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7BOAHA PEY

CnoykeHa 1 cnojeBuTa cTBaparnadka npupoda Munere lNasnosuh Bapunn je ogyBek 6una HemcLpriaH
M3BOP MHCMMPaLMje CvKaprMa, McuMMa, OMsajHepUMa, NCToprYapyMa 1 TEopeTUYapyMa YyMETHOCTU,
MO[e, OM3ajHa, KHKEBHOCTU. [ IokapeBbaHka 1 HoyjopuaHka, Cprikmksa U ViTanmjaHka, MinneHa je omyBek
6vna Ucrpen BpeMEHa y KOME je »KMBena 1 13BaH MPOCTOPHMX OKBMPA Y KojUMa ce Hanasuna. HbeHa
YMETHOCT je Crajana 1 M1pura CBe HEMMpE W1 CyrnPOTHOCTU. 3aTO je yBEK MOCebHO y30yNybm1BO yryTUTK
CE Ha UCTPaXkVBauKM MyT Ca OBAKO CHAYKHOM, MyNTUKYNTYPATHOM U MynTUMeaVjanHOM MidHOLIRY KakBa
je brna Munena [MNasnosuh bBapuni.

Wanoxba Maison Barilli: Belgrade / New York v npaTteha nybnvkaumja noaHacnoBa JeoHa cmyoduja o
BUCOKOj MOOU U BUCOKO] YMEMHOCMU MOKYLLIG] Cy Aa ce A0 Kpaja 0TBope BpaTa MuneH1Hor cTBapanallTsa
W FbEHOT AOMPUHOCa Ha Morby Mofe. VcTpaxkBaksa 3arnodeTa o cTpaHe Onre baTtaBersuh cepamaeceTyix,
anoToMm akTyanmsoBaHa 2010. roayHe MehyHapOaHVM HayuUHM CKyroMm y My3ejy MpUMeHseHe yMETHOCTH
y beorpany HacTaB/beHa cy 0BOM CTyAMjOM, poNEHOM 13 MacTep pafa Uctoprdapa ymeTHocTy CTedaHa
YKapuha — ModHa unycmpayuja Munere [Masnoauh bapuru, ogbparseHor v jyHy Mecely 2017. rogyHe
nog MeHTopcTBOM Mpod. [dp Cumore Hyrinh Ha CeMmHapy 3a cTyauvje MoaepHe yMeTHOCTU Ornos3odekor
dbakynTeTa YHmBepauTeTa y beorpaay. VcTparkmeadki pan Mnaaor Konere KpyHicaH je 50. jybunapHom
Harpanom CriomeH-36upke [MaBne berbaHck 3a Hajborby MacTep paf U3 MCTopuje HauyvioHarnHe
YMETHOCTW, LUTO NOTBPhyje CMPeMHOCT CTPyKe Aa peBanopuayje KaHoH1M30BaHe GeHoMeHe VCTopuje
YMETHOCTV KPO3 MPUI3MY CaBPEMEHX TyMadeHsa.

MuneHa lNaBnosuh Bapunn, jearHa cpricka yMeTHKLE Ynja ce WnycTpaLpja Halla Ha HacIoBHULM
amepundkor Boea, gobuvja CBOjy MPBY KOXEPEHTHY M3MoxKOy Ha OoManoj Mysejckoj clLeHr rocseheHy
VICKIBYUMBO HEHMM MOAHVM MyCcTpaLvjaMa. Y BpeMeHy Koje Ham AMHaMUYHO HamMehe Heke HoBe rpaHuLg,
CBOJVIM MOAHVIM UnycTpaLjaMa 1 ymMmeTHoLRY yoriite MuneHa ncte bpuiie Boaeh Hac Ha, Kao LLITo je'y
jeaHoj o CBOjVX Mecama Hanvcana, YyaHo NyToBarbEe.

Buonema Tomuh, kycrockursa - UCmOopuYapKa yMemHocmu
®oHoayuja MuneHuH Lom — fanepuja MuneHe [Nasnosuh bapuru



MHAEHA ITABAOBHU'L GAPUAMN:

Muwyhu oLy BpyHy Baprnnjy 1s AMepuke, y Kojy je gonyTtoBana 1939. roguHe 13 MNapusa, cpricka
yMeTHMUa MuneHa Masnosrh Bapunv n3pasina je HesepuLly da he MoHOBO B1AETY Majky LaHuuy, jep
Beh Heko Bpeme He Jobuja heeHa rieMa na Cpbuje. MNpehyTkyjyhv 3opaBcTBeHe Terobe Koje cy Ay»ke of
[OBE [eLieHM|e Y HMNE cacTaBHM 0 HeHe CBaKOaHEBMLIE, CacBMM AVCKPETHO MOBeEpWNa je oy Aa ce
MPVIBPEMEHO MOBYKNa 13 Hoyjopka 3a Koju y [aTOM TPEHYTKY oL YBEK HWje UMarna AOBO/bHO eHepPrije.
Ha camoMm kpajy 0BOR, Mpema AocafalllhyM CadHansMMa, HeHOr MOCnedrer McMa, aatoBaHor 17.
okTobpa 1944. roanHe 1 nocnator 13 MoHTe Kircka, ymeTHWLa je Harmcana: ,Bonena bux aa cu T oBag,
MaKap Maro, Tako je ner, CyHdaH faH, U3rnefa M Kkao aobap npeasHak'. HenyHux meT meceuy kacHuje,
MPEeMVIHyNa je y CBOM CTaHy Yy HbyjopKy, HajBepoBaTHMje o mocneavLa cpuaHor yaapa. Te 1945. roavHe,
5. HoBeMbpa HaryHWna 61 TPUAECET WECT roamHa.

HakoH nvoHmpckor Hamopa Muoppara b. MpoTuha na My3eannayje 1 cadyBa of 3abopaBa Aemno
MwuneHe [Masnosurh bBapuni®, cpricka KpUTYKa MperosHana je 0COOeHOCT HeHOI YMETHUUKOI 13pasa,
dokycrpajyhr ce Ha aHanmMay oapeheHVx eTana YMETHULIMHOM 1M3pa3uTo HOoraTor, rOTOBO HOMALACKOr
YKMBOTA KOV j& MPOXKMBENa 13Mehny BEMMKIMX CBETCKYX KYITYPHKX LieHTapa. Y HiMa ce Kpahe Ui ayske
3apprkaBana, y 3aBVICHOCTM O[] BNaCTUTUX »efba 1 MOACTMLa]a Koje Cy jo] OBE CpearHe mpy»xarne, Kao U
360r orpaHndaBajyhrx GUHaAHCK]CKIX OKONMHOCTY U Heflaha Koje Cy MpaTunie HeHy 60EMCKY eraucTeHLM]Y.
LLikonosana ce y [Noxapesuy, Pyvmy, JinHuy, Fpauy, Hyiuw, beorpagy 1y MuHxeHy. Ycaspluasana ce
nocenyjyhr MHorobpojHe My3eje 1 naydaBajyhm ctape majctope y Wtanujy, LLnanujn, @paHLycKoj, aa tm
1930. roavHe ocTBapwvna ay>ku bopasak y JToHAoHY, rae je 13narana Beh HapeaHe roamHe.

TokoM yeTBpTe OeleHuje HacTaHwna ce y [laprdy, Tek MOowTO je epy MpPOCMEPUTETHIX ,MyauX
ABaneceTVix’ 3aMeHUNO HOBO, HECUrypHO [06a Ha CTapoM KOHTWHEHTY. [lapucka KynTypHa cleHa
TpUaeceTVx buna je y 3HaKy HOBE reHepaLiyje Crivikapa Koju Cy 3axTeBanu ,moBpaTak peay’, 3anaxkyhin ce
3a CTabUIHY KOHCTPYKLIM]Y CIMKE, M PHO U A0MNaA/b1BO CVIKAPCTBO Koje je 1o Aaneko o aBaHrapaHVX
rpeBpaTa 1 excrepyiMeHaTa Ha norby GaHTasuje, CHOBa M MOACBECTW 13 MPETX0AHe Aekaae. 3a roauHy
Benvikor npeokpeTa Muoapar b. [MpoTuvh yaumMa 1932, kapa je ,KpyByAaByM MyT Of MakaTCKYX MopTpeTa
bUNMCKMX 1AoNa, MPeKo NNYCTPaTUBHIX, POMAHTUYHUX KOCMOMOMTCKIX TEMA U CELIECUOHUCTUYKIX
LipTexKa 3aLlao Yy npeaeo npase MOETCKe KIMME 1 CUMyPHE NMKOBHE AVIKLIVE, MoKanajyhn ce ca CrivuHoM
CTPYjOM Ha MapUCKOj MO30PHMLM"®

Cpncka yMeTHWUa je o OBOIr TPeHyTKa OAMlYYHO KpeHyna y BEeVKYy CUHTE3Y pasnnumTix
noacTuuaja, 36or vera he je Jelwa [leHerpu okapakTeprcaTt Kao ,yMeTHKa MoCcTMOAepHe CyabuHe
npe BpeMeHa (...) Koju cacBuMM Yy ckady ca TUMMYHKM MOCTMOAEPHVM HOMaaM3MOM Mponasn He
CaMO PasIMUUTLM reorpadCcknM KpajeBuMa, HEro M MHOMOOPOjHM KYNTYPHM perujama 13 Ymjux

1 | NMpema: Onusepa Jaxkoswh, MuneHa lNasgnosuh bapunu, Beorpag 2001, cTp. 145.

2 |'Y oBOM npoLiecy KrbyyHa je buna nnyHocT MuneHnHe majke, daHuue MNaBnosuh, koja je Ha Harosop buBLuer cynpyra bpyHa Bapwnuja
oanyymna fa MNMoxxapesuy 3aBelTa poaHy KyRy y kojoj je 1961. roamHe ocHoBaHa MeMopujanHa ranepuja hxose Khepke, y Kojoj ce
HyBa NPUBNMXKHO AEBETCTO Aena 06VMHON 1 Pa3HOPOAHON OMyca jeAHe Of HajdHauajHW|UX CPMCKNX YMETHMLIA.

3 | Muogpar B. MpoTuh, MuneHa MNasnoduh bapusu, Moxxapesaly 1990, 39.
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Hacneha upnv rpaby 3a cBoje y TEMATCKOM, CUMOOMMYKOM U IMKOBHOM rorneny jeaMHCTBEHO
neno’.* bapunujesa je brna HakoHeHa CTapyM MajcTopUMa MTanujaHCcKe peHecaHce: boTudenujy,
Hophorey n Opa AHhenuky. Ocehana je 6rMcKOCT ca LWNaHcKoM HapoKHOM KyNTYpOM W1 AVBUMA ce
Benackesy. >KviBena je, ynpKkoc ToMe, y Cknafy ca 3axTeBlMa MofepHor f06a, mpurxsaTajyhin Hauena
HEeopOMaHTK3Ma, apT AeKoa, NenyjaBoCT 1 OpHaMEHTUKY celiecuje, MeTadmnandky Likony hopha ae
Kupuika, 6eKNMHOBCKM MpaLloHanaam, npepadaenTcky MoBpaTak KBAaTPOUEHTY, MardH peansam
1 nocTHagpeannaam. Kako VprHa CyboTuh nprmehyje ,y cBoje cTBapanalTeo MuneHa je yHocuna
pedepeHLVjanHO MPEKOMMOHOBaH-E CBETOBA Ca APYruiX, H0j OIMCKUX, anv BDEMEHCKM 1 MPOCTOPHO
yaarbeHnx 13Bopa’™, BeLTO UX Mpeobnnkyjyhv 1 3Hanaukmn ux crajajyhv ca enemMeHTAMa rnoryrnapHe
KynType, GunMcke ecTteTvike 1 Moa(ep)Hor An3ajHa. [penosHajyhin cebe y ceeTy 13abpaHux crvka,
NMYHOCTK 1 cMbONa Koje je YecTo Napadpasupana, OHa je KOHCTpyucana KOMIMIEKCHyY NpeacTaBy
COMCTBEHE YHYTPALLHOCTH, MUTONOM3YjyAn NMYHO NCKYCTBO, MOCPEAHO 1 ANCKPETHO.®

Y rogvHama mamehy 1932, 1 1939. bapunujeBa he dopmupaTy LENVHY jedMHCTBEHOr
CNVKapcKor onyca Koju he UCTpakmMBauy TyMauduTu Ha pasnnuuTe HaduHe, ykasdyjyhn Ha
HeyobudajeHu croj daHTasvje 1 peHecaHce Y MUIeHNHUM UMarviHapHM/OHUPUYKM CBETOBMMA
y KOjUMa je LIeHTpanHO MeCTO Mpunanano >XeHckuM durypamMa Koje HeasocMmucneHo yryhyjy
Ha yMeTHMUMH nunk. HepeTko ce y Tymadewy nena Munere [laBnosuh bapunu KpuTuka
OKpeTana Ka HeHoj ,0KeaHcKoj”, ,BU3MoHApCKoj” U ,cyaAOUHCKO]” nvpuun, Hanasehu Moryhn
Y3POK HEHOI HEMMPA V: XXMBOTHUM enr3oJamMa Koje Cy yCnoBfbaBane HernpecTaHO KpeTarbe,
30paBCTBEHUM Terobama, MopoaMYHOj pasjeAneHOCTI Koja jy je YMTaBor »K1MBOTa NpUTHCKana,
erancTeHuUmjanHM CTpaxoBMMa, CTBapanadkim Kpraama, yHyTpallkim Teckobama, oceharby
Henpuvnagara ¥ HEMVHOBHO] AeTepuTopujanmsaumjy. OBa MuneHnHa v3mellTarba MOory ce
pasyMeTu, Kako [0CMOBHO, reorpadCcku, Tako U MeTabopuuKKM, Kao YMETHUYKE MuUrpalmje 13
jeOoHor y apyro norbe GopManHor naparkaBaka U AenoBada. HakoH npBobuTHOr ofnacka 13
CKYYEHE W yCKOrpyde CPprCcKe cpeavHe Koja je HWje mpenosHana v nmpyxsBaTwuia, ycneauno je
HanylwTare ,TecHe” EBpone 13 Koje cy UCTOBPEMEHO Ka AMepuL eM1rpupani MHOrobpojHu
nHTenexkTyanuu. CTeapanadka npemMelTawa MuneHe lNasnosuh bapunu 6una cy ucuprmpyjyha,
36or uera je HenpecTaHo ocumnoBana uaMehy ocehara be3HagexxHocTn ceake bopbe (,Huje
TBPAOIr1aBOoCT, HYje Aa Hehy Aa MomnycTM, Hero ce KornpLam fa He NOoANerHem yTuruajy onTemM u
rocne TonMKo Myka, 6all Kafa cam y paly HeLTo 3aMcTa NpoHaLLna, jay 0bnYHO ce cKoTpbaMm”’)
M Bepe da he vnak, HaKoH CBera, OCTBapUTK »erbeHn Unb (,Ja cam y cTBapu 3a[0BO/bHa.
MNoHekan Me yxBaTu FPO3Ha KpY3a, anv BUAMM Oa Mnak ja FpewlyM 1 ga CTBapu y »KUBOTY may
OPYrM HAUMHOM HEro LLITO YOBEK YKEMV 1 OYeKyje, anu MoXKaa, UMaK Ha UCTU LnSb CTUMHY ).

MomeHyTN yTucak pasaneTocTy M3mehy jaBHOr M UHTVMHOI MOCTOjaHa rojadaH je HakoH
FeHOr ofdnacka y AMepuKy, rae jy je Myduna HocTanruvja 3a EBporom, kao 1 ockygumua sbor
Koje je, naMehy ocTanor, nodena MHTEH3VBHO Aa paaM Kao MOAHW U PeKNaMHU 1ycTpaTop 3a
vaconuce Boe, TayH eHo KaHmpu u Xapnepc 6a3ap. YKONMKO ce jaBHO MOCTOjake MOXe roBesaTu
C HoEHUM VICLIPMbYjyANM aHrakMaHoM Ha rnosby MOAHE UNycTpauuje, a MHTMMHO U fare oCTaHe
y chepu HeHe CrMKapcKe ersucTeHuUmje, oHaa He dyam KoHcTaTaumja PosamyHa @pocT noBoaom
nanoykbe ABageceT 1 ocaM fdena y Hbyjopky, modeTkom 1943. rognHe, o MUMEHWHO] ,aKyTHO]
eCTeTCKOj Mpe3acnneHoCcTV 3a3BaH0] HEMPEKNAHUM Crvikaktem™. BEpoBaTHO je MOMEHYTO CTaHe
61O MPOY3POKOBAHO MapanenHuM aHrakxMaHoM Ha [Ba Mofba — Y T3B. YMCTOM CMKAPCTBY U
KOMepLUMjaTHOM aM3ajHy — Koja Cy Ce KOHCTaHTHO MpoXKMMana Ha HkeHOM CTBapanadkom nyTy.

4| Jewa [eHerpw, ,PaHu rnacHnk noctmonepHe’, [Nobjeda, Moaropurua, 28. asryct 1993.
5 | VipuHa Cy6oTuh, ,CaH je Tako averbn’, Katanor peTpocnekTreHe uanoxbe Munexe MNasnosuh bapunu, beorpag, jynu-asryct 1993.

6 | ,HoBek Huje BULLE CaMO y GUBMYKOM CBEMMPY, OH XKMBU Y CUMOONMUKOM CBEMUPY. JE3UK, MWT, YMETHOCT W Penm1rvija 4enosu cy Tor
ceemmpa.” Jarse Buan: Emst Kasirer, Ogled o covjeku: uvod u filozofiju ljudske kulture, Naprijed, Zagreb 1978.

7 | Kocta dnmntpujesuh, ,Mincma Munere bBapunu, Cpue My kao gobow nyna’, [Nonumuka exkcnpec, 18. oktobap 1975.
8 | McTo.
9 | Mpewma: MpoTuh, Has. deso, 99.
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Ilnanja MepeHuk uctrde aa je ,MuneHrHa CKIOHOCT anponpujaunjy nonynapHe Kyntype
M OUKLMOHAMHOr Y YMETHWYKE paloBe HecKkpuBeHa ' n TokoM ABafeceTux roavHa, a heHa
HaKMOHOCT Ka MOM YOUrbMBa je Ha AOCTYMHUM Ae4jM LIDTEeXMMa U HajpaHujM UaycTpaunjama,
Ha doTorpadujaMa Ha KojMMa ce rnojaBrbMBanay NaXk/byBo ofabpaHM 0eBHUM KOMbBKHAaLMjama,
Kao 1 Ha cnuvkama, rae je Boauna padyHa O CBakoM MOAHOM fAeTasby. [la mnak, Ao TekcTa
Onre bataBemsunh 13 1979. rogrHe o amepudkoM neprogy Munede MNasnosuh Bapunntt, e
L,O0MpUHOC v gomeHy Mogde (...) [buo je] eneraHTHO MoTUEHEH Kao ‘KoMepuujanaH, MpuHyaaH',
‘cnopenaH’, ‘Make BpefaH Ui Mare BaxkaH' y CTapujiM U HOBUjUM, HO TPaAULMOHANIUCTUYKIM,
pasMaTparMma MuneHuHor gena’?. ToMe je, MOXda OoNpuHEna 1 cama yMeTHMLa Koja je y
nncMrMa ynyheHyM Majum 1 oLy naparkasana HerogoBarse 360r nocrioBa Koje je npuxsaTana
13 Hy>ae (,CBKX 0BUX roAvHa pafunna cam 3arucTa BeoMa MHOM0, Hapo4YMTO CTBapU Koje HMcaMm
Bonena.."”t*) 1 36or Kojux je ,ckpeTana c npasor nyTta” (,TelkKo M1 je nmoHekad LWTo of YncTor
cnuKapcTBa M daHTa3nje HeMa HULITa 3a cafa. bopyM ce Konmko Mory mpoTvB yTulaja U
npecuja komepumjanHmux'4). Ynpkoc oBoM MumneHMHoM ,CympoTcTaB/baky’ npuTuclmMMa aa
CBOjY YMETHWYKY Mpakcy rnoapeamn HameTyMa Tp)KuiiTa, 1o je HeM1MHOBHO Aa ce y AMepuum

[Orofn HeHO N3MeLLTarke 13 CBeTa Nenmux YMeTHOCTY Y CBET MOAHE W PeK/laMHe CIUKE Y KOoju
je oHa ,00cnedHo TpaHcroHoBana cBoje NKoBHe cadpykaje’.ts

MoaHa unycTpaunja bapunuvjeBe, 1 TO MPeBacxXofHO y aMepuukoM repuofy, 1M3ydaBaHa je
y TEKCTOBMMA HOBMjE HaLlMOHaNHE UCTOpUje YMETHOCTU,X® unjn cy ayTopu CKPEHYNMM Maxkky Ha
3Hadaj oBOr cermMeHTa MuneHuHOr yHVBep3yMa, oabujajyhmu fna ra ogpene kao cekyHaapaH v/
MNn 3aHemMapsbrB. JacHo ynyhyjyhv Ha moTpeby HoBOr carnefaBarba LienviHe MuneHnHor oryca y
KOMe ce yKMaa pasnvkoBarse 13mMehy rMaBHUX U CropeaHnX YMETHOCTUY, OBMM UCTpaXkrBaH1Ma
npUapy>Kyje ce n JedHa cmyouja o ducokoj Moou U BUCoKoj ymemHocmu CTedaHa »Xapuha, y Kojoj je
MuneHHa MofHa nnycTpalmja aybrbe KOHTEKCTyanrM30BaHa y OKBUPY MoAHe MpoayKLuje (Wacomnmeu,
boTorpaduija, AM3ajH) ABAAECETVX U TPUAECETUX rOAMHa MPOLLINOr BEKa, U MPBK NyT pasMaTpaHa Kao
WHTErpanH1 0eo LeoKyrHe KynTypHO-yMeTHUKe NpoayKLvie y rpafoBrMa Y KojuMa je yMETHMLIA
cTBapana v xveena. Y Tom cmucny, XKapuh knacuoukyje unyctpaumje Ha 6eorpafcke, MYHXEHCKE,
MapyicKe W HoyjOpLLKE U aHanmanpa 1x ¢ 063VpoM Ha pasnnyinTe yMETHUYKE MOeTuKe 1 GeHoMeHe
ronynapHe KynType TUMYHe 3a CTBApPHOCT MOMEHYTUX rpafoBa WK Yy CyrMpOTHOCTW Ca FOM.

Beorpancke nnycTpauyje mof AOMUHAHTHVIM Cy [AEjCTBOM ap [AeKoa KOju je Yy CPrCKy CpeamHy,
M3MeNy ocTanor, cT1rao 1 NocpeAcTBOM MOAHWX Yacoruca 13 [Napuraa. Hbuix je bapunvjeBa vmana
npunrky da Buam Ha asopy Kapahephesuha roe je »kmBena o 1923. oo 1926. roguHe. Manvpajyhmn
YyMETHUYKY cuTyauvjy y EBporn y Toky Tpehe aelieHvije 1 ykasyjyhin Ha KibydHe n3MeHe y ApYLLITBEHO]
MO3VLIMIOHMPAHOCTU YKEHE 1 FoeHOj HOBO] CyOBEP3MBHO] PENPE3EHTALIMW Y KHbKEBHOCTU, Ha QUMY 1
doTorpadmivi (T3B. eapcoH 13rnen), ayTop UCThde MoAePHOCT MUNEHMHUX 6eorpafckmux UnycTpaLyja
Koje BMCOKY KyNTypy GuUATpUpajy Kpoa MpuaMy morynapHe KynType v Mofde. Y 0BOj XMbpuaHoj
MHTepronauvju NpecyaHy ynory oaurpanu cy Yacorneyt Boe v /la eazem ou 6oHMoH. [Nputom, Xapuh
HarnalllaBa fa ce HakMoHoCT bapunujeBe 3a MOy HYije CBOAMIa CaMo Ha OfeBHY NpoayKLMjy, BeR 1 Ha
bpur3ype 1 aKTyenHe KO3METUUKE TPEHOBE Kao ,KOMIIIEMEHTapHE hakTope 06jaBe HOBOI BU3YeESTHOT,
anu 1 ApyLITBEHOr UAEHTUTETA »KeHe".

10 | mamnja Meperuik, ,Cnvika y Moam 1 mofa y cnuum’ y: Munera Nasnosuh Gapunu: MNpo ¢ymypo,Xecnepwa eny, beorpag 2010, 61.

11 | Onra batasemuih, ,Munera Masnosuh Bapyni — xuBoT 1 paa y Foyjopky 1939-1945", BpaHudeso 4, rof. XXB, MNMoxapesal, 1979, 287-320.
12 | MepeHwuk, Has. deso., 65.

13 | Mpema: JaHkoswin, Has. deso., 145.

14 | Mpema: JaHkoBwA, Haa. deno., 142.

15 | CHerkaHa Kparyrb, , TecHa' EBpona 1 ‘6oratcteo’ Amepuke” y: MuneHa Nasnosuh bapunu: [Mpo gymypo,Xecnepwa ey, beorpan 2010, 125.

16 | Buan tekctoBe Jluanje Mepervik, CHexxare Kparyss, Jobpune deHerpu n VIHrpua XymeB y 360pHUKy MuneHa asnosuh bapunu:
lpo ¢pymypo, Xecnepwa ey, beorpag 2010, kao v TekcT OnnBepe JaHkosuh y: Munera MNasnosuh bapunu, Bepo Bepuyc, Xecnepwa
eny, 2010.

17 | Jobpvina OeHerpu, Mamehy ceeTtoBa...” y: [po gymypo, 233.
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Bapunujesa he y MuHxeHy noa yTuiLajemM KnacuuHmnje yMeTHOCTY apTUKyIcaT U npodunncaTty
HOBa TexHWuka 1 dopmanHa peulersa, Merajyh nocTojehn penepToap MOOHUX UycTpauuja.
MHcnmpucaHa nexkopaTvBHKM ABOPCKUM KOCTUMKMa GpaHLycKor 6apoka 1 POKOKOa, OHa CBe
Yewhe npukasyje game Koje CTUAOM U U3rneaom Hanvkyjy Mapuju AHToaHeTu. [peyarMajyhn
MyLLIKE O[IeBHE KOOBE, BNaaapka je obesbehreana cedbr MO KojoM je joLLl Of 0camMHaecTor BeKka
JecTtabunuzosana poaHe ynore. »Xapuh npumMehyje fa ynpaso Yy 0BOj YMHEHVILI MOYKEMO TPaXKUTK
y3POK MUNEHUHMX aHOPOrMHKX Gurypa Kako y AOMEHY WycTpaumje, Tako 1 HEeLITOo KacHuje y
CNVIKapCTBY, Kao LWTO je cnydaj ca Aymonopmpemonm ca crnpenyem (1936). Lpyry cepujy MUHXEHCKIX
pafoBa YuHe MpeacTaBe XONVBYACKYMX 3Be3fa 6asnpaHe Ha doTorpaduvjama 13 anbyma rnymata
W rayMnLa Koju je yMeTHULa UMana y CBoM BnacHMLWTBY. CMoHa Yynnh n3paykaBa MULLIbEH-E Aa
Cy MOMeHyY TV MOPTPETU HacTanm Kao 1n3pas Miafdanadke dacumHaumje Munere MNasnosuh bapunu
3a MpBe VIKoHE MOor KyType U Kao nocpefHa objaBa (kerbeHe) NprnagHoCTU OBOM M1aMypo3HOM
ceeTy. OHa garbe KoHcTaTyje da cy npeacTase KoHpaga Qajta, LloseduHe bejkep unv nak Pygonda
BaneHTuHa jeauHe nMpeacTaBe OBOM TWMa 'y CPMCKOM MehypaTHOM CRnkapcTBy.® AHanusupajyhu
pasnuuuTe KuHeMaTorpadcke VHOBaLVWje Koje Cy ce [oroamne C NPenackoM 13 HeMe y epy 3BYUHOT
dunnma, XKapuh nokasyje kako MuneHvHa MofiHa uycTpalmja npuxeaTa (HoBa) obenexja dunmMa u
doTorpaduie.

Cgera Tpu cauyBaHe Napyicke MoHe UNyCcTpaLVje, Kako ayTop Noasnaqm ,ceeao4e 0 HenpecTaHoM
bpucary rpaHMua, oBora nyTa uamehy Hagpeanvama, Marujckor peannama, MeTaduaudkor
CNMKaPCTBa, aHTUYKOr Hacneha BUCOKe MOfE U XOMVIBYACKO KOCTUMA C MoYeTKa TPUAECEeTUX roamHa
npoLunor Beka”. MNMoceTte JlyBpy, MO3HAHCTBO 1 Apy»kere ¢ KacyoMm, bpeToHoMm, Banepuijem, JloToMm,
Kao 1 ModHa doTorpaduja MaHa Peja, kpeaumje Koko LLlaHen n KocTyMKM XonmByacKor amMsajHepa
AppujaHa, 0bnvKoBany cy Napucky noeTnky MuneHe lNasnosuh Bapunn. VicToBpemeHo, Kao jedaH
o[ K/by4HWUX moacTuvuaja YKapuh msoBaja MTanvjaHcKky OvsajHepKy Ensy Ckjanapenu, moxkda v
HajyTuLIajHy bUrypy naprcke MoaHe clieHe TpuaeceTyix roguHa. O nprpoam ,MUCTEPMO3HE pa3MeHe”
yrbaHnx naMnu 1 ceeha koje rope, n3mehy Ckjanapenvijese 1 baprnuvjeBe, oH MHCMMPATUBHO NuLLe Y
MornaB/by O HyjOPLLKIM MaycTpaLvjama.

KoHauHo, ¢ OeTarbHUM OCBPTOM Ha BU3YenHW UOEHTUTET yaconuca Boe 1 HeroBy yaory y
bopMuparby MOAHOr U YMETHWUKOI yKyca amepudke nybnuke, »Kapuh aHanvsvipa oKoMHOCTM nof
KojiMa ce y Hbyjopky gorogvna adupmaumja MuneHnHe unycTpaumje Kao Yncte yMeTHOCTM [0
1942. roguHe, rae je yMeTHVLAa MHCUCTVIpana Ha CUHTE3WM NMKOBHE YMETHOCTM M MOAE Ma Tako
FeHe MOoOHe WycTpaumje CTUYy KapakTep YMeTHUYKOr Aena, uamehy ocTanor, 1 3axBarbyjyhu
TeXHWUM y KOjoj 1x je BapunujeBa nspahveana.'? On nocebHor 3Hadaja cy AeMOoBK TEKCTa Yy KojuMa
nucall cTyavje ckpehe Maxkkwy Ha HeopoMaHTU4YapcKy (HocTanrnuHy) atMocdepy MuneHmHmx
panoBa 3a Boe spwehu ynopeaHy aHanuay HeHor cTBapanaluTea 1 pafosa KpuctujaHa bepapa.
YenocTarbajyhv marvHapHu avjanor 1amehy cpricke ymeTHULE 1 hopha ae Kuprika ayTop M3HOBa
yKasyje Ha MUNeHVHO CaMOCBOJHO MPeobMKoBarbe MKOHOrpadckux obpasalia MeTadusndke
LLKOE, KaKo MocpecTBOM CMMKAPCTBa, Tako 1 nof yTuLajemM e KnpukoByx nnyctpaumja paheHmx
3a Boe y Toky TpuaeceTux roamHa npowior Beka. OBy Besy youro je n OpeHk KpayHuHWMNA
y KaTanory usnoxbe Munere [NaBnosuh Bapunn y Hoyjopky 1943, KoHcTaTyjyhn Oa je heHa
YMETHOCT eceHLMjanHo MofepHa W jedVHCTBEHA Ha aMepUUKoM TPXXULLTY 360r mourpaBaksa ca
MTanmjaHcKoM TpaauLvjoM.

Ctyavja CtedaHa »apuha, ynoTrnyHeHa n3noxboM MogHvX mnycTpauuja y fanepujy MuneHe
MasnoBuh bapunu y MNoxkapeBLyy, NMpeAcTaB/ba MPOLIVIPEE 3arOUETHX UCTPaXKVBakba CBEYKYMHOM
[enoBaHba CPMCKe YMETHMLE Ha Morby Moae. OHa je BpedaH A0MPYHOC 13ydaBary MAEHUHX MOAHKX
naycTpaumvja yHyTap LWMper KOHTEKCTa UCTopKje MOAE Y MPBOj MOMOBUHM OBaAECETOr BeKa, anu u
VICTOPUjE NMMKOBHE 1 MPYMEHEHE YMETHOCTU, KPO3 Yvje je MHTeprnonauvje bapunvjeBa ocTBapuna

18 | Buan: CumoHa Hynui, fpabaHcku ModepHU3aM U nonynapHa Kynmypa: enudode MoOHoe, NoMoOHo2 U ModepHoe (1918-1941), lanepwija
MaTuue cpncke, Hosn Cag 2011, 55.

19 | Y nuTatby cy yrba Ha NnaTHy KalvpaHa Ha kapToH.MNoaaTtak je npeyseT oa Onre BaTaserbuh.
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JeAVHCTBEH OMnyc. Y CyreCTMBHVM YMOPEAHM aHan3ama OCTBapPEHa CPriCKE YMETHULIE U KPeaTOPCKIX
noeTuka lNoapea, PendepHa, MNaTya, MonnHea, LLiaHenose, Ckjanapenvjese n baneHcujare, Kapuh
MCTUYE ayTEHTUYHOCT HapaTUBHUX 1 B3YENHUX pellieha MOAHNX uUnycTpaLinja Munere Nasnosuh
Bapwnu, yusplhyjyhv hseHy nosnuujy y okeupy mMehyHapoaHor MoaHor (M yMeTHMYKOr) Hacneha.
TuMe OH joll jedHOM aKTyenunayje nNuTake 0 MPUMapHOCTU MUNEHVHON CAVKAPCTBA Had H-eHVM
MOHVM MnycTpaLmjama, ybearbuBo nokadyjyhv Aa je jolu of paHmnx npunpema 3a beorpapcky wikony
1 Akagemujy y MUHXeHy oHa NoTBpaMa TaneHaT U »kerby [a 3arodHe CBOjy YMeTHUUKY abrpMalinjy
y 06n1acTV NpriMerseHe yMeTHoCTU. Mopga vy cnydajy MuneHe MNasnosuh baprnv HWje npeacTaBbana
envaopy, Beh HauVH 1 CTUM XXMBMbEHsA. Y TOM YKMBOTY VICMYH-EHOM CTBapanallTBOM CMKapCTBO U
Mo[a jeiHOCTaBHO HICY MO jeaHo 6e3 apyror.

dp Hujara Memnuh, npogecopka ucmopuje ymemHocmu
Akademuja ymemHocmu Hosu Cad



Kapn BaH BexTeH, MuneHa, byjopk, 1940.
Carl Van Vechten, Milena, New York, 1940

MHAEHA ITABAOBH'h
BAPUAH, MOAHA
HAYCTPATOPKA

Yanmajyh y 063up XeTeporeHocT 1cTopuje
YMETHOCTM Kao XyMaHWCTUYKE AUCUMMIVHE
Kojo] ce y 21. Beky Mpuapy»Kyjy CTyavje poda v
KBVPa, dUMa, Medyia, KynType, Av3ajHa U Moag, y
aKadeMCKOj 1 My3ejCKoj chepm jaBrba ce NoTpeba 3a
peBanopV3aLmioM 40 caaa M3yYeHX YMETHIUKIX
nojaBa Kpo3 MoMeHyTe koHTexcTe. CTeapanallTBo
MuneHe Masnosuh bapunm (5. 11. 1909. — 6. 3.
1945 on YmMeTHUuKe LKone y Beorpany Ha Kojoj o]
je OexopaTVIBHO CMKapCTBO Mpedasao [dparocias
CTojaHoBVN, YMETHUK Ko ce mpeTxoaHo Y [Napuay
YCMeLHO 6aBMO KapuKaTypoM, WIyCTpaLMjoM 1
OUIMCKIM MrakaToM, Na A0 aHraxmaHa y Hoyjopky
3a amepuuKe MofdHe Yaconvce nonyT Boza (Vogue),
CBaKako je MoroaHo 3a Tymauderbe KPo3 Mpur3my
NHTEPOMCLMNAMHAPHOCTU. Vako je ymeTHMUa of
HajpaHWjiX 0CTBapeHsa Ma [0 CBoje CMPTU buna
CKJIOHa MpVIKagvBarby MomynapHe KynType 1 Mofe,
MPBW aKaAeMCKM UMMYMCK Ka MpoydaBaHsy OBKIX
CerMeHaTa FeHOor CTBapasalLiTBa MojaBrbyjy Ce Tex
Yy MPOTEKNX HEKOMMKO FOAMHA.

MpBK norahaj of BaXXHOCTW 3a MpoyYaBaH-e
cTBapanawTea MwuneHe [laBnosuh bapuiu
y [OOMeHy MPUMEHEHMX YMETHOCTU CBakako
jecte mocTxymHO dopMMpare MemMopujanHe
ranepuje y eHoM poaHoM rpaay, [NoxapesLy,
1961. rogmHe Ha nHULMjaTMBY MineHrHe Majke
Harnue. QoHoayuja MuneHuH [om — [anepuja
MurneHe [Masnosuh bapunu ocHoBaHa je 20.
HoOBeMOpa VICTe roaviHe Ha OCHOBY TECTAMEHTHOT
3aBellTaka caunHbeHor y dopmu Yrosopa o
Moknony uamehy [daHuvue [Nasnosuh Bapunm
n CO TlloxkapeBau. [ok Myse] mprmMerbeHe
YMETHOCTW nocefyje cBera jedHy MOAHY
nnycTpaunjy bapunviese, a My3se] caBpemeHe
yMeTHOCTV 1 HapooHw myse] y beorpamy Tek
n3BectaH 6poj ymwa Ha nnatHy:, lanepuija

1| ,Myasej caBpemeHe ymeTHocTK, beorpan y cBojoj 3bmpum
4yBa yKynHo neTHaecT cnunka MuneHe MNaBnosuh
Bapwnu 1 To 13 neproga on 1928. o 1938. rognHe.”
K. MBosaeHoBuh, MuneHa Nasnosuh bapunu: Krey4eau
cHoga, Mysej caBpemMeHe ymeTHocTu beorpag, 2010, 30.

MILENA PAVLOVIC
BARILLI, FASHION
ILLUSTRATOR

Given the heterogeneity of art history
as a humanistic discipline, which is in the
215 century joined by gender, queer, cinema,
media, design, and fashion studies, academic
and museum scenes are witnessing the
emergence of a need to re-evaluate already
established art historical phenomena. The
oceuvre of Serbian artist Milena Pavlovic Barilli,
from her enrollment in Belgrade's Art School
(where she was taught decorative painting
by Dragoslav Stojanovic — an artist who has
successfully worked in the fields of caricature,
illustration, and movie poster design in Paris)
to her involvement with American fashion
magazines such as Vogue in New York, certainly
makes a fruitful ground for the interdisciplinary
approach. Even though popular culture and
fashion were present in Barilli's work, from her
early childhood drawings to her death, the first
academic impulses towards an examination
of these segments of her art only started to
emerge in the last few years.

The first event of importance for the
examination of Milena Pavlovic Barilli's activity
within the field of applied arts is the founding
of a memorial gallery in her hometown of
Pozarevac, on November 20", 1961, initiated
by her mother, Danica Pavlovic. Milena’s
Home Foundation - The Gallery of Milena
Pavlovic Barilli safeguards more than 800 of
Barilli's artworks, many of which are drawings,
watercolors, graphics, and pastels — all those
techniques used by the artist while creating
her fashion illustrations, advertisements,
and costume sketches. Depot and exhibits
of the Gallery cover the complete ceuvre of
Milena Pavlovic Barilli, including drawings
she made as a child, her clothes, accessories,
photographic material, and correspondence
with all figures relevant to her life and work.



[euju ypmexx, 1920. | Childhood drawing, 1920

MuneHe [laBnosuh Bapunu nocenyje mpexo
ocaM CTOTUHA YMETHUYKMX pafdoBa, TadHuje
894 ymeTHM4YKa fena. Buwe on monoBuHy aena
n3 dyHayca fanepuije YrHe MUneHnHN LpTexX,
aKBapenu, rpaduKe 1 nacTenu, 0aHOCHO TEXHUKE
KOjUMa ce YMEeTHMLa Cny>ki1na cTBapajyiv MoaHe
WNycTpaLyje?, pexnamMHm1 An3ajH 1 CKULIE KOCTVIMA.
OyHayc obyxeaTa LIENOKYMHO CTBapanaliTBO
MuneHe [laBnoBuh Bapunu, ykibydyjyhn
MuneHuHe HajpaHuje Oedvje LUpTeXxe, MpuBaTHy
MMOBKWHY, MuneHuHy opehy 1 akcecoape U
doTorpadckm mMaTepwujan. lanepuja MuneHe
MaBnoBuh Bapunn gparoueHa je Takohe 36or
apxviBcke rpahe v neproayke y Kojoj je o MuneHm
MMcaHo, Te YMETHWMLMHE Mpernvcke ca CBYMa
OHVMMa KOJW Ce MOry cMaTpaTy PereBaHTH/M
CBeOLIMMa HeHOr »K1BOTA W CTBaparaLLTBa.
fooMHy OaHa HakoH —obenexaBahba
cToroanikenle poherwa MuneHe [MasnoBuh

2 | Onra batasesbuh, NpBu UCTpaXkmBay MuneHuHor
amepuukor nepuoga, 1996. roamnHe noknaksa Fanepujy
YyeTpaeceT MUNeHVHNUX MOAHWX MNycTpaLmja.

The second event happened significantly
later, actually a year after the centenary of
Barilli's birth, when the Museum of Applied
Art in Belgrade organized in February and
March of 2010 an international symposium
and exhibition entitled Milena Pavlovic Barilli
in the focus of different arts — New pluralism
of meaning. The symposium discussed
important aspects of the cultural context
of the 20s and 30s during which the artist
was active. More importantly, it opened new
interdisciplinary ways of analyzing less studied
segments of Barilli's artistic production that
were not considered as a “high” art compared
to her paintings. These segments included
fashion illustrations, commercial design and
advertisements, costume design, and portraits
of pop icons, and as such were contextualized
within the frameworks of fashion, cinema, and
overall pop culture of the third and the fourth
decade of the 20" century.

Bapunn, y neproay on debpyapa Ao mapTa
2010. roovHe, y My3ejy NpyIMeHseHe YMETHOCTY
y beorpany oapykaHu cy nsnoxota, MehyHapoaHm
HaydHK CKym W npomMouuja 360pHVKa, Mofa
HasviBoM MureHa [asnosuh bapunu y gokycy
pazauduMux ymemHocmu — Hoau naypanusam
3Haderba. Ckymn je yKasao Ha BaXXHe MOMEeHTe
KYATYPOMOLLKOF KOHTEeKCTa [ABafeceTux u
TpraeceTyx roayHa 20. Beka TOKOM KojVix Aefyje
MuneHa MaBnoBuh bBapunu, Te ykasao Kako Ha
Pa3HOBPCHOCT »KaHPOBCKOI 1 MeAM|CKOr oryca
OBE YMETHMLIE, TAKO U Ha Pa3HOBPCHOCT H-EMOBIIX
nHTepnpeTaumja. I13naraum Ha ckyny oTBOpUM
Ccy HOBe, WHTepaUCUMNAVHapHe MyTeBe
NHTEpnepTaumje A0 Tada Mahe U3ydaBaHMx
cermMeHata MmnerVHor cTBapanallTea, OaHOCHO
CBMX OHVIX CerMeHaTa Koju Yy [A0TafallHso)
NUTEepaTypn HUCY HasVBaHW 4YMCTOM WUIn
,B1COKOM" yMeTHoLWNY. T cerMeHT yKrby4yjy
FEHO CTBapanawTBO Yy AOMEHY MpYMEeHseHe
YMETHOCTW, Mpe CBera MOOHYy WaycTpaumjy,
peKNamMHV au3ajH M CLEHCKM KOCTUM, ann U
NopTPETE MKOHa MonynapHe KyaType, YvMe ce
MuneHMHa YyMETHOCT KOHTEKCTYanm3yje y CKnony
dunma, Moae (MpeBacxoaHo ModHe UycTpaLivje)
W yOMLITEHO MonynapHe KynType Tpehe 1yeTBpTe
JelleHnje MpoLunor Bexa.

MpBy MoHorpadu)y Munere lMNasnosuh Bapu-
v objaswo je Miogpar b. INpoTuh, 1966. rogyHe,
non HacnoBoM MurieHa [Nasrosuh bapuru — XKu-
8om u derio. MNpoTuheBa MoHorpadyja YTOMMKO je
3HauajHa jep je mpBa CTpy4Ha nybnmKaLuja rno-
ceeheHa MuneHn, Yime ce yMeTHULIA UHULI[aTHO
eTabnvpa y CUCTEM HaLVIOHarHe UCTopuje YMET-
HocTw. C apyre cTpaHe, Mako Mpy>ka MMOHMPCKA
yBUA Y MuneHrHy brorpadujy, yTrLaj HeHux
poamTerba, MyHxeHa, UTanvjaHcke peHecaHce U
[e Kvipvika Ha HeHO CrKapCTBO, YMMe yTvpe My T
MOTOHSMIM pa3MaTparbkiMa 0BYX heHomeHa, [po-
TV cBera Ha jedHoj CTpaHK, of YKYrHO ABe Koje
cy noceefReHe LienoKyrnHOM aMepudkoM NeEpPUOLY,
rOTOBO YCIyT CrioMuHse Bog nMeHyjyhn oBaj aH-
raykMaH ,camoogopaHoM’, JOK O OCTanM MOf-
HVIM aHrakMaHVMa Hu He roBopu. Kako [NpoTuh
HaBoOV:: ,kao y Hajun, Aa bu je cnacne, MMYHOCTY
13 HEHOM MaLLITOBMTOI CBETa peKamMmpajy, y Hy-
YKOW, KONOHSCKY BoAy Ui mapdem Heke dprpme!™
Hu Nasap TpurdyHoBMN y Conckom caukapcmay:

3 | M. B. MpoTuh, Munera MNasnosuh bapunsiu xxugom u dero,
[MpoceeTa, Beorpag, 1966, 30.

When it comes to writing about the
artist, it took several decades after Milena's
death for Serbian academia to positively
acknowledge her fashion-related and
design works. The first monograph of the
artist, Milena Pavlovic Barilli - Life and
work, was published in 1966 by Serbian
art critic and historian Miodrag B. Protic.
On the one hand, Protic’s publication is of
great importance as the first study devoted
to Barilli which inscribed her in the canon
of national art history. On the other hand,
even though he pioneered in presenting
her biography, and highlighting the multiple
influences on her paintings — her parents, her
education in Munich, Italian Renaissance,
De Chirico — Protic only mentioned her
fashion-related works on a single page,
where he named them a “self-defense”. As
Protic finds, “like in a fairy tale, in order to
rescue her, characters from her imagination
are advertising cologne or a perfume of
some company!” Another important figure
in the establishment of art history on the
national level, Lazar Trifunovic, also failed
to mention Milena's involvement in fashion
in his acclaimed book, Serbian painting:
1900-1950, published in 1973. It will not
be until 1979, with Olga Bataveljic's study
Milena Pavlovic Barilli: Life and work in New
York 1939 — 1945, that Milena’s fashion
illustrations will be academically elaborated
for the first time.?

This kind of criticism anchors itself in
the overall view of applied arts in Serbia at
the beginning of the 20"century, and in the
pervasion of elite and mass cultures present in
Milena’s art, which made it difficult for national
art history to place her within its conventional
frameworks. Despite the fact that “Milena
Pavlovic Barilli consistently transposed her
artistic (pictorial) contents into advertising
images™, and vice versa, criticism prioritized

1 | M. B. Proti¢, Milena Pavlovic Barilli Zivot i delo, Prosveta,
Beograd (1966) 30.

2 | Olga Bataveljic, the first researcher of Milena's American
period donated 40 fashion illustrations of the artist to
the Gallery in 1996.

3| S. Kragulj, ,Erasing Boundaries: The Narrowness of Europe
and the Wealth of America®, Milena Pavlovic Barilli Pro
Futuro: Teme, simboli, znacenja, HESPERIAedu Beograd
(2010) 126.



1900-1950 (1973) Ha HEKONMKO CTpaHa KOMMKo
je mocBeheHo yMETHULIW, He CroMUee MneHrH
aHraxkmaH y norey mofe. Tex he Onra batasersvih
cBojoM cTyavjoM MurneHa [lasrosuh bapusu:
JKusom u pad y Hoyjopky 1939-1945 objaBr-eHoj
1979. npBK MyT yKkasath Ha MuneHy genatHocT
Kao MOfHe WMyCTPaTOPKE.

OBakBa KpUTWKa CBOJe YMOpULLITE Hanaau y
MpOMMLLIbakLY O MpKUMerseHoj ymeTHocTW y Cp-
6ujM ¢ MoYeTKa 1 ToKOM rpBe MonoBuHe 20. Beka,
Kao W'y MpOXKMMarsy EMTHE 1 MacoBHE KynType
n3mehy Kojux ce MinneHa HemocpeaHo KpeTtana,
a Koje je, kako Jepko [leHerpn Hanasy, oomano;
NCTOPUU YMETHOCTM OTeXKano yknamaree Mwui-
NEeHVIHOr Aena y CBOje KOHBEHLMOHaHe MaTpu-
Lie. YNpKoC unirbeHnUM aa je ,Munera lNasnosuh
Bapwvinn gocneaHo TpaHCnoHoBaa CBoje NIUKOB-
He cagpKaje Ha pexnamHy Crimky™ 1 0bpHYTO,
KpUTVIKa je mpvMaT faBana NMKOBHOJ, ,MpaBoj”
M Y1CTO}" YMETHOCTH, a MPUMEH-EHa YMETHOCT
cMaTpaHa je Apyropa3pedHOM CTBapanaqkom
OVICUMMIIMHOM CBOJCTBEHO] YKEHCKOM CEH3UHU-
NUTETY U HaMEH-EHO] MPEeBacXoaHO rocrohyiliaMa
3 BUCOKOI ApyLUTBA. HYak 1 Kafa Aaje Mo3UTUBHY
KpUTYKYy MneHVHe MpBe camMocTanHe U3noxoe
onpaHe y HosrHapckom gomy y beorpany 1928.
roanHe, Bajap CpeteH CtojaHoBun, xBanehn ae-
KOpPaTWUBHO-WUNYCTPaTVIBHM TaneHaT Mraae yMeT-
H1Le NuLe da ,0Ba 13noxba Aaje Hage Aa hemo
[0OUTI CHaYKHOI UIYCTPaTopa, KojW ako He byne
MOTMYHO OpWrMHanaH 1 yMeTHUK, Brhe HecyM-
FEVBO CONMMAaH MajcTop™.

Yaumajyhin y 063Mp oBakBa TyMadersa,
Mo[OHa nnyctpauuja Bapunnjese
KOHTEKCTyanu3oBahe ce y OKBMPY MOAHE
npoaykuunje (nnyctpauuja, doTorpaduja,
OV3ajH, MarasuH) y nepuoay of ABadeceTux
Na 4o mo4eTka YeTpaeceTux roanHa 20. Beka,
Koja 3ajedHO ca NMKOBHWM YyMETHOCTIMA,
dbnnMoM 1 n3BohauKMM YMETHOCTMMA YVHM
WHTerpanHu [Oeo LEeNoKymHe KynTypHO-
yMETHMYKe mpoaykuuvje dopmupaHe vy
eBponcknM MeTpornonama (Beorpaa, MuHxeH,
Pum, ToHaoH, Mapra) v Hbyjopky, rpagosuMay

4 | C. Kparyrb, ,Bpvicarbe rparmua: TecHa EBpona 1 6oratcTso
Amepuike’, MuneHa Nasnosuh bapunu Mpo @ymypo: Teme,
cumbonu, sHayersa, XECIEPWAeny, Beorpag, 2010, 125.

5| C. CtojaHoBuh, V3noxkba pagosa MuneHe MNasnosuh
Bapunnu’, Monumuka (18. 12. 1928), npeyseTo 13: [pyna
ayTopa, Munera lNasnosuh bapunu Exc Mocm: Kpumuke,
ynaHyu, buoepaguja, XECMEPVAeny, Beorpag, 2010, 180.

fine - “true and pure’- art, while it considered
applied arts as a secondary discipline of
feminine sensibility, intended for upper-class
ladies. Even when a famous Serbian sculptor
Sreten Stojanovic is giving a positive review
of Milena’s first exhibition, he writes that “this
exhibition gives a hope that we will get a strong
illustrator who will become, if not an original
artist, then undoubtedly a solid master”.*
Having in mind these interpretations, it
is important to furthermore contextualize
Barilli's fashion illustrations within the fashion
production (illustration, photography, design,
magazine) in the period from the twenties
and up to the forties of the 20" century, as
fashion itself was, alongside fine, performing
and cinematic arts, an integral aspect of the
complete cultural and artistic production in
metropolises in which Milena lived and worked:
Belgrade, Munich, Paris, Rome, London, and
New York. “As spatial and architectural
phenomena communicate similarly to
clothes, as both present a physically tangible
and materialized reflection of the overall
reality™, both fashion and Milena’s fashion
illustration suffered from the influences of
the environments in which the artist created
them. Hence the artist’s fashion illustrations
can be classified into Belgrade, Munich, Paris,
and New York fashion illustrations. Each of
these groupings is characterized by different
art poetics and the influences of the popular
culture typical of, or in a way in contrast to the
overall reality of the aforementioned cities.

THE BELGRADE FASHION
ILLUSTRATIONS: ART
DECO AND THE ROARING
TWENTIES

In an environment which did not have
enough sensibility to notice the initial
bonding between elite and mass cultures
through the prism of both fine and applied
arts, Serbian Dadaist Dragan Aleksic

4] S. Stojanovi¢, ,|zloZba radova Milene Pavlovi¢ Barili*, Politika
(18.12.1928), in Milena Pavlovi¢ Barilli Ex Post: Kritike, clanci,
biografija, HESPERIAedu, Beograd (2010) 180.

5 | M. Prosi¢-Dvorni¢, Odevanje u Beogradu u 19. i pocetkom
20. veka, Stubovi kulture, Beograd (2006) 146.

KojuMa je yMeTHMLa >Xm1Bea 1 cTBapana. Kaxko
ce ,MPOCTOPHO-apXUTEKTOHCKN EHOMEHM
MoHallajy ca KOMYHUKaLM]CKOr acrekTa, Ha
MCTOBETAH Ha4WH Kao W OfeBarbe Kako U
jedHO W Opyro npefcTaB/bajy cneumduyan,
GU3NUKK ONMUNBUMB 1 MaTepuWjann3oBaHmu
ofpa3 CBeyKyrnHe CTBapHOCTU™® Tako w
MuneHvHa MOAHa MaycTpaumja, Kao u cama
Mofa, TPrv yTuLaje cpedmHe Yy Kojoj HacTaje.
Tako ce Moxe M3BPLWMTK U Knackdukaumja
YMETHULMHUX  MOAHMX WNycTpauuvja Ha
Heorpaacke, MUHXEHCKE, MapUCKE U HyjopLUKe
MOZHe VnycTpauvije, c 0631poM Ha To a CBaKy
0o, OBUWX rpyna unycTpauuja KapakTepuLly
pasIymUTe YMETHWYKE MOETUKE UM yTuLaju
deHoMeHa nonynapHe KynType TunudHe 3a,
WM Nak CynMpOTHE Of CBEYKYMHE CTBapHOCTY
MOMeHyTKX rpafoBa.

BEOI'PAACKE MOAHE
HAYCTPALINJE:

AP AEKO H

AYAE ABAAECETE

Y cpeauHu Koja HuWje ¥vMana [OOBOSbHO
ceHanomnnTeTa Aa youum VIHVUMjanHO ycro-
CTaB/barbe KOHTaKTa M3Mehy ennTHE 1 MacoBHE
KynType Kpo3 Mpr13My U IMKOBHE U MPYMEHeHe
YMETHOCTW, dafancTa LparaH Anexkcuh youasa
CYLITVHCKY  PEBONYLIMOHAPHOCT — K3M0ox0e
ncTrayhn ynpaso Teme, 663 063vpa Ha Meaw;,
Koje je MuneHa npefctaBuia penepoToapoMm
nanoxeHnx gena. O nsnoxom Anexcuh nue:
JLozedurHa, ApabroaHn, MekcukaHuy, LnaHuy,
[NepcujaHuy, KuHesy, JanaHuy, rpoTeckHe
durype 13 npuda mn3 1001 Hohwu, pokokoa,
MapycKVIX LIMronoa, Npodecopa, GatanHmx xeHa,
nrpadmLa, apreHTUHCKMUX HapMeHa, YIUYHKUX
TVINOBa Ca CBVX CTPaHa, CUH0pUTa, VHamjaHaLa...
M Lo jedaH HWU3 MOKPETa, CKyMfbarba, 3aHoCa
ounjy, morneda, AoAMpa, ocMmexa. CBeT Kojw
je 6nv3ak, a HapouMTo 6113aK MPYICYCTBOM
CBaKOOHEBHMM KPO3 HOBUHE, POMaHTUYHE MpUIYe,

6 | M. Mpowwmh-[sopHnh, Odeasarse y beoegpady y 19. u
novemkom 20. aeka, CTyboswm kynType, beorpag, 2006, 146.
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noticed the revolutionary spirit of Milena's
first exhibition when he accentuated the
themes rather than the techniques of the
exhibited artworks. Regarding the exhibit,
Aleksic reported: ‘Josephine Baker, Arabians,
Mexicans, Spaniards, Persians, Chinese,
Japanese, grotesque figures from One
Thousand and One Nights, Rococo, Parisian
gigolos, professors, femmes fatales, dancers,
Argentine barmen, low lifers from everywhere,
senoritas, Indians... and a whole world of
movement, concentration, elation, eyes, looks,
touches, smiles. The world to which we are
brought particularly closer through magazines,
romantic stories, movies, and modern fairy
tales.”® By having a sensibility for the exotic,
and by erasing the borders between the
past and the future just so to keep up with
the contemporary tendencies of fashion
and art, the modernism of Milena Pavlovic
Barilli is marked by correlations between
aesthetic and communicational aspects,
well noticed by Aleksic. The combination
of the aesthetic (origin in the fine arts) and
the communicational (presence in a fashion
magazine) is at the same time a dominant
characteristic of fashion illustration, which Art
Deco fully affirmed as a genre.

The period of Milena Pavlovic Barilli's
schooling at the Belgrade Art School from 1923
to 1926, and at the Academy of Fine Arts in
Munich until 1928, as well as exhibitory activity
in the following couple of years, coincides
with the manifestation of a creative force
caused by the cataclysm of WWI, the force
that brought up a new lifestyle and aesthetics
along the way - Art Deco. The changes
in social, economic, political, ideological,
and spatial structures, the destabilization
of gender roles, and the intensive cultural
exchange with France, brought the spirit of
Art Deco in Belgrade as well, to which Milena
came in 1922. To understand Milena’s fashion
illustrations created during her Belgrade and
Munich phases, and to trace the initiation and
genesis of fashion illustration as a genre in her
ceuvre, it is important to present at least those

6| D. Aleksi¢, ,IzloZba slika g-ce Milene Pavlovi¢-Barili®,
Vreme (17. 12.1928) 7, in B. Popovi¢, Primenjena
umetnost i Beograd 1918-1941, Muzej primenjene
umetnosti, Beograd, (2011) 28.



dbunmose 1 MoaepHe bajke”. CeHsnounTeTom
33 €rsoTuYHO U penaTvBM3auUmjoM BPEMEHS,
O[HOCHO GpucarbeM rpaHMLla mamMehy npoLu-
noct 1 byayRHOCTW, Te »erboM Aa ce byne
y TOKYy Ca CaBPEMEHWMM TeXHama Moae W
yMeTHOCTW, ModepHusaM Munene [lasnosumh
Bapuvnn obenexeH je kopenaumjama v3mehy
ECTETCKMX MpeacTaBa W KOMYHMKaLMICKIX
acnekata koje Anekcuh yodaBa. KombuHalmja
ECTETCKOr (YMopULLTE Y IMKOBHO] YMETHOCTM) 1
KOMYHVKaLmjCKor (MacMaH y MOAHOM Yacoricy)
yjeoHo je ¥ [OOMWHaHTHO obenexje MoaHe
MNycTpaLMje Kao »aHpa Koju y MyHOM 3axBaTy
abvpmuLLe ap Oeko, a ca UMjoM ecTETMKOM
KopecnoHavpaly MwuneHnHe npBe MOAHE
nnycTpaunje, Hactane TOKOM LLUKOMoBaHa Y
Beorpany, a notoM 1y MiHxeHy.

MNepvioq wkonoBaka MuneHe [laBnosuh
Bapvnu Ha KpambeBCKO] YMETHUYKO] LUKOMN Y
Beorpagy on 1923. o 1926. 1 Crivkapckoj aka-
nemMmjn y MyHxeHy o 1928. rogvHe, a moToMm
nanaradke aKTUBHOCTM y Beorpafy HapeaHe Ase
roavHe, BPEMEHCKM Ce Mokfana ca MaH1decTa-
LIMjOM CTBapanadYkor yxa yCroB/beHOr KaTakm-
3MOM [pBOIN CBETCKOI paTa, dyxa Koju je n3He-
OPVIO HOBY >KVMBOTHM KOHLIEMT U YMETHWYKM CTUN
- ap [eko. [poMeHa ApyLLTBEHO-EKOHOMCKMX 1
MPOCTOPHMX CTPYKTYPa, MONUTUUKOr ypehersa,
naeonoruje, Aectabunvaaumja POaHVIX yora, Te
NHTEH3VIBHa KyNTypHa pasmeHa ca ®paHLyCKoM,
yHenm cy ayx ap aexkoa wny beorpag, y koju Mvine-
Ha (HakoH cpearser obpadosarsa y [oxkapesLy 1
Tanmjm) Ha MprnpemMHm/ Teya] YMETHIYKE LUKOME
cTwke 1922. roonHe. [la 6v ce MoHe nnycTpa-
uvje Munnere lNasnosumh Bapwnm Tokom Georpad-
CKOI™ VI MVHXEHCKOI Nepvioaa padymene, Te da om
ce vcrpaTina MH1UMjaLmja 1 reHesa OBOr »kaHpa
Y YMETHVILIMHOM OTyCY, HY>XHO je USHETWN MaKap
OHa Hauena ap [ekoa Koja Cy ce ofpasvfia Ha
MoZy Y MOAHY MIyCTpaLuly, Kao 1 MMiaKaumje
OBOI" CTWa Ha KyNTypHY KMy Beorpaga.

3BaHWM4HO ce poavBLLM 1925. roamHe y [apu-
3y Ha MebyHapoOHoj UsIobu MoOepHUX NnpuMe-
HoeHUX U UHOYCmpujckux ymemHocmu (Exposition
internationale des arts décoratifs et industriels

7 | O. Anexcuh, Manoxba cnuka r-ue Munere MNasnosuh-
Bapunwu®, Bpeme (17.12.1928) 7, npeyseTo u3 b.
Monosuh, MpumerseHa ymemHocm u beoepad 1918-1941,
Mysej npumerseHe ymeTHoCTH, Beorpag, 2011, 28.
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aspects of Art Deco that have, besides fashion
and fashion illustration overall, also influenced
the cultural climate of Belgrade.

Officially born in 1925 in Paris at the
Exposition Internationale des Arts Décoratifs et
Industriels Modernes (International Exhibition
of Modern Decorative and Industrial Arts), Art
Deco quoted a variety of aesthetics and styles.
lts eclecticism embraced ethnic motifs (far
Eastern, African, Slavic, and those of Harlem
Renaissance) through luxurious materials, and
simplified them to the point of geometric
abstraction, as geometry was a common
visual language of modernism. “Speaking in
metonymy, Art Deco reached its full swing on
the street — on posters, facades, public spaces,
print media like fashion magazines, and
vehicles like trains, automobiles, and bicycles,
through which it accentuated the interaction
between the artistic and the commmunication
media."’

“Modern fashion drawing as a legitimate
art form in its own right was preeminently
the product of Paris.”® In 1908, one year
before Ballets Russes, led by its founder
Sergei Diaghilev and choreographer Leon
Bakst, relocated to Paris; renowned Parisian
couturier Paul Poiret hired a young avant-
garde artist, Paul Iribe, to illustrate the album
of his fashion collection. Through Les robes
de Paul Poiret, Iribe juxtaposed Fauvist colors
and Japanese prints and laid the foundations
of Art Deco fashion illustration, while “Poiret
made an unprecedented contribution to the
modernization of the industry through his novel
attitude towards the process and promotion
of design.”® Three years later, led by the
success of Iribe’s illustrations, Poiret repeated
this practice with Georges Lepape, who
added Modigliani and Brancusi's elongated
figures to lIribe’'s aesthetics. By creating
fashion collections, and then emitting their
representations in the form of illustrations,
designers and illustrators created the “new

7 | V. Zmegad, “Art Deko u povijesnom kontekstu®, Art
Deko i umjetnost u Hrvatskoj izmedu dva rata, Muzej za
umjetnost i obrt, Zagreb (2011) 16.

8 | C. McDowell, “Drawing Fashion’, Drawing Fashion: A
Century of Fashion lllustration, Prestel / Design Museum
of London (2010) 12.

9| C. Breward, Fashion, Oxford University Press (2003) 37.

modernes), ap AeKo® ce eCcTeTCKM Ocnarbao Ha
pasHOMMKe CTWcKe UMTaTe. HberoB exnextu-
Ly3aM MPUrpvo je eTHUUKe MoTMBe (danexom-
CTO4YHE, adpUUKe, CNOBEHCKE 1 XapremcKe)? Kpo3
NYKCy3He MaTepujane, MojedHOCTaB/byjyNm VX A0
FeOMETPU|CKE ancCTpaKUMje, Kako je reomeTpuja
6vna onwITENPU3HATY BUSYENHM je3MK MOLEP-
Hrama. ,CBOj MyHW 3amax, ap AEKO je CTekao, Me-
TOHVIMMICKM PEYEHO, Ha YUYW — Ha MnakaTiMa,
dacapama 3rpaga, y 06nVKoBaksy jaBHVIX MPOCTO-
pa, y orpemMu LWTaMmre NomyT MOAHMX Yacormca,
dbrnmekmnx 1 doTorpadermx nybnvikaumja, y Avi3aj-
H1paHby TPAHCMOPTHYMX CpeacTaBa: BO30Ba, ayTo-
Mobuna, bViLVKana, Harnallasajyiu HTepaxLyjy
13MeNY YMETHUUKIX 1 KOMYHVKaLWjCKX Meapja. ™

,Kao nermtiMaH BuMA MOOEpHE YMETHOCTW,
MOfHa WnycTpaLmja EMUHEHTHO je Buna MPOayKT
Mapusa. ™t 1908. roauvHe, roavHy AaHa npe
Hero wTo he ce Pycku banem (Ballets Russes)
npeasoheH ocHvBadem CeprejemM [djarnmesum
(Sergei Diaghilev) v kocTumorpadom JleoHom
Bakctom (Léon Bakst) penoumpatn y [Napus,
pEeHoMVPaH MapuycK couturier, MOAH AV3ajHep
Mon lMoape'? (Paul Poiret) aHraxkyje mnagor
aBaHrapaHor ymeTHVviKa [Nona Vpubea (Paul Iribe)
Ha MNyCTPOBakby anbyma CBoje MOAHE KONeKUMje.
JykcTanosunumjom MoTvBa MomnyT GOBUCTUUKIX
6oja 1 janaHckux rpadvika, Viprbe je anbymom
XareuHe MNona MNoapea (Les robes de Paul Poiret)
MOCTaBMO TeMerbe ap AeKO MoAHe UycTpaLvie,

8 | TepmuH art deco Npsu je ynoTpebmo eHrneckm
ncTopudap ymeTHocTH, besurc Xunujep (Bevis Hillier)
1968. roavHe y cBojoj Krbuan Art Deco of the 20s and
30s Koja je NPEeTXOAMNa HErOBOM KYCTOCKOM aHraXkMaHy
Ha 13noXbn Art Deco y VIHCTUTYTY 3a yMETHOCT rpafa
MunHeanonunca (Minneapolis Institute of Arts).

9 | CmaTpaHa kao npernopoz adppoameprike yMETHOCTY,
Xapnemcka peHecarca (Harlem Renaissance) 6vna je
KYNTYPHM, OPYLLITBEHN V1 YMETHWUKI MOKPET HacTao y Xapremy,
Hbyjopk, Tokom ABafeceTVx roavHa 20. Bexa. JedHa o VkoHa
OBOI MOKPET3, a 3a Koy je MneHa 3Hana, jecTe nnecaunLia
LlozeduHa Bejkep (Josephine Baker). BuayenHi naeHtuTeT
Xapnemcke peHecaHce ocarbao ce Ha GOMKIOPHY YMETHOCT
appUUKIX LipHaLia, ervnaTcke yTuLiaje, 1 ap OeKo.

10| V. Zmegag, “Art Deko u povijesnom kontekstu®, Art
Deko i umjetnost u Hrvatskoj izmedu dva rata, Muzej za
umjetnost i obrt, Zagreb, 2011, 16.

11 | C. McDowell, “Drawing Fashion”, Drawing Fashion: A
Century of Fashion lllustration, Prestel / Design Museum
of London, 2010, 12.

12 | 3a ucTopujy ymeTHocTw Noape je 3HadajaH jep je
ynpaBo Y HeroBoj ranepuju, lanepuju bapbasare
(Galerie Barbazanges), npsu NyT NpvikadaHo Aeno
locnohuye u3 Asur-oHa Mabna Mukaca 1916. roanHe.
Benukun noknoHuK yMeTHoCTK, MNMoape je y Hajbnmke
npwjaTerbe ybpajao 1 xonaHAckor ymeTHWka Kica BaH
[HonreHa (Kees van Dongen).
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look”, based on two seemingly opposite
phenomena - the femme and the garconne.
Milena corresponded with both of them -
through personal aesthetics she embraced
a moderate garconne look, while through
aesthetics of her fashion illustration she
embraced the representation of the femme
look. If we take into account the statement
by English sociologist Joanne Entwistle, who
finds that “our consciousness of the dress is
heightened when something is out of place —
when either our clothes do not fit us, do not
fit the situation™®, or simply when the clothes
are not on us, we can conclude that Milena’s
personal style, as well as the conservative
environment in which she lived and worked,
influenced the representation of the opposite
— more pleasant — on her fashion illustrations.

Interestingly, the garconne look shaped
itself in the year of Milena's arrival in Belgrade,
when Victor Margueritte published the novel
La Gargonne. With his novel, Margueritte
presented a new, subversive idea of women
based on an equally new social reality (or
a desire to belong to it) of women who
embraced this style. Monique Lerbier, the
protagonist of Margueritte's novel, is a woman
whom, metaphorically speaking, Poiret and
Madeleine Vionnet freed from the corset,
the hyperbolic hourglass silhouette, and the
norms of traditionally conceptualized gender
roles governed by patriarchy. By initiating the
revolution in design (which was not based
anymore on tailoring but draping), designers
lowered the waist below the hips, and
through draping visually reduced the breast.
To complement this look, women cut their
hair into bob cuts, and often just wore male
clothes as such.

On the photographs of Milena Pavlovic
Barilli, we can notice two variations of the
garconne look: one that was, back then,
acceptable in Serbia, and another one,
costumed, that belonged to Paris and New
York's realities, and Milena’s intimacy. When
at school and exhibitions, on travels with
her mother, or posing with her dog, Milena
usually wore dresses in dark tones (it seems

10 | J. Entwistle, “The Dressed Body’, The Fashion Reader,
Berg, New York (2011) 138.


https://en.wikipedia.org/wiki/L%C3%A9on_Bakst

a cam [loape je ,0cTBapuo HenpeBasunheH
OOMPYHOC Y MOAEPHM3ALMM MOOHE UHOYCTpUje
KpO3 CBOje MHOBaLMje He camo Yy mpoLecy, Beh
1N NpoMoLmju amsajHa™®. Tpu rogyHe KacHuje,
[Noape je 0By MpaKcy MOHOBKO Ca UNyCTPaToOpPOM
YKoprkom Jlenmanom (Georges Lepape), koju je
y Vpubeosy ecTeTuKy yHeo MogumbaHujese U
BpaHkysvjeBe nsgyxeHe ¢urype. Kpevparem
MOOHVX KOMeKUMja, a MOTOM eMUTOBaH-EM
FoVIXOBVIX penpeseHTaumja y B1ay nnyctpaumje,
napanenHo je CTBOpeH ,HOBU Uarnen’, 6asypaH
Ha [Ba Hau3rned cyrnpoTHa ¢eHoMeHa Koja cy
obenexxuna Mofly ap Aekoa: Aamu 1 Gargonne
(FapcoH) pgedaukoMm  m3rneny. MuneHa e
KopecrnoHavpana ca oba GeHomeHa — NYHOM
eCTETVIKOM MPUKIOHWUNE CE YMEPEHOM FapCoH
CTUNY, @ CEeH3BUNUTETOM CBOJVIX UNyCTpaLuja
penpeseHTaumjy game. YKOIMKO ce BOOMMO
TBPOHOM €Hrecke counonowknmwe  LloaH
EHtBMcTn (Joanne Entwistle), koja, 6baBehu ce
COoLMOnOorvjoM Tena, Hanasu fda je ,Halla CBecT
0 ofehn nojadaHa ynpaBo oHAa kada ofeha
HUje Ha Hama™*, Moxke ce pehm ga cy MuneHH
AMYHK CTUN ann 1 KOH3epBaTVBHA cpeamHa y
KOjOj je cTBapana Ha U3BEeCTaH HaquH YCIOBUIM
MpYKasMBarbe OHOI CYMPOTHOT, ,yrofHvjer” Ha
FoEHM MOAHMM MyCTPaLMjaMa.

IHTepecaHTHO je [nOa cBoje yobnuyere
FapCoH M3rnen AoKMBbaBa Y roauHM MyneHnHor
nonacka y beorpap, objaBmMBarbeM NCTOMMEHOT
pomaHa BukTopa MaprepuTa (Victor Margueritte),
Koju je MpeacTaBMO HOBO, CybBEp3vBHO
BrheH-e »keHe 6a3MpaHo Ha rnoajeaHako HOBO)
OPYLITBEHO] CTBApPHOCTW (MW >kerbe Oa ce
MCTO] MpViNada) »KeHa Koje Ccy ce OBOM CTuny
Mpviknaksane. MoHuk Jlepbje (Monique Lerbier),
JyHakVHba MaprepuToBOr poMaHa je »keHa Kojy
cy, MeTadpopuik pedeHo, [Noape 1 KpeaTopka
Mapnera Brore (Madeleine Vionett) ocnoboamnm
KopceTa U xunepbornyHe neldaHnK’ cunyeTe,
a TMe W HOpMW TpaaMLMoHanHo cxBaheHyx
POAHMX YyAOra YCAOB/bEHUX MaTpujaxanHum
ypehereM. VHnuppajyhin pesonyumjy y ansajHy
(koju BuLIE HWje O6MO basvpaH Ha BELUTWHY
LMBeHsa, BeN Apanvpaksa) MOMEHY T KpeaTopy
Cy CMyCTWM CTPYK 1CMoa KYKOBa 1 Apanparem
MNOCTUIM MPVIBWAHO CMakseHse Fpyay, OOK Cy

13| C. Breward, Fashion, Oxford University Press, 2003. 37.

14 | J. Entwistle, “The Dressed Body", The Fashion Reader,
Berg, New York, 2011, 138.
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MwuneHa, Mapus, 1932. | Milena, Paris, 1932

that she favored black above other colors) of
simple design, like those of Coco Chanel, a
pearl necklace (also an emblem of Chanel),
hair leisurely tied in a bun, and sometimes,
a cloche hat. On significantly less published
photographic material, we can see Milena
in intimate spaces traditionally coded as
feminine — interior, yard, garden — paradoxically
presenting herself as completely masculine,
like Georgia O'Keeffe and Frida Kahlo. The
simultaneity of these representations
illustrates the global urge of women to be
equal with men, whose position is ultimately
privileged. On these photographs, Milena wore
a suit, or just a shirt and pants, complemented
with artifacts of masculinity — guitar, cigar, and
riffle. In accordance with that, the androgyny
of the garconne look was one of the key
components of the modernism of Art Deco,
which tended to bring forth the coexistence
of opposites. In other words, “the segment of
fashion that defines it as within the category

Kao KOMMJIeMEHTapHY acrekT HOBOI M3rnena
YKeHe modLunLLane Kocy y 6ybyrkond cTumy 1 mpu
O[EBakby Mo3ajMuUne MyLIKe OfeBHE MpeaMeTe
Kao TaKBe.

Ha ¢oTorpadujama Munere Masnosuh ba-
Py yodaBajy ce OBEe Bapujauuje rapCcoH K13-
rnena, OHa y Tadallhs0j CPriCKoj cpeauHA ,Mpn-
XBaT/bMBA', 1 OHa CTUIM30BaHa, KOCTUMHa, Koja
je bvna aeo NpeBacxoHO MapyICKe U HoyjopLLKE
CTBapHOCTW, @ MuneHuHe MHTMe. Ha doTorpa-
dujama ca cTyomja, N3NoXKOY, ca MajkoM, Mopo-
OVYHMX MyTOBaH-a, U ca CBOUM ncoM, MuneHa
YINaBHOM HOCK XarbuHe TamHujux 6oja (LUpHO]
je, KaKo ce YMHKY, Buna HapOUMTO HaKIOH-EHa),
jeaHocTaBHOr Ov3ajHa Hanvk kpeaumjama Koko
LLlaHen (Gabrielle Coco Chanel), 6ricepHy orpnn-
Ly (Takohe jedaH o, MOOHVX aMbrema rnomeHyTe
KpeaTopKe), KOCy YBE3aHy Yy BP0 NEXKepHY ryHRy,
1 noHekan knoww (cloche) welwmpuh. Ha sHaTHO
MaHse MyOnMKoBaHOM hoTorpadCcKoM MaTepujany,
Y VHTVMHIM MPOCTOPUMA KOV Cy TpaayLvoHar-
HO KOOMPaHW >XeHCTBEHOLLIRY, OHOCHO Y eHTe-
pvijepy, ABOPUILLITY 1 balLTy, MuneHa ce, KoHTpa-
OVIKTOPHO, MPEACTaBba Kao MOTMyHO MacKymHa,
Hanvik doTo noptpeTiMa Llopuiie O'Kind (Georgia
O'Keeffe) n Opunae Kano (Frida Kahlo).*> CumynTa-
HOCT OBWX pernpeseHTaluja CBEOA0UM O OMLLITO)
TEXHM YKEHA Ka M3jeaHadaBakby ca MyLLKapLUm-
Ma YMja ce mosyLmja anconyTHO GpaBopKayje, Na
je Tako MuneHa Ha TM doTorpadyjama obydeHa
y ofeno, Yelhe camo KOLLY/bY U MaHTasoHe, ca
apTedaKT1Ma TUMMYHVIM 3a 00jaBy MacKyIMHNTE-
Ta MonyT riTape, uvrapeTe, nylike. Y cknady ca
TIME, aHOPOrMHOCT rapCoH CTWNMA jaBiba Ce Kao
jedHa o Kiby4YHVIX KOMMOHEHTU MOAEpHM3Ma ap
[EK0a, KOj\ CBOjJOM MOETUKOM HACTOj Aa 0hOopMM
KOErs1CTeHLVjy CynpoTHOCTW. ,[lpyrum pedrma,
OHaj cerMeHT mMoae Koju je AedrHMLLE Kao KaTe-

ropujy MOOEPHOCTV OrNefa ce YrpaBo Y HEeHOM

15 | YBuoom y doTorpadeku matepujan, TadHmie Tpy GoTo
anbyMa cadyBaHa y noxxapesadkoj ranepujn, yemha
ce cepuija poTorpaduija KocTMUpaHe MuneHe joww o,
HEHOI AETUHCTBA, BMN0 Y MYLLIKO] OAENM N LLaHCKIM
11 POMCKMM HOLLHsaMa. AyTop oBvx doTorpaduia je, Kako
KyCTOCKMHba Fanepuje Broneta Tomuh Hanasu, cacsim
CUrypHO MUNEHNH yjak, peHoMVpaH# NoskapeBadqkin
doTorpad, Aparomwyd Opara MNasnosuh (1872 — 1935).
MaBnosuhesa GoTorpadcka AenaTHOCT NoaerbeHa je Ha
TPV Nepuyoa: Npau Y kojem GoTorpaduLLe MHAVBUOYaNHE v
rpynHe nopTpeTe [NoapesrbaHa, Apyriy KojeM paum kao
paTHW doTorpad Ha GPOHTY, 1 TpehK, MocnepaTHH, Koju
[OHOCK CMUPa), 1 Y KOJeM HacTajy MoMeHy Y MuneHmnHm
nopTpeT. Buaw: [. ®enauh, Gomoepaguja y MNoskapesyy u
OkonuHu, DoTo-K1HO KNy6 Moxkapesal, (2009).

of modernity lies in its potential to creatively
destabilize and evade imposed traditions,
and to allow the abandoning of the imposed
identity by choosing the new one."!

Conversely, Milena was indeed more
exposed to the presence of the femme in
her everyday life, but we must not overlook
the fact that actual economic and social
changes in the Kingdom of Serbs, Croats
and Slovenes, and its capital Belgrade, were
occurring at the very beginning in the 20s. The
complete gargonne look was still too radical,
while the femme elegance was available
only to a small percentage of Belgrade's
women — the glamorous elite and the royalty
— which was able to afford haute couture. In
1922, when the garconne look had its initial
manifestations, and Milena moved to Belgrade,
the royal wedding between King Alexander
Karadjordjevic and Princess Maria of Romania,
the future Serbian queen, took place on the
221" of June. On October 22 of following year,
Prince Paul married Princess Olga. Because
Milena was a relative of the Karadjordjevic
dynasty, and her mother served as the
matron at the court, the artist herself lived at
the court from 1923 to 1926. The period of
Milena Pavlovic Barilli's residence at the court
is important because during that time, she
encountered haute couture, of which the main
consumers were Queen Maria and Princess
Olga. Thanks to curator Bojana Popovic's
insight into the bills of the royal family in the
exhibition Fashion in Belgrade 1918 - 1941
(Museum of Applied Art, 2000), we can see
that Redfern and Maison Patou were the main
suppliers of female garments and accessories
for the court, followed by the House of Worth,
Drecoll, Lelong, and Molyneux.

Knowing this fact, it is interesting to
compare Milena's caricatures and drawings of
Queen Maria and court officials with fashion
illustrations for Redfern, which certainly
circulated in the court through fashion
magazines and advertisements. Redfern’s
illustrators Georges Barbier, Francisco Havier
Jose, and Charles Martin presented a tall

11 | S. Cupi¢, Gradanski modernizam i popularna kultura:
mnodnog, pomodnog i modernog (1918 — 1941),
Galerija Matice srpske Novi Sad (2011) 90.




noTeHUWjany Aa AecTtabunmayje 1 KpeaTuBHO 3a-
obuhe HaMeTHyTW OKBVP Tpaauumje. Hanywita-
Hoe HaMETHYTOr MAEHTUTETA U YMH 1M36Opa HOBOT
MpeacTaBmbajy Taj Mo CBEMY W3Y3eTHU MOTEHLIN-
jan mope.1°

C apyre cTpaHe, MpeAcTasy fame MvineHa y
CTBapHOCTK jecTe buna U3NoXKeHWja, HO He CMe
ce MpeHebperHyT! UnktbeHWLa da Cy CTBapHe
EKOHOMCKe 1 ApyLLTBEHe MpomeHe y Kparbesu-
HW CXC, na camnm TuM 1y Beorpany ABapece-
TUX FOAMHa B1ne Tek y 3a4eTKy. [oTnyHM rapcoH
nsrnen 61o je jol yBek MpeBuLLe paavikanaH, a
[aMCKOj eneraHumju, nopen kparmsule Mapuije v
KHeruree Onre, MPYIKNOHWNA ce TeK MaMypo3Ha
ennta beorpaga koja je BMCOKy Moy cebv Morna
na npuylumi. Vcte 1922. roamHe y kojoj ce adup-
MVILLE FapCOH M3rnen a MuneHa gonasu y beo-
rpag, 22. jyHa ofp»kaBa Ce U KparbeBCKO BEHYa-
toe Kparba AnexcaHapa Kapahophesiha v Taga
npurHuese Mapuje on PymyHuje, ynyhe cpricke
KparbuLe. 22. okTobpa HapedHe roavHe BeHqa-
Bajy ce 1 kHe3 [NaBne 1 kHerva Onra. Kako je
MwuneHa buna y AMpexTHoO] NMHW pof, ca AnHa-
cTujom Kapahophesviha, a majka [laHuLia mo3BaHa
[a 0baBrba cry»«0y HaA30PHHLIE Ha KParbEBCKOM
OBOpY, Tako je MuneHa Yak Ha ABOpY U XuMBena
of 1923. no 1926. rognHe. XXveoT Munene [la-
Bnosvih Bapunn Ha KparbeBCKOM ABOPY je buTaH
jep ce MuneHa ynpaBo Tafa yriosHaje ca B1CO-
KOM MOAOM, YMjW Cy TaBHM KOH3YMEHTM Kparbi-
Lia Mapwja 11 kHeriba Onra. YBUAOM Y apXMBCKY
rpahy, 0OAHOCHO padyHe KparbeBCKE MOPOAMLIE
Koje bojaHa Momosuh, kycTockuHba Myseja npu-
MeHseHe YMeTHOCTW y beorpagy, U3HOCK Y CTy-
OVjcKoj nsnoxkbu Moda y beogpady 1918-1941
(2000), kao HajuelRn [obaBbAYN HKEHCKKX TO-
aneTa 1 akcecoapa 3a ABOp Y roaMHama y Kojuma
MnneHa »kmBu 1 cTBapa y beorpagy jasmbajy ce,
nameny octanmx, ModHe kyhe PeddepH (Redfern)
n Mamy (Maison Patou).t’

l/lHTepecaHTHO je cTora ynopeauty Mune-
HVIHE KapykaType OBOPCKMX YMHOBHMKA U Kpa-
mwrue Mapuje ca MogHWM  uiaycTpaumjama
mMoaHe kyhe PedgepH Koje cy Ha ABOPY CacBUM

16 | C. Yynuh, lpahakHcku ModepHU3am u nonynapHa
Kynmypa: Enugode MoOHoe, nomooHoe u ModepHoe (1918
- 1941), Tanepuja MaTuue cpricke Hosm Cag, 2011, 90.

17 | B. Monosuh, Moda y beoepady 1918-1941, Myaej
npuMerbeHe ymeTHocTn beorpag, 2000, 69. Kparsiua
1 KHEerukba cy Takohe KopUcTnne ycnyre MoaHmx
kyha Bopm (Worth), Apexon (Drecoll), /lenor (Lelong) u
MornuHe (Molyneux).
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woman of elongated figure and short hair in
the foreground of their illustrations, wearing
simply designed dresses of luxurious materials
(fur, silk, lace, satin) while standing on the
terrace or in the garden. The background is
usually presented in the form of a minimalist
landscape or a color field like those of Japanese
prints. The moderately humorous element was
obtained by adding a male figure and altering
it to the point of caricature, like on Charles
Martin's illustration, VousDites... Cancan
ll, Robe pour les courses de Redfern (1913,
The Courtauld Institute of Art, London). On
Milena’s caricature of Queen Maria, seemingly
created with a few pencil strokes, the queen
resembles Modigliani's figures with her
elongated neck, yet she exudes certain spite
with her jewelry, elegance, and the expressive
look in her eyes — all characteristics that are
noticeable on the illustrations for Redfern. By
representing the queen this way, the artist
contrasted her to the caricatures of male
court officials. Not only do such representation
correlates to Redfern’s illustrations, but it also
states Milena's tendency to portray an ideal,
self-sufficient woman seen by female rather
than male eyes. It is no wonder, then, that the
queen favored Jean Patou, given the fact that
she cherished modern simplicity, which was
the key concept of Patou's design philosophy.
From the garconne look, Patou borrowed
kinétique (mobility and functionality of sports
and dance), while through materials like textile,
velvet, and satin, he leaned towards the
femme elegance. “Like Chanel, Patou created
clothes for modern women, those who were
active and those who wanted to look as if they
were active."?

Besides being exposed to the queen
and princess’ fashion taste, Milena was able
to develop her interest for fashion at the
Belgrade Art School. In 1922, which repeats
itself as a significant year for Milena’s fashion
works, Serbian illustrator, poster designer,
and graphic designer Dragoslav Stojanovic
moved from Paris to Belgrade to teach at
the aforementioned Belgrade Art School.
‘In addition to bringing the principles of

12 | G. O'Hara, The Encyclopedia of Fashion, Harry N. Abrams,
New York (1986) 190.

CUFYPHO LIMPKyvicane y BWAy MPOMOTUBHOM
maTepujana v nyTem daconmvca. PeadepHosn
nnyctpatopn Xopxx bapbje (Georges Barbier),
OpaHumcko Xasujep Xoce (Francisco Havier
Jose), n llapn MapTtuH (Charles Martin)
NpeAcTaB/bajy  BWCOKY [aMy  U3OY>KeHe
durype 1 KpaTke Koce y NpBoM nnaHy. OHa je
obydeHa y ApanMpaHe XarbMHe jedAHOCTaBHOr
avi3ajHa anv, Kako Ce YVHW, Of NyKCY3HMX
MaTepvjana (KpsHO, CBWMIa, YMrka, caTeH),
Hanasum ce 0OWYHO Ha Tepach MK HalTH, AOK
Je nosaauHa y BUaYy MUHMMAaNMCTUYKON Mejsaxa
nnn Jewhe 6ojeHOr Morba HaMK jamaHCKMM
rpadmrkamMa y MOTANYHOCTW ancTpakoBaHa.
Bnaro xymopmcTndHa atMocdepa nocTuxe ce
[ofaBareM MyLLKe Gurype y KoMnosuumjy, Te
HSEHOM KapVKaTypasiHOM anTepaLmjoM, Kao Ha
Npumepy nnyctpauvje Llapna MaptuHa, Vous
Dites... Cancan Il, Robe pour les courses de Redfern
(1913, The Courtauld Institute of Art, London) koja
HacTaje geueHnjy npe MUneHHor ckMuvparsa
[ABOpPCKOr ocobrba. MuneHnHa KapukaTypa
Kparbue Mapwje, HaupTaHa, peko 6u ce, 13
HEKOMNVKO MOTE3a, Ca CBOjMM N3AY>KEHVIM BPaTOM
Hanukyje MoaumbaHnjesoj urypu, Ho mnak,
y3 nap MuHRhylla 1 Bpo mspaxkajaH norneq y
KparmuuMHM oumMa, MiunieHa je mpeacTaB/mba
Kao eneraHTHy M CTameHy »eHy HOBOr [oba
Ca VI3BECHOM [030M MPKOCa Koja je MpYIMeTHa
M Ha wnnycTpauvjama 3a PedpepH. OBakBOM
PEMpeseHTaLMjoM  KparbWuMHa KapukaTypa
CYnMpOTCTaB/beHa je KapukaTypama MomnyT,
peLvMo, MapLLana Asopa AHTVNG, UK yrpaBHY/Ka
nsopa Berse OumuTpujeBmha, Umjm HarnalleHm
aTpubyTu (Hoc, cTOoMak, Hore) mnoTBphyjy
MUWAEHNHY CKTOHOCT Ka penpeseHTaumjm
vaeanHe, CaMOAOBOIbHE XeHcke durype BriheHe
YMpPaBo »EHCKMM, a He MyLLKVM oumMa. He vyam
HV KparbWivH mu3bop Toaneta »KaHa [laTtya
(Jean Patou), yaumajyhn y 063vp da je 6umna
HaKoHeHa MOLEPHO] |eOHOCTaBHOCTHW, Koja
je n kbyy lNMaTyoBe KpeaTopcke ¢mnosoduie.
MNaTyoBe Kpeaumje Cy y CKaagy ca rapCcoH
eCTEeTVKOM ObjaBrbVBane kinétique: MOBUMHOCT 1
byHKUMOHaNHOCT NMpey3eTy 13 criopTa W nneca, a
C Apyre CTpaHe, Kpo3 MaTepujane moryT CBUTE,
COMOTa W caTeHa, TeXKmne AaMCKoj eneraHLmju.
JlonyT Llanen, MaTy je kpewpao opehy 3a
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contemporary art illustration to the relatively
underdeveloped Serbian environment,
which was the dominant tool for visual
representations used in magazines until the
increasing application of photography, he
familiarized his students with the field’s latest
trends in art centers around the world."*®
By doing both documentary and artistic
illustrations, including caricatures and movie
posters, Stojanovic brought the spirit of the
European, predominantly Parisian, way of
capturing modernity through the illustration
medium to his students, including Milena.

On Milena'’s first academic endeavors into
the world of fashion, we can clearly see the
influence of Dragoslav Stojanovic. On one of
his illustrations created in 1920 for one of
the magazines he illustrated for, Stojanovic
represented the aesthetics of Parisian fashion
and everyday life through the combination of
a very few colors, lines, and shades. Despite
the fact that the artist did not represent
any ambience, he positioned the typical
elongated figures of a couple, dressed in the
latest fashion, in a way that suggests they are
strolling down the streets of Paris. A detail of
a stylized scarf, which Milena will transpose
onto her Munich illustrations, is noticeable
on the male figure. The female figure is
dressed in a luxurious coat of ermine fur and
red satin, alike those of Drecoll, Lelong, and
Redfern. Queen Maria bought an ermine fur
and satin coat from Redfern between 1922
and 1923, while Milena illustrated the similar
coat on one of her illustrations for Stojanovic's
coursework. The illustrations Milena created
for his classes are characterized by simplicity
in expression, minimal coloring, moderate
geometric shaping, and accentuated lines.
Unlike her Munich illustrations, where Milena
emphasized faces, surrounding details and
accessories, on her Belgrade illustrations she
accentuated clothes and designs. The figures
from these illustrations are not highly stylized,
but rather combine the cubist geometry and
sharp linearity of Art Deco with the negligence
of the gargconne style.

13| 0. Jankovi¢, ,The Metamorphoses of Milena Pavlovi¢
Barilli between ‘pure’ and applied art", Milena Pavlovi¢
Barili Vero Verius: Vireme, Zivot, delo, HESPERIAedu,
Beograd (2010) 124.



Moden xamuHe, 1924. | Model of Dress, 1924
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By differently positioning the arms and legs
of the figures and dressing them in different
clothes, Milena created these illustrations as if
she were creating her own fashion collection,
in which, despite the fact that there is no
background, we can observe creations for
evening elegance, dance in a jazz club, or
sports activity. The lack of any background,
which would lead us toward a certain narrative,
confirms the fact that on these illustrations,
Milena insisted on the models as such. By
doing so, she expressed the sensibility of a
fashion designer who, with a vast knowledge
of cuts, materials, functionality, and
practicality, swiftly sketched models for her
new collection. Hence, we can even interpret
these illustrations as designer's sketches, as
“this was not creativity that used fashion as a
medium, but true design work in which optimal
solutions to specific set tasks were sought."*
By expressing creative freedom through the
personal touch of repeating certain details,
like elongated footwear, Milena fully achieved
the finesse of a fashion designer.

While observing Milena’s illustrations from
1924, it is interesting to notice how deep is
the young artist’s interest for fashion as well as
fashion phenomena that are not necessarily
clothes-related. On the series of illustrations
representing a female head, Milena is a stylist
reporting about trendy hairstyles and makeup
as complementary aspects of a new visual and
social identity of women. Seemingly ephemeral,
these phenomena were initiated by art — dance
and cinema*® - which Milena consistently
appropriated in her work. A step towards the exotic,
typical for Art Deco, is noticeable on the makeup
of women faces, which resemble the aesthetics
of Japanese prints through a white base mask,
thin brows and intensely scarlet heart-shaped
lips. Milena will introduce the so-called vamp look,
with a darker makeup, in her illustrations of 1926,
parallel with the popularization and expansion of
Hollywood productions.

When it comes to the representation of
the hair, hairstyles like boyish bob, Dutch cut,

14| Ibid.

15 | Dancer Irene Castle is considered to be the biggest
contributor to the popularity of the bob cuts, while
cosmetologist Max Factor popularized the usage of cosmetic
products through his activity as a Hollywood makeup artist.

MOZEPHY >KEHY, OHY KOja je buna akTVBHa 1 OHy
KOja je »kenena da narnefa Kao Aa je akTmeHa. 18
Moped W3NOXXEHOCTU  KparbUMYMHOM 1
KHErMHWMHOM  MOAHOM  ykycy, MwuneHa je
VHTEPECOBar-E 3@ MOy Kao bUTaH Ae0 KyNTypHO-
YMETHWYKE MPpOoayKLje pa3siina 1 Ha KparbeBckO)
YMETHWUKO] KoM y beorpany. 1922. roguHe
Koja ce MoHaB/mba Kao Bpo O1THa 3a MuneHnHo
CTBapanallTBO y AOMEHY MOAHE WiycTpauvie,
y Cpbujy n3 [lapmsa ponaswv [dparocnas
CTojaHoBMA, WNycTpaTop, KapuKaTypucTa,
nnakaT1cTa v Hagacee rpadurdk AM3ajHep Koju
MuneHn npedaje OEKOPaTUBHO CAVKAPCTBO.
Jlopen Tora wTo je oBOe AOHEO MPUHLMME
CaBpeEMEHE ClikaHe 1ycTpaLyije Koja je cBe a0
LMpe npuMeHe doTorpaduje brna AOMUHAHTHO
CPeAcTBO Yy BU3YeTHOM O6MVIKOBaHY Yacoruca,
Kao HacTaBHWK Y LUKOMM OMOryhuo je cBojuMm
ydeHVLMMa Ja ce Yy penaTviBHO HepasBMjeHoj
CPrCKO] CPeayHI YrosHajy ca OHYIM LLUTO je 61o
HajaKTyenHuje y Toj 06nact y YMETHNYKIM
LieHTpMMa v cBeTy.*® Pagehu nnyctpaumje, Kako
JOKYMEHTapHe Tako U YMETHUUKE, KapvKaType
n dunmMcke mnakate, CTtojaHoBKMN je yHeo ayx
eBPOMCKOr, MPeBacxoaHO MapyCKOr OOKVIBbaja
rpaduyKor 0bn1KoBarba GeHoMeHa MOAEPHOCTM
mMehy cBoje CTyAeHTe, yKibydyjyhi v Muney.
CxooHo Tome, Ha MUNeHVHVUM  MpPBYM
aKafleMCKVM  eKCKypcMMa Yy CBET MOOHe
nnycTpauyije yodaBa ce mnpobecopckn Haasop
[parocnaBa CTtojaHoBMha. Ha cadyBaHOj
CtojaHoBurheBo] unycTpauyjy 1s Myseja mpu-
MerbeHe yMeTHOoCTU Yy beorpagy HacTanoj
1920. roguHe a Koja je cacBUM CUrypHo 6una
HaMerbeHa 0bjaBrbliBakby Y HEKOM Of1 Yacorvica
3a Koje je WAYCTPOBao, MLYMTaBa Ce ecTeTVka
napyicKe MoJe U HeHe penpeseHTauyije. YnpKoc
UMHSEHMLIM A Ha UYCTPaLMj HWje MpeacTaBbeH
HVIKaKaB amMOWjeHT, Mo MO3ULIMOHMPaHsY TUMAYHO
M30y>KEHUX BUrypa 1 0CeHUEHO] DUrypUy ApYroMm
nnaHy cTuye ce yTucak Oa fama W rocrnoaviH,
0byYeHV Mo mocneaH0j Moay, LLeTajy ynuvLamMa
Mapu3sa. Ha MyLLKO] dUrypr yourbmB je aeTar
CTUNM30BaHOr LLiana Koj hie MuneHa HTeH3VBHO
npedcTarbaTi Ha WnycTpaumjama koje pagn y

18 | G. O'Hara, The Encyclopaedia of Fashion, Harry N.
Abrams, New York, 1986, 190.

19 | 0. JaHkosuh, ,MeTamopdose Munere Masnosuh
Bapunnu namehy unicTe 1 npuMerseHe yMeTHOCTI',
Mune+a lNasnosuh bapunu Bepo Bepuyc: Bpeme, »xusom,
derno, XECMEPWAeny, Beorpag, 2010, 125.
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and Marcel wave, which were the trendiest in
1924 according to the illustration from The
American Hairdresser magazine, can be noticed
on Milena's illustrations from the same year.
Milena even represented the infamous Eton
crop, the most daring, masculine and shortest
of all the bobs. She will repeat this in 1928, on
her watercolor of Josephine Baker who vastly
popularized this hairstyle. The slightly ironic
subtitle accompanying the illustration from
the aforementioned magazine, If You Must Do
It Show This to Your Barber, confirms the efforts
of the dominant patriarchal (now endangered)
discourse that discourages the counterculture
embodied in the new look of women, based
on shortening the hair and putting on makeup
during the day.

These mise en abyme narratives, like
hairstyles and makeup, are referential symbols
of a greater narrative — the new look — which
evolved significantly since Iribe and Lepape’s
assignments for Poiret, and which strengthened
its visual identity by appropriating the complete
visual culture of the time. The aspects of visual
culture of the 20s and the 30s coded in the
language of the Art Deco fashion are: “the
linearity and abstraction of Egyptian art and the
angularity of African sculpture, which inspired
modern masters like Picasso and Modigliani;
silvery gray of the idolized machine, and black
and white, the palette of minimalism and
cinema; ... the clashing combinations of the
Ballets Ruses, the Fauves, and Sonia Delaunay
textiles."® Milena had the chance to familiarize
herself with these phenomena during her
trips to ltaly and France, and to some extent
at the Belgrade Art School, possibly through
costume designs of Dusan Jankovic/, and
most importantly, through fashion magazines
that transposed the language of visual arts to
the language of fashion, and hence contributed
to its democratization and dissemination.
Jardin des Modes, Femina, Vogue, Marie

16 | R. Torre, 20" Century Fashion lllustration: The Feminine
Ideal, Dover Publications, New York (2011) 50.

17 | Dusan Jankovic (1894 — 1950) was a Serbian applied
artist and fashion designer who spent a significant part of
his career in Paris (1916 — 9350) where he attended Ecole
nationale supérieure des arts décoratifs and managed a
fashion studio, La Mode d’Art de [‘atelieur Colette Jankovic.
V. Rozi¢, Dusan Jankovi¢ 1984 — 1950: La Vie et L Ouvre,
Musée des Arts décoratifs, Belgrade (1987)



MuHxeHy. YKeHcka ¢urypa, y3 06aBe3H/ KoL
LeLrpri, oaeBeHa je y nykcy3Hu KkanyT of benor,
BP0 Moryhe xepMenmMHOBOr Kp3Ha U LIpBEHOr
COMOTa, Mo Kojuma cy moaHe kyhe []pekon
(Drecoll), JlerioH (Lucien Lelong) n PedpepH?®
6uvne nosHarte. Y3 KoMOMHaLM]y CBera HeKoMMKo
60ja 1 NMHWCKMX MoTEe3a, Te BrarvM CeHUeHEM,
CtojaHoBMN MpeHoCK MOMeHaT CBaK/AaLLHMLIE
ypbaHor [lapr3a ¥ HeroBe MoAHe enunTe.
MuneHHe MoaHe 1ycTpaumje Koje HacTajy Ha
CTojaHoBMNEBMM MpeaaBarbiiMa KapakTepuiLLe
JeAHOCTaBHOCT Y 13pasy, MUHMManaH KOMopUT,
YMEPEHW FrEOMETPU3aM, 1 aKLIEHTOBarE IMHMa.
Pa pas3nvky 0f MUHXEHCKMX WiaycTpauvja Ha
KojMa Ce akLeHTyje nule Modena, Te AeTamu
M akcecoapu Ko My rpaBuTvpajy, MuneHa
pelwlerwnMa  Ha wunycTpauvjama m3 1924,
HarnallaBa came MOOHE Kpeauyije U feTarbe Ha
FoliMa. YKeHcKa Gurypa ca oBYX MycTpaLmja Huje
BVICOKO CTWIM30BaHa, OHa MUPY KyOUCTUUKY
FeOMETPV3aM W1 OLLTPY MHEapHOCT ap Aexoa y
CKMafly ca nexxepHoLLNy rapcoH cTuna.
Mosviumonmpajyhv Ha pasnuumTe HadvHe
pyKe 1 Hore durypa 1 ,06nadenn’ 1x y pasnudmTe
KpeaLmje, MOXXEMO 3aK/by4nTU KO\ MOAEN je Ha-
MEH>EH BEUEPHS0j LLIETHSW, KOjW MIECY Y L1e3 Kyby,
a Koju pour le sport, 6e3 0b3upa Ha HeOOCTaTaK
61nNo KakBe Mo3adviHe. YNpaBo TakaB HeaocTa-
Tak MosafuHe Koja 61 Hac ycMepunia Ka HekoM
HapaTVBy MOTBPhyje YnHeHMLY Aa MirneHa oBiM
naycTpauvjaMa MHCUCTYPa Ha CamMoM Mogeny.
OBakBMM MocTyrnkoM MuneHa ce npubnmkasa
CEH3MBUNMTETY MOAHOI KpeaTopa Koju y Hanety
KpeaTMBHOCTU a ca TEMEbHVM 3HareM O KpPO-
jy, MaTepujany, GYHKUMOHANHOCTA U MpaKTUd-
HOCTW Ov3ajHa XUTPO CKMLVIpa Mofdene 3a CBOjy
HOBY KOMeKUW}y. Tako ce oBe wmiycTpaumje Mory
TYMaUMT/ YaK 1 Kao KPeaToOpCKe CKMLIE MOLLTO
,TY H1je ped O KpeaTUBHOCTM KOja KOPUCTW MOy
Kao Meauj Beh o MpaBoM AM3ajHepCKOM paay Y
KOMe ce TpaXke OnTUManHa peLlerba y Bean ca
KOHKPETHIM MoCTaB/beHM 3adaTkom” 2t Kpea-
TVBHa cnobofa MocTke Ce YecTVM MoHaBmba-
HEM [eTarba U3ay>keHe, 3alinbeHe obyhe Koja

20 | ,Kon PendepHa je, og okTobpa 1922. fo Aellembpa 1923.
roAviHe, kpasreuLia Mapuja nopy4dnna LiepeMoHujanHm
orpTad o comMoTa v ca xepmenvHoM.” b. Monoswh, H.4.,
69. Ha jeaHoj o wnyctpaumja MuneHa npeacTtasiba
orpTad Bpo cnundaH orprady Ha CtojaHoBKNeBO]
WNNYCTPaLMjn Te ONKCY KparbUYmMHOr orpTava.

211 0. JaHkosuh, H.0.,, 125-127.

28

Claire, Chiffona and Die Dame were just a
few of many fashion magazines available in
postwar Belgrade that presented the highest
achievements of fashion illustration. Besides
the fact that the queen and the princess
subscribed to many fashion magazines, most
of them could be purchased at bookstores in
Belgrade too. Through insight into the content
of these magazines, we can see that Milena
didn’t learn about art phenomena exclusively
through her art education and high culture, but
also through popular culture and fashion.

The head that Milena represented, reduced
to a few lines with an elongated neck, and the
face modeled after Brancusi and Modigliani's
figures inspired by African masks, is the same
head that Condé Nast, the publisher of Vogue,
named the Big Head when he described the
recognizable style of Spanish fashion illustrator
Eduardo Garcia Benito. “As a young artist,
Spaniard Eduardo Garcia Benito socialized
with Picasso, Juan Gris, and Modigliani, and
soon was painting in acubist style.""® These
connections and his commissions for Lucien
Vogel's magazine, La Gazette du Bon Ton,
ensured Benito’'s membership “to Vogel's
exclusive group of artist-illustrators known
as the Beaux Brummels of the Brush, which
also included Charles Martin, Georges Barbier,
Bernard Boutet de Monvel, Pierre Brissaud,
Georges Lepape, and André Marty.*® “For
these illustrators, artistic modernism provided
a crucial link between haute couture and high
culture.”?® In 1920, when Vogue launched its
French edition that soon enough found its
way to Belgrade, “Paul Poiret threw one of his
famous parties where the two men finally met
in 1920. Within a year’s time, Benito was one
of Vogue and Vanity Fair's most important
artists and would remain so for two decades.”!

In that sense, La Gazette du Bon Ton and
Vogue can be seen as manifests of sorts,
proclaiming the hybrid interpolation of fashion,
high culture and fine arts, whose poetics

18| Ibid.

19 | E. Tetorka, Eduardo Garcia Benito: Los Afos de Nueva
York (1921-1940), (2007): https://condenaststore.
wordpress.com/2009/09/17/benito/

20 | H. Koda, A. Bolton, Poiret, The Metropolitan Museum of
Art, New York (2007) 35-36.

21 | E. Tetorka, Ibid.

OBVM WnycTpauMjama — CKuLamMa aaje U3BECHY
003y IVYHOI medvaTa CBOJCTBEHY KPEATOPCKOM
CEH3NONNTETY.

MocmaTtpajyin MuneHuHe wnycTpaumje 1s
1924. rooyHe 3aHVMIBKYBO je YOUUTU KOMMKO
[yOOKO Cexxe MHTepecoBare Made YMETHULIE
3a MOy, alv U MOAHOCT Koja HUje Hy>XHO
OorpaHWyeHa camMO Ha OAdeBHY MpoayKUMjy.
Ha cepuwju wnycTpaumja Koje Mpukasyjy
MCKIBbYYMBO YKEHCKY rnaBy MuneHa ce jaBmba Kao
XPOHWYap — CTUINCTa, CBedo4en O aKTyenHM
bprdypama 1 KO3METUYKUM TPEHOOBMMa Kao
KOMMMemMeHTapHM ¢dakToprmMa objaBe HOBOr
BMSYENHON, anuv W OPYLUTBEHOr WAOEeHTUTETa
»KeHe. Vako Ha mpBuW nornen edemMepHy, oBu
HEHOMEHM MHULIMPaHI CY YMETHUYKMM Mpaxkcama,
Mpe cBera rnecoMm n GuIMom?? koje n MuneHa
HerpecTaHo MpucBaja y CBOM pafy. Vickopak ka
er30TVYHOM CBOJCTBEH ap AEKOy MpUCyTaH je Ha
HalLMVIHKaH/M T1UVMa fiaMa Koja noaparkasajy
ECTeTUKY jamaHckux rpaduka: Oenu nynep,
PYMEHUIO Ha 0bpasuMa, TaHKO K1cLipTaHe 0bpBe
W yCHE HaLLIMVHKaHe y 06MMKyY CpLia UHTEH3VBHM
LPBEHNM KapMUHOM. Tako3BaHW GamMn U3rnen
KOju MoapasymMeBa TaMHW}y LLIMUHKY KOju MiuneHa
MOCTENeHO yBOAM Ha uniycTpaumjama 13 1926.
a 3aTuM 1 MOTMyHO HapeaHe ABe roavHe, buhe
nomynapm3oBaH HEeLTO KacHWje eKcraH3MjoM
XonvByAcke npoaykuvje. Kapa je ped o
CTUNM30BaHY Koce, dpudype MomnyT Aedaqukor
6063, yKoBpLlaHor 606a, XornaHockoe pesa (dutch
cut) n Mapcen mariaca (Marcel wave)*® koje ce
Ha WycTpaumiy U3 amepudkor dacorica The
American Hairdresser ns 1924. jaBrbajy Kao
HajakTyenHuje, NMpUcyTHe ¢y 1 Ha MuneHHM
nnycTpauvjaMa 13 1cTe roguHe. MuneHa dak
npeacTaB/mba M uyBeHW umoHcku pe3 (Eton
CUt)?*, Hajkpahy 1 HajcMmennjy, a Moxxe ce pehm
1 HajMy>KeBHM]y of CBKX 606 dpuraypa, Kojy he
noHoBUTK 1928. Ha axksapeny LloseduHe bejkep,
Koja je OBaj CTWn 1 monynapwsoBana. [lomano

22 | Mnecauviua VipeHa Kecn (Irene Castle) cmatpa ce
3acny»xHoM 3a nonynapuadauujy 606 dpuaypa, a Makc
®akTop (Maksymilian Faktorowicz), normsckm koameTonor
1 XONMBYACKM LUIMUHKEP, 3@ MOnynapu3aaLimjy LUMVHKE
nyTem dunma.

23 | Mapcen marac HasBaH je No TBOPLLY Merne 3a KoBpllaree
Koce y ayTeHTW4He Tanace, ®paHcoa Mapceny (Francois
Marcel), koju je 0Baj npoLiec ndymeo 1872. roavHe. Buie
y: D. Turudich, Art Deco Hair: Hairstyles form the 1920s &
1930s, Steamline Press, 2013.

24 | "ToHCKM pes cBoje MMe A06K1O je Mo eHrNecKoj LUKOMM
3a fevake Koju Cy Hocwnn oBakBe Gpusype.
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Moden xamuHe ,[apcoH”, 1924. | “Gargonne” Dress, 1924
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Moden Hakuma, 1924. | Model of Jewelry, 1924

MPOHMYaH HaCMOB KOjW MpaTi UNCyTpaLnjy v3
MOMEHYTOr Yaconumca Koju rnack: ,Ako 6Hall
MOpaTe [ia CKpaTUTe KOCY, MOKayKTE OBO BaleM
dpmzepy” (If You Must Do It Show This to Your
Barber) cBegous 0 HamopviMa AOMMHAHTHON
naTpujaxanHor (caga yrpoXkeHor) avckypca aa
KOHTpaKynTypy oBariioheHy y HOBOM W3reay,
CKpahvBakby KOCe M HaHOLLEHsy LUIMUHKE TOKOM
[aHa W'y jaBHOCTV 0becxpabpu.

OB mise en abyme HapaTVBM Kao LUTO
Cy CTWUIM30BaH-e KOCe WM LWMWHKA jaBrbajy
ce kao pedepeHTHWU cumbonu jeaHor Beher
HapaTvBa OAHOCHO HOBOI M3rneda, Koju je
3HaTHO eBonyMpac of VpnbeoByix 1 Jlenanosyx
aHrakmaHa 3a [loapea, a CBO] BW3yenHM
MOEHTNTET YUBPCTMO anporpuparseM akTyesnHe
npoayKUmMje LIenoKyrnHe oHOBPEMEHE BU3YeNHe
KynType. ACMeKTV BW3yenHe KynType Opyre
n Tpehe geleHnje 20. Beka Koju Cy KodvpaHu
y jesnk Mode ap Aexoa Ccy: ,JIMHeapHOCT U
ancTpaKkTHOCT ervnaTcke YMETHOCTW, OLITPMHA
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Moden Hakuma, 1924. | Model of Jewelry, 1924

these magazines appropriated through the
fashion illustrations they published. The
collaboration between artists and fashion
designers, like between futurist artist Ernesto
Michahelles Thayaht and Vionnet, Poiret's
friendship with Raoul Duffy and Kees van
Dongen, and the artistic embroidery that
Natalia Goncharova did for Ballets Ruses and
the fashion house of Myrbor, just to name a
few, will culminate in January of 1925 on the
emblematic representation of the epoch by
Georges Lepape. On the cover of the British
Vogue, as an anticipation of International
Exhibition of Modern Decorative and Industrial
Arts held three months afterwards, Lepape
portrayed an androgynous figure dressed in
Sonia Delaunay’s simultaneous dress, next to
a shiny simultaneous car painted by Delaunay
for the purpose of the exhibition.

The exhibition intensified cultural contacts
between France and Serbia and induced a

abpnukmx ckynnTypa Koja je wHCnmpmcana
mMogepHe Majctope roryT [vkaca n MogubaHuja,
CcpebpHM MeTanvK  OAcjaj  MAONM30BaHMX
MallMHa, W KOMBWHaUMja MUHVIManmMCTUUKE
dunmcke  upHo-bene mnanete ca 6o0jama
®osmama 1 Pyckor baneta.® Ca yMETHUUKIM
beHomMeHVMa Koje je Moda CBe panvaHuje
ycBajana MureHa je CBakako Morjia Aa Cce yrosHa
Ha CBOjUM MyTOBarVMa ca MajkoM Mo Tanmjn
n @OpaHLYCKOj Koja Ccy MpeTxoamna HeHOM
LUKOMOBarby Yy beorpapy, y M3BECHO] Mepn Ha
HacTaBM Ha KparbeBCKO] YMETHWYKO] LLKOMN,
mMoryhe u Kpos KocTuMmorpadcky AenaTHoCT
HywaHa JaHkoBuha nosodoM 6ana ymMeTHMKa
1002. Hoh oppykaHor 1923. rognHe y xoTeny
KacuHa y beorpagy, 1 HajBaykHWje, NMyTEM MOLHMX
4acommca Koju Cy Je3WK BU3yenHe YMETHOCTU
TPaHCMOHOBaNN Y je3VK MOAE, M TUME AOMPUHENM
[OEMOKPaTU3aLMj MOJE, Te HeHOj AUCEMMHALMIU.
Les Jardin des Modes, Femina, Vogue, Marie Claire,
Chiffona n Die Dame camo cy Heku of Yaconmca
KO\ Cy MpeseHTOBaM BpPXyHCKa OCTBapeHa
OHOBPEMEHVIX MOAHWX UNyCTpaTopa a 1U3nasum
cy W'y mocnepaTtHoM beorpaay. Nopen Tora wro
cy KparsMua Mapuja 1 kHervirba Onra Ha Heke o
yacoruca bune npetnnaheHe, BehrnHa Yacorvica
MOrna ce Hahv 1y 6eorpafckyM Khsiikapama.
[eTarsHnjom aHanm3om cafpykaja 0bjaBrbeHyx
y OBVM YaconvcrMa yodaBa ce Aa MyineHa, 1ako
CTYOEHTKMHA YMETHOCTH, YMETHMUKE GEHOMEHE
HWje ycBajana CaMO MOCPEACTBOM BWCOKE
KynType, BeR 1 Aa je ucTy dunTpmpana Kpos
MpK13My MomnynapHe KynType 1 Mode.

[maBa Kojy MuneHa y3 MUHMMaNHW KONopUT
npeacTaB/ba pedykoBaHa je Ha HEKOMUKO
roTesa UCMPEeKMOaHUX NMHW|a, U3Oy>KeH BpaT, U
NMLe MOOenoBaHO Mo y30py Ha bpaHkyaujese
6vicTe i MoaurbaHuieBa nvila MHCNvprcaHa
abpvukmm  Mackama, jecte GeHoMeH Koju
nyéniuycTa 1 nsnasad marasviHa Boe, KoHae
Hact (Conde Montrose Nast), onwmcyjyhu
MPeno3HaT/bMBY  CTWUN  LUMAHCKOr  MOAHOM
nnycTpatopa Eayapaa Mapcuje bennta (Eduardo
Garcia Benito), HasvBa ,BeNMKOM rMaBoM’ —
big head. BervTo ce ,kao Mnagy yMETHWK Y
[Napway apy»xmo ca [Nkacom, XyaHoM [prcom,
n MoawmbaHujeM 1 ybp30 YCBOMO Kybr3am

25 | R. Torre, 20" Century Fashion lllustration: The Feminine
Ideal, Dover Publications, New York, 2011, 50.
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flourishing of graphic design in the country.
More importantly, “the Parisian exhibition
enhanced the desire to own unique pieces
produced in a new style. However, the
collaboration between the industry and artists
hasn't been established yet in Serbia, as there
were no guilds that would develop applied arts
and supply the market with modern designs.”??
To paraphrase Guy Debord, “when modern
conditions of production prevail and life
becomes an accumulation of representations,
the Parisian exhibition was not only a deliberate
distortion of the visual world or a product of
the technology of the mass dissemination
of images — it was a worldview translated
into the material realm.”® As the Kingdom of
Serbs, Croats, and Slovenes participated in the
exhibition, many people from Belgrade, driven
by the allure of this new material realm and
the desire for having a piece of it, traveled to
see it. Despite the fact that the exhibition and
its “impulses mobilized only the very surface
of the Kingdom'’s urban centers according to
their material wealth, mass culture and its
glamorous elite grew to become a constituent
aspect of everyday life in Belgrade, where
people imitated American entertainment
industry like leading European cities did."**
According to Debord, the spectacle that
falsifies reality is itself a product of that reality;
hence the presence of Western modernity is
accentuated on Milena’s fashion illustrations,
as it was at the same time reduced in the
reality of Serbian society.

In 1926, one vyear after the Parisian
exhibition echoed around the world, and
Francis Scott Fitzgerald published his
acclaimed novel, The Great Gatsby, French
Institute opened in Belgrade, and the first
Miss of Yugoslavia was elected in Zagreb.
lllustrations that Milena created during this
period correlate not only with these events,
but they completely lean on the aesthetics of
the roaring twenties and the Jazz Age. While

22 | B. Popovi¢, “Initiative from Paris: The 1925 International
Exhibition and Serbian Applied Art", The Journal of
Modern Art History Department, Faculty of Philosophy
University of Belgrade, 12 (2016) 93.

23| G. Debor, Drustvo spektakla, Anarhija / Blok 45, Beograd
(2006) 6.

24 | S. Cupié, Ibid. 50.



Kao cTin y cBOM pany”.?® Oa mosHaHCTBa U
aHrakmaH y daconwucy La Gazette du Bon Ton?’
Jncjera Borena (Lucien Vogel) omoryhmnnm cy
BeruTy fa moctaHe Aeo ,Borenose ekcky3vBHE
rpyre nnycTpaTopa HasBaHvx Beaux Brummels
of the Brush ykmyuyjyhn LLapna MapTuHa,
Kopxa bapbjea, bepHapa bytea ne MoHgena
(Bernard Boutet de Monvel), Mjepa bpricoa (Pierre
Brissaud), »Kopxa Jlenana, n AHgpe MapTtuja
(André Marty) kojumMa je ynpaBo MoaepHW3aMm
y YMETHOCTM oMoryhno moBesviBarbe Mofde U
BYcoke KynType'?® 1920. roauHe, kaga Boe
nouvrhse Aa nsnaau y MpaHuyckoj a ybp3o MoToMm
Hanasu cBoj NyT 1 0 6E0rPafcK/X UMTaTebKY,
,Ha jeHoj o MonynapHYIX BEHepHoKX CBEHYaHOCTY
lNona lNoapea HacT v bernwto cy ce yrnosHanm,
n Beh roguHy daHa KacHuje beHnTo MocTaje
jelaH o4 Haj3HauajHWjMX 1nycTpaTopa HacToBkx
nybnvkaLvja 1 Ha Toj Mo3KUVjM OCTaje HapeaHe
aBe feLieHuje’ 2°

Y Tom cmucny fla fasem oy BoH ToH u
Boe ce jaBrbajy kao CBOjeBPCHM MaHUpeCTM
KOjU MpoKnamyjy xvbpuaHy UHTepronauumjy
aKTyenHe MOAe W BWICOKE KyNType OAHOCHO
NMKOBHE YMETHOCTW, YMje MOETWKe Mpurceajajy
Kpo3 nybnMkoBaHe MoAHe  WnycTpauvie.
Capagra m3mehy yMeTHMKa W MOAHMX
avidajHepa 1 unyctpatopa mehy KojuMa ce
n3nBajajy aHraxmaH oyTypucte TxajaxTa
(Ernesto Michahelles Thayaht) 3a MogHy kyhy
Buore, [Moaepoga 6mmckocT ca Andurjem (Raoul
Duffy) 1 [JoHreHOM U yMETHUUKM BE30BW Koje
je Hatanmja lonuaposa (Natalia Goncharova)
paauna 3a Pycku bariem 1 MoaHy kyhy Mupbop
(Myrbor) kynmuHVpahe y jaHyapy 1925. rogvHe,
eMOneMaTCKVIM MP1Ka3oM enoxe Ha uiycTpaumjm

26 | R. Torre, H.0,, 50.

27 | ,fasem 0y boH ToH HacTao je 1912. rognHe MHCrpmcaH
anbymuma Koje cy Vprbe 1 flenan nnyctposanv 3a
[Moapea. OBaj Yaconuc je, 3a pa3nvKy o MenHcTpuM Boza
1 Xapnepc basapa, Texxvo ennTnsosarby Mofe. OcHviBad
Yaconuca JlncjeH Boren, Koju je ca HajeKCKny3nBHMUUM
MOAHMM KyRama MoTrrcao yroBop, Yacomnce je
LUITaMNao Ha GUHOM Nanvpy 1 AMCTPUOYMPao ra camo
npetnnaheHyma. OBakBOM NMpakcoM [azem Oy boH ToH
3a UMb je MMao eTabnmpatbe Mofe Kao YMETHOCTY
paBHOMpPaBHe ca CAVIKaPCTBOM, CKYMTYPOM U rpaduKom.”
S. Lussier, Art Deco Fashion, Victoria and Albert Museum,
London, 2009, 78.

28 | H. Koda, A. Bolton, Poiret, The Metropolitan Museum of
Art, New York, 2007, 35-36.
29 | E. Tetorka, Eduardo Garcia Benito: Los Afos de Nueva York

(1921-1940), 2007: https://condenaststore.wordpress.
com/2009/09/17/benito/ npuctyrseHo 21. 4. 2017.
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preparing herself for her graduation from the
Belgrade Art School and her first exhibition,
Milena clearly moved from the beginner’s
sketching and perfected her expression as an
illustrator. The figure from the sketches the
artist did in 1924, combining cubofuturism
and Kirchner's silhouette, evolved in 1926
into a more elegant figure, which will reach
its full form of Venus a decade later in New
York, filtered through classical art, Art Nouveau,
Art Deco, ltalian Renaissance, Metaphysical,
Surrealist, and Neo-romantic art.

In contrast with earlier illustrations, where
the artists reduced the female figure to the
form of a mannequin to present designs, or
the head to present innovations in makeup
and hairstyles, on illustrations from 1926 she
accentuated every detail. The face became
more expressive and lost abstract linearity,
while the body became significantly softer,
contrasting meticulously illustrated dresses
and accessories. Speaking of accessories, of
“jewelry, in particular, the newly emboldened
female of the postwar era welcomed the
radical designs and bold color combinations
that Art Deco represented. During the Art
Deco era, gone were the cameos, chatelaines,
tiaras, diadems, and many other pieces typical
of the Victorian period that the liberated
woman of the 1920s wanted no relics of."*° By
looking towards modernism and the machine
age, designers eliminated the flowing lines
and unnecessary ornament of Art Nouveau
and reduced their designs to a rudimentary
geometric essence. Necklines, sleeveless
dresses and new, shorter hairstyles that
exposed ears were followed by extremely
long sautoirs with a tassel or a geometric
pendant, long strands of beads and pearls,
geometrically shaped earrings, and a bandeau,
which provided the perfect framing for the
new hairstyles. Milena incorporated these
innovations in her representations of Queen
Maria, where she removed the opulent diadem
given to the queen by Cartier when he visited
the Belgrade court in 1923, and put a bandeau
instead, symbolically gifting the queen with
mobility and freeing her from the chains of the

25 | J. Mark Ebert, “Art Deco: The Period, The Jewelry”,
Gems & Gemology, Spring (1983) 9.

Kopxxa Jlemama. Ha HacnoBHO] CTpaHmu
bpuTaHckor Boea, Kao aHTUUMNauvja Benmke
napucKke M3Noxbe MOAEPHVIX MPUIMEHEHNX 1
MHOYCTPUICKMX YMETHOCTW Koja Ne da ycneam
KpO3 TpW Mecela, Halllna ce aHaporvHa Gurypa
obydeHa y ,cuMynTaHy” xarbuHy ymeTHUMLE Conse
[enoHe (Sonia Delaunay), nokpaj 6n1cTaBor
,CMMynTaHor " aytomobuna, kojv he enoHeosa 3a
noTpebe nsnoxbe 3arcTa 1 4a OcnmKa.
MomMeHyTa usnoxba VHTEH3MBMpana je
Cpricko-dpaHLIyCcKe KynTypHe KOHTaKTe 1 AoBena
[0 VI3BECHOI™ YCroHa rpaduykor amsajHa. Jou
3HauajHuje, ,Mapucka 13noxkba ojadana je u
»Kerby 3a MoCe0BaH-EM CEPUCKI MPON3BEAEHVIX
M YHUKaTHKX Aena y HOBOM CTuny. MehyTuMm, y
Cpbuiju HYje ycrnocTaBbeHa capaitsa MHOyCTpuje
M YMETHVIKE, @ HWCY MOCTOJaNe HW OKOMHOCTM
3a [OenoBarbe YApYXKewa Koje 6v pagmno
Ha yHanpehery MNpYMeHseHe YMETHOCTM 1
CHabfeBarby TPKMLLITa MOAEPHO OONMKOBAHVIM
ocTBaperuma.? MNapadpasupajyhn M [Jebopa,
npeoBnahviBarbeM MacoBHE MPOM3BOAHE
YKMBOT MOCTaje akymynauvija npusopa, a cama
nsnoxkba cxsaheHa kao CrekTakn HuWje camo
BM3yenHa obmaHa Kojy cTBapajy mMeamju, Beh
npefdcTaB/ba odpeheny Mornes Ha CBET Kojui ce
maTepujannsoBao.® Kako je KparsesmHa CXC Ha
M3NOXOW 1 ydecTBOBasa, MHorv cy 13 beorpaga
nytoBanu 3a [lapus fa je nocete. Yrpkoc
YMHEHMLM da Cy OBW WMMMyNcK ,Mobunmcani
TeK MOBPLUMHCKM Coj ypbaHmx LieHTapa CXOAHO
MaTepujanHoM MOoTeHUMjany, MacoBHa KylTypa,
a nocebHoO HeHa rnamMyposHa enuTa, rnoctajy
cacTaBHM [Oe0 Heorpafcke CBakOAHEBULIE Ha
HauMH KapakTepu1cTudaH 3a cBe Behe eBporcke
rpafoBe, KojW YeXXHMBO MpaTe W MoKyLUasajy Aa
noaparkaBajy amepuuky nHOycTpujy 3abase’.
Y TOM cMmucny, ,CrekTakn Koju dancuduikyje
CTBApHOCT MPOM3BO/ je came Te CTBapHOCTU ™Y,
Te je ynpaBo 360r BPo CBedeHOr MpucycTBa
3amafHor MOAEPHWUTETa WM HEFOBOI BU3YENHOr

30 | b. Monosuh, ,Maprckin noactuuajn: MehyHapoaHa
n3noxxba 13 1925. roamHe 1 cpricka NpyvMerseHa
yMeTHocT", 360pHuK CeMuHapa 3a cmyoduje MooepHe
ymemHocmu Qunosogckoe pakynmema YHusepsumema
y beoepady, 12, 2016, 93.

31 | I debop, Apywmeo cnekmakna, AHapxvija / brok 45,
Beorpag, 2006, 6.

32 | C. Yynuh, H.0., 50.
33| T. Oebop, H.0., 6.

past. By altering the traditional fashion image
of the queen through the representation
that featured contemporary fashion, Milena
spitefully sent out a message to Serbian
patriarchal society on how a woman should
look like — disburdened and modern. As such,
her perception of the queen aligns more with
Kees van Dongen’s 1922 Portrait of a Woman,
than with an official portrait of the queen,
executed in a traditional iconography in 1927
by Paja Jovanovic, Serbian Realist painter
renowned for his historical compositions.
Milena went further altering the historical
image of the queen by replacing the equally
opulent sautoir with a simple pearl necklace
and simplified geometric earrings. These
details previously appeared on studies of a
female head in 1924 and became a dominant
motif on illustrations from 1926. Like Cartier,
Milena found inspiration in non-western
designs. Emeralds, sapphires, rubies, jade,
pearl, diamonds, and gilded platinum came to
fashion thanks to English Egyptologist Howard
Carter, who discovered Tutankhamen’s tomb
in 1922. It is highly likely that, in the light of
this event, Milena visited the National Museum
in Belgrade, where the sarcophagus of the
so-called Belgrade Mummy was exhibited.
Such details followed by the use of materials
like satin, silk, voile, georgette, beads, and
feathers in fashion design, required a more
delicate approach to the illustration as well.
By using tempera and watercolors, Milena
achieved authentic softness and shine of the
material, while by contouring with apencil,
she accentuated the figure and cuts, which
have significantly evolved from Poiret's
draping. “Poiret, who revolutionized pre-World
War | fashion, remained loyal to his opulent,
oriental and folklore-influenced ideas in the
1920s. Be that as it may, his designs were
not able to reassert themselves alongside the
factual designs of Coco Chanel, Madeleine
Vionnet, and Jean Patou, and were not as
popular as before.”?® On the contrary, “Vionnet
reconstructed the female body with her
design and introduced a fundamental change

26 | C. Waidenschlager, Fashion, Art, Works 1715 to Today,
Kunstgewerbemuseum, Berlin (2014) 218.
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jeauka y Cpricko ApyLUTBO MPVICYCTBO WMCTOI Ha
MunneHnHIM nnycTpaumjama HarnatLeHue.
YMpaBo rofamHy JaHa HakoH ofjeka Mmapyicke
nsnoxxbe 1 pomana Benuku femcbu (The Great
Gatsby) amepudkor mnucua @peHcuca CkoTa
Ouuyepanaa (Francis Scott Fitzgerald),
OOHOCHO Y FroAuHM ocHMBaHsa OpaHLycKor
nHCTUTYTa y Beorpagy v npeux 13bopa
3a Mvic Jyrocnasuje y 3arpeby, HacTajy
MuneHnHe nnycTpaumje Koje BepoAOCTOHO
cBefode O ,yauM’ ABageceTMm (roaring
twenties) 1 noby Liesa. Npunpemajyhu
Ce 3a AMNoMMparse Ha YMETHWYKO) |
Ko y Beorpady, Mpeo visnararse |
Ha 3aBpLUHOj] M3NOXOW, a MOTOM U '1
onnasaky MukxeH HarpunpemHn Teda) | N
3a Cnvkapcky akagemujy, Munena \
Ce jaCHO ofMWye Of MOYETHUYKON L)
CTYOEHTCKOr CKMLMpaHa U ycaBp-
LaBa CBOj WNyCTpaTOPCKM M3pas. R
3 ckmua m3 1924, Koje Harumby |

in cutting techniques.”’” This diagonal cut of
the square cloth, known as the bias cut, was
incorporated by Milena in her illustrations
around the same time Vionnet introduced it.
In addition to Vionnet’s innovation, the artist
also transposed into her art some of Chanel’s
design features like artificial flowers, beads,
and light materials. However, Milena only
followed these trends to a certain extent.
She seemed to express the most interest

for the so-called robes de style gowns
o of French designer Jeanne Lanvin that
\ sil were highly favored by young Belgrade
' women for their first ball. “In stark
contrast to the streamlined dress
of the ‘modern woman’ with its

straight lines, often emphasized

by geometric decoration, a

much softer and more romantic
silhouette survived beyond the
late 1910s inspired by 18-

Ka KybodbyTypramy, nomano wu A\ %ﬂ., century gowns.”?®

KMPXHEPOBCKO] ¢urypu, 1926. / \ LA : lllustrators like  Plank,
paha ce eneraHTHa ourypa  /* mogen A i % Lepape, and Barbier used
koja he cBOj duHaNHM obnvk [ Xxamure [ ,.’:5 3\ g A the vast expanse of the
Berepe (v Mpaumje), dun- ’Ha'igcz'gf’”’/ 718 : skirt of these gowns as a
TpUpaH Kpo3 aHTUKY, ap | “Flapper’ ,f’:f : . canvas, decorating it with
HYyBO, ap AEKO, UTanmjaHcKy SR f;’: ! E a1 :1 feathers, lace, and flowers,
peHecaHcy, MeTabn3nuKo / ;’rég ? 3 | N just like designers did.
CNMKaPCTBO, Hagpeanvsam t: ‘U" / | Such design enabled the
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1 HEOPOMaHTU3aM A0OUTY
HeLWTOo BuLLE OO OeleHu)y
KacHwje, y HoyjopKy.

HacynpoT HarnaluaBarsy
camMor Kpoja v mMopena rae /
TENO CAY>KU Ka0 MaHEKMH,

WX NaBe Koja CNy>XM Kao

OCHOBa 3a MpEe3eHTOBare MHOBauMja Y
CTUIN30BakbY KOCE 1 KOSMETULIM, Ha MoaeNMa
13 1926. aKkUeHTOBaH je cBaku aeTarmb. Jlnue
nobvija Ha U3paXkajHoCTK 1 rybr ancTpakTHY
IMHEapHOCT, 4MMe Ce WWYMTaBa W3BeCHa
NEXXEPHOCT, YaK M HEXajHOCT MpencTaB/beHUX
YKEHCKVX bUrypa, a camo Teno, 3aobrbeHuje
y OOHOCY Ha TMpeTxodHe unycTpauume,
CYMPOTCTaB/bEHO je& TEOMETPUSMY MKHYLIMO3HO
WNYCTPOBaHMIX XarbMHa 1 akcecoapa. [oBopehu
0 aKcecoapuMa, ,0xpabpeHa 1 MoysfaHa, >keHa
rocnepaTHe eroxe HapouuTo je MyTeM HakuTa
nosgpaBwna  pagvikanHu OuM3ajH 1 CMene

o g ‘l meticulous approach
= | and highly decorative
W\ | stylization that Milena
%&/f introduced in her Munich
& 7/ llustrations after she
- graduated from the Belgrade

Art School in 1926. In Munich,

she upgraded her expression as an
illustrator not only with Art Nouveau and
Hollywood aesthetics, but with the heritage
of the past too. This is also the period when
the artist finally executed her first paintings.
Milena’s stay in Munich, whose classical cultural
climate differed from the roaring twenties of
Berlin, or even Belgrade, brought new technical
and formal solutions and new repertoire to

R ‘“\ TR

27 | R.Koga, “The Influence of haute couture — Fashion in the
First Half of the 20 Century”, A Fashion History of the 20"
Century, Kyoto Costume Institute / Taschen (2012) 74.

28 | “Robes de Style". Fashion: The Ultimate Book of
Costume and Style, Doris Kinderley, London (2012) 246.
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KomMbuHaumje boja ap aekoa. Tokom ap Aexoa,
HecTane cy Kameje, WaTneHe, Tujape, Ovjaneme
M ocTane penvKBMje BUKTOPWjaHCKOr neproaa
Koje »KeHa OBadeCceTViX MofMHa MpOoLUMor Beka
Huje »kenena.”* CTpeM/berseM Ka MOAEPHU3MY
M MexaHu3auuju, envMUHMCcaHa je GnymaHocT
ap HyBO NMHMja, @ HakuT, ocnoboheH cyBULLHE
OpHaMeHTWKe, CBefdeH je Ha reoMeTpWjCKe
ocHose. BpaTHu r3pesu, kpaha koca koja je
OTKpMBana yLv, 1 xambhHe 6e3 pykaBa cafa
MpaTe Oyrauky coToapu ca KvNaHKoM, HMcke
bucepa, 13y>xeHe MUHNYLLE FeOMETPU|CKIX
bopmu, 1 AeKopaTyBHa Tpaka 3a Kocy - bandeau.
Tume ¥ He udyam MuneHnHa Maeanvi3oBaHa’
KapvKaTypa Kparbhue Mapuje Ha Kojoj pacKoLLHY
OvjanemMy, geno jysenupa Kaptjea (Cartier),
Koju je 1923. rogvHe OWMO W MpeacTaBrbeH
Kparby AnekcaHopy —Kapahophesuhy Ha
asopy y beorpapy™, cMensyje TpakoM 3a Kocy
ocnobahajyiv KparbuLly TeXVHe MpoLIocTH
v papyjyhm joj mobunHocT. Hapywagajyhn
TpaomMumMoHanHy Crviky KpasbMue Kojoj donaje
caBpeMeHe MOAHe [AeTalbe, yMeTHMUa e
rocnana jacHy MopyKy CPrCKOM MaTpujaxanHom
OPYLUTBY O TOME Kako »keHa Tpeba Aa varneda
— MpKOCHO, pacTepeheHo M HagacBe MoAepHO.
Tako je MvneHuHo Buherbe Kparbule Mapuije
MHOIro crivdHuje [lopmpemy »xeHe ko Kuc Bar
[oHren pagm 1922. rooyHe, HEro 3BaHUYHOM
[Nopmpemy kparsuye Mapuje Maje JoBaHoBMNa
13 1927. Koj 0CTaje NPUBPXKEH TPaaULIMOHaTHO)
(1 peanHoj) vikoHorpadwjn. C apyre cTpaHe,
KapTjeos coTtoap, ouMrneaHo ceeaeH a moHeKas
1 3aMeHEH HUCKOM MepnnLia, 1 HayLLHVLIE KaKBe
HocK Kparbvua jaBrbajy ce Beh Ha cTyaujama
YKEHCKMX MaBa 13 1924. rofyHe, a MmoToM rnocTajy
OOMVIHaHTaH MOTVB Ha WiycTpaumjama 13 1926.
XpOMaTCKM 1 CTUNCKY, KapTje ce, Kao yoCcTariom
1 MvineHa, y MHOrOMe OCMarbao Ha HesanaaHe
y3ope. CMaparay, cabupu, pyouHu, »ap, bricepw,
OvjamMaHTK, nocpebpreeHa 1 no3naheHa nnatuHa
1N reoMeTpujcke Gopme y MyHoj CHasn ynase
y Moy 3axBasbyjyhu eHrneckoM ervnTonory,
Xayapny Kaptepy (Howard Carter), koju 1922.
roaMHe OTKpYBa TyTaHKaMOHOBY MPOBHULY U
rnobanHo nnacvpa ervntomMaHujy. Moryhe je aa

34 | J. Mark Ebert, “Art Deco: The Period, The Jewelry”,
Gems & Gemology, Spring, 1983, 9.

35| . 3opuh, ,YnoTpeba Aparor kameHa y HakuTy of
aHTWKe 0o aaHac’, AnmaHax Hakuma, Mysej npuMerseHe
yMeTHOCTH, Beorpag, 2005, 71.

her illustrations. The artist created these
illustrations as a certain anticipation of her
activity for the American market, by drawing
inspiration from the cover pages of fashion
magazines and movie posters.

THE MUNICH FASHION
ILLUSTRATIONS: FROM
THE BAROQUE TO THE
HOLLYWOOD COSTUME

After a preparatory course at the Blocherer
private school, Milena enrolled at the Academy
of Fine Arts in Munich, in the class of renowned
Munich secessionists Hugo von Haberman
and Franz von Stuck. She acknowledged the
lessons of her professors when she reduced
the geometry of Art Deco to a minimum and
introduced sharp color contrasts and curvy
lines of Art Nouveau in both illustrations
and accompanying typographic designs.
However, despite accepting the language of
Art Nouveau, Milena remained true to the idea
of creating her own reality, as everyday life in
Munich, as stated in their correspondence,
was not particularly stimulating neither for
the artist nor for her mother who lived with
her. About the time spent in Munich, Danica
wrote: “Food is no good, the room is cold; and
those who know about the Munich rain and
cold will probably know the ambience and the
mood, where Milena’s tender, filigree fingers
cramp from the cold and from holding a pencil
and brush all the time.”® Milena directed her
sight further westward, to France and the
USA. The robes de style dresses, which first
appeared on illustrations created in 1926,
were subsequently represented in their original
form — as baroque and rococo costumes
- on Milena's Munich illustrations. These
illustrations, studied here for the first time,
present figures of a marquis, marquise, and
Marie Antoinette-like lady. The 18™-century
French fashion and culture of balls dominated
the whole Europe and as such affirmed the
use of feathers, wigs, artificial flowers, and

29 | The quote is taken from the letter of Danica Pavlovic,
in Milena Pavlovi¢ Barili Vero Verius: Vreme, Zivot, delo,
HESPERIAedu, Beograd (2010) 16.



Kapukamypa kpamuye Mapuje, 1923.
Caricature of Queen Maria, 1923

Kuc Ban JoHreH, lMopmpem xeHe, oko 1922.
HapopgHu mysej, Beorpag

Kees Van Dongen, Portrait of a Woman, c1922,
National Museum, Belgrade

je vy jexy oBor oTkpurha MiuneHa cacBMM CUMypHO
roceTvna 1 HapoaHm My3ej TOKOM LLKOMoBarsa Yy
Beorpaay, y KoM je 610 V3M0oXKeH KOBYET UyBEHE
,beorpancke” Mymuje.*

OBakBWM deTamy, anv W ynoTtpeba
mMaTepujana MonyT caTeHa, CBWMe, Boana,
YKOp>KeTa, mepnviia v nepja y MOAHOM AM3ajHy
3axTeBanu Cy W OeNMKaTHUM MPUCTYM CaMmoj
nnycTpaumj. Ynotpebom Temnepe 1 aksapena
MnneHa je mocTvsana BePOAOCTOJHY MeKohy
M cjaj MaTepujana, a KOHTypKCarbeM OfIOBKOM
aKueHToBana camy Gurypy 1 Kpojese, Koju cy
ce 3HaTHO oaMakm of [Noapeosor Apanuparsa.
,[loape je ocTao BepaH CBOJUM OMyNeHTHNM
naejaMa NHCMIMPUCaHM OPUJEHTOM 1 GOMKIOPOM,
Ma TaKo HeroBe Kpeauyje BULLE HUCY MOrTe fAa
napwvpajy $yHKUMOoHanHoM amgajHy Koko LLaHen,
ManneHe BroHe 1 >KaHa laTya.®” BroHeosa je, ¢
Jpyre CTpaHe, CBOjM [M3a8JHOM PEKOHCTPYMCana
YKEHCKO Tero 1 yBena dyHaaMeHTanHy MHoBaLmjy
AVjaroHanHor cederba MaTtepujana MHCrpYIcaHy
ymMeTHOLLIRY opurramuja — Tako3saH kock pes.®
Ha nojeavHvM ModenvMa MAecHVX XxarbkHa
MuneHa ycBaja kocu pe3 u ,Mpeknananse’
MaTepujana KapakTepucTudHWX 3a BroHeosy,
anM w JgeTarbe MNOMYT LUBETHWX YMeTaka,
nepvua 1 TpaHCMapeHTHX Nakux MaTepwjana
cBojcTBeHVX LllaHenoBoj. MpaTtehu no m3BecHe
Mepe OBe TpeHOoBe, MuneHa wnak mokasyje
HajBMLLE VIHTEPECOBara 3a Tako3BaHe robes
de style xamViHe dGpaHUycke KpeaTopke »KaHe
aHBeH (Jeanne Lanvin), 3a koje W bojaHa
Monosuh Hanaswm da cy 4ecT 1M306op Mnaavx
BeorpahaHkn 3a hmxoB npen 6an. ,CynpoTHO
FEOMETPW|CKO] AeKopaumji XarmbiHa MoOepHe
YKEHE, MHOIO MeKLLa 1 pOMaHTUYHVa cuUTyeTa
nonynapu3oBaHa of CcTpaHe JlaHBeHOBe
ofpkana ce v HakoH 1910. roayHe, ca rMyHoMm
CYKHSOM VIHCTIMPMCAHOM XarblHaMa 18. Beka. ™
EKCTEH3MBHOCT TakBe CyKrbe KpeaTopu, anm U

36 | ,Kosuer y kojem ce Mymuja Hanasu napabeH je oa
TamapukcoBor ApseTa. OcnMKaH je MonMxpoMHo — naBa,
3eneHa, XXyTa, LipBeHa, LipHa 1 6ena 6oja — a Heku Aenosu
cy UManu 1 noanaty.” M. MeTposuh, b. AHhenkosun,
,beorpaacka Mymuja ¢ oHe cTpaHe BedHocTw", National
Geographic Srbija, ®ebpyap 2/4, 2007, 123.

37 | C. Waidenschlager, Fashion, Art, Works 1715 to today,
Kunstgewerbemuseum, Berlin, 2014, 218.

38 | R. Koga, “The Influence of haute couture — Fashion in the
First Half of the 20" Century”, A Fashion History of the 20"
Century, Kyoto Costume Institute / Taschen, 2012, 74.

39 | “Robes de Style". Fashion: The Ultimate Book of
Costume and Style, Doris Kinderley, London, 2012, 246.
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fans — the exact details used in the 1920s
as well. Subversive behavior like taking in
snuff, gambling and drinking champagne
in Versailles found their counterparts in the
decadent atmosphere of the roaring twenties.

However, besides these connections
related to the transformation of fashion,
Milena's baroque-themed illustrations carry
deeper connotations. Given the fact that the
period during which Milena studied in Belgrade
and Munich brought a new positioning of
women and a destabilization of gender roles,
these illustrations can be analyzed through
the perspective of gender studies and the
notion of androgyny. Androgyny was present
in the fashion of the 18" century, even though
not to the same extent as in the case of the
garconne look. Tender pastel materials like soft
silk, Indian muslin, and cotton were used both
for women and men's costumes, while women
and men respectively wore high-heeled shoes,
wigs, face powder, lipstick, and artificial moles.
Both garconne women and the 18%"-century
men used the props of the opposite gender
to accentuate masculinity — garconne girls to
express their desire to belong to it, and the
18™-century men to confirm their belonging
to it. The only difference in gender-specific
costumes of the 18" century, the one that Marie
Antoinette spitefully erased, was that women
wore dresses, and men wore pants. Fashion
gave enormous power to Marie Antoinette,
as it was the only language she could use
to construct herself as an authoritative
personality. By taking over male fashion codes,
Marie Antoinette positioned herself not only in
the visual, but in the social role of men as well.
According to the portraiture, she used to wear
breeches, a garment in which Milena posed
for one of her private photo sessions too. It
is highly possible that such context served
as an inspiration for Milena’s illustrations.
The inscription on the back of the illustration
titled Marquis which says “The first decorative
illustration in Munich’, further strengthens
Milena's fascination with androgyny, when the
artist based her first Munich illustration on this
phenomenon. Milena represented a marquis
in a very feminine contrapposto, with an
artificial mole on his face, and a meticulously



Moden xamuHe ,Robes de Style”, 1926. | “ Robes de Style” Dress, 1926

nnycTpaTtopu nonyT [naHka, Jlenana v bap6jea
WNCKOPUCTWAM CYy Kao C/AVKApPCKO MnaTHO,
yKpallaBajyhn ra BesoM, MepjeM, YMrkoMm u
LiBeTHM yMeLMa. OBakaB auaajH omMoryhasao je
MVHYLIMO3HOCT Y MNyCTpaLmju 1 UMMneMeHTaumjy
BMCOKO [eKopaTViBHE CTUIM3alMje KOjoj ce
MuneHa mpurknoHuna y MuHxeHy, y Koju oanasm
Ha jeceH 1926. roayHe, HaKoH OMMIOMKparba Ha
KpameBCKoj YMETHNUKO] LLKOAW y Beorpaay.
Tapa ce, ca Beh pedwHMCaHUM umnycTpa-
TOPCKMM M3Pa30M KOjW TP Haarpaamsy ap HyBoa
N XONMBYOCKE ecTeTuke, AellaBajly MuneHVHM
MpBM eKckypcu y Hacnehe MpoLlnocTy, Kao
M npBa y/ba Ha nnaTtHy. MuneHa he Tokom
MeTadr3HKe U HaopeancTrdke hase Koja mpaTu
MUHXEHCKE WNycTpaumje WHTEH3MBHO Yy CBOM
CNMKapCTBY MHKOPMOPMPAaTW MOTUBE MPOLLIOCTH,
OOHOCHO aHTWKe W peHecaHce, BUO/bMBE U Ha
MnycTpaLjama Koje cTBapa Yy Hoyjopky. bopasak y
MuHXeHy, Urja ce KynTypHa KnMa 3a pasnviky on
bepnvHa, ma Yak 1 beorpana, HWje ocnarbana Ha
OVHamy3aMm ,nyavix asageceTtux” Beh je ocTana
MPVIBPXXEHA KNacKYHMIM y30puMa, MnneHrHoj
MOJHO] WyCTpauuj OOHEO je HOBa TexH/dKa
1 dopmanHa pellerba 1 HoBW perepToap. OBa
pellerba MuneHa peanvayje Kao CBOJEBPCHY
aHTUUMNauM)y unycTpaumja 3a  amMepudko
TPXKUILLITE, ocnanbajyiiv ce Ha GopMy HaCTOBHIX
CTpaHa MOHVIX Yacorvica 1 GUIMCKMX MiakaTa.

MHUHXEHCKE MOAHE
HAYCTPALINJE:

OA BAPOKHOI' AO
XOAHUBYACKOI' KOCTHMA

HakoH mpunpemMHor Tedaja y MNpuvBaTHO]
wkonv brioxepep, MuneHa 1927. rogyHe yrnincyje
MUHXeHcKy Crivkapcky akagemujy (Akademie
der bildenden Kunste) mog MEHTOPCTBOM peHo-
MUPaHNX MVHXEHCKVIX CELIECMOHIMCTa, MPBO Y
Knacu Xyra ¢oH Xabepmara (Hugo von Haberman),
a notom npenasu kog OpaHiia doH LLiTyka (Franz
von Stuck). OHa ycBaja nekuuje CBOjuX mpode-
copa cBoaehn ap AEKOOBCKM reoMeTpr3amM Ha
MVHMYM, YBOAENM jaKe KOHTPACTE Yy KOMOpUTY U
rovrpasajyhn ce ca nHeapHoLLIRY ap HyBOa, LLITO
Kpo3 durype, LITO KPO3 TUMorpadcka peLlieHa
KOja mpate unycTpaumje. YNpKoc ycBajary Nn-
KOBHOI je3vka ap HyBoa, MuneHa ocTaje npu-

embroidered tailcoat. Lace, stockings, and
shoes with ribbons contribute to the overall
sensation of loveliness. The sword, which was
the key component of the men’'s costume,
was reduced by Milena to a thin elegant line
to which she added a pierced heart on the
tip. The heart is a symbol of the Virgin, female
principle and love, which the male figure of the
marquis neutralized by piercing it. Conversely,
the marquis’ masculinity is neutralized through
fashion details and makeup. This way, Milena
achieved certain hybridization by creating a
gender-neutral figure. In one of the poems
she wrote in Spain in 1930, Milena stated: ‘I
am not of any sex".*°® This androgynous figure
will suffer a metamorphosis through Milena’s
drawings and paintings, and it will culminate
in her acclaimed painting, Self-portrait with
Archer. Additionally, a series of illustrations
on the theme of Baroque fashion, like the
illustration entitled Baroque or postcards and
studies for Riguet chocolate boxes, confirm
how much the artist played with the gender
thematic through the prism of fashion while
at the same time responding to a school
assignment.

Milena incorporated Baroque to a certain
extent in another series of illustrations,
this time inspired by Hollywood movies.
Melodramatic and excessive Baroque
costumes served as the base for the artist
to step into the visual language of movies, as
Barogue heavily influenced both cinema and
fashion illustration. The Baroque theatricality
of space, whether present in production design
or in the architecture of cinema halls during
the 20s and 30s, was based on bel composto
— an interactive integration between various
mediums used to evoke and engage all senses
in a viewer. “Through bel composto, cinema
enhanced the shift from elite to mass culture by
transforming an aristocratic baroque spectacle
into a cinematic spectacle available to masses.
Cinema enabled spectators to identify with
different roles, through which the mass

19,in V. Tomig,
inDom -
) 105




BPXKEHa Kpeyparby COMCTBEHE CTBAPHOCTY,
MOLUTO MMHXEHCKa CTBAPHOCT, O KOJOj UMTaMo y
nvcMmMa MuneHrHe Majke ca KojoM ce YMETHMLA
3ajegHo oacenyna 3a MuyHxeH, 3a Munery Huje
buna HapouuTo cTumynatveHa. O BpemeHy
nposeneHoM y MuHxery [laHnua mvwe: ,XpaHa
HVIKaKBa, Coba XMafaHa; a KO 3Ha MUHXEHCKY KULLIY
1 31My, Taj e OTMPUVIKE W HACAY TUTU CPeyHy U
PAaCcroNoXeHse, e Ce HeHM GrHN GUIMIpaHCKN
MpCTV rpye of 3vMe ApKenn BeYMTO OfOBKY U
KLy, “° MuneHyH nornen 6vo je yrpT Aarbe Ha
3anan, y OpaHLycKy 1 AMepuKy.

Robes de style xarbHe Koje ce jaBrbajy Ha
nnycTpaumjama Kpajem 1926. MuneHa Bpaha
CBOjIM y30pKMa, FPaHAVO3HUM V1 AEKOPATVIBHM
[OBOPCKUM KOCTMMKMMa dpaHLycKor Hapoka u
POKOKOa KPO3 Cepujy A0 Cafa HENCTParKEHMX
nnycTpauMja Ha KojuMa npukasyje ourype
Mapkmn3a, Mapkude 1 dame Hanuk Mapuju
AHTOaHeTU. @PpaHLycka oCaMHaeCTOBEKOBHA
Moda U KynTypa 6anosa AOMUHMPAnE Cy LIenoM
EBporiomM 1 advpmmcane cy yrnoTpeby nepja,
nepuka, LUBETHMX yMeTaka U fenesa, OAHOCHO
MaTepujana U [OeTarba KojW Ce Yy apyradvvjem
06MMKy KopucTe U TokoM apyre u Tpehe
neteHnje 20. Beka. CybBep3VIBHO MoHalllaH-e
MomnyT LIMpKaksa OypMyTa, KOLIKaH-a 1 Crvjakba
WamnarsLa y Bepcajy Halwnm cy cBoje naHaaHe
Wy [OekaoeHTHoj aTmochepy [BafeceTux
roavHa npoLunor Bexka. Ho, mopen camumx Besa
Koje ce ogHoce Ha TpaHchopmauvjy mode
Kao Takee, OBe WycTpauuvje Hoce U Oybrbe
KOHOTauuje Koje MuneHa Bpro cCopUCTULIMPaHO
npenodara. Peu je, HanmMe, O unMTary OBKX
naycTpauvja 13 poAHe MepCcrexkTUBE, Kako
roguHe y kojuma MuneHa pgenyje y beorpagy
N MUHXeHy AOHOCE M HOBO MO3ULIMOHVPaHsE
YKEHe 1 Oectabunnsauujy podHnx ynora. Voeja
aHOPOrHOCTY, CBaKako He 'y 0bnuKy y KOM je
eMUTYje eapcoH U3rneqd, NpucyTHa je 1y Moau
18. Beka. HexkHn 1 macTenHn matepujani nonyT
MeKe CBWe, MHAMCKOr MyC/MHa M Namyka ca
HalLTamrnaHoM AeKopaLyjoM KopuLReHn cy
y 13paam 1 MyLLIKUX 1 XKEHCKVX KOCTMMA, a Kao
KOMMOHEHTE LIENOKYMHON UMULIA W MyLLIKAPLM 1
YKEHE HOCWM Cy LIMMENe ca MOTMETULIOM, MEPUKE,
BE/MKE KOMUUMHE Mydepa, py>ka M BeLTaukmx

40 | UnTaT npeyseT 13 nncma danuvue MNasnosumh HaBegeHor
y 6rorpadujv Munexe Masnosuh bapunn y: Mpyna
ayTopa, MuneHa lNMasnosuh bapunu Bepo Bepuyc: Bpeme,
»xusom, deso, XECIMEPWAeny, Beorpag, 2010, 10.
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became the new royalty.”*! It is not surprising,
then, that Milena's first painting done in the
technique of “high art” — oil on canvas — was a
costumed representation of a pop culture icon,
actor Rudolph Valentino as the Sheik. In 1924,
Valentino appeared as the Duke of Chartres
in the movie Monsieur Beaucaire, which takes
place during the reign of Louis XV. While the
artists usually presented Valentino as the sheik,
she also portrayed Monsieur Beaucaire, and
even added an inscription on the illustration
which states his name.

However, Milena had the chance to
encounter the world of cinema before she
moved to Munich, as one series of drawings
suggests. Same as with fashion, the life among
royalty played a crucial role when it comes to
Milena's incorporation of cinema in her art, as
there was a private movie theater at the court.
During her last year in Belgrade, Milena started
to sketch movie stars — PolaNegri, Lillian Gish,
Baby Peggy, Rudolph Valentino, and Conrad
Veidt — and “transferred” them onto illustrations
and canvases a year after in Munich. A photo
album containing photographic postcards
of actors and actresses kept at the Gallery
of Milena Pavlovic Barilli, including a signed
photograph of Ramon Novarro among many,
suggests that she illustrated movie stars after
such postcards, which were incidentally favored
majorly by women. Such cards were carriers of
the spectacular aspects of the subjects they
advertise, just like movie posters and covers of
fashion magazines. By means of a single piece
of paper, cover images had to create an urge to
consume while at the same time aesthetically
convey the complete narrative of a movie, or
the complete content of a fashion magazine.

In accordance with that, Milena shifted
the focus of her illustrations from the whole
figure to the upper part of the body, including
the face. “The highly stylized figures, mostly
represented in half-profile, with elongated
bodies and a raised shoulder, their heads
gracefully bowed or with a cigarette holder in
hand, reveal an aesthetics that is evocative
of scenes from films of the time, and the

31 | A. Ndalianis, “Baroque Theatricality and Scripted
Spaces: From Movie Palace to Las Vegas Casinos’, Neo-
Baroques: From Latin America to Hollywood Blockbusters,
Brill, Leiden (2016) 283-306.

MPnagexa. V1 rapcoH OeBojke, 1 Mylukapum 18.
BEKa KOPUCTUMM CYy PEKBU3UTE CyNPOTHOr Mona
[a aKLEHTYjy aTprbyTe MacKyMHUTETa - FrapCoH
[OEBOjKE Oa VICTaKHy >XefbeHy MpunafHocT, a
MyLKapUy 18. Beka Aa Ty MprnagHocT NoTBpae.
JedyHa pasnvika y MyLLIKOM U YKEHCKOM KOCTUMY
18. Beka, oHa Kojy Mapuja AHTOaHeTa MPKOCHO
bpriLLe 0bnadenn ce y MyLLIKY orpemy 3a jaxaHse
y KOjO] Ha jedHoj op doTorpaduja rnosvpa K
MwuneHa, jecTe Ta [a cy MylLUKapum
HOCW/M MaHTaNoHe, a »XeHe XarbVHe.
Mopa je Mapuju AHTOaHeTV naBana
eHopMHY MON jep je To Bro jeanHm
JE3VIK KOJUM je MOrfa aa varpaam
cebe Kao Gurypy aytopuTeTa.
MpeyanmMajyin MyLLKe ofeBHe
Kodoee, Mapvja AHTOaHe-
Ta moctaBuna je cebe He
camo y BUW3yenHy Beh
M OpPYyLWTBEHY MO3u-
Lmjy MyLLIKapLa, 1 Bpio
je moryhe pa je yn-
paBO OBakaB KOHTEKCT
MNOCAY)KMO Kao WH-
crvpauvja  Mwune-
HUHMM  1NyCcTpaum-
jama. Ha nonehutn
nnycTpaunje  Hacno-
B/beHe Mapkus, [HaHu-
UYMHWM  PYKOMMCOM  MCIMCaHO
je: ,[pBa gexkopaTvBHa y MuHxeHy"
LWTO MoTBphyje Konvko je MuneHa
6buna cknoHa MpeacTaB/badsy aH-
OPOrUMHOCTW, Kad W CBOjy MpBY
MVIHXEHCKY WnycTpauvjy 6asu-
pa Ha OBOM ¢deHoMeHy. Y 6na-
FOM W BP0 >KEHCTBEHOM
KOHTPaMnocTy, HalUMWHKaHOr
Mua ca OoAaTKOM Miadexa,
MwvineHa npeacTaB/ba MapK13a y
BP0 MVHYLIVIO3HO OCMMKaHOM dpaky. YunkaHm
[ofauy, AOKONeHWLE 1 Lynene ca MallHlama
JonpyHoce ocehajy byrnkocTu. Mad, Koju je y3
LLUTaM 3a LLEeTHy 610 KibydHa pedepeHLia MyLLIKOT
KocTiMa, MuneHa cBoaM Ha TaHKy eneraHTHy
VHW]Y, U Ha HEroBOM BPXy [O0Aaje Masno
npo6oaeHo cpLie. Camo o ceby, cpLg je crMbon
[EBUYAHCKOr 1 YKEHCKOr MpUHLMNAa U by6aBy,
Koje Myllika Gurypa HeyTpanmule npobafaHs-em.
C [Opyre cTpaHe, MapKWKeBa MYy>KEBHOCT
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glamour, dynamism, and allure of film stars.”*?
This representation was not only influenced by
the aesthetics of movies, but also by technical
aspects of cinema as well."With the eventual
shift to sound in 1928, costume design, which
had previously been unrestricted in terms of
its ‘noise’, now had to be silenced. The heavy,
beaded dresses of the 1920s became a
problem as they literally were too loud when in
motion and thus more ‘quiet’ materials were
favored.”*® As the dramatic aspects moved
up to the face, makeup became a focal point,
which led to the affirmation of the vamp look,
popularized by Theda Bara. Until the beginning
of the 30s, when filmmakers switched to
blue-sensitive orthochromatic film, all
movies were shot on achromatic film. Due
to the nature of such films, red registered
so darkly that was indistinguishable
from black, while blue registered very
brightly, often causing blue-eyed
actors to look like they don't have

irises. Milena skillfully transposed
these cinematic innovations to
the illustration media. On her
Munich illustrations, the eyes
of women are represented
with two thin lines filled
with whiteness. By
dissolving tempera in
water, she achieved the authenticity of the
vamp makeup - smoky eye shade, white face
powder, and soft cheek blush - while by using
tempera to its fullest, the artist achieved
the intensity and gloss of the lipstick. If we
compare Milena’s illustrations and studies
for fashion magazine cover pages with
photographs of Hollywood divas, like the
illustration Die Dame with photographs of
Louise Brooks, we can notice how eloguently
the artist transformed the language of one
media into the language of another. At the
same time when she drew inspiration from
Die Dame, one of the most renowned fashion
illustrators and movie poster designers in

'. Mapkus, 1926.
Marquis, 1926

32 | 0. Jankovi¢, Ibid. 126.

33 | E. Dirix, “Feather in 1930s Cinematic Costume’, Birds
of Paradise: Plumes & Feathers in Fashion, Lannoo, Tielt
(2014) 77.



Bapok, 1928.
Baroque, 1928

HeyTpanM3oBaHa je aKLEeHTOBarbeM MOAHMX
aetamba W LUMWHKE, YniMe MuneHa mocTibke
M3BECHY XMbpVAM3aLWjy, cTBapajyhu poaHo
HeyTpanHy durypy. Yaxk he 1y jeaHoj og necama
Koje muLie Tokom 6opaeka y LLmaHujm 1930.
rogvHe MuneHa ga Harnacw Hucam HujeaHor
nona“** OBa aHgporvHa ¢urypa Tprehe cBoje
mMeTaMopdo3e U Kpo3 MUMEHVHO CRMKapCTBO,
rojaB/byjyin ce Ha UpTeXMMa U nnaTHMMa
M KynMUHWpajyhv Ha Aymonopmpemy ca
cmpenyem (1936). Cepuija pagoBa ca TEMATUKOM
HapokHe Mofe, MomyT UYCTPaLMje HAaCIOB/LEHE
Bapok Hekonviko pasrneaHuLa, CTyanja 3a OMOT
HoMboHsepe Riguet 1 0cnKaHe Ky TUjiLE 3a HaKAT
Oybree ceemoye 0 MUIEHMHOM MovrpaBakby ca
POOHOM TEMATVIKOM KPO3 MpU3My MOAE, ann U 0
BVICOKO YMETHWUYKOM OArOBOPY Ha 3a4aTy TeEMy.
[pyra cepuvja pamoBa, Koja Mopen BEMKOr
Bpoja MoaHVIX MNyCTPaLMja YKIby4yje 1 MpBa yiba
Ha MnaTHy, CKMLIE U LIPTEXE, HacTase Mo y30py Ha
ECTETUKY XOMMBYOCKMX GUIIMOBA, CBOje KOpEHE
Takobe Hanasaw y 6apoky. MenogpamaTydiHOCT
H6apoKka 1 EeKCLECMBHOCT HapOKHMX KOCTUMa
nocaykunm cy MwuneHn Kao MoATEeKCT 3a
UCTyMakse Y BUSEMHN je3VK GUIMCKOT Meavia.
EnemeHTe 6apoka Koju cy ce ogpasuiv Ha
dunmeky mpoaykumjy 20. Beka, oapasuiv cy
ce n Ha MuneHvHe MogHe unyctpauvie. [lpe
cBera, bapokHa TeaTpanmaalivja MpocTopa, buno
avi3ajHa QUIIMCKUX CETOBA WM apxXMTEKTYpe
cammx OMOCKOMCKMX cana TOKOM [Ba[eceTVX U
TPMAECETVX FOAMHa MPOLLMOF BEKa OCMaH-ana ce
Ha bel composto — NHTEPaKTUBHY UHTErpaLnjy
PasINUUTIX Meapja YMjv LB j& aHraXKOBaH-e
cBUX Moryhux uyna. OBaKBMM MOCTYMKOM
omoryheH je Mpenas of enMTHE Ka MacOBHO)
KyNTypW, OAHOCHO Of GapOoKHOr TeaTpasnHor
CMEeKTak/a HaMeHeHOr apuCTOKpaTujW, Ka
OUIMCKOM CreKTaKsly HaMeHeHOM OpYLLITBEHO)
cTBapHoOCTK, Tj. Macu. QunMm je omoryhro
rnefaolly Moh ycBajarba U MaeHTMdrKaLmje ca
pasMUUTIM yrioramMa, YiMe Maca roctaje ,the
new royalty’, 0oOHOCHO HOBa apVYCTOKpaTW|a.*

41 | Munena Maenosuh Bapwnu, LLInaHcke necme, necma
9,y B. Tomuh, Munera Nasnosuh Bapunu - lNoesuja,
QoHpaumnja MunenuH oM - Fanepuja MuneHe
Masnosuh Bapwnu, Moxxapesal, 2016, 105.

42 | A. Ndalianis, “Baroque Theatricality and Scripted
Spaces: From Movie Palace to Las Vegas Casinos’,
Neo-Baroques: From Latin America to Hollywood
Blockbusters, Brill, Leiden, 2016, 283-306.

Germany, Ernst Dryden, illustrated for it, before
he moved to New York, where he resided
during the time Milena did.

However, in June of 1928, Milena left
the Academy, about which she stated in an
interview she gave 10 vyears later: “The first
major effort that | had to make in order to
feel my art as truly close to me was to get
rid of the conventional forms that were being
imposed at the Academy in Germany, a deaf
and backward environment.”* Upon her return
to Belgrade, Milena concluded two chapters
of her activity as a fashion illustrator with a
solo exhibition in 1928. After that, the artists
started to wander through Europe (France,
Spain, England, and Italy) and explore various
media. She abandoned fashion and decorative
illustrations in the favor of drawings and
canvases in 1930, which will still, however,
carry the trace of her fashion-related works.
Fans, veils, gloves, ancient and renaissance
costumes, hair and body, were transformed
from fashion aspects into symbols of personal
mythology, in accordance with the poetics of
metaphysical and surrealist art. During this
stylistic (re)defining in Paris in 1932, Milena
created her last fashion illustrations before
she departed to New York some years after.

THE PARIS FASIHTON
ILLUSTRATIONS:
HAUTE COUTURE AND
CLASSICAL ANTIQUITY

In his letter to Coco Chanel, dated from
June 20" 1925, French artist Jean Cocteau
wrote: “My Dear Coco, Your success in both
the fashion and the art world caught my
attention. Your work is “.a kind of miracle,
‘[you have] worked in fashion according to
rules that would seem to have value only for
painters, musicians, and poets’. | do believe
that the essential French style that | seek
in all mediums is apparent in your work,
my dear Coco.”*® Despite being a personal

34 | The quote is taken from Milena's 1937 interview for
Quadrivium, in Milena Pavlovié Barili Vero Verius: Vreme,
Zivot, delo, HESPERIAedu, Beograd (2010) 16.

35 | http://musicalgeography.org/letter-from-jean-
cocteau-to-coco-chanel-june-20-1925/
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Y ToM cmucny, He UsHeHahyje 4nHbeHvLia
[a je MineHnHa npBa crnmka paheHa TEXHUKOM
HaMeHseHO] BWCOKO] YMETHOCTW (y/beM Ha
MnaTHy) KOCTUMHa U HalUMWHKaHa MnpeacTaBa
MKOHE MacoBHe KynType, rymua Pynonda
BanentuHa (Rudolph Valentino). BaneHtuHo ce
1924. nojasno kao Bojsoda oA LLapTtpa 'y dunmy
[ocnoduH bokaup (Monsieur Beaucaire), dnja
je pafrba cMeldTeHa y BpeMe BragasuHe Jlyja
XV. Y3 nomeHyTy nnyctpaumy Mapkusa, rotoBo
y BUOy MWHWjaType, MuneHa je Hacnvikana u
BaneHTvHa y ynoau rocrnoamHa bokarpa, o vemy
CBeJo4M HaTMMC OMOBKOM Mopes WiycTpauyje.
Ca ¢unmekom ymeTHoWRY MuneHa ce Taxkohe
yro3Hana Ha 6eorpafckoM ABOpPY, Ha KojeM ce
Hanasvo 1 Manu 6Grockon. YBMaoM y ¢yHayC
noXkapeBadke ranepuje, yodasa ce fa je Munexa
TOKOM Mocneawe roavHe bopaska y Beorpaay
3ano4ena ca fakoHCKM CKULMPaHseM GUIIMCKIX
nkoHa — Mone Herpu (Pola Negri), vnvjaH M
(Lillian Gish), Mopwje CeaHcoH (Gloria Swanson),
Bejon Meru (Diana Serra Cary Baby Peggy),
Pynonda BaneHtnHa 1 KoHpaga @ajta (Conrad
Veidt), koje y MuHxeHy noToM ,MpeHocu” Ha yriba
Ha nnaTHy 1 unyctpaumje. BaneHTuHa je MnneHa,
Kao ¥ MHOre Apyre MopTpeTe, Hacivkana mo
y30py Ha doTorpaduiy, LUTaMraHy BEPOBATHO Y
BMAY pasrnedHnLEe HamerbeHe 0bOXKaBaTebkama.
MunneHa je Yak y CBOM BACHWLLTBY MMana u
anbym ca ¢oTtorpadvijama rnymala v rymuLa,
KOj\ je yrnaBHOM UCnykeH ¢doTorpadujama-
pasrneaHvlama Pynonda BaneHTnHa 1 PamoHa
Hosape (Ramon Novarro). Ha jeaHoj oa Pamo-
HoBux doTorpaduja YaKk je mMcnmcaHa W moc-
BETa y3 ayTorpam. Takse pasdrnefdHuLe cy, Kao
M GUIMCKM MnakaT ¥ HaCMOBHMLIE MOAHMIX
yaconmca, OV HOCMOLM  CreKTaKynapHYX
acrekaTta oHora LITO peknamupajy. Ha ceera
jeOHOM MCTY XapTWje, HAaCnoBHa Cnvika Mopana
je y UcTo BpeMe Oa MO30BE Ha KOH3ymaLMjy
anvi u ga byae ecTeTcky Hocual LenoKynHor
HapaTVBa, 61no dunmMa, Brno MoaHOr Yaconmca.
Y cknagy ca TmMe, MuneHa nomepa ¢okyc ca
Liene Gu1rype Ha roptsi Aeo Tena, yKibydyjyhn 1
ML, BPIO YecTo AonmMcHjynn MMeHa Yaconmca
Ha came nnycTpaume. ,Y BYCOKO CTUMM30BaHNM
durypama, HajueLLine MprkasaHMy nonyrnpoguny,
M3BWJEHOr TeNa, C MOaVrHYTVM PaMEHOM, JbyMKO
HarHyTe rnaBe WM C MYLUTUKIIOM Y PYyLK,
MpenosHaje ce ecTeTvika Koja eBoLpa GuIMcke
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correspondence between the two artists, this
letter is important because it talks about a
representative characteristic of fashion by the
end of the third and the beginning of the fourth
decade of the 20" century. That characteristic
was the seeking of novelty through multimedia,
which combined the legacy of avant-garde
isms, particularly Surrealism, and personal
affinities of artists in order to deconstruct the
frontiers of the fashion and the art world as
Cocteau named them. Even though Milena
created only three fashion illustrations in Paris,
they do confirm the artist’s tendency to erase
the aforementioned frontiers, experimenting
this time with Surrealism, magical realism,
Metaphysical art, classical antiquity, high
fashion, and Hollywood costume.

During her first visit to Paris in 1928, after
she left Munich, Milena visited the Louvre. She
was fascinated by the old masters and ancient
civilizations, which, however, didn't mean that
she wasn't aware of the present moment. In
her desire to be in touch with the contemporary
tendencies of art and fashion, she moved to
Paris in the fall of 1931, which became her
residence, interspersed with frequent visits
to Italy and an exhibit in London (Bloomsbury
Gallery), until she moved to New York in 1939.
Her fascination with fashion and cinema,
now enriched with Greco-Roman cultures,
manifested itself in 1932, as she started to
socialize with Jean Cocteau, Jean Cassou,
Paul Valéry, André Lhote, André Breton, and
Giorgio de Chirico. For Barilli's first exhibition
at the Parisian gallery Jeune Europe (April —
May), Cassou personally wrote the foreword
to the catalog. “On 23 exhibited artworks,
broken Ancient columns, angels, busts, veils,
enchanted damsels, self-portraits, heads
of Greek gods and heroes, and Renaissance
reminiscences appeared for the first time.”®
Milena exhibited the same artworks sometime
later in Rome as well, at the Galleria d’Arte di
Roma (October). Italian painter Renato Gutusso
wrote the review of the exhibition, in which he
stated that “the extremely skilled artist and her
metaphysical and surreal armor came from the

36 | M. B. Proti¢, Ibid. 25.

npy13ope 13 Tor BpemeHa, ramyp, AvHaM13aMm,
M 3aBOOSBUBOCT QUIIMCKMX ersucTeHumja. ™’
OBakBO Momeparbe Gokyca Ha MuAeHUHIM
nnycTpauvjaMa CBOje KOpeHe Hanasu vy
TEXHWYKMM acrekTVMa KuHemaTorpaduje. ,Ca
MPOMEHOM Ha MfaHy 3ByKa TOKOM 1928. roguHe,
KOCTUMOrpaduja, Koja MpeTxoaHo Huvije Tprena
3BYYUHY PecTpVKUMjy, cada je Mopana 6uTu
yTViLLaHa. [lepniacTe xarmHe Nyamx ABadeceTVIx
6une cy NpobrnemMaTuyHoO bydHe TOKOM MOKPETa,
Te ¢y TULM MaTepujany MonyT, COMOTa, CBUIIE,
caTeHa v nepja nodenv aa ce GaBoprayjy.** Kaxko
Je caga nviLle MocTano Hocunal ApamMaTUYHOCTY,
LUMVIHKa MOCTaje MHTEH3VBHMja LUTO 4OBOAV A0
abvpMaLvje Bamn V3rneaa Koju je y MpeTxoaHVM
roavHama nonynapvidosana Teaa bapa (Theda
Bara). OBa KommnoHeHTa Taxkohe CBOje KopeHe
Hanasm y TEXHWUYKOM acnekTy ¢unnima, oaHOCHO
Y HSEHVILM O Cy A0 MOoYeTKa TPWAECETX FoAMHa
GUNMOBM CHMMaHM MPBO Ha axpoMaTcKoj, a
MOTOM Ha OPTOXPOMATCKO] GUIMCKO] TpaLW, LLUTO
je 0oBOOVNO OO OuMTaBarba MnaBe W 3eneHe
Kao Gene, AOK Ce Cy Ce HapaHLacTa W LpBeHa
perncTpoBane Kao LpHa.

MuneHa Bpno BeWTO 0Be KuHemaTorpadeke
MHOBaLMje npeHocK Yy Meayj unyctpaumje.
Kako cy rmymue ca cBeTmjoM 60joM oumjy
ycnen MOMEHYTWX XPOMAaTCKMX MpOMeHa Ha
bunNMcKoM MnaTHy 4YecTo m3rnedane kKao da
Hemajy 3eHnue, MuneHa ycBaja 0Baj KOHLEMT
M y4ecTano ra mpyiMersyje Ha CBOJVIM MOOHWM
nnyctpalmjama. CemM HeEKonuKo wycTpaumja,
FOTOBO CBV MVHXEHCKM PaJoBW MPYIKasyjy XeHe
YMje Ccy O4M CBeAEHE Ha OBE NMHVE, UCMyHeHe
benvHoM. YbnaxaBareM Temrnepe BOAOM
MOCTUIHYT je ayTeHTW4aH [OXKWB/ba] Kaja
je y muTary LWMVHKa — 3aracute CeHke OKO
ouvjy, benvHa nynepa, M H6naro pymMeHWno Ha
obpasnMa, OoK cy MyHOM yrnoTpeboMm Temrepe
MOCTUMHY TV MHTEH3UTET U Cjaj KapMyHa. Yriopeae
M ce MvineHnHe CTyavje 3a HaCcnoBHE CTpaHe
MOIHVIX Yacormca ca ¢oTorpadujama GUIMCKmMx
avBa ca 606 dpr3aypama ¥ Bamr LIMUHKOM,
Ha MpuUMeEp wnycTpaumja ca Hatrmcom Die
Dame ca dotorpadmjama Jlymc Bpyke (Louise
Brooks) ouvrnegHo je MUneHnMHoO enoKBeHTHO

43| 0. JaHkosuh, H.0, 127.

44 | E. Dirix, “Feather in 1930s Cinematic Costume”, Birds of
Paradise: Plumes & Feathers in Fashion, Lannoo, Tielt,
2014, 77.

Parisian pot.”®” Gutusso's statement confirms
Milena's immediate inclination towards
the Parisian milieu and metaphysical and
surrealist appropriations of antiquity. Through
such juxtaposition of different realities, artists
discovered new techniques of representation
like frottage, decalcomania, and collage, and
innovatively used already existing ones, like
film and photography.

Fashion was no exception, as it benefited
from a new representation technique — fashion
photography. Even though Poiret hired Edward
Steichen to shoot his latest collection in 1911,
it will not be until the 1920s, when Vogue hired
Man Ray and George Hoyningen-Huene, that
fashion photography will be acknowledged
in its own right.*® Both Ray and Hoyningen-
Huene were inspired by minimalist spaces
that served as a proper background to their
photographs, given that shapes and lines of
such backgrounds accentuated the sharpness
and dynamism of new aesthetics and technical
innovations of fashion photography. While Ray
moved in between the world of fashion and
world of art, always remaining loyal to the
former, Hoyningen-Huene worked as the main
photographer and editor of photography for
the French Vogue until 1935, when he moved
to New York to work for Harper's Bazaar and
then Hollywood.

When Milena moved to Paris, both Ray and
Hoyningen-Huene created some of the most
iconic fashion photographs. These photographs
can serve as the base to further position
Milena's Parisian illustrations within the artistic
and fashion milieu of the city. Ray photographed
Elsa Schiaparelli in her dress painted by Jean
Dunand in the Trompe-l'ceil technique, while
Hoyningen-Huene photographed model
Sonia Colmer in Vionnet's dress resembling
an Ancient Greek sculpture, with layers of silk
and crepe. Regarding this photograph and
Vionnet's dress, Cecil Beaton stated that “she
made a Greek dress in a way that the Greeks
could never have imagined; there was nothing
archaic about her lines. Everything Vionnet

37 | The quote is taken from Gutusso'’s review of Milena’s
exhibit as stated in Milena Pavlovic Barilli Vero Verius:
Vreme, Zivot, delo, HESPERIAedu, Beograd (2010) 11.

38| S. Lussier, Art Deco Fashion, Victoria and Albert
Museum, London (2009) 82-85.



BaneHmuHo kao LLeuk, 1927. | Valentino as Sheik, 1927

TPaHCMOHOBarbe je3nKa jedHOr  YMETHUYKOr
Meauja y Apyrv, YimMe ModHa uaycTpauvja caga
Hock obenexja dunnma, doTorpaduje, U camor
MoaHor An3ajHa. Kana Munera untvpa Die Dame,
3a 0Baj BEPIMHCKM MOHM Yacormc UnycTpaLyje
VI HacnoBHe cTpaHe pagu AycTpujaHal, EpHCT
OpajoeH (Ernst Dryden), jejaH op HajpeHo-
MUPaHWJUX YMETHUKa OQUIMCKOr rMnakaTta vy
Hemaukoj 1 AycTpuju, KOjW Ce LLIECT FoAvHa Mnpe
MuneHe cenv 3a Hbyjopk, rae mocTaje aMsajHep
MyLLKe ogehe®

Y jyHy 1928. rogmHe, MnneHa Hanywita MUH-
XeHCKy Akagemyjy, MOBOAOM KOje Yy WHTEPB)yY
13 1937. usjaBrvyje: [ 1pBY BENVKKM HaMop Koju
caMm Mopana HanpaBuTK Aa bux CBOjy YMETHOCT
3ay1cTa Morfa a OCeTUM Kao cebu brmeky, bro
je na ce ocnoboavmM KOHBEHLIMOHANHVX GopMM
KOje MU je HaMETHY/O LLIKOMOBaH-e Ha AkanemMmjm

45 | A. Lipmann, Divinely Ellegant: The World of Ernst Dryden,
Penguin USA, 1989.
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created had a cling or a flow, and women
dressed by her were like moving sculptures.”®
As if she heard Beaton, Milena represented a
female figure resembling an ancient sculpture
whose siren dress she contoured with a pecked
line, hence accentuating the flowing sensation.
The second illustration reminds of elegant
evening gowns with moderate floral patterns
and of pastel tones, like pink and gray, typical of
Chanel and Patou’s designs of the early thirties.

Alongside the fashion photography, cinema
played a crucial role in the dissemination of
fashion and affirmation of the new style, as
fashion as such was heavily affected by the
Wall Street Crash of 1929. Actresses like
Joan Crawford and Jean Harlow promoted
the designs of Chanel, Vionnet, and Elsa
Schiaparelli, many of which bring to mind the

39 | Fashion: The Ultimate Book of Costume and Style, Doris
Kinderley, London (2012) 278.
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Mopuja CeaHcoH, oko 1926. | Gloria Swanson, c1926

y Hemaukoj, y jedHOM ryBOM W Ha3aaHOM
OKpy»kemsy. ¢ Mo moBpaTky y beorpaa, MuneHa
3a0KpYy>Kyje OBa Morfae/mba CBOI CTBapaallTea
Kao MOOHE WNYCTPaTOPKE MOMEHYTOM U3MOXKOOM
y HoBuHapckom Oomy. Hakod Tora, mounksy
YMETHMLIMHE roamHe NyTara, LWTo Kpo3 EBpony
(@®paHLycka, LnaHwvja, EHrnecka, Mtanuja), To 1
Kpo3 pa3nunuuTe Meauje. MoaHe 1 aekopaTvBHE
nnyctpaumje Beh og 1930. cMersyjy LpTexu
M yrba Ha MnaTHy Koju Re HOCWUTKW Tpar roToBO

JelieHujcKor 6aBmerba MOAHOM MTyCTPAaLM|OM.

Jlenesa, Beo, pykaBumLe, aHTUYKKM N PEeHECaHCHN
KOCTUMK, MourpaBate Ca KOCOM U XXEHCKNM
TENoM Kao acrekTn Moge rnoctahe cumbonu
JIN4HEe MI/ITOJ'IOI'I/Ije y CKJflagy Ca TMnoeTtuKamMa

MeTaC])I/ISI/MKOI— M HadpeannCTUYKOr ClnkapcTBa.

46 | UuTaT npeyseT 13 MuneHuHor nHtepsjya 13 1937.
3a Yaconuc Ksadpuasujym HasefeHor y 6rorpadujm
yMeTHMUe y: Mpyna ayTopa, MusneHa Nasnosuh bapunu
Bepo Bepuyc: Bpeme, xusom, deno, XECIEPVAeay,
Beorpag, 2010, 10.
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costume designs of Gilbert Adrian, a renowned
Hollywood costume designer. A white organdy
dress with large puffed sleeves designed
by Adrian for Crawford’s role in Letty Lynton
immediately became the first movie costume
to be widely copied and sold as fashion, proving
that Hollywood was more influential than Paris
when it came to dictating trends. The last of
Milena's Parisian illustrations is a proof that
this particular design found its way to Paris, as
the dress the artist represented resembles the
Letty Lynton dress to a great extent.

When it comes to the overall aesthetics of
these illustrations, they correspond with the
aesthetics of other works Milena created in this
period. All of her work from the Parisian phase
is characterized by “a sharp and melodious
drawing and diluted and hazy, almost
transparent colors.™® Moreover, “all artworks

40 | M. B. Proti¢, Ibid. 25.



JXKeHa ca ,ny¢* nepukom, 1927. | Woman with a Pouf Wig, 1927

JKeHa ca mackom u yunuHopom, 1927. | Woman with a Mask and Cylinder, 1927




Y 0BOM cTuncKkoM (pe)aedumHyicary 1932, roamHe
y Mapuay HacTahe nocnedrbe mModHe unycTpa-
Lmje Mpe ofnacka 3a Hbyjopk, kKoje Hoce ofjex
MPETXOOHNX, U aHTUUMNVpajy durHanHe moaHe
nnycTpaumje Munere INasnosuh bapunn.

ITAPUCKE MOAHE
HAYCTPAITNJE: BHCOKA
MOAA U KAACHUYHA
CTAPHHA

Obpahajyhi ce Koko LllaHen, y nvcmy
natoBaHoMm Ha 20. jyH 1925. roayHe dpaHLycKu
ymeTHUK, XKan KokTo (Jean Cocteau), nuwue:
,dpara Koko, TBoj ycrex y oba cBeTa, CBETY
MOOE W CBETY YMETHOCTV, MpuBYKao je Mojy
Maxkrey. T CTBapaLL Moay MO MpaBuMMa 3a Koje
ce cMaTpa [da [ajy BPeOHOCT CaMo CrvkapuMa,
My3ndapuMa U necHuumma. Bepyjem pa je
eceHUMja dpaHLYCKOr CTIMa Kojy TPaXkVIM Y CBYM
MeavjiMa Tako ouvrneaHa y TBoM paay.?’ U3
0BOI M1CMa MLLIMKMTaBa ce BUTHa KapakTep1CTVIKa
MOLE WM YMETHOCTM C Kpaja Tpehe, 1 MoYeTKoM
4eTBpTE [AelleHWje MpOoLIor Beka, a To je
noTpara 3a HOBWM KPO3 MyTUMEOM|anHo, Koje,
Cnajajynn dapavsam, Hagpeanusam W nndHe
adVHMTETE YMETHMKA AEKOHCTPYULLE YCTarbeHe
rpaHuLe 13MeRy, kaKko VX KoKTo Ha3vBa, cBeTa
Mofde M cBeTa yMeTHoCcTW. Vako manobpojHe,
CBera TpW cadyBaHe MOAHe WNycTpaLmje Koje
MwneHa cTBapa y [lapusy cBefode O HoeHOM
HempecTaHOM Opvicarsy rpaHvua, oBora nyTa
namMehy HagpeanMama, Marmjckor peanmsma,
MeTadU3NIKOr CMKapCTBa, aHTUYKOr Hacneha,
BVICOKE MO[E V1 XOMVBYACKOr KOCTVIMa C MoYeTKa
TPWAECETVIX FodyHa MPOLLIIOr Beka.

TokoM mpee noceTe [apray, HakoH oa1acka 1
MuHxeHa, MuneHa 1928. rogvHe nocehyje JlyBp.
OHa 6uBa dacuMHVipaHa BEIMKM MajcTopViMa
MPOLUMOCTM M aHTUYKVM  LIMBUIM3aLmjama,
nmpemMaa TO He 3HauM Ja ce ofBajana of CBoje
cafdallHs0CTy, LUTO NoTBphyje ApyriiM A0NackoM
y [Napus, Koju of jeceHw 1931. ca npeknomma
rocTaje HeHO MecTo bopaBka [0 OAfacka 3a
Hojyjopk. OnMumMHEHOCT MOAOM 1 GUIMOM U caaa
HoBa dacLMHaLMja KnacuuHM Hacnehem Beh ce

47 | http://musicalgeography.org/letter-from-jean-
cocteau-to-coco-chanel-june-20-1925/ npucTynibeHo.
7.5.2017.

are dominated by numerous light and warm
nuances of gray, blue, and white alongside
cream surfaces that were intentionally left
uncolored. Such chromatic choice expresses
certain dose of incompleteness and fragility,
noticeable in Barilli's future works as well.™! In
accordance with that, Milena's Parisian fashion
illustrations correlate both chromatically and
thematically with a series of drawings entitled
Surrealist compositions and paintings, with
dominant motifs of a bust, Greek column, or a
statue, in combination with veils, clouds, and
drapery. “Figures from this phase are colored
whether in cold ash gray or warm sand tones,
as their bodies are turning into statues.”? The
minimal use of the aforementioned colors
and unfinished lines contributed to Milena's
authentic appropriation of classical antiquity,
not only through the repertoire of Surrealism
and Metaphysical art, but also through the
designs of Adrian and Vionnet, and the
photographs of Hoyningen-Huene, which
she continued to quote on the New York
illustrations.

Milena's activity in the field of fashion
illustration, initiated by Art Deco and then further
filtered through Art Nouveau, Metaphysical art,
Surrealism, and magical realism, will culminate
in artistic maturity, and more complex
compositions enriched by the late Surrealism
and Neo-romanticism, in her last phase known
as “the American period” in Serbian art history.
This phase unfolds in New York, where the artist
arrived on August 27, 1939,

THE NEW YORK FASHION
ILLUSTRATIONS: THE
AMERICAN DREAM

AND NEO-ROMANTIC
NOSTALGIA

The circumstances under which Milena
Pavlovic Barilli started her career in New York’s
art scene were clarified for the first time by
Olga Bataveljic, who in 1979 published a study
entitled Milena Pavlovic Barilli: Life and Work

41 | 0. Jankovi¢, Milena Pavlovi¢ Barili, Vojnoizdavacki zavod,
Beograd (2001) 43.

42 | Ibid. 46.

1932. roamHe, nonyT JloTpeamoHoBor (Isidore-
Lucien Ducasse / Comte de Lautréamont)
cycpeTa MallHe 3a LUMBEHse W KuobpaHa Ha
orepauvoHoM cTony, cycpehy ca moeTukama
Koje MwuneHa yceaja nyTem Mo3HaHCTaBa ca
KokToom, Kacyom, Banepujem, Jlotom, BpeToHom,
ne Kvpvikom. NoBogoM m3noxkbe ogpkaHe y
lanepwvijn >Ken Epon (Jeune Europe) y [Napwnsy
TOKOM arpwna v Maja 1932. roguHe npearosop
3a usnoxkoby nuule Kacy (Jean Cassou) nWdHO.
,Ha ABapeceT v Tpu yrba 1 TeMnepa 1cKpcasajy
MPBV Ny T NOMOMIbEHV @HTUYKIA CTYO0BW, aHhenw,
6VCTe »IBE 1 MPTBE, Nenese, BEOBY, 3a4apaHe
NenoTuLe, ayTorNopTPETH, MaBe rpUkMx Horosa
1 Xepoja, peHecaHcHe peMyHycLieHUyje.*® [a ce
MuneHa 1CTor TpeHyTKa MPVIKIOHMIE MapyICKOM
YMETHNYKOM  MUSbey, Te MeTadU3nUKIM U
Haapean CTVUKVM anporpujaLjaMa KnacuyHor
Hacneha ceefour 1 unrbeHMLa da Ne MoBOAOM
nsnoxoe y PuMy Ha jeceq 1cTe roguHe, NyTy3o
(Renato Gutusso), MviLLyAK Mprkas 1CTe 13jaBuTY
[a je MneHmH ,MeTapranuKI M HagpeanHu OKor
Caspeo y mapuckoM MoHLUy " JykcTanosuupja
MeTadr3MUKe LKOMe U Hagpeaniama oMoryhina
je OTKpVBarbe HOBWX MPUKa3MBaYKMX TEXHMKA
(bpoTax, dexankoMaHwja, Konayk) anv 1 MHoBaTu-
BHUjy ynoTpeby oHVx Beh nocTojehix, kao LLTo cy
doTorpaduia 1 drnMm.

Tako U Moga HEMUHOBHO gobuja HOBY
TeXHVIKY NpeacTaBibarba — ModHy GoTorpadujy.
Mako je Beh 1911. MNoape aHraxkoBao Easapaa
LLITajxeHa (Edward Steichen) na ¢oTorpaduiue
HoeroBY HajHOBM]y Konekuujy, Tek he Yaconmc
Boe TokoM iBadeceTVX FOAMHa, aHraXKOBaH-eM
HagpeanucTnukyx ¢doTorpada MaHa Peja
(Man Ray) 1 Lloptia XojHuHreH-XjyHea (George
Hoyningen-Huene), 13BpumTy Hajehu yTuLgj
Ha aduvpmaumjy MmoaHe doTorpaduje.° 1 Pej
1 XOjHWHreH-XjyHe 6unn cy uHcnmMpucaHu
MUHUMaNUCTUYKMM MPOCTOPKMMa Kao Mno3a-
[OVHaMa KOjW Cy akLieHToBanm 0bnmKe 1 NivHuje,
Te [03BO/baBanv [OOBO/BHO MpOCTopa 3a
TEXHUYKE MHOBaLMje, Mrpy 06MMKa, CBETNOCTY
W ceHke WTOo je doTorpadmrcaHnM Moaenma

48 | M. B. MpoTwuh, H. 0., 25.

49 | UntaT npeyseT 13 NyTy30BOr Npukasa MuneHmnHe
n3noxxbe HasedeHor y 6rorpadujmn ymeTHuLE v: Fpyna
ayTopa, MuneHa lNasnosuh bapunu Bepo Bepuyc: Bpeme,
»xugom, deno, XECMEPWAeny, Beorpag, 2010, 11.

50| S. Lussier, Art Deco Fashion, Victoria and Albert
Museum, London, 2009, 82-85.

in New York 1939 — 1945. Commissions for
fashion magazines and exhibiting activity in
the USA about which Bataveljic reports were
initiated by Milena'’s friendships with New York's
extravagant elite: ballet historian Parmenia
Miguel Ekstrom, her husband, gallerist Arne
Horlin Ekstrom, and Yvonne Thomas, a
second-generation Abstract Expressionism
painter, whom Milena met in Maison Gerard
where she first lived upon moving to NYC.
Further friendships with Italian composer Gian
Carlo Menotti, for whose ballet Sebastian
(1944) Milena sketched costumes, art critic
Rosamund Frost, and Frank Crowninshield,
Vogue's fine arts editor, enabled her to move
to a new address in East Manhattan from
where she could easily partake in New York's
artistic and fashion milieu. However, as Milena
herself left Paris for New York, it is important
to trace the relocation of fashion from one city
to another which led to the full affirmation of
Vogue, for which Milena illustrated soon after
she arrived.

On the one hand, while the 1925 Parisian
exhibition influenced Barilli's fashion illustrations,
there is yet no evidence that the artist actually
visited this exhibition. On the other hand, her
reason for leaving Europe and visiting the USA
was New York's World Fair, which opened on
April 30", 1939, and the exhibition of Surrealist
artists which was part of it. As “no single
event more vividly represented America’s
new cultural voice than the New York's World
Fair of 1939/40™3, it is not surprising that
Milena, who formed her artistic sensibility in
metropolises of Europe, decided to visit the
fair. “Two international expositions — one held in
Paris in 1925 and one in New York in 1939/40
- bracket one of the most intense and influential
chapters in the love affair between these two
world capitals and vividly represent the shifting
balance of influence between them.™* As such,
both expositions can serve as frameworks for
interpreting Barilli's fashion illustrations, as
both events represented the latest fashion
trends and their correlation with the rest of the
artistic and cultural production. Paris held the

43 | D. Albrecht, Paris / New York: Design, Fashion, Culture
1925 — 1940, Museum of the City of New York (2008) 22.

44 | Ibid. 12.
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Moden seueproe xarmuHe, 1932.
Evening Gown Model, 1932

Moden xamuHe ,BuoHe”, 1932.
“Vionnet” Dress, 1932

[aBano V3BECHY OWTPVHY W AMHamMM3aM.
XojHWHreH-XjyHe he op 1925. na 0o oanacka
3a Hbyjopk AeceT roguMHa KacHuje paouTi Kao
rnaBHU GoTorpad v ypeaHnk doTorpaduje
bpaHuyckor Boea, HakoH 4era mpenasu vy
amepuuki Xapnepc basap (Harper's Bazaar).

C gpyre cTpaHe, Mofa je, KpaxoM HbyjOpLLKE
bep3e 24. okTobpa 1929. rogvHe, nocTtana
cBefieHWja, HarnawaBajyin ceH3nounuTeT
W eneraHuujy MHOro jegHOCTaBHWjy Of
EKNIeKTUYHO AM3ajHa ap Aekoa. Y abupmaumjn
HOBOI, Hausrnen KAacUYHOr CTuUAa KibyudHy
ynory wumao je OounM Kao AOMMHAHTHO
CpeacTBO AMcCeEMWHauMje Mofae, TadHuje
XOMBYACKM KOCTUM C MOYeTKa TPUAECEeTUX
rogvHa OBadeceTor Beka. [nymule nonyT
Lloan Kpadopa (Joan Crawford) u LinH
Xapno (Jean Harlow) Hocune cy kpeauuje
Koje cy nausajHupane lUlanen, BuoHe wn
HagpeanuUCcTudKka MoAHa KpeaTopka, Ensa

Moden xamuHe ,,Jlemu JluHmoH", 1932.
“The Letty Lynton” Dress, 1932

supremacy when it came to haute couture, as
it was its birthplace, while New York offered a
new dynamism of culture with its skyscrapers
and jazz. “By the beginning of World War
I, New York had created its own fusion of
art, commerce, and industry transforming
itself from a city of national stature into an
international capital that rivaled — and in some
spheres bypassed — Paris in worldwide cultural
influence.™® The World of Tomorrow, as the
official motto of the fair proclaimed, marked the
rise of American industrial designers and retail
stores for which Milena illustrated. Moreover, it
marked the shift from the handmade and elite
fashion of Paris to the mass-produced fashion
of the USA. Alongside Hollywood, Vogue played
a crucial role in tracing, and sometimes even
dictating this shift, hence it is not by accident
that Milena’s first commmission for the American
market was a commission for this magazine.

45 | Ibid.



Ckjanapenu®® (Elsa Schiaparelli), Te kocTnme
peHoMMpaHor XOoNMBYACKOr KocTuMmorpada
AppwujaHa (Gilbert Adrian) uvHcnvpurcaHe
KpealujamMa MOMEHYTUX KpeaTopku. YCko
CTPpyKMpaHa xafbWHa of 6enor opraHamHa
ca nyédHacTMM pyKkaBuMa Kojy je AapuijaH
AvidajHMpao 3a Kpadopaoy nosodoM dunma
Jlemu JluHmon (Letty Lynton), nctopujn Moae
nosHaTa je kao npBu GUIMCKM KOCTUM KOjK
je MacoBHO KOMMpaH 1 MpoJaBaH Kao MOAHM
avsajH non umeHom Kpagpopd usened — The
Crawford Look. Tume 1 He yyau Aa jedHa of
MUNeHVHVX MapucKnx 1nycTpauuvja nprkasyje
XarbMHY FOTOBO MCTOBETHY ALPW]jaHOBO).

Kaga 1931. roguHe MwneHa npenasu y
MNapws, HacTajy 1 kynTHe MoaHe doTorpaduije koje
Oybrbe cBegode O Mo3nUMoHMparsy MUneHHIX
ManobpOjHMX MapUCKMX MOAHMX WycTpauvja
y OKBMPE YMETHWYKOr 1 MOAHOr MUba [lapur3a
C Mo4YeTKa 4eTBpTe AeLieHVje MpOLUIor Beka.
MaH Pej dotorpaduie Engdy Ckjanapenn vy
HoEHO] Kpeauuju Kojy je TexHukoM Trompe-lcei,
nodparkaBajyiv aHTWdKe Opanepuje, OCnvKao
On3ajHep eHTepuiepa »KaH [yHaH (Jean Dunand),
0K XOJHUHreH-XjyH doTorpaduilie MaHEKeHKyY
Comsy (Sonia Colmer) y xarsmHm MaaneHe Buore,
KOja HanuK aHTUYKO] CKyNATypy rpaLMo3HO
nosvipa obmoTaHa CriojeBMMa CBWMe W Kpera.
Exrnecku Mogrv dotorpad, Cecun ButoH (Cecil
Beaton) he nosogom oBe doTorpaduje 1 ymeha
ManneHe BuoHe n3jasutir: ,OHa je CTBOpWIa MpyKy
XarbWHy Ha HaumH Ha Koju oLy He 61 Morv HV da
Je 3aMKCRIE; Y TO] XarbMHM HEMa HLLITa apXalqHO.
Cge WO BroHeosa cTBapa nebam 1 Tede, a »keHe

51 | Ensa Ckjanapenv pohena je y Pumy 10. 9. 1890. roanHe,
rae je noxahana ctyavje punosoduje 1 objasmna
Kreunry noesuje. 13 Puma Ha kpaTko npenasuy JIOHAOH,
anotom 19186. 3a Hbyjopk rae ca »xeHoMm OpaHcuca
Mukabuje (Francis Picabia), fabu (Gaby), ap>xin 6y TvK.
113 Hoyjopka, 3ajeaHo ca lNMukaburjom 1 Pejom npenasu
3a [Mapus 1922. roanHe. Kako y MNMapuay ocTaje 4o
1940. cacsuM je cUrypHoO fAa ce MuneHa ynosHana ca
pafoMm Ckjanapennjese, HapoumTo Kako 1931. n3nasm
HeHa NpBa KoMekUyja BeYepHx xarbrHa Koja Aobuja
nyHy naxxrby dpaHuyckor Boea. V1 nepuog xumBoTa 1
pafa cpricke yMeTHWLEe 1 UTannjaHcke KpeaTopke y
Hbyjopky ce Takobe noknanajy. Ensa je otnyToBana 3a
Hbyjopk roavHy AaHa HakoH MuneHe y4BpCTUBLLN CBOjY
capafmy ca Janvijem, ny Hbyjopky ocTana Ao kpaja
[pyror ceeTckor pata, 04HOCHO MUNEHNHE CMPTU.
Takobe je AnsajHypana KocTuMe 3a punNMoBe, a 3a
npomMouujy HeHnx kpeaunja y CAL HajzacnyxHuja je
rnymuvua lpeta lapbo (Greta Garbo). MpemuHyna je 13.
11.1973.y Mapwuay. Buwe y: D. Blum, Shocking! The Art
and Fashion of Elsa Schiaparelli, Philadelphia Museum
of Art (2003)

The Vogue magazine was founded in 1892
by Arthur Baldwin Turnure “for New York
City’s social elite, covering news of the local
social scene, traditions of high society, and
social etiquette; and reviewing books, plays,
and music.”® However, “it wasn't until 1909,
when Condé Nast took over Vogue, that the
magazine set a record of engagement with
current developments in modern art™’ in
order to underline the idea that the graphic
arts are just as important as other art forms,
and that they should claim a rightful place
in the art system. All the while Nast hired
fashion illustrators, photographers, and even
renowned fine artists to work for Vogue,
the activity of the Ashcan School artistic
movement reached its peak. The artists
gathered around it were concentrated on
representing New York's urban pulse, occupied
by the social rhetoric of the city which led
to their frequent engagements for local
newspapers and magazines, thus inspiring
more artists to follow their example. Many of
them turned to fashion illustration, as it was
an inevitable part of the ‘new” modernity.
Parallel with the affirmation of Vogue on an
artistic level, the first international exhibition
of modern art in the USA took place in 1913
— The Armory Show. The exhibition presented
modernist tendencies of European art to an
American audience; hence it is not surprising
that Nast hired Frank Crowninshield as the
editor of Vogue's arts section. Crowninshield,
a renowned art and theater critic, owned an
impressive private collection of European
modern art, including many works by Matisse
and Picasso. Crowninshield personally wrote
the text in the catalog of Milena's second
American exhibition, held at Yugoslav Relief
Fund in New York in 1943. Barilli crossed
paths with Crowninshield two years before the
exhibition, on the occasion of the publication
of Vogue's April 1%tissue, for which the Serbian
artist illustrated the cover, and in which
the American critic wrote a review of the
exhibition held at The Museum of Costume

46 | Vogue®, Encyclopedia Britannica: http://www.
britannica.com/topic/Vogue-American-magazine

47 | W. Packer, Fashion Drawing in Vogue, Thames and
Hudson, London (1997) 10.

Koje oHa 0byde MocTaly MOKPeTHE CKyNMType.?
[ok npsa wnycTpauvja napvipa AQpvjaHoBOM
KOCTVIMY, Ha Apyroj nnyctpaumy MuneHa kao fa
ycBaja buToHOBE peun, MpeacTaBrbajyiivi sKeHeKy
GUrypy HammK aHTUUKO] CTaTym Yvjv ABOAENHM
KOCTUM CUpeH Kpoja Koy MuneHa koHTypupa
McnpexmaaHoM nHWjoM  aonpuHock  ocehajy
nebfersa U HepoBpLUeHoCcTW. Tpeha mnycTpaLmja
JOHOCK Marno eneraHTHVE PELLEHE BEYEPH-E
xarpHe 'y ctuny [latya » LlaHen, ca cvBiM
LapaMa V1 611e0 Py>KN4acTOM MOCTaBOM.

LLITo ce Twde NMKOBHOI pelleHa OBKX
MNycTpauvja, OHe Cy Yy CKnady Ca eCTETUKOM
ocTaTka fena Koje MuneHa cTBapa y OBOM
nepviody. Houx KapakTepville ,oLTap M Meno-
OM03aH  UpTex, pasbnaxeHa, 3aanMMibeHa,
aKBaperncku MposvpHa 6oja Koju HaroBelTaBajy
NMYHY  MKoHorpaduyy 1 m3pas.* ,Cnvkama
Hajuelwne AoMuHMPajy 6pojHe cBeTne, Torne
CMBOMMaBe HWjaHce, NpollapaHe HenviM, roToBO
MNpo3payYHMM mapTujama, WM  KpemMacTuM
HVjaHCaMa Moanore MPUAPEMbEHOr MaaTHa
Ha MecTVMa Koja cy ocTana HeobojeHa. TakaB
KOMOpUCTUUKM  1M360p  Hacnyhyje mn3BecHy
003y HeOOBPLUEHOCTYW, Kao 1 dparuaHocT
M NMTEepapHOCT y MOCTaBLUM W KapakTepy
HacMKaHor n1Kka, LTO Cy CBe 0cobuHe koje Re,
HapaBHO, KPO3 hopMe MoaepHe YMETHOCTH, BTN
MpUICyTHE 1 Y HeHoM byayhem paay.=* Y cknagy
ca TuMe, MuneHmHe Napycke MOAHE UnycTpaLje
XPOMaTCKM WM TemMaTCKV KOPEeCMoHAMpajy ca
CepujoM LIpTexxa HaCnoBbeHWX Hadpeaucmuyka
KOMNO3UYUJa Te yrba Ha MiaTHy ca JOMVHaHTHMM
MOTMBMMa OUCTe, aHTWYKOr CTyba, Top3oa K
cTaTye y VHTepronaumjn ca senoM, obnaumma
W ppanepunjama. BehvHa durypa Ha cnvikama
13 oBe ¢dasde obojeHa je crBo, BUI0 XaaHVM
nenenacTViM HujaHcama KamMeHa, Vv Tomavjm
HVjaHCaMa Mecka, Kao Aa Cy y MuUTaksy Tena unm
bparmeHTV TeNa Koju ce MpeTBapajy y k1unoee.™®
MuHuManHa ynoTpeba 6oje, yrnasHoM bene u
MOMEHYTWX TOHaMTETa CMBE M WUCMPEKMaAaHa
NMHWja JOMPVIHENW Cy MUNEHNHOM ay TEHTNYHOM
MpyvcBajakby KnachdHor Hacneha He camMo Kpo3
penepToap Haapean1ama 1 MeTadramIKe LLKOSE,

52 | Fashion: The Ultimate Book of Costume and Style, Doris
Kinderley, London, 2012, 278.

53 | M. B.MpoTuh, H. 0., 25.

54 | 0. JaHkoswh, MuneHa lNMasnosuh bapunu,
BojHonsgasaukm 3asog, beorpag, 2001, 43.

55| 0. JaHkoBwA, H. 0., 46.
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Art (nowadays known as The Costume
Institute). The exhibited fashion was dubbed a
true works of art by Crowninshield, which both
strengthens his efforts to establish fashion as
an art form and his affection for Milena’s work.

However, Milena encountered Vogue before
she even moved to the USA, as Nast launched
the British edition in 1916, the French edition
in 1920, and the German one in 1928. In
1923, the December issue of the French
Vogue featured a photograph of Princess
Olga. During her schooling in Munich, Milena
used to write the magazine's name over her
illustrations and magazine covers studies. As
Milena lived at the court, studied in Germany
in the same years when Vogue was launched
there, and visited both France and the UK prior
to her relocation to New York, it is certain
that the artist was aware of the magazine's
importance and sensibility. After examining
Barilli's illustrations from her American period,
it is noticeable that her work for Vogue and
the overall American market created between
1939 and 1942 is proof of her awareness of
Vogue's role in affirming fashion and fashion
illustration as forms of pure, high art. Even
though these illustrations followed the latest
trends in the fashion world and corresponded
with the contemporary artistic tendencies
of the time, they did not advertise anything,
unlike the illustrations she was commissioned
to produce after 1942. The artist entitled pre-
1942 illustrations with poetic, dreamy titles
like The blue and the dim and the dark cloths,
taken from W. B. Yeat's poem Aedh Wishes for
the Cloths of Heaven; Poetic Pinks and Reds;
or Bath of Venus, accentuating their pictorial
qualities. Motifs on these illustrations, like
a bust from the illustration Mould of Beauty,
or Dega’s ballerina and painter’s palette on
Design of Summer Footwear, additionally
suggest the synthesis of fine arts and fashion
that Barilli aspired to form. Through the
disparity between Barilli's first commission
for Vogue and the cover page of the issue
which featured this first illustration, we can
see that those illustrations were pure art for
art's sake, favored by both Crowninshield and
Vogue's art director Mehemed Fehmy Agha.
The cover page of Vogue's 1939 December
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Hadpeanucmuyka komnoauyuja ,LIspirazione”
Surrealist Composition “L’Ispirazione

Beh 1 Kpo3 MpramMy AApUjaHOBOWX KOCTUMaA 1
xarbuHa MagneHe Brore, ogHocHo doTorpaduja
XOjHWHreHa-XjyHea, koje MuneHa umTvpa 1 Ha
FoYJOPLLKMM MOAHUM UNyCTpaLmjama.

MuneHrHoO 6aBrberse MOAHOM VyCTPaLMjoM,
VHALMPaHO ap [EeKooM a roToM GunTprpaHo
KpO3 ap HyBO, MeTadu3UYKO C/MKApCTBO, U
Maruvjcku peanunsam, KynMmyHupahe 3penom
JKOBHOLLAY 11 KOMMAEKCHM] M KOMMOSULIMOHMIM
peLLiersMa 060raheHUM KacHVIM HalpeanaMom
1 HEOPOMAaHTM3MOM, Y MOCNeAH0j Gasn HeHor
CTBapasawTBa, TaKO3BaHOM ,aMeprYKOM
nepuroay” vy Hbyjopky, y Koju MuneHa cTimke
6ponom 13 OpaHulycke 27. aBrycta 1939. roavHe.

issue features a photograph by Anton Bruehl,
depicting female hands and the magazine's
name, both adorned in jewelry to accentuate
the theme of Christmas shopping. Milena's
illustration, Evening Gown Model, published
over a whole page, opposes the theme and
appears as self-sufficiently artistic. All of
Barilli's subsequent illustrations published in
Vogue were executed in the same manner: as
if they were artworks reduced to fit a single
page of the magazine. As Olga Bataveljic
discovered, these illustrations were created in
oil on canvas, further laminated on cardboard,
with dimensions of 22 x 36 centimeters.

Her gradual departure from fashion
illustration towards more commercial product
design in 1942 can be connected to Alexander
Liberman’s replacement of Agha as Vogue's
art director. As Antje Krause-Wahl finds in

b7 JOPIIIKE MOAHE
HAYCTPALINJE:
AMEPHYKH CAHH
HEOPOMAHTHYAPCKA
HOCTAATHJA

OkonHocTY Mo KojuMa MuneHa lNasnosuh
Bapunn 3anodnrbe CBOjy Kapujepy Ha
FoYJOPLLIKO] KYNTYPHO-YMETHUYKO] CLIEHW MPBY
nyT Cy pa3jallkbeHe MMOHMPCKOM CTyAnjomM Onre
Batasemnh 13 1979. rogmHe, HaCNOB/HEHOM
MuneHa [Masnosuh bapunu: XKusom u pad y
Foyjopky 1939-1945. TloMeHyTVM  CKyMoMm
oapXaHuM y Mysejy MprMeHseHe yMeTHOCTH
2010. rogmHe UHUUMpaHe cy OeTabHuje aHa-
nmM3e MuneHVHOr aMepyydKor nepvioda, Harna-
WaBajyhu tbeH aHraxmaH 3a amepuryke MoAHe
W najdcTajn Yaconvce Kao MHTErpanHy acrexT
LIeNOKYMHOr  YMETHMLMHON onyca Koju ce
3a0KpY>KYje heHoM cMphy v Hoyjopky, 6. 3. 1945.
roamHe. T aHrakmaHy, MoTora M3naradka
aKTVBHOCT, Kao U MUAeHUH yrnuB Y enuTHU
MUBE U YMETHNUKY eKcTpaBaraHLuy Hbyjopka,
VHMLMPaHM Cy MO3HAHCTBOM Ca MCTOPUHaPKOM
6aneTtallapmeHujom Muren Exkctpom (Parmenia
Miguel Ekstrom), FeeHnM cyrnpyrom, ranepucTom
ApHeom XopnuHoM EkcTtpomom (Arne Horlin
Ekstrom) w cnvkapkoM gpyre reHepauuije
ancTPaKTHOr eKcrpecronn3mMa, ViBoH Tomac
(Yvonne Thomas), koje MuneHa ynosHaje y
pecTtopaHy kyhe YXepap (Maison Gerard) y ko0joj
je ofacena no gonacky 3a Hbyjopk. [lotom cnene
MO3HaHCTBa Ca UTanujaHCKMM KOMMO31TOPOM
Harkapnom MeHoTturjem (Gian Carlo Menotti),
3a unju banet CebacmujaH (Sebastian, 1944)
MuineHa pagv HaLpTe 3a KOCTUME, YMETHUYKOM
KpuTudyapkoM PozamyHa @poct (Rosamund
Frost), n ®peHkom KpayHuHwmnaom (Frank
Crowninshield), ypeaHrkoM cekuuje 3a nene
YMETHOCTU amMepuukor Boea, Te mpecerberse
Ha HOBY afpecy, y MCTOYHOM Aeny MeHxeTHa.
Kako je ymeTHumua Hanyctuna [llapys v 3a
HOBO OopaBuLITE ofabpana Hoyjopk, 6UTHO
je OCBPHYTW Ce U Ha penoumpare MOOHE
npoaykuvije ns MNapusa y Hbyjopk, abrpmaumjy
amMepuuKor umapgada 4dacoruvca Boe ko je
yjeoHo 1 MUNeHWH MpBY MOAHW aHraXkMaH y
AMepuUM, Te OMNWTEe KapaKTepuUCTUKe MO[AE
CPEAVHOM YeTBPTE 1 MOYETKOM METE AeLieHu|e

her study, American Fashion and European

Art — Alexander Liberman and the Politics of
Taste in Vogue of the 1950s: “when Liberman

first took over the position of art director
on March 15%, 1943, he initially carried on

Agha's design principles, but eventually the

concept of a luxurious album was given up in

favor of a more informative style that suited

Condé Nast's ideas of a more contemporary
magazine, with more text on each page.”®
Milena followed this change, as from around

the time when Nast assigned Liberman, her
illustrations featured a significant amount of
text informing about the advertised products.

Thus far, Barilli's New York fashion

illustrations have been interpreted through

iconography or psychoanalysis. Such read-
ings interpret the fashion present both in
illustrations and paintings as symbols of per-
sonal mythology and a collective Surrealist
and Metaphysical repertoire. Despite such
interpretations, these illustrations are not
exclusively the result or a side effect of her
belonging to the poetics of Metaphysical art
and Surrealism. They are the product of the
contact between these artistic poetics and
fashion, which was Milena’s starting point in
creating her works. As such, her paintings are
inherent to her illustrations and not vice versa.
Given that issues of Vogue featuring Milena'’s
art are kept at the Gallery in Pozarevac, an
analysis of their content demonstrated that
fashion significantly influenced the formation
of Milena’s artistic expression, and that it was
the crucial factor in the last phase of her career.
Subtly and subconsciously, even prophetically
anticipated on the previous illustrations,
the most apparent fashion phenomena on
New York illustrations are: evening gowns of
Madeleine Vionnet and Madame Gres; De
Chirico's work for Vogue; the poetics of Neo-
romantic artists (mostly Christian Bérard),
motifs of lamp and candlestick present in
Schiaparelli's designs, and the Infanta dress
that Cristébal Balenciaga created after Diego
Veldzquez's painting

48 | A. Krause-Wahl, “American Fashion and European Art —
Alexander Liberman and the Politics of Taste in Vogue
of the 1950s”", Journal of Design History, Vol. 28 No. 1
(2015) 69.
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Moden seuepre xaruHe, Boe,
1. peuembap 1939.

Evening Gown Model
(Long Sleeve go South), Vogue,
December 1%, 1939

L
i

I
¥

= i W
AR | * I
'l
) '

]_’ i
L

4

“

—— e S

A

* —

-

=]

i

e

20. Beka Koje MuneHa TpaHCMoHyje y CBOje
nnycTpaumje.

MNapucka nsnoba ns 1925. HEMUHOBHO Ce,
MocpPeaCTBOM YTWLigja KOje Cy YMETHOCT U MOAa
npeTpnene, ogpas3vna 1 Ha MuneHrHe MoaHe
WycTpauuvje, ako He MOCToM MoAaTaK Koju
CBEOoYM O TOMe fda M je yMEeTHMLA M3NoKOy
nocetvna v He. C gpyre cTpaHe, pasnor
MuneHuHor ofiacka 3a Hbyjopk 610 je Hoyjopuuku
ceemcku cajam (New York's World Fair) otBopeH 30.
5. 1939. roguHe, TadHvije 13noxba HaapeanicTa
Ko cy Ha caMy wmsnaramv. Hujedan gpyru
porabaj Huvje >KVBOMUCHMVjE MPeseHTOBAao rac
HOBE aMepuyke KynType Kao LUTO je TO Y4YMHMO
HoyjopLLIKW CBETCKIM CcajaM™® Ma Tako U He Yyay LLUTO
je MunnerHa, KocMononmTekor ayxa $opMMpaHor
Yy TNaBHMM  KyMTYPHO-YMETHUYKMM  LIEHTPVIMA
EBpore, oonyqmna oBaj cajaMm 1 ga moceTtw. ,0OBe
Be mMehyHapoaHe u13noxbe, mapucka 13 1925. u
FoyjOpLLIKa 13 1939. 03Haumme Cy HaVHTEH3VBHMa
rornaefba pasMeHe yTvaja y mbybaBHoO] adepn
“3MeNy ABE METPOMONE™’, UMe MOy MOCTY>KATI
1 Kao OKBUP 3a TyMadere MUNeHMHIX MOAHMX
nrycTpaupia, ¢ 063vpoM Ha To Aa cy 0be M3noxoe,
113MeNy OCTanor, CBEAOYAIE W 0 aKTYENHUM MOAHVM
TPEHAOBVIMA, TE H/IXOBO] KOPeraLmj Ca OCTaTKOM
KYTYPHO-yMETHMYKE MpodyKkuvie. [Napus je opyao
npvMaT Ha haute couture Kako je 61o 1 MecTo
HaCTaHKa BM1COKe MOfE, a HoyjopK je MoHyayo HoBY
OMHEMUYHOCT KyIType KPO3 LIE3 U apXUTEKTYPY
oBannoheHy y Heboaepuma. ,[Modetkom [pyror
CcBeTCKOr pata, Hbyjopk je dopmrpac corcTBeHy
dy3uy YMETHOCTW, TProBWHE U WHOYCTPUE,
TpaHchopMuLLYhM ce Of rpafa HalWoHanHor Y
rpaf MHTEpHaLMOHaNHOr yrnefda Koju je Mapypao,
a 'y HekmM cohepama 1 HaaMalvo MNapus” Ceem
cympawireuye (The World of Tomorrow), kako je
rnacvo TeMaTCK1 MOTO CajMa, 03HauIo je YCroH
aMEPUUKMX MHAYCTPUICKMX AmM3ajHepa 1 poBHMX
Kkyha 3a koje MuneHa nnycTpyje, YniMe, CyrpoTHO 0/
en1THE 1 pydHe 13pade Mode y OpaHLycKoj, Mofa
y CALl Kpo3 readly-to-wear KOHLIENT 61Ba MacoBHO
nponssoheHa. KrbydHo je, cTora, pasmoTpuTy
1 eBOMyLMjy Yacorca Boz Koy je oBe mpomeHe
1 MpaTvio, MpunarohaBao MM Ce a HEpPETKO U
OVIKTVIDAO, & KO, UHTEPECAHTHO, HacTaje yrpaBo Y
FbyjopKy.

56 | D. Albrecht, Paris / New York: Design, Fashion, Culture
1925 - 1940, Museum of the City of New York, 2008, 22.

57 | D. Albrecht, H.0,, 12.
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Besides the fact that Giorgio de Chirico,
founder of Scuola Metafisica, designed
costumes for Diaghilev’s ballet Ball in 1929,
the ltalian artist created several fashion
illustrations as well, mostly published in
Vogue. In 1935, De Chirico illustrated the
cover page for the November issue of the
French Vogue. One year later, the very same
illustration adorned the cover of the January
issue of the British Vogue. The illustration
represents a table, set in an interior stylized
to evoke classical architecture, with fashion
accessories arranged on it like a fashion
still life. Objects include a glove, taken from
one of De Chirico’'s most famous paintings,
Le chant d'amour (1914, MoMA), a golden
bracelet adorned with rubies, leather clutch,
pearl necklace - all being typical for the mid-
1930s - and a single rose. By placing the table
itself in the foreground, De Chirico achieved
the playfulness of perspective characteristic
for his paintings.

One of Milena’s illustrations, created 5
years after De Chirico’s, is an explicit example
that the Serbian artist did not accept the
repertoire of Metaphysical art exclusively
through paintings, but also through fashion
illustrations which appropriated that repertoire.
The illustration, entitled Large as Life:
Accessories painted to scale that have inched
their way to fame, evidently quotes De Chirico.
Fashion accessories and makeup are the
same as on De Chirico’s piece, arranged in the
foreground, creating the same perception of
perspective, while curtains in the background
resemble the decorations of De Chirico’s
interior which were inspired by classical
antiquity. Moreover, Milena quotes another
piece by De Chirico in this illustration. In the
depth of Barilli's illustration we can see human
figures in evening attires and gowns, like those
De Chirico represented in his commission for
American Vogue in 1937. Except for a very few
portraits and self-portraits, De Chirico rarely
presented the human figure as whole in his
paintings. He usually reduced it to the form
of a geometric mannequin or a statue. One
of the exceptions from such practice is the
aforementioned 1937 illustration, where the
artist illustrated fully formed female figures



Yacormc Vogue ocHosao je 1892. roguHe y
Hoyjopky ApTyp BonagiH TypHyp (Arthur Baldwin
Turnure) ,ca UWbeM da APYLUTBEHO] enuTh
FbyjopKka MpuKkaxke [dellaBarba Ha J10KanHoj
OPYLUTBEHO] CLIEHM 11 0B1Yaje B1MCOKOT APYLITBA,
M da NpyK1 peleHsunje Khura, npeactasa U
myauke”°® HakoH 1909. kapa je KoHpe Hact
Mpey3eo yrpaBHULWTBO Haa Boeom, 3abenexeHo
je peKkopaHO MpWCYcTBO Tema Yy 4aconucy
y CKkfady ca TafalWWM CTpeMibernMa
MoOepHe YyMeTHOCTW.®® HacT aHraxkyje modHe
nnycTpatope, MoaHe doTorpade anu u
peHoMVIpaHe IMKOBHE YMETHUKE Ha BU3YENHMM
peLlerbMa HacnoBHWX CTpaHa, pekfnamMa W
yorTe unycTpaumja y 4aconmcy. Y ncTto Bpeme,
Ha YMETHMUKOM Morby Aenyje YMeTHWYKa rpyna
The Ashcan School. YMeTHWUM  OKyM/beHM
y 0BOj rpyrmmn®® 6unu cy KOHLUEHTpUCaHV Ha
nprKasviBake caBpemeHor rynca Hbyjopka,
OKyMMpaH1 coumjanHoM PETOPUKOM AMHaMM3Ma
rpafda, LUTO je AOBENO A0 HMXOBMX aHraXxMaHa
Kao mnycTpaTtopa 3a Bogehe nokanHe HOBWHE
M Yacormce. HKxoBMM OenoBarbeM CTBOPEHM
Cy YCMOBW 3a CBe y4eCTanmjuM aHrakmMaHuma
NIKOBHWX YMETHMKa Y KOMepLMjanHe CBPxe, 0
KojVX je BeRMHa Buna aHraxoBaHa Aa MpuKaxke
aKTyenHe MofdHe TPEHAOBE Kao HeM30CcTaBaH
acnexT MoaepHOCTU. [NapanenHo ca yMETHUYKOM
advpmaumjom Boea, 1913. roanHe ofpykasa
ce ¥ npea Benumka MehyHapoaHa u3noxoba
mMoaepHe ymetHocTu y CALl, Apmopu LLloy (The
Armory Show). V1anox6a je amepyrikoj nyenmuy
npefdcTaBMNa MOAEPHVICTMUKE TeHaeHUu|e
€BPOrCKe YMETHOCTY, Te Y CKMady ca TUME 1 He
Yyau YMHbeHMLIA Ja Kao capafdHvka YMETHMUKE
aupeKuvje Jacornmca Boe HacT aHraxxyje Operka
KpayHuHLWWAAa, PEHOMMPaHOr MO30PULLIHON 1
YMETHWUUKOI KpUTUYapa Koju je 1 cam MoceoBao
MMMO3aHTHY MpVIBaTHY KONEeKUM)y eBPOrCKe

58 | Oppennuua Vogue®, y Enciclopaedia Britannica: http://
www.britannica.com/topic/Vogue-American-
magazine NpUCTyr/beHo jaHyapa 2016.

59 | W. Packer, Fashion Drawing in Vogue, Thames and
Hudson, London, 1997, 10.

60 | Mehy 1CcTakHYTUM NpeacTaBHULMMa OBe rpyne ounm
cy PobepT XeHpu (Robert Henri), Llopt) Benoys (George
Bellows) v LJoH Cnoa+ (John Sloan).

in draped dresses. Such dresses came into
fashion thanks to Vionnet's designs and
remained popular through Madame Gres'
creations until Dior's New Look in 1947. In
addition to the figures, De Chirico portrayed
Pegasus and the base of a column, yet again
reminiscences of Greco-Roman art. The
same year he made this illustration, Man Ray
photographed models dressed in Vionnet and
Molyneux” gowns next to a column.

Milena transposed all of these trends at
the very beginning of her career in the USA,
as it can be noticed on her very first American
fashion illustration, created for Vogue's
December 1%t 1939 issue. The illustration,
entitled Evening Gown Model, represents a
female figure purified from the dynamism
of Cubism and Expressionism. On her works
from New York, the artist fully developed the
initial elongation of the figure and reduction
of Art Deco’s geometry and Art Nouveau's
linearity seen on Parisian illustrations. The
silhouette from these pieces is a tall and
slim Venus with a narrow waist, dressed in
garments that expose no more than neck and
hands. The facial expression, characterized by
sharply defined eyebrows and slightly enlarged
eyes, exudes both gentleness and pride. As
on previous illustrations, the New York works
are no exception when it comes to Barilli's
awareness of cosmetic and makeup trends
popularized by Hollywood, which was still
the most dominant “trendsetter” in the early
forties. The vamp look is completely gone and
replaced by a subtle and tender makeup; the
lips are not as intensively red anymore; the
brows are somewhat thicker but more elegant,
while the artist meticulously added eyelashes
for the first time. Such stylization has its
roots in the fact that Max Factor and Helena
Rubinstein expansively started to place their
products in the USA. Lipsticks, eyeliners, and
mascaras were massively advertised in Vogue
and other fashion magazines while in one of
the letters from New York, the artist stated
that she even attended a dinner at Rubinstein’s.
Once again, Milena followed the hairstyle
trends too, as on New York illustrations we
can see blonde voluminous pin-curl looks as
well as pompadours and bangs, typical for

mModepHe ymeTHocTW.®t 3a MunenuHy Opyry
camocTanHy um3noxby y Hoyjopky, ogpykaHy
1943. roguHe y Jy20C/108eHCKOM NOMNOPHOM
¢oHOy (Yugoslav Relief Fund), TexcT 3a 13noxoby
nuwe KpayHrHLWLnAO nvyHo. [Be rogrHe panvie,
MuneHa v KpayHuHWWNG yKpLITajy nytese y
caMmoM Boey. Y uspary of 1. anpuna 3a Koje
MuneHa pagu HacnoBHWLy, KpayHuHWWNO
06jaBrbyje  YETBOPOCTPaHW MpuKas M13noxkbe
ofehe 1 KOCTMa eKCTpaBaraHTHE TPEHACETEPKE
Pute ne Akocte Jinour (Rita de Acosta Lydig)
onpkaHe y Myaejy ymetHocT kocTuma (The
Museum of Costume Art).9? EkcrnoHaTe
KpayH1HWMAA Ha3vBa VCTUHCKMM YMETHUUKIM
nenmMa, LWTo noTephyje HeroBo 3anararbe 3a
Mofy Kao GopMy YMETHOCTY, Ma TUME U He Yyau
HoEroBa HaKMOHOCT MUNeHM.

[NoBy4eH ycnexoM amepurykor 1saarsa, Hact
je HakoH moceTe JloHooHy 1916. roguHe nna-
cupao Boe y YjeourbeHom Kparbesctsy, a 1920.
roanHe cBoje udnakse 1obuna je u OpaHLycka.
1928. rogmnHe 1 Hemauka® gobuja ceoje n3darse,
npeasoheHo Mexemen, @exvn Arom (Mehemed
Fehmy Agha), koju Beh HapedHe rogvHe oana-
31 3a Hbyjopk 1 OCTaje Ha NO3ULMM YMETHNY-
KOI ypedHviKa amepurdkor Boea oo 1943., kana
ra cMmerbyje AnexcaHaep Jbepmar (Alexander
Liberman). CacsuM je cnrypHo da cy ce Munerm-
HU CycpeTy ca Boeom Oecunm U Mpe HeHor aona-
cka 'y CALL o yemy cBegoue paaosm U3 MuHxeHa
Ha Koje je yMeTHMLa AonmcYBana 1Me 0BOI™ Yaco-

61 | ®perk KpayHnHwmng (1872-1947), poheH je y Mapuay,
anoToM ce nNpecenvo 3a Hbyjopk. [MonyT MunernHor
oua, bpyHa Bapunuja, 1 peHome KpayH1HLWMNA0BOr oLa,
Koju je 610 NecHMK 1 crvikap, oMoryhAno My je ynnme
Y eNUTHU MUbe Hbyjopka. TOKOM CBOr aHraxKmaHa 3a
Xapnepc basap v Boe, KpayHnHWWNA je adrpmMmncao
nvcue nonyT Angoca Xakcinja (Aldous Huxley), lfepTpyae
CrajH (Gertrude Stein), AopoTu Mapkep (Dorothy Parker)
1 OpenHcuca C. Guuiepanga. Mehy ymeTH/UmMMa y
HErOBOj KONEKUWjW, N3aBaja ce Benvku 6poj MaTrcoBmx
1 Mrikacosux pafosa. briorpadeky nogaLw npeyseTun
13 Ncma ymeTHMKa Yapnca LLvnepa (Charles Sheeler)
OpeHKy KpayHuHLvnay of 27. centembpa 1939. rogntHe,
0oCTynHor Ha Smithsonian Archives of American Art:
http://www.aaa.si.edu/collections/charles-sheeler-
letter-to-frank-crowninshield-13523 npuvicTyrnmeHo
jaHyapa 2016.

62 | VIHcTWTYyUWja je naHac nodHaTa nog MeHoM VIHCTUTYT
3a KOCTUM, 1 cacTaBHM je Aeo MeTpononnTeH Myaeja
ymeTHocTW. (The Metropolitan Museum of Art Costume
Institute)

63 | HeMaukm Boe n3nasuo je ceera roanHy v no Aaxa,
npesacxoaHo y bepnuHy, og anpuna 1928. no okTobpa
1929. Yaconuc ce penosHo objarbyje y Hemaukoj oa
1979. roavHe.
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Hollywood divas like Marlene Dietrich, Bette
Davis, and Jean Harlow among many.

Recent readings of Barilli's American works
strengthened her connections to Surrealist
and Metaphysical art, painting mostly,
overseeing the connection to yet another
movement with which she corresponded to a
great extent: Neo-Romanticism. As the artist
accepted the poetics of the Neo-romantics
through fashion illustrations before she did in
her paintings, it is not surprising that Serbian
art history, strongly concentrating on fine arts,
did not reach out to further examine Milena
Pavlovic-Barilli as a Neo-romantic artist. At
the same time, it seems that American art
history didn't pay too much attention to Neo-
romantics either. As Kenneth E. Silver, in his
study Neo-romantics, finds, “although they
are now mostly forgotten, the Neo-romantic
painters — including Christian Bérard, Pavel
Tchelitchev, Eugéne Berman, and his brother,
Leonid — were key to early stages of the
seismic Paris-New York cultural shift in the
1930s and in ways that the canonical art
historical accounts have ignored.”® What
distinguished these artists from the rest of
the modernists was a peculiar fusion of the
old and new: they combined the opulence of
French art and Russian heritage, and nostalgia
for both (Tchelitchev and Bermans were
Russian émigrés), with American commercial
culture. “Neo-romantic artists also designed
photo shoots and covers for Vogue, and
even influenced advertising campaigns for
consumer products.®® In 1935, Cecil Beaton
used Tchelitchev's murals as the background
for his photo shoot for the July issue of the
American Vogue, which is not surprising as
Neo-romantics also worked in the field of
costume and stage design for ballet — fields
in which Barilli was involved in the USA as
well. When it comes to exhibiting activities
that could further strengthen the connections
between Milena Pavlovic Barilli and American
Neo-romantics, they did exhibit at the same
gallery. In 1932, Eugene Berman opened his

49 | K. E. Silver, “Neo-Romantics’, Paris / New York: Design,
Fashion, Culture 1925 — 1940, Museum of the City of
New York (2008) 218.

50| Ibid. 219.
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nvica. Y npunor ToMe UAE W YiHeHVLa Aa Cce 3a
JeLiembapckm 6poj dpaHLycKor n3aarsa 13 1923.
roAvHe crvikana v kHervikea Onra.

yBuaom y MNoknoH-36vpky Onre BaTasersih
Koja YMHM MMMo3aHTaH deo dyHOyca noxa-
peBauke ranepuije, a y Kojoj je moxparbeHa Befu-
Ha MWNEHVHMX aMepryKVX pafoBa, yodaBa ce
na MuneHa of 1942. MHTEH3MBHO WYyCTpyje
peknaMe 3a MPOAYKT AM3ajH®®, JiMe Monako
MOTUCKYje MOAHE nycTpaumje. nyctpauyije koje
HacTajy [0 1942. abupMuiLy MoaHy UycTpaLjy
Kao BWA YMCTE YMETHOCTW. VaKko MpaTe akTyenHe
MOJHE TPeHOoBe W'y JOCYXY Cy Ca YMETHUYKMM
rnoetvkama Koje je MuneHa ycBojuna, 6uno
MPOLLMVM BUI0 OHWM aKTyeHUM Yy AmMepuuy,
0Be WNycTpalMje HWLITa He peknammpajy.
HacnoerbeHe cy MOETUYHMM, CarbanadkyM
HacnoBuMa monyT [7aee, 3azacume U mamHe
mKaHUHe npey3eTor 13 Jejtcose necme OH bu
sKereo 0a uma naawd cadurseH 00 Heba® (William
Butler Yeats, Aedh Wishes for the Cloths of Heaven,
1899), lNoemuuHe py»xudacme U ypaeHe, (Poetic
Pinks and Reds) wnn Kynaree BeHepe (Bath
of Venus)®®, akueHTyjyhv NVKOBHe KBanmTeTe
OBMX WMnycTpaumja. MoTvBM Ha HsMMa, MonyT
bvicTe Ha nnycTpaumu Kanyn nenome (Mould of
Beauty) nnm [eraoBe banepnHe u CAvKapcke
nanete ca unyctpaumje AusajH remree obyhe
Takohe cyrepuLlly CUYHTE3Y NIMKOBHE YMETHOCTM
n Mopge. [a cy oHe CBOjeBPCHM NapryprapT/3am
Koju advipMuLLIE MOy Kao YMETHOCT, a KojeM
cy KpayHuHwwng v Ara Ounm Kao BENVKM
MOOOPHNLM  IVKOBHE YMETHOCTM  CKJI0HM,
CBedoYM W AMCrapaTHOCT M3MeRy HacnosHe

64 | YmMeTHMUa je y Boey objaBrbrBaHa 40 CBOjE CMPTU, Yak
1 HaKOH MpecTaHKa BaXkeha yrosopa. VnycTpauuje
Koje cTBapa youn 1942. 1 kacHuje kopecrnoHampajy
Ca aKTyeHUM MOAHMM TPEeHAO0BVMA, anu >KeHcka
durypa Hvje BULLIE HAVBMAYANHN HOCKMaL, acrexkTa
MOAHOCTW. Hboj cy mpmraodaTi NpoayKTM Koju Cy MOBOL,
WnycTpaLnjama, Te MpUroaHn TEKCTOBM Koj No3uBajy
Ha KOH3yMaUvjy. Takas je cy4aj ca unyctpaumjama
3a koMnaHwujy TekempoH (Textron Inc), roe Munexa
KOpUCTK deHoMeHe Mofe MomnyT xarbiHe 1 b1y3e
[a Npe3eHTyje MHAYCTPUJCKM NPOAYKT KOMMaHvje,
OIHOCHO TekcTUN. Kao TakBse, 0Be WiycTpauuje, Te 1
1nycTpauuje Koje ce objaBrbyjy 3a Apyre yYacornmca uvija
npuvMapHa AenaTHoCT Huje buna Moda, HKCy NMpeaMeT
VICTpayKMBatba y 0BOj MybnmnKaumjm.

65 | Hacnos je HaBeaeH y cknagy ca npesofom Ap PaHke Kyunh.
[Mo y3opy Ha 0Baj MpeBo/, Hacnos MuUneHvHe 1nycTpaLmje
6v 610 [171a8, 3a2acUM, MAMAH KO MPAK MPK/IU NAALIM.

66 | 3a jynckm 6poj bpuTaHckor nsdarba Boea na 1931.
YXopxk Jlenan nnycTpyje HacnoBHy CTpaHy no y3opy Ha
Botudennjesy Berepy.
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show at The Julien Levy Gallery, where Milena
held her first exhibition in the USA eight years
later, in 1940.

However, further analysis of Barilli's New
York illustrations in comparison with Neo-
romantics shows strong parallel with the art
of Christian Bérard, French fashion illustrator
and designer, who was active in both Paris
and New York's fashion and performing arts
scenes — predominantly ballet and theatre.
It is from Bérard’'s work, more than from the
works of other Neo-romantics, that we can
notice that “their favored subjects were the
human form, including portraiture, and one
kind or another of dreamy city or landscape.™*
While Metaphysical art deconstructed the
human form and Surrealism did the same with
the landscape, Neo-romanticism left both
intact in most cases, but it gave them acertain
aura of dreaminess and nostalgia. Just like
Tchelitchev, and especially Bérard, Milena
accepted the perspective of the Metaphysical
School and motif repertoire of Surrealism, yet
her approach to fashion illustration during her
American period was that of Neo-romanticism.
The chromatic choice of Neo-romantics
included mellow blue, green, gold, lavender,
and peach - all colors that Milena started
using during her Parisian phase and continued
to do so in New York. Resemblance on the
plans of themes, color, and composition
between Barilli and Bérard is most apparent
on illustrations both artists created for
Vogue's July 15" issue from 1940. However,
the question is: did the Serbian and French
illustrators work after the assigned subject
(which was the case with Milena’s illustrations
for Vogue), or did Crowninshield intentionally
publish both pieces in the same issue due to
resemblances, as even their titles are similar.
The title of Barilli's illustration, inspired by
Yates' poem, is The Blue and the Dim and the
Dark Cloths, while the title of Bérard's piece
is Schiaparelli's Lavender and Blue Crepe.
Additionally, both illustrations represent a
slim figure with short brown hair in an evening
gown of a simple design — Milena’s figure is
dressed in a dim blue dress with lavender
linen, while the figure on Bérard’s illustrations

51| Ibid. 218.

CTpaHe Boea y koM MuneHa npsu NyT objasrbyje
Kao WNycTpaTop W heeHe WaycTpauvje Koja
3aysKma Liesy CTpaHiLy. Y 0OHOCY Ha HaCTOBHILLY,
doTorpadvjy AHToHa bpyna (Anton Bruehl) koja
MpuKasyje >KEHCKE pyKe, CTUNM30BaH HacioB
yacormeca y KOM je HakuT obnvKoBaH y BUay
CMoBa, Te MoaHacNoB Koju cyrepville Aa je 6poj
KOHLMMVIpaH Kao Boauy 3a BOXKMAHY KyMOoBKHY,
MuneHuHa nnycTpaumia Moden geyeprse xareuHe
JaB/ba ce Kao CaMOd0BOMBHO yMeTHUYKa. [onyT
YMETHMUKOI [ena peaykoBaHOr Tako [a Ce
YKNOMW y MaraduHcKkm1 Gopmat, roToBo yBeK Ha
jedHoj cTpaHu Yacorvca, objasrbyjy ce MuneHmHe
nnyctpaumje y Boey. Kaga cy y mnojeauHnm
cnydajeBrMa UnycTpauvje ofrosapane Temu
6poja, y yBody y TeMy MUNEHVHO 1Me ce YaK U
pedepuLe y TekcTy. Kako je Onra batasersui
yCTaHoBWNa, unycTpalumje 3a Boe cy yrnaBHOM
paheHe yrbeM Ha MNaTHy KaLMPaHOM Ha KapToHY
22 x 36 UeHTUMeTapa.

MNocTeneHo OACTyMake 04  MOOHMX
naycTpaumja Ka KomepuujanHujeM npogyKT
ON3ajHy 1 pexnaMama 3a TEKCTUNHE MHAYCTPUE
MOXXe Ce [OBECTM W y Be3y Ca MPOMEHOM
YMETHWYKOr ypedHMwTBa Boea. ,15. mMapTa
1943. rogmHe AnexcaHaep Jinbepmar npsu Ny T
je MoTMMcao CBoje MIMe Ha MECTO YMETHWYKOr
ypeaHnka Boza. OH je nHMUMjanHoO mponpaTuo
ArviHe OusajHepeKe NPUHLIMNE, anm je eBeHTyanHo
KOHLIEMT Yacoryca Kao CBOJeBPCHON NyKCY3HOr
CIMKOBUTOr anbyma 3amerseH MHGOPMaTUBHVVIM
1 MaCVBHMJIM TEKCTOBMMA Y CKNafly ca HacTosim
naejama o Boey Kao caBpeMeHOM vacormey. Kpos
doTorpadcke eamTopuijane, Sinbepman je CTBOpro
CTpaTellKy anujaHcy Kn3Mehy noTpoLUayke
KyNType U YMETHUYKE KpeaTWBHOCTY, OOHOCHO
amepudKe MOfIE W arncTpaKTHE YMETHOCTW. 7 Tako
1 MneHuHe unycTpaumje npate OBe MPOMEHY:
FoMX KapakTepuwy cse 4ellha ¥ obuMHMja
TMnorpadcka pellera Koja MHOOPMULLY O
npoun3sody, anu W [arbe 3a0pXKaBajy HoeH
ayTEHTVYHW TMKOBHW pernepToap.

67 | A. Krause-Wahl, “American Fashion and European
Art — Alexander Liberman and the Politics of Taste in
Vogue of the 1950s”, Journal of Design History, Vol.
28 No. 1, 2015, 69. VicTopwjn MOAe 1 YyMETHOCTH
JInbepmaH je nosHaT no goTorpadpckom eamTopujany
American Fashion: The New Soft Look, 3a Koju je
BuToH doTorpaducao Moaene y kpeauyjama VipeHe n
XeHpwja bergena (Irene, Henry Bendel) ncnpen cnnka
L JekcoHa Monoka (Jackson Pollock).
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is dressed in a lavender color dress with a blue
underskirt. In the upper right corner of both
illustrations is a curtain colored in yellow and
red. Such resemblance cannot be considered
as a coincidence, as Bérard illustrated for
Vogue from 1935 until his death in 1949,
which comprises the period when Milena
illustrated for the magazine as well. During this
time, Bérard illustrated for the fashion houses
of Patou, Vionnet, Lelong, Chanel, Lanvin, and
then intensively for Schiaparelli, with which
the Serbian illustrator was already familiar. In
one of her letters from the USA, she reported
to her mother: “Here at Ritz-Carlton Hotel, on
the 9" of May, there will be a great charity
for France, and the most famous houses
such as Schiaparelli, Worth, Jean Patou
and others sent thirteen dresses, the most
beautiful, from Paris. Thirteen illustrators
from Vogue are taking part in it, as it is a very
good advertisement.”? As Bérard was one of
Vogue's leading illustrators, it is highly possible
that the two artists met at such an event, if
not through Crowninshield.>*

Through parallels with Christian Bérard’s
work, predominantly his illustrations for Elsa
Schiaparelli, another intriguing correlation
comes to attention. In the April 1%, 1940,
Vogue issue, for which Milena created the
cover, Marcel Vertes, French costume designer
and fashion illustrator, published an illustration
for the perfume Sleeping de Schiaparelli. The
design of the bottle illustrated by Vertes
was, as Schiaparelli stated, inspired by the
detail of a candlestick from the painting Le
Beau Temps by Man Ray (1939, Philadelphia
Museum of Art). Milena first introduced the
same motif of a candlestick or a burning
candle on her Parisian drawings in 1933,
and then further developed it as a kerosene
lamp in her paintings. As of 1934, this motif
became a constant on Milena’s paintings to

52 | The quote is taken from Milena'’s letter, in I. Huljev,
,Milena Pavlovic¢ Barilli: Within the World of Fashion
lllustrations®, Milena Pavlovic Barilli Pro Futuro: Teme,
simboli, znacenja, HESPERIAedu Beograd, (2010) 263.

53 | As Bérard was highly engaged within the field of
costume and stage design for ballet, it is as well highly
possible that the two artists met, if not during her
exhibition at Julien Levy or through Corwninshield, then
through Milena’s friendship with a ballet enthusiast
Parmenia Ekstrom or her engagement for Menotti.
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Kynarse BeHepe, Boe, 15. maj 1941.
The Bath of Venus, Vogue, May 15, 1941

MuneHuHe ryjopLLke ModHe uycTpaumje
YrMaBHOM Cy TymadeHe WKoHorpadcKy, Kao
CaCTaBHW €0 HoeHOr LIETOKYMHOr oryca, Mm
y MCUXOaHaNMUTUYKOM Kibydy. TakBa udMTarba
cueHorpadwjy, ModHe deTarbe U QuUrype, Koje
ce jaB/bajy Ha wnycTtpauujama 1y HEeHOM
CMMKapCTBY, TymMade kao pedpepeHTHe crMbone
NYHE MATONOMMjE 1 KONEKTVBHOM METadM3MYKO-
HagpeanMCTVUKOr pernepToapa. YMpKOC TOMeE,
0BE VNyCTpaLVje H1CY WCKIbY4MBO pesynTaTt
mMeTadu3nUKe LUKOMe, Hadpeanvama, Wnn
HeopoMaHTK3Ma, BER KOHTakaTa OBWX MOETHKa
ca MOOOM Kao MpWMapHVM MonasuLUTeEM 3a
MuneHnHo, cafa roToBO ABe AeLieHvje Oyro,
baB/berbe  MOAHOM  uMaycTpauuvjom. Bese
MWneHVHOr CrVIKapCTBa 1 MOAHVIX MyCTpaLja
ca npeBacxodHO YMETHWUKMM Hacnehem
objawreeHe cy. C gpyre cTpaHe, MojedViHVM
YMETHVUKMM eHOMeHMMa yMeTHMLa je buna
M3MNOXKeHa 1 MyTeM MOfE, 13 Pa3/iora LUTO Cy CBY
" beHoMeHN BUmM Npe3eHToBaHN y Boay npe U
TOKOM MITEHMHOI aHraXkMaHa 3a Yacoric.

Kako ce usBecTaH 6poj 13darba Yaconvica
Boe, npeBacxogHO OHVIX Y KOjMa ¢y MuneHrHe
nnycTpaumje objaB/bMBaHe, Hanasu y mnoxa-
peBaqKo] ranepuijy, aHanmMsaoM cagpkaja OBMX
Yaconmca OTKpYBajy Ce Kopenauyje Koje y4BpLU-
Pyjy Tesy ma je MogHo Hacnebe nogjeaHako
yTVLano Ha popmmrpatse MUneHnHor LENOKYNHOM
YMETHWUKOI 1M3pa3a. T GeHoMeHW, Kada cy v
nuTaky MUNEHWHW aMepUHKM pafoBy, Mopen
aKTyenHor AMsajHa Beyeprshix xarmbhiHa MaaneHe
BuoHe 1 Mapam lpe (Madame Grées) ykrby4yjy:
[e KvpukoBe wnyctpaumje objasrbeHe y Boey;
aHraXKMaHe HeopOMaHTUYapCKMX  YMETHMKA,
npBeHcTBeHO KpucTtujaHa bepapa (Christian
Bérard) 3a Boes; moTvBe namne 1 ceehrbaka
npvcyTHe y Am3ajHy Ense Ckjanapenv; u
ViHgparma (Infanta) xamuHy Kojy LUMaHCKM MOAHM
KpeaTop KpucTtoban baneHcujara (Cristobal
Balenciaga) kpevpa mno y3opy Ha xarbuHe ca
BenackesoBux (Diego Veldzquez) cnuka, a
XOjHUHIreH-XjyHe noToM doTorpaduiLe.

[Nopen uvmbeHuue Oa je 1929. rogovne
hopho ge Kupuko au3ajHvpao KocTMMe 3a
baner ban (Ball Cepreja [jarvmbesa, ne
KVPpVIKOB YMETHMUKYM OMyC 6pOj 1 HEKOMMKO
MOAHWX nnycTpaumja objaBrbennx y Boey. [o ae
KnpukoBor mpBor aHrakmaHa 3a Boz [onasu
1935. roavHe, kafa WycTpyje HacnoBHy CTpaHy

the point of being incorporated in the title as
well, like with Woman with Veil by the Lamp
(1934), Venus with a Lamp (1936), Lady with
a Lamp (1938), Girl with a Lamp in Lagoon
(1938), Pomona (1939), or Angel with a Lamp
published in Vogue's 1941 December 1%
issue, among others. Even a figure from the
illustration, resembling Bérard's, holds a lamp.
As Barilli and Schiaparelli worked in Paris and
New York at the same time, and Milena’s
exhibiting activity provided her with the
chance to meet artists, poets, and critics with
whom Schiaparelli as well was personally close,
itis plausible that, in addition to Ray’s painting,
the ltalian fashion designer found inspiration
in Milena's works. Having in mind that Milena
illustrated the cover page for the issue where
Vertes' illustration appeared, Schiaparelli was
certainly aware of Barilli's works.

Speaking of this particular issue of
Vogue, it can be stated that Milena Pavlovic
Barilli's commission for this issue is her most
successful one, as it is the only illustration
she published on the cover of the magazine.
Besides Vertes' illustration, the issue
additionally included a 4-pages review of
an exhibition, written by Crowninshield, and
photographs of Molyneux and Balenciaga’s
designs. The theme of the issue, with which
many photo shoots and articles correlate, is
wedding and bridal couture. In the article titled
I do... | do... | do..., the author refers to Milena’s
illustration as “Botticelli's bride from our
cover”, which confirms the statement that the
artist was assigned a theme for her illustration.
The introductory photo of the article, taken by
Toni Frissell, suggests that Milena created
her illustration, known as Model of a Blue
Wedding Dress, after this photograph. The
model from the photograph is positioned on a
grandiose marble staircase next to a massive
candelabrum with burning candles. She is
wearing a delicate lace veil and a narrow-waist,
princess style wedding dress made of white
taffeta with see-through sleeves, designed by
a less-known American wedding and evening
gowns designer, Mabel Mcllvein Downs. The
text below the photograph states that “the
bride was a picture by Veldsquez'. Figures
from Milena’s New York fashion illustrations,



HoBeMbapckor bpoja dpaHLycKor 13aarba OBOr
yacornvca. Victa nnyctpauyja brhe noHoBbeHa
HapeaHe roaviHe, 3a jaHypckuy Opoj bpuTaHcKor
n3parsa. Ha ctony Kojw je cMeLUTeH y eHTepujep
CTUIM30BaH da eBOLMpa aHTUUKY apxXUTEKTYPY,
e Knpriko npeseHTyje MoaHe aetarse. Pykasnuy,
Mo3ajM/beHOj Ca jedHe O HajnosHaTUuX Oe
KuprkoBux cnuka, /bybasHe necme (Le chant
d'amour, 1914, MoMA), nopati cy 3naTHa
HapyKBWLIa yKpaLlleHa pybuHMa, Mana BeYepH-a
KOXHa TallHa, bucepHa orpiviua — TunudaH
MO[OHV aKcecoap 3a cpeauHy YeTBpTe AeLleHnje
- 1 jeaHa py>xa. CTo ca akcecoapyiMa CMeLLTEH je
y Apedry MnaH, LUTo AOMPUHOCK MovrpaBarsy ca
NepcrnexTNBOM TUMYHOM 3a Ae Krprika.
MuneHviHa uycTpauvja Koja HacTaje net
rooMHa KacHvje ekcnMumTaH je mpuvMep Aa
penepToap mMeTaduandke Likone MuneHa Huje
yCBOjUMa camo rMocpeacTBOM CrvKapcTaa, Beh
M MOOHE WyCTpauvje Koja je Taj penepToap
ycBojuna. WMnyctpaunja Besluku Kao »kugom:
AKcecoapu HaciukaHu 0a oomepe caoj nym 0o
cnase (Large as Life: Accessories painted to scale
that have inched their way to fame)®® unjn ce
HacnoB [a MpeTrocTaBuUTU 13 dnaHka Ocehaj 3a
nponopyujy (A sense of proportion) Koju je mpaTu
[OOHOCK pelleHe Koje OuMrnedHo umtvpa ae
Kupukosy nnycTpaumjy. Y npearsem nnaHy Hanase
Ce MOAHWV U KO3METWUKY aKCecoapu, MPEKO KOjux
naga Kpojadkn MeTap Koju ce rybun y ayouHu
nnyctpauvje. NosagvHa, yokBMpeHa 3aBecama,
npeacTaB/beHa je vy BUaY Mej3axka ca apsehem,
rpaheBuHama, U rbyACKUM duUrypama obydeHM
y Beveprbe ToaneTe, kakBe Kupuko mpeactasia
Ha 1nycTpaumju Koy paam 3a amepudkin Boe
1937. roovHe. 113y3eB manor 6poja nopTtpeTa U
ayTornoTpeTa, hopho ae Knpuko je Bpno peTko y
CBOM CMKapCTBY FbyACKy duUrypy npeacTas/ibao
Kao UenosuTy. OHa je 0b14HO pedykoBaHa Ha
rEOMETPUICKM ancTpakoBaHy GopMy MaHeKHa,
aHT14Ke B1CTe, UN 1rpy 06MKa KOMMOHOBAHMIX
Tako Oa dopmuvpajy Jbydacky obpuc. JenaH
o0 uW3y3eTaka Of CBOr MPeno3HaT/bUBON
00nVKOBaHa fbyacke ¢urype jecte rnomeHyTa
ne KupukoBa wmnycTpauvja 3a amepuyko
n3narse Boza. KoHTpacTrpaHe MOHOXPOMATCKO)
rnosafgnHy ca rerasoM, [OBE >KeHcke durype

68 | Kpos napaneny ca Anucom y 3emru dyda 'y onucy
MNnycTpaLumje N TEKCTY YnaHKka objallbeHo je aa cy
MOAHW AeTarbu NpriKasaHn Ha H0j UyCcTpoBaHu y
0fHOCY Npema peanHoj BENUUUHU.
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Benuku kao xusom: Akcecoapu HaciukaHu da oomepe
csoj nym do cnaae, Boe, 1. aBryct 1940.

Large as Life: Accessories painted to scale that have
inched their way to fame, Vogue, August 1% 1940

including the one from the cover, are just like
Veldsquez's Infanta: pale, blonde, individually
positioned within a landscape or an interior in
their elegant gowns. The resemblance is not
surprising considering the artist expressed an
affinity for Baroque culture well before creating
the cover page for Vogue, as it can be seen on
the Munich illustrations. Furthermore, Milena’s
professor at the Academy in Munich, Franz von
Stuck, executed a few portraits of his daughter
dressed as Veldsquez's Infanta between
1908 and 1909. This has surely influenced
Milena's passion for Barogue costume while
a student, in addition to cinema and Lanvin’s
robes de style. Fashion-wise, Crowninshield
certainly had in mind photographs published
a year before in a rival publication, Harper's
Bazaar, which featured a model dressed in
Balenciaga's Infanta dress photographed by
Hoyningen-Huene, when he assigned Milena
to illustrate the cover. Cristébal Balenciaga
started appearing more often in Vogue as of
the early forties, since his designs, quoting
Veldsquez, Zurbaran, Mird, and Picasso, were
appealing to Corwninshield’s sensibility, and

Boje 3a Bawe oyu (Oyu 6oje newHuka), peknama 3a WMUHKY, Boe, 1941.

Colours to your Eyes (Hazel Eyes), Makeup Advertisement, Vogue, 1941

OKpeHyTe cy nocmaTpady nehuma. OHe Hoce
HabopaHe xarbuMHE Koje eBoLMpajy aHTUdKe
Jpanepvije, a Koje cy yuine y Moay rnodYeTKoM
JeLieHuje 1 3aapykane ce yrnaBHOM 3axBarbyjynm
av3ajHy Mapam pe (Madame Gres)®® cse 0o
pesonyuuje Hogoe useneda (The New Look)

KpuctmnjaHa Ouopa (Christian Dior) 1947. roayHe.

Victe roavHe kapoa Oe Kupuko cTBapa oBy
unyctpaumjy, Man Pej doTorpaduile modene
y Kpeaumjama MapgneHe BuoHe v EnBapnoa
MonrHea Koje Hamvkyjy OHUMa ca ae Krpurikose
nnycTpaumje. Moaenu nosvpajy Nokpaj pernmke
aHTWuKor cTy6a 1 Bagde, ca MUHUMAICTUYKOM
no3agmHOM TUMMYHOM 3a Peja.

Beh Ha NpBoj HsyjopLUKO] MOAHO] MNyCTPaLM|A
13 1939, Moden gedyeprbe xamuHe MuneHa

69 | MpBO6UTHO AM3ajHEPKa NO30PULLIHNX KOCTUMA a NMOTOM
1 MOfHa KpeaTopka, KepmeH EMnnn Kpeb Germaine
Emilie Krebskpevipana je nog umerom Anvike (Alix) u
Mapam pe. Y nctopujy Mofe yuina je kao ,kpamuiia
apanepwja“ Yvje cy ayrauke xarmnHe MHCnpucaHe
rpyUKkMM BornHama yTuLane Ha cTBapanalTso
XancToHa (Roy Halston Frowick), >XnsoHwwwja (Hubert
de Givenchy), KapaeHra (Pierre Cardin) n CeH-JTopeHa
(Yves Saint Laurent). Mehy knujeHTe 3a Koje je
ansajHnpana yopajajy ce pejc Kenw (Grace Kelly), MpeTa
lap6o, MapneHa AnTpurx 1 Hajmnaha hepka MNabna
Mukaca, Manoma Mnkaco (Paloma Picasso).

which he deemed “essentially modern”, just
like Milena's illustrations. Knowing that, it is
not surprising that Crowninshield even wrote
the foreword for the catalog of Milena's
exhibition, in which he named her works a
“‘wholly exceptional phenomena in the world
of American art”, as she authentically unified
centuries of European art and fashion with the
contemporary pulse of New York City.

FASHION
ILLUSTRATIONS OF
MILENA PAVLOVIC
BARILLI, SERBIA’S
POTENTIAL
CULTURAL HERITAGE

Through detailed analysis of the complete
artistic production of Milena Pavlovic Barilli,
including the earliest drawings that preceded
her formal art education, we can notice the
artist’s interest for fashion. Milena started off



lNnase, 3azacume u maMHe mkaHuHe, Boe, 15. Jyn 1940.
The blue and the dim and the dark cloths, Vogue, July 15% 1940

TPaHCIMOHyje HajaKTyerHvje MoaHe TPEHAOBE KOje
npeactamaly Ae Knprko v Pej. HbeHa >xeHcka
burypa npouvctnna ce of KyoUCTMYKOr W
EKCMPECVOHNCTUYKOT AVHaMM3Ma, apAEKO0BCKOT
reOMETPM3Ma, 1 CELIECVIOHNCTYKE NIUHEaPHOCT.
VH1LmjanHo n3ay>k1Barbe M CTarbBarbe CUTyeTe
3anodeto 1926. a MoToM U ybrnaxasarse N1Huja
ca MapucKVIX nnycTpaumja caga aobvija Ha ryHoj
cHa3u. CunyeTa ca hyjOpLUKMX 1ycTpauvja je
BMTKa W BMCOKa BeHepa yckix KykoBa, Unja ogeha
OTKpPMBA CaMO BPaTHM U3PES U LLIAKE.

3pa3 nuua, Koje kpace Bpo jacHo dedu-
H1caHe 1 NoMano ysehaHe our 11 06pBe, oAaje
HEXXHOCT 1 6nary ropaocT. Kao v Ha MpeTXoaH1M
nnycTpaumjama, 1 hyjopLUKe naycTpaumje npare
HajHOBMje TPEHOOBE Ha MfaHy KOSMETUKE Mony-
napusoBaHe Ofl CTpaHe XonvByda, Koju je rnodeT-
KOM TpUAECETVX MPpey3eo AoOMUHaLM)Y Had rnia-
CHpaHEM MOAHMX U KOBMETUHKVX TpEHAO0Ba. Tako

68

her art education in 1923 at the Belgrade Art
School, and the first genre she fully developed
there was fashion illustration. While, thus far,
national art history considered architecture,
a few minor works of applied arts, and the
designs of Dusan Jankovic as the only
examples of Art Deco in Serbia, Milena's
Belgrade illustrations show that they are Art
Deco artworks par excellence. By moving
to the Academy of Fine Arts in Munich, the
artist further improved her illustrator skills. In
1927, Milena created her first oil on canvas,
inspired by Hollywood costume (Valentino as
Sheik), which confirmed her tendency towards
fashion, costume, and glamour. Her other
portraits and illustrations of Hollywood stars
are the only examples of such representations
in Serbian art. With her Parisian and New
York illustrations, the artist unified centuries

ce ca MUneHnHVX unycTpaumja rybum Bamn udrnen
1 BVBa 3aMetHbeH MHOIO CYMTUAHMUM W BiaxiM
M3rNeaoM. YCHE HICY BHLLIE MHTEH3MBHO LIDBEHE,
BeN pasHvx ToHanmMTeTa, 0bpBe Cy cBefdeHe Ha
NMHVY HELLTO Aebrby anm eneraHTHW]y Hero LTo
je OoHa ca MpeTxoaHViX MaycTpaumja, a odMMa
Cy MpBW MyT MVHYLIMO3HO O04aTe TpenaBuLE.
OBakBa cTwM3auMja vua Ha MuneHuHIM
nnycTpaLjama CBOje KOpeHe Hanasu y Y HseHMLIM
Ha Makc ®axTop m XeneHa PybuHwTajH (Helena
Rubinstein)’, 3a kojy Janv ansajHrpa nyapviepe,
CBe UHTEH3VBHWje pasBujaly CBOJy AeMaTHOCT Y
CAL, nnacupajyhn py>keBe, ajnajHepe 1 Mackape,
Te HepPETKO peknammpajynn 1cTe nyTem MOAHMX
yacormca. Y jexy KoMepumjani3aumje KOSMETHKE,
MuneHa Re Yak 1 WUnycTpoBaTh 3a HEKOMMKO
KO3MEeTUUKIMX BpeHaoBa. Koca, Bpo 4ecTo nnasa,
cafa je Mo mMpBuW NMyT AenvkaTHO obnmMKoBaHa y
TanacacTe, 6naro 3anv3aHe yBojke TUMMYHE 3a
OHOBPEMEHE XOMMBYyACKe AvBe nonyT MapneHe
[ntpux, Bet Aejsuic (Bette Davis) 1 LivH Xapnoy.
OBaKBO pellere KeHcke Gurype, Kao w
rnosagvHe Ha wnycTpauumjama objallheHo je
TPaHCMapeHTHVIM Be3aMa MuneHe ca moeTrkama
mMeTadusnike W HagpeanvcTUuKe LLUKOMe, U
CBenpoXx1MajyNom XOonvBYACKOM E€CTETUTKOM.
[arse unTare HeHor onyca, LTO CMKapCKOT,
LUTO WTyCTPaTOPCKOr, OTKpvBa Aa je MuneHa
Takohe y BEeMMKOj Mepu KopecrioHavpana u ca
Hauenuma HeopomaHTM3Ma. CeM nosMumo-
Haparba MuneHe y onLTy KyITYpPHO-YMETHIYKY
ClUeHy Ibyjopka, nuTepaTypa A0 cafa Huje
npy>kana aetarsHUjM yB1a Koju 6m omoryhro
TyMadere MuneHe Kao HeopOMaHT/YapCKe
yMeTHMLIE. ,MaKo cy cafla roToBo 3abopaBiberH,
HeopoMaHT4apcKkK crvkapy — KpucTtjaH bepap,
Maen Yenuues (Pavel Tchelitchew), 1 6paha
Eyren (Eugéne Berman) u JleoHna BepmaH
(Leonid Berman) — 6unu cy KibydHW Y paHiMm
dazamMa censMmUKor MpemMellTara KynType 13
[Napvisa y HbyjOpK TOKOM TpUAECETVIX FOAMHa
20. Beka.”” OHO WTO je KapakTepwcano oBe
YMETHWKE jeCTe WHTEpecaHTaH Croj CTapor u
HOBOT:  OMyNeHTHOCT dpaHUycke YyMeTHOC-
TN 1 pycKor Hacneha, Te HocTanrvja 3a MCTM
(HennueB 1 bepmaHoBKM Cy Mpe Mpecerbera Y

70| Y jeaHom of nnMcama MuneHa nuLle Kako je una Ha
Beuepu ko XeneHe PybuHLITajH.

71 | K. E. Silver, “Neo-Romantics”, Paris / New York: Design,
Fashion, Culture 1925 - 1940, Museum of the City of
New York, 2008, 218.
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of artistic traditions and the four decades of
haute couture she witnessed during her life.
She is the only Serbian artist who, besides
poetics of fine arts, transposed fashion
in her work as well — not clothing as an
essential aspect of human appearance, nor
the latest trends that inevitably affects the
representation of dressed human figures,
but fashion as a self-sufficient aesthetic
phenomenon that served as a motive for
creating new artwork in a different media. In
her fashion illustrations and paintings, Milena
incorporated designs of Paul Poiret, John
Redfern, Jean Patou, Lucien Lelong, Edward
Molyneux, Coco Chanel, Madeleine Vionnet,
Jeanne Lanvin, Elsa Schiaparelli, and Cristébal
Balenciaga, as well as the poetics of fashion
illustrators and photographers working for
these designers. As such, Milena's works can
serve as a basis for studying the history of
fashion of the first half of the 20" century and
its correlations with the history of art. Moreover,
her work could enable the establishment
of fashion studies as a separate discipline
in Serbian academia. The ceuvre of Milena
Pavlovic Barilli further positions national art
in the frameworks of the international artistic
heritage, and rightfully opens a new chapter in
fashion history which deserves future readings.
Given everything stated thus far, it is of great
importance to respectfully acknowledge
fashion illustrations of Milena Pavlovic Barilli,
due to their unigueness and significance, as
the cultural heritage of the Republic of Serbia.
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H Bepap, Ckjanapenu nasaHoa u
nnasu kpen, Boe, 15. jyn 1940.

an Bérard, Schiaparelli’s Lavender and
Blue Crépe, Vogue, July 15t 1940

Foyjopk emyrprpanu 13 Pycuje y INapua) cnajajy
ce ca komepupjanHoLLny amepudxe kynType. ,0Bu
HEOPOMaHTNHEPCKM YMETHL AV3ajH1Pa Cy U
boTo-eauTopwmjane, nnyctposanv 3a Boe, a yak
M MN3BPLUMIN YTUILIE] Ha PeKnaMHe KaMmakse 3a
KOH3yMepcKe MpofaykTe.”? CBa UeTypy yMETHIMKA
cy ce, Kao 1 MuneHa, Takohe HaBuna baneTckom
cLeHorpadujoM 1 KocTuMorpadujom. Mo y3opy
Ha KOCTMMe Koje je paano 3a banaHwyHOB
(George Balanchine) 6anet Eparnma (Errante)
1933. rognHe, YenuyeB UNycTpyje xarmwuHe 3a
jynckm 6poj amepwikor Boea 13 1935. Kao u
KOCTVIME, >KEHCKE PUrype v came XarbUHe Koje
YennueB npefcTas/ba Ha mnycTpaumiv Obnayu
crace (Clouds of Glory) kapakTepuLLy N3ay»KeHoCT
1 MpUrylleHy ofcjaj TaMHuX 60ja nenpLuaBmx
apanepuja, MOCTUHYT nacTenom. 3a 1McTu 6po;j
Cecunn ButoH doTtorpaduie mMaHekeHKy Mepu
Tejnop (Mary Taylor) y xambuHM pobHe Kkyhe
bepedopg yomar (Bergdorf Goodman) vicnpen
Mypana Koju je oc/mkao Henuudes. 1942. roguHe,
[JECeT roaMHa HakoH ofpyKaBarba W3NOXOE
EyreHa bepmaHa y HOBOTBOpEHO] [anepuju
Liynujara flesuja (Julien Levy Gallery) y xojoj u
MuneHa ogpykaBa MpBY camMoCTanHy M3Noxoy
y CA mapta 1940. rogvHe, Myse] MoaepHe
ymeTHocTV (The Museum of Modern Art / MoMA)
Npuvpehyje peTpocnekTVBHY M3noxoby [lasena
Yenndesa.

Kpuctujan Bepap, npurcaH npuvjaters KaHa
KokToa, he kocTmume w cueHorpadujy Koje
n3pahyje 1938. 3a 6anet Cedma cumpoHuja
(Seventh Symphony) Neorraa MacuHa (Léonide
Massine), MHTEH3MBHO KOPUCTUTK Kao MoaI0ry
3a CBOje ModHe unycTpaumje 1 egutopujane. Kao
HajynevaTrb Brj NMprMep 13ABaja ce nycTpaLja
banepvHe HuHe Hosak (Nina Novak) 3a TexkcTunHy
KomnaHunjy Bunujam Xenep (William Heller Inc)
1n3 1947. HosakoBa, obmoTaHa Apanepujama,
CMelUTeHa je y baneTcky cueHorpadujy koja
npeacTaB/ba PyLIEBMHE 3WMAOBA W aHTWYKe
bucte Takohe obmoTaHe —[Adpanepujama,
CyNpOTCTaB/bEHE MNaBeTHWNY Heba M BenmHM
Manvix obnaka. /13 oBMx nnycTpaumja NLumTaBajy
Ce OCHOBHE KapaKTEPUCTMKE HEOPOMaHTUYaPCKE
YMETHOCTW. ,TemMa HajBuLe daBopM30BaHa of
CTpaHe HeopoMaHTMYapa jecTe rbyacka dhopma,
YK/BYYyjyRr MOPTPET, U jeaAnHCTBEHa No3aamHa y

72 | K.E. Silver, H.0, 219.
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BIY CarbMBOr Mej3ayka 1n rpafa.””® XpomaTcKku
13bop HeopoMaHT1Yapa Hajuellne cy 3aracuTy
TOHOBWM Hebecko MnaBe, 3eneHe, CYBE, 3MaTHe,
Te boje Kajcvje 1 naBaHae. [ok je MeTadranyko
CMVIKapCTBO [AEKOHCTPYMCano JbyAacky ourypy,
a HagpeanmM3aMm YMHMO UCTO Ca Mej3akMMa,
HeopoMaHTK3aM je VX je y BeRuHM crydajeBa
0CTaB/bao HeTakHyTe. Kao 1 Henmues, a HapoumTo
Bepap, MuneHa je ycBojuna nepcrexkTuBy U
LMTVPaHse apXUTEKTOHCKON Hacneha CBojcTBEHO
MeTapU3MUKO] LLKOMM U MOTMBCKM perepToap
Hagpeannama, anv je HeH NpUCTym nnycTpaumjm
TOKOM aMepUHKOr MePVIofa HEOPOMaHTHaPCKM.

OBy Tesy noTsphyje UnHbeHviLia Aa cy ce 'y Boey
on 15. jyna 1940. y ncTom bpojy Hallne 3ajedHo
Bepaposa 1 MuneHrHa unycTpaLmja, TeMaTcKu,
XPOMaTCKM 1 KOMMO3MLIMOHO civdHe. [Tarse je
na v cy v MvneHa v Bepap pagnm Ha 3apaty
Temy, LUTO Yy MuneHrHoMm criydajy jecte 61o cry4aj
Kada cy y MTaksy b1ine ModHe MnycTpaupie, U je
KpayH1HLWMNAOB CEH3MOMNTET MHTEHLIMIOHANHO
nnacvpao obe nnycTpaupie y UcTm 6poj Yacormca
3060 MAEHTWMUHOCTM. Yak W HacnoBu o0be
WyCTpaLvje KOpecrnoHaMpaly jefaH ca Opyrum.
Hacnos MwnervHe wnyctpaumje, MHCIMpUcaH
JejtcoBomM necmom rnacuv [lnase, 3aeacume u
mamHe MmkaHuHe [ok bepapoBa mnycTpaumja
Hocy HasviB Ckjanapesiu 11asaHAa U niiasu Kpen
(Schiaparelli's lavender and blue crepe). Obe
nrycTpaumie Mpvkasyjy BATKY Aamy KpaTke cMehe
KOCe Yy BEYEPHs0] XarblHW jedHOCTaBHOr AM3ajHa
— Munena cBojy durypy npeacTaBmba y 3aracito
MNaBoj Xa/bWHWM ca JbyOMYacTOM MOCTaBOM,
OOK Bepap WiHM cympoTHO. Y FOpHseM [ECHOM
yrny obe unycTpaumie Hamnasu ce »yTo-LpBeHa
3aBeca. OBakBa CIMHHOCT HE MOXXe Ce CMaTpaTH
cryyajHoM, yauMajyiv y 063up UnrbeHULY aa je
Bepap 3a Boe nnyctposao of 1935. na fo ceoje
cMpTU 1949,

YMETHUK je NUYHO 610 HaKMoreHujn GaneT-
CKOj KocTuMorpaduju, ma je Bpno moryhe naa
cy ce MuneHa v bepap, ykonuMko He mpe Tora
MuneHmHM 13narareM y JleBunjeBo] ranepujm
nm nytem KpayHVHWWAAS, Yno3Hanu mnyTem
baneTcke eHTyaujacTkurbe [apmenvje ExcTpom
WM TOKOM MuneHrHOr aHraxxmaHa 3a MeHoTwja.
Y mpwor ToMe nae v YihseHuUa da je Mnagu
amepudku cugHorpad Onvisep CymnT (Oliver Smith)
O/3ajHMpao clgHorpaduje 3a MacuHa ca KojuM

73| K. E. Silver, H.0, 218.
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Mapcen BepTe, Peknama 3a nappem ,Cnasaree”
Ense Ckjanapenu, Boe, 1. anpun 1940.

Marcel Vertés, Sleeping de Schiaparelli,
Vogue, April 1t 1940
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IT LIGHTS THE WAY TO ECSTASY ...
Schiaparelli’s own interpretation of
a night perfume, caressing,
intoxicating, lingering.

firanece

je pagno bepap, TauHmje 3a MacuHoB GaneT
Capamoea (Saratoga) 13 1941, 1 MeHoTujeBOr
CebacmujaHa, 3a Ko je KOCTUMe WnycTpoBana
MwuneHa. ThaBHy ynory y MeHoTujeBoM Hanety
urpao je @paHcucko MoHcnoH  (Francisko
Moncion), BanaHwmHoB ydeHuk. Kako cy
FOTOBO CBW HEOPOMaHTUYapK BN MoBE3aHM ca
BanaHLmHoM, Bepap je cacBmM C1MypHO UCTIOMBHO
MHTepec 3a MuneHrHe kocTnme. C opyre cTpaHe,
Bepap je TOKOM TpuaeceTMx WIyCTpoBao 3a
[aTya, Brone, JlenoHa, LLaHen, JlaHBeH a moTom
BP0 VHTEH3VIBHO 3a CKjamaperi, OOHOCHO 3a OHe
MO[HE KpeaTope Ca umjM Ou3sajHoM ce MuneHa
ynosHana 1 mpe ponacka sa CAL. Y jeoHom
o[ CBOMX nMcama 13 Ameprke Majuy MuneHa
cBepouvt: ,OBae je y Pyl KapntoHy aeseTtor maja
jenaH BenMk O6pOTBOPHM HGan 3a MpaHLycKy
a Hajsehe mogHe kyhe kao Ckjanapenu, Bopm,
[lamy v ppyrv nocnanv TPUHaEeCT HajnenLmx
mMopena 13 lNapusa. TpuHaecT mnycTpaTtopa 13
Boea nobpoteopHO y4eCTBYjY, jep je Bprio dobpa
peknama.”> bepap je 6vo jedaH of Bodehuix
OHOBPEMEHVIX BO20GUX 1TyCTPaTopa, Tako Aa je v
0Baj Aorahaj Morao Aa Nocny»u kao nnatdopma
3a HoMXOBO YMO3HaBar:E.

Kpos nmapanene ca bBepapoBvM cTBapanatl-
TBOM, MPBEHCTBEHO H-EMOBVIM UMYCTPETOPCKMM
aHrakmaHuMa 3a Ensy Ckjamapeny, oTkpvBa ce
oW jedHa, MHTPUraHTHW]a Kopenauwja, a To je
MOTVIBCKa MOBE3aHOCT M3MeRy Cprcke yMETHMLIE 1
nTanmjaHcke kpeatopke. Y Boey o 1. anpuna 1940.
3a Koj\ MineHa UnycTpyje HacnoBHYILLY, objasrbyje
ce nwunyctpaumja Mapcena Beptea (Marcel Vertes)
3a napdem Cnasarse (Sleeping de Schiaparelli)
Ense Cxjanapeni. Cam amsajH napdemcke 6ounLie
KOja je MpeacTaB/beHa Ha WUNycTpaumiv je, Kako
CkjanapenvijeBa TBPOVY, VHCMMPUCaH AeTarbeM
cBehrbaka ca crvike [Jobpa apemeHa (Le Beaux
Temps) MaHa Peja 13 1939. roguHe. MuneHa
je cnuuaH mMoTuB ceehrbaka, cBehe Koja ropw,
W1 KOjJa je Joropena nodena da ysoay npso Ha
MapyCKM LpTeXxxMMa 13 1933. a MoToM MOTVIB
nobuja CBOj MyHW 0OMMK METPOSIE|CKE Namrie Un

74 | MoHcvoHa je y MuneHnHoM kocTumMy doTorpaducao
Kapn BaH BexTeH (Carl van Vechten), koju je
doTorpadurcao v MuneHy 1 MeHoTuja. Ha BexTeHoBOj
doTorpaduju MrneHa apximn Manu 6anoH, koju je Takohe
1 YecT MOTUB y cueHorpadujama Onmsepa CmmTa.

75 | HaBegeHo npema W, Xyrees, ,Munexa MNagnoswh
Bapunu: Y cBeTy MoAHWX UnycTpaumja’, MuneHa
IMasnosuh bapusnu Npo @ymypo: Teme, cumbosu,
3Hayer-a, XECIMEPWAepy, Beorpag, 2010, 263.
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cBehe MoKpyYiBEHE CTaKMOM Ha yrbiMa Ha MnaTHy.
Beh on 1934. oBaj MOTMB MOCTaje KOHCTaHTa
Ha MUNeHMHM CrKama, Ma je Tako OH YecTo U
VNHTErparnHmM Aeo CBaKor HacnoBa. 2KeHa ca Geriom
y3 riamny (1934), BeHepa ca namnom (1936), dama
ca namnom (1938), [esojka ca ceemurekom Ha
naeyHu (1938) 1 NomoHa (1939), a moTom 1 AHheo
ca amMnoM ofHocHo Aneopuja objaBrbeHa y Boay
on 1. neuembpa 1941. camo cy Hekm of MpuMepa
Ha Koj¥Ma Cce 0OBaj MOTVB MOHaB/ba. V1 nama ca
nnycTpaLmje koja napvipa bepaposoj y pyLv Apxu
oBy namny. Kako ce roayHe aenoBarsa bapvivjese
n CkjanapenvijeBe u y [apudy 1y Hoyjopky
noknarajy, a MuneHrHa je nanaradxka OenartHocT
y oba rpada Be3aHa 3a YMETHWKE, MECHUKE U
TeopeTudape MeTadusndKe 1 HagpeanmcTudke
LLKOSE ca KojuMa je 1 CkjanapenvijeBa buna 6rmcka,
moryhe je da je KkpeaTopka, Koja je 6una Bpro
CK/OHa MHKOPropMparby CBaKoAHEBHVIX 0bjexaTa
y CBOj OV3ajH, y3 Peja nHcrmpaumjy npoHaLuia uy
MwuneH1HOM CTBapasnaLLTBy.

foBopehn o oBom Opojy Boea, Moxke ce pehin
0a je MUneHH aHraxkmaH KOHKpEeTHO 3a 0Baj 6poj
Hajycrenmjy, jep 3a UCTU OHa UNyCTpyje HacoBHY
cTpaHy. OBO je yjeoHo ¥ jeduHa MuneHuHa
nnycTpaupja koja he ce Hahn Ha Kopuiama Boea.
KpayH/HLLIMAA0B HaaA30p Ce AOMUHAHTHO O4MTaBa
y 0BOM BPOjy, Kako Y HeeMy brBa 00jaBMbEH HEroB
4ETBOPOCTPaHM MpVika3 MoMeHyTe M3NoKOE, Ty je
1 BepTeosