..;!f:I,_-:I!l
(®M3-311P] AL

Paibhg %
In the Restaurant | : | -

genre scene, dated 1 March 1958
drawing, felt-tip pen on paper, 20 x 18 cm
[FMZ-ZLR]
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Benyta Manor Jlowna
nat. 18.9.1961.
akBapen, 22 x 17 um
[®M3-31P]

Veduta of Mali LoSinj
dated 18 September 1961
watercolour, 22 x 17 cm
[FMZ-ZLR]

41

Kaprare

Manu Nlowunws, gat. 17. 9. 1961.
onoska, akBapen, 33 x 23 um
[®M3-311P]

Playing Cards

Mali LoSinj, dated 17 September 1961
pencil and watercolour, 33 x 23 cm
[FMZ-ZLR]
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OBu HaBogu noTephyjy Ba je 3nokoBuA TUX roguHa cauvkao w3
3a[0BOJbCTBA U [a My je baB/berbe LpTEXMMA U clivkaMa [051a3uio U3
XWBOTHOr onTuMmama. LipTary ce nocsehunBao y TpeHyuuma pasoHone
n onywTara. Ca coboM je roToBo yBEK HOCMO ONIOBKE KOjUMa je Hajyellhe
upTao. I3 nHeBHUKA ce Takofe casHaje fa je obuyasao upTaT Uy HajnoH-
bawwTy, KyNTHOj NokanHoj kadaHu Koja ce Hanaswuna Ha yray ynuua Makcuma
lopkor n WymaToBauke, roe je yecto HaBpahao Ha pydvak wnu Bevepy -
.Ha noepaTtky kyhun mMano cam cBpatno y Hajnon-bawTy Ha hesanuuhe roe
caM m3paamo TpuaeceTtak uptexa“, .Ha Beuye y HajnoH-6alutu, y3 BUHO K
hesanuuhie, nspagmo cam geceTtak HoBUX upTexa“.’® BofjeH HaMepoM gaa
npupean m3noxby ceojux aksapena, 3nokosuh ce TokoMm 1961. ropuHe
yecTo H6aBno cpefjnBareM LpTexa paan M3narama, WTo je Nogpasymesano
pasMaTpare n3bopa LpTexa, HUXOBO KallMpake U NpunpeMy nacnaprya.
Tako y pHeBHUKY 1. Maja HaBoAau Aa ce LeO AaH nocBeTMo cpefuBamby
MaTepujana 3a u3noxby m pa Beh mma oko 100 onpemsbeHMx upTexa
ca nacnapTymma BenuumHe 43 uM x 35 um.” 3nokoBufiy je Heros 6uBLLK
CTYLEHT, a NoToM U npujaTesb, apxutekT CnobopaH Bacumesuh Mauyoka,
npepnoxuo na nsnoxby npupenn y Mysejy npuMerbeHe YMETHOCTW, KOjy
Bv oH papo apaHXxupao, anu [o Te u3noxbe Huje BOLINO M3 HeMo3HaTUX
pasnora. WMnak, 3nokoBufieBM NWKOBHU pafoBW Cy OCTaju 3anaxKeHu
3axBasbyjyhu yaconucy Lptexu koju je ponpuHeo adupmaunju NUKOBHOI
nspaxaBarba Mefly apxuTekTMMa, AOK je caMoM 3nokoBuRy npyxuno
noAcTpeK 3a npe3eHTauujy JMKOBHUX PafoBa y nepuody Kapa je caukarby
61o 1 Hajeuwe nocsehien. MoBogom mnsnacka wecte ceecke (1961) y kojoj
cy buna objaB/beHa Herosa ABa LpTeXa, Y AHEBHMKY je 3anmcao Kako ce
0 HbMMa CBM NlackaBo u3paxkaBajy. [TocebHo je moeTuyaH UpPTEX Ha KoMe
je npeacTaBibeHa rpyna of, MeT XeHa y MOKPeTy Koje Kpace rpaLuo3HoCT U
onMepeHocT (cn. 43). Y BpeMe kafa cy My LipTakbe 1 CliMKake NpeacTaBsbany
Hapo4uTo 33[l0BO/LCTBO, apupMaTMBaH CTaB Kosera My je, no ceemy cygehu,
6vo nocebHo 3HayajaH. powmrpuBareM oncera MoTMBa, bpoj akBapena ce
“3 Mecela y Mecel, yMHOXaBao. [1o 1MyHoM n3bopy, HacTaBMO je CMOHTaHO
[a vx noknara npujatesbyma, WTO je yBek buno ceecpgHo npuxeaheHo.
Maxko ce 3a cnukatbe akBapenoM ycTaHoBMO nocebaH nanup, pyyHo pafjeH of
oTnafjaka NaHeHUX M NaMyYHUX TKaHWUHA MOBEe3aHWX aHUManHUM nenkom?’’,
3nokoBuh je cAMkao Ha pas3nMyMTMM BpcTaMa nanupa koje cy My bune
AOoCTynHe, Hajuyewhe n3 benexxHnua v cBe3aka 3a LpTake U CKULMpakbe.
Hajsehun bpoj upTexa v akBapena HacTao je Ha nanupuMma pasinymTux
OuMeH3uja Kkoje ce kpehy y pacnoHy of A3 go A5 popmata - 21 x 30, 33 x 24,
19x28,17x 24, 14x21,18x 20, 18 x 24, 15x 21,21 x 28, 15x 20, 17 x 25, 21 x
27 (n3paxeHoy um) uta. Cee upTexe 1 akBapese U3 ose dase je NOTNNCMBAO
M [aTMpao Ha KapakTepMCTUYaH HauuH — Hajuyewwhe y BepTUKANHO] NMHM)K,
jelHO UCMOA Apyror, HABOAWO je MMe MecTa y KoMe je upTex Hacrtao [y
cnyyajy Beorpapga To je 6buna ckpahienuua BIA°), satum paTtym (maH,
Mecel, ¥ nocnefre ase Ludpe roguHe) u notnuc ca nHuumjanuma ,3M."
[aTymMu nokasyjy KofMKo 4ecTo je Tafa LpTao U akBapenucao, aan u Kako
Cy Ce CMehMBanu pasinynT MOTUBW, HEPETKO UCTOT AaHa Uav Bule faHa
3apeaom.

*WNcTo

%WNcTo.

97 Akvarel” u: Zivojin Turinski, Slikarska tehnologija,
Beograd: Univerzitet umetnosti, 1990, 109.
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XeHe

uptexx M. 3nokoswuha objaBrbeH y bpojy 6 yaconuca
Liprexu n3 1961.

Tyw

Women

drawing by M. Zlokovi¢ published in issue 6 of the
journal Drawings, 1961

ink



*Ibid.
% |bid.

97 “Aquarelle” in: Zivojin Turinski, Painting Techniques,

Belgrade: University of Arts, 1990, p. 109.

These entries confirm that, during this period, Zlokovi¢
painted for pleasure and that his engagement with drawing
and painting stemmed from a sense of life optimism. He
dedicated himself to drawing in moments of leisure and
relaxation, almost always carrying pencils with him, his
preferred drawing tool. His diary also reveals that he had
a habit of drawing at the Nylon-Garden, a well-known local
tavern located at the corner of Maksim Gorkiand Sumatovacka
streets, where he often stopped for lunch or dinner - “on the
way home | dropped by the Nylon-Garden for some cevapi,
where | produced about thirty drawings”, “in the evening at the
Nylon-Garden, where | enjoyed wine and ¢evapi, | produced
about ten new drawings”.”® Motivated by the idea of organising
an exhibition of his watercolours, Zlokovi¢ spent much of 1961
preparing his drawings for display, which involved selecting
works, mounting them, and preparing passe-partouts. In his
diary entry dated 1 May, he notes that he spent the entire day
organising materials for the exhibition and that he already
had around 100 mounted drawings with passe-partouts
measuring 43 cm x 35 cm.” His former student and later
friend, the architect Slobodan Vasiljevi¢ Macuoka, suggested
he hold the exhibition at the Museum of Applied Art, which
he offered to arrange. However, for reasons unknown,
the exhibition never took place. Nevertheless, Zlokovi¢'s
visual works gained recognition largely owing to the journal
Drawings, which played a significant role in promoting artistic
expression among architects. For Zlokovi¢, the journal served
as both a platform for the presentation of his visual works
and a source of motivation during a period in which he was
most actively engaged in painting. Upon publication of the
sixth issue (1961) which featured two of his drawings, he
recorded in his diary that they were unanimously praised.
One particularly poetic drawing depicts a group of five women
in motion, graceful and composed figures (fig. 43). At a time
when drawing and painting brought him particular joy, the
affirmative reception by his colleagues appears to have held
special significance for him. As his range of motifs expanded,
the number of produced watercolours increased month by
month. By personal choice, Zlokovi¢ continued to gift them
spontaneously to friends, a gesture that was always warmly
welcomed. Although watercolour painting traditionally
employed a special type of handmade paper produced from
scraps of linen and cotton fabric bound with animal glue”,
Zlokovi¢ painted on various types of paper, whatever was at
hand, most often on paper from notebooks and sketchpads.
The majority of his drawings and watercolours were created
on papers of varying sizes, typically ranging from A3 to A5
format - 21 x 30, 33 x 24, 19 x 28, 17 x 24, 14 x 21, 18 x 20, 18
X 24,15 x 21,21 x 28, 15 x 20, 17 x 25, 21 x 27 (in cm) etc. All
drawings and watercolours originating from this period were
signed and dated by Zlokovic¢ in a distinctive manner - typically
arranged in a vertical line, the elements placed one below the
other - indicating the place where the drawing was made (in
the case of Belgrade, using the abbreviation “BGD"], followed
by the date (day, month, and last two digits of the year], and
his initials “ZM.”. The dates not only reveal the frequency with
which he drew and painted in watercolour during this time,
but also illustrate the succession of various motifs, often
within the same day or over several consecutive days.
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Y nocnentoj dasun, TOKOM Koje je HacCTano HajBuLIe CIUKAPCKMUX
pajoBa, McrnosbaBa Ce jacaH M ayTeHTMYaH JIMKOBHW M3pas, MOCTUMHYT
HajoNyHaBarbeM LpTexa 1 TexXHUKe akBapena, buio fa je pey o nejsaxuma,
ancTpakTHUM Komro3uuujama, nopTpeTuMa Unm xaHp cueHama. Kako ce
aKBapenoM Mory nNpefcTaBUTU U3y3eTHa NPO3PaYvHOCT, CBEXMHA U Mekoha,
ofrosapasie cy My TeMe MHTUMHOT KapaKTepa, Kao WTO Cy Cinkarbe npeaena,
benewke ca nytoBaka, NojedMHayHe cTyomje, pehe nopTpetTn u >aHp
cueHe’, vako he 3nokoBuh ynpaBo y TeMu MopTpeTa MckaslaTu BELITUHY
akBapenucama 1 nocTnhn KapakTepUCTUYHY JIMKOBHOCT KOjy Mpy>a jefuHo
TexHuka akBapena. [lok je MekohoM nMHMja cTBapao xuBaxHocT ¢urypa
W nopTpeTa, a akBapenoM Harjalwasao CynTUAHOCT Auua WAu nornena,
YrNaBHOM XeHa, JIMHUjCKa npeknanarba Ha upTexxmMma cnobonHux ¢opmu
fana cy nnactuyHy v NypucTUYKY MAOLWHOCT, KOL KOje NUHWU[CKU OfHOCK
koMmno3uumnje obanka n meflynpoctopa rpage opraHcky uenunHy. Cnvkapcku
nocTynak y akBapesy je ocobeH, UCNMKaBake MOBPLUMHE Ce 3amoyntbe Of
CBeTAMX NapTuja M uae Ka TaMHWM, a HaroBellTaj BoJSiyMeHa Ce MOCTMXe
MpJbaMa Koje y cebu Hoce Banepcke BpefHocTW.”” 3nokoBufieBM NNKOBHM
pafoBu, HacTaau TOKOM MHOrobpojHMX MNyToBakea, OAMLLY WCTOBPEMEHO
CBEXWHOM W baplwyHacToM nakohoM, ekcnpecuBHowhy 1 nnacTuyHowhy,
JINPCKMM 33aHOCOM U MPUKPUBEHUM epoTu3MoM.'® PeanuctuyHe npukase
npegena n ypbaHmx ambujeHaTa kojuMa ce moHajBuwe 6aBMO y paHujem
nepuogy, npukasyjyhn nepcnektuBe u nocehyjyhn naxmy peTarbuma
y TPaguUMOHANHOM MaHWpy akBapena - ca HEenpUMETHWM OCHOBHWUM
JINHWJCKUM KOHTYpaMa y rpadmTHOj 010BUM MK Be3 KX — 3aMetbyjy 3HaTHO
eKCMpecuBHMjM M ancTpakTHMjU NPM30pK Nej3axka. YrnaBHOM HacTanaun TOKOM
nyToBakba, 0BM NPU30pM Y OCHOBM MMajy HarnalleH LpTex y LpHUM JIMHUjaMa
pa3nuuute gebrbrHe N rycTUHe, ynoTnyHeH bojaMa y TexHULM akBapena, Ymju
TOHOBM V1 Basiepy AOMNPMHOCE YTUCKY aTMocdepe, XMBAXHOCTU 1 BegpuHe (ch.
44). CTusicka BEpCaTUIIHOCT, HAaPOYMTO NPUCYTHA y 0BOj CTBapasaykoj ¢pasm,
ornefa cey jacHo geduHUCAHO] NaneT TOHOBA, HarnalleHNM KOHTypama u
CyrecTUBHMjUM noTe3nma yeTkuue (cn. 45).

% Onveepa PaposaHoBuh, Axsapen kao caukapcka
TexHuka, Hou Cap: Mysej rpapa Hosor Capa, 1979, 5.
7 WcTo.

00 M. babuh, H. AHtewesuh, ,Yaconuc "Liptexu’
(1956-1965): 3Hauaj 3a abupmaumjy ...", 53.



% Olivera Radovanovi¢, Agquarelle as a Painting
Technique, Novi Sad: Museum of the City of Novi Sad,
1979, p. 5.

7 1bid.

100 G. M. Babi¢, N. AnteSevi¢, “The Journal ‘Drawings’

(1956-1965): Its Significance for the Affirmation ...", p.
53.

In the final phase of his work, during which the largest number of
paintings were produced, Zlokovi¢ developed a clear and authentic visual
expression, achieved through the synthesis of drawing and watercolour
techniques, whether depicting landscapes, abstract compositions,
portraits, or genre scenes.” Given that watercolour allows for exceptional
transparency, freshness, and softness, he was particularly drawn to themes
of an intimate nature, such as landscapes, travel sketches, individual
studies, and, less frequently, portraits and genre scenes. Nevertheless,
it was in portraiture that Zlokovi¢ most fully demonstrated his mastery
of watercolour, achieving a distinctive visual quality attainable only with
this technique. The softness of the lines brought vitality to the figures and
portraits, while the watercolour technique accentuated the subtlety of faces
or gazes, primarily in female subjects. The overlapping lines in the free-
form drawings created a plastic, purist flatness, where the relationships
between the shapes and the spaces between them formed an organic
whole. The watercolour painting process is unique, starting with the lighter
surfaces and gradually introducing the darker ones, with volume suggested
through patches that convey tonal values.”” Zlokovi¢'s visual works, created
on his manytravels, convey a sense of freshness and velvety ease, combining
expressiveness and plasticity with lyrical rapture and subtle eroticism.'®
Realistic depictions of landscapes and urban surroundings that Zlokovié
primarily focused on in earlier periods, capturing perspectives and paying
close attention to details in the traditional watercolour manner - often
with subtle graphite pencil outlines or without them - gave way to much
more expressive and abstract portrayals of landscapes. Largely created
during his travels, these scenes are fundamentally based on drawings
highlighted by black lines of varying thickness and density, complemented
by watercolour tones and values that enhance the sense of atmosphere,
vitality, and brightness (fig. 44). The stylistic versatility, particularly
evident in this phase of his creative output, is reflected in a clearly defined
tonal palette, accentuated contours, and more suggestive brushstroke
techniques (fig. 45).
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Crapu rpag y byasu
nat. 26.9.1961.
akBapen, 17 x 22 um
[OM3-311P]

0ld Town of Budva

dated 26 September 1961
watercolour, 17 x 22 cm
[FMZ-ZLR]
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Mpuzop u3 [lybposHuka
nat. 4.10.1961.
akBapern, 23 x 33 UM
[OM3-3/1P]

Scene from Dubrovnik
dated 4 October 1961
watercolour, 23 x 33 cm
[FMZ-ZLR]
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N3y3umajyhin npaBmna nepcrnekTMBe u akUeHTyjyhn rnaBHe KOHType
KOMMOo3uLMje, TEXMLUTE CIIMKE je CTaB/beHO Ha JIMHWCKY CTPYKTYpy LpTexa
KojeM 6oje majy ytucak npoctopHocTm (cn. 46). Tako cy [o u3paxaja Lowwsm
CTPYKTYPHU OAHOCU W AWHaMu3aM npusopa. 3nokoBuhesBu npepenn us
oBe dase cy 3HATHO HEMOCPegHUjU N ekcnpecuBHUjn, buno ga ce pagun o
npukasuma ypbaHux arnomepaumja, o nmaHopaMama ca KpoBoBMMa kyha,
BpAOBMTOM Mej3axy uanM MopckoM ambujeHTy ca jegpunuuama (cn. 47).
Mpegpeo nesa, 3anucahe Mon Banepw (Paul Valéry) y kiu3m o uptexnma
Enrapa deraa, HaBogehu fa je oH NnpeMa rnpupoay OHO LITO je onepa npemMa
cBaKupallrbeM xuBoTy."”! Meljy ekcnpecuBHuWjUM akBapennMa ca MOTUBOM
npegena Koju npvnagajy 0BOM Mepuody WHTEH3UBHOI camnkapckor Haboja,
n3gBaja ce naHopama okpyxerba [aBata, HacTana 7. aBrycta 1962. roguHe,
4nje TaHaHe NMHMWjCKe KOHTYpe W MacTeSIHW 3eNeHKacTOTUPKWU3HU TOHOBU
MOJICKOT KJby4a CyrepuLLy aTMocdepy IeTHer CM1paja, HanK npe moMeHyTUM
TabakosuhesuM aksapenvma (cn. 48). Y nopefjerby ca akBapenom Ha Kome
Cy npukasaHu napkupaHu aytomobun n kyha y [masatuma m3 aBrycta 1933.
roAunHe, KOHBEHLUMOHAHW]er CIMKAapCKor MPUCTYNa 1 NpYMereHor LOpCcKor
Baflepa, NoTorba NaHopama u3pas je paduHUPaHOr CAMKapCKor ykyca
eCcTeTCKOor ckycTBa. Ha cnnyaH HauvH je pafjeH 1 akBapen U3 cepuje Ha3BaHe
JagpaH, Ha KoMe je npepcTaB/beHo cTapo yTBpherse y Banetn Ha ManTy,
TPeTUPaHO NacTeIHNM OKep TOHOBMMA U HMXOBUM Npena3unmMa ka boppo boju,
YMMe cy [lo4apaHu KapakTepucTUYaH U3rneq oBor MEAUTEPAHCKOr OCTPBa U
KaMeHe apxuTekType okynaHe cyHuem (cn. 49). Cnuuno npegenuma pahexn
CYy W aKBapenu ca aHMMasHUM MOTMBMMa KOjux je BpojyaHo HajMarbe, cBera
feceTak. Ha mwuMa cy, KOMMO3MLMOHO BAUCKO MypUCTUYKOM CRMKapCTBY,
yrnaBHOM npeactaBrbeHa jata puba y nokperty (cn. 50).

10" Paul Valéry, Degas - ples - crteZ, Zagreb: Mladost,
1955, 88.



' Paul Valéry, Degas - Dance - Drawing, Zagreb:
Mladost, 1955, p. 88.
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peneo uz boke

KoTtop, aat. 15. 3. 1961.
aksapern, 18 x 20 um
[®OM3-31P]

Landscape from the Bay of Kotor
dated 15 March 1961
watercolour, 18 x 20 cm
[FMZ-ZLR]

By disregarding the rules of
perspective and emphasising the main
contours of the composition, the focus of
the painting shifts to the linear structure
of the drawing, with colours providing
an impression of space [fig. 46). This
allows the structural relationships and
the dynamism of the scene to stand out.
Zlokovi¢'s landscapes from this phase
are significantly more immediate and
expressive, whether depicting urban
agglomerations, panoramas with house
rooftops, hilly landscapes, or marine
settings with sailboats (fig. 47). The
landscape sings, as Paul Valéry wrote
in his book on Edgar Degas’s drawings,
noting that the landscape, in nature,
is to the everyday life what opera is to
daily life.'® Among the more expressive
watercolours  featuring  landscape
motifs from this period of intense artistic
energy, a panorama of the surroundings
of Glavati, created on 7 August 1962,
stands out. Its delicate line contours
and pastel greenish-turquoise tones of
the minor key evoke the atmosphere
of a summer evening, similar to the
previously — mentioned  Tabakovi¢’s
watercolours (fig. 48). Compared to the
watercolour from August 1933, which
depicts a parked car and a house in
Glavati with a more conventional artistic
approach and applied Doric tonal
value, the latter panorama reflects
a refined artistic taste and aesthetic
experience. A similar approach was
used in the watercolour from the
series titled Adriatic, which depicts the
old fortification in Valletta, Malta. It is
treated in pastel ochre tones and their
transitions to burgundy, effectively
capturing the characteristic appearance
of this Mediterranean island and its
sunlit stone architecture (fig. 49).
Similar to the landscapes, there are
also watercolours with animal motifs,
though there are only about a dozen
of them. These works, compositionally
close to purist painting, primarily depict
shoals of fish in motion (fig. 50).
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[ * Seaside iéhdscape f
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felt-tip pen and watercolour, 26 x 20 cm
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48

pegeo nz boke

naBsatu, nat. 7. 8. 1962.
Tyw, akBapen, 33 x 24 um
[®M3-3N1P]

Landscape from the Bay of Kotor
Glavati, dated 7 August 1962
ink and watercolour, 33 x 24 cm
[FMZ-ZLR]

50

Jaro puba

nat. 17. 1. 1965.

dnomactep, akBapen, 33 x 24 um
[®M3-311P]

Shoal of Fish

dated 17 January 1965

felt-tip pen and watercolour, 33 x 24 cm
[FMZ-ZLR]
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Tephasa y Banetn

Manra, gart. 20. 2. 1962.
Tyw, akBapen, 28 x 19 um
[®M3-311P]

Fortress in Valletta

Malta, dated 20 February 1962
ink and watercolour, 28 x 19 cm
[FMZ-ZLR]
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HajbpojHnjy rpyny 3nokoBnheBux akBapena YnMHe XXeHCKWU MOPTPeTH,
pafjeHn y npukasy nojeAuHaYHOr MopTpeTa jefHOr AuLa M Kao npukasu
LBa, TPU W BULUE >XXEHCKUX JIMKOBA Yy ancTpakTHOM MpoCTOpy, YecTo
HepedUHUCAHOT eHTepMjepa ca NPO30POM UM CIMKOM Yy No3aguHu. OBakBUX
rotoBo 1.700 akBapena cBefo4ve o kpeweHay 3nokoBuheBe MHCNMpaunje
XKEHCKOM JIeMOTOM 1 cHaXHoM ocehajy nHTpocnekuuje. Y wuMa Kao ga ce
CTasfiHO MOHaBba, YBEK MOETUYHO M Ha MOMaso Apyravyuju HauuH, HEFOBO
Buhjerbe MoHa Jluze - ,jegHo MupHo, bnaxeHo nuue, ca HeogpeheHuM,
yynHoeatum ocmexom” [(cn. 51), nokywasajyfim ga Kpo3 MHOLWTBO civka
LOKYYM MPUPOAY M 4Yap TOr ocMexa, NIenoTy NiMua W TajHy gylle, anu v
LLlabacoBux durypa nesojaka padvHMpaHe nenote ,,r’MNKUX Tena, okynaHmx
Yy CYTOHCKOj CBET/IOCTU jefiHe Tuxe v aunesbe npupopae” (cn. 52). C 063mpoM Ha
MCTakKHyTe pasnuumTe KapakTepe v M3pase nuLla, MoXxe ce MpeTnocTaBuUTh
[a je 3a nopTpeTe XeHa MMao Ha yMy baucke nnum nosHate ocobe, anu cey
MHTEH3UBHOCTM 1 Habojy cnkarba XXEHCKMX NOPTPETa Moxe Takohje younTu
M3BECHO Tpararbe 3a ngeanHum mogenom. Ocum noptpeta, 3nokosuh je y
0B0j $ha3un focTa ciMKao M XXeHcke durype — nonpcja U akToBe, BpaTUBLUN
ce TeMu akTa HakoH gyxer Bpemena (cn. 53). Liptexxn akToBa HacTanum Tokom
BopaBkay [Tapu3y, Te cnopafMyHO TOKOM BafeCeTMX roAnHa, kao ga cy bunm
CBOjeBpCHa npunpeMa 3a kpajrwy dasy y Kojoj je noTnyHo cnobofHo, NnYHO
M HaJaxHYTO CIMKAO0 Hara XeHcka Tena, NpMbMXMUBLLM Ce CIMKAPCTBY akTa
UYBEHWX YMeTHUKa Kpaja feBeTHaecTor 1 NpBe NosoB1He ABafeCceTor BeKa,
kao wro cy Mon Cesan, Egrap Hdera, AHpu Matuc, Oruct Poger (Auguste
Rodin), Mon Toren (Paul Gauguin), Mon Cursak (Paul Signac), Payn Oudn
(Raoul Dufy), Eten Bokep (Ethel Walker] u gpyru. 3a cnivkape ¢urypa Haroct
je Bbuna HajBaxHMjK NpedMeT, Kao WTo To sbybaB belwe 3a npunosegaye
n necHuke'”, na je u 3nokoBuh y Toj KNAacU4YHO] U CBEBPEMEHCKO] TeMMU
CNAUKapcTBa MPOHanasuno ynopuwTe U MHCMMpaLMjy, OCTaBLUM MPUBPXKEH
aHTMLMNAUW|M MHTUMKU3MA KOjU je 0benexumo CnuMkapcTBO ernoxe y Kojoj
je cTacao.® Y npencrtaBy HarocTu Koja ce MoXe CBPCTaTM MOA MojaM akT
AOMWHAHTHM Cy NOACTMLAjM 3a ecTeTcku (M yMeTHUYKM) [OXMBIbaj CBOjCTBA
HarocTu. Kao ecTeTcku npukas Haror Tefia, akT oTyaa He nogpasymesa ,jieno”
Tenoy cmucny usnykor usrnena, Beh npukas cBojcTBa HAror Tefla M HarocTu
Y HajluMpeM CMUCAy cxBaTakba Tor nojMa. lNopep ceH3yanHoOCTW, NyTEHOCTH
W YyNHOCTW, OH NOApPa3yMeBa W NpoyyaBakbe, carfiefaBatrbe W fovapaBarbe
rokpeTa Tena, 0HOCHO Maca, KOHTpacTa CBET/Ia U CeHKe, MporopLuja Tena,
TONAMHE M ApYyrux MHOrobpojHMx cBojcTaBa HarocTu.'® CeojeBpeMeHo, joLu
kao Mnagmh n ctygeHT, 3nokoBuh je y jedHoM of nucama nocnatux Bangu
[onyeBuh ncrakao cBoje HagaxHyhe xXeHCKOM NpucyTHoLWRY 1 1enoToMm Koja
MY NPUBRAYuN Naxkky v ceH3nbunuiie vyna:

Ona [MawTa] M1 npencTasba CBe y HajjaCHUUM civMKama U 0B6MYHO Y BpIio
nenum 6ojama. M ja Koju HaAKNOHOCT 3@ YMETHWMYKO CXBaTarbe CTBapW, Koju
no MWLIbEHY [APYrMX MMaM Yak MNpeaucrnosvumnja fa WX OCTBapUM Ha
jefaH ecTeTUYKM HauWH, ja He Mory fia ce He MOHOCUM C OBUM BpAMHAaMa,
Koje MW cBakako MHoro obefasajy. CBe WTo MW fdaje yTvucak nenora wuau
WHTepecaHTHora npupobuea Mojy naxwy. MNpoTymMaunhy T 3awTo ce pano
KpeheM y >xeHckoMm apywTBy. He 3aTo wTo bux xeneo pa ce 3amybum, 10
je y3rpes pedyeHo Bp/Io orMacHo a Moxe fa byae Yak v HeyrogHo, Hero LWTo
pafje rnefam Ha OHO LUTO je SIeno Npeko jefHe nene feBojke. AKO HaMBHO U
WMHCTUHKTUBHO cxBaha nenoTy oHAa uMa b6e3 cyMrbe HajBuLe Yapa.'®

92 AcTo, H4.

0 WHTUMM3MY Yy CPNCKOM CcAuMKapcTBy wn3mehy
ABa cBeTcka paTa Buaet y: Cetvrta decenija:
ekspresionizam  boje, kolorizam, poetski realizam,
intimizam, koloristicki realizam (ur. Miodrag B. Proti¢),
Beograd: Muzej savremene umetnosti, 1971; dunjaHa
MeTtnuh, Caunke nponasHor cseta: OgHocu ¢paHLyckor
n cprnckor uHtummsma, Hosu Cap: anepuja Matuue
cpncke, 2017.

04 Pajka  Bowkosuh, .YTeMmesberbe nojMa  akT’,
y: [loetuzaumja Haroctu: akT y caukapcrsy [letpa
Jobposuha. Karanor wusnoxbe, bBeorpag: Mysej
caBpeMeHe ymeTHocTH, 2012, 20.

5 OM3 - [6: nucmo M. 3nokoeuha ynyheHo
npujatessuun Banom lonyesuh us Beorpapga 20. 4.
1920. roguHe.



921bid, p. 54.

8. 0n intimism in Serbian painting between the two
world wars, see: The Fourth Decade: Expressionism of
Colour, Colourism, Poetic Realism, Intimism, Coloristic
Realism (ed. Miodrag B. Proti¢), Belgrade: Museum
of Contemporary Art, 1971; Dijana Metli¢, Images of
Ephemeral World: Links between French and Serbian
Intimism, Novi Sad: Gallery of Matica Srpska, 2017.

1% Rajka Bosgkovié, “The Establishment of the Concept
of the Nude”, in: The Poetization of Nudity: The Nude
in the Painting of Petar Dobrovic. Exhibition Catalogue,
Belgrade: Museum of Contemporary Art, 2012, p. 20.
1SMZF - Dé: letter from M. Zlokovi¢ to his friend Vanda
Gopcevi¢, sent from Belgrade on 20 April 1920.

The largest group of Zlokovi¢'s watercolours is comprised of female
portraits, executed both as single depictions of individual faces and as
representations of two, three, or more female figures within abstract
spaces, often set against an undefined interior with a window or a painting
in the background. Nearly 1,700 such works reflect the crescendo of
Zlokovic's inspiration drawn from feminine beauty and a profound sense
of introspection. In these works, Zlokovi¢'s interpretation of the Mona Lisa
seems to constantly reappear, always poetically and each time in a slightly
different way - “a serene, blissful face, with an ambiguous, enigmatic
smile” (fig. 51). He attempts, in many of his paintings, to capture the nature
and charm of that smile, the beauty of the face, and the mystery of the soul.
His works also evoke the figures of young women in Chabas’s paintings,
characterised by refined beauty, “maidenly, supple bodies, bathed in the
twilight glow of a quiet and untamed nature” (fig. 52). Given the distinct
characters and facial expressions, it is likely that he had familiar or close
people in mind when creating these portraits. However, in the intensity
and energy of painting female portraits, one can discern the pursuit of the
ideal model. In this phase, in addition to portraits, Zlokovi¢ also painted
female figures - busts and nudes - revisiting the theme of the nude
after a long while (fig. 53). The nude drawings created during his stay in
Paris, as well as sporadically throughout the 1920s, seem to have been a
form of preparation for the final phase in which he painted nude female
bodies with complete freedom, personal engagement, and inspiration. In
this phase, his work closely approached the figure painting of renowned
artists from the late 19th and early 20th centuries, such as Paul Cézanne,
Edgar Degas, Henri Matisse, Auguste Rodin, Paul Gauguin, Paul Signac,
Raoul Dufy, Ethel Walker, and others. For figure painters, nudity was the
most important subject, much like love was for storytellers and poets.'%
In this classical and timeless theme of painting, Zlokovi¢ found both his
foundation and inspiration, remaining dedicated to the anticipation of
intimacy that characterised the art of the era in which he matured.'® In the
portrayal of nudity, which falls under the concept of “nude”, the main focus
is on the aesthetic (and artistic] perception of the body’s exposed form. As
an aesthetic representation of the naked body, the nude, does not imply
a “beautiful” body based on physical appearance, but rather captures the
essence of the body’s nudity in the broadest sense of the term. In addition to
sensuality, sexuality, and physicality, it also involves the study, observation
and representation of the body's movement, mass, contrasts between
light and shadow, proportions, warmth, and other numerous attributes of
nudity.’® In his youth, as a student, in one of his letters to Vanda Gopcevi¢,
Zlokovic¢ expressed how deeply inspired he was by the female presence
and beauty, which captivated his attention and heightened his sensory
awareness:

It [imagination] presents everything in the clearest images, and often very
beautiful colours. And |, who have an inclination for an artistic perception
of things, who, according to others, even have the predisposition to realise
them in an aesthetic manner, cannot help but take pride in these qualities,
which undoubtedly hold great promise for me. Everything that gives me
a sense of beauty or interest captures my attention. Let me explain why
| enjoy the company of women. Not because | wish to fall in love, which,
incidentally, is quite dangerous and can even be unpleasant, but because |
prefer to view what is beautiful through the presence of a beautiful woman.
If she understands beauty in a naive and instinctive way, then she possesses,
without doubt, the greatest charm.'®
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XKeHcka nnuya

nat. 31.12. 1964.
akBapen, 33 x 24 UM
[®M3-311P]

Female Faces

dated 31 December 1964
watercolour, 33 x 24 cm
[FMZ-ZLR]
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Hare nnecaunye |

nat. 24. 6. 1959.

Tyw, akBapen, 21 x 27 uMm
[®M3-311P]

Nude Dancers |

dated 24 June 1959

ink and watercolour, 21 x 27 cm
[FMZ-ZLR]

53

AKT nnecaynye
Hepart.

aksapes, 14 x 18 um
[®M3-3/1P]

Dancer Nude

undated

watercolour, 14 x 18 cm
[FMZ-ZLR]
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®urypaumjv keHckor Tena 3nokoBuh NPUCTyNa Ha CMYaH HauMH Kako
je To YMHMo utanujaHcku cnukap Ameneo Mogumann (Amedeo Modigliani)
- cnukajyhin Mopiene nsy>keHnx BpaTtosa v nimua (cn. 54) v HegeduHMcaHNX
koHTypa ouwujy (cn. 55). Mogenu Ha 3nokoBuheBuM akBapenuma Kao fAa
n3pamajy M3 camMkapcke Mogjiore M CBOjOM MojaBHOWRY MOTMPY rpaHuuy
n3Melly cTBapHOCTM W ancTpakuuje. 3a pasnunky oA npukasa npepena, Kog
nopTpeTa ¥ akToBa TeXWULUTE je BULLE Ha akBapeny a Marbe Ha JIMHWjCKOM
LpTexy, kako bu fo u3paxaja folwna CynTUAHOCT y n3pasy nuua, nornegy
nnu nokpety Tena. LipTex y ocHoBM nopTpeTa v akTa, YecTo y HarnaweHujum
NUHKWjaMa upHe 6oje HaYMHEHWM LUMPOM YETKMLOM WAn pnomMacTepom,
CNY>KMO je Kao NogJjiora 3a akBapen kako b1 ce ucTakyie OCHOBHe LpTe Koje
najy ¢usmoHomumjy nuka. bojama cy moToM akueHTOBaHM CerMeHTU nuua,
nonyT ycaHa, o4mnjy 1 jaroAnua, kao 1 rpyamn Kof akTa v nonpcja. JlenpasocT
je Ha3HayeHa BajepvMMa TOHOBa W Mpa3HWM MOBpLUMHaMa, [OK je Koca,
nywTeHa WAW NOAUIHYTa, foYapaHa y ogHocuMa Boje M NMHUjCKMX noTe3a
(cn. 56). 3a npeactassbatbe fenoBa nAvua v TpeTuparbe Befiux mMoBpliMHa
Tena WM nosaguHe KOPUCTUO je Wwupy u pasHy (¢nax) uetkmuy, yobuyajery
3a TeMnepy Ui ysbe, YMMe ce yaasbuo of TpauLmnoHanHe TexHuKe akBapena
n TaukacTuje obpape cnwuke. [Mopen Tora, ocTaB/bakbe BefinX MpasHUX
LenoBa HeTpeTupaHux BojoM, WTO je MHaYe KapakKTepucTUyaH mocTynak y
aKkBapesivcary, Aano je BULle Ha eKCNPecHBHOCTM M3pasa, akLeHToBary
cBETNMX fJenoBa u ytucky obnudja nvua u tena (cn. 57). YnoTtpebom
orpaHuyeHe nanete 6oja, NMPETEXHO CBETAMX W MNACTENIHUX 3EMJbaHUX
TOHOBa, NOCTUrHYTa je aTMocdepa BefipuHe, Kao U U3Pas XXeHCKe SbynKoCTH
1 rpaumnosHocTun. Takas pacnoH 6oja My je omoryfivo Aa ce KOHUEHTpULLE Ha
dopMy 1 eMoumje nnKoBa. HecTo ce KOPUCTMO U KOMMSIeMEHTapHUM bojaMa
y CAviKarby nopTpeTa, Tako LUTO je JMLe U Kocy TpeTupao naposuMa 6oja
(upBeHa - 3eneHa, nnaBa - HapaHLIacTa, XyTa — JbybuuacTal).'® Y ynotpebu
cupoBe 3enieHe Boje Ha MopTpeTy, MoXe ce youuTu u ytuuaj MaTucose
dosucTuyke cmenoctu (cn. 58).

1060 bojama y IMKOBHO] yMETHOCTYM 1 M3paxkaBatby Hojom
Buaetn y: Johannes Itten, Umetnost boje. Subjektivni
doZivljaj i objektivna spoznaja - dva puta ka umetnickom
stvaranju, Beograd: Umetnicka akademija, 1973; Milun
Mitrovi¢, Forma i oblikovanje, Beograd: Visa ekonomska
skola, 1979, 96-117.



%0n colours in visual art and colour expression,
see: Johannes lItten, The Art of Colour: The Subjective
Experience and Objective Knowledge - Two Paths to
Artistic Creation, Belgrade: Academy of Fine Arts,
1973; Milun Mitrovi¢, Form and Design, Belgrade:
Higher School of Economics, 1979, pp. 96-117.

Zlokovi¢ approaches the figure of the female body in a manner
similar to that of the Italian painter Amedeo Modigliani - painting models
with elongated necks and faces (fig. 54) and undefined eye contours (fig. 55).
In his watercolours, the figures seem to emerge from the painted surface,
blurring the boundaries between reality and abstraction. In contrast to his
landscapes, portraits and nudes focus more on the watercolour technique
and less on line drawing, emphasising the subtleties of facial expressions,
gazes, or body movements. The drawing, which forms the foundation of the
portrait and nudes, often uses more pronounced black lines made with a
broad brush or marker, serving as a base for the watercolour, highlighting
the defining features of the subject’s face and form. Colour was then used to
accentuate segments of the face, such as the lips, eyes, and cheekbones, as
well as the breasts in nudes and busts. A sense of lightness was suggested
through tonal values and unpainted surfaces, while the hair, either loose
or tied, is depicted through colour relationships and line strokes (fig.
56). For depicting facial features and treating larger areas of the body or
background, he employed a broader, flat brush, typically used for tempera
or oil painting, thereby diverging from traditional watercolour technique
and its more pointillist presentation of an image. Moreover, the technique
of leaving larger blank areas untreated with colour, a signature approach
in watercolour, enhanced the expressiveness of the portrayal, emphasising
the bright areas and defining the shape of the face and body (fig. 57). By
employing a limited palette of soft, pastel earth tones, a sense of lightness
is created conveying the softness and gracefulness of the feminine form.
This wide range of colours allowed him to focus on the form and emotional
depth of the figures. He also frequently used complementary colour pairs
in portraiture, applying colour pairs for the face and hair (red - green, blue
- orange, yellow - purple).'The use of raw green in a portrait also reflects
the influence of Matisse’s bold Fauvist style (fig. 58).
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KeHcku noptper ca usehem u npo3opom
nat. 16. 6. 1964.

Tyw, akeapen, 19 x 28 um

[®M3-3/1P]

Female Portrait with Flowers and Window
dated 16 June 1964

ink and watercolour, 19 x 28 cm
[FMZ-ZLR]

— 55

[lBa xeHcka nuka |
nat. 11.1.1963.
akBapen, 18 x 25 um
[®M3-311P]

Two Female Figures |
dated 11 January 1963
watercolour, 18 x 25 cm
[FMZ-ZLR]

56

KeHcku nopTpet ca cankama |
nat. 7. 8. 1964,

akBapen, 20 x 27 um
[OM3-3/1P]

Female Portrait with Paintings |
dated 7 August 1964
watercolour, 20 x 27 cm
[FMZ-ZLR]
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loptpet xeHe

nart. 25. 3. 1962.

Tyw, akeapen, 20 x 27 uM
[®OM3-3/1P]

Portrait of a Woman
dated 25 March 1962

ink and watercolour, 20 x 27 cm
[FMZ-ZLR]
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KeHcku nopTpet ca cankama Il
nat. 5. 6. 1963.

aksapern, 20 x 29 um
[®OM3-3/1P]

Female Portrait with Paintings I/
dated 5 June 1963
watercolour, 20 x 29 cm
[FMZ-ZLR]
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EHTepunjepn y koje cMelwTa Mofene oauLLy MaTUCOBCKUM peLleHeM —
CBeA,EeHOM N03aAMHOM Ha K0joj Ce YeCTo jaBfba MPO30p KPO3 KOjUM je MpuKasaH
nejsax y okeupy Tpeher nnaHa komnosuuuje (cn. 59). Ynotpeba nomenyTor
apXWTEeKTOHCKOT efleMeHTa Npousnnasmn n3 ymeTHnKoBe notpebe fa yuspctu
KoMmo3suumjy. Y ofHOCy Ha rpyrnHe rpukase XXeHCKUX JIMKOBa W mnonpcja y
KojuMa je MpUcyTHa TeMa yHMBep3asiHe fenoTe, Ko, NojefuHayYHnX nopTpeTta
yoyaBajy ce ayTopoBa aHalMTUYHOCT, yCMEPEHOCT Ha AeTasbe 1 Npoauparbe
y MCUXONOTUjy NINKA U UHXEPEHTHY NeNoTy XXeHe, Tako fia WX KapakTepuily
jenHocTaBHOCT U ceHsyanHocT (cn. 60). MojegHocTaBsbeHa no3aamHa ckpehie
naXkky nocMaTtpaya Ha camy ¢urypy, Harnawasajyfiv eMounoHanHu yTuuaj
cvKe. YneyaT/bMBOCT NOpTpeTa orfiefa ce y BeApOj 1 3BOHKO] KOHTPACTHOj 1
KONMOPUCTUYKM jaCHOj LypCKOj CKanu, Koja je baunxka nnakaTckoj LeKopaTUBHO]
owTpuHmn (cn. 61)."%7 CanyHo >eHCKMM MopTpeTMMa, Haciukao je cBera
neTHaecTak MYyLUKMX, Ha KOjMMa Ce onaxa 3HaTHO Mahbe BeApuHe a BuLle
TajaHCTBEHOCTU. MoTuB XeHcke ¢éurype n nuka obpafmeao je u y xaHp
cueHaMa ,.nyHnM atMocdepe % KojuMa je YeCTo JlaBao er30TUYHM KapakTep,
nonyt loreHoBux cnuka Taxuhavku [cn. 62), wam wx je npepcrassbao
Yy OpwWjeHTasHOj TemaTvuu, Kao WTo cy cueHe nneca (cn. 63). HasHake
apxuTeKType y NojefAVHUM XaHp CLeHaMa cry>Kune cy noctmsary LybuHe
npocTtopa, oppefjMBarby TOka KOMMO3WUUMje WAM CTBapaky NO3ajuHCKe
paBHW. 3acTynsbeHe cy Takofje cLeHe 13 BAnckor okpy>keHa 1 CBakoAHeBHOT
XXMBOTa Koje npukasyjy Behie nan Marbe rpyne Jbyau y kapaHu, Ha yImum unm
MaaXxu, TOKOM CNaBsba, 3a CTONIOM [OK pyyajy unu ce kapTajy (cn. 64). Ha
KoMno3uumjaMa ca rpynom sbyackux ¢urypa Hamehe ce ytucak ga je buo
WMHCMUPUCAH BENIMKUM XaHp cueHaMa ¢dpaHuyckor nmnpecmonucte ljepa
Oructa PeHoapa (Pierre-Auguste Renoir). Ipyna pagHuka y npBoM njaHy,
“3a Kojux je y No3agunHu npukasaH ¢abpuukm KoMnaekc, npeactaB/ba TeMy
M3 coumjanHor canmkapcTea Kojy je 3nokoBuh ynoTnyHno cBegeHoOM naneTom
TaMHUjux ToHoBa [cn. 65).

W70 cBeTNO-TaMHWM  BanepuMa U BaJepcKuUM
K/byyeBUMa BuaetH y: M. Mitrovi¢, Forma i oblikovanje,
96-98.

108 XajHa Tyuwh, Tparosu nyToBarba — akBapenn Munaxa
3nokosuha. Karanor usnoxbe, Beorpap: 3aBop 3a
3aWTUTY cnoMeHuka kyntype rpaga beorpapa, 2019,
H. H.



70n light-dark tone values and value keys, see: M.
Mitrovi¢, Form and Design, pp. 96-98.

1% Hajna Tuci¢, Imprints of Journeys - Watercolours
by Milan Zlokovic. Exhibition Catalogue, Belgrade:
Institute for the Protection of Cultural Monuments of
the City of Belgrade, 2019, n.p.

The interiors in which the artist places his models evoke a Matissean
approach - with simplified backgrounds that frequently include a window
through which a landscape is depicted in the third plane of the composition
(fig. 59]. The use of this architectural element stems from the artist’s intent
to stabilise the composition. In contrast to group portrayals of female figures
and busts, where the theme of universal beauty prevails, the individual
portraits reveal the artist’s analytical eye, attention to detail, and sensitivity
to the subject’s psychology and inherent feminine beauty, resulting in
works characterised by simplicity and sensuality (fig. 60). The simplified
background directs the viewer’s attention to the figure itself, enhancing
the emotional impact of the image. The portrait’s vividness is emphasised
by a bright, resonant contrast and a clearly defined colour scale in major
keys, resembling a decorative, poster-like sharpness [fig. 61)." Using
an approach similar to the one he used in painting female portraits, he
painted only about fifteen male portraits, which tend to convey significantly
less brightness and more mystery. He also explored the female figure and
face through genre scenes that are “full of atmosphere”® often imbuing
them with an exotic quality, reminiscent of Gauguin’s depictions of Tahitian
women (fig. 62), or presenting them in Oriental settings, in dance scenes
(fig. 63). The hints of architecture in some genre scenes were used to create
spatial depth, define the composition’s flow, or create a background plane.
There are also scenes from the immediate surroundings and everyday life,
depicting larger or smaller groups of people in a tavern, on the street, or
at the beach, during celebrations, sitting around a table eating or playing
cards (fig. 64). In compositions featuring groups of human figures, there is
a strong impression of inspiration drawn from the large genre scenes of
the French impressionist Pierre-Auguste Renoir. A group of workers in the
foreground, with a factory complex shown in the background, represents a
theme from social painting that Zlokovi¢ completed with a subdued palette
of darker tones [fig. 65).

19



59

opTpeT xeHe 1 Npo3op y no3agnHu
nat. 23. 3. 1961.

akBapen, 19 x 26 um

[®M3-31P]

Portrait of a Woman with a Window in the Background
dated 23 March 1961

watercolour, 19 x 26 cm

[FMZ-ZLR]

— 61

[lBa xeHcka nvka Il
nat. 25. 8. 1962.
akBapes, 15 x 19 um
[®M3-3N1P]

Two Female Figures Il
dated 25 August 1962
watercolour, 15 x 19 cm
[FMZ-ZLR]

60

JKeHcku noptpet ca cankama Il
nat. 12. 8. 1964.

aksapern, 20 x 29 um
[OM3-3/1P]

Female Portrait with Paintings III
dated 12 August 1964
watercolour, 20 x 29 cm
[FMZ-ZLR]
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Tpu Taxuharke

KaHp cueHa, gar. 28. 3. 1959.
¢dnomactep, aksapen, 21 x 14 um
[®OM3-3/1P]

Three Tahitian Women

genre scene, dated 28 March 1959
felt-tip pen and watercolour, 21 x 14 cm
[FMZ-ZLR]

63

OpujeHTanHu nnec

XaHp cueHa, aat. 21. 6. 1964.
Tyw, akBapen, 16 x 21 um
[®M3-3/1P]

Oriental Dance

genre scene, dated 21 June 1964
ink and watercolour, 16 x 21 cm
[FMZ-ZLR]
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Y pecropany Il

>KaHp cueHa, aart. 27. 6. 1961.
aksapesn, 19 x 14 um
[®M3-3/1P]

In the Restaurant I/

genre scene, dated 27 June 1961
watercolour, 19 x 14 cm
[FMZ-ZLR]

— 65

Dabpudku pagHALM
nat. 21.7.1962.
aksapers, 27 x 20 um
[®M3-3/1P]

Factory Workers

dated 21 July 196?
watercolour, 27 x 20 cm
[FMZ-ZLR]
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[a je 3a 3nokoBuha cnukare buno npupomaH M3paHak npoueca
npojekToBarka'”, noTephyje cepuja upTexa u akBapena cnobofHux opmu
y BUZly reOMeTpMjCKUX M ancTpakTHUX KOMMO3ULMja Koje je y4ecTasno Cnkao
op, 1959. roguHe. MypucTMyKM NpUCTYN U OAHOC NpemMa KOMMNO3WLMjU CAnKe
3aCTYyNSbEHU Cy KO akBapesia ancTpakTHUX MOTMBA U MPTBE NPUPOLE KOjUX
“Ma cadyBaHux oko aBe ctoTuHe.''” Kog oBe rpyne akBapena ce HapouuTo
ucnosbaBa Texha, kako je To nucao u lNon Kne y cBojum 3anucuma .0
MOZEepHO] yMeTHOCTM®, Aa cBaku ckjon, cBaka KoMbuHauwuja vMMa CBOj
nocebHUW KOHCTPYKTUBHM M3pa3, CBaKW CMoj CBOje NuLLe, CBOjy pusnoHommjy.'"
YcTarmeHe MOTMBE MpTBe NMpupoge — Ba3y ca uBeheM, YnHMjy ca BoheM u
npeameTe Ha ctony (BMHCKy uyaly v bokan, wosbe 3a kady, 3pene, bucte),
HacnmkaHe y 3710KoBMReBOM Mpeno3HaT/bUBOM MaHupy aksapena (cn. 66),
ynomyH:yje cepuja KapakTePUCTUYHUX MNYPUCTUYKMX npukasa hynosa w
YMHM]ja, KA0 WM MYy3MUYKUX UHCTPyMeHaTa (ruTapa, MaHgonuHa u )J,ampa] Koju
aKLUeHTYjy HeonmaToHUCTWUKy 4YucTohy mpegmeTa y ..CYWTUHM  HEroBor
obnuka (cn. 67). To je mMOCTUrHYTO Npek/ianakeM U NPoXMMareM efneMeHara
- obnuka, Tako LUTO Cy CBU MpUKasaHu LEeIOBMTO U jacHO, MMMO MpaBuia
nepcrnekTMBE W yCTasbeHOT NopeTKa CIMKe y CMUCAY peaniHor carfiefaBarba
CTBapu, 4YMMe Cy MUCTakHyTe YpaBHOTEXEHOCT M mnyHoha koMmno3uuuje
(cn. 68). AncTpakTHM MOTMBM Cy YrNaBHOM HAAAXHYTU TFEOMETPMjCKUM
dopmaMa - nnoxe M TpoguMeHsmoHanHa Tena (cn. 69), cnoHTaHuMm
JIMHN]CKNM KOMMO3MLMjaMa y KojuMa ce oLpTaBajy MpOCTOPHU OJHOCH, Kao u
OpraHCKuM npeacTtaBaMa npeknanajyhux obnuka. Mponopumjcke gnjarpame
HenpekugHe nofene, KakBe je pafuo Kao LueMaTCcKe Mpusiore 3a Hay4yHe
pafoBe O MOAyNapHoj KOOPAWHALUM|U, UHTYUTUBHO je MPEHOCUO Y JINKOBHY
dopmy [cn. 70).""2 TeomeTpujcka NpeacTaBa 3/aTHOr Ipeceka Kao CaBplieHe
nponopuuje uHcnupucana je 3nokosuha u y nukoBHoM cmucay. Mako cy
MHOIM Tafla CMaTpanuv fa No3HaBake Hayke 0 MponopLmMjaMa Kouum 1 cnyTaBa
WHTYUTUBHU Tok cnobofHor cTBapanallTsa, OH je UCTUMLA0 Aa MexaHu3am
HenpekugHe Noaene WAWU 31aTHOr npeceka urpa nocebHy ynory y JTMKOBHOM
CTBapanallTBy, a moHajBuLLe y 061acTu ancTpakTHUX reoMeTpujckmx 0banka,
KOMBUHOBaHUX KPO3 KOHCTPYKLM]jY, GYHKLMjY U Mepuiio YoBeKa y ogpefjeHe
npoctopHe UenuHe.'® Ctunusyjyfiin concteeHo ocehatbe y BUAy ancTpakTHe
dopme, 3nokoBuh roToBo Aa ocamocTasbyje 60jy Kao NUKOBHW efeMeHT,
nsasueajyhun oppefjeHo oceharbe kog nocMatpaya (cn. 71). Konopuctmuka
pellerba Ha KOMNO3MLMjaMa yKasyjy Ha YMkbeHULy fa uMajy aybrbu 3Hauyaj,
Kakas je KonopuTty npuaasao u Bacunuj Kananucku (Bacunuin KananHckuii),
ocnansajyfin ce cBojoM TeOpMjOM Ha CUHeCTe3Mujy.

% UcTo.

"0 Mypusam (pp. Le Purisme, op pur — uucro)
YMeTHUYKM je npaBay, Koju je HacTao y ®paHuyckoj
1918. ropuHe, a Be3aH je 3a CIMKApCTBO U apXUTEKTYpY.
MpejHn TBOpUM nokpeTa cy dpaHLyckn cnmkap AMeae
OzaHdaH (Amédée Ozenfant) n apxutekT v cnukap
LLlapn-Enyap Xakepe (Charles-Edouard Jeanneret)
- Jle Kopbusje. Hbux pgojuua cy nokywanu pa
ycrnocTaBe ecTeTUKy Koja je pauMoHanHa, a camum
TUM 1 Jbyacka. lMpaBay je HacTao kao peakuuja Ha
KybusaMm, ofHOCHO Ha HeroBy Mpakcy pasnararba u
nedopMucarba NpeaMeTa Koje MokyLwasa 4a npukaxe,
3a Kojy je nypusam cMaTpao Aa CTBapa yMeTHOCT Koja
je NpeBuLLe opHaMeHTUYHa U fekopaTuBHa. [ypusam
Ce MpPBEHCTBEHO 3aCHWBA Ha HEOMNATOHUCTUYKO]
dunosodumju Koja y YMETHMYKOM CMUCAY 3HaA4uU
opbaumBarbe peanHor npeacTass/barba NpegMera u
nokyLaj npukasusarea ..CywTuHe  tberosor obnuka.
OBakBy ecTeTUKy HacToju Aa MpUMeHU Ha CBe
06iMKe nNnacTUYHOr U3pasa - CAMKapCTBO, AU3ajH U
apXUTEKTYpY.

M Paul Kle, Zapisi o umetnosti, Beograd: Esotheria,
2004, 71.

"2Y vaconucy [Ipernes apxutekType, Kao U 'y
nspnarnma ApxutektoHckor dakynteta y Beorpagy,
3nokoBuh je 06jaBMO HekonMKo papoBa y Kojuma je
aHanu3upao rpomnopLmje y apxuTekTypu, a HapouuTo
ynory HemnpekwfgHe rogene Wau 3naTHOr npeceka
y apXuTeKTOHCKoj KkoMmnosuumjn. Bupetn: Milan
Zlokovi¢, ,Uloga neprekidne podele ili ‘zlatnog
preseka’ u arhitektonskoj kompoziciji (I deo)”, Pregled
arhitekture; vesnik Drustva arhitekata Srbije, br. 1,
1954, 11-17; isti, .Uloga neprekidne podele ili ‘zlatnog
preseka’ u arhitektonskoj kompoziciji (Il deo)”, Pregled
arhitekture, br. 2, 1954, 44-48; isti, ,Uloga neprekidne
podele ili ‘zlatnog preseka’ u arhitektonskoj
kompoziciji (Il deo)”, Pregled arhitekture, br. 3, 1955,
80-85; isti, .Divina proportio = sectio aurea”, Pregled
arhitekture, br. 4-5, 1955-1956, 126-127.

"3M. Zlokovi¢, .Uloga neprekidne podele ili ‘zlatnog
preseka’ u arhitektonskoj kompoziciji (11l deo)”, 85



71bid.

"9 Purism (Fr. Le Purisme, from pur — pure) is an
artistic movement that emerged in France in 1918,
associated primarily with painting and architecture.
The conceptual founders of the movement were
the French painter Amédée Ozenfant and the
architect and painter Charles-Edouard Jeanneret
- Le Corbusier. The two sought to establish an
aesthetic grounded in rationality and, by extension,
humanity. The movement arose as a reaction to
Cubism, particularly its practice of fragmenting and
deforming objects in representation, which Purism
viewed as producing art that was overly ornamental
and decorative. Purism is fundamentally rooted
in Neoplatonic philosophy, which in artistic terms
implies a rejection of realistic depiction in favour of
expressing the “essence” of a form. It aims to apply
this aesthetic across all forms of plastic expression -
painting, design, and architecture.

™ Paul Klee, Writings on Art, Belgrade: Esotheria,
2004, p. 71.

"2 In the journal Architectural Review, as well as
in publications of the Faculty of Architecture in
Belgrade, Zlokovi¢ published several articles in
which he analysed proportions in architecture, with
particular emphasis on the role of the continuous
division or golden ratio in architectural composition.
See: Milan Zlokovi¢, “The Role of Continuous Division
or ‘Golden Ratio’ in Architectural Composition (Part
1)", Architectural Review: Bulletin of the Association
of Architects of Serbia, no. 1, 1954, pp. 11-17; ibid.,
“The Role of Continuous Division or ‘Golden Ratio’
in Architectural Composition (Part 11)”, Architectural
Review, no. 2, 1954, pp. 44-48; ibid., “The Role of
Continuous Division or ‘Golden Ratio’ in Architectural
Composition (Part 111)”, Architectural Review, no. 3,
1955, pp. 80-85; ibid., “Divina Proportio = Sectio
Aurea” Architectural Review, nos. 4-5, 1955-1956, pp.
126-127.

"3 M. Zlokovi¢, “The Role of Continuous Division or
‘Golden Ratio” in Architectural Composition (Part I11)”,
p. 85.

Zlokovi¢'s natural inclination towards painting as an extension of the
design process'”, is evidenced by a series of drawings and watercolours
featuring free-form geometric and abstract compositions which he
painted frequently from 1959 onwards. His purist approach and a careful
compositional structure are particularly evident in his abstract and still life
watercolours, of which approximately two hundred have been preserved.'?
This group of watercolours particularly reflects the idea expressed by
Paul Klee in his writings “On Modern Art”, that every arrangement,
every combination, has its own distinct constructive expression, and
each connection carries its own unique face and physiognomy.'" The
established motifs of still life — a vase with flowers, a bowl of fruit, and
objects on a table (a wine glass and jug, coffee cups, bowls, busts), painted
in Zlokovi¢'s signature watercolour style (fig. 66), are complemented by
a series of characteristic purist depictions of jugs and bowls, as well as
musical instruments (guitar, mandolin, and tambourine), highlighting the
Neoplatonic purity of the objects in the “essence” of their form (fig. 67).
This was achieved by overlapping and intertwining elements - shapes,
so that all were depicted holistically and clearly, disregarding rules of
perspective and the conventional order of representing objects realistically,
thus emphasising the balance and fullness of the composition [fig. 68).
The abstract motifs are largely inspired by geometric forms - flat surfaces
and three-dimensional bodies (fig. 69), spontaneous line compositions in
which spatial relationships are outlined, as well as organic representations
of overlapping forms. Proportional diagrams of continuous division, which
he created as schematic illustrations for scientific papers on modular
coordination, were intuitively translated into visual art form (fig. 70).""2
The geometric representation of the golden ratio as the perfect proportion
significantly influenced Zlokovi¢’s visual approach. Although many at the
time believed that understanding the science of proportions hindered
and restricted the intuitive flow of free creativity, he emphasised that the
mechanism of continuous division or the golden ratio plays a special role
in artistic creation, particularly in the field of abstract geometric forms,
combined through construction, function, and human scale within specific
spatial compositions.'® By stylising his own perception into abstract form,
Zlokovi¢ almost gives colour autonomy as an artistic element, evoking a
specific emotional response in the observer (fig. 71). The coloristic solutions
in his compositions suggest a deeper significance, one akin to the meaning
attributed to colour by Wassily Kandinsky, who grounded his theory in the
phenomenon of synaesthesia.
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MptBa npupoga ca usehem n 6okanom
nat. 16.7.1961.

aksapen, 20 x 13 um

[OM3-3/1P]

Still Life with Flowers and a Jug
dated 16 July 1961
watercolour, 20 x 13 cm
[FMZ-ZLR]
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Rynosu Il

nat. 29.7.1961.

¢dnomactep, akBapen, 20 x 27 um
[®M3-3/1P]

Jugs I

dated 29 July 1961

felt-tip pen and watercolour, 20 x 27 cm
[FMZ-ZLR]

67

hynosu |

nat. 30. 6. 1961.

¢dnomactep, akBapen, 15 x 21 um
[®M3-311P]

Jugs |

dated 30 June 1961

felt-tip pen and watercolour, 15 x 21 cm
[FMZ-ZLR]
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AncTpakTtHa komno3uyuja |
Hepar.

¢dnomactep, akBapen, 20 x 27 uM
[®M3-3/1P]

Abstract Composition |

undated

felt-tip pen and watercolour, 20 x 27 cm
[FMZ-ZLR]
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AncTpakTHa KoMno3suymja ca reoMeTpujcKuM Teanma
nat. 31.7.1961.

¢dnomactep, akBapen, 27 x 20 um

[OM3-311P]

Abstract Composition with Geometric Forms
dated 31 July 1961

felt-tip pen and watercolour, 27 x 20 cm
[FMZ-ZLR]

70

lponopuujcka nogena
nat. 29. 1. 1962.
aksapern, 27 x 20 um
[®M3-3/1P]

Proportional Division
dated 29 January 1962
watercolour, 27 x 20 cm
[FMZ-ZLR]
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Behu geoanctpakTHor cnukapctea'' ce He ocnobafja noTnyHo nnysuje
npeAMeTa, OAHOCHO WAy3Mje NMPOCTOpa, jep CBe [OK Ce y CAULM onepuLue
6ojoM koja cama no cebu gaje onTUYKy CyrecTujy npocTopa, 0O4HOCHO CBETNO-
TaMHo, CBe [OT/Ie MOCTOjU uay3noHucTnuku edekat (cn. 72).""° Ca gpyre
CTpaHe, CTPYKTypa npeAcTaBsba jeHO NPoCTUPakse U MoHaB/bakbe CTUX UK
MOZynapHUX eneMeHaTa Mo MOBPLUMHW CAKUKe, MPOCTUPaHe reoMeTpujCcKu
ogpefieHo unn HeoppefjeHo."® [lpukasu cTepeoMmeTpujckux Tena u
reoMeTpujcknx GopMU MMajy BULLE aHANIMTUYKK KapakTep, oK ancTpakTHa
obnunyjanpenMeTaneneMeHaTanpeacTaBsbajy nypmuCcTUYKy CIMKY Kojaje u3pas
npoctopa, a He nospumnHe (cn. 73). Y manudecty nypusma'’ ce HaBoam fa je
NyPUCTUYKM eleMeHT Kao NaacTMYHa pey npaBuiiHo obankoBaHa, LenosuTa,
ca npeun3HUM M yHMBep3anHUM peakLjama, a fa ce CynepuopHe ceH3auuje
MaTeMaTWUyKor pefa Mory pofuTM caMo M3bopoM NpMMapHMX eneMeHara ca
ceKyHapHOM pe3oHaHUoM.'™® JegHo opf Hajsefinx opylieBsberba JbyncKor
yMa je fa youu nopefak npupoge U fa Mepu concTBeHo ydyelwhe y cxemu
CTBapwW; YMETHWYKO Le/10 HaM Ce YMHW Kao Tpyn LoBofera y pen, peMek-
aeno sbyackor nopetka.'” FoBopehin o civkapcTBy, y Npacko3opje MoLepHUX
cTpeMJbera, Ce3aH je pekao Aa CMKaTh 3Hauun yxBaTUTV XxapMoHUjy namehy
BpojHux opgHoca.'® Y cnukapcTBy Mypu3aM WMHCUCTMpa Ha MpuUKasmBary
npenmeTa Koju cy cuMbonu MHAYCTPUjCKOr cBeTa M Kao Takeu Tpeba pna byny
NPEeACTaBIbEHN K0 aHOHUMHU W uuncTu (cn. 74). Tlypusam Texu yMeTHocTu
6e3 KoHBeHUMja koja he KOPUCTUTU NNacTU4He KOHCTaHTe W obpahaTu
ce npe cBera yHMBep3aJHWUM CBOjCcTBMMA 4dyna v yma.'?’ ®urypaTusHoCT
ce opbauyje, a KOMMO3ULMOHO Ce& WMHCUCTMPa Ha reoMeTPUjCKOM peay U
ypaBHoOTeXeHoCcTW. CnnKapcTBo je MocTano NuTake apxuTekType, a BONyMeH
HeHo cpeacTBo.'?? Jle Kopbusje n O3aHdaH cy cMaTpanu Aa je MoaynapHu
MeTOZ, jeAMHM pa3yMaH HauuH Aa ce yBefe peq, jep ce kuMe oMoryhasa fa
HajMatby eneMeHT Mepu Hajeehu, a To Mpyxa OHO LUTO Cy CTapy MajcTopw
HasuBanwu nponopuujom.'?® I3 MaHndecTa nypmMaMa 1 CBOjUX NPOjeKTaHTCKNX
npuHuuna Jle Kopbusje je passuo Mogysop (Le Modulor), npsu nyT 0bjassbeH
1948. ropuHe'”, koju npencTaBiba aHTPOMOMETPUjCKY CKany Mponopuuja
noctaB/beHy wu3Melly ABe HekoMnaTubunHe ckane - uMnepujanHor wu
MeTpuuKor cuctema.'”

40 pasBojy ancTpakTHOr ClMKapcTBa BUAETU Y:
Michel Seuphor, Apstraktna umjetnost, Zagreb:
Mladost, 1959; Dora Valije, Apstraktna umetnost,
Beograd: Metaphysica, 2006.

115 eonid Sejka, Traktat o slikarstvu, Sombor: Zlatna
grana, 1995, 104.

e cTo, 120.

"7 MaHudecToM nypuama cMaTpa ce unaHak ,Apres
Le Cubisme” objaBmber 1918. roguHe, a npea noTnyHa
dopmynaumja nypuctuyke ectetuke objaBrbeHa
je 1920. roguHe y unauky .Le Purisme” yvaconuca
LEsprit Nouveau, koju je 6o W rnacHuk nokpeta.
MypusaM je pedpuHMCaAH Kao KOHLLENT KOju Ce OfHOCK
He CaMo Ha CIMKapCTBO W apxuTekTypy, Beh cagpxu v
ckyn ocobuHa koje Tpeba aa kapakTepuLly LLenoKymnHy
MofepHy Mucao. MHxerepcka npodecuja ce cMaTpa
y3BUWEHOM 360r cBoje  AUCLUMIMHOBAHOCTU W
pauuoHanHocTu. Kao najTMoTB nypusma Harnalasa
ce noBpaTak Norvum, jacHofin, jeAHOCTaBHOCTW U pefy
- ocobuHe koje Tpeba pa bymy npucytHe y cBakom
obnuky 1 npowssogy sbyAckor fenoBarba. Hajsehe
33[10BOSLCTBO JbYACKOT yMa je nepuenuuja pepa, a
HajBefe Jbyacko 3a,0BoSbCTBO je ocefiaj capafnhe unu
yuyewhay osom nopetky. Ocehaj pepia je MaTemMaTuykor
KBanuTeTa.

"8 | e Corbusier & Ozenfant, ..Purism”, in: Modern
Artists on Art: Ten Unabridged Essays (ed. Robert L.
Herbert], New Jersey: Prentice Hall: Englewood
Cliffs, 1964, 66.

" Ucro, 61, 63.

20, Venturi, Od Giotta do Chagalla, 183.

121 e Corbusier & Ozenfant, .Purism”, 73.

22 cTo, 70.

' NcTo, 69.

124y cpncko-LpHOropckoM uagarsy Mogynop je npeu
nyT objaBmeH 2002. ropuHe: Le Corbusier, Modulor:
harmonicne mjere prema ljudskom obimu univerzalno
primjenljive u arhitekturi i masinstvu, Beograd: Jasen;
Niksi¢: Lisina: Bijeli Pavle, 2002.

%5 Mogynop ce 3acHMBa Ha BWCMHM YoBeka ca
MOAWUTHYTOM PYKOM — 3a CTaHAapAHY JbyACKY BUCUHY
y3eTa je Mepa 1,83 M, ncksbyuyjyhv xeHcke Mepe, 40K
Cy AVMMeH3Mnje npeuusmpaHe ca YKYMHOM BWUCUHOM
NOAWTHYTOr Kpaka nocTtaBbeHoM Ha 2,26 M.



4 0n the development of abstract painting, see:
Michel Seuphor, Abstract Art, Zagreb: Mladost, 1959;
Dora Vallier, Abstract Art, Belgrade: Metaphysica,
2006.

5| eonid éejka, A Treatise on Painting, Sombor: Zlatna
grana, 1995, p. 104.

"¢ 1bid. p. 120.

""7The Purist Manifesto is considered to be the article
“Aprés Le Cubisme” published in 1918, while the first
complete formulation of Purist aesthetics appeared in
1920 in the article “Le Purisme” in the journal L'Esprit
Nouveau, which served as the movement’s official
journal. Purism was defined as a concept not limited
to painting and architecture, but as encompassing a
set of qualities meant to characterise all of modern
thought. The engineering profession was regarded
as noble due to its discipline and rationality. The
leitmotif of Purism emphasised a return to logic,
clarity, simplicity, and order - qualities that should be
present in every form and product of human activity.
The highest satisfaction of the human mind is the
perception of order, and the greatest human pleasure
is the feeling of cooperation or participation in that
order. The sense of order is of a mathematical quality.
"8 | e Corbusier & Ozenfant, “Purism”, in: Modern
Artists on Art: Ten Unabridged Essays (ed. Robert L.
Herbert], New Jersey: Prentice Hall: Englewood
Cliffs, 1964, p. 66.

" 1bid. pp. 61, 63.

120, Venturi, From Giotta to Chagalla, p. 183.

21 e Corbusier & Ozenfant, “Purism”, p. 73.

122]bid. p. 70.

'Z1bid. p. 69.

24 |n the Serbian-Montenegrin edition, The Modulor
was first published in 2002: Le Corbusier, The Modulor:
A Harmonious Measure to the Human Scale Universally
Applicable to Architecture and Mechanics, Belgrade:
Jasen; Niksi¢: Lisina: Bijeli Pavle, 2002.

15 The Modulor is based on the height of a standing
man with upraised arms - standard human height is
taken to be 1.83 m, excluding female measurements,
with the dimensions precisely defined by the total
height of the raised arm set at 2.26 m.

Much of abstract painting'™ does not completely abandon the
illusion of objects or the illusion of space, as long as colour is applied in
a way that evokes optical impressions, such as through contrasts of light
and dark, there remains an element of illusionism (fig. 72).""® On the other
hand, structure involves the arrangement and repetition of identical or
modular elements across the canvas, arranged in a geometrically defined
or undefined pattern.’'® Depictions of stereometric rendering of the body
and geometric forms tend to be more analytical in nature, while abstract
representations of objects and elements embody a purist image conveying
an expression of space rather than surface (fig. 73). The Purist Manifesto
"describes the purist element, as a plastic expression, precisely shaped
and whole, capable of eliciting precise and universal reactions. It suggests
that superior sensations of mathematical order can arise only through
the selection of primary elements with secondary resonance.'® One of
the greatest delights of the human mind is to perceive the order of nature
and measure its own place within the structure of things; a work of art
appears as an effort to bring about order - a masterpiece of human order.’”?
Speaking about painting at the dawn of modern movements, Cézanne
remarked that to paint means to seek the harmony of different relations.'?
In painting, Purism emphasises the depiction of objects that symbolise the
industrial world, which should be portrayed as anonymous and pure [fig. 74).
Purism aspires to an art free from conventions, an art that employs plastic
constants and appeals primarily to the universal qualities of the senses and
the intellect.’”?! Figurativeness is rejected, while compositionally, there is an
emphasis on geometric order and balance. Painting becomes a matter of
architecture, with volume as its primary tool.'?? Le Corbusier and Ozenfant
believed that the modular method was the only rational way to introduce
order, as it allows the smallest element to measure the largest, offering
what the old masters referred to as proportion.'? From the Purist Manifesto
and his architectural principles, Le Corbusier developed The Modulor (Le
Modulor), first published in 1948'%, an anthropometric scale of proportions
positioned between two incompatible scales - the imperial and the metric
system.'®

131



72

AncTpaktHa komno3suuyuja Il

nat. 15. 8. 1962.

dnomactep, akBapen, 20 x 27 um
[®OM3-311P]

Abstract Composition Il

dated 15 August 1962

felt-tip pen and watercolour, 20 x 27 cm
[FMZ-ZLR]
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AnctpakTHa komno3uyuja Il

nar. 5. 9. 1962.

¢dnomacTep, akeapen, 19 x 28 um
[®OM3-3/1P]

Abstract Composition Il

dated 5 September 1962

felt-tip pen and watercolour, 19 x 28 cm
[FMZ-ZLR]

T4

AnctpaktHa komno3uyuja Il

nar. 9. 6. 1962.

¢dnomactep, akeapen, 19 x 27 um
[®M3-3/1P]

Abstract Composition Il

dated 9 June 1962

felt-tip pen and watercolour, 19 x 27 cm
[FMZ-ZLR]
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TokoM 4eTppeceTux romauHa, 3nokoBuh ce WHTeH3MBHO 0aBuo
TeopujoM MopaynapHe KOOpAWHaLMje, a of MefeceTux roguMHa U HEHOM
NPVYMeHOM y apxMTeKToHCKoj npakcu. [onasehn og Tora Aa je nponopumnjcku
nopepak, Hapo4yMTO Yy KNacU4yHOj apxuTekTypu, 610 normyaH oCHOB CBakoj
KOMMO3MLMjM apXUTEKTOHCKOT W JIMKOBHOI cTBapanawTsa, 3nokoBuh y
CBOjUM UCTPaXuBakVMa Aaje 0CHOB 3a NPMMeHy MoJlylapHe KoopauHauujey
MpojeKToBakby, Y3 jaCHO HarnallaBare ecTeTCKe KOMMOHEHTe y MoCTaB/beHoj
KoHUenumju.'?* YnopuwTe cuctemMa MopynapHe KOOPAMHauuje mnoyvBa y
NpoMULLISbEHOM YTBpHMBaky NpOjeKTaHTCKOr MoAyna, TO jecT BULLECTpYKe
Mepe oCHOBHOr Mogyna. Ha [lpBoM caBeToBamy apxuTekata W ypbaHucta
Jyrocnasuje oppxaHoM y [ybposHuky 1950. roguHe, uuju nporpam
cy obenexwuna wusnarara W [UCKYcUje O acrnekTUMa CcouujanncTmyke
apxuTeKType 1 npobnemMaTuLm HeHe n3paxkajHoCcTn n ngejHoctun, 3nokosuh
je cBojuM pedepaToM AaA0 KPUTMYKM OCBPT Ha 3Hayaj NpOMOpLMjCKUX
Avjarpama v MofynapHuX Mpexay npojeKkToBakby, kenehu fa ykaxe Ha 3Hauaj
obHOBe Hayke 0 MponopLmnjaMa y apxXuTeKTYpU U HeHOj CMULLIbEHO] MPUMEHN
y caBpeMeHoj npakcu.'” Tom npunukoM je n nctakao aa je Jle Kopbusje npsu
W CKOpPO jefnHN Mely caBpeMeHUM TeopeTUyapurMa Koju je ykazao Ha gyboku
CMWCao NPUMapHUX reoMeTpMjckUX 0baMKa M Ha HWUXOB AaneKoCexHU
yTUUaj Ha apxXUTEeKTOHCKO yobnuuyaame yonwTe. 3a npumep MpakTUyHe
npuMeHe MPOMOPUM|CKMUX AujarpaMa y3eo je reropy ctambeHy 3rpagy y
Mapcesby Koja je o caMor mo4yeTka MpPOjeKTOBaHa W MPOMOpLMOHMCAHa Mo
KJbydy HEroBOr mateHTUpaHor Mogysopa, unja je rnaBHa KapakTepucTuka
fa npou3unasu u3 ABa rnoBesaHa aHTPOMOMETPUjCKa HWM3a MO 31aTHOM
npeceky.'”® Pe3epBucaHocT Kosera npojektaHata Ha 3nokoBuhieBe usHeTe
Te3e M npepsiore Huje ra obecxpabpuna ga HacTaBM 3anoyveTa UCNUTMBAHA
¥ npoy4yaBatba.

[eueHnjy kacHuje, HakoH npoyyeHor Mogynopa W HayukbeHUX
n3eoga'?, 3nokoBuh objaBsbyje Hay4yHO-CTPYYHM YjiaHak O acnekTuma
WHTerpucarba Mogysopa y HTepHaLMOHaIHW MOLy1apHU CUCTEM Y Yaconucy
Apxutektypa u ypbaHu3am, nctuuyhu na je Jle Kopbusje csojum Mogynopom
apxutekTMMa cBeTa Mpyxwuo ,HajnorofHuje” opyfe 3a AMMEH3MOHUCatbe
Pa3sHOBPCHUX CTPYKTypajiHUX eNneMeHaTa W  HWXoBO  ycknafjuBarbe
y npegpogpefjeHe npocTopHe uenuHe.”™® 3nokoBuh je cmaTpao pga je
npeBofereM Mogynopa y cucteM peunmMeTtapckor basMyHor Mogyna cadyBaH
OCHOBHM MPUHLMN MponopuuvoHanHe nogene, Te Aa je TUMe HECYMHUBO
yHanpefjeH HayyHW MeTOA KoA pa3paje KOMMO3MLMJCKOr MnocTynka vy
apXUTEKTOHCKOM MpOjeKTOBatby 3aCHOBAHOM Ha WHAYCTpWjanusaumjun
rpafjesuHapcTea (ycBojeHa BucuHa yoseka of 18 M = 1,80 M = 72" butaH
je unHMnay, y HyMepuuykmMM crnekynaumjama ko ogpehusarba Mepa cBakor
cMULLIbeHO yoBnudeHor mpocTopal. Y HM3y akBapena HacTanux TOKOM
npBe MOSOBUHE LUe3[eceTUX roAMHAa, Hapo4ynMTO y MOTUBMMA amncTPaKTHUX
dopMn © npepena, apxutekT 3n0KoBWUA WHTYUTUBHO W HEMOCPeAHO
MPEHOCU JIMKOBHOCT M ecTeTCcKy cybnuMauujy CBOjUX apXUTEKTOHCKUX
nheja pasBujaHMX Ha MPUHLMMIMMA MoAynapHe KOOpAMHauwuje, Koje cy of
nefeceTUx rogvHa Haline uspasuTujy NpUMeHy y KOHKYPCHUM NpojekTUMa
N peanusaunjama, mMelly KojuMa ce UCTUYY KOMMIeKC YumTerbcke n Bule
negarowke wkone y Mpuapery (1959-1960) n Typuctuuko Hacesbe - xoTen
Menutepan y Ynummsy (1961-1964) (cn. 75-82).

126 Milan Zlokovi¢, ,.Uticaj modularne koordinacije na
estetsku komponentu u arhitekturi”, Savetovanje o
modularnoj koordinaciji u gradevinarstvu, Beograd, 30.
septembar - 2. oktobar 1958, Beograd: Savezni zavod
za produktivnost rada, 1958, 1.

27 Munan 3nokosuh, ,KpuTuukM 0oCBPT Ha 3Hauyaj
NponopumnjckMx Aujarpama W MOAynapHWX Mpexa
y npojekToBawy”, y: Pegpepatu 3a | CaseroBare
apxutekata u ypbawucta Jyrocnasuje, [lpsu pgeo,
Aybposruk, og 23. go 25. XI 1950, Beorpaa: HayyHa
kroura, 1950, 161-168.

28 AcTo, 150.

122OM3 - [18: y oHeBHuMKy of, 1. okTobpa 1960. benexu
na je npasuo nssope u3 Jle Kopbusjeosor Mogynopa
HaKOH LUTO ra je NPeTX0fHO MPoYMTao 1 Npoy4mo.

130 Milan  Zlokovi¢, .Integrisanje ‘Modulor’-a u
internacionalni modularni sistem”, Arhitektura i
urbanizam, br. 6, 1960, 28-31.



26Milan Zlokovi¢, “The Influence of Modular
Coordination on the Aesthetic Component in
Architecture”, Conference on Modular Coordination in
Construction, Belgrade, 30 September - 2 October
1958, Belgrade: Federal |Institute for Labour
Productivity, 1958, p. 1.

27Milan  Zlokovi¢, “A  Critical Review of the
Significance of Proportional Diagrams and Modular
Grids in Architectural Design”, in: Collection of Papers
presented at the First Congress of Architects and Urban
Planners of Yugoslavia, Part One, Dubrovnik, 23-25
November 1950, Belgrade: Naucna knjiga, 1950, pp.
161-168.

12 ]bid, p.150.

122MZF - D8:in his diary entry dated 1 October 1960, he
notes that he compiled excerpts from Le Corbusier’s
Modulor after having previously read and studied it.
30 Milan Zlokovi¢, “The Integration of the Modulor
into the International Modular System”, Arhitektura i
urbanizam, no. 6, 1960, pp. 28-31.

During the 1940s, Zlokovic focused intensely on the theory of modular
coordination, and from the 1950s onwards, he applied it in architectural
practice. Starting from the idea that proportional order, particularly in
classical architecture, was the logical foundation for any composition
in architectural and artistic creation, Zlokovi¢, in his research, laid the
groundwork for applying modular coordination in design, placing particular
emphasis on the aesthetic aspects of the proposed concept.’”” The modular
coordination system is based on the thoughtful determination of the design
module, or more specifically, the various multiples of the basic module.
At the First Congress of Architects and Urban Planners of Yugoslavia
held in Dubrovnik in 1950, which focused on socialist architecture, its
expressiveness, and conceptual issues, Zlokovié, in his paper, presented a
critical analysis of the importance of proportional diagrams and modular
grids in architectural design, aiming to underscore the need to revive the
science of proportions in architecture and its deliberate application in
contemporary practice.’”” On that occasion, he also pointed out that Le
Corbusier was the first, and almost the only one among contemporary
theorists, to highlight the profound significance of primary geometric
shapes and their far-reaching influence on architectural form in general.
He used Le Corbusier’s residential building in Marseille as an example of
the practical application of proportional diagrams, which was designed
and proportioned from the outset based on his patented Modulor system.
This system’s key feature is that it is derived from two interconnected
anthropometric sequences based on the golden ratio.'”® Despite his
colleagues’ reservations concerning Zlokovic¢'s ideas and proposals, he was
not discouraged, continuing his research and studies.

A decade later, following his study of the Modulor and his subsequent
conclusions,'” Zlokovi¢ published a scholarly article in the journal
Architecture and Urbanism, discussing the aspects of integration of the
Modulor into the international modular system. He emphasised that Le
Corbusier, with his Modulor, had provided architects worldwide with the
“most suitable” tool for dimensioning various structural elements and
aligning them within predetermined spatial units.’™ Zlokovi¢ believed that
translating the Modulor into a system based on the decimetric basic module
preserved the fundamental principle of proportional division. In doing so, it
undoubtedly advanced the scientific method in developing compositional
procedures in architectural design grounded in the industrialisation of
construction (the adopted human height of 18 M = 1.80 m = 72" is a key
factor in numerical speculations for determining the dimensions of each
thoughtfully conceived space). In a series of watercolours created during
the first half of the 1960s, particularly in the motifs of abstract forms and
landscapes, architect Zlokovi¢ intuitively and directly translates the visual
and aesthetic sublimation of his architectural ideas developed on the
principles of modular coordination. These ideas, which had found more
expressive application in competition projects and realisations starting
from the 1950s onwards, are exemplified in the Teacher Training and Higher
Pedagogical School complex in Prizren (1959-1960) and the Tourist Resort
- Hotel Mediterranean in Ulcinj (1961-1964) [fig. 75-82).
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Ypbaru npuzop uz Konexxarena
nat. 14.11.1960.

akBapesn, 18 x 20 um
[PM3-311P]

Urban Scene from Copenhagen
dated 14 November 1960
watercolour, 18 x 20 cm
[FMZ-ZLR]
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M. 3nokoBuh, TypuCTUUYKO Hacerbe y Ynuurby
xoTen Megutepan, 1961-1964
[®OM3-30]

M. Zlokovi¢, Tourist Resort in Ulcinj
Hotel Mediterranean, 1961-1964
[FMZ-ZF]
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M. 3nokosuh, FeHepanHu
ypbaHucTnykm nnaH Barbesa
(HepeanusosaHo), gat. 15. 10. 1945.
wTamna, Tyw, akBapen Ha
o3anuay/nenexum, 98 x 68 um
[MIB-NTM3: 1822]

M. Zlokovié, General Urban Plan
of Valjevo (unrealised), dated 15
October 1945

print, ink and watercolour on
ozalid/board, 98 x 68 cm
[MGB-LMZ: 1822]
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AncTtpaktHa komnosuyuja IV

nat. 30. 6. 1963.

dnomactep, akBapen, 20 x 27 um
[®M3-3/1P]

Abstract Composition IV

dated 30 June 1963

felt-tip pen and watercolour, 20 x 27 cm
[FMZ-ZLR]
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M. 3nokoBwh, PagHnyko Hacesbe kBapHepckux bpoporpagunuiuta
Pujeka, XpBatcka, 1947. (koHkypcHu pag)

nepcrekTUBHU Npukas Aena ctambeHor KoMniekca

0/10BKa, akBapen Ha nanupy/kaptoHy, 50 x 30 um

[®M3-3A: 178]

M. Zlokovi¢, Workers’ Settlement of Kvarner Shipyards
Rijeka, Croatia, 1947 (competition entry)

perspective view of part of the residential complex
pencil and watercolour on paper/card, 50 x 30 cm
[FMZ-ZA: 178]
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AncTtpakTHa komno3sunumja V
Hepnart.

¢dnomactep, akBapen, 20 x 27 um
[®OM3-311P]

Abstract Composition V

undated

felt-tip pen and watercolour, 20 x 27 cm
[FMZ-ZLR]
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M. 3nokoBuh, TypucTUyKo Hacesbe y Ynuurby
xoTen MegutepaH, Tepaca pecTopaHa
1961-1964

[®M3-30]

M. Zlokovi¢, Tourist Resort in Ulcinj
Hotel Mediterranean, restaurant terrace
1961-1964

[FMZ-ZF]

Tl pmiacpr|

82

AncTtpakTHa komnosuyuja VI
nat. 29. 3. 1963.
dnomactep, akBapen

29 x 21 um

[PM3-3J1P]

Abstract Composition VI
dated 29 March 1963
felt-tip pen and watercolour
29 x21cm

[FMZ-ZLR]
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Cnukapcteo MunaHa 3nokosuha, kome ce pago nocsefiveao n Bpahao
TOKOM YeTupu AelieHunje Ayre NpojeKTaHTCKe Kapujepe akTMBHOT apxuTekTa,
MAejHO je MMano ynopuliTe y MOAEPHUCTUYKUM JINKOBHUM KOHLenuunjama,
TeMaMa W ecTeTvuMn. [lok 3a NIMKOBHe YMeTHUKe Cciukakbe npefcTaBsba
NPUMapHO ¥ CTanHo Aenarbe, apxuTeKTMMa je oHo 0b1yHo cTBap HapaxHyha,
JIMYHUX MOpMBa W OfMaK Of MPOjeKTaHTCKMUX YCNOB/LEHOCTU. Y TakBUM
OKBUPMMa, CMKapcTBoM ce baBuo n apxutekT 3nokosuh. [pempaa ce weros
NPUCTYN LPTEXY W CANKaky MeHao KPOo3 XWBOT U Kapujepy, CInKapcku
NMopuMBK Cy Yy W3BECHO] Mepu yBek bunum npucyTHu, ga bu ce y 3eHuty
kapujepe n Habojy yMETHMYKOr pacrnosioXkerba 3HATHO BMLUE MpPenycTno
CAMKapckuM papoBuMa. Pa3sujeH ocehiaj 3@ XapMOHMYHOCT M eCTETCKO
MCKYCTBO [OLUAN Cy Yy MOTNYHOCTW [0 U3paxaja y Toj ¢pa3n. Y ayTeHTUYHOM
LOXMBIbajy CINKapckux TeMa, 3nokosuh brMBa HaknoHeH TPAAULMOHANHNM
BelTMHaMa JIMKOBHOTP M3paXaBaha W HMWXOBOM E€CTETCKOM 3Hauyehy, a
TuMe 1 ¢opMasHOM OfHOCY MpeMa 3acTynaHo] CUHTE3W apxXuTekType U
JINKOBHE YMEeTHOCTW, TyMayeHoj kao ogpefjeHa MeTakynTypHa Be3a nsaMmelhy
pasnnMymMTMX 061MKa eCTETCKOT McnosbaBakba.'! Y3eBLUM XXMBOT KaO OCHOBHY
MHCNMpaumjy, N0OCBeTMO ce MOTUBMMA M MPU30PKMa KOjU Cy Fa HaJaxreuBanu
n npeokynupanu, bes notpebe 3a 3BaHNYHOM adUPMaLMjOM N KPUTUUKOM
Banopusaumnjom. Y ofHOCY Ha akTUBHE JINKOBHE YMEeTHUKE CBOje reHepaLuje,
3nokoBuh je HErOBao INYaH M 3Pa3nUTO NOETCKM NPUCTYN LPTEXY U CANKakbY,
0CTaBLUM NPUBPXEH MOTUBMMa npefena v nopTpeTa. [of yTuuajeM HayyHMX
ncTpaxuBarba Nponopumja y apxuTekTypu U MopynapHe KOOPAWHauuje,
y JIMKOBHe pajoBe nocnefhe ¢ase NpeHeo je W ofpase apxUTEKTOHCKe
npakce, NpubAMXMBLLIN Ce naeju NypnsMa npema Kojoj cnuka npepacrasrba
acouujaunjy npouniuieHnx, CPOJHNX U apXUTEKTOHWYHUX eleMeHaTa.

MNpvnagajyhn reHepaumnju cTBapanayke MHTENUreHUMje LLUKONOBaHe
y €BpOMNCKMM LIeHTpMMa, Koja ce eTabnupana TokoMm MehypaTHor nmepuoga
3acTynajyhm wpeje rpahaHckor MogepHu3Ma npousaluie u3 ,CHOBa O
MOLEpHM3aLMjM~ - TexHW fa ce yxBaTu Kopak ca EBponom u MopepHuM
cTpeMsbersMMa’®?, mMako WMPWM  APYLUTBEHO-MOAUTUYKM U TPUBPEAHM
KOHTEKCT y ToMe Huje bruo npefBoaHuUa, apxuTekT 3nokoBuh je passujao
CBOje CTBapanayke WMMNynce nogjefHako W3 Tpaguuunje nogHebrba
M MOLEpPHOCTVM enoxe, HeonTepehieH WHTeNnekTyanHUM cappxajeM u
TeopujckunM yTeMesberbMa. OcnormeHn Ha IMKOBHO-ecTeTCKe BPeHOCTH U
CTWUNCKO-KOHLENUMjCKy CTPYKTYpYy CPNCKor ciimkapcTea u3mely fiBa cBeTcka
paTa, y KojuMa ce ucrnosbaBa CKJIOHOCT MpeMa JIMKOBHO] YNCTOTU, N3BECHO]
OQMEpPEeHOCTU W MeLMTepaHCKoM cxBaTaky yMeTHocTW'®, 3nokoBuhesu
NNKOBHW PafoBW OAMULLY UHTUMHMM OJHOCOM YMETHUKA MpemMa CONncTBEHOM
oKpyxetby. EnemMeHTV MepguTepaHcTBa, NPUCYTHU U Y apxutekTypn MunaHa
3nokoBuha noyeB of MpBUX NpojekaTa paHWX ABafeCceTUX rofAuHa, Ao
nocriefHMx peannsaLmja cCpefuHOM Le3feceThX, PaANKaNHO Cy ce MeHanu
W NpencnuTMBanu Kpo3 pasnunyuTe dase herosor cTeapanawTsa.’ Kpos
LUpTeX W CAWKake, OH je WCTpaxuBao W oTKpusao, noTeBphyjyhun pa je
YMETHMYKM HaroH casHajHW HaroH, Te Aa je yMeTHWYKa fenaTHocT onepauuja
casHajHe Mohu, a yMeTHWYKM pe3ynTaT — ca3HajHu pe3ynTat.’® Ako je TokoM
L,BafleceTUX U TPULECeTUX roanHa, mopes akafeMckor nosunsaa, brno ycMepeH
Ha NpojeKTaHTCKW paj 1 CTPYYHW aHraXkMaH, of NefeceTux roguHa, Kkaga je
“UMao Buwe cnobofHOr BpeMeHa Ha pacnonaramy, 3nokosuh ce npenywTa
CIIMKapPCKMM apUHNUTETMMA, YPOHMBLLM Y clobogy TMKoBHOT 3pmyaja (cn. 83).
MNako o cBOM cnuKapcTBy, MOpPMBMMA M Y30p1MMa HUje N1Cao, a HU roBOpuO,
onyc ofi Mpeko TpW XW/bafie akBapena W LpTeXa CBEA0YM O OfHEeroBaHoj
NMKOBHO] KyNTYpU U eHTy3nja3My CTBapaoLa Yuja je rocrnofCTBEHOCT ofpa3
ONTUMW3MA U Befip1HEe XXMBOTHOT PacrofioXetba.

M. Mladenovi¢, ,Likovno obrazovanje i vizuelna
istrazivanja na Arhitektonskom fakultetu u Beogradu®,
163; Vjenceslav Richter, ., Neke opservacije o sintezi
likovnih  umetnosti”, u: Simpozijum Integracija
likovnih umetnosti, 23 - 24. septembar 1963, Beograd:
Arhitektonski fakultet, 1963, 1-5.

32 Lidija Merenik, Umetnost i vlast: srpsko slikarstvo
1945-1968, Beograd: Fond Vujici¢ kolekcija: Filozofski
fakultet, 2010, 14.

3V, Rozi¢, Umetnicka grupa ..Oblik” 19261939, 85.
"4Lj. Blagojevi¢, ltinereri: Moderna i Mediteran.
Tragovima arhitekata ..., 124.

35 Mica Popovi¢, Ishodiste slike, Beograd: Nolit, 1983,
124.
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Cnukapcku v LupTayku npubop
Munana 3nokosuha
[PM3]

Painting and Drawing Tools of
Milan Zlokovi¢
[FMZ]



3'M. Mladenovi¢, “Art Education and Visual Research
at the Faculty of Architecture in Belgrade”, p. 163;
Vjenceslav Richter, “Some Observations on the
Synthesis of Visual Arts”, in: Symposium on the
Integration of Visual Arts, 23-24 September 1963,
Beograd: Faculty of Architecture, 1963, pp. 1-5.

32| idija Merenik, Art and Power: Serbian Painting 1945-
1968, Belgrade: The Vujicic Collection Foundation:
Faculty of Philosophy, 2010, p. 14.

133V, Rozi¢, The “0blik” Art Group 1926-1939, p. 85.

B¢ 1j. Blagojevi¢, ltineraries: The Modern and the
Mediterranean. Tracing the Steps of Architects..., p. 124.
3 Mica Popovi¢, Origin of the Image, Belgrade: Nolit,
1983, p. 124.

Throughout his four-decade-long career as a practicing architect,
Milan Zlokovi¢ remained deeply engaged with painting, consistently
returning to it as a creative outlet rooted in modernist artistic ideals,
themes, and aesthetics. For visual artists, painting is a constant and
primary form of expression, while for architects it is a matter of inspiration,
driven by personal impulses and offering a respite from the constraints
of architectural practice. It was within this context that the architect
Zlokovi¢ engaged in painting. Although his approach to drawing and
painting evolved throughout his life and career, his painterly impulses
remained consistently present to some extent. At the height of his career,
experiencing pronounced artistic sensibility, he devoted himself more fully
to painting. His refined sense of harmony and aesthetic experience came
to full expression during this phase. In his authentic engagement with
pictorial themes, Zlokovi¢ aligns himself with traditional techniques of
visual expression and their inherent aesthetic significance. This alignment
reflects a formal approach to the synthesis of architecture and the visual
arts, which he conceptualised as a specific metacultural nexus linking
diverse modes of aesthetic manifestation.”™ Drawing from life as a core
of his inspiration, Zlokovi¢ focused on motifs and scenes that inspired and
preoccupied him, without seeking formal recognition or critical validation.
In contrast to his contemporaries in the visual arts, he developed a highly
personal and distinctly poetic approach to drawing and painting, remaining
devoted to the motifs of landscapes and portraits. Influenced by scientific
studies of proportions in architecture and modular coordination, his
later visual artworks incorporated elements inspired by his architectural
practice, aligning with the purist concept that a painting represents an
amalgamation of refined, interconnected, and architectonic elements.

Belonging to a generation of creative intellectuals educated in
European centres, who established themselves during the interwar period
by advocating the ideas of bourgeois modernism emerging from “dreams
of modernisation” - the aspiration to keep pace with Europe and modern
trends™?, a movement not fostered in the broader socio-political and
economic context - the architect Zlokovi¢ shaped his creative impulses
by drawing equally from regional traditions and the spirit of modernity,
unburdened by intellectual constraints and theoretical frameworks.
His visual artworks reflect the aesthetic values and stylistic-conceptual
tendencies of Serbian painting between the two world wars - marked by
a pursuit of visual clarity, a moderation, and a Mediterranean inspired
understanding of art™?, revealing an intimate, personal engagement with
his immediate surroundings. The influence of Mediterranean elements,
present in Milan Zlokovi¢'s architectural projects from the early 1920s
to his final realisations in the mid-1960s, evolved and were re-examined
in various phases of his creative development.’ Through his drawings
and visual artworks, Zlokovi¢ explored and uncovered new dimensions,
affirming that the artistic impulse is inherently a cognitive drive, and that
the artistic process is an operation of cognitive power, and the resulting
artwork - a cognitive discovery.” While in the 1920s and 1930s, alongside
his academic career, he was focused on design projects and professional
engagement, from the 1950s onwards, when he had more free time,
Zlokovi¢ fully embraced his painting affinities, immersing himself in the
freedom of artistic expression (fig. 83). Although he never wrote or spoke
publicly about his painting, his creative drive or influences, his vast oeuvre
consisting of over three thousand watercolours and drawings stands as a
testament to his cultivated visual culture and the enthusiasm of a creator
whose dignified presence reflects his optimism and buoyant outlook on life.
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Y cnukapctBy MunaHa 3nokoBuha ucnosbaBa ce jefaH HenocpegaH
O[HOC MpeMa CanKaksy, CIMLM U HEHOM CaapxKajy, MPOTKaH AOXMBIbAjUMa,
dacunHaumjama 1 apTukynaumnjamMa XnBOTHOT UCKYCTBa, kakaB hie moyeTkoM
LBajeceTor Beka y norneny cBor cnukapctesa AHpu MaTtuc onucaTu pedmma:
.CarbaM 0 jefHO] YMEeTHOCTU paBHOTexe, ynctohe, mupa, 6e3 cyjeTe Koja
y3HemupaBa unu 3agaje bpury, ymeTHocTu koja he buTu, 3a cBakor ymHor
pafHWKa, 3a MOC/OBHOI YOBeKa jelHaKo Kao W, Ha MpuMep, 3a YoBEKa Of,
nepa, HelWTo WTo Bnaxu, Heko yMHO yMupyjyfie cpefCcTBO, HELITO aHaNorHo
pobpoM Hacnomavy Koju ra opgmapa op ¢dusmukor Tpyma“'®® Kako Huje
mMorao ga byne 6e3 3aHuMMauumje w cTBapanaykor wmnynca, y nepuogy
Kaga je uMao Make npodecnoHanHux obaeesa, y dakynTeTckoj HacTaBu
arniHe capagHuke, a y uspagum npojekata mssecHy nomoh cuHa hopha'’
n hepke Munuue, cnMKapcTBo My je AOHEN0 HEeCrnyTaHOCT W MOAEeTHOCT,
MOACTaKNO MallTakbe WM HaBeno Ha cybnumauujy yMeTHWUKuXx ysopa.
lMoBogoM npepaHor opnacka npodpecopa MunaHa 3nokoBuha Koju Huje
Bv0 HW 3BaHUYHO MeH3noHucaH'®, npod. CtaHko MaHauh y Hekponory,
objaB/beHoM y 3arpebaykoM yaconucy Arhitektura, uctnye pa je 3nokosuh
.CBOjUM MOCTaBKaMa O 3aKOHWTOCTU CUCTEMa MpOMopLMjcKUX mofena vy
apXUTEKTOHCKO] KOMMO3uuUMju, AyboKO M 3Hanayku 3allao y NaBUPUHT
MaTeEMaTUYKMX U PaLMOHaNMUCTUYKMX GUNo30dCKNX KOMMNEKca y npouecmMma
NIMKOBHOTI CTBapafallTBa yonwTe — Koje CMO [0 HeroBMX ca3Hakba U peyu
Bunu cknoHu pa Hajuyewhe objalirbaBaMo — ako CMO TO YUHWIAM — HAarOHWMa
ckaoHocTM 1 papa”.'® Manguh Takofe HaBoam Aa je npodecop 3nokosuh
. VU3BOPHU HAayYHWK U3BOPHMX ayTEHTUUHUX MUCIIU M ca3Hatba [...] - HayuHuk,
casfaH M yobnuyeH [yroTpajHUM MPOLECOM HEYMOPHON, OArOBOPHON
cTBapatba 1 paga, 4efiuMa v pesynTtatuMa o KojMa CaM HuKaga roBopuo Huje,
JefiMa Koja Cy CBOjoOM CHaroM Hem3asoBHO o teMy rosopuna .’ XXusoTHe
nheane apxutekta 3nokoBuha, ycMepeHe cTBapanaykum MoryhHocTMMa
apxuTeKType y OKBUMpPMMa 3ajefHuLe, yNnoTryHUBaaun cy CIMKapCKy NOpuBK
M INYaH NPUCTYN KOjW je MPUJbEXHO pa3Bumjao 1 Heroeao, ocTajyhinm TeMaTckm
M YMETHUYKM HAKJIOHEH ONTUMUCTUYKUM CBETOHA30pUMa CBOje reHepauuje.

% 06jaBrbeHo aeuembpa 1908. rogute y dpaHuyckom
yaconwcy La Grande Revue, uutupao y: L. Venturi, Od
Giotta do Chagalla, 220.

137 Akapemuk hopfe 3nokosuh (Tpet, 1927 - Beorpag,
2017), apxutekT W rpafjeBUHCKM UHXerbep. Ha
ApxuTekToHcKoM akynTeTy y Beorpagsy aunnomupao
je 1951, a Ha pafeBuHckoM 1955. ropuHe. 3Barbe
[OKTOpa TexHUuYKkux Hayka ctekao je 1961. roguxe
Ha ApxutekToHcKoM dakynteTy. Buo je peposHn
npodecop Tor dakynteta o 1975, Ha npenMeTMMa
KoHcTpykTvBHYM cuctemmn u lMpocTopHe cTpykType. 3a
ponucHor ynaHa Operberba TeXHUYKUX Hayka Cprcke
akafeMunje Hayka M yMeTHoCTM u3abpaH je 1985, a
3a pepoBHor 1994. roguHe. Buo je pyroroguiirm
3aMeHuKk cekpeTapa Ope/berba, MOTNpeACeAHUK
YpefiuBaukor opbopa Cprcke eHuuknoneavje w
ypenHuKk teHe Pepakumje 3a rpafjeBMHapcTBO U
reofesunjy, 3aMeHuK npeacepHuka CTpydyHor caseTa
lanepuje CAHY. [obuTHuk je BuWwe Harpaga w
npusHatba: Harpage .Ocnobofjere rpaga Huwa“,
1974; Cepmojyncke Harpage CP Cpbuje, 1980; OpaeHa
Csetor CaBe | cTtenena, 1994; wHarpage .lpod. ap
Bojucnas CrojaHosuh”, 2008; Harpaje 3a »uBOTHO
neno Wuxerepcke koMmope Cpbuje, 2008. Tokom
cefiMe W oCMe JeLieHuje NpoLuor Beka, NpojekToBao
je n peanusoBao npepHanperHyte Bucehe kposoBe
Ha cnopTckuM xanama y Hosom Beorpapgy u Ha Yawnpy
y Hwuwy, kao v Ha [naBHoj xanu n BaseHckoj xanu
CnopTckor ueHTpa Mopaya y Mopropuumn. Ha cBum
oBUM o6jekTMa pacnoHa 60-70 MeTapa npuMers1Bao
je cBoja opuruMHanHa pellerba 3a MNpeaHarnperHyTe
Bucefie KpOBOBEe W cnewmnjanHy TexHonorujy rpafersa
Kojy je pa3Bujao 3a cBaku objekaT nocebHo. JepaH je
op ocHuaya ®PoHpaumje Munan 3nokosuh v npeu
npeacefHuK HeHor YnpasHor opbopa.

1% ApxuTekT 3nokosuh je Tpebano pa byme
neHsuoHucaH 1. oktobpa 1965. rognHe. HaBukHyT fa
pefoBHO of1a3n Ha pakynTeT v Ha Bexxbama nposoan
BpeMe ca CTyfeHTMMa W CBOjUM capajHuuMMa,
3nokoBuh ce Ha gaH cMpTy, y cyboTty 29. maja 1965.
roguHe, 3anytmo Ha ¢akynteT Hocehun Topby nyHy
KHbWra, HaBPaTWBLLK yCNyT Ao LeHTpa boxuaap Auvja
Mo HOBM YaCOMMC KOju je CTUrao U3 MHOCTPaHCTBa, rae
je, oA, yTvLajeM TONJOr U CnapHor BpeMeHa, LOKUBEeo
eMbonujy nnyha ca CMpTHUM UCXOLOM.

3 Stanko Mandié¢, . Milan Zlokovi¢”, Arhitektura, br. 90,
1965, 88.

“WNcTo.



136 Published in December 1908 in the French journal
La Grande Revue, cited in: L. Venturi, From Giotto to
Chagall, p. 220.

3¥The academic Dorde Zlokovi¢ (Trieste, 1927 -
Belgrade, 2017) was an architect and civil engineer. He
graduated from the Faculty of Architecture in Belgrade
in 1951, and from the Faculty of Civil Engineering in
1955. He earned his Doctor of Technical Sciences
degree in 1961 at the Faculty of Architecture. As of
1975, he served as a full professor at that faculty,
teaching the courses Structural Systems and Spatial
Structures. He was elected a corresponding member
of the Department of Technical Sciences of the
Serbian Academy of Sciences and Arts (SASA) in 1985,
becoming a full member in 1994. He was a long-time
deputy secretary of the Department, vice president of
the Editorial Board of the Serbian Encyclopaedia, and
editor of its section on construction and geodesy. He
also served as deputy chair of the Expert Council of
the SASA Gallery. Zlokovi¢ received numerous awards
and recognitions, including the “Liberation of the
City of Nis" Award, 1974; the Seventh of July Award
of the Socialist Republic of Serbia, 1980; the Order
of St. Sava, First Class, 1994; the “Prof. Dr. Vojislav
Stojanovi¢” Award, 2008; the Lifetime Achievement
Award from the Serbian Chamber of Engineers,
2008. During the 1970s and 1980s, he designed and
built prestressed suspended roofs for sports halls
in New Belgrade and Cair in Ni$, as well as for the
Main Hall and Pool Hall of the Moraca Sports Centre
in Podgorica. In all of these structures, with spans
ranging from 60 to 70 meters, he implemented his own
original solutions for prestressed suspended roofs,
along with specialised construction technologies that
he developed individually for each project. He was one
of the founders of the Milan Zlokovi¢ Foundation and
served as the first president of its Board of Directors.
38 Architect Zlokovi¢ was scheduled to retire on 1
October 1965. Accustomed to his daily routine of
going to the faculty and engaging with students and
his colleagues, on Saturday, 29 May 1965, the day of
his death, Zlokovi¢ set out for the faculty carrying
a bag full of books. On the way, he stopped at the
BoZidar Adzija centre to pick up a new journal that
had arrived from abroad. There, under the influence
of the warm and humid weather, he suffered a fatal
pulmonary embolism.

%9 Stanko Mandi¢, “Milan Zlokovi¢”, Architecture, no.
90, 1965, p. 88.

“0lbid.

Milan Zlokovi¢'s painting reflects an immediate relationship with
the art of painting, the image itself and its content, interwoven with
personal experiences, fascinations, and articulations of his life’s journey,
recognisable in Henri Matisse’s description of his own painting at the
beginning of the twentieth century: “I dream of an art of balance, purity
and serenity, devoid of troubling or depressing subject-manner, an art
which could be for every mental worker, for the businessman as well as
the man of letters, for example, a soothing, calming influence on the mind,
something like a good armchair which provides relaxation from physical
fatigue”."® Unable to live without engagement or expression of his creative
impulse, Milan Zlokovi¢ turned increasingly to painting during a period of
fewer professional obligations, relying on devoted colleagues in teaching,
and in his architectural endeavours on the support of his son Borde'” and
daughter Milica. Painting offered him a sense of freedom and renewed
vitality, stimulating his imagination, prompting a sublimation of artistic
influences. Following the untimely passing of Professor Milan Zlokovic, prior
to his formal retirement'®, in an obituary published in the Zagreb journal
Architecture, Professor Stanko Mandi¢ observed that Zlokovi¢ “through
his theoretical formulations of proportional harmony in architectural
composition, ventured with precision and depth into the intricate labyrinth
of mathematical and rationalist philosophical systems that lies at the heart
of visual creation - constructs which, prior to his insights and articulation,
were more commonly interpreted, if at all, as products of inclination and
innate talent™."® Mandi¢ further notes that Professor Zlokovi¢ was “a true
scholar, authentic in thought and insight [...] - a scholar shaped and formed
through a long process of tireless, responsible creation and work, whose
achievements and accomplishments he himself never spoke of, but whose
works spoke of him with indisputable authority”.’® Zlokovi¢'s life ideals,
grounded in the creative potential of architecture as a social endeavour,
were complemented by his painterly impulses and a distinctly personal
artistic sensibility that he diligently developed and nurtured, remaining
thematically and artistically aligned with the optimistic vision that defined
the spirit of his generation.
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0 aytopy

Op Hebojwa AHTteweBnh, MCp apXUTEKType U NpuUMerbeHe yMeTHOCTM, pofjeH je y [obojy 1985. roguHe. Ctyauje
apxuTeKType je 3ano4eo Ha ApxuTekToHCKoM dakynTeTy TexHuukor yHuBep3suteta y Jendty (KpassesuHa Xonarawjal,
a 3aBpLUMO Ha ApXMTEKTOHCKOM dakynTeTy YHuBep3auTeTa y Beorpaay (2011). Ha @akynTeTy 3a yMeTHOCT 1 gun3ajH
MeraTpeHn YHuBep3uTeTa, 3aBpLIMO je cTyauje Ha mporpamy lMpumerseHa ymeTHocT - CueHorpadwuja (2013).
HokTopupao je u3 yxxe obnactu Mctopuja apxutektype Ha Ounosodpckom dakyntety YHuBepsuTeta y beorpagy
(2022). MocTaokTOpCKo ycaBpluaBatbe 06aBmo je Ha ApxuTekToHCKOM dakynteTy Ceeyunnuwray 3arpeby (2023/24).
Bvo je capagHuK y HacTaBu Ha ApxuTekToHCkoM dakynteTy y Beorpagy n Ha Operbery 3a UCTOPUjy YMETHOCTU
@Ounosodckor dakynteta y Beorpagy. HayuHu je capagHuk VHcTutyTa 3a apxutektypy v ypbaHusam Cpbuje u
Hay4Ho-CcTpy4Hu capagHuk PoHpaumje Munan 3nokoBuh. 3a yyewhe y pa3Bojy apxUTeKTOHCKE NOAUTUKE, jeflaH je
of pobuTHuka npusHara (2023) n Harpage (2024) Canona apxutektype Myseja npumerseHe ymeTHoCTU. Nogpyyja
HEr0BOI HAYYHOT M MCTPaXXMBaUKOr paja Cy jyrocIoBeHCKa 1 CpMcKa apxmMTeKTypa, apxuTeKTypa y TYpu3My, Cprcka
CaBpeMeHa apxuTeKTypa WU CaBpeMeHa Mo30puLlHa cueHorpaduja. AyTop je BULLE HAyYHUX U CTPYYHMX pagoBa,
KaTanora u3noxbu, npmMkasa Kkmra v U3noxxbu, KPUTUYKMX 0CBPTA U MHTEPBjya ca UCTAaKHYTUM apxXuUTeKTUMa.
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