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Ajesojauko pyxo, 1965, ye Ha niaaTHy, 149x130,5 cm, BaacHuITso Myseja caBpeMeHe ymjetHocTH Perty6anke Cpricke
Girl’'s Dowry, 1965, oil on canvas, 149x130.5 cm, Property of Museum of Contemporary Art of Republic of Srpska

ITocanjenoane jeanor meta, 1982, aeras, yae Ha naatay, 50x50 cm
One Summer Afternoon, 1982, detail, oil on canvas, 50x50 cm
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Ensep I_HTa/bO, ,Laac”, 1980.
Enver Staljo, ,,Glas”, 1980



*Ayronoprpert, 1953, remrnepa Ha AecoHUTY, 36x50 cm
*Self-Portrait, 1953, tempera on hardboard, 36x50 cm

*Ajeaa, y anjuM AereHaaMa HUje MICTaKHYTO BAAaCHUIIITBO, AMO Cy ITpuBaTHe Koaeknuje Vsete n Ange [lltaso
*Artworks without property remarks, belongs to Izeta and Aida Staljo private collection

Capura Byjxosuh
TPAHC®OPMAILINJA PEAZHOTI' Y CAMKAPCTBY EHBEPA IIITA/bE

OKOM JAyTe yMjeTHI4Ke Kapujepe crsapasamTso Ensepa IllTase je yecTo mpe3eHTOBaHO KpO3

caMocTaAHe U KoAeKTuBHe u3a0x0e. Fberos pag je mpaTtuaa nocrojeha AnkosHa KpuTnka, a

AMKOBHA U KyATYpHa jaBHOCT je IMaJa II0XBaAlaH Cy/ O IbeToBoM gjeay. MebyTum, esuaentna
UCTOpUjCKa AMCTaHIIa, KOjy Cy HaMeTHye ApYyIITBeHe OKOAHOCTY M3a3BaHe IpabaHckuM paToM, Kao
U OIIIITe IIPOMjeHe y caBpeMeHO] YMjeTHOCTH, A0Bede Cy 40 HeMMHOBHe IToTpede ga ce Damaaydka
yMjeTHMYKA ClleHa IIperio3Ha y HOBUM YMjeTHIMUKIUM y30puMa, Texkehy HOBUjUM 1 caBpeMeHIjuM
TeHAeHIIMjaMa. Koanko roa ajeaosaan Hernpajyhe, HOBO BpujeMe 1 HOBa yMjeTHOCT HAMETHY AU CY
norpeOy 4a ce panuja gocturnyha, ceojeBpeMeHo 1ojegHako OTBOpeHa Ka HOBOM I CaBpeMeHOM, caja
caraejajy U3 APyror yria ¥ Kpo3 HOBY MHTepIIpeTaunjy, peAepuHNIIIy TyMademheM I10je AMHAIHMX
TEXXIbI, CTaBOBa, AOMeTa U ycIjexa.

YMjetnnuko ¢popmupame Ensepa IllTtase samoueto megeceTux roamHa, 04Bujalo ce y
APYIITBEHUM, HOAUTUYKUM ¥ KyATyPHUM IIpMAMKaMa IlocamjepatHe bamaayke, y ycaoBuma
BAajaBlHe peTporpajHe MAe0AOTHje COLMjaAMCTUYKOr peaausMa. bnao je To sBpmjeme Kpajme
OCKYAHIX MaTepujaaHMX IIPUANKA HIMAaAO IIOACTULIAJHMX 32 MAaJ0T YOBjeKa, Kakas je 0uo Ensep
[ITaso, KOju ce >keano OaBUTK yMjeTHUIKUM T1o3uBoM. He 61 TpeGaso sanemaputu ga regecere
IIOUMIby HaKOH cTpaBuyHOr CBjeTcKOT paTa, Hajpa3opHUjer Y HOBMjOj UCTOPUjI YOBjedaHCTBa, YMji
jeé Kpaj Ha jyToCAOBEHCKOM IIpocTOpy IlpaheH BeAMKOM MaTepujaaHOM OujejoM M OCKYyAMIIOM, a
CaMIM TUM U 3aCTOjeéM Ha CBUM I10/bMMa YMJeTHIUYKOT pasBoja.

Taxobe, moTmyHo je mpupoaHO Iejecere caraedaTy KaO MHUIIMjaAHU MMITyAC KyATYpHe U
yMjeTHIYKe OOHOBE, M TO He CaMO jyTOCAOBEHCKOT, Beh Immper eBpoIckor u cBjeTcKor KyATYpPHOT
IIpocTopa. ¥ TOM CMICAY YMjeTHUYKY IIPOLBAT He Tpeba IocMaTpaTyi KaO XapMOHIUYHO U UAVANIHO
pa3aobme, Beh mpuje cpera Kao M3y3eTHO HEMMPHO M HAIleTO IIOIPUILNTE y KOjeM yMjeTHUK I
MHTeAeKTyaaall Huje MOTao Ja OCTaHe IIOAUTUYKM, a TIOTOTOBO He eTMYKM HeyTpaaH 1 nacusaH.! To

Cy TOAMHe Y KOjuMa Cy YMjeTHUIIM IIpMMOpaBaHi 4a caMI IIPOHala3e 0AroBope Ha OpojHa IuTama

! J. Denegri, Pedesete: Teme srpske umetnosti, Svetovi, Novi Sad, 1993, 5-7.



M3a3MBaHa OIPEeYHNM peakiiijama ,y paclioHy O/ MHTUMHe IIOOyHe 40 jaBHe aHTa’KOBaHOCTI .

ITeaecere cy roaune y kojuma Ensep IllTaso 3aBpIaBa cBoje IIKOAOBambe, rOAVHE Yy
KOjuIMa ce yKAydyje y jaBHU YMjeTHMYKY SKVMBOT, KOj! je Ha ONIITeM YMjeTHMYKOM IlJaHy IIpernyH
MHTeAeKTyalHUX AUiAeMa U II0AeMIKa Koje Cy yTullale Ha IIpOolINpuBame cA0004e cTBapaJallTsa.
ITopea ToTa, TO je M3y3eTHO 3HauajaH Ilepuo4 y HOBUjoj uctopuju bocHe n Xepierosuse, y KojeM
ce U3 KOpUjeHa MMjerbala IOAUTUYKA, APYyIITBeHa, KyATypHa U yMjeTHIYKa Kanma. OBo OypHO 1
3HayajHO pa3j00./be HUje YHMjeAO caMO HOBMHE Ha YMjeTHMYKOM M KyATypHOM IiaaHy, Beh npuje
CBera y CBaKOAHEBHOM J>KMBOTY Yy KOjeM ce yodaBajy MHOroOpoOjHe IpoMjeHe HacTale cse Behom
UMHAYCTPUjaAu3aljoOM U MOAEPHU3ALOM 3eMbe.

Kao cacraBHOM amjeay jyrocaoBeHcke 3ajegnune 1 'y bocun u Xepuerosunu cy ce ocjermae
IIpOMjeHe HeINoCpeaHOr M3Aacka M3 YBPCTOT ,COBjeTCKOr 3arpaaja’ aam M IOCTeIleHa, He 0AMax
BlIAHA, OTBaparba Ka pasHOpOAHNUM yTullajuMa ca 3anaga. Hose mpomjene u yrumaju gaaekoceskHo
Cy AjeaoBaau Ha CTBapambe II10AHOT ¥ MHTPUTAHTHOI KyATYpHOT Mudbea uuja he ce crpyjama Ha
OBOM CpeJUIIbeM IIPOCTOPY jyTOCAOBEHCKe 3ajedHIIIe jacHNje yoOAMdaBaTy TeK TOKOM HapeAHIX
AerieHuja.

He 61 Tpebaao 3aHemaputu Aa je To BpujemMe COLIMjaAMCTUIKOL IIOPeTKa Koje je TeXKIA0 Aa
YKAOHM KOHIIENIT KAaCUYHUX I10AjeAa U 4a KpO3 IIPUHIINII OIIITe jeAHaKOCTU Herpa MaTepujaaHy,
npasHy 1 (popMaaHy HejegHakocT nojeaguHiia. CMaTpaao ce 4a CBakKu IojeguHal] Tpeba ydecTBoBaTu
Y PaBHOIIpaBHOM paJy, a lberoBa 4pyIITBEHO aKTMBHA y/0ra Y/HIAA I'a je AOCTYIIHIM U CIIPEMHNM A2
Cce aHTaXKyje y CBUM APYIITBeHNM cpepama, Ha IIObY paja, TOAUTHKe, 00pa3oBarba, HayKe 1 KyAType.

Naejy o Tpancdopmanmju cujeTa 1 00A1KOBary HOBOT cpehHMjer 5KMBOTa, a ca bJM 1 HOBOT
YMjeTHUYKOT CHCTeMa, MaTepujaan3oBada je caMa KOMYHMCTIYKA IIapTHja CBjeCHUM YKpIITameM
©CTeTCKUX U MOAUTUYKUX InaeBa. [IpeapaTHa yronmcTudka Impojekiyja, ITIOKpeHyTa TOKOM para

y KOHKpeTHY akiujy o3paHudeHy Ha IIpBom KoHrpecy cOBjeTCKMX KibVKeBHUKa y Mocksu 1943.

2 Ucro.

Ensep ]V_HTEl/bO y aresey, Joaan, 1957.
Enver Staljo in the studio, Dolac, 1957

roAVHEe, MMEHOBaHa Kao COLMjaAMCTUYKM peaAu3aM ca HPBEHCTBEHMM INAeM Ja MpOocAMjean
KaHOHI30BaHy 1Ae0AO0IIKY IIOPYKY, eCTeTCKM peAyKOBaHy CMambeHNM 1300pOM MOTHBa U Cy>KeHOM
nKoHorpadmjoM, IT0Ka3aa je CBOjy aricoAyTHy HeMoh 1mocebGHO y cAMKapCTBy.

INojeannn n3010BaHN IpUMjepH HaIlyIITarba OBUX AMPUTOBAaHMX OOpasalla, Kako y IIpem
jYTOCAOBEHCKOM OKBUPY IIa TakO M Ha mpoctopy bocne n Xepiuerosune, moayaapa ce ca 044yKoM
Komynucruuke mapruje JyrocaaBmje ga HamyCTM MacOBaH CUCTeM aruTalyje M IIporaraHje u
IIOHYAV HOBU UAEOAOILIKM PeBUAVPAH MOJAeA TOTaAUTapu3Ma, y KOjeM je AOMUHMPao Moaea
conyjaancTakor xymanmusma.’ VI gase je To 610 KoHIenT ApymiTea y KojeM je KomyHmcrmaka
IapTuja IIO3ULMOHNMPaHa Kao HeIIPUMKOCHOBeHa ejHa aBaHrapa. OHa je Kpenpaaa HOBe ariCTpaKTHe
c20004€, 0AHOCHO MOgea cA0004He popMe U cagprKajHMjer KyATypPHOT CTBaparba.

Ha ussjectran HaumH TO je 6140 OAycTajarbe O/ pPeBOAyIMje UM YTOIMCTUYKOTI IIpOjeKTa

TpaHcpopMmanyje xmupoTa. Osa HoBa r1at¢gopma OTBOpHAA je MOTYNHOCT 4a ce y CAUKApPCTBY, aAU 1Y

*M.Toanh, Qomozpaduja u nponazanda, JYK3, bamaayka, 2005, 78.



APYTUM YMjeTHOCTMMA, YMjeCTO arpeCUBHOT COLIMjaAXCTUIKOT peaar3Ma I10jaBI HeroBa yMjepeHuja
BapMjaHTa — colmjaancTiaky ecretunsam.* O Tor BpeMeHa ITOHOBO Cy Ce OTBOpuJe 3abopaB/beHe
MOAEPHUCTUYKE AMCKYCHjeé O ayTOHOMHUM eCTeTCKUM IPUHIUINMa CAUKe, yCIIOCTaBdajyhu
IIPpeKMHY T KOHTUMHYUTET ca MJejaMa MOJepHM3Ma 1 oTsapajyhm Ha Taj HaumH IyT c1000AHMjEM
KOHTaKTy Ca YMjeTHMYKIM TeKOBIMHaMa 3ariasa.

Og noyeTka negeceTux 1 TOKOM L1jeA0T Tpajara HeKaJalllkber jyTOCAOBEHCKOT YMjeTHIIKOT
IIPOCTOpPa, y KOjeM Ce OABMja0 MHCTUTYILIMOHAAHO OPTaHM30BaHM YMjeTHUYKM >KMBOT, KOjer Cy y
OCHOBU YMHIAA pelly0AndKa yApy>Kera yMjeTHIKa, yCTaHOBe 3a YMjeTHIUKY eAyKallujy, Tadepujcke
yCTaHOBe, uMja je M3Aaradyka IOAUTUKA OMaa MoJ4 HaA30pPOM KOJAEKTMBHUX CaBjeTa M yIIpaBHUX
0400pa, a TMMe U Ha cacBuM oapeben HaumH 1o ytunajem Baactu. YMjeTHUUKa IIpoAyKIMja Koja
HacTaje y OBMM CHeHM(PUUHUM yMjeTHUYKO - MHCTUTYLMOHAAHUM U IOAUTUYKUM IpUAMKaMa
IIOCAMje€PaTHOT jyTOCAOBEHCKOT ,MeKOI” colujaan3Ma, Iocamje AOMUHAHTHE epe COLMjaaANCTUIKOT
peaansma, IpeJcTaBdada je IO MHOIO yeMy cA0004aH BIJA YMjeTHUUKOT M3parkaBama. Hajipuje
IIpOKAaMOBaH y MOAUTHUIIY, @ 3aTUM KPO3 YMjeTHOCT Ha cacBuM oapeben Hauun u criposeeH, 0Baj
BI/, YMjeTHOCTU ITOCAY>KMO je Ka0 cMM00A MOAepHM3anyje y TPeHYTKY CTpaTelIKor NpuOArsKaBarba
3amagy.

OgBaj 12€0401LIKN AMCKYPC IIOCAY>KHO je Kao I1aBHM MOJAeA YMjeTHIYKe HPOAYKIIMje Y CBUM
jYTOCAOBEHCKMM CpeAMHaMa, a caMUM TUM U Ha mnpocropy boche n Xepnerosune. bes o63upa
Ha M3pakajHe pasHOAMKOCTM IOjeAVIHMX CTUACKMX MOJAeAa, YMjeTHOCT TOT BpeMeHa 3aje AHIMYKN
ce MoXe OOyXBaTUTU TeHepaAHMM TEePMMHOAOIIKMM O3HakaMa. OBe O3HaumMTebCKe UYMHMOLIE,
CpOJAHMX KOHOTaIuja, cycpehemMo m3a TepMMHOAOIIKMX O3HaKa Kao INTO Cy IIOCAUjepaTHU
yMjepeHu MOAepHM3aM, COLMjaAUCTUYKU MOJAEPHU3aM, COLMjaAMCTUYKM eCTeTu3aM, MOJACPHMU

TpaaunnoHaAansaM, A0KaAHN 11 HallMIOHAaAHU MOA€PpHI3aM, aKadeMI30BaH! MOJAepHI3aM, I/IT,ZI,.5

4 Vcro.
*]. Denegri, y: Jedan vek grafike, MSU, Beograd, 2003, 18, 19.
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Taxo 3acHOBaH cyCTeM jyrocA0BEHCKOT IIOCAMjepaTHOT MOAePHM3Ma U3y3eTHO je IIOT040Ba0
OHMM M3pa’kajHUM MoOJeAVMa ¥ HauMHMMa IIOHAIlama KOjU HMKaJa HIUCY 3a0lITpaBaAll TOHYC
COIICTBEHOT YMjeTHIYKOT CaOoIlIlITeha, HUTK Cy Kaj AOLIAU 4O TpaHuUlle pu3MKa, OyHTa, IIpOTecTa,
KPUTHKe AU pairKaau3aliyje YMjeTHIIKOT je3nKa.t

3ajeAHNYKa KapaKTepMCTUKa OOCaHCKOXepPIIeroBayKor CAMKapCTBa Apyre I1oAosuHe XX
BUjeka Oa3upa ce Ha OIIIITOj XyAIbM 3a IIPOHaJla’kermeM CBOT BAAaCTUTOT MAEHTHuTeTa. ¥ ajeauma
MHOTHX YMjeTHHIKA jaCHO je BUAMbUBO CHa’KHO TPakeme CPeAMIIber IyTa yCMjepeHOT Ka OCBajarby
YHMBEpP3aAHMX je3MUKMX IIOCTyJaTa C jedHe, U yBakKaBamba AOKaAHUX OCODeHOCTM Hacaujebene
Tpagunuje c Apyre crpaHe. Fbuxosa OpojHa ymjeTHnuKa pjemiema ycijeaa Cy, U I1opes BUAMbUBUX
pasHOPOAHUX IIOAAapUTeTa, Aa IIpoHaby jeAHCTBeH 3aje AHMYKH je3UK.

Y ToM cMucay HojaBa 4eTBOpUIle MAaAMX yMjeTHMKa y ycIlaBaHOj DamaaydKoj CpeANHI,
MapIVHAAN30BaHO] y OAHOCY Ha CBa yMjeTHMYKA CTpyjarba, HUje caMO 3padlida pOMaHTUYapCKUM
3aHOCOM U MJAajaJadkKUM eHTy3ujasmoM, Beh je Omaa 1 Temes HOBOT KyATYpPHOT 3aMaxa ca CBUM
CBOjUM YCIIOHMMaA U MaAOBUMa.

3a ymjeTHOCT KOjy Cy cTBapada YeTsopmuija, mocMaTpaHy M3 AaHalllibel yraa U eBUACHTHe
UCTOpHUjCKe AMCTaHIle, MOXe ce pehn aa je Ouaa oTBOpeHa, pago3Hasa, caMOCBjeCHa YMjeTHOCT, a
IIPOTUB 3aTBapamha y Hajy>ke AOKa/AHe OKBUpe. YHyTap OBOI IA€JHOT 1 MMCAOHOI KOHIIeNTa Huje
ce MIIAO CTPOro 3a Tybum orkpmhmma, HUTM ce y HPBM Max TeXNAO OOjeKTUBHOM yTeMe/beiby
y CAOXEeHe U 4ecTO IMPOTUBPjedHe TOKOBe OOCaHCKOXeplleroBauke YMjeTHOCTU TOTa BpeMeHa.
Haopy:xann maagonrhy, TaaeHTOM, JKyAHOM Ja Ce UCKaXKy M IOTBpJe, a mpuje csera csujerrhy
Aa ce CTapuM MCTPOIIEHUM OOAMIIMMa He MOKe M3PasUTU TeXHa Ka MOAEPHOM >KUBOTY, HUTHU
YAOBOAUTH 3axTjeBuMa BaacTutor spemena, Mucupanh, Cumuh, Rypuh u Illtaso nonyanan
Cy CBOjOj CpeAMHM pa3He HadylHe 3a IIpUXBaTarbe MOAEPHOCTM M CaBpeMeHUjeI MUIILberba, He

ckpusajyhu peBoaT Ha eH MaaorpabaHcKM yKyc 1 IIpe>XkuBjeaa cXpaTarba.’

¢ L. Merenik, Ideoloski modeli: Srpsko slikarstvo 1945 - 1968, Beopolis, 2001, cTp. 68.
7 Aspa Bernh, npearosop y kaTaaory 1moso4om 25 roAnHa o/ OCHMBamba yMjeTHIUKe rpyrie Yersopuma, Yemsopuuya 1955 —
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IToBoaOM cBOje TIpBe 3ajegHMIKe U310K0e, oap>kaHe 1955. rogune y bamaayny, Yersopuria
00jaB/byjy IOKyIIlaj BAaCTUTe CHHTe3€e CBOJUX aHAAUTUYIKO - KPUTUUKUX M AMKOBHO - €CTeTCKUX
MICAY y TIOAEMMUYKO NaM(pAeTUCTIYKO] (pOPMHU CBOjeBpCHOT MaHMUecTa KOji y IMjeAOCTH TAacu:

.Y Hacmojaroy 0a y 06y peAamuéHo AHEMUUHY AUKOGHY OjeAamtocm Hauiez zpada yoauumo nap
mpeHymaxa uHmeH3UsHUjez Xu6oma Ha mom KYAmypHoMm NAGHY, Mu MAAOU 10 NPEU nyn ce npedcnasbamo
060M 3ajedHUUKOM U3A0KO0M. OHa je pesyamam sajedruvke xeve 04 AULHUM AUKOSHUM Je3UKOM, Y3 Y
WKOAU 6eh HAyueHo, KaxeMo Heuimo zpady Y Kome Kusumo u xoza oaumo. Iloped epemena u npocmopa
U ma xena je 30AUKUAA HAC YeMUPU MAAOA 406jeKA, NPUAUYHO PASAUNUMA Y KUGOMHUM HASOPUMA U
AuKosHuM mpemmaruma. Hacmojumo da cmeapamo wmo camocmarruje u 0a Mo CAUYHU Y mome 0a HU
ca Kum Hucmo cauunu. C6oj uemsopuiu cy céojcmeerie Heke sajedHuuKe ypme: 0A6UMO Ce UCTIUM NOSUCOM,
KOju je y YcKkoj 6e3u ¢a HAUWUM CAUKAPCKUM PadoM, UMAMO U3GJeCHU PEGOAM HA ULKOACKY OCHASULMUNY
10jM06a 0 NUKMYPAAHOM 3AHAMY U PYHKUUJY CAUKAPCMEA Y OpYuimey, u KOHCMAHIMHO CMO Y OCKYOULU
C MAMEPUJAAHUM Cpedcmsuma, Koja cy 3a 08y spcmy djerosarva HeonxodHo nompedua. Vimamo jour Heurmo
3ajedHUYK0, C60jCIMEeHO He camo Hama, 6eh ceum ucmunckum cauxapuma, 0es 003upa Kojem 000y u npasyy
npunadajy, a mo je da cmeaparoe cX6amamo Kao mparcPopmayujy pearroz.”

Osgaj nokymiaj popMuparma 1 McKasuBarmba CBOT COIMjaaHO ecTeTcKor yojebema, moaasuira
KOje ce HajayO.be Be3dyje 3a AMKOBHM >XMBOT I'pada M3 KOjer IOTUIY, YOUMbUB je M TOKOM KacHUjer
aKTUBHOT AjeaoBamba I'pyIie, Kao 1 y MHAMBUAYaAHUM CTBapaJadykuM akTuBHOcTMMa Mucupanha,
"hypnha n [lltase HaKOH WeHOT pacraga.®

3najyhu aa ce ajeao Mopa yKAYIUTH Y XKUBU APYIITBEHN KOHTEKCT, KOji je mpeMa Baartepy
bewamuny ycaoBmeH MjecToM Huclia — yMjeTHMKa KaO KpuUTudapa — OpraHmM3aTopa, Ha CacBUM

rocpeZaH HauMH Yersopuia cy ce murTaaa Kakas je CTaB Ajela IpeMa 4pYIITBeHUM — IIPOU3BOAHIM

1961, Aom xyatype, bamaayka, 1980. (6e3 narmnaiuje)
8 Tparmanom cmphy Aymana Cumuha y jecen 1961. roaune I'pyria ce pacitasa, aau je ocTao meH TpajaH 3Hadaj y
KyATypU CpeJVHe y KOjoj je gjeaoBasa.
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®yag baauh, bexup Mucupanuh, Aaojs hypuh un Ensep Illtaso, 3mujarse, 1958.
Fuad Bali¢, Bekir Misirli¢, Alojz Curi¢ and Enver Staljo, Zmijanje, 1958

ogHOCHMa ertoxe.” YMjecTo cBMjecTi O 0OjeKTMBHO]j CTBAPHOCTH, KOja odpebhyje uoBjekoB 110103Kaj,
CcMaTpaal Cy Aa IIOCTOjU CBUjeCT O COIICTBEHOj CIIOCOOHOCTHU Ja CIIO3Ha U OApeay CBUjeT U CBOj
BAACTUTH TI0AOXKaj Y HeMy, a caMMM TUM, HaKOH TUX CIIO3Haja, M 3a aKTUBHUM JPYIITBEHNM
AjeaoBarbeM.

IlTopes BeoMa MAOAHMX IIOjeAMHAYHUX YMjeTHMUKHUX Kapujepa 3HauajHa je aHTra’KOBaHOCT
UYeTBOpuile Ha I10AY IT€4arOIIKOT paja U NpubAMIKaBamba BI3yeaHe KyAType OpojHIM TeHepaliuja-
Ma OarbaAyJyKMX OCHOBalla I cpeolikoaania. Ilouetne roanne Hamopa AnkosHuX regarora Iltaso
je pe3auMupao y OKBUpPY ABa TeKcTa:JukosHa kpeavuja djemema u bocha y ouuma djemema, 00jaBbeHUM Y
HamaayukuM [lyresuma 1961. roaune. ,Cujet Hammmx 6paa, Hammnx Kyha, Hammx s»yau, Harer HeOa

U ITHU11a, U3HUKAO je Ha OjeAVHM XapTHje yMIBeH 3HalliMa HeBMHMX cyHIIa”, kake IlITaso Ha jegHoM

° Walter Benjamin, ,,Pisac kao proizvodac¢”, u: Eseji, Nolit, Beograd, 1974. 95-113.
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Mjecty.!’ Y opurnHaAHOj MHTepIIpeTalyjyi OHU Cy O1AY CKAOHU Aa ToucTosjehyjy nctospemeHo csoje
Ajeao 1 ,HermaTBOPEHO BU3YeAHO 3a40BO0/bCTBO €CTeTCKe BPUjeAHOCTH IIPeIO3HaT/AbUBO Y AMKOBHUM
Ajeanma maanimasa. ITmmyhn tako o yHyTparmem 1moraeady gjetera M jeHOCTaBHOCTHU M3pasa y
pacntipasu Juxosna kpeayuja djemema, llltaso HaBOAU 4a , Ajella Kag U OUTKe IIPUKa3Yjy, bYAU KOjU
y IbMIMa y4ecTByjy, IIOCTajy HTulle, I10CTajy 3asbydbeHe roayoulle, a Ha OOjUIITUMa Ce IojaBAbyje
1sujehe, kao aje 6opHa 3aMujerbeHa 11.1ecoM byOaBit, A€TOM OCHITa A IBPKyTOM rrtuiia” M /13 osor
I10jeHOCTaB/bEHOI TyMaderba IIpo0AeMCcKH ce U3/Bajajy HeKa 04 OCHOBHUX MoryhHocTu peaaiiuja
©CTeTCKMX BPUjeAHOCTU y Kpealyji AjeTeTa U yMjeTHMKa ca Hy>KHUM IuTamuma: Ja au ecreTcky
CTpaHy Jjeunjux pajoBa MOXKeMO y3eTH Kao 111a0A0H ca nsandepeHIMpaHnM 3akoHuToctuma? Ja
AVI HOPMOM MO>KeMO BpeJHOBaTV OHO IITO Y ceOM He HOCU HUIITa IITo 61 rtoacjehaao Ha kaHOHE?
Ja au yonute MOXKeMO MallITy CTBapadadykMX MACHTUTeTa KAacu(pUKOBaTH U CTaBAbaTy 1104, UCTe
KaAylle, a IT0ceOHO y AjeunjeM y3pacTy U CTBapaAaIlTBy? '

MItaso 3amaka oOojeHe CIIO3Haje Kao IIpBe acolmjaluje ajeTeTa, Koje ocao0obeHe cBuX
IapagoKcaAHIX 3axTjeBa BplIlle ,II0OBe3NBambe JjeTeTa ca Npupogom”, cMarpajyhm ux ,,0cHOBUIIOM
HaIllMX IIOCTOjarka”. ¥ TOM CMUCAY OH je IHOKyIIaBao OCaMOCTaAUTU AWYHOCT AjeTeTa, a HheroBy
AVIKOBHY Kpeauujy IpUOAVDKUTH IIPUPOAM, ,Ad C€ AMYHOCT OTPrHE OJ, 4YMCTO MHTeAeKTyaaHe
CIIO3Haje IpuUpoje M meHux spujeaHocrn”.” Ocrajyhm aocsesan mpema arcoayTHOj Heraljuju
,JIHBEHTMBHOT IIpeJouaBarba CBUjeTa”, CylpocTaBAajyhu ce Tako Hajupuje mpema akaaeMCKUM
KaHOHMMA IIpTarba U IIpelpTaBaiba, KacHMje UM CaBpeMEeHUM IIOKyIllajiMa OIILITe I1e4arollKy
cBeoOyxBaTHMje AMKOBHe CBMjeCT! Ha OCHOBY KOje ce cMaTpaJo Aa AujeTe He TpeOa Outy ynyheno y

HOBe TeHAeHIIMje cTBapamsa, IllTasno je gedpuHucao csoja regaroika roAa3uInTa.

0E, étaljo, ,Likovna kreacija djeteta”, Putevi, br. 1, Banjaluka, 1961. 57-66.

1 HVcro.

12B. Kandi¢, ,, Vertikale banjalucke kulture: Retrospektivna geneza estetske i likovne misli”, Putevi, br. 6, Banjaluka, 1974,
617-634.

13 Vcro.
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Y ocHoBu OBaj cTaB je OMO cTBapaJauku M TUIIA0 Ce IIMPUX YMjeTHMYKUX IOAE€MUKa,
Mebyrenepanujckor pasMuMonaakema I IIOKyIlaja Ja ce CTBOPM MHTeAEKTyaAHU KpyT
ucromuibeHnka. ITocraBusim jesgan 04 OCHOBHUX AMKOBHO - IIeAaTOLIKUX Ipuctyna Yersopurie:
~popMupame jeaHe ocjeTmaHe M 3a MHAUBUAYAAHU paj CIIOCOOHE AMYHOCTM, OCHOBA je HaIler
npeoOpakaja”’, Illtaso AMKOBHOM M IleJaroIIKoM pagy noapebyje mHTeaekTyaaHe cIIO3Haje
HacIpaM CKJOIla eMollMja M MHBEHTMBHOCTM, cMmaTpajyhm ga ,crBapasauxky mrpy gjeiie Tpeda
IIOCMaTpaTu 1 ca AjerioM ce pagosartn” .

Ha wussjectan HauuMH OH je IIOKyIIaO M IIOAUTUYKU OAPeAUTH 3ajeAHUYKO CXBaTarbe
, COLINjaAMCTUYKOT XyMaHM3Ma” Kao IIMpe IIporpaMcKe OpMjeHTallyje COLMjaAHOT, MCTOPUjCKOT
U eCTeTCKOI 0AHOCA IIpeMa AMKOBHOM IIe4arolkoM pady y bamaaynu: , Yuecumo y gjeny naeme-
HUTOCT, II04AapPMMO UM MOTYNHOCT Ja ce AMBe AeNTHPOBOM €Ty, OKO cAaTKacTOr IiBMjeTa, Ja ce
3aHOCe 11AejoM OpaTuM/berba C IIPUPOAOM, Aa Y jeAHO]j IIPOI1IBa10j I'paH Hahy 3a40B0O/bLCTBO — TOAMKO
IIOTpeOHO HaIlleM HOBOM XyMaHUCTMYKOM IIOKpeTy, 4a ce OOpe 3a MUp MaAuX AacTaBuIila Koje Cy
10/ CTPeXOM IbMXOBUX KPOBOBa caBiae ceOu rHMje3Aa, Aa 4yBajy HajcUTHUje CTBapy CBOje OKOAMHe,
jep hemo Tako o4 gjelie HaTpaBUTHU jeAHY AUBHY II1€MEHUTY rapAy II0OOpHIKa XyMaHI3Ma, HaIller
COLMjaAMCTIIKOT XyMaHu3Ma”."?

Ose BakHe ITegarolike akTUMBHOCTH, 3a Koje Cy ce 3aaaraam csu us Yersopuiie, omoryhuae
cy bamaaymu crpapame 3axTjesHe M Ipoduancase 1yOanke, Koja je rmopes mocjera ms3aoxxOama
HacTojaAa CTBOPUTHU I CBOje ITpuBaTHe KoaeKuje. MehyTuM, saxTjeBan 1 aHra>koBaH pad ca 4je1ioMm,
JyecTo HarpabhuBaH MPeCTV>KHUM jyTOCA0OBEeHCKUM Harpajama, 300T HeAOCTaTKa MHCTUTYITMIOHAAHOT
IITKO/ACKOT OKBMpa Huje oMOTyh1o pa3Boj AMKOBHe CIieHe U HUje BOAMO YMjeTHIYKOj aKTMBHOCTH
KakBoj cy YeTBopuiia Te>XMAN.

HaskaaocT, 11104HO TA0 1 MOeHTUpaHa aTMocdepa Huje ucrpoduancasla 3HadajHuju Opoj

4 Vcro.

I5E. étaljo, ,,Bosna u o¢ima djeteta”, Putevi, br. 1, Banjaluka, 1961, 106-107.

15



IITKO/A0BaHUX YMjeTHHUKa, IITO je A00puM AmjeaoM OMAO IPOYy3POKOBAHO M OAHOCOM Tajalllibe
,CaMOyIIpaBHe 3ajegHu1le” IIpemMa yMjeTHOCTU. BaacT Huje MMaaa cayxa 3a OCHMBambe BUCOKOIIIKO/CKe
yCTaHOBe, HUTH je XTjeda Aa omoryhu nmocrojehnm ymjeTHnmuma 4a MM HBIUXOB YMjeTHUYKY TTO3UB
rocraHe craaHa npodecuja. bes aresea, oarosapajyher mpocropa 3a crBaparme, OCAOHEHN CaMO
Ha cBOje BaacTuTe MoryhHocty, Gamalydky yMjeTHUIIM ce HUCY M300pMAM 3a HO3ULIMUjY Aa UM
YM]jeTHOCT IIOCTaHe jeAuHO IpodecroHalHO ollpejeberhe, Kao U jeAVHM U3BOp er3ucTeHImje.

Ympxoc Ttome, 3a crBapaaamtso Ensepa Illtasme moxke ce caobogno pehm ga mocjeayje
YMjeTHIYKY HUT Oe3 yXBaT/bVUBOT OOM/beXja; OH He cAMKa y OKBUpUMa MoJepHor, seh crsapa csoje
Ajeao ToBe3aHO ca HeKIM ,BaHBpeMeHCKUM 1eHTpoM. Fberoso Besusame 3a ocHoBHO Onhe xoje
IIpOHAaJa3! y ceOM OAMIeHO je U Y3POKOBaHO IIpullajameM ogpeheHoM 11oaHeO.bY, Ije je 3arioueo
CBOj paj M y KOjeM My je Ipy>KeHa MOTyNHOCT Aa ce pa3Buja U MPOKMBY XXUBOT UCITYHeH 4yAuMa,
AYILIOM, IIOETUMKOM IIMCaHe pujedl Kao odpa3a MUIILbeHba U eCTeTUKe IIPOMCTeKAe M3 BAACTUTUX
rodbyJa 1 ca3Harba.

Vckasyjyhmu oa Maaux HOry TaseHaT 3a CAMKApCTBO, HMje My OMAO TeIIKO Aa ce HaKOH
sappireHe CpeJme TexHUYKe INIKOJe OAAy4YM 3a YMjeTHMYKM MO3MB."° Jeamna moryhnoct gaser
yMjeTHMYKOr oOpasoBamba y bamaaynu 6maa je Buia megaromka Ikoaa ca cBOjUM AMKOBHUM
0/CjeKOM Ha K0joj je ITpedasao cankap boxxo Hukoanh. Opaj a0kaaHu MajcTop akBapeaa, CKPOMHIX
yMjeTHIMUKMX MoryhHocTy, aan Beanke Xede ja MAaguMa IIpeACTaBM CTape y3ope, IipejaBarba je
TeMesno Ha penpogykinjama Paunha n Kpasesnha, a 1952. roaune csoje cryseHTe je BoAUO Y
Mogaepny raaepujy y 3arpe0d Ha Tajda IpeacTaB/beHy U310K0y caBpeMeHOT (PpaHITyCKOT CAMKapCTBa,

Koja je mo Muogpary b. Ilporuhy pekanurtyampasa ocHOBHe IIOKpeTe MoJepHe yMjeTHOCT.!

16 [IpBy camocTaaHy 13100y MMao je joI y 0cMOoj roaguHN Ha nHunujatusy yuanrtesnure Coduje Tomboaanu xoja
je Mmeby pBrMa OTKpuAa BeroBy 4apoBUTOCT. BeoMa paHoO je ncrioano creapadadke aMOuIje u >keay Aa CBOj pad,
IIpeACTaBy jaBHOCTM, CaMOCTaAHa 1310>0a ogp>kaHa 1946. roanne je Ha ogpeheH HauMH O0OVLbeK11Aa U FHeTOBO
npodecroHaaHo orpejjesere. Aparojaa Tommrh, [ukayc emucnja mocsehen Yersopuru, PTPC, Bamaayka, 2004.

7 A.Bernh, ,,¥Y snaky Uersopurie”, ns MoHorpaduje bekupa Mucupanha, Ymjernnuxa razepuja buX n YmMjetHuuaka
raaepuja bamaayxa, 1990, 5.
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JKemna ca nujeraosuma, 1953, ype Ha maarny, 56,5x87,5 cm Maaanh ca rutapom, 1954, ybe Ha aecornTy, 58x84 cm
Woman with Roosters, 1953, oil on canvas, 56.5x87.5 cm Young Man with a Guitar, 1954, oil on hardboard, 58x84 cm

Mebytum, oBaj Tek ycrocTaBbeHM IIKOACKM OAHOC Hardo ce IPeKMHYyO AeKpeTOM TaJalllibUX
BAacTH, KaJa je AMKOBHU cMjep Ha Oamaayudkoj Bulroj reaaromkoj mxkoAm yKuHyT, a HOBOCTacala
reHepaliyja ce mpeceanaa Ha capajeBcKy Bulny nmeaaromky mkoay.

Ose nenagane oxoaHocTu 3a camkapcrso Enpepa Illtase mmase cy AasekocekaH 3Havaj.
Haume, Tnx roguna y Capajeso, kao mpogecop Buirre neaaromike mkoae goaasu Pagenko Mumesuh,
4yja ce yMjeTHOCT TaJa KpeTaJa y ABa IIpaBlia: C jedHe cTpaHe TeX! Ka MHTUMU3MY Oa3upaHOM Ha
IpeApaTHOj CANKapPCKOj TpaANLIMj, AOK Ca ApyTe CTpaHe Y CBOje CAMKAPCTBO YHOCH II0jeA/He eAeMeHTe
PYCTUKaAHOCTH, CBOjeBpCHe AOKYMeHTe O 3eMAU U byauMa.'® Mumesnhes uHTuMu3aM, AjeAMMu4HO
Be3aH U 3a 0eorpagcko CAMKapCTBO, CYIITMHCKM je HallajaH TUIIMYHO OOCAHCKOM aTMocepoM,
MUPUCUMa TAa, OOMYHUM KMBOTOM byau TOAMKO Oamckum u Ensepy Ilrasu. 30or cpera Tora

podecoposo cankapcTso octaje IlltasnH y30p joIn A4yro roarHa HaKOH IToBpaTKa y bamaayky.

18 M. HusedZinovi¢i S. Celié, Radenko Misevié, Kult B, Sarajevo, 2007, 61.
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Maaauh c xpyxom, 1956, Temniepa Ha KapTony, 94,5x51,5 cm, Baacuurso I'paga bamaayka
Young Man with Bread, 1956, tempera on cardboard, 94.5x51.5 cm, Property of City Banja Luka

Pane canxke: Kopso (1954), Maadufi ¢ zumapom (1954), 2Kena ¢ nujemaosuma (1953), aumene cy
11A€0A0IIKOT yTUIIaja, AOK je OHaj IIpo¢ecopcKN yTUIlaj CBedeH U MpuUMjeTaH TeK TOAUKO aa Ou ce
yXBaTuAa HAT MHTepIIpeTaTUBHe CPOAHOCTU M KOHTUMHYUTETA, KOja X II0Be3yje U CBpCTaBa y TOKOBe
DocaHCKOXepIIeroBayKor CoIMjaaHoT CAMKApPCTBa.

Ha cankama Maaduhi ¢ kpyxom (1956) u Hogjex c uawom (1954) Illtabo aukose caraedasa u
rpaau UsHyTpa, gocexkyhn Ha Taj HaunH, Oap Ha KpaTKO, OHe HajHeyXBaT/AblUBUje U Haj3sarOHeTHUje
rpocrope myacke nnausuaye. Cauke cy orncepsaluje CTBAPHOCTU M TO OHe OOjeKTMBHe HacTade y
JIMaruHapHOM IIPOCTOPY CBUjeCTM Ha OCHOBY KOje ITOKyIllaBa OATOHETHYTU K/byJHe Tauke.

Y 3aBucHOCTH 04 MAeje KOjy TPaHCIIOHYje Ha CAMKApPCKO I11aTHO, OMpao je cpeacTBa AMKOBHE
ekcrpecuje u gpopme. Vcnpeknganu u pacyTu IoTe3u, Ha MaxoBe I'yCTO HaHMjeTH, CTBapajy yTucak
jake ekcrpecuje Koja y OCHOBU OBOM CAMKapCTBY Jaje 1moceOHO cHaxkaH Ha0oj. OBO J0cCTa I1A0ITHO,
peasHo 1 pallOHaAHO CAMKApCTBO, IIpaTH jaka colMjadHa HOTa. ¥ IIPBOM I14aHy CAMKE UCTUYe ce
MpyAcKa purypa Koja y CBOjUM pyKama Ap>Ku HeKu ogpebenn npeamer, usujehe, gany, x»eb u ca.

OsBo cy MOTMBM CpOBe peaaHOCTH, CAMKe gelipecuje 11 OeXXMBOTHOCTH, Ha KOjuMa Io3aANHa
yMa HarJalleHy CHBY TaMy Kao jacHy aAy3ujy Ha CMBIAO peaaHOCTH. YTucak OesHaba n nemohnor
MMperba ca MaprMHaAHUM APYIITBEHIM CTaTyCOM, CBUjeT yMOPHMX U KAOHY AVX /bY AV, IPUTUCHYTUX
TE>XXIHOM CBaKOAHEeBMIIe, HarAallasa IpojeKLujy coluMjaaHe peaaHOCTH. Jaka colMjaaHa HOTa OBOra
CAMKapCTBa HUje 11104, UAe0A0LIKMX yojehera, HUTH je peBOAT Ha TeKOBMHe IrpahaHCKOTr cAMKapCTBa,
OHa je caMO 0apa3 gyxa 1 cjehama koje je y OCHOBU TeXX140 Ja AOKyMeHTYyje CBOje BpujeMe.

Kyha y kojoj je Illtaso oapacrao yBmjek je Omaa OTBOpeHa 3a MHOTe IIpujaTesbe Oe3
o03upa Ha MOPUjeKA0, CTaTyC U HaMOHaAHOCT. CpeTHO IPOXUBAEHO PaHO AjeTUCTBO M HarAu
MaTepujaaHU IyOUTaK IIOYeTKOM paTta, HOCKO je MHOTe ycriomeHe. UecTo ce cjehao xaga cy Hasuda,
MaanIIaHa cAaboT MMOBMHCKOT cTamba, lTasunu poauTtesn IpuxsaTuAm y cBojy Kyhy, xoju My
je ocrao goxxusoTHU Inpujates. Cjehao ce m Asre, rpbaBor gjeteTa U3 cycjeacTsa, KojeM je 610
3alTUTHUK, a KOjU je Takobe mmocTao 41o merose rnmopoauiie.

Yecro y cBOjUM OCBpTMMa CIioMuibe Maay kyhy y Joaiy, MUpHOM YTOUMIITY y LI€HTPY
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Ensep IITas0 Ha 1iposopy aresea, Joaar, 1960.
Enver Staljo on the window of his studio, Dolac, 1960

bamaayke, BjemITo mpemnpaBbeHOM ABOPUIIHOM O00jeKTy, jeAMHOM cadyBaHOM Aujedy Kyhe
Cejannosnha, majumHux poamresa, KOjM je OCTaO HaKOH CaBe3HMYKOI OOMOapgoBara KOHIIEM
Apyror cBjeTckor parta. Y meroboM Cplly OHa je O1Aa TpajHa yCIIOMeHa Ha CpeTHe JaHe AjeTUIbCTBa
U UCTUHCKO HagaxHyhe 3a ctBapaaarnTso. Joaal je 6110 jeAMTHO MjecTo y KOjeM je ITOTIIYHO Y>KIBao,
MjecTo cTBapama, Apy>Kema, HadaxHyha n nHcninpanuje.

Caoboannja dpasa n onymrrenuju npuctyn y lltasnHoM cankapcTBy 3ariodnibe BjepoBaTHO
oko 1957. roanne.”” Y oBoM nepnoy yMjeTHIK ce oKpehe ceOu, CBOM BAaCTUTOM OKpY>Kemy. Buann

9 B. I'pananh, ITpearosop perpocnekrusre n3aox0e E. lltasbe , YMjeTHmuka raaepuja, bamaayxka, 1978, (6e3 marnnariuje)
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Iejsaxx, 1960, yve na maatny, 98,5x66,5 cm
Landscape, 1960, oil on canvas, 98.5x66.5 cm

Cy IOKYIIIaji Aa ce 04BOju 04 puryparnmje, peaAuCTUIHI TpeTMaH ryOu AOMIHaIljy, I1aJeTa ITocTaje
3aracuTHja, a mote3u Op>ku u excripecusHuju. Ha rmouetky ose ¢ase Haaa3u ce HEKOAUKO IIej3aKa
y KOjiIMa je TOTOBO HeMoryhe IperniosHaTu IojeaiHe acolujaiyje Ha Opao, myMe muau Kyhy: Ilejsax
(1959), Iejsax I, I, I1I u 1V (1960). OB1x HEKOAMKO CAMKa AOBee Cy Ta 40 CaMIX I'paHMIIa aficTpaKiiyje
y KOjuMa je BUAMVB HEMCKOPUINTeH! IIOTeHIIMjaa U ycMjeperse mpema eHdopmeay. Ha muma ce
ocjeha esugenTHa morpeda 3a €KCIIEPUMEHTOM 1 HOBIM TaJa aBaHTapAHUM y30pUMa KOji Cy My, Ha
>KaA0CT, O1AM IpeBuIiIe Jaaeko.

Ynopeao ca osuM cankama TokoM 1957/58. roanne crsapa sehn 6poj aksapeaa, sarounse nx

y BpujeMe BuIlleMjecedHoOT OopaBKka y 3aapy. Ha muma je BuAbUB 40KIMBbaj KOHKPETHOT aMOMjeHTa,
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JKene na uzpopy, 1957, aksapea, 70x50 cm
Women at a Spring, 1957, watercolour, 70x50 cm

cycpeTa ca MeAuUTEpaHCKMM IOoAHeObeM M SKMBOTOM, TaKO APyrauljuUM O/ Ierosor. JKeme koje
naemy mpexy, Jexesu u Hosjex ¢ mopckum jexesuma cauke cy ¢paope, payHe u pasHux apredakara
HaTaAOXeHIX y cAojeBuMa omnaxkama. [Ipesegene y crnernudnyuaH AMHeapHU U KOAOPUCTUIKU
CIICTEM OBE€ CAVIKEe perOAYKij MIIPHE, BI/IjeKOBI/IMa HerOMI/IjeH)eHe, IIpupoAaHe TOKOBE >KMBOTaA.

Y oBOM IIMPOKOM CIIEKTPY TeMaTCKMX IIpeoKyHaliuja ocjeha ce morpeba 3a HaraalieHOM
ecTeTM3aIjoM MOTHBA, 3a IaXK/bVBOM peIlpe3eHTallfjOM CBaKOT JeTakba, KaKO y CAMKaMa TaKo U
y npTexxuma. Vako 4ecTo TeMaTCKM MAEHTIYAH, HEeTOB LIPTEX je BUIIIEe HeroBaH Kao caMOCTalHa I
rocebHa AVCIIUIIAMHA, Ha KOjuMa O1bexxu ayae u armocdepy. Llprexxn HacTaau y oBoM Iepuoay
UMajy yOubMBY CKAOHOCT Ka paspabuBamy peaaHMx oOpuca U KOAMKO IO AyAcka ¢purypa 6maa

pa3ao>KeHa Ha I110Xe I'yCTOTI IIPHOT I0Te3a, IheH OCHOBHM AMHeapu3aM joll YBUjeK je BIAaH.

22

Kene xoje naery mpexxy, 1958, aksapes, 56x79 cm, BaacaninTso nopoautie /lasapesith Kosauesnh
Women Knitting Fishing Nets, 1958, watercolour, 56x79 cm, Property of Lazarevi¢ Kovacevi¢ family

Hekoanxo camka MpTBUX HpuUpoda csedeHe rame Enmepujep ¢ mpmeom npupodom (1961)
u Enmepujep ¢ npedjerom (1962), Hajoobe MAYCTPYjy HacTOjarba y MOraely KOHCTPYKTMBMCTUYKIIX
pjemtersa. OBo je BpujeMe Kaja HajBuIlle eKCIIepMMEHTHIIIe U UCTPaKyje, IIepuo y KojeM je Bullle
Hero Mkaja OMo I1oA40aH yTullajuMa U mpoMjeHama. Fberos roercku cike, yect y cBuM BpcTama
YMjeTHOCTM TOra BpeMeHa, O1o je moceOaH M3a30B 3a M3HaJlaXKeihe CyOjeKTHBHe MHTepIIpeTaljuje
Te ommre Teme. Ca MamuM Opojem cumboanmaunx ¢opmu Illtaso Ha oBUM camkama msrpabyje
TPaHCKPUIIIINjy ITOETCKOT AMpuU3Ma U TpaHcdopManujy peaaHor, TeMesHOr ctaba Yersopure. Y
3arOHEeTHO] KOeT3MCTeHIIUju 00AMKa U 3HaKOBa Hacayhyjy ce HeyxsaThusu (peHOMEHM BpeMeHa,
cjeHoBUTe cauKe cjehama, Koje Texxe noacjehamy 1 acounpamy Ha 60rato 6ocaHCKOXep1IerOBauyKO

Hacanjebe.
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Hosa koHIennmja, y Kojoj ce ymjeTHudka ¢opma mpema IPUPOJHOM OOAUKY TeMebU
Ha acolijaTMBHOM OAHOCY, CBe BUIIIe je y3uMada Maxa y OOCaHCKOXepIeroBaukOM CAMKapCTBY.
AconujaTuBHM OJHOCH Ha peJanyji IPUpPOJaH OOAMK — yMjeTHMYKa popma cajpKaHU Cy Y
IIpollecy CTBaparba, aaM He Kao rogpaxkasajyha kpeanuja te mpupoge seh kao cumboanyaH cIioj
Koju omoryhapa IpupoAHy Be3y U OpUTMHaAHOCT.

Mogaaurer naeja osaje Tpeba cXBaTUTM KaO MOJAAUTET je3dNKa, OAHOCHO KaO COIICTBEHY
CTPYKTYpy Koja je mpema pujeunma Puadbepra MeHe ocaomeHa Ha CBOjy ayTOHOMHY AOTUKY,
KaKo y O4HOCY IIpeMa HpPUpPOAN, TaKO M Y OAHOCY IIpeMa CBaKOM CyOjeKTMBHOM YMHUOILY KOju
joIl He ydecTByje y npeaMeTHOCTH I1aaTHa. Ha ocHOBY Tora camka nompuma 3Hademe CTPYKType,
cHaOgjeBeHe YHYTpallllbOM KOXepeHIIMjoM, Koja He pelpoaykyje crBapu, Beh mx mpuxasyje
jeAHaKMM QUIYPaTUBHUM U KOAOPUCTUIKUM BPpUjeHOCTUMA, IPUIINCYjyh UM Apyradnjy UCTUHY
— CAMKapCKy MCTUHY.” Y OCHOBM OBe I/Jeje je YMCTO KPUTUYKY, aHAAUTUYIKN U caMopedaeKCuBaH
npucryn koju Illtaso 3ay3uMa HacIrpaM COIICTBEHOT Jdjeda 1 y Ioraeay CAMKapcTBa Kao AVCLMIIAN-
He Koja oMoryhaBa KOHTUHYylpaHe IIpOMjeHe.

Hosy nmpomjeny koja ra je BoAnaa Ka CMIUPEHOCTI U 3peA0CTH, Kao pe3yATaTy CUTYPHOCTU M
CTabMAHOCTY Y IPUBAaTHOM KMBOTY M A0AaCKy 3peAnjuX KUBOTHUX roauHa, IlltasuHo cankapcTso
AOXUB/basa 0ko 1963. roaune. Fberosy Busyeany mpeokxyIiaiujy 3aoKyImpao je 3abopas/beHl CBUjeT
TUXUX OJaja HaImx Oaka, 3a00paB/beHy ITpeAMeTH PaHoT AjeTuibcTsa.” Trx rognHa HacTaaa je cepu-
ja eHTepujepa Ko/ KOjiX je CpeAUIIILI ITpeAMeT CBe BUIIIe IpepacTao Y KOAMjeBKY, ITlepCOHMPIKaI-
jy ussopa >xmusota. OBOj HOBOj cepuju CAMKa IPETXOAUAN Cy LIPTeXXM U CKUIle eHTepujepa, IITO
rOBOPM O BeOMa CBjeCHOj HaMmjepu U IPUIIPeMH Ja Ce yHece IIpoMjeHa y paHuje cankapcrso. Csa
I,eTrOBa I1a’Kiha je CKOHLIeHTPMCaHa Ha CPeAMIILI IIPOCTOP KOj/ Ce IT0AAaKO 3TyIIbaBa I 3aTBapa y

HOBY ¢opmy. Mexoha n nmpedumeHOCT KOAOPUCTUIKIX MTApTHja ca AaKuM cpymaToM, Jaje OBOM

2 F. Mena, Analiticka linija moderne umjetnosti, Clio, 2001, 27.
V. Grandi¢, nas. pad
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Enrepujep, 1963, ye na naatny, 138,5x118,5 cm, Baacuuimtso Kyarypnor nenrpa banckm asop
Interior, 1963, oil on canvas, 138.5x118.5 cm, Property of Cultural Centre Banski Dvor
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Ajesojauko pyxo, 1965, yse Ha n1aatHy, 149x130,5 cm, BaacHuiTso Myseja capemene ymjerHoctu Perryoanke Cpricke
Girl’s Dowry, 1965, oil on canvas, 149x130.5 cm, Property of Museum of Contemporary Art of Republic of Srpska
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CAMKapPCTBY Apak MHTUMe 1 Ioacjeha Ha Meaasb0He y Koje ce CTaBba HajaparoljjeHnju npejmMeT.?

OBo HOBO caMKapCKO ycMjeperbe mpaheHo je BeAKOM IIPOMjeHOM y YMjeTHUKOBOM ITpMBa-
THOM XKMBOTY, Kaga 1963. roaune go0uja cBojy mpsy Khepky, I13ety. Pobeme ajesojuniie mpobyanao
je y ibeMy HOBO €MOTUBHO CTarbe BUA/bUBO U3 CBaKor norte3a Kucra. Llnkayc Koaujeske Beanmaancrse-
Ha je 0ga pOAMUTEAHCTBY 3a KOjOM je caujeano UuKAyc cauka Jjesojauro pyxo. Vlako npousarrao u3s
IIPeTXOAHOT, OBaj IMKAYC je CYIITIAHO HaCTaBMO MHTUMMCTUYKY UAejy YMOTaHy y KapaKTepucTudaH
csjeraocHn cpymarto. Ilpurymenn penecaHcHu cpymaro HOPUAOHMO je ApaMaTULIM CAUKAHOT
IIpU30Pa raje je MmaxkbUBo, 110 IPBU IyT, OTKPUBEHO OPMK/AUBO MPUKYILbAAHO PyXO.

AjeBojauko pyxo Ha cacBUM oapebeH HaumH mIpeacraBsba IepcOHUPUKAIN]y OApacTarba
U BacIMTaBama Khepku, Koje ce mpeMa TpaguIUji O4 PaHOT AjeTUIbCTBA y4e M OCIIOco0./baBajy y
Py4HOM pagy u npunpemu pyxa. /JjeBojauku pydHu pag O1o je Mjepuao HUXOBUX CIIOCOOHOCTH,
Tj. IPUIIPEM/BEHOCTU 32 CAMOCTAaAHM XMUBOT, a CIIPEM/bEHO AjeBOjadKo PyXO CacBUM M3BjeCHO je U
TPeHyTaK 0OAAacKa U3 pPOAUTE/LCKOT AOMa.

OBoO camkapcTBO je 04pa3 MHUpHe U IIOy3AaHe IlAdacTUyKe OOjeKTMBU3allMje MHCIpIICaHe
TpaguLujoM, yCMjepeHe Ha IIpe4MeTHI CBUjeT U HeroBy CAOXKEHOCT y Toj Tpaauumju. Ilasera Ha
OBMM CAMKaMa 3HaTHO je CBjeTAMja, YMMe Ce VM BaAepujcKu perucrap 0oja cMambno, a AMPEKTHO
cyyebaBarhe CBUjeTA0 — TaAMHMX IIOBPIIMHA OMTHO y0.4a3k1Ao0.

Ha osum HlTasnHuM cankama aHaAM3a CBjeTAOCTH je IpoAyO./beHa U MPeI3HO yCMjepeHa
Ka cTBapamy arMmocdepe IpocTopa, 300r dera cy Badepckum oAHocu usrpabenuju, GoraTtujm,
pacriopebenn kao ¢puHO TKame Koje 3axpara Iujeay IOBPIINHY cauke. boja ce Tako BjemrTo yramna
y BaJep, a ca BUM y MaTepujy g4a OM caMO IOBpeMeHO 1301Aa Ha MOBPIINMHY Kao aKIeHT jelHe
oapebene xapmonuje. Fbena ocHoBHa QpyHKIIMja je 4a TTOAUTHE eMOTUBHO A€jCTBO CAUKE, Aa OXKUBU
UTPY CBjeTa0CTH 1 Oye OCHOBHO CPeJcCTBO y CTBaparby I1oe3mje mpocTopa, Hajseher naeasa sehnmne

6OCaHCKOX6pHeI‘OBa‘IKI/IX CAMKapa TOora BpeMeHa.

2 Ucro.
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Yosjek ca cerreTrMa 1 3eAeHOM KuIioM, 1966, yae Ha raartsy, 178x121 cm, Baacauintso Myseja caBpemene ymjetnoctu PC
Man with Baskets and Green Rain, 1966, oil on canvas, 178x121 cm, Property of MCA RS

[ITaso je TeMeaMo CBOje CAMKapCTBO 10 y3opy Ha Ilnkaca, Taga mpesacxoaHoj u Bogehoj
VMHCIIUpPALVj/ jyTOCAOBEHCKOT CAMKapCTBa,” KOjU je CBOja Jjela CTBapao Ha OCHOBY peMeK Jjesa
UCTOpHUje YMjeTHOCTU KOjMa Ce AMBHO, a Aa IpU TOMe HMje IPOCTO Kommpao, napadpasmupao
1AM IUTUPAO CBOje y3ope Beh mx camo aricopboBao mpys>kajyhm yTmcke opurinHaAHOT U HOBOT. Y
ITasunom nuxaycy AJjesojauko pyxo BuAANUBA je AUCKpeTHA IOBe3aHOCT ca Beaackesosum pemex
AjeaoM Les manines, Ha K0joj IIpOHaAa3y 1 ca KOjoM I10Be3Yje IToceOHe TpeHyTKe eMOoIjje 1 0gpacTamba
BAACTUTOT JjeTeTa.

Ocrajyhu 3a0KyIbeH cAMYHIM TeMaTCKUM IIpeoKylanujama, oKo 1966. roauHe 3anodnme
uuxayc Ilopoduya, mvucnmpucad Aunyma ca 3mujama. Vako je 010 ogapaH AHeroToM cypose IL1aHIHe,
I,eTOBY IaXKiby BUILIE IIpMBAade AYyAMU ca TPyOMM AMIIMMA U KMAABUM THjeAuMa KOju Iopeg, Te
HeCKpUBeHe TIpyOOCTU IIPYKajy HeXKaH J0AUp poautescke sbydasn. OrcraHak y Hemoryhew,
no6jeda >KMBOTa HaJ, CypOBOM IIPUPOAOM, jaCHO BMAMbVBA Ha MPIIaBUM KMBOTUIbaMa U bYACKIM
¢usnonomumjama, n3dpasAaHNM TeKauKUM KMBOTOM, OCHOBHA Cy ITpeoKyTallija OBOT CAUKapCTBa.

Ca nHoBOM mMKOHOTpadUjoM JOllJa je U Apyraumja AMKOBHa CTpykTypa camuke. Crapuju
BaJepCKU CUCTeM 3aMjerbyje MHTeH3MBHMja 00ja, I10A0KeHa IAOIIHO U Y CHa>KHMM KOHTpacTUMa.
KonTypa Buiie Huje ca 3agatkoM Jda gepuHnIre o0ANUK, 3arpaau 00jy MAU pasayjean IMOBpPIINHE,
Beh ce mpeTBapa y XKUBU U AMHAMM4aH I10Te3 Y KOjeM ce CKpIBa eHepruja Iiyjeae CAUKe.

Og noaosuHe 11e3jeceTnx Ia 40 KaTacTpodaaHor seMaboTpeca y bamaaynu 1969. roanse,
¢u3myky M eMOTHMBHO 3aBpIllaBa Ce MUPHO U UAMANYHO pa3aodme IllTasmHOr camkapcrsa.
Inxaycn Koju camnjeAe eBOLIMpajy YCIIOMeHe, yII030paBajy Ha cTpaxose 1 cjehama 1 ek he ce ipeg
Kpaj >KMBOTa BpaTUTU UANANYHOj MUHTUMUCTIYKO] aTMOCPepI.

[Tlesaecete roanHe Cy Ha KyATYPHOM U ITOANTUYKOM I1AaHy OOM/beKeHe Kao IepuoJ cMjeHa

n CYKO6/baBaHJa pasamanTmx YMjeTHI/I‘-IKI/IX " NA€O0AO0IIKIMX CTaBOBa. Ha auxosHOM I11aHy ITO4€eTaK

% L. Merenik, ,,Picasso: Harizma socijalistickog modernizma”, Zbornik Seminara za studije moderne umetnosti Filozofskog
fakulteta u Beogradu, 111/IV, Beograd, 2008, 128-134.
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ITomosute, nuBaana je nao, 1967, ybe Ha rnaatay, 180x130 cm, saacHuITBO ¥YMjeTHIUKe rasepuje buX
Help, A Cripple Has Fallen Down, 1967, oil on canvas, 180x130 cm, Property of Art Gallery BH

AelleH1je 001beXKeH je KyAMUHaljoM eHpopmMeaa, Kao jeHOT O/, BIAOBa allCTpakTHe YMjeTHOCTI.
CpeanHoM gelieHuje 110jaBUAO e CAMKAPCTBO O3HaYeHO TepMUHOM ,HoBa ¢purypanmja”. Oaj HOBU
B/ GUIYpaTUBHIX yCMjepetba IpaHa ce y oApeAHuIle Kao IIITO Cy HapaTuBHa QpuUrypaliuja, IroeTcka
¢daHTacTMKa, IIOII — apT, U Apyro. buan cy To ecreTckn cagp>kaju xoju he Tokom creaehe gerennje
Ipepactu y ,xaaaHy ¢urypanujy” u ,HeopoMaHTH3am”.

XpoHOAOIIKM TAeJaHo, IIe3jeceTe U cejamJeceTe roguHe cy y pagy Ensepa Ilrame
3abnmbeskeHe Kao rogMHe MHTeH3MBHIUje cTBapadauke gjeaaTHoctu. VicroBpemeHo, To cy roaune u
3HavajHMje n3aarauke akTusHOCTH. [IITasb0 je TOKOM CBOT Ayror IPUCYCTBa Ha DambaAydKoj AUKOBHO]
CIIeHM MMao caMO TpU caMOCTaaHe U3A03K0e jep je IpyIHOM M3Jaramy JAaBao BUIIe IIPeAHOCTH,
HEero CaMOCTaAHOM jaBHOM II0jaBAbUBamby, Ije Cy ce Ha AUIy MjecTa MOTAM YIIOPeAUTH AOMEeTU U
crasosu. IloBesuBame ca YapyXXemeM AMKOBHUX yMjeTHUKa buX crBopnao je 6pojue moryhnoctu
DamaaydykuM yMjeTHUIIMMa 3a M3JAarama mmpom Jyrocaasmje, Ha III u IV Tpujenase amkosHux
ymeTtHoctu y beorpaay, na CapajeBckuM cal0HMMa, Ha M3A0X0aMa JyrocaoseHcke rpaduke u
uprexxa y 3arpeOy, aau u Ha OOcCaHCKOXepIleroBaukMM M3A0K0aMa y MHOCTPaHCTBY OJ KOjuX
cy moceOHo 3a Empepa Illtasy 3nauajua msaarama y Jwokony m Humm.* Ilosogom msaoxbe
HocaHCcKOXepIeropauknx ymjetHmka y Jvokony ¢paniyckn kputmdap JXKak lacem youno je
[ITasnHO CAMKApPCTBO M 3aIllCao Aa ,y CAUKAPCTBO KOje HOCK OOM/beXXje CTpalllHOI paTa MOTIy ce
cBpcTaty Beauke excrnpecusHe koMmnosunuje Crajunha u Illtase, Koje 110 cBOjuM BOKalljamMa Ha
¢aHTaCTUKY MOTY OUTHU CMjellITeHe Y OKBMpe CAMKapCKUX UCTpakMBama ApyTa ABa jyTOCAOBeHCKa
yMjeTHUKa Koju cy Beh crexam murepnanmonaanm yraed, Jdase (DHypwmha) m Beamuxosmha”.”
OBo 1oxBaAHO CBpCTaBame y caM BPX jyTOCAOBEHCKOT CAMKApCTBa, U TO U3 Iepa BeoMa IPU3HaTOr
dpaniycKkor ayropureTa, mpuxsaheHo je o4 cTpaHe caMOT yMjeTHMKa BUIIe Ka0 KOHAYHO IIpU3Hambe
1 BpeJHOBambe, a Marbe Kao IIOKpeTauyky UMITyAc Koju 61 My omoryhno aa cBoj pas Ha 6061 HaUMH

adpupmuIIIe 1 ITOKaxe.

# M. Husedzinovig, , Prilike” u: 30 godina likovnog stvaralastva u Banjaluci, Umjetnicka galerija, Banjaluka, 1975, 23.
» ].Lasaigne,, Des artistes de Bosnie et Herzegovine”, Les lettres francaises, n 1332, Paris, 1970.
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IToaosuHOM mIE34eceTnx popMaTH CAMKa IIOCTajy cBe Beh, a Apasku MHTMe yCTYyIIajy MjecTo
ekcrpecuBHUjeM u3paszy. OHO IITO je 61110 3a4eTo U HarJalleHo y IIpeTX0AHoj AelleHuju caga Ao0uja
csoj mynu odauk. Crojeha mymika ¢gurypa, jakuM KOAOPUCTUYKNUM aKIIeHTHMa MyATUILAMKYje ce U3
cauke y cauky: Hosjex ca cenemom (1966), Hosjex ca cenemuma u seaerom xkumom (1966), Tpasap (1968),
u Apyre. YMHOXEeHM IIOKpeTH PyKy, YBOPHOBATU IIPCTH, De3au3pakajaHo AULle IIMPOM OTBOPEHMX
ounjy, 0o4gpa3 Cy 4ecTux CycpeTa ca KapaKTepUCTUYHUM AMKOM TpaBapa, BpAO M3pakajHOT U
yOU/bUBOT YOBjeKa, KOjer je cBaKOAHeBHO BuDao Ha A0KaAHOj rpasckoj TpKHun. Koaopur osmx
CAMKa je HarAalleH, a 0oja HaHMjeTa y BIAY MHOTOOPOjHIX IIapeHnx ¢paeKa MHTeH3MBIpaHa.

I'paacka Tp>KHHUIIA, TPTOBAYKO YBOPUINITE I'paja joII U3 cTapux BpeMeHa, Ouaa je Illtasun
craaHu usBop wuHcnupanuje. Kako ce Hasasmaa y Hemnocpegnoj Oamsunm kyhe y Joaiy,
pasHoAMKOCT 00ja, >KaMOp T1acoBa, KMBOIIMCHOCT HapO/AHe HOIIbe U AbYAU HIPUCTUTANX Ca PasHIUX
cTpaHa bocaHcke KpajuHe, CTaAHO je IpuBAaunia MaXby pajo3Halor cankapa. Mebyrtum, mera
HICY NIPUBAAYNAY OPHaMEeHT! ¥ HapOAHYU MOTUBI HOIIbY, h1anmMa, yurike nam sesa, HpuUBAaQIUAU
Cy ra KapakTepyu U AMKOBU TUX OOMYHMX AYAM Y KOjUMa IIPOHAAa3y MUCTUKY M CEHTUMEHTaAHY
JaMeHTaIjy ca MICTOPUjOM U BPEMEHOM.

Tpararmy 3a HOBUM U M3pa’kajHUjIM YMJjeTHUYKUM AOMeTHMa IIPETXOAUAN CY LIPTeXU U
CKHIIe KOj CYy O4pa3 YMjeTHUKOBMX pasMHUIILbatba 0 oTybemy n camohmn yosjeka. CBoj peBoAT Ha par,
yOujame 1 yomrInTe ry0mberme XyMaHIUCTUUKOT O4HOCA, YMjeTHHUK je HajlIpuje MCcKa3ao aKBapeanMa,
a 3aTuM 1 BeankuM popmaruma canka Xod no mykama (1967) , Ilad xymarucme (1967), Ilomosume
unearud je nao (1967) n apyrum. lMako cy aseropmjcke u cumboangse ose Illtasune gurypaane
KOMIIO3UIIMje, CACBUM Cy aKTyeAHO aHTa’kOBaHe, ICTOBPeMEHO Cy I1104 TPeHYTHOT JKUB/AbeHha aal
U MHOTO AyOAMX M MHTUMHMjUX MeMopuja. PopMma UM je IpoTecKHa, MHTeHIIUja caTUpUyHa, a
IpeACTaB/bajy HaMjepHO gedpOopMIicarbe I10jaBa I CTarba IPUMUTUBI3MAa M aHaXPOHM3Ma. >

OBuM caMKapcTBOM HacCTOjao je Aa McKake CpIIOy IIpOTUB Hacl/ba Ha CBUM MepuAMjaHUMa

% B. Kandi¢, , Zapisi o banjaluckom likovnom zivotu”, Putevi, br. 5, Banjaluka, 1967, 461-466.
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ITocanjentoane jeanor meta, 1982, yve Ha naatay, 50x50 cm
One Summer Afternoon, 1982, oil on canvas, 50x50 cm

KOja Cy My ce IIpeMa BAaCTUTUM pUjedrMa yTKada y MeMOopujy jour TOKOM /pyror cBjeTckor para:
,Caunkajyhu, ns cebe cam Mopao ga m3daluM BU3Mjy AjeTeTa Koje je Y CBOjoj ABaHaecToj TOAVHU
raejalo Halle AyJe yOujeHe Ila oOjellleHe IIO HalllMM AMIIaMa M KeCTeHOBMMa, Y HallleM IapKy
AjeBOjKe crA0BaHe I1a yOujeHe, ToMIAe HalllX AbyAM yOujeHux Ha creneHunama kog Tpxxuune. To

Cy cAUKe TeHOIMAa Haj HeBMHIM Koje Cy 13 MeHe Mopase aa usaby. Kao canke aan n xao jayk Ha
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Aoaazak myapana, 1981, ybe na raatsy, 190x200 cm
Arrival of the Magi, 1981, oil on canvas, 190x200 cm

IIOrpoMe CBaxor 34a.”%

Taxobe je mpema BaacTUTOM CBjegouemy >KeAMo Ja YIIO30pU U Ha OIINTY AeXyMaHM3aLujy
KOjy je ocjehao: ,,04 1967. roauHe MCTMHCKM caM Ce aHTa>koBao OKO YOBjeka 1 Hegaha Koje ra mpare,

OTybeHOCT, AexyMaHM?,aqua, CBe MO,ZI,epHI/Ija CpeACTBa Ib€roBOI' MaCOBHOT YHIUIIITEhA U YHIIKaBarba.

¥ U3 unrepsjya: /. ITarmh, ,,Aytarme dosjekoBa cyaduHa”, ['rac, bamaayka, 9. okrobap 1982.

34

Ta ¢asa numa n apyry osHaky. ITpuxsatno cam, pekao Omx, poOycHO CAMKapCTBO, Oe3 CYyBMUIITHUX
I10je AVIHOCTU M YKpaca, OTO/beHO, CaMO C OHMM IITO je OMTHO 3a CAMKY...” ™

Csojum uBpcTuM yOjebermnMa 1 cTaBoBUMa IOCTaBAba YOBjeKa y CpeAMINTe 30MBarba Kao
HOCHOIIa M aKTepa MCTOPUjCKOI KOHTeKCTa, KaKo Ou ce MaTepujaaHO U IPOCTOPHO M3rpabenum
o0AnIMMa BAaCTUTOT XXMBOTa ocao0abao noTunmeHocTy, Hamehyhn Ha Taj HaUUH U3pa3 U TEXILY
Aa aKTMBHO MUjerha U pa3BMja BU3yeAHy CTPYKTYpY BAAaCTUTOT Jjeaa y oapebenoj cpeaunn.

IlozaguHa rojeguHNX cAMKa O4aje yTHCaK IIO30PUIIHUX KyAlca, IIITO CBaKako yiyhyje Ha
joir uspcre Bese ca rnozopumrem.” CrassareM Qurypa y Ipsu I4aH Koje 3amocjeAajy Hajsehn ano
BUAHOT 1103, 3aysuMajyhu u sarymryjyhmu sehu amo npocropa, crpapa yrucak crieHnmaHoctn. Osbaj
yTHCaK Ce joII 40JaTHO aKIleHTyje (poKycuparbeM Iaxkibe Ha IIPBU I11aH KaO TeMaTCKOM U MAejHOM
HOCHOLy cAuKe. Y Ioraedy ogHoca purypa u Ipocropa, 00AUIM Cy IIOCTaAM jOII IIAaCTUYHUU a
dpopmauncryuja. Y ocHoBU MoJeaanuja je moapebena nekoj Heoapehenoj reomeTpujckoj KOHCTPYKIIM-
ju amja je PyHKIIMja 4@ CAUKY jacHMje AepUHIIIe 1 HarAacu.

ITouerkom ocamgecetnx Illtas’o pas3sBuja HOBM CEHTMMEHTAaAHO IIOETCKM OAHOC IIpema
CBUjeTy MCKa3aH Kpo3 y30ypKaH pUTaM AMHeapHUX apaOecKky, KOHKPeTHIUX 00AMKa 1 cA000Huje
recTyaAHOCTH. Y MA@JHOM M MKOHOTPapCKOM CMICAY OBO CAMKAPCTBO je eKAeKTUYHO, Ha M3BjecTaH
HauMH TO je AMKOBHa TpaHcopMmaliuja 3aMUIILbeHe CAMKe KOja IIpOjeKkTyje mpejMeT Kao HeK!
oapebenn cumb04. OBa cepuja akBapeaa Ha KOjuMa ce yodaBa AVCKpeTaH yTUIlaj HOBe CAMKe AOHOCH
IIpeAMETHOCT KOja je cTekaa HOBY pyHKIujy y cauny. OHa Huje Buie nnogpebena camo aukosHum
3akoHMMa, Beh 1 crroAHNM cagpiKajuMa KojiMa je OKpeHyTa U Ha Koje KeAl Aa ajeayje.

MrucaoHn CKAOII OBOT CAMKAapCTBa JOHeKJe je HeJOKyuMB, OOUbeKeH je CyOjeKTMBHOM
IepLeIjoM, a HarJallleH y IIPOCTOpPY CAMKe Koja Jjedyje Kao 30MPHO MjecTO HaroMmAaHMUX

npeacraBa, obamka mam ¢urypa. borarcTso mnpeamerHux o0AMKa y OBOM CAMKApCTBY HOCHU

# Ucro.
% 0a 1959. g0 1965. roauHe paau Kao clieHorpad, ayTKap u Koctumorpad y Jjeanjem nosopumry y bamaayiiy, 3a xoje
ra Be3yje BeAnku Opoj npupebenux peacrasa.
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bpemennrocr, 1982, yse na naatny, 30x50 cm
Pregnancy, 1982, oil on canvas, 30x50 cm

HU3 CAODOAHMX M 3aHUMAUBUX (POPMMU, U3 KOjUX M3parba KapaKTepUCTUYHa byACKa HOra ca
IpeAMMeH3VOHMpaHOM uneaoMm: I locaujenodne jedroz vema (1982), Aorasax myopava (1981), Curasax
cmapua (1979).

CanyHo mpeTxoAHOM, 1 y 0B0j caukapckoj ¢gasu IllTaso HacTasda Ja meryje Iaypaansam
ceH3uOMAUTeTa ¥ MMarnHanuje cjeharma, Koju My cay>ke Kao HOBM CTBapadadku noactuiiaj. Oso
CyNTUAHO CAMKApCTBO IpOM3NAa3u U3 paHujux ¢pasa U TOTOBO HEIIpMMjeTHO HecTaje y chedehem
LUKAYCY.

V3 oBor HOBOT AMKOBHO - IICMXOAOIIKOTI cA0ja passuhe ce criennduyad MOTUB Ha TeMy
OpeMeHNTOCTH; TajaHCTBeHa OpeMeHMTa JKeHa I0jaBAyje ce Ha caMKama. Vzayxene u AuHeapHO
HaraaireHe QpuUrype He HOCe BMIIIe HeKy M3pakajHy ApaMaTUYHOCT, UMja ce IIPUCYTHOCT paHUje
ocjehasa, one cy MupHe y cBOjoj I0jaBHOCTM. /lMHeapu3aM je HOCMBM I1AaCTUMYKM YMHMAAL] Ha
OCHOBY KOjer ce Tpagu crenuduyaH MKOHMYIKM CKJAOII, 3aTOHETHA KOeI3VCTeHIIMja 3HaKOBa O/
IIpeIIo3HaTAUBIUX MOJeAa 40 anicTpakTHUX ¢popmu. buao ga purype pponraano croje jeana nopeg
Apyre, uamn ja aebae y HeKOM OeCTeKMHCKOM IIPOCTOPY, 4jedyjy Kao AyIAMKaT MAU OITUIKO
YMHO>aBatbe jeHOT MOTHBa 4Mja je pyHKIIMja HarosjellTaj 1 Haraamlasame poberma HOBOT XIBOTa,
Tj. A04a3ak nposeha. OBo cy camke IOTHCHYTe U HarJallleHe YyAHOCTHU, KOje Y CBOjOj BU3yeAHO]
CyTecTuju kede Ja yIyTe Ha ogpebeny 4yXoBHOCT U CMUPEHOCT.

Pohetve npo.veha mocweamu je nukayc y llltasnHom cankapcTsy, KOjUM Ha CacBUM U3BjecTaH
HauMH CcyOAMMUpa IIpeTXOAHa UCKyCTBa. Burasna eHepruja xoja HOCM OBO CAMKapCTBO, TOBOPU
O IIOKYIIajy Aa ce oJe joll Jake, Aa Ce Ha jedaH APyrauMjyi ¥ HOB HauMH KOHCTPyUIIE ITOeTCKa
MMarnHanmja Kojy je yMjeTHIK HOC1O y ceOu. TeMaTcKM CKA0II OBe cAMKapcKe IIpeoKyaliyje ocrao
je TMMe joII OIIITHUjU U YHUBep3aAHMjU, Hocehn y ceOu cAuKy 4ncTe, yeaHe U y3BUILIEHE ITOETCKe
atmocepe. Opa nocaeama ¢asa IllrasuHor caukaperpa y cedbu HOCH IOMjeparba, HA MOMeHTe
aIlCTpaKTHO YOIINTaBame, IITO jaCHO IOBOPM Ja je pujed o Ipojekiuju ogpebenor ynyTpamnimer
IIPOCTOpa Kao CKPMBEHOI cagp>kKaja ayTopoBe Icuxe. /lMKOBM Ha OBUM CAMKaMa CMjeIlTeHU Cy Y

3aMMIIL/beHe HajpeaaHe IIPOCTOpe, MpeIlyIlTeH! HeKOM CA0004HOM ayTOMaTCKOM OAHOCy cede
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Crapuu cy goman y sethan gaH, 1991, aksapes, 25x32 cm
Old Men Came on a Summer Day, 1991, watercolour, 25x32 cm

1CKa3yjy cTaBoM 1 rnokperoMm. Koaopur osor camkapcrsa y ceOu HOCUM HIpoO3padaH I1acTeAH!
KapakTep, KOju BUIIle TexK1 04arocTy I CMUPeHOCTH Hero nHTeHsuteTy. Eben 3Byk je moetnyan, rama
CBjeTAmja, a XpoOMaTUKa TOIAa, UCITyHheHa AMCKPeTHUM OAHOCUMA IIOMHO TPa>keHNUM U HheTOBaHIM.

INocaeama canka y oBoM nukaycy, Cmapuyu cy dourau y vemrou darn (1991), ncroppemeno je u
nocweara cauka y lltasunom cankaperpy. Ca gaHallme BpeMeHCKe AMCTaHLIe OBa ce CAMKa MOXKe
caraeaTy Kao IpojeKInja MCKYCTBa KOje YOBjeK HOCH IIpeMa CII0bHEeM CBUjeTy, MAY Kao IIpojeK1uja
IIPOXMB/AbEHOT JKMBOTAa, OAHOCHO Kao yHMBEP3aAHa IIpeAcTaBa O IIOCTaHKY JKMBOTa KOjU MMa CBOj
ro4yeTak " CBOj Kpaj.

Tokom cBoje ayre crBapaaauke kKapujepe, Ensep Illtaso ce cBe BpujeMe eMOTUBHO, pagHO
n npodecuonaaHo Gokycupao Ha cpeAuHy cBOr ¢opMmupara U JjeaoBarba, decTo ucrudayhu
Aa je yIpaso M3 Te CpeAUHe PO MHCIMPpaTUBHe I100yJe U Ja je y HhOj IPOHala3uo jgaleke U
AyOOKe AyXOBHe 13BOpe. YCIINO je 4a U3rpaayl AUK yMjeTHMKa Kao COLMjaaHO, UAEJHO U IOAUTUIKA
ayTOHOMHe oco0e, y moTiryHocTu 1nocsehene csojoj npodecnonaanoctu. buo je 4yboko csjecran
BAACTUTUX KOpUjeHa, KyATyPHMX TeMeba M KMBOTHUX yCAOBa CBOje OKOAMHe, a Hacaujebenn u
AVYHO IPOXUBAEHU ,AyX MjecTa” COIICTBeHe CpeAMHe TPajHO je YTUCHYT y AyOMHCKO 3Hauerbhe
meroBor gjeaa. IIpema csemy Tome, cankapcrso Ensepa Illtase ycmjeao je ga ycriocrasu ¢puHe u
HeHaMeT/AhUBe AOAMPEe Ca aKTyeAHUM M CaBpeMeHMM TOKOBMMaA jyrOCAOBEHCKOI CAMKAapCTBa, Aa Y
OypHUM 30MBarbMa I HellpecTaHUM KoAeDarbliMa YMjeTHOCTHU gpyre 1toAosuHe XX Bujeka ImpoHabe
KOHCTaHTY ¥ KOHTUMHYUTET. YIIpaBoO Ta KOHCTaHTHA M Taj KOHTMHYUTET Cy oMoryhnan ga noysaaso

1 cTabMAHO pa3Buje CBOjy YMjeTHOCT Koja je TpajHO yTKaHa y BpujeMe U IIPOCTOP y KOjeM je HacTasa.
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Ajesojuniia y entepujepy, 1963, yve na naartny, 118x137 cm
Girl in an Interior, 1963, oil on canvas, 118x137 cm
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Sarita Vujkovi¢
TRANSFORMATION OF THE REAL IN ENVER STALJO’S PAINTING

his monograph is an attempt to present the painting of Enver Staljo, the doyen of Banja

Luka’s Group of Four, in a single publication, offer a selective synthesis of his work and

make it accessible to the general public. The monograph, third in its series, is a part of the
ambitious project of the Museum of Contemporary Art of Republic of Srpska to publish monographs
about each of the four Banja Luka artists, whose work assured them a place in the history of art and
culture of this region in the second half of the 20" century.

During his long career as an artist, Enver Staljo’s work was often shown in solo and
collaborative exhibitions; his career was followed by art critics of the day, his work praised by artistic
and cultural circles. However, the definite historical gap, arising from social conditions generated
by the civil war, as well as changes shared by all contemporary art, have made it very important for
Banja Luka’s art scene to identify new models in fine art, aspiring towards more recent, contemporary
tendencies. As nullifying as they may seem, the new time and new art have imposed the need to re-
examine earlier achievements from a new perspective, those which in their own time were equally
open to both the new and the contemporary, and redefine them by reinterpreting them, while also
expounding on individual tendencies, dispositions, diapasons and accomplishments.

Enver Staljo began to develop as an artist in the 1950’s; the process of his formation took place
in the social, political and cultural circumstances of post-war Banja Luka, in conditions strongly
permeated by the retrograde ideology of Socialist Realism. It was a time of extreme poverty, which
provided no opportunities that might stimulate a young man like Enver Staljo, who wished to
pursue his vocation as an artist. The fact should not be disregarded that the 1950’s ensued a terrible
world war, the most devastating in the recent history of humankind, which ended in Yugoslavia
only to be superseded by excruciating poverty and privation, consequently leading to stagnation in
all disciplines of art.

Similarly, it seems absolutely natural to identify the 1950’s as a period of the initial impulses
to revive culture and art, not only in Yugoslavia but across Europe and the world. In that sense,
the period of prosperity of art should not be viewed as harmonious and idyllic, but primarily as an
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extremely turbulent, precarious arena in which no artist or intellectual could remain politically, let
alone ethically neutral and passive.! In those years, artists were forced to find answer independently
many questions arising from contradictory reactions, ,ranging from private revolt to public
engagement”.?

The 1950’s were the decade when Enver Staljo left school and entered the public art scene,
which was, from a general artistic point of view, seriously confronted with intellectual dilemmas
and immersed in polemics that had an effect on the freedom of an artist's work and extended its
boundaries. Besides, this period was extremely important in terms of the more recent history of
Bosnia and Herzegovina, as the political, social, cultural and artistic climate in the country saw a
major shift. This significant and tumultuous period did not only bring novelties to the world of art
and culture; first and foremost, it brought transformation to everyday life, which visibly changed in
a number of ways in the process of industry intensification and modernisation of the country.

Being a constituent part of the Yugoslav Federation, Bosnia and Herzegovina felt the
consequences of the country’s explicit escape from the iron-tight ‘Soviet embrace’, as well as the
gradual, not immediately visible opening to a variety of Western influences. The new changes and
influences had a far-reaching effect in the creation of a fertile and intriguing cultural milieu, whose
activities taking place across the central part of the Yugoslav Federation were to assume a clearer
form only in the decades that ensued.

The fact should not be forgotten that it was a period during which the socialist regime was
working hard to eradicate the concept of traditional social divisions and negate the financial, legal
and formal inequality of any single individual by promoting the principle of general equality. It
was believed that each person should perform on an equal footing, and that one’s socially active
role made one available and ready to be engaged in all social domains, those of labour, politics,

education, science and culture.

!]. Denegri, Pedesete: Teme srpske umetnosti, Svetovi, Novi Sad, 1993, pp. 5-7
2 Ibid.
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The idea to transform the world and build a new, happier life, including a new system of art,
was actualised by the Communist Party itself, which purposefully combined aesthetic and political
objectives. The pre-war utopian scheme turned into action during the war, as it was made formal at
the First Congress of Soviet Writers in Moscow in 1943. Labelled as Socialist Realism, whose prime
goal was to disseminate a canonised ideological message, characterised by an aesthetics reduced due
to its limited range of subjects and prescribed iconography, proved absolutely impotent, especially
in painting.

Some isolated cases of artists who departed from such imposed formulae, in Bosnia and
Herzegovina as well as across all of Yugoslavia, coincided with the decision of the Communist Party
of Yugoslavia to abandon the system of mass agitation and propaganda and offer anew, ideologically
revised model of totalitarianism, strongly marked by a model of socialist humanism.? Essentially, this
was still a concept of society that posited the Communist Party as an unrivalled ideational avant-
garde. It created new abstract liberties, i.e. a model allowing free forms and a cultural production
that was richer content-wise.

In a way, this meant relinquishing the revolution and the utopian project of the transformation
of life. This new platform opened up a possibility for a socialist aesthetics to emerge in painting
as well as other arts, as a moderate variety of the aggressive Socialist Realism.* This period saw
the rekindling of the forgotten modernist discussions about autonomous aesthetic principles of
painting, reconnecting with the ideas of the Modern Movement and freeing the way for more access
to tendencies in Western art.

From the early 1950’s and for the rest of the existence of the common Yugoslav art scene,
art lived its organised, institutionalised life. Basically, artists gathered around republic-based artist
associations, schools providing formal training in arts, and galleries whose exhibition policies were

controlled by collective councils and managing boards, which meant they were in a very specific way

* M. Toauh, @omozpagpuja u nponazanda, JYK3, bamwaayxa, 2005, p. 78
¢ Ibid.
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impacted by the authorities. After a period of domination of Socialist Realism, the art production
created in these new special political circumstances as well as circumstances of the institutional art
of the “soft” socialism of post-war Yugoslavia meant free artistic expression in many ways. Initially
proclaimed by politicians and subsequently implemented by artists in a very specific way, this art
mode signified modernisation in a time when the country was strategically drawing closer to the
West.

This ideological discourse served as the principal model for art production across Yugoslavia,
including Bosnia and Herzegovina. Regardless of the differences in the materialisation of individual
stylistic models, the art of this period can be described using some common denominators. These
designative terms, whose connotations correlate, are recognised in terminological descriptors such
as moderate post-war modernism, socialist modernism, socialist aesthetics, modern traditionalism,
local and national modernism, academised modernism, etc.’

The modernism of post-war Yugoslav based on such premises was exceptionally favourable
for those patterns of expression and modes of conduct which never raised the pitch of artistic voice
or reached a point of risk, revolt, protest, criticism, or radicalisation of the language of art.®

One common feature of the painting of Bosnia and Herzegovina in the second half of the
20™ century came from the general inclination to find one’s own identity. The works of many artists
clearly show a painstaking search for a middle path leading to the conquest of universal linguistic
postulates on the one hand, and the recognition of local peculiarities of the inherited legacy on
the other. Their many artistic solutions succeeded in finding a common language, despite a whole
spectrum of stark polarities.

In that sense, the emergence of four young artists in Banja Luka’s sleepy community, on the
margins of all trends and happenings in art, did not only emanate romantic rapture and juvenile

enthusiasm, but also served as the basis for new cultural momentum, with all its ups and downs.

®]. Denegri, in: Jedan vek grafike, MSU, Beograd, 2003, pp. 18, 19
¢ L. Merenik, Ideoloski modeli: Srpsko slikarstvo 1945 - 1968, Beopolis, 2001, p. 68
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Viewed from a contemporary perspective and after a considerable lapse of time, it may
be said that the art created by the Group of Four was open, inquisitive and self-aware, and that
it refused to be locally bounded. They adhered to this ideational and thinking concept, without
emulating strictly other artists’ novelties within it, and did not try initially to get on a sound footing
in the rather complex and often contradictory trends and tendencies in Bosnia and Herzegovina’s
art in that period. Misirli¢, Simi¢, Curi¢ and Staljo were armed with youth, talent and desire to
show their worth and earn recognition, but most of all they possessed an awareness that human
aspiration to live a modern way of living could not be expressed with worn-out models, nor could
those models be used to meet the requirements of their time. Accordingly, they offered their local
community a number of ways in which to adopt modernity and contemporary thinking, while they
did not conceal their revolt with its philistine tastes and old-fashioned attitudes.”

On the occasion of their joint exhibition organised in Banja Luka in 1955, the Four published
a kind of manifesto, i.e. what they meant to be a synthesis of their analytical and critical, as well as
artistic and aesthetic thoughts in the form of a polemic pamphlet. This is its full text:

,In an effort to add some spice to the relatively anaemic art life of our town, we, young painters, present
for the first time our work in this joint exhibition. It is a product of our common wish to say something to the
town where we live and which we love, using our own language of painting, along with what we learnt in
school. Along with this time and place, that wish of ours brought the four of us together, four young men whose
outlooks on life and artistic preferences are pretty different. We try to work independently and we resemble one
another in that we do not resemble anyone else. All the four of us share some common characteristics: we do the
same job, which is closely connected with painting, we are somewhat revolted by the school legacy of notions
about the pictorial vocation and the purpose of painting in society, and we are constantly in want of money,
which is indispensible when it comes to this type of work. We have one more thing in common, which is not
only typical of us, but of all true painters, irrespective of the period and movement they belong to, and that is

7 Azra Begic, foreword to the catalogue published on the 25th anniversary of the foundation of the Group of Four,
Cetvorica 1955 — 1961, House of Culture, Banja Luka, 1980 (no pagination )
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Kemaz MupGerosuh, Ensep Illtaso u bexnp Mucupanh, Berennja, 1961.
Kemal Sirbegovi¢, Enver Staljo and Bekir Misirli¢, Venice, 1961

our understanding of creation as transformation of the realistic.”

These efforts to formulate and express their social and aesthetic convictions, the initial
assumptions which related most strongly to the art life of the town they came from, are also
recognisible in the group’s later activities, as well as in the individual work and activities of Misirli¢,
Curi¢ and Staljo after the group came apart.?

As they knew one’s work had to be integrated in the living social context, which, as Walter
Benjamin saw it, is conditioned by the position of the writer — artist as a critic — organiser in a very
indirect way, the Four wondered what the position of an artwork is in relation to the social and
labour relations in their time.” Instead of awareness of an objective reality, which defines the position

of man, they believed there is awareness of one’s own capability to perceive and comprehend and

8 The group came apart following Dusan Simic¢’s tragic death in the autumn of 1961, but its achievements continue to be
important for the culture of the community they worked in.

? Walter Benjamin, ,,Pisac kao proizvodac”, in: Eseji, Nolit, Beograd, 1974, pp. 95-113
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define the world and one’s position in it, and following this perception and comprehension act in
society.

In addition to their highly prolific artistic careers, the Group of Four are also very important
for their work in education and for bringing the visual culture closer to many generations of
students of Banja Luka’s primary and secondary schools. Staljo briefly described the early efforts of
art teachers in two texts, Creation of Art by Children and Bosnia Seen Through a Child’s Eyes, published
in Banja Luka’s Putevi in 1961. ,,The world of our hills, our houses, our people, our sky and birds
has appeared on white sheets of paper, basking in the rays of innocent suns,” says Staljo in one of
his texts.'” In their original interpretation, they tended to identify their own work with the , genuine
visual pleasure from the aesthetic quality” recognisable in children’s pictures. Thus, writing about
children’s inner vision and simplicity of expression in the treatise Creation of Art by Children, Staljo
says that ,even when children present battles, the people taking part in them become birds, they
become doves in love, and there are flowers in battlefields, as if fighting had been replaced with
a dance of love, flight of wasps or singing of birds.”!! This simplified interpretation allows us to
problematise and single out some principal possible relations between the aesthetic qualities found
in children’s and artists’” works, and to ask these essential questions: Can the aesthetic aspect of
children’s works be taken for a pattern characterised by clearly defined laws? Can norms be used to
evaluate something that does not possess any qualities indicative of the canons? Ultimately, can the
imagination of creative identities be classified and cast in the same mould, especially when it comes
to creation of art by children?'

Staljo conceived the coloured cognitions as children’s first associations, which, being free
of paradoxical requirements, ,connect the child with nature”, and considered them to be the

0E. étaljo, ,,Likovna kreacija djeteta”, Putevi, vol. 1, Banjaluka, 1961, pp. 57-66
1 Tbid.

12B. Kandi¢, ,, Vertikale banjalucke kulture: Retrospektivna geneza estetske i likovne misli”, Putevi, vol. 6, Banjaluka,
1974, pp. 617-634
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,foundation of our existence”. In that sense, he tried to make children independent and bring their
drawings closer to nature, ,,in order for personality to break free from purely intellectual cognition
of nature and its values”.® In defining his standpoints as an educator, Staljo remained true to his
attitude with regards to the absolute negation of the ,,inventive presentation of the world”. He thus
first opposed the academic canons of drawing and tracing, and later also the then contemporary
efforts coming from a more general conception of art education, which promoted the view children
should not be instructed about new trends in fine arts.

Fundamentally, this standpoint was innovative and touched upon some wider debates on
art, some differences resulting from the generation gap and attempts to create a circle of artists
sharing the same intellectual views. In accordance with one of the basic principles of art and teaching
he formulated for the Group of Four, claiming that the ,formation of a sensitive individual capable
of individualist work is the basis of our transformation”, Staljo gave precedence to a combination of
emotions and inventiveness over intellectual cognition in art and the teaching of fine arts, holding
the view that , children’s creative play should be observed and children should be joined in their
enjoyment.”'*

In a way, he also tried to define the political aspect of the commonly held view of ,socialist
humanism” as a broader systemic orientation in the social, historical and aesthetic attitude to the
teaching of fine arts in Banja Luka: , Let us instil nobility in children’s minds, let us give them a chance
to marvel at a butterfly flying, a sweet flower; a chance to get carried away with the idea of being
one with nature, get pleasure from a blossoming bough — so much needed by our new humanist
movement; a chance to fight for the peace of the little swallows laying nests under the eaves of their
houses, watch over the tiniest things surrounding them, because in that way only will we turn our

children into a lovely, noble army of proponents of humanism, our socialist humanism.”"

B Ibid.
4 Ibid.

I5E. gtaljo, ,,Bosna u o¢ima djeteta”, Putevi, vol. 1, Banjaluka, 1961, pp. 106-107
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This important work in education, which was an item on the agenda of all four members
of the group, helped create a critical, trained audience in Banja Luka, which did not only visit
exhibitions but also tried to create private collections. However, the demanding and engaging work
with children, for which teachers often won prestigious Yugoslav awards, did not make it possible
for a sustainable art scene to develop and did not result in the type of artistic activity the Group of
Four had tried to develop, due to the lack of the institutionalised educational framework needed.

Unfortunately, the fertile ground and pointed atmosphere did not produce a substantial
number of trained artists, which is largely attributable to the attitude to art of what at that time was
known as the , self-governing community”. The authorities did not have enough understanding to
start an academy or make it possible for the practicing artists to turn their artistic vocations into full-
time careers. Without studios, the right kind of space needed for art, and having to rely on their own
resources, Banja Luka’s artists lost the battle to make art their only profession and their only source
of sustenance.

Nonetheless, Enver Staljo’s opus may freely be said to possess an artistic quality which evades
labelling. His painting cannot be classed as modern; instead, he created his pieces in relation to a
centre ‘out of time’. His binding to the primordial being he found within him was conditioned and
assumed a form defined by his belonging to a specific environment, where he took the first steps and
was given the opportunity to grow and live a life full of sensations, spirituality and the poetics of
written words as a reflection of the way of thinking and aesthetics stemming from his own impulses
and perceptions.

As he had demonstrated a talent for painting from an early age, it was easy for Staljo to
decide to follow his vocation as an artist after graduating from secondary technical school.'® The

16 He held his first solo exhibition when he was only eight, on the initiative of his teacher Sofija Tombolani, who was one
of the first to discover his gift. He demonstrated a wish to create and exhibit art very early, and the solo exhibition held in
1946 in a way foreshadowed his future profession. Dragojla Tosi¢, A Series of Programmes Dedicated to the Group of Four,
RTRS, Banja Luka, 2004
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only possibility Banja Luka offered him to continue to be trained as an artist was the Teachers’
College and its Department of Fine Arts, with painter Bozo Nikoli¢ as the lecturer. This local master
of watercolours, whose artistic potential was limited but who was passionate about teaching young
people about old masters, based his lectures on Raci¢’s and Kraljevi¢'s reproductions. In 1952, he
took his students to the Modern Gallery in Zagreb to see an exhibition of contemporary French
painting, which according to Miodrag B. Proti¢ was a recapitulation of the principal movements of
modern art."” However, this mentorship, still in its early stage, ended abruptly when the authorities
passed a decree disbanding the Department of Fine Arts at Banja Luka’s Teachers’” College, forcing a
whole generation of students to transfer to the Teachers” College in Sarajevo.

These unexpected circumstances had a far-reaching effect on Enver Staljo’s painting. Namely,
it was in those years that Radenko MiSevic¢ came to lecture at the Teachers” College in Sarajevo. His
art took two directions at that time: on the one hand, he was inclined to Intimism, based on the pre-
war painting tradition, while on the other his painting had rustic elements, documenting the land
and its people.” MiSevi¢’s Intimism, partly connected to Belgrade’s painting, essentially fed on what
was typically the atmosphere of Bosnia, the smell of its soil, the lives of ordinary people, who were
equally close to Enver Staljo. Understandably, the professor’s painting remained a model for Staljo
for many years after he returned to Banja Luka.

Staljo’s early paintings Promenade (1954), Young Man with a Guitar (1954) and Woman with
Cocks (1953) show no signs of ideological influence, while MiSevi¢’s influence is limited and allows
the observer to see but a trace of interpretive affiliation and continuity, connecting and classifying
them as belonging to Bosnia and Herzegovina’s social painting.

As for the paintings Young Man with Bread (1956) and Man with a Glass (1954), étaljo conceived

and built his characters from inside, which allowed him to reach the most elusive and the most

7 A. Begi¢, ,,U znaku Cetvorice”, in the monograph on Bekir Misirli¢, Art Gallery of Bosnia and Herzegovina and Banja
Luka Art Gallery, 1990, P- 5
8 M. Husedzinovi¢, S. Celi¢, Radenko Misevi¢, Kult B, Sarajevo, 2007, p. 61
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Kopso, 1954, ype na mnepriaoun, 60,5x41,5 cm
Promenade, 1954, oil on plywood, 60.5x41.5 cm

mysterious domains of the human being, at least for a short time. The paintings are observations of
reality, reality of the objective kind created in the imaginary realm of consciousness, based on which
he attempted to decode the most significant.

He selected his tools of visual expression and form depending on the idea he transposed
on canvas. His interrupted and scattered strokes, with thick layers of colour applied here and
there, create the impression of strong expressiveness, which basically endows his paintings with a
powerful charge. This rather planar, realistic and rational manner of painting is compounded by a

strong social element. Human figures dominate the front of the paintings, holding items — a flower,
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a glass or bread, etc. —in their hands.

These are motifs of stark reality, images of depression and lifelessness, with backgrounds
coloured in dominant grey hues, a clear allusion to the greyness of reality. The impression of
hopelessness and powerless reconciliation with the position of the social underdog, a world of tired,
despondent people, bearing the burden of harsh day-to-day living, emphasises the projection of
social reality. The strong social element visible in these paintings is not a product of the painter’s
ideological convictions or his revolt over the legacy of bourgeois painting; it is simply a reflection of
a spirit and memory which, basically, attempted to document its time.

The house where Staljo grew up kept its door open for the family’s many friends, regardless
of their background, social status or ethnicity. He had many memories of his happy early childhood
and the sudden reduction to poverty at the beginning of the war. He frequently recalled the time
when his parents gave shelter to a poor boy, Nazif, who remained his friend for the rest of their lives.
He also recalled Avga, a hunchback child from the neighbourhood, whom he came to defend later
and who also became one of his family.

In his reminiscences he frequently spoke about the little house in Dolac, a peaceful sanctuary
in the centre of Banja Luka, the skilfully adapted outbuilding, the only preserved part of the
Sejdinovic house, his maternal grandparents” home, which survived the bombing by the Allies at
the end of World War II. It stayed forever in his heart as a memory of his happy days and true art
inspiration. Dolac was the only place which he enjoyed entirely, a place where he made his art, spent
time with friends, a place of imagination and inspiration.

Staljo’s painting probably entered a less constrained stage and took a more casual approach
around 1957." In this period, the artist turned to himself, to his own surroundings. There are visible
attempts to abandon figure painting; the realistic treatment lost prominence, the colours became
darker, the strokes faster and more expressive. During the early part of this stage he made a few

V. Grandi¢, Retrospective Exhibition E. Staljo: Foreword, Art Gallery, Banja Luka, 1978 (no pagination)
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Iejsax IV, 1960, y»e na naarny, 68,5x47,5 cm
Landscape IV, 1960, oil on canvas, 68.5x47.5 cm

landscapes where it is virtually impossible to discern between allusions to a hill, woods or a house:
Landscape (1959), Landscape 1, 11, 1II and 1V (1960). These few paintings brought him very close to
abstraction, showing the artist’s previously unused potential and orientation to Art Informel. They
reveal the artist’s obvious need for experimentation and new, then still avant-garde models who
were, unfortunately, too far away from him.

In parallel with those paintings, in 1957/58 the artist created a number of watercolours,
which he began during his months-long visit to Zadar. They clearly show his experience of the
local environment, his encounter with the Mediterranean region and life, so different from his own.
Women Knitting Fishing Nets, Sea Urchins and Man with Sea Urchins are paintings of vegetation, wildlife

and a multitude of artefacts piled up in layers of perception. Translated to a concrete linear system
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EnTepujep ca npegjeaom, oko 1962, ybe Ha naatHy, 98x135,5 cm, BaacHnimTso Becne n ®@yaga baanh
Interior with a Landscape, around 1962, oil on canvas, 98x135.5 cm, Property of Vesna and Fuad Bali¢

and system of colour, these paintings are representations of restful living, remaining unchanged for
centuries.

The broad spectrum of subjects the artist is interested in reveals his need for an emphatic
aestheticisation of motifs and the careful replication of every single detail, both in his paintings and
his sketches. Although the subjects of his sketches are often the same, he developed his drawings as
an independent and separate discipline, where he ‘kept records’ of people and the atmosphere. The
sketches he created in this period show a marked tendency towards elaborating the actual shapes,
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and as much as he may have split his human figures into planes with thick black strokes, the basic
linearism can still be seen.

The few still lifes executed in serene, dark hues, Interior with a Still Life (1961) and Interior with
an Antipasto (1962), best illustrate his tendency to find constructivist solutions. It was the time of his
most extensive experimentation and search, the period during which he was open to influence and
change more than ever. His poetic subject matter, frequently found in all types of art in that period,
was a major challenge in the sense of finding one’s own subjective interpretation of the common
theme. Using a relatively limited number of symbolic forms in the making of these paintings, Staljo
transcribed the poetic lyricism and transformed the realistic, fundamental standpoint of the Group
of Four. A mysterious coexistence of forms and signs is suggestive of elusive phenomena of time,
shadowy images of recollection, intended to remind of and allude to the rich legacy of Bosnia and
Herzegovina.

The new concept, where the relationship between an art form and a natural form rests on
associations, began to take root in Bosnian and Herzegovinian painting. Associations characterising
this relationship between natural and art forms are contained in the process of creation, a process
which does not emulate nature but rather allows a symbolic combination that makes possible a
natural connection and originality.

Here the ideational modality should be understood as a linguistic modality, i.e. as a distinctive
structure resting on its own autonomous logic, according to Filiberto Menna, both in its relation to
nature and to any subjective factor which has not yet taken part in processing the subject matter of
the painting. Accordingly, the painting assumes the signification of a structure, internally coherent,
which does not replicate things but presents them using figural and colouristic means of equal
values, ascribing to them a different kind of truth — the truth of painting.*® The approach underlying
this concept is strictly critical, analytical and self-reflexive, and Staljo employs it in relation to his

2 F. Mena, Analiticka linija moderne umjetnosti, Clio, 2001, p. 27
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own work and in relation to painting as a discipline which allows continuous change.

Around 1963, gtaljo’s art underwent another change, one which came as a result of a stable
private life and his entering middle age, which also led to a peaceful and mature disposition. Visually,
he became preoccupied with the forgotten world of the quiet chambers of our grandmothers and
the forlorn items from our early childhood.?! In those years he created a series of paintings of the
interior, which increasingly focused on the cradle as a metaphor of the source of life. This new series
of paintings was preceded by drawings and sketches of interiors, indicating the artist’s intention
and preparation to take a turn in his art. He is now fully focused on the central part, which thickens
gradually and closes into a new form. The softness and sophistication of hues with a touch of sfumato
give this series a sense of intimacy and remind of lockets into which we put the most precious little
things.?

This new orientation in painting accompanied a major event in the artist’s private life, the
birth of his first daughter Izeta in 1963. The birth of the girl awakened new emotions in him, which
are visible in every stroke of his brush. The Cradles series is a splendid celebration of parenthood,
followed by another series of paintings called Girl’s Dowry. Although originating in the previous,
this series is a subtle continuation of the subject of intimacy covered in the artist’s characteristic light
sfumato. The hushed Renaissance sfumato adds to the dramatics of the painted scene, revealing for
the first time a girl’s carefully collected dowry.

In a quite concrete way the dowry personifies the growing up of daughters and their home
education. Tradition instructed that a girl should learn how to do needlework and prepare a dowry
from her early childhood. A girl’s dowry indicated her ability i.e. readiness to live an independent
life, and once the dowry was ready, it most certainly meant the time was approaching for the girl to
leave her parents” home.

This manner of painting is the result of placid and reliable plastic objectivisation inspired by

V. Grandi¢, quoted paper
2 Ibid.

56

Beauka xoaujeska I, 1963, ybe na naartny, 140x140 cm
Big Cradle I, 1963, oil on canvas, 140x140 cm

tradition, oriented towards the physical world and its complexity as inherent in that tradition. The
colours used in these paintings are significantly lighter, which as a result reduces the gradation of
tones and the direct contrast between light and dark surfaces.

Staljo’s treatment of light in these paintings is more profound and aimed precisely to create
the right ambience, which is why the relationships between the different shades of hues are more

gradual, richer, resembling an intricate pattern covering the whole space of the painting. The colours
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fit in naturally with the gradation and also with the matter itself, emerging to the surface at places
to accentuate a harmony. Their main purpose is to enhance the emotional effect of the painting, set
off the play of light and constitute the basic means in the creation of spatial poetics, the single most
important ideal for the majority of Bosnian and Herzegovinian painters in that period.

In his work Staljo looked up to Picasso, who was the main and greatest inspiration for Yugoslav
artists.”® He created his works on the model of masterpieces from the history of art he admired; and
yet, he did not simply replicate, paraphrase or quote his models, but rather absorbed them and
created a sense of originality and novelty. Staljo’s series Girl’s Dowry reveals a subtle connection with
Velazquez's masterpiece Les manines, which he related to and in which he recognized the special
moments and emotions he felt as his own child grew up.

Staljo continued to be attracted to similar subjects, and around 1966 he began a series entitled
Family, inspired by the faces of the people of Zmijanje. As spellbound as he was by the beauty of
the rough mountain, he felt even more engrossed by its people, their harsh faces and tough, stringy
bodies, whose undisguised hardness nonetheless seemed not to diminish at all the gentleness of
their parental love. Survival in incredibly difficult conditions and life’s triumph over harsh nature,
plainly visible on the skinny animals and human physiognomies showing traces of hard living, are
the subjects prevailing in this series.

The new iconography changed the plastic structure of the paintings. Instead of his earlier
fashion of grading hues, the artist now applied intense colours in the form of planes and strips,
juxtaposing them to create strong contrasts. The contours are no longer used to outline the shapes,
delimit the colours or divide the area of the painting; instead, they now turn into vibrant, dynamic
strokes, binding the energy of the whole painting.

The peaceful and idyllic phase of Staljo’s painting gradually approached its physical and

2 L. Merenik, ,,Picasso: Harizma socijalistickog modernizma”, Zbornik Seminara za studije moderne umetnosti Filozofskog
fakulteta u Beogradu, 111/IV, Beograd, 2008, pp. 128-134
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emotional end in the period between the mid-1960’s and the devastating earthquake which hit Banja
Luka in 1969. The series that ensued brought back memories and anticipated fears and painful
recollection; the artist was to return to creating idyllic and intimate ambiences only at the very end
of his life.

The politics and culture of the 1960’s were marked by shifts and confrontations between
different artistic and ideological concepts. When it comes to fine arts, the early years of the decade
saw the culmination of Art Informel, a form of abstract art. The mid-1960’s saw the rise of a painting
style labelled the ‘new figure painting’. This new orientation to figure branched off into manners
such as narrative figure painting, poetic fantasy, Pop Art, etc. These aesthetic orientations were to
develop into ‘cold figure painting” and ‘neo-romanticism’” in the next decade.

In terms of chronology, Enver Staljo intensified his work in the 1960’s and 1970’s. At the
same time, he also exhibited more in those years. Staljo was present on Banja Luka’s art scene for a
long time, and in that period he only held three solo exhibitions. He rather showed his work in joint
than in solo exhibitions, as they meant an opportunity for him to compare his work and attitudes to
those of other artists. Affiliating with the Painters” Association of Bosnia and Herzegovina opened up
many opportunities for artists from Banja Luka to exhibit across Yugoslavia, at 3rd and 4th Triennial of
Fine Arts in Belgrade, Sarajevo Salons, exhibitions of Yugoslav graphics and drawings in Zagreb, but
also at exhibitions of Bosnian and Herzegovinian art abroad, of which those in Dijon and Nice were
of special importance for Enver Staljo.* On the occasion of the Dijon exhibition of artists from Bosnia
and Herzegovina, the French art critic Jacques Lasaigne was attracted to Staljo’s work, noting that ,,the
large expressive compositions by Stajéi¢ and Staljo can be classified as paintings containing elements
of the terrible, honorable war; their evocations of fantastic elements can easily posit them in the field of
experimental art done by two other Yugoslav artists, Dado and Velickovi¢, who have already earned

# M. Husedzinovic, ,,Prilike”, in: 30 godina likovnog stvaralastva u Banjaluci, Umjetnicka galerija, Banjaluka, 1975, p. 23

59



Tpasap, 1966, y»e na naarny, 140x180 cm
Herbalist, 1966, oil on canvas, 140x180 cm

international acclaim.”* The rave review by a renowned French authority on art put the artist at the very
top of Yugoslav painting. However, he received it as the long-awaited recognition and evaluation, not
as an impetus that should have the power to propel him to go on with the public promotion of his work.

Staljo’s formats became larger in the mid-1960’s, and the feeling of intimacy was replaced by
work characterised by heightened expressiveness. He now developed to its full potential what he
only started and possibly accentuated in the last decade. A standing male figure, painted in bright
colours, is replicated from painting to painting: Man with a Basket (1966), Man with Baskets and Green
Rain (1966), Herbalist (1968), and many others. The multiplication and variance of arm movements,
gnarled fingers, an expressionless face with eyes open wide — this reflected his frequent encounters
with a herbal healer who had a most peculiar face, an expressive and conspicuous man, whom he
met daily at the local town market. The hues in these paintings are emphasised, intensified by the
manner in which paint was applied on canvas, as numerous vivid blotches.

The town market, the commercial hub of the town of old, was a constant source of inspiration
for étaljo. Located in his neighbourhood, right next to Dolac, the richness of colours, the din of human
voices, the vividness of traditional clothes and people coming from all corners of Bosanska krajina
kept attracting the attention of the curious painter. However, he was not drawn to the decorations
or traditional ornamental patterns on people’s clothes, hand-woven rugs, lace or embroidery; he
was drawn to the characters and faces of those common people, in whom he found mysticism and
sentimental lamentation over history and time.

His search for new, more powerful manners of expression was preceded by drawings and
sketches mirroring the artist’s reflection upon alienation and solitude of man. The artist first expressed
his revolt over war, killing and the general loss of humanity in his watercolours, and subsequently
also in his large paintings, such as Path of Ordeal (1967), Fall of the Humanist (1967), Help, A Cripple Has
Fallen Down (1967), and others. Though allegorical and symbolic, these figure paintings definitely

#]. Lasaigne, ,Des artistes de Bosnie et Herzegovine”, Les lettres francaises, n. 1332, Paris, 1970
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ITaa xymanncre, 1967, akBapea, 42,5x56,5 cm
Fall of the Humanist, 1967, watercolour, 42.5x56.5 cm

address certain issues plaguing society in his day. They are simultaneously products of momentary
living and of much deeper and more intimate memories. Their forms are grotesque; they are meant
to be satirical, and they intentionally disfigure primitive and anachronous phenomena and states.?

This manner of painting was intended to show anger over violence across the planet, which
according to the artist had become ingrained into his memory as early as World War II: ,As I
painted, I had to push out of my head the vision of a child who, only twelve years of age, looked at
our people killed and then hung on our linden and chestnut-trees, girls raped and then killed in our

% B. Kandi¢, ,,Zapisi o banjalu¢kom likovnom Zivotu”, Putevi, vol. 5, Banja Luka, 1967, pp. 461-466

62

park, hoards of people killed on the steps by the town market. Those are images of genocide against
the innocent that had to come out of me. In the form of paintings, but also as a cry against all evil
manifestations.”?

In his own words, he also wished to warn against the general dehumanisation he felt: ,Ever
since 1967, I have been really engaged and concerned with the position man and the problems
bothering him, alienation, dehumanisation, the ever new means of mass destruction and humiliation.
That phase is marked by yet another marker. I adopted a manner of, I'd say, robust painting, without
any excessive details or embellishments, bare, with that only which is important for the painting...”*

With his deeply held convictions and views he put man in the very centre of things, as the
bearer of activity and major historical factor, who can thus set himself free from his subjugated
position with the help of the materially and spatially constructed forms of his living, thereby
imposing his urge and ambition to change and develop actively the visual structure of his own work
and contribution to a specific environment.

The backgrounds of individual paintings resemble theatre set designs, very indicative of the
artist’s still strong connections with the world of theatre.” The prominent frontal position of figures,
which block considerably the field of vision, occupying and covering a large portion of the painting,
creates a stage-like impression. The urge we feel to focus our attention on the front of the painting,
which also contains the subject and idea behind it, deepens this impression additionally. In terms
of the relation between the figures and space, the shapes have become more plastic and the form
clearer. Basically, the modelling has been subjected to some kind of unspecified geometric structure,
whose purpose is to define the painting more clearly and accentuate it.

In the early 1980’s, Staljo developed a new sentimentally poetic relation to the world,

¥ From the interview: L. Papi¢, ,,Lutanje covjekova sudbina”, Glas, Banja Luka, 9 October 1982

2 Ibid.

» From 1959 to 1965, he worked as a set designer, puppet maker and costume designer at the Children’s Theatre in Banja
Luka, where he worked on a number of performances.
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expressed with the agitated rhythms of linear arabesques, concrete forms and looser strokes. In terms
of ideas and iconography, this phase is ‘eclectic’; in a certain way, it is a painter’s transformation of
an imaginary image or picture projecting an object as a kind of a symbol. This series of watercolours,
which shows a discreet influence of new painting, brings forth new subject matter, which has
acquired a new function in the painting. It is no longer subject to painting laws alone, but also to
external elements. It is now turned to these elements and wishes to exert influence on them.

The reflexive framework behind this manner of painting is somewhat inscrutable, marked by
subjective perception, and at the same time emphasised inside the space of the painting looking like
a repository of amassed conceptions, shapes or figures. The richness of shapes and objects presented
in these paintings features a series of free and interesting forms, of which a peculiar human leg can
be singled out, wearing an over-sized shoe: One Summer Afternoon (1982), Arrival of the Magi (1981),
Old Men Descending (1979).

Similar to the previous phase, Staljo continued to sustain pluralist sensitivity and imagination
of recollection, which he exploited as an impetus for new acts of creation. This subtle manner of
painting stems from his earlier phases and disappears almost imperceptibly in the series that ensued.

This new ‘layer’ in his art and psychology will produce a peculiar theme, the theme of
gravidity; we see a mysterious pregnant woman in the paintings. The expressive dramatics seen
previously in his work does not exist about the extended and emphatically linear figures; they appear
completely placid. Here linearity is the carrier of plasticity used to construct a specific combination
of icons, a mysterious coexistence of signs, from recognisable models to abstract forms. Whether
the figures stand frontally side by side or levitate is some kind of gravity-free space, they look like
duplicates or visual multiplications of a single motif, whose purpose is to foreshadow and underline
the act of birth of a new life, i.e. the birth of spring. These are images of suppressed and accented
sensuality, whose visual suggestiveness aims to point to a kind of spirituality and placidity.

Birth of Spring was Staljo’s last series of paintings, one which in a very specific way sublimated

his previous experiences. This series possesses a kind of vital energy, unveiling the artist’s aspirations
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Beauxke Boge, 1980, aksapea, 104x74,5 cm, BaacHuitso Myseja caBpeMene ymjerHoctu PerryOanke Cpricke
High Waters, 1980, watercolour, 104x74.5 cm, Property of Museum of Contemporary Art of Republic of Srpska
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Jeaan metnu aan, 1986, aksapea, 36x26 cm
One Summer Day, 1986, watercolour, 36x26 cm

to go further yet, to give form to the poetic imagination he carried inside him in a different,
completely new way. The combination of subjects the artist is preoccupied with in this series thus
became more general and more universal, and carries in it the image of a pure, unassuming and
exalted poetic atmosphere. The final phase of Staljo’s work is characterised by shifts, and at times
also abstract generalisations, which indicates it is the projection of some kind of inner space, of some
hidden contents of the author’s psyche. The people shown in these paintings are placed in imaginary
surrealist spaces, and as if surrendered to a kind of an unhindered automatic relationship, they
express themselves through attitudes and movements. There is a transparent pastel-like quality to
the hues used in these paintings, as if trying to achieve softness and placidity rather than intensity.
The paintings resonate with poetics, the hues are warm and the shades lighter, standing in discreet
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relationships, searched for and nurtured with the utmost care.

The last painting in the series, Old Men Came on a Summer Day (1991), is also the last painting
Staljo made. Observed today, after a considerable lapse of time, this painting may be seen as a
projection of a man’s experience of the external world, or as a projection of a life lived to its full, that
is, as a universal conception of the commencement of life, which has its beginnings and its end.

During his long career as a painter, Enver Staljo continuously focused his emotions, work and
professional efforts on the community where he was formed and worked. He always said he drew
inspiration from and discovered far-off and deep sources of spirituality in that same community. He
succeeded in creating the image of an artist as a socially, ideologically and politically autonomous
person, thoroughly dedicated to his professionalism. He was acutely aware of his roots, of the
cultural foundation and living circumstances of his community, and the pervading spirit of this
community, which he inherited and experienced in person, made an indelible mark on his opus and
its signification. That being said, Enver Staljo’s opus established a fine, unostentatious relationship
with the then contemporary trends in Yugoslav painting, and found constancy and continuity in
conditions of turbulent events and never-ending fluctuations in art in the second half of the 20"
century. It was precisely this constancy and continuity that enabled him to develop his art in a

steady, enduring manner, and anchor it permanently in the time and place which produced it.
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EnTepujep ca mptsOoM nipupogom, 1961, y.be Ha niaartny, 144,5x111 cm, BaacHuimTso YMjeTHuke raaepuje buX
Interior with a Still Life, 1961, oil on canvas, 144.5x111 cm, Property of Art Gallery BH
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Buaa I'pananh Xycenmnosuh
TPUAECET TOAVMHA CAUKAPCKOTI PAAA
I'1AC, bama Ayka, 15. aerremOap 1978.

Ensep IllTaso ce Ha BapAMBOM YTy CAMKAPCKOT 3aHaTa 40CTa paHO CyO4lO ca XTUjerheM 1
1oTpedboM 4a y OTPOMHOM BPTY YMjeTHOCTU Habe cBoje MjecTo 1 cBOj cTBapadadky kpeao. ITogeo je
CAMKaTHU Kao JAjedyak 1 ca ocaM roAHa U3A05KHO je cBoje hauke pasose. 3aueaa ce KAMIa Ha IA04HOM
TAy U II0YeJa I104aKO pacTi, 40K Huje IIpepacaa y XTujere 1 IoTpedy 4a ce IujeAy XUBOT IIOCBeTU
yMjeTHOCTH. Ycaujeauae Cy ToAMHe IIIKOJAOBama, MAajaladykux 3aHOCa, aaul OBa AbyDaB OcTala je
Hajjaya.

Ajeaa, rpymnucaHa Ha M310>K01 110 ToAMHaMa HacTaHKa 1 110 TAaBHUM CTUACKUM V1 TeMaTCKUM
ojAmKaMa, TIokasyjy 4a je Ensep Illtaso y msHasaxemy Hajrorogauje popme mspakaparma IIPBO
TI0111a0 0/, AYyAcKe ¢purype. Paan sehm 6poj mopTpera Ha KojMa IOCeOHO MjecTo Aaje KOAOPUCTIIKO]
aKkIIeHTyalluji1, Kao U CAMKe Ha KojuMa AbyAcKa purypa, TOHCK MOAeA0BaHa, HOCK y ceOu U3BjecHy
coLjaZHy HOPYKY.

Canjeaun, satum, Behm Opoj camka ca TeMoM mej3aka. Peaamcrmuxku TpeTMaH ryon
AOMUHAIIMjy U CBe BUIIIe IJe Ka eKCIIPeCBHO]j I caXkeToj popMu U3pakaparba.

PentepToap je pasHoAMK U IIMPOK, I1a 3axTujeBa u Kopuirheme seher Opoja camkapckmx
TexHuka. Hapounro je murepecantHa cepuja aksapeaa Hacraaux usmeby 1957. u 1958. rogune.
Komnosunujcku 400po pujenieHn , cAuKaHu Cy y Op3oM PUTMY ca CBUjeTAMM U IPO3payHUM
koaoputoMm. Ca g0me XOpU30HTaJe KOjy IIOCTaBhba CKOPO Ha MBUILY IallMpa, TeKy I10 BepTUKaAu
JKeHCKe 1AM Myllke Gurype AeayjaBux gpopmu Koje IoBe3dyje y IPOCTOpY, TaKoO Ja MX je yBUjeK
moryhe caraeagatu y criaery Omao pasurpanor, 0uao cmupenor mokpeta. [lo Hekum cTmackum
ocobmHaMa, OB aKBapeam Cy Oamckm corohanckom ¢pecko camkapcrsy. Mebyrtum, oxo 1960.
roaute Illtasnn mHTepec ce Buine okpehe camkamy Iejza’ka, MpTBOj HMPUPOAU U CTyAujamMa
eHTepujepa, 4a O oko 1962. roaune crBopmo Behn 6poj canka MUPHOT U ypaBHOTEXKEHOT 31aTHO
— MpKor 0OCaHCKOT Ilej3aka y KOju Hac OABOAU U3 eHTepujepa Kpo3 oTBope Iposopa. Cronuo ce
OBJje OHaj CBMjeT 3BaHa Ca OHUM CBUjeTOM yHyTpa. Y OBOM CTallaiby CBe BUIIIe IIOYMibe OAHOCUTH
Ipesary oHaj csujer yHyTpa. Mameby 1963. u 1965. roaune Illtaso oTKkpusa 3ab0paBbeHH CBUjeT

TUXMX OJaja HaIlIMxX O0aka , IporHaHe 1 3a0opaB./beHe IpejMeTe paHOT AjeTMHCTBa, Kada je 011410 Tako
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Entepujep ca nejsaskoMm, 1963, y.be Ha riaatHy, 100x109 cm, BaacHumrso Myseja cabpeMeHe ymjeTHOoCTH Perrybanke Cpricke
Interior with a Landscape, 1963, oil on canvas, 100x109 cm, Property of Museum of Contemporary Art of Republic of Srpska
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TOIIA0 Y KOAUjeBLI MAY CTapaMajKIHOj yIIyiikaHoj coou. To je nepuoga , Koanjeskun”. Mexoha un
1pepumHeHOCT KOAOPUCTUYKIX ITapTHja ca AaKuM cpyMaToM Aajy OBUM CAMKaMa Apak MHTUME U
TonAMHe, IoAcjehajy Ha gparoijeHe MeaabOHe y KOje ce CTaB/ba HajMUAUjU IIpeAMeT. Aau, KOAUjeBKa
ce roummbe pacisjetasatu HasHadasajyhu Iltasun nospatak ¢urypu. V koaopur ce Mujema, a
dopmar cauke je cee Behm. ¥V crBapy, KoAmujebKa HaIlyIlITa CUTYPHO YTOUYHIIITe coOe 1 ITpeAasy Ha
palpeHe pyke Majke MAM y Hapydje olla, 40K KOHa4YHO He A00Mje HOBO o0amdje - cemet. Jpax
MHTMUMe YCTyIla MjecTo eKCIIpecBHOM M3pasy. Hesrpamua seanka ¢urypa yosjeka, YBOPHOBaTHUX
IIpCTa, I POM OTBOPEHUX 04Mjy y Oe3raacHOM A1jaaory U y3ady4HOM Maxarby AOMMHMpPa Ha CAMIIIL.

Koaopur je onop u HaHMjeT y BeAnkuM IapeHum Ppaekama. Ope cauke Kao ga Cy Ipea3HaK
HOBOT yMjeTHMYKOI OIlpeJjesberba 3a BeAMKe eKCIIpecuBHO — (urypaTuBHe KOMIIO3NIINje Koje
HajaBayje 1967. roaune cepujom axkpapeaa. Ha muma jegna mam puite ayackux purypa aedge y
IIpOCTOPY, CyHOBpahajy ce nan ogaase, ybujek y3gurHyTux pyky. boje cy rjpna u 1ipsena. Pesoat Ha
part, youjame 1 cakaheme jorr suite he 6uty noreHnupann Ha cankama u3 1969. n 1970. roause.
Purypy osgje ipTa y HeOOMYHMM cKpahemma 11 I1ocTaBba y UMarnHapHI IPOCTOP Aa jeaHa IPeKo
ApyTe, AN Y IapOBUMa, HeKyJa ojaase nau npuaase. OBakBo KOMIIO3UIIM]CKO pjelllaBaibe, Kao U
MHTEeH3MBHe Ooje TaHKOI HaMa3sa (3e1eHa, >KyTa, I[pHa, AbyOMdJacTa) joIl BUIe I0jadaBajy edekar
orybema. Maja je Ha oBuM cankama moryhe Hahu 1 jeaan Apyru MoMeHarT : 4OBjeK CA10004HO KPy>KI
OKO 3eMbe, 10411 TaMO Hergje y OecKpajHOM IIPOCTOpPY.

Tako je lllTaso y m3Hasaxemwy Hajmoroguuje ¢popme KojoM O IIpeHMo CBOje jaBe U CBOje
CHOBe, MINIAO OJ CAUKama (QUIypa, eKCIIPeCMOHMCTUYKUX IIej3a’ka, MHTUMUCTUYKIX MOTUBA,

npepubeHOT KOAOPUCTUIKOT apTU3Ma, I1a CBe 40 Hose urypariije 1 aHTUpPaTHUX ITOPYKa.

71



Beauka xoaujeska II, 1963, yae na naarny, 138x138 cm
Big Cradle II, 1963, oil on canvas, 138x138 cm
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Vida Grandi¢ Husedzinovi¢
THIRTY YEARS OF CAREER AS PAINTER
GLAS, Banja Luka, 15 December 1978

It was fairly early on the elusive path of career as a painter that Enver Staljo felt an inclination
and need to find his own niche and his own creative credo in the vast spaces of art. He first painted
as a boy and exhibited his school works at the age of eight. This ‘seed” sprouted from fertile soil
and grew slowly, until it overwhelmed him with the desire and need to dedicate his whole life to
art. Years of schooling and youthful raptures ensued, but his passion for art held him with a most
powerful grip.

The works, grouped in this exhibition according to time of origin and major stylistic and
thematic features, show that Enver Staljo began his search for the most adequate form of expression
with the human figure. He created a number of portraits where colours are strongly accentuated, and
paintings in which human figures, modelled by means of tonal gradation, carry a social message.

A great number of landscape paintings followed. In them, the realistic treatment was
abandoned as the artist moved towards more expressive, condensed forms. His repertoire here is
varied and broad, and as such requires the use of different painting techniques. A series of watercolours
created between 1957 and 1958 is of particular interest. The composition of the paintings is well
arranged, the rhythm is fast and the hues are light and translucent. The lower horizontal plane of
these watercolours is set practically along the edge of the sheet, and this horizontal constitutes a
band connecting vertically positioned swaying female or male figures, so they can always be seen
and contemplated as entangled in movement, playful or gentle and easy. Some stylistic properties
of these watercolours remind of the fresco painting of Sopo¢ani Monastery.

However, around 1960, Staljo grew increasingly interested in painting landscapes, still lifes
and studies of interior spaces. Around 1962, he created a number of paintings showing the restful and
balanced golden-brown Bosnian scenery, taking us out of the interior through open windows. Here
the external world merges with the internal. In this merge the internal world became increasingly
prominent.

Between 1963 and 1965, Staljo discovered the forgotten world of our grandmothers’ quiet
chambers, the discarded and forlorn items of early childhood, when the cot or the granny’s cosy
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Ajesojauko pyxo I, 1963, yae Ha naartHy, 120x120 cm, aacHuiTso Becne KapaGerosuh
Girl’s Dowry I, 1963, oil on canvas, 120x120 cm, Property of Vesna Karabegovic¢
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room felt so warm. It was the “cot’ period. The colours are soft and sophisticated and there is a slight
sfumato effect, lending these paintings a sense of intimacy and warmth and reminding of lockets
safeguarding the most precious little possessions.

However, the cot motif exploded, indicating Staljo’s return to the human figure. His palette
also changed and the paintings became larger in size. In fact, the ‘cot’ feeling left the safety of the
room to move into mother’s open arms or father’s embrace, until it finally assumed a new shape
— that of the basket. The sense of intimacy withdrew before expressiveness. These paintings are
dominated by large, ungainly human figures, their gnarled fingers, eyes wide open, as if in a mute
dialogue, and their arms waving unavailingly. The colours are rough and applied in big, variegated
blotches.

These paintings seem to have anticipated a new artistic disposition to create large, expressive
compositions with human figures, which he announced in 1967 with a series of watercolours. They
show one or more human figures levitating, precipitating themselves or departing, always with
their arms raised. The colours are black and red.

His revolt over war, killing and mutilation was given an even more prominent place in the
1969 and 1970 paintings. In these paintings figures are strangely truncated, posited in imaginary
spaces, departing or approaching one over another or in pairs. This manner of organisation of the
composition ingredients, compounded with bright colours applied in thin layers (green, yellow,
black, purple), magnifies the alienation effect. Yet, another element can be seen in these paintings:
man freely circulating around the Earth, levitating somewhere in endless space.

Thus in his search for the most adequate form to convey both his waking moments and his
dreams, Staljo set out on his journey with figure painting, moved on to expressionist landscapes,
themes of intimacy and sophisticated artism, and concluded it with new figural expression and anti-

war messages.
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Uysapu Llpsene naanune, 1968, yae na naarnay, 130x140 cm
Guardians of the Red Mountain, 1968, oil on canvas, 130x140 cm
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Buxrop Majaaniimh
cAnIn y roxoAe
I'1AC, bamaayka, 18. maj 1990.

Kaga mns Xoaanauje, raje caga XusuMm , HappaTuM y bamaayky, ko4 cpogHUKa IO KPBH,
cBpaTuM peaosuto u ko4 6pahe no canun. Kog bekupa Mucupanha, ,, aunaomare” eBporickor Ayxa,
ca KOjuM ce pa3roBop HacTaBba Kao Aa Ta Hukag Hu npekunyan Hucmo. Kog Tomucaasa Ayromuha,
cabop1ia , auBep3uje” ca KojuM je Kako HaIucalle, y bocHn 1oyeao HeIITo HOBO : ..., CjeAUIbeHe y
CAMIIM HAay4dHOT ¥ YMjeTHIUKOT Ayxa...” Adyromuha , y3 4mje umMe IoHeKa ¥ Moje HaTaKHy, MOXJa
BUIIIE Ja FeMy ITaKOCTe, Hero ga MeHe dacte. Aaojsa Rypuha, xoju 1 caga nsrapa, Kako ce To paguao
y CTapa BpeMeHa I pujedjy 1 ca cAuKoM. Ty mu cjeBHy u oun Jocurna I'pannha, y mpoaasy, 6p3nHomM
u 3eaeHnaoMm Bpbaca.

Ho, jeanom o4 cabGopamna camke u3 IpBUX JaHa MAeM HOCeOHO y Xxogodamrhe y merosy
Kareauny mupa, Kyhy nokpaj tpxuune — Ensepy Iltasu. Ty maao noGjernem ms eHTpomnuje
BPEMEHa, 4a Ce Ha TPeHyTaK OAMOPUIM.

Y ToM atesmey 40KMBbaBaM IIOHOBO Kao IOCMaTpad U ca AUBAbErbeM UMH CTBaparba CANKe,
raejajyhm ymjetHuka, koju camo y cebu, u3 cebOe u riopeg, cede paba cauky 0e3 anode, moMunama
nau npedanyBama oarosopHoctu. Kakas rpeaax ! Eupep npasu cauky, a pujeu usojerasa. Jep cAuky
ce IIpaBu caM, a pujeun yue o apyrux. Ila kag pujeun gocrmjy, na ocrany 6es sHauerba, OHe YMpY,
Ia ce npetsope y nmjecak. Kaa cy pmjeun nujecak, Mmmucam ce BjeTpoM, a ocraje mycrumba. Ila ce
pujeun Mopajy, ko xohe cTBapHO ga IPOTOBOPM, IOHOBO YIUTU ITYTHOM.

ITas0, MUCAMM, TO 3Ha, I1a A€ Aabe 04 II0YeTKa y KoMme ,,Oujaliie pujed”, nae A0 CYIITHHE,
A0 Ayxa Koju ,Oujame” n npuje canke. Kag n3 Te canke uspone purype, oHe Kao Ja Cy casjaHe
04 IPOCTOPa, a jegHa APyTy HU He IIOTUpY, Hu oMeTajy. CBaka je ceOu 40BObHA y CBOjOj BAACTUTO]
gyncrohu, nynohu u npospaunocru. AusHe au MeTadope, KOjy YMjeTHUK CTBapa 13 caMOJOCTaTHe
camohe, kKoja Tpaje Ayke o4 Jdecerbeha, a U3 AyOMHe jeAHOT M jeAVIHOT IIpaIlOdyeTKa, JOBjeKy
AOCTYITHOT, OHOT 13 BAacTuTor cpua. Ta metadopa Moraa 6u ga ocBUjeTAn U OBO BpujeMe, y KOM
CBaKO CBAaKOT OITY>KYyje 3a OHaj Hajsehu HegocTaTak, ryomuTak cebe ( IIITO ce YECTO U He 3Ha).

[ITas0 Kao ga je 1 caM jeaHa , AU YaK CBaka O/ CBOjMX CAMKa, I1a CTBapa He caMo IIpOCTOpe

y canny, Beh 1 cam ¢pusmIky IpocTop y KOM cAMKa HacTaje U cToju. Jep, Kako Hammca Rypuh 3a
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/betnn aan, 1968, y e na raarny, 140x190 cm
Summer Day, 1968, oil on canvas, 140x190 cm
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CAUKe HacTale y aTedey : ,, ..HUKaJ U HUrAje HuCy Hukae sehe camke nog nyokum naadpoHom...”
HITaso ctBapa u3 cebe 1 cBOj MeTapU3MIKN U cBOj PU3MIKM ITpocTop. OHM OIeT ersucTupajy jedaH
APYTOM HI Ha TepeT, HU Ha CMeTIbY, jep UM YMCTy OeCKpajHOCT HAIIITa He MOXKe CKyYUTI.Y HOBUjUM
ITasyHMM cAMKaMa II0jaBAyjy Ce M HeKM YyAeCHM CTapLM, AMIla CKPUMBEHMUX 104, €HTPOINjOM
BpeMeHa, a Cplia 1 ounjy cse MAahux OKpeHyTuX HeBjecTaMa; MOXJa ca HaloM aa he um ose ymutu
ca AuIia Ty py>kHOhy BpemeHa. Mo>kAa cy oBe HeBjecTe Buae cMpTH, jep he ce mpasa uncroha Hahnu
TEeK M3a Ipara OHOT IIParoYyeTKa, IAje CAMKa U3BUpPE, aKo je OHA IIpaBa M ako Ce He IIOTPOIIN CBa y
TpeHay .

[Iraso, kao aa caMm y cBojoj Kyhu, atesey (aam He 1 ycaMmbeH, jep KOMyHUIMpa ca Oeckpajem),
ca yXOM Ha IyIIKy Tpaja OCAyIIKyje 3a caja jeAuHe ayTeHTU4YHe 3ByKe CBe AOK Ce Babaa He poje
HoBe pujeun. MoX4a OH 1 BOAM OBaj I'pa — CBaKaKO OHaj KOji YyBa y CpIfy — 4ucTor o4 Oe3naba.
/Ja Ou My ce peacTaBno, oH cajda usaaxe y l'azepuju y Jlakrammma, ABa BeAuKa IidaTHa U1 CKOPO
TpuAeceT Mamux popmaTa — yraaBHOM akpapea. CAMKe Koje je CTBOPMO U3 TaKBUX CBOjUX AyOuHa
U JabVHA 4a Ce IbMXOBA 3Haderba, 3a II0YeTak MOIy Ha3peTu TeK Kag, ce raeaajy U3 JasbuHe (3aTo
/lakramm ), n y TeHe3M 13 ckunia ( 3aTo Mamu popmartn ). Buano cam n n3a0x0y llltasnny, a u oy
JpylITea AMKOBHUX YMjeTHMKa Y ¥YMjeTHIUKO]j raaepuju y bamaayimu. Oopuyt hy onaj xaure: ,,...
Oaaro rpaay Koju nMa Takse caukape...” ma hy pehm: ..., 6aaro caukapuma, koju kao Illraso, umajy

cebe”. Mucanm ga je To akTyeAHO, Ka/ ce 1104 IIPUTICKOM BpeMeHa, Tako Habe 13BaH cebe.
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YTpKa 240 syOnuacror ussopa, 1969, yse na naarny, 170x170 cm
Race to the Purple Spring, 1969, oil on canvas, 170x170 cm
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Viktor Majdandzi¢
GOING TO SEE THE ART OF PAINTING
GLAS, Banja Luka, 18 May 1990

Whenever I leave Holland, where I live now, to visit my blood relations in Banja Luka, I always
call on my painting brothers: on Bekir Misirli¢, a European-spirited ‘diplomat’, with whom I continue
to talk as if we had never stopped talking; on Tomislav Dugonji¢, an accomplice to the ‘subversive
activity’ that, as somebody wrote, started something new in Bosnia, ,united in a representation of
the scientific and artistic spirit...”; on Dugonji¢, whose name is occasionally associated with mine,
perhaps more to spite him than to honour me; on Alojz Curi¢, who continues to burn with words
and images, like in the old days; finally, on Josip Grani¢, his eyes flashing in passing, at the speed
and with the greenness of the River Vrbas.

However, it is Enver Staljo, a fellow-champion from the early days, to whom I take pilgrimage
in his chapel of peace, his home by the town market. There I take refuge from entropy, trying to get
rest for a moment at least.

It is there, at his studio, that I experience anew the act of creating a painting; an observer in
awe, I behold the artist creating a painting within himself, out of himself and beside himself, without
sharing, delegating or shifting responsibility. Such respite it is! Enver makes a painting and does not
utter a single word. Why, paintings must be made independently, on one’s own, and as for words,
we learn them from others. And when words are said and rendered meaningless, they die and turn
to dust. When words are dust, thoughts are driven by wind, leaving but desert behind. Thus, if one
wishes to speak for real once more, one must learn words afresh through silence.

étaljo knows this, I reckon, so he moves further away from the beginnings, when ,there
was the Word”, goes to what is essential, to the spirit, to that which ‘was’ even before the image.
When figures come out of that image or painting, it is as if they are made of space, one neither
destroying nor disturbing another. Every one of them is self-sufficing in its purity, nocturnality and
airiness. Such a lovely metaphor the artist creates from his self-contained solitude, lasting longer
than a decade, from the depths of the one and only original source, the one accessible to man, his
own heart. That metaphor might as well illuminate our time, when we all blame one another for the

greatest loss of all, that of self (which so often eludes our awareness).
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Staljo himself appears to be one of his paintings, perhaps each and every one of his paintings, so he
does not only create spaces inside his paintings, but also the physical space where those paintings
are created and stand. For, as Curié¢ said about the paintings created at that studio, ,,... never and
nowhere have greater paintings seen the light of day under so low a ceiling...” It is from inside that
Staljo creates both his metaphysical and physical space. Then again, they coexist without burdening
or disturbing one another, for nothing can limit their pure infinity. Staljo’s more recent paintings
show extraordinary old men, their faces hidden behind time’s arrow, their ever younger hearts and
eyes turned to young brides, perhaps in hope they can wash away the ugliness of time on their faces.
These young brides may be death fairies, for true purity is to be found only behind the threshold of
that which is primeval, where paintings originate, if they are the right ones and are not completely
expended by way of trendiness.

Alone at home, in his studio (though not lonely, for he communicates with the infinite),
Staljo, with his ear to the belly of the town, appears to be hearkening to what seem the only authentic
sounds, until apparently new words are given birth. He may as well love this town — most certainly
the one he keeps at his heart — free of hopelessness. To present himself to it, he is now exhibiting two
large canvases and almost thirty small-sized works, mainly watercolours, at The Laktasi Art Gallery.
They are paintings which he brought out from so deep and far within him that their significations, to
start with, can be made out only if observed from a distance (hence Laktasi) and from their genesis
presented in the form of sketches (hence the small-sized works). I saw both Staljo’s exhibition and
the exhibition held by the Painters” Association at The Banja Luka Art Gallery. Let me reverse the
cliché saying that , a city is fortunate to have such painters”, and say instead that , those painters are
fortunate who, like Staljo, are in possession of themselves”. I think this is only proper to say in a time
whose pressures easily make one lose oneself.

ITpecranuTe ca youjamem!, 1969, y.be Ha aathy, 140x190 cm
Stop Killing!, 1969, oil on canvas, 140x190 cm
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Bopuc Kananh
AHTI'AJKOBAHOCT EHBEPA IIITA/bE
OCAOBORELE, Capajeso, 28. mapt 1970.

Buiire o4 nmeTHaecT roguHa cAMKapCcKoOT paja U IPYIIHOT U3Aararba y 3eM/bU U MHOCTPAHCTBY
Oampaayukor ymjernuka Ensepa Illtase ykasyje Ha IoTpeOy lLijeAOBUTHjer cardejaBarba M3BOPHe
IIpUpOAe TeHeTMYKOI HacTajarba M CTBapama cauke. Tmm mpuje, ako ce 40 caja HUCY Halllle
moryhHoctn 3a camocraaHo wnsaarame. Kao sehmna Oamaayukmx cTBapajalia ITPOCBjeTHMX
paanuka, u Illtaso XUBKM 04 HaCcTaBHMUKOT Xbeba ga Ou morao camkatu. I[lapagokcaano je aa 'y
taksoj cutyanuju Illtaso canka cse Beha ysbaHa 1aatHa Kojuma Kao ga kean Aa IIoKpuje 1 o0opu
31A0Be IpOBMHIMjaaHe yumaaocTu. OBe KOMIIO3MIIMje, YeCTO allCypAHOI CBUjeTa, CBe BUIIe
TeXXe 134a3y U3 OKBUpa IpeXXuBjeae Tpagulyje IpemMa OpUIMHaAHOCTY HOBe Kpealuje.

[ITasuH eKCIIpecMOHMCTUYKI Peaan3aM CBjeCHO ce yAasbaBa 04 KAaCMYHOT CXBaTarba beIioTe
1 Ha CBOj Ha4MH II0Be3yje ca eBPOIICKOM yMjeTHomrhy. ¥ TOM KOHTeKCTY, joIll AabuX, TPanu3BOPHIX
Besa 1 yruiiaja, llltaso je okpeHyT 1 IpeMa yMjeTHOCT!U eTuIIaTcKe CKyAIIType : 4a ocTBapu popMme
KOje MOTIyHUje M MCTUHUTUje M3pakaBajy M 4yBajy CYLITUHY /AYACKOI IIOCTOjamba M aTpuOyTe
yosjeka. Bjeuna Tema cTBapara — 4YOBjeK U XyMaHOCT, KaO TeMaTcKa aKTyeAHOCT, IIpeACTaB/bajy
okocHuiy IllTasMHOr AMKOBHOT UCTPaXkMBarba, TAje U cOLMjalHa TeMaTHhKa CAMKe IIPOU3NAA3U U3
XyMaHIX pa3aora.

IIpBu yaaHu mpocTopm BeAMKOr (opmarta rpajguau Cy ce Ha TeOMeTpUju UTaAMjaHCKe
IepcrieKTuBe y CBMjeTA0] ramMm Ooja pacsujeTsbeHe camkaHe ocHose. Cjeamibyje ce objekaT -
cy0jekaT, IIpOCTOp 4YOBjeKa, OOjeKTMBHO BUALMBM CBUjeT U CyOjeKTMBHa BU3Uja AOXKMB/Abaja.
IIpeameTn ce 3a004yjy, TeOMeTPUjCKM MUjerbajy U IpeTariajy y Kpy>kKHe 004A1Ke HOBOT IIpOCTOpa .
Passojue npomjeHe HacTajy Hajiipuje y ckuniama. Tako y Ijpre>kmuma 1 akBapeAnMa u30Ouja 1 IpBa
omTpuHa ncuxmake Asoanmynoctu Ilrasune amkosHe mapoauje, umje cy gopme rpoTeckHe, a
MHTeHIIuje caTupraHe. MOHOTOHOCT jeAHOOOpa3HMX PpuUIypa, MCTOBPCHOCT recTe , MeXaHU30BaHOCT
IIOKpeTa, yKadyje Ha oTyDeHOCT yoBjeka. AHra’koBaHMM KOMIIOHEHTaMa aKBapeACKU MHTUMHe
peMuHMCLeHIMje TpuOAM>KaBa ce OMIITUM TeMaMa U TOKOBMMa eBPOIICKe COLMjaaHe YMjeTHOCTI.
Cagpxxun u mpujerehe. Hocn 604y >xaoky ropunse u npkoca. Buire pesuraupano mporecryje, Hero

AE€MOHCTPAaTMBHO OTKpPHBaA.
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Masop ymopnnx, 1969, yae na naarny, 140x170 cm
Spring of the Tired, 1969, oil on canvas, 140x170 cm

Ha yanma seamxor ¢gopwmata Illtaso mnaactmaHo mpoaydayje AMKOBHM OAHOC urype
n 00je y KOAOPHO YMCTUM OJAHOCHMMaA IlAaBe, KaMeHOCHBe, IIpBeHe, 3edeHe, XKyTe ca CBUjeTAUM
oKepMMa 3eM/baHe Ooje MpocTopa. ¥ HacTojamy Aa IIOCTUTHE AMKOBHO 3IyCHYT CMMOOAMYaH HaYMH
nspaxasama, llITaso ce cymporcrassa HeybeIlIIIaHOM >KeCTMHOM MpoHHuje u nocrojehem crpaxy
0/, CaMOYHUIIITeHa allCypAHOT CBUjeTa.

Pacaojen 4oBjek gaHalImbuIle pacTradye ce 40 apXau3oBaHOI cMMOOJa Kao IPOJOPHOTr U
MpayHOT BpucKa o4aja. To je Tpaguiiuja ca caBpeMeHIM AMKOBHUM je3MIKOM y KOjUM ce Ipenianhe
HOBO U CTapo. Y IIOYeTKy Cy TO Omae peMHUHUCLeHIIje Ha BepMepoBo KaMepHO cCaBpIIIEHCTBO
My3MKe, Ha Yy 4eCHO HeIIOKpeTaH CBUjeT CTBapy U IIPOCTOpa JOBjeKa.

[ItasuHy myTesn Imoaase o/, IPBOI IMOPTpPeTa U IIej3a’ka, IIPeKo AecTpyKliuje IIpoCTopa,
IpeMa MHTUMMHOM aMOUjeHTy, 40 peAyKluje U CHUHTe3e edeMeHTapHmx oOauka. Cagamima
OesuspaxkajHa AuIla U TpyOe AyTKe, AOITacTe raase U JedeKTHa I'poMajHa Tujeda, 4ecTo Ha
IITakaMa I ca IpoTe3aMa, II0 KOHTpacTMMa MOTHBa, AMHUja I pPUTMOBa, AOHeKAe roacjehajy Ha
Aexea. Aanu, y TOM AMKOBHOM KoHIenTy cauke, Illtaso ce ocaobaba amsierma nMHAyCTpHjcKOM
AVHAMM3MY U HaIIpOTUB, 3a4p>KaBa MHTepecoBame 3a IICUXO0A0THU]y U COLMjaaHy KpUTHUKY. /IMKOBHO
je mpucyTHa TeXXmba 3a ctabuanonthy: ga ce moseha aybuHa 1 BuICMHa cAMKe UTPOM KOHCTPYKIIVje
1 xoaoputa. Moxe ce TpaXkUTH cAy4ajHa CpPOAHOCT ca Jea0HeOM y AMBEpTeHTHUM IL1aHOBUMa KOjuI
ce caaxy jeaat Ha Apyru. Ilepcriektuse ce ymHoxasajy u mupe. [IpocTop 4001ja HOBY YBpCTUHY 1
aumMensujy. CucTeMaTMYHOCT yMalbyje AMPUYHOCT 11 eMounoHaaHy cHary. llITaso ce yBujek TIoHOBO
Bpaha 00jekTy, MOXJa 4a jacHHUje AMKOBHO y4ecTByje Y COIlMjaAHOM >KMBOTY U TeXKibaMa 4JOBjeKa
3a ycBajameM XyMaHuTerTa. Vl Taj 13BjecHM, BMCOKO yMjeTHMUKY IIPUMUTUBU3AM AMKOBHe (popMe
npoaetepujata, y csujety suben seh m xog jeaHor Beamkor nperxogHuka Xeregyminha, y cBojoj
CYIITUHI HUje 3aI10CTaB/bao eCTeTCKM calprKaj U CyDjeKTUBHO IICHXO0AOIIIKe KOMIIOHEHTe, HeTo ce Ha
CBOjcTBeH HauuH passuja u y lltasunoj canmmn.

[ITasuy GuUrypaTuBHM peaansaM, acolijaTUBaH 110 OAPUIIAY 04 PeaArCTUIKOT CXBaTamba

MOTHBA, YCMjepeH je IlpeMa AMKOBHOM OOHaBbamby 1ocrojeher ceujera. Ocaobaba ce HemokpeTHuX
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CTBapM IPUTYIIEHOI KoJopuTa, yBehaBameM IIpesMeTHOI cBMjeTa M3 3aTBOPEHMX eHTepujepa,
OCTBapereM MHTUMHIX aMOujeHaTa 11 AyXOBHMX ITej3axka. Kao rmokperu taa, Tasacajy ce XopusoHTale
cBujetao cMmeber, seaeHor, syOmyacTor, XyTor mpocropa, pesepHo Oezamunux ¢urypa. Taj
IICUXO@MOTUBHM CEeH3MOMAUTET IIPUCYTaH je y HajHOBMjUM CAMKaMa OBOTa BpeMeHa I IIpOoCTopa.
AoxXuBmaBame cyjapa, yaapa , XpTaBa, MOXJa IIOTpec, IIOKpeT 40 A0AMpa, jeAHe Haje Kao 3HaKa
3a OKyILbarbe, y MAY3MOHMCTUYKO] MHPOPMaLIUjyi CUHTETU3Yje CAUKOM Kao BU3YeAHOM UUHeHNIIOM
n ounraegnom mcrtuHoM. Illtaso 3agp:kaBa ckericy >kusyher sBpemena pacrakameM MaTepuje u
pacaojaBameM cBujecT 1 004uKa, AepopMalnjoM U gereHeparnjoM byAcke urype, riaje ce
rope/ CBUX IIOMjepamha pa3Bujajy TeKToHcKM uspiurhe ¢popme. Kpos BusmcekIimjy npomiao-cru,
13 peHecaHce yCBaja MAy3MOHU3aM, JOHeKAe IepcrekTusy u nponopuuje. Texxehu npsencrse-
HO jeanocrasHocTH, IlTaso je 3aap>kao U TPajHO AMBAbEIbE IpeMa IOTCKO] TeXIbM HecKaaay,
jako HarJallleHIM IOKpeTuMa KOju CKpMBajy TajaHCTBEHOCT I1AaCTUYHUX 00AMKOBamba y CAUIIN
jeanor Masaua 1 HeeAeraHTHMM U HeJONaAANUBUM puUIypama Yueaa,oluMibeHe HeCTBapHUM
BOAYMEHOM U PUTMUYHO IPYIIMCAHUM IIPOCTOPOM.

Camocraano u c10004HO oIlpejedyje ce, caXklMa, pasaydyje CpoAHe Teopuje U IIpaBlie.
Herupajyhu npoayxyje tpaannujy. Cankapckum pajoM U JAjeaoM IIOBe3yje ce ca MOAEpPHOM
ymjetHomthy EBporie ga Om ysmmao m caMm cTBapao CBOjy AMKOBHY KyATypy U cBOje gjeao. Hu
MUCTHYaAp, HU Aupudap, Hu pomantudap, Ensep Illtaso ce m34B0j1O Kao M3y3eTHO aHIa>kOBaH I

AOHEKJe COLMjaaH!U CAMKap CBOora BpeMeHa y bocHn, aa ajeaom canjeau mpomjeHe XKMBOTa.
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YTpka g0 mopa, 1970, yne na naatny, 170x170 cm
Race to the Sea, 1970, oil on canvas, 170x170 cm
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Boris Kandi¢
ENVER éTAL]O’S SOCIAL ACTIVISM
OSLOBODENJE, Sarajevo, 28 March 1970

Banja Luka’s artist Enver Staljo has created and exhibited his works in joint exhibitions for
longer than fifteen years now, which proves the need to contemplate, from a broader perspective,
the authentic character of the genetic making and creation of his painting. Even more so if the painter
has not previously had an opportunity to exhibit in a solo exhibition. Like most of Banja Luka’s
painters-art teachers, Staljo earns his living as a teacher in order to be able to paint. It is paradoxical
that in such circumstances Staljo should produce ever bigger oil canvases, as if he wished to cover
and knock down the walls of provincial hideboundness. These compositions, often depicting the
world’s absurdities, show a growing tendency to leave the confines of an obsolescent tradition for
the originality of new creations.

Staljo’s expressionist realism consciously departs from the traditional understanding of
beauty and finds its own way to relate to European art. In terms of the earlier, original relations
and influences, Staljo also turns to the Egyptian art of sculpture: creating forms that express and
preserve the essential quality of human existence and attributes of man more completely and more
truly. The ever-present subject of creation — man and humanism, as a subject of concern in our time,
forms a basis for Staljo’s experimentation with art, where social themes are presented in paintings
for humanistic reasons.

On his first large oil canvases Staljo exploited the geometry of Italian perspective, applying a
light palette onto an illuminated, painted background. The object and subject are united into one, the
space of man, the objectively visible world and a subjective interpretation of experiences. The objects
are rounded and their geometry altered and transformed into circular shapes of new spaces. The
changes marking the progression of ideas are visible in sketches. For example, the sharpness of the
psychological duplicity of Staljo’s artistic parody, whose forms are grotesque and whose intentions
are satirical, is first seen in drawings and watercolours. The monotony of his uniform figures, the
homogeneity of their gestures and mechanical character of their movements indicate man’s state of
estrangement. The watercolour-like elements, evocative of private reminiscences, bring him close to

the common themes and trends in Europe’s social art. There is also a threatening quality to his work.
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It suggests painful bitterness and spite. It is rather an expression of resigned protest than of pointed
revelation.

In his large oil paintings Staljo elaborates the plastic quality of the relationship between his
figures and colours, applying clearly delimited blue, stone grey, red, green and yellow against the
light shades of ochre of the surrounding ground. In his efforts to achieve symbolically condensed
expression, Staljo simultaneously confronts, by means of untempered, vehement irony, the prevalent
fear that this absurd world might destroy itself.

Today’s divided man abandons the symbol rendered archaic as a shrill and dark scream of
despair. This is a tradition in the language of contemporary fine art, which combines the old with
the new. At the beginning, there were reminiscences of Vermeer’s chamber music perfection, of the
miraculously immovable world of things and the space of man.

Staljo set out on his journey with portraits and landscapes, passed through a phase of
destruction of space, of intimate ambiences, and ended up with the reduction and synthesis of
elementary forms. He now paints expressionless faces and hard-looking puppets, spherical heads
and massive, defective bodies, often with crutches or artificial limbs, and the contrasted motifs,
lines and rhythms are somewhat evocative of [Eze]. But this artistic concept purges Staljo of all
admiration for industrial dynamism and keeps him focused on psychology and social criticism.
In terms of artistry, there is an inclination to stability, a tendency to increase the depth and height
of the painting by putting the structure and colours in a relationship of interplay. The divergent
planes overlying one another suggest an incidental similarity with [Delaune]. The perspectives
have multiplied and expanded. The space has been given a new dimension and become solid in a
different way. The systematic approach diminishes the lyricism and emotional strength. Staljo keeps
returning to his object, perhaps to make his art take a more active part in social life and man’s efforts
to adopt humanism. This peculiar, highly artistic primitivism of working class painting, previously
seen by the world in the works of the great predecessor Hegedusi¢, did not essentially neglect the
aesthetic contents or subjective psychological components, which Staljo also develops in his works
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in his own peculiar way.

Staljo’s realistic figure painting, evocative for its rejection to view motifs realistically, is
oriented towards a regeneration of the existent world by means of fine arts. He gets rid of immobile
things in subdued colours by enlarging the objects found in enclosed interiors and creating private
ambiences and spiritual landscapes. Like soil shaking, plastically impersonal figures undulate in
horizontals of light brown, green, purple and yellow. This psycho-emotional disposition is present
in the most recent paintings of this period and area.

Providing illusionary information, he uses images as visual facts and the obvious truth
to synthesise the experience of collisions, impacts, victims, perhaps of a tremor, movement to a
touch, some sort of hope as a sign to rally. Staljo keeps the scepticism of his time by decomposing
matter and stratifying consciousness and shapes, by deforming and degenerating the human figure,
which nonetheless, in spite of all imaginable dislocations, leads to tectonically more compact forms.
He vivisects the past to adopt Renaissance illusionism, and to some extent also perspective and
proportions. While he primarily strives to achieve simplicity, Staljo also continues to admire the
Gothic taste for disharmony, most emphatic strokes disguising the mysterious artistry of painters
such as Masaccio, and Uccello’s inelegant and unappealing figures, mesmerised by unreal forms
and rhythmically organised space.

Staljo makes his choices independently and freely, synthesising and differentiating between
related theories and movements. He negates in order to continue tradition. He relates to Europe’s
modern art with his work and opus, in order to borrow and create his own fine art and his own
characteristic work. Neither mystical nor lyrical nor romantic, Enver Staljo has set himself apart as
an actively engaged and to some extent also a social painter of Bosnia in his day, keeping track of life
changes.
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ITopoaura, oko 1956, npresx, 41x28,5 cm, BA. mopoaniie Joprh
Family, around 1956, drawing, 41x28.5 cm, Property of Jovi¢ family

ITopoauia, 1956, nprexx yrasenom, 84x61,5 cm, saacunimrso KyatypHor nenrpa bancku Asop
Family, 1956, charcoal drawing, 84x61.5 cm, Property of Cultural Centre Banski Dvor

Cryanja, oko 1956, 1iprexx, 56x39 cm, Ba. mopoaurie Kecirth
Study, around 1956, drawing, 56x39 cm, Property of Kesi¢ family
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Tpu rpanuje I, 1958, Ty na narmpy, 50x70 cm Tpu rpanuje II, 1958, Ty na nmanmpy, 50x70 cm
Three Graces I, 1958, ink on paper, 50x70 cm Three Graces II, 1958, ink on paper, 50x70 cm

Ajesojka, 1958, Ty na nmanupy, 50x70 cm »
Girl, 1958, ink draw on paper, 50x70 cm
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Urpa, 1956, axBapes, 45x55 cm Urpa y mrymn, 1957, aksapea, 70x50 cm
Game, 1956, watercolour, 45x55 cm Game in the Wood, 1957, watercolour, 70x50 cm
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AjeBojka ca roayoom, 1958, ye Ha maathHy, 68x90 cm Ajesojke y usujehy, 1958, y.pe Ha 11aatHy, 50x92 cm
Girl with Pigeon, 1958, oil on canvas, 68x90 cm Girls among Flowers, 1958, oil on canvas, 50x92 cm

JKene y sohmaky, 1958, remmiepa Ha KapToHy, 61x67 cm, BaacHuIITBO ropoautie Hnuanh
Women in an Orchard, 1958, tempera on cardboard, 61x67 cm, Property of Sindi¢ family
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m, Property of Grandi¢ family

, 47x67 ¢

tempera,

'’

Mprsa mpupoga, 1958, remriepa, 47x67 cm, BA. mopoantie I'pananh

Still life, 1958
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Ilejzak, 1959, ye Ha maatHy, 36x45 cm, saacuumrso UniCredit Bank bama /lyka Ilejsax I, 1960, ypve na naarny, 62x41,5 cm
Landscape, 1959, oil on canvas, 36x45 cm, Property of UniCredit Bank Banja Luka Landscape I, 1960, oil on canvas, 62x41.5 cm
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Iejzaxx 11, 1960, y»e Ha niaathy, 66,5x50 cm
Landscape II, 1960, o0il on canvas, 66.5x50 cm

ITejzax 11, 1960, y»e Ha maatHy, 98,5x86,5 cm
Landscape III, 1960, oil on canvas, 98.5x86.5 cm
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Entepujep, 1961, ybe Ha iaatHy, 135,5x98 cm, Baacuummtso Mycrade Kpiraaxa
Interior, 1961, oil on canvas, 135.5x98 cm, Property of Mustafa Krslak
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IMejsax, 1962, ype Ha maathHy, 115x115,5 cm, Baacunmtso Becte Kapaberosih Enrepujep ca npegjeaom, 1962, yve Ha naarny, 113,5x113,5 cm, aacanintso Kyarypuor nenrpa banckn asop
Landscape, 1962, oil on canvas, 115x115.5 cm, Property of Vesna Karabegovic¢ Interior with a Landscape, 1962, oil on canvas, 113.5x113.5 cm, Property of Cultural Centre Banski Dvor
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Entepujep ca nipegjeaom I, 1964, aksapea, 16x16 cm Entepujep ca npegjeaom III, 1965, aksapea, 16x16 cm
Interior with Landscape II, 1964, watercolour, 16x16 cm Interior with Landscape III, 1965, watercolour, 16x16 cm
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Enrepujep ca npegjeaom I, 1964, aksapea, 16,5x7,5 cm
Interior with Landscape I, 1964, watercolour, 16.5x7.5 cm
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Enrepujep ca peajeaom 1V, 1965, aksapea, 16x16 cm
Interior with Landscape IV, 1965, watercolour, 16x16 cm
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Koanjeska III, 1963, axsapes, 23x25 cm Koanjeska VI, 1963, akapea, 22x31 cm
Cradle III, 1963, watercolour, 23x25 cm Cradle VI, 1963, watercolour, 22x31 cm
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Koanjeska I, 1963, akapea, 24,5x28,5 cm Koanjeska I, 1963, aksapea, 24,5x29,5 cm
Cradle I, 1963, watercolour, 24.5x28.5 cm Cradle II, 1963, watercolour, 24.5x29.5 cm
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Koamnjeska X, 1963, aksapes, 19x16 cm
Cradle X, 1963, watercolour, 19x16 cm

Koanjeska IX, 1963, aksapes, 22x27 cm
Cradle IX, 1963, watercolour, 22x27 cm
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Ajesojuniia y koaujesy, 1964, aksapes, 25x24 cm
Little Girl in a Cradle, 1964, watercolour, 25x24 cm

Ajesojauxo pyxo I, 1964, aksapea, 24,5x31,5 cm
Girl’s Dowry I, 1964, watercolour, 24.5x31.5 cm
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Ajesojauxo pyxo V, 1964, aksapes, 30x40 cm Ajesojauko pyxo, oko 1965, aksapes, 40x27,5 cm, BaacHuiutso 'opgane Kerpman
Girl’s Dowry V, 1964, watercolour, 30x40 cm Girl’'s Dowry, around 1965, watercolour, 40x27.5 cm, Property of Gordana Kecman
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Ajesojauxo pyxo VI, 1964, aksapes, 26x38 cm Ajesojauko pyxo III, 1964, y.»e Ha naatny, 69x110 cm
Girl’s Dowry VI, 1964, watercolour, 26x38 cm Girl’s Dowry 111, 1964, oil on canvas, 69x110 cm
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Enrepujep ca mpegjeaom, 1964, yve na naatny, 124x144 cm
Interior with Landscape, 1964, oil on canvas, 124x144 cm
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Ilejsaxx, 1964, yve na maatny, 100x67 cm
Landscape, 1964, oil on canvas, 100x67 cm
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AJjeBojka Ha Komy, 1965, ype Ha n1aaTHy, 130x180 cm JKena ca gjeretom, 1965, ybe Ha aarHy, 130x140 cm
Girl on a Horse, 1965, oil on canvas, 130x180 cm Woman with a Child, 1965, oil on canvas, 130x140 cm
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Yosjex ca gjerioM, 1966, yve Ha rmaatny, 120x180 cm Jeaan aan Ha naanuny, 1967, yve na naatay, 140x190 cm
Man with Children, 1966, oil on canvas, 120x180 cm One day in the Mountain, 1967, oil on canvas, 140x190
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Aaposu BpeMena, 1968, ye na naarny, 140x190 cm Hacemasarbe BjeTpa, 1968, yne na naarny, 140x190 cm
Gifts of Time, 1968, oil on canvas, 140x190 cm Settlement of the Wind, 1968, oil on canvas, 140x190 cm
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Cryamnja I, 1968, akBapea, 42,5x56,5 cm
Study I, 1968, watercolour, 42.5x56.5 cm
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Cryamnja III, 1968, aksapes, 42,5x56,5 cm
Study III, 1968, watercolour, 42.5x56.5 cm
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Cryauja I, 1968, aksapea, 42,5x56,5 cm Cryauja 1V, 1968, aksapea, 42,5x56,5 cm
Study L, 1968, watercolour, 42.5x56.5 cm Study IV, 1968, watercolour, 42.5x56.5 cm
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Aorabajn ucrroa spara, 1970, y.be Ha maatny, 170x170 cm ITpeniosnasame Hapriuca, 1970, ye Ha maarhy, 190x180 cm
Happenings under the Door, 1970, oil on canvas, 170x170 cm Recognition of Narcissus, 1970, oil on canvas, 190x180 cm
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/loB Ha MOpcKy 1tuty, 1971, ybe Ha niaatny, 170x170 cm Aorabaj y Bpty, 1970, ybe Ha m1aaTHY, 169,5x169,5 cm, BaacHumTso My3eja cabpemene ymjetHocTr Perry6.anke Cpricke
Sea Bird Hunt, 1971, oil on canvas, 170x170 cm Happening in the Garden, 1970, oil on canvas, 169.5x169.5 cm, Property of Museum of Contemporary Art of Republic Srpska
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bes nasusa, 1978, aksapea, 104x73,5 cm, Baacuuiurso I'opgane Kerpman bes nasusa, 1983, akBapes, 98x68 cm, BaacHUIITBO TTopoaurie I'pananh
No Title, 1978, watercolour, 104x73.5 cm, Property of Gordana Kecman No Title, 1983, watercolour, 98x68 cm, Property of Grandic¢ family
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bes Hasusa, 1982, akBapea, 95,5x68,5 cm, BaacHuinTso /byourie u Pajka Kysmanosuh Pobeme 1oz, oBHyjckom KoxkoM, 1981, aksapes, 75x100 cm
No Title, 1982, watercolour, 95.5x68.5 cm, Property of Ljubica and Rajko Kuzmanovi¢ Birth under Sheepskin, 1981, watercolour, 75x100 cm
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Hexko je mpemnaarmo seaene kose, 1981, y.pe Ha n1aatny, 31x30 cm ITyesa na kocu gjesojke, 1981, yae na naarny, 31,5x29,5 cm
Someone Scared the Green Goats, 1981, oil on canvas, 31x30 cm Bee on a Girl’s Hair, 1981, oil on canvas, 31.5x29.5 cm

144 145



-

= =
.

Cnaazak Oujeanx Koma ca cusor 0paa, 1981, ybe Ha naatny, 175x175 cm Pobeme 1104 oBHyjckoM KosK0M, 1983, ybe Ha 114aTHy, 40x40 cm
Descent of White Horses Down a Gray Hill, 1981, oil on canvas, 175x175 cm Birth under Sheepskin, 1983, oil on canvas, 40x40 cm
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Kene y Oarrru I, 1983/84, y.ve Ha riaathy, 175x175 cm Kene y 6amrru 11, 1985, ypve na maatny, 175x175 cm
Women in a Garden I, 1983/84, oil on canvas, 175x175 cm Women in a Garden II, 1985, 0il on canvas, 175x175 cm
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Asuje xene y spTy I, 1983, akapea, 55x75 cm Can 6pemennre >xene, 1983, aksapes, 70x97,5 cm
Women in a Garden II, 1985, oil on canvas, 175x175 cm Pregnant Woman’s Dream, 1983, watercolour, 70x97.5 cm
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Asuje xeHe y BpTy I, 1986, akBapes, 33x25 cm Asuje xene y spty I, 1986, akBapea, 33x35 cm
Two Women in a Garden I, 1986, watercolour, 33x25 cm Two Women in a Garden II, 1986, watercolour, 33x35 cm
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CyHuaHM AaH Komba (anntnx), 1985/86, aksapea, 42x42 cm Aunrtnx, 1989, aksapes, 23,5x21,5 cm
Sunny Day for Horses (diptych), 1985/86, watercolour, 42x42 cm Diptych, 1989, watercolour, 23.5x21.5 cm
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bes Hasusa, 1985, akBapes, 69x52 cm, BaacaninTso ['opana Taamha baaskena >xena gouekyje LpHOT Komba, 1986, aksapea, 58x85,5 cm
No Title, 1985, watercolour, 69x52 cm, Property of Goran Tali¢ Blissful Woman Welcomes a Black Horse, 1986, watercolour, 58x85.5 cm
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Aoaasak riposeha, 1990, akBapes, 24,5x32 cm CyHuaHn gaH Koma, 1990, aksapes, 25x39 cm
Arrival of the Cpring, 1990, watercolour, 24.5x32 cm Sunny Day for Horses, 1990, watercolour, 25x39 cm
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Entepujep crape xyhe I, 1984, yne na naartmy, 50x50 cm Entepujep crape xyhe II, 1984, y.ne na nmaatny, 60x50 cm
Interior of an Old House I, 1984, oil on canvas, 50x50 cm Interior of an Old House II, 1984, oil on canvas, 60x50 cm
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Enrepujep, 1978, y e Ha naartny, 88,5x68,5 cm, BaachumTso /busane u Bojucaasa Epuer MprtBa npupoga ca ripegjeaom, 1978, ye Ha naatHy, 67x49 cm, saacaunrrso Hararme Mapuh Vaosunh
Interior, 1978, oil on canvas, 88.5x68.5 cm, Property of Ljiljana and Vojislav Erceg Still Life with a Landscape, 1978, oil on canvas, 67x49 cm, Property of Natasa Mari¢ Udovc¢i¢
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bes HasuBa, oko 1958, kepamuika, 39x39x4,5 cm, BaacaninTso Becne Kapaberosuh
No Title, around 1958, ceramics, 39x39x4.5 cm, Property of Vesna Karabegovi¢
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bes Hasusa, oko 1958, kepamrika, 35x35x5,5 cm, BAacCHUIITBO ITopoautie Jopuh
No Title, around 1958, ceramics, 35x35x5.5 cm, Property of Jovi¢ family

bes nasusa, oko 1958, kepamuka, 37x37x5 cm, BAaCHUIIITBO ropoaurie MInranh
No Title, around 1958, ceramics, 37x37x5 cm, Property of Sindi¢ family
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Ensep lItaso y atesey, 1966.
Enver Staljo in the studio, 1966
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AKoO OM 4OBjeK >KeAMO U MOrao OOyXBaTUTM KOMILAeTaH AOKMB/Abaj y TPEHYyTKY, BeoMa Op30
Ou go1ao 40 Kpaja KpeaTuBHe MONU, Kpaja IIourpasama ca IpoMeTejckoM BaTpoM y cebn. Ca apyre
CTpaHe, YOBjeKOBa BjeyHa HacTojarba UAY Ka YHUBEP3yMy, Ka KoMmIlaeTHOM ¢popmupamny CsujeTa,
IeTOBIM MMjeHaMa, HacTajarbliMa U HecTajarbuMa.

He mory 6utn 3agosoban ca MunmjatypaMa Kaeea,a Hu rpanaAno3HoM ysHeceHomhy yosjeka
Koy Pybenca. Camam 1 Tparam y ceOu 3a CBOjUM CHOBMMaA, 32 TOTaAHMM OAHOCHMa CBUX AMKOBHIX
cnaa, Koje mokpehy Oyjurly pujeke y mern. byaum ce ga Oux 5xusno, a cas je cauka. JKusum ga 6mx
CAMKao MeAUTaIlMjy CHa, KOja je BUIIIe MOja jaBa O/ e caMe.

Aa an 6use3n Mory outy ogHocu 6ojeHe MaTepuje, cBjeTaa, popMe 1 rpocropa? Jda au moja
KPB MOXe Ja ce IIPeTOYM, CHarOM ¥ KOAMYMHOM paga y mMoje gjeao? Ja Au je TOTaAHOCT MHTepeca
aHaxpoHa, Ka/, ce TMYe caMe CAMKe I lheHe MarnyHe Mmohn? Ja Au KoAndnHa eHepruja y MeH! U 1o
MeHn oapebyje pesoaynujy HerpekuHyTor Toka? /Ja Au mpocamaHoO Ajeao, IMOTIYHO AepUHUCaAHO
KpO3 >KMBOT, HaTaA0KeHO BpUjeAHOCTIMa, OCTaje AMKOBHI DacTMOH ycaM/AbeHIKa KOMe je OHO cacMa
AOBO/HO 3a Aa/bV HAarlop?

Ja an gjeao umMa A0BOHO MeHe Kao Omha, Kao jeaunke? Jakae, y CyImITuHM, Aa AU je TO
CAMKapCTBO Ka/beHO KpO3 KOHTUMHYUTET peBOAyILMje Y MeHI, Moje, Moje A0 Te Mjepe Ja ra CBOjoM
KPB/bY MOTY IOTIIMCATH MAM Ha Hhera yAapuTu MyXyp 04 MeHe caMOr?

3HaM 4a ja 1 MOje CAMKapCTBO OCTajeMO caMI ca COOOM, MUCAUM Aa CMO TOAMKO MOhHM Ja
u Aasbe TpajeMo Oe3 nkaksux Vsama. OHO, Kao 1 ja, Huje HMUMja cBojuHa. CBe je TO SKMBOT KOjI ce

IIperadye y KOHa9HOCT.

Ensep IllTaso

3anmcano y JoAally, y jeceH, paHIX OcaMAeceTux
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Ensep Hlraso, ,,I'aac”, ceaamaecetnx
Enver Staljo, , Glas”, seventies
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Me

If the man wanted and could grasp a complete impression in a moment, he would come very
fast to the end of creative power, the end of play with the Prometheus fire in himself. On the other
side, human eternal endeavour are directed toward Universe, toward the complete formation of the
World, its change, rising and disappearing.

I cannot be satisfied with miniatures of Klee, nor with the grandiose elation of the man of
Rubens. I dream and search for my dreams in myself, for total relations among all painting forces
which initiate the torrent in me.

I wake up to live, and a dream is the painting. I live to paint the meditation of dream, that is
more real for me than real existing world.

Could marks be relations of painted matter, light, form and space? Could my blood be
poured, with the strength and amount of labour, into my work? Is the totality of interest anachronic
concerning the painting itself and its magic power? Does the amount of energy in me and according
to me determine the revolution of continuous course? Does the work being dreamed of, completely
defined through life, with sedimented values, remain art bastion for a reclusive man to whom it is
entirely enough for further effort?

Does the work have enough of myself as a being, as an individual? Well, in fact, is the painting
hardened in me through the continuity of revolution, mine, mine to the very measure that I could
sign it with my blood or that I could put the seal on it of me, myself?

I know that me and my painting are staying with ourselves, I think that we are so powerful
to last further on without any —isms. It, like me, isn’t anyone’s property. That is all life pouring into
eternity.

Enver Staljo

Written down in Dolac, in autumn at the beginning of eighties
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Ensep H:[Ta/bO, 1938.
Enver Staljo, 1938
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Engep raso ca majkom Andom, 1938.
Enver Staljo with his mother Diba, 1938

BUOIPADUJA

1931. EnBep Illtabo pobeH je y bamwaayru 18. asrycra kao cuH jeaunan majke Aube (Cejannosuh)
u ona Ilemnaa, Baaaunor uynnosnmnka. Ogpacrao je y xyhu Cejaunosnha, mMajunmHux poauresa,

OKpY>kKeH sby0aBay pogurtesa, djeaa Maxmyra u 6ake 1o majiu, Vizere.

1941 — 1945. Beauke IpoMjeHe y MAUAMYHOM ITIOPOAMYHOM >KMBOTY HaCTajy IIOYETKOM parTa.
Ilopoauna je Omaa cBjedOK YCTAIIKOI Tepopa MpeMa HajOAVDKMM KOMINMjama, M Yy TaKBUM
HeMOryhuM yca0B1Ma CBeCpAHO IIOMake 3aTBOpeHe IIpujaTese, IITO TpajHo yuspiihyje gjedakose
MopaaHe crasose. ITopoauiia rydu gom y caBe3HMYKOM OOMOapoBamby TOKOM IOCAhEAbUX JaHa
para. I'yburak gjeaa n Oake, Te Ilepmuog y KojeM My HaKOH para oTall laja y HeMIAOCT I10CAuje-
paTHUX BAACTH, YCIINO je IIpeBAajaTi y3 AbyOaB 1 YBpCTUHY Majke Aube 04 Koje je Hay4no Aa OApKu

MOpaA U HUKaJ, He XPTByje CBOj IIOHOC 3a 01110 KaKaB HallpeJax.

1946. BeoMa paHO je MCIIOAMO CTBapaladke aMOMIMje U >Keby JAa CBOj paJd IpeACcTaBM jaBHOCTH,
camMocTadHa M310K0a ogpkaHa 1946. roause je Ha ogpebeH HaumMH oOOMbeXMAa ¥ HETOBO
npodecuoHasHo onpegjesemse. I[Ipsy camocraany m3aoxOy MMao je jomr y ocMoOj TOAMHM Ha

vHunyjatupy yunurtesuie Coduje TomOoaanu xoja je Mmehy nipsuma oTKpuaa merosy 4apOBUTOCT.

1952. 3aBpmasa Cpeaiby TeXHMUKY IIKOAY U yIucyje Buiry neaaromky mkoay y bamaaynm anxo-

BHOT cMjepa. Ha Buimoj negaromxoj mkoan caukapcrso My npegaje mpogecop boxxo Huxoanh.

1953. HacraBaa 11KkoA0Bame Ha Buioj neaaromikoj mkoan y CapajeBy, rdje My CAUKapCTBO IIpeaje
npogecop Pagenxko Murmesnh, koju ce Te roagune Bpatuo y bocny, a ncropujy ymjernocrn JKapko
Buaosuh, Teopetuyap u AMKOBHU KpUTHYApP KOjU jeé YMjeTHOCT CBOjUM CTyA€HTUMa TyMaulo Kpo3

Hpecjex LjeA0KYIIHOI CAMKapCTBa O IPancTopuje 40 MOAepHe YMjeTHOCTIL.

1954. Bpaha ce y bamaayky raje ce IyH eHTy31jadMa 3alloIllllbaBa KaO HaCTaBHUK Y OCHOBHO] IITKOAM.
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Ajeanja napaga y bamaaynu, 1935.
Children’s Parade in Banjaluka, 1935

Y6pso no sanomnimabamy 13dnaa je moaeMuka OKO yBoberba Heropux HOBMX MeTOJa, 300r KOjuX
je 3amaza0 ocrao 6e3 mocaa. Y csojuM cjehamnma Ha TO BpujeMe UCTUIIAO je: ,Ha caCTaHKy aKTHBa
AVIKOBHUX Ilegarora aHaAu3MpaHa je jeAHa AeCKpPUIITMBHO — IIepCIeKTHBHa 3aBp3aaMa, 01O caM
IIPOTUB MOTPEIIHOT TyMaderhba HeKIX 3aKOHa IepCIIeKTUBe y CAMKApPCTBY, 3010 je cKaHAaA Koju
je apourpupasa xomucuja us Capajesa y Mojy kopuct. Mehyrtum, Ta nuposa nodjesa je okpenyaa
9nTaB aKTUB U ApyTe Iejarore mpoTus MeHe.” Tux roguHa, paJoBM HeroBUX ydeHrKa Mehy mpsum

y Jyrocaasuju cy ogabpanu Aa ce mrammnajy 3a UNICEF.

1955 - 1961. Apy>xeme, mpujaTebLCTBO U 3aje AHIMYKHA IIOTA€AY Ha yMjeTHOCT ca bekupom Mucupan-
hem, Aymanom Cumumhem n Azaojsom hypuhem mpepacrajy 1955. rognse y yMjeTHUUKY TPyIIy
Yemsopuua. Oxo OBOI HyKAeyca MOJepHe yMjeTHOCTM y bamaayny okynba ce MHOIITBO MAaAMX
U TaleHTOBaHMX Yy4eHMKa O/, KOjuX Cy HeKM KacHMje I1OCTaAu HIPU3HATU aKadeMCKM CAUKapy
(Kemaza IInpGerosuh, Mepcag bepGep). Tparmunom cmphy Aymana Cumuha y jecen 1961. roaune,

yMjeTHI4YKa rpyma Yemsopuia, ce paciiaga, aau OCTaje ibeH TpajaH 3Hadaj 3a Cpe4uHy y KOjoj je HacTaja.
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Ensep llltaso, Aa0js hypuh n bexup Mucupauh, Benengja, 1961.
Enver Staljo, Alojz Curi¢ and Bekir Misirli¢, Venice, 1961

1957. Tlounse apyra caoboaHMja caMKapcka ¢a3a y KOjOj CBOje CAMKAPCTBO I'pajll Ha OCHOBY

pasrpabuBama koMno3uIyje mpemMa I1aHoBMMa 1 OAHOCHMa eHTepujep — eKcTepujep.

1958. bopasu HeKoAMKO Mjecent y 3aapy. 3a BpujeMe OBOI OOpaBKa y CBOje CAMKApCTBO YBOAM

TeXHMKY aKBapeAa.
1959. IIpoBoau 11ecT Mjecelin Ha cTyaujckoM 0opasky y @pannyckoj (Ilapus, g0amna JAoape ...).

1959 -1965. Pagu xao ciienorpad, aytkap ukocrumorpad y djedujem nozopuiury. Vs ror ce nepuoga
rmaMTy npeJjcrasa ,Ilenessyra” umje je rocrosame 0110 BeoMa 3artaskeHo Ha Jjeunjem gectusaay y

[Mn6enuky 1968. roanne, raje ce Ajeunje nozopuinrte u3s bamaayke rpeAcTaBiuAO IIPBU ITyT.

1961 — 1970. Ilonoso ce Bpaha mejaromkom pagy, Ha YuuTesckoj wmKoau y bamaaynn

Ipejaje AMKOBHY Ilegarorujy. ¥ oBOM IIepuoJy HeroB paj ca ydeHHUIMMa 01O je BeoMa 3allaskeH.
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Ensep llTtaso ca cynpyrom Hlaxaujom, doaan, 1960.
Enver Staljo with his wife Sahzija, Dolac, 1960

Csake roguue je npupebusao mszaoxbe HajoObNX padoBa CBOjUX ydeHMKa, KOje Cy BpeMeHOM

Ipepacae y 3aHUM/bUB I'paAcKu gorabaj.

1962. Bjenuao ce ca Illaxamjom Jakupamh, HacraBHMIIOM MaTeMaTHKe, Tada YCI[jeIITHOM
TMMHACTUYaPKOM.

ITpuankom nocjere Benernjanckom oujenaay Mucupanh, Rypuh n Illtaso go1a3e Ha naejy Aa
KyIle KepaMmuke Ooje 1 0301bHMje ce IIOYHY OaBUTH KepaMIKOM.

Y noseMOpy je oapxkaHn [Ipsu jecetvu caron 'y bamaaynim.

1963. Pobeme xhepke l3ete. 3amounme nuxayc Koaujesku, a yOp3o HaKOH TOTa 1 IMKAYC Jjesojauio

pyxo.
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Ensep Itaso ca khepkom Msetowm, Joaar, 1965.
Enver Staljo with his daughter Izeta, Dolac, 1965

1963 — 1965. Tpaje dasa y K0joj cAnKa eHTepujepe ca KoAujeBKaMa I AjeBojauyKlIM pyXOM Y Koje je

YKAOIINO HarAalieHe eMoque poanTebCTBa.

1964. Harpaaa rpaga bamaayxke , Beceann Macaema” 3a gomere Ha moaApydjy yMjeTHOCTH,

ITpsa Harpaaa Ha Jpyzom jecervem carory (IIpeacjeAHUK Xupuja Ouo je Jocur Jeroao).

1965. MIzaox0a [edecem z00una anzaxosarie ymjemrocmu y Jyzocaasuju oap>kana y CaoseH I'pagerny y

Caosenujm.

1966. IBC (M3a05x0a bamaayuknx cankapa y CapajeBy) HakoH Koje cy bepbep, bermuh, Ayromunh,
l'amuh, I'pannh, Majaanninh, Mucnpanh, Ilehapuh, Cripemo, HlnpGerosuh u Illtaso npumMsenn
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Ensep VH_I'raA,o y aresey, 1988.
Enver Staljo in the studio, 1988

y YAYbuX (Y apyxeme AMKOBHUX yMjeTHIKa bocHe 1 Xepuierosune).

1967. Llmkayc camka 1o Ha3usoM Mueaiudu mspas cy AyOOKO yKopujermeHOT Inanudusma u

»y0aBU IIpeMa byauMa.
1969. Harpaga rpaga Capajesa Ha Jpyzom capajesckom caroty.

1970. Orkynina Harpaga Ha Tpehem capajesckom caromy.

Msaaxe Ha 131001 OOcaHCKOXeplleropauke yMjeTHOCTU Y JVIKOHY M M3A0KO0U jyrocA0BeHCKe
yMmjetHoctr y Hurpn.

[Ipeaasn y usgaauko — HOBUHCKY Kyhy ,,['aac” raje paau kao AMKOBHM U TeXHUYKM ypeaHUK. Fberos
paa je 6uo mosHar 1o rpapUIKNM MHOBalMjaMa Koje Cy ocTade Kao oOpasarj 10 KojuMma ce paanao
U TocAMje HeroBor ogaacka. Kao adpupmucann AMKOBHU ypeaHUK HOBUHCKe Kyhe ,I'aac” paau

AVKOBHO pjerierse 3a MoHorpadujy barbaiyka 1 AMKOBHO pjellierbe Ipagckor rpoa.
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Ensep lITtaso ca khepkom Angom u cynpyrom axamjom, 1991.
Enver Staljo with his daughter Aida and wife Sahzija, 1991

1971. Pobemwe xhepxe Amge msHosa 1modbybyje poaurtescky emonujy. OuapaH beIIOTOM Made
Ajesojuniie paau cepujy LpTexa papUHIpPaHOT CTUAa U eMoLuje.

OrkynHa Harpaga CCPH (Conujaanctuykor caseda pagHoOT Hapoda) Ha [lemom jecervem carony y
bamaaymn.

1978. Ymjernnuka rasepuja y bamaayiu npupebyje My perpocniekTusHy 13100y .

1978-1980. AnkoBHMA je 1 TeXHUYKU YpeAHMK Jacoruca [Tymesu.

1984. Tlosaaun ce u3 msgasamrsa. Camjean mepmos 3peanx, MeAUTaTUBHO — pePAeKTUBHUX

durypaannx komnosnunuja. VInTumMHo, npujatesu My ,A04jesyjy” Tutyay Maectpo.

1991. Vsnenaga je mpeMuHyo 2. jyHa, yBp30 IIOCAUje OTBapama M340>K0e, cMMOOANYHO Ha3BaHe

~Joaaszak nmposeha”, Ha K0joj je M3105K110 Ajeaa U3 ITOCheAbe AelleHNje CTBapaJalllTsa.
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CAMOCTAAHE N310KBE

1978. ,,Cauke n nprexun”, Vzaoxoenn caaon Joma kyarype, bamaayka

1990.

»~Canke”, oM Kyarype, Aakramn

1991. ,,Cauke”, M3zaox0eHo npoJajHu caaoH, ¥ MjeTHIMYKa ralepuja, bamaayka

KOAEKTUBHE N310XKBE

1955.

1956.

1957.

1958.

1962.

1963.

1964.

1965.

1966.

Yetsopunia, JoM Kyartype, bamaayka

Nsao:x6a nocsehena INerpy Kounthy, Crpranhn

YerBopuna, bamaayka

Yersopuiia, bamaayxka

YerBopuna, bamaayka

I1pBu jecemu caaon, barbasyka

AuxosHu ymjetnnuu bamaayke, /by0.bana, Pujeka

Apyru jecersn caaoH, bamaayka

Msa0x0a AMKOBHMX yMjeTHMKa Oarbalydkor cpesa, bamaayka
M3a0x0a canka IIOBOAOM ABajdeceToroAuinmuiie ocaooobhema bamwaayxke (bepbep, Rypuh,
Ayrowunh, I'pannh, Majaanninh, Mucupanh, Hlnp6erosuh, lltaso), Kamena srpasa

Kacres, bamwaayxa

Msaox06a bamaayuknx cankapa, Capajeso
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1967.

1968.

1969.

1970.

1971.

1972.

1974.

Axsapea XX sujeka, Capajeso, bamaayka
Msa0:x0a aksapeaa (bexup Mucupanh, Kemaa IllnpGerosuh, Exsep IllTaso, Aaojsz hypuh),
Kamena 3rpaga Kacrea, bamaayka

Tpehe Tpujenase jyrocaosencke ymerHoct, beorpag

ITpsu capajescku caaoH, CapajeBo
YerBpTH jecemu caaoH, bamaayka
MNzaoxba YAYbuX-au CAY-a, /bydrana, Capajeso

Apyru capajescku caaoH, Capajeso

ITeaeceT roguHa aHrakosaHe ymjeTHocTH y Jyrocaasuju, CaoseH I'pager

Vsa0:x0a OocaHcKOXxeplieropauke yMjeTHOCTH, JV>KOH

CaBpemena jyrocaoseHcka ymjeTHocT, Huila

Hlectn naasu caaoH, 3ajap

M3a0:x0a yaanosa [Togpy>xHuile AMKoBHUX yMjeTHUKa, Hapoano nosopuinre bocancke
Kpajune, bamaayka

Nsaoxba l'asepuje coangapuoct, bamaayka

Tpehm capajescku caaon, Capajeso

HOB y geanma ankosunx ymernuka, beorpag
bocanckoxeprerosauka ymjernocr, ITpar
YetspTHu capajescku caaos, Capajeso

Iletn jecemu caaoH, bamaayxka

Msa0:x0a yaanosa [oapy>xuune, bamaayka
MN3a0x0a uaaHosa Damaayuke IlogpykHulle AMKOBHMX yMjeTHMKa, bamwaayka, Turorpaga,
Hukmmh, Xepuer Hosu

Ceamu naasu caaoH, 3agap

AukosHu ymjetnuiin Pujeke u bamaayke, bamaayka, Pujeka

MN3a0:x6a Oamwaayukux ymjernuka (4. bepoep, O.bepbep, bemnh, hypuh, Ayromuh,
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1975.

1976.

1977.

1978.

1980.

1983.

1986.

1989.

1991.

1992.

2004.

‘Bysea, I'pannh, Mucupanh, Mynnmh, Cripemo, llltaso, Taym), I'pagcku mysej, Bykosap
Ocmu naasm caaos, 3ajap

Ywmjetnoct buX og 1945 — 1974, Ymjernuuka rasepuja, Capajeso

Ymjernoct buX og 1945 — 1974, beorpaga, AydoposHuk

Anxosun ymjernunu bamaayke, Tysaa

TpuaeceT roauHa AMKOBHOT cTBapaAamiTsa y bamwaaynu, bamaayka, Capajeso

Anxosun ymjernunu Pujeke n bamaayke, barsaayka

Craana niocraska, ¥ mjetnudka raaepuja buX, Capajeso

AuxosHu ymjernnuu bamaayke, bamaayxka

/luxosun ymjetnuuy bamaayke, 3pemannn, Cyboruia
Yetsopuiia 1955 — 1961, Beaukn caaon goma Kyarype, bamaayxka

Msaox0a Aaojs hypuh, 3aatko Aartkosuh, bexup Mucnpanh, Kemaa IllnpGerosih, Ensep
ITaso, Beankn caaon Joma kyarype, bamaayka

Craana nocraska - ymjetHocT bocne n Xepuierosune, ¥Ymjetnuuka raaepuja buX,
Capajeso

M360p ajeaa n3 mpuBaTHOT BAaCHUIIITBA, Y MjeTHUYKA radepyja, bamaayka

Nsaox06a Aaojs hypuh, bexup Mucnupanh, Easep llltaso, Maan nzaox06enn caaox Joma
Kyartype, bamaayka

Axsapean un uprexun us GpyHayca YMjeTHIUUKe Tasepuje, Y MjeTHIUIKa Taaepuja, bamaayka

Bocanckoxepuieropaukn ymjeTHuimu us pysayca Myseja cappemene ymjerHoctn Perry6anke
Cprcke, bamaayxka

180

2005.

2007.

Ensep llltaso, nsaoxoday doMy kyarype, 1983.
Enver Staljo, Exhibition in the House of Culture, 1983

IToeTnke OamaaydKnx AMKOBHMX YMjeTHMKa Apyre oAoBuHe XX Bujeka u3 pyHAyca Myseja
caBpeMeHe ymjetHOocTU Pertybanke Cpricke, bamaayka

Axpapean u nprexxn u3 pynayca Myseja cappemene ymjetnoctu Penrybanke Cpiicke,
Mysej caBpemene ymjetHocTH Perrybanke Cpricke, bamaayka
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COEHOI'PAD®UJA, KOCTUMOIPA®UJA U AYTKE, djeunje mosopumre, bamaayka

1959. bamr yeauk (creHorpaduja 1 AyTke)
I'yausep meby ayrkama (cuenorpaduja u aAyTke)
Unga Tommua xoanda (crieHorpaduja u AyTKe)

Ayroma, Tpoomwa u Bugoma (cuieHorpaduja u xoctumorpaduja)

1960. Yapobue naryue (cueHorpadpuja 1 AyTKe)
/bentotunia u 3sujep (cueHorpaduja u KocTumorpaduja)

Yapobmax 13 Osza (crieHorpaduja 1 AyTKe)

1961. Yapobna Pppyaa — Hlkpruna (ayrke)

Beceaa cumdonnja — Mauak Toro (ciienorpadgpuja 1 ayTke)

j cruMmorpaduja
Hu v Hen (CL[eHOl"paC])I/I]a Ko p Cl) ] ) Aeras nosopuiine npeacrase ,Ilenesyra”, Adjeunje nosopuinre, bama Ayka, 1965.
H_IyMa CTpI/I60pOBa (cueHorpacl)Mja u AyTKe) Detail from Theatre’s Play , Cinderella”, Children’s Theatre in Banjaluka, 1965
CpeOpossjesgana (cieHorpaduja 1 AyTKe)

3eko, 3puKo 1 jame (crieHorpaduja 1 AyTKe)

Y Llapa Tpojana xosuje y1u ( ciieHorpaduja) [Tanesayra (cieHorpaduja)

Omnaku BaacteanH (cueHorpaduja) 3exo yoOpaskeHKO (ciieHorpadpuja)

Aanbaba u yeTpaeceT xajayka (crieHorpadpuja 1 AyTKe) 3Bje3auiia mocraHka (creHorpaduja)
1962. Ilycroaosune llprunha Kanme (cnenorpadmja u koctumorpaduja) HATPAAE

Mmnauna bpucaanna (cueHorpaduja u koctumorpaduja)

1964. Harpaaa rpaga bamaayxke , Beceann Macaema” 3a gomere Ha oApydjy yMjeTHOCTA

1963. CmexxaHa 1 cegam naTy/baka (crieHorpaduja) IIpBa narpaga nHa JApyrom jecermem caaoHy y bamaaynn
1964. Yyanosare sroge u Hesroge llerpra Xaamnmha (ciienorpaduija) 1969. Harpaaa rpaga Capajesa Ha /lpyrom capajeBCKOM CaAOHY
1965. YyaHosaTta Kasbaua (crieHorpaduja) 1970. OrtkynHa Harpada Ha Tpehem capajeBckoM caa0HY

T'ocniaBuia (crieHorpadpuja)

Azaayn 1 yapoOHa Aamiia (ciieHorpaduja) 1971.  Orxynna narpaga CCPH na IletoMm jecermseMm caaony y bamaaynn
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Ensep lltaso Ha obaan Bpbaca, 1934.
Enver Staljo on the Bank of River Vrbas, 1934
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BIOGRAPHY

1931 Enver Staljo was born in Banja Luka on August 18, as a single child of his mother Diba and his
father DZemil, a government employee. He grew up in Sejdinovic¢’s house, the parents of his mother,
surrounded with love of his parents, the love of his grandfather Mahmut, and his grandmother Izeta.

1941 — 1945 Major changes in his idyllic family life occured in the beginning of the war. The family
witnessed ustasha’s terror toward their neighbours, and in such difficult conditions they were
enormously helping imprisoned friends and that permanently influenced the boy’s moral attitudes.
The family lost their home tragically in the last days of war during the bombing of the allied forces.
He succeeded to overcome the lost of his grandparents and the period when his father fell into
disfavour of postwar authorities with the love and strength of his mother Diba who taught him to

keep the faith and never sacrifies his pride in the favour of any progress.

1946 He revealed his creative ambitions very early wishing to present his work to public. His solo
exhibition in 1946 determined in a way his professional orientation. When he was only eight he had
his first solo exhibition initiated by his teacher Sophia Tombolani who first discovered his gift.

1952 He finished Technical High School and enrolled the Pedagogical School in Banja Luka,

department of art. BoZo Nikoli¢ was his teacher of painting.

1953 He continued his schooling at Pedagogical School in Sarajevo, where he was taught painting by
professor Radenko Misevi¢ who had returned to Bosnia that year and art history by Zarko Vidovié, a
theoretician and critic who interpreted art through the review of painting from prehistory to modern
art.

1954 He came back to Banja Luka , full of enthusiasm he started working as a teacher in primary

school. Soon after that there was a polemics about the introduction of his new methods and he

185



Ensep [Taso, 1960.
Enver Staljo, 1960

almost lost his job because them. In his remembrance he said: ,at the meeting of art pedagogues
one descriptive-perspective tangle was analyzed. I was against the wrong interpretation of some
perspective laws in painting and a scandal broke that was settled in my favour by arbitration of
commission from Sarajevo. However, that Pyrrhic victory turned all professional section and other
pedagogues against me.” In those years the works of his pupils were among others first in Yugoslavia
selected to be printed for the UNICEF.

1955 - 1961 Association and friendship with Bekir Misirli¢, Dusan Simi¢ and Alojz Curi¢ and their
common view on art grew into art group called “‘Four Men” in 1955. A lot of young and talented
students were gathering around this nucleus of modern art in Banjaluka and some of them became
recognized academic painters (Kemal Sirbegovi¢, Mirsad Berber). The tragic death of Dugan Simié
in the autmn of 1961 signified the disintegration of the group ‘Four Men’ but its significance for the

place of origin remains permanently.
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Ensep llTaso ca cynpyrom Ilaxsujom, asrycr 1963.
Enver Staljo with his wife Sahzija, August 1963

1957 The second, freer painting phase started in which he built his art on the basis of disintegration

of composition according to plans and relations between interior and exterior.

1958 He spent several months in Zadar. During this visit he introduced the technique of watercolour

in his art.

1959 He spents six months on study trip in France (Paris, Loire valley...).

1959 — 1965 He worked as a scenographer, doll -maker in Children’s theatre. The show ‘Cinderella’
was a famous show from this period and recognized on Children’s Festival in Sibenik, where this

theatre from Banjaluka introduced itself for the first time.

1961- 1970 He got back to his pedagogical work, teaching painting pedagogy at Teacher’s School
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Bexnp Mucnpanh, Vsera u Ensep llltaso, Aoaan, 1969.
Bekir Misirli¢, Izeta and Enver Staljo, Dolac, 1969

in Banjaluka. In this period his work with students was distinguished. He made exhibitions of his

students best works every year and they grew into interesting city event.

1962 He married éahzija Jakirli¢, a teacher of mathematics, at that time a successfull gymnast.
While they were in a visit of Venetian Biannual, Misirli¢, Curi¢ and Staljo came up with an idea to
buy some ceramic paint and start to deal with ceramics more seriously.

In November this year The First Autumn Salon was held in Banjaluka.

1963 His daughter Izeta was born. He began his painting cycle ‘Cradles” and soon after that the cycle

‘Girl’s garments’.

1963-1965 In this phase he painted interiors with cradles and girl’s garments in which he incorporated

emphasized parental emotions.
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Ensep [Iraso ca cynpyrom Maxsujom, Adoaaw, 1975.
Enver Staljo with his Wife Sahzija, Dolac, 1975

1964 He got the Prize of Banjaluka city “Veselin Maslesa’ for his achievement in art and the First prize
on the Second Autumn Salon (the president of the jury was Josip Depolo).

1965 The exhibition named Fifty Years of Comitted Art in Yugoslavia was held in Sloven Gradec in

Slovenia.
1966 The exhibition of painters from Banjaluka was held in Sarajevo after which Berber, Besi¢,
Dugonji¢, Gasi¢, Grani¢, Majdandzi¢, Misirli¢, Pecari¢, Spremo, éirbegovic’ and étaljo became

members of ULUBiH (The artist association of Bosnia and Herzegovina).

1967 The painting cycle named Invalids was a deep expression of rooted pacifism and love toward

humans.
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1969 He got the prize of Sarajevo city on the Second Sarajevo Salon.

1970 He got the Purchase Award on the Third Sarajevo Salon.

He participated on the exhibition of Bosnia and Herzegovina Art in Dijon and on the exhibition of
Yugoslav Art in Nice.

He started working in publishing-news agency ‘Glas” where he worked as an art and technical
editor. His work was famous by his graphic inovation which was used as a pattern for later work
even after his leave. As an established art editor of the news agency ‘Glas’ he made the art solution

for the monography Banjaluka and art solution of city coat of arms.

1971 The birth of his daughter Aida aroused his parental emotions again. He was charmed with the
beauty of the little girl and though made series of drawings of refined style and emotion.

He was awarded the purchase prize of SSRN (Socialist League of Working People) on the Fifth
Autumn Salon in Banjaluka.

1978 He had a retrospective exhibition in the Art Gallery in Banjaluka.

1978-1980 He was an art and technical editor of the magazine ‘Putevi’.

1984 He quit the editing. The period of mature, meditative-reflexive figural composition followed.
His friends addressed him with a title ‘Maestro’.

1991 He died unexpectedly on June 2, soon after the opening of the exhibition named symbollically
‘Coming of the Spring’, by which he presented the works from his last creative decade.
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SOLO EXHIBITIONS

1978 ‘Paintings and drawings’, Salon of Cultural Center, Banjaluka

1990 “Paintings’, Cultural Center, Laktasi

1991 “Paintings’, Presentation Room, Art Gallery, Banjaluka

GROUP EXHIBITIONS

1955

1956

1957

1958

1962

1963

1964

1965

1966

The Four Men, Cultural Center, Banjaluka

The exhibition dedicated to Petar Koci¢, Striciéi
The Four Men, Banjaluka

The Four Men, Banjaluka

The Four Men, Banjaluka

The First Autumn Salon, Banjaluka

Fine Art Artists of Banjaluka, Ljubljana, Rijeka

The Second Autumn Salon, Banjaluka
The exhibition of artists of Banjaluka county, Banjaluka

The exhibition of painting on the occasion of the 20th anniversary of Banjaluka liberation
(Berber, Duri¢, Dugonji¢, Grani¢, Majdandzi¢, Misirli¢, éirbegovié, étaljo), Stone building

Kastel, Banjaluka

The exhibition of Banjaluka artists, Sarajevo
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1967

1968

1969

1970

1971

1972

1974

Watercolour of XX century, Sarajevo, Banjaluka

The exhibition of watercolurs ( Bekir Misirli¢, Kemal éirbegovic’, Enver étaljo,
Alojz Curi¢), Stone building Kastel, Banjaluka

The third triannual of Yugoslav art, Belgrade

The First Sarajevo Salon, Sarajevo

The Fourth Autumn Salon, Banjaluka

The exhibition of ULUBiH and SLU, Ljubljana, Sarajevo
The Second Sarajevo Salon, Sarajevo

Fifty years of comitted arts in Yugoslavia, Sloven Gradec

The exhibition of Bosnia and Herzegovina Art, Dijon

Yugoslav Contemporary Art, Nice

The Sixth Blue Salon, Zadar

The exhibition of members of Fine Arts Subsidiary, National theatre of Bosanska Krajina,
Banjaluka

The exhibition of Gallery Solidarity, Banjaluka

The Third Sarajevo Salon, Sarajevo

‘NOB’ in the works of artists, Belgrade

Bosnia and Herzegovina Art, Prague

The Fourth Sarajevo Salon, Sarajevo

The Fifth Autumn Salon, Banjaluka

The exhibition of members of Fine Arts Subsidiary, Banjaluka

The exhibition of members of Fine Arts Subsidiary, Banjaluka, Titograd, Niksi¢, Herceg Novi
The Seventh Blue Salon, Zadar

Fine art artists of Rijeka and Banjaluka, Banjaluka, Rijeka

The exhibition of Banjaluka artists (D. Berber, O. Berber, Besic, Curié, Dugonji¢, Buzel, Gra-
ni¢, Misirli¢, Mundzi¢, Spremo, étaljo, Taus), City Museum, Vukovar

The Eight Blue Salon, Zadar
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1975

1976

1977

1978

1980

1983

1986

1989

1991

1992

2004

2005

2007

BiH Art from 1945-1974, Art Gallery, Sarajevo

BiH Art from 1945-1974, Belgrade, Dubrovnik

Banjaluka artists, Tuzla

Thirty years of fine arts creation in Banjaluka, Banjaluka, Sarajevo
Fine art artists of Rijeka and Banjaluka, Banjaluka

Fine art artists of Banjaluka, Banjaluka

Fine art artists of Banjaluka, Zrenjanin, Subotica

The Four Men 1955-1961, the Grand Salon of Cultural Center, Banjaluka

The exhibition of Alojz Curié, Zlatko Latkovié, Bekir Misirlié¢, Kemal éirbegovic’, Enver
étaljo, the Grand Salon of Cultural Center, Banjaluka

Permanent Exhibition — Bosnia and Herzegovina Art, Art Gallery of BiH, Sarajevo
Selection of works from private collections, Art Gallery, Banjaluka

Exhibition of Alojz Curié, Bekir Misirlié, Enver étaljo, Small Salon of Cultural Center,
Banjaluka

Watercolours and drawings from the holdings of Art Gallery, Art Gallery, Banjaluka

Bosnia and Herzegovina artists from the holdings of Museum of Contemporary Art of

Republic of Srpska, Banjaluka

Poetics of Banjaluka fine art artists of the second half of XX century from the holdings
of Museum of Contemporary Art of Republic of Srpska, Banjaluka

Watercolours and drawings from the holdings of MCA RS, Banjaluka
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SCENOGRAPHY,COSTUME DESIGN AND PUPPETS, Children’s Theatre in Banjaluka

1959

1960

1961

1962

1963

1964

1965

‘Bas Celik’ (scenography and puppets)

Guliver among puppets (scenography and puppets)

Uncle Tom’s Cottage (scenography and puppets)

‘Dugonja, Trbonja and Vidonja’ (scenography and costume design)

Magic slippers (scenography and puppets)
The beauty and the beast (scenography and costume design)
The wizard from Oz (scenography and puppets)

The magic pipe — The Miser (puppets)

Cheerful symphony — Tom-cat (scenography and puppets)
Chin and Chan (scenography and costume design)
Stribor’s forest (scenography and puppets)

Silverstar (scenography and puppets)

Bunny, Cricky and a lamb (scenography and puppets)

The Emperor Troyan has goat ears (scenography)

The mean squire (scenography)

Alibaba and forty robbers (scenography and puppets)

Adventures of Crncica Kaime (scenography and costume design)

Milica Brisalica (scenography and costume design)
Snow White and the seven dwarfs (scenography)

A chequered career of apprentice Hlapi¢ (scenography)
The strange galosh (scenography)

Gospavica (scenography)

Aladyn and the magic lamp (scenography)
Cinderella (scenography)
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i

Aeras nosopuiite npeacrase ,Ilenesyra”, Ajednje nozopuinre, bama Ayxka, 1965.
Detail from Theatre’s Play ,,Cinderella”, Children’s Theatre in Banjaluka, 1965

Bunny the prig (scenography)
The small sleepy star (scenography)

AWARDS

1964 The Prize of Banjaluka city ‘Veselin Maslesa’ for the achievement in art

The First prize on the Second Autumn Salon in Banjaluka
1969 The prize of Sarajevo city on the Second Sarajevo Salon.
1970 The Purchase Award on the Third Sarajevo Salon.

1971 The purchase Award of SSRN on the Fifth Autumn Salon in Banjaluka.
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BUBANNOTPADUJA

Karaaor nsaox06e, Arojs Bypuh, Ensep Illmawvo, bexup Mucupauh, Aywan Cumuh, bamaayxka, 26,
HOBeMOap — 6. gerteMOap 1955.

Anonnm, ,, Axunja Bpujegna naxme”, Kpajuuike nosune, barbaayka 4. noembap 1955.

Aymko Momunaosnh, , Apupmariuja Mmaaaux”, Kpajuuie rosute, bamaayka, 25. Hoembap 1955.
baro bujeanh, , IToBogom n3a05x0e yeTBopuiie Mmaaaux”, Kpajuuike nosure, bamaayxka, anpmua, 1956.
Karazor nzaox0e, [1povemna usroxoa (hypuh, Mucupanh, Cumuh, lltaso), bamaayka, anpna,
1956.

Karaaor msaox06e mnocsehene Ilerpy Koumhy (Mwmcupamh, hypwuh, Ilraso), Crpmumhmn n
bamaayka, asrycr, 1957.

Mupocaas Bpaber, ,,11310:x0a gjeujux mpresxa”, Kpajuuiie nosune, barmaayka, 22. jyan 1956.
Anonny, ,Ca HegaBHe n13a05x0e”, Kpajuuike rosutie, bamaayxa, 7. jyn 1957.

Karaaor usaox0e, I'pyna vemeopuua, anpua, bamaayka, 1957.

Bbopmnc Kauanh, ,,VI3105x0a uetBoputie cankapa”, Kpajuuiie nHosure, bamaayka, 26. arpua 1957.
Bb(opuc) Kananh, VMsaox6ba rpyrme ,,Yersopuna”, Kopujeru, 6p.1-2, bamaayka, 1957.

bopuc Kanauh, ,,YmMjernocr n kputuka”, Kpajuuike rnosure, bamaayxa, 24. janyap, 1958.

A(ymxko) Momunaosuh, ,,Pagoct xusora y ajeanjum pagosuma”, Kpajuuixe nosutie, bamaayka, 14.
¢Ppedpyap 1958.

Karazor nsaox06e, Yemsopuuya, bamwaayka, 22. —29. HopemOap 1958.

Karazor usaox0e, [Ipsu jecerou caror, bamaayka, HopemOap — gerileMOap, 1962.

Anonny, , Csu OGamaayukm caukapu Ha okyny”, Kpajuuike nosure, bamaayka, 10. geriemOap 1962.
bopuc Kananh, , /AukosHe Busmje mpocropa: I1psu jecersn caaoH OamaaydKMX AMKOBHMX PasHMKA
y Aomy kyarype”, Ilymesu, IX 6p.1, bamaayka, janyap — pedpyap 1963.

Karazor usaox0e, Msroxo0a baroaryuxux ymjemnuka, Aom JHA, /bybsana, Pujexa, okrodap, 1963.
J(anez) Mesensel, ,Umereni lepi tradicionalizem” Slikari iz Banjaluke v Domu JNA, Delo, Ljubljana,
12. oktobar 1963.

Pagmnaa Marejunh, ,,Bapujaruje Ha crape Teme”, Hosu aucm, Pujexa, 6. aertemOap 1963.
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X(amna) Xycenmnosuh, ,Texxmsa yHuBepsaaHoj cauum Hailer spemena”, I'aac, bamaayka, 1. maj
1964.

Karaaor nszaox06e, Apyzu jecerou caron, bamaayka, 26. HopeMOap — 26. gertemOap 1964.

Karaaor nsaox6e, Msroxoa aukosrux ymjemuuxa darvaryukoz cpesa (mpearosop ®yaa baamh, Buaa
I'panauh), Mzaox06enn nasusoH, Capajeso, 22. Hosembap — 4. mapT 1966.

A(ymko) M(omunaosuh), ,,Cankapu >xuse og, caase”, ['aac, 25. jyan 1966.

Kataaor nzaox06e, Axsaper XX sujexa (npearosop Ap Cmuska lllnuuk), YMjerHnuka raaepuja buX,
Capajeso, 5. gertembap — 10. jaryap 1967.

Karaaor nsaox6e, Tpehe mpujeriare Auxosrux ymjemrocmu: Terdenuje ekcnpecuoHUCMuukoz pearusma
(mpearosop Mupko Jytepiex), 6 jyau — 15. cenirembap 1967.

Karazor nsaox0e, Msroxoa YAYbuX u CAY 68, Capajeso, janyap — ¢pedpyap 1968.

bopuc Kananh, ,,3a jeanncrso ymjeTHOCTI 11 casHamba: YeTBpTy Oamaaydku caaon”, [Tymesu, Op. 6,
bamaayka, 1968.

Karaaor uzaox6e, [psu capajescku caron (mpearosop Ap Myxameg Kapamexmegosinh), YmjerHuaxkn
nasnsoH, Capajeso, 10. okrobap — 10. HoemOap 1968.

Katalog izlozbe, AngaZirana umetnost v Jugoslaviji (predgovor za BiH Azra Begic), Sloven Gradec,
septembar 1969.

Myxamea Kapamexmeaosnh, , Tpehn capajesckn ankosHu caaon: Pedaexcnja o jeAHOM AMKOBHOM
TpenyTKy” Odjex, Capajeso, 15. — 30. HoBembap 1969.

Karaaor uzaox0e, lecmu naasu caron, 3agap, jyan — asryct 1970.

Katalog izlozbe, L'art Yougoslave Contenporain (predgovor Fredinand Kulmer), Nica, 9. april — 12.
maj 1970.

Katalog izlozbe, Exposition Des artistes de Bosnie et Herzegovine (predgovor Muhamed
Karamehmedovic), L'ecole Nationale des Beaux — Arts, Dijon, 15. — 30. april 1970.

Jacques Lassaigne, ,Des artistes de Bosie et Herzegovine”, Lees letrres francaises, n 1332, 1970.
bopuc Kananh, ,ITpocrop xoersucreniuje pasanx roraeaa”, I[lymesu, 6p. 1-2, bamaayka, 1970.
Bopuc Kananh, ,, Auraxxosanoct Exsepa Illtane”, Ocaoboherve, Capajeso, 13. mapt 1970.

V(cmet) Bexpuh, ,ITpusnama obasesyjy”, I'aac, bamaayka, 23. ampua 1970.

bopuc Kanauh, ,, bamwaayka — Mysuxka oka”, Cympa, bamaayka, maj 1970.

Karaaor wusaox6e, Tpehu capajescku caron (mpearosop Mmuogpar bormhesuh), Pagunuxn
yHusepsurer ,, Hypo Haxkosuh”, Capajeso, 5-20. oxrobap 1970.

Myxamea Kapamexmegosnh, , Tpehu capajescku caaon”, Odjex, Capajeso, HoeMmOap, 1970.
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Anonnm, ,,Cumboanune gurype”, I'rac, 9. nopembap 1970.

Bbopuc Kanauh, , Kpyr 6amaayuxux ymjernuka”, I'aac, bamaayka, mapt, 1971.

Karazor nsaoxo6e, Yemspmu capajescxu caron (mpearosop Myxames Kapamexmeaosunh), Pagamaxn
yausepsutet ,, Bypo Bakosuh”, Capajeso, 4-20. okrodap 1971.

Karaaor nsaox6e, Ilemu jecervu caror, bamaayka, Hopembap 1971.

Kataaor nzaox06e, Msroxoa urarosa Ilodpyxruue AuxosHux ymjemuuxa barvaryxa (peArosop Jocur
I'pannth), Jom kyatype, bamwaayka, 22. anipua — 5. maj 1972.

bopuc Kananh, , Iletn auxosun caaon”, Ilymesu, Op. 1-2, bamwaayka, 1972.

Oara Ileposuh, , Vzaoxba cankapa n3 bamwaayke”, Iloojeda, Tutorpaga, 2. jyn 1972.

Kartaaor msaoxOe, Msroxba AuxosHux padosa Oarbaryuxux ymjemnuxa (mpearosop Meanxa
Xyceunnosuh), I'paacku mysej, Bykosap, 12. — 24. anipua 1974.

Karazor usaox0e, Auxostu ymjemrunyu Pujexe u baroaryxe, Aom Kyatype, bamaayka, 1974.
Karaaor nsaox6e, Ocmu naasu caron, 3aaap, jyau — centemOap 1974.

Karazor nzaox0e, Yamjemrocm bocre u Xepuezosurie 1945 — 1974 (texcrosu Aspa bernh, VMopaxum
Kpsosuth, Muaom Paanh), YMjetanuka raaepuja buX, Capajeso, 1974.

P(anko) Il(pepaaosuh), ,I'aje cy, mra page?”, Ocaoboherve, 13. mapt 1975.

Karazor nsaox6e, Tpudecem z00una aukxosroz cmeaparauimea y barvaryyu (texcrosu Buaa I'pananh,
Aparojaa Tommh, Meanxa Xycennmuosuh), Ymjetanuaka raaepuja, bamaayka, arpua 1975.

Karaaor nzaoxoe, Auxosnu ymjemnuyu baroaryke (npearosop /busana Ilepays), Tysaa, HoBemOap
1975.

Anonnm, , Ensep lltaso cauxap”, Ocroboherve, Capajeso, 13. mapt 1976.

Karazor usaox0e, Auxosnu ymjemnunyu Pujexe u baroaryie, bamaayxka, 22. anpua — 2. maj 1976
Meanxa Xycermmuosuh, ,, Anipuacka nzaoxo0a”, I'aac, bamaayka, 6. maj 1977.

Meliha HusedZinovi¢, Likovna umetnost v Banja Luki, Sinteza, br.38-40, Ljubljana, arnnpua 1977.
Karaaor msaox0e, Auxosnu ymjemnuyu barvaryxe (npearosop /busana Ilepays Mucupanh),
3pemwannun, Cyboruiia, Cpemcka Murposuiia, okrodap — gerremdap 1978.

Karazaor camocraane nsaox0e, Ensep [Imaro cauke u upmexu (npearosop Buaa Xyceunnosuh),
YwMmjetHnuka rasepuja, bamaayka, 12 — 27. aerrembap 1978.

Buaa Xycermmnosuh, , Tpugecer roanna camxkapckor paga”, I'aac, bamaayka, 15. aerembap 1978.
Besys Tumwnh, ,Hosa tparama®, I'aac, 17. aeriembap 1978.

M(naenko) Mapuh, , Tparame 3a HoBuM”, bopba, beorpaga, 26. aetiembap 1978.

Aejan Couancky, , Cankapckn je3auk y 3amaxy”, I'aac, bamaayka, 29. aenembap 1978.
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P(anxo) ITpepaaosuh, , Tpu aenennje 3a mpsenar;”, Ocaoboherve, Capajeso, 29. aeniembap 1978.
Mupxko Knugjan, ,,IToanjesene annpuacke narpage”, I'aac, bamwaayxa, 20. anpna 1979.

Mupxko Kugjan, , ITpusname crsapaaamrsy”, ['Aaac, bamaayka, 23. anpua 1979.

Josan baawnh, , Aaraxkmas 3a yosjeka”, 3arpe0, 18. jynn 1979.

Karaaor uzaoxoe Yemsopuya 1955 — 1961, Aom xyatype, bamaayka, 1980.

Aumyn I1anmh, ,, /yTame je uosjekosa cyadbuHna”, ['aac, bamaayka, 9. okrobap 1982.

A(ejan) C(ouanckn), ,Hosa ajesa bamaayukux crsapadana”, I'aac, bamaayka, 20 geriembap 1983.
Anonny, , Ensep Illtaso n werosu yuenurin”, bopoa, beorpaa, 12. aeniem6ap 1985.

J(aroaa) Il(pma), , M3aoxba akBapeaa u yna”, ['aac, bamwaayka, 2. u 3. mapt 1990.

Anonnym, ,Vsaaxe Ensep Illtaso”, I'nac, bamwaayxka 23. anpua 1990.

Aaojs hypuh, ,¥Y mosoagy msaox0Oe Ensepa Illtame: Tpresa Ha packpcHuim BjeTposa”, IAac,
bamaayxa, 5. maj 1990.

Buxrop Majaannnh, ,,Canin y noxoae”, I'aac, bamaayka, 18. arpua 1990.

J(aroaa) Il(pma), , Vzaox0a akBapeaa n ysa”, I'aac, bamwaayka, 2. u 3. mapt 1991.

J(aroaa) Il(pma), ,Hajassusame nposeha Exsepa Illtase”, I'nac, bamwaayxa, 20. mapT 1991.
Anonny, , Cankap OamtuHe rioeta npupoge”, I'aac, bamwaayka, 4. jyan 1991.

J(aroaa) Il(pma), ,Jjeao 6yayhnoctu na gacr rpaay”, I'nac, bamaayxa, 5. jynn 1991.

Ax0j3 "hypuh, , 3acrie au nojeaunar 3acriaao je cse”, I'aac, bamaayka, 7. jynn 1991.

J(aroaa) ITpma, , CymTuna senorte u Hanopa”, I'aac, bamaayka, 5. jynn 1992.
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Aytran Cumuh (1930-1961)
Poben y bamaaynn. Bumry megaromxy mmkoay, cAukapcku oAcjek, sappmmo 1953. roanne y bamaaynn. Hberosa
AjeaaTHOCT y HajseheM je BezaHa 3a rpymy ,,Yersopuiia”, guju je 0o AyxosHu ocHusad. CaAnKapcka Busuja y

Ha]60/b6M ce ITpeIr1io3Haje y OKBUPY TpU TeMaTCKe 11 CTIACKE LfjeAlHe: I1€)3a>Ka, IIoOpTpeTa 1 MPTBe ITpMUpoAe

Dusan Simi¢ (1930-1961)
Born in Banja Luka. In 1953, he graduated from the Teachers’ College in Banja Luka, Department of Painting.
His work is mostly connected to “The Group of Four’, as spiritual movens. His art is well recognized in the

frame of: landscapes, portraits and still natures.

Azojz hypuh (1933-2007)

Poben y Mpxomwuh I'pagy. Buiny meaaromky Ikoay, AMKOBHU cMjep, 3apuino je y Capajesy. Ilopea
cAMKapcTBa 0aBMO ce eCejUCTMKOM M AMKOBHOM IIeAarorMjoM y KOjoj je OCTBapMO 3HadajHe pe3yATaTe.
CamocraaHo usaarao o4 1955. roaune. JoOUTHMK BuIlle Harpaja, Kao IITO Cy ,,3acAy>KHM AMKOBHM I1ejaror”,

,I'pan ipn 3a AnKOBHY PaHTACTUKY” Ha CBjeTCKOj 31001 y Uexoca0BauKoj 1 MHOTe ApyTe.

Alojz Curi¢ (1933-2007)

He wasbornin Mrkonjic Grad. He completed the Higher Pedagogic School - painting course, in Sarajevo. Besides
painting he was engaged in essay — writing and painting pedagogy, where he made great accomplishments.
He had solo shows since 1955. He was awarded several prizes, such as ,,Meritorious Art Pedagogue”, ,, Grand

Prix for Art Fantasy” at the world exhibition in Czechoslovakia and many others.
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Bexup Mucupanh (1931-2002)
Poben y bamaaymu. 3aspirmo Buty nesaromniky akageMujy AMKoBHor cMjepa 1953. roanne. Iloba nspakasarba

Omamu cy My CAMKapCTBO, CKyANTypa, KepaMIKa 1 Mo3auk. Paano kao B.4. AnpeKkTopa YMjeTHUUKe Trajepuje
(1970-1973), a 04, 1973. roaune y /lomy KyAType y CBOjCTBY aHMMaTOpa KyaType. VIzaarao je Ha 40 camocTtaaHmx
M310K0N Y 3eMAY ¥ MHOCTPAHCTBY, Kao ¥ Ha OpOjHMM KOAEKTUBHMUM 13A0K0aMa.

AoOuUTHUK je Beaukor Opoja Harpaga, msmeby ocraamx u Harpaga Collegium artisticuma 3a camkapcrso,
Harpage Ha OamalydKiM JecemNM caaoHMMa, Harpada I'paga Yauka, beorpasa, Kapaosna... I'pas bama /lyka
je 2004. roaune bexnpy Mucnpanhy nocrxyMHO 4041jeAno 3AaTHY I1A1aKeTy.

Bekir Misirli¢ (1931-2002)

Bornin Banja Luka. In 1953, he graduated from the Teachers’ College, Department of Fine Arts. He did paintings,
sculptures, ceramics and mosaics. Director of the Art Gallery from 1970 t01973. Appointed Culture Animator
at the House of Culture in 1973. He exhibited in 40 solo exhibitions both in the country and abroad, and in
many joint exhibitions. The winner of a big number of awards, among which that of the Collegium Artisticum
for painting, Banja Luka’s Autumn Salon awards, awards of the Cities of Cacak, Belgrade, Karlovac... In 2004,
the City of Banja Luka posthumously presented Bekir Misirlic with a Gold Plaque.
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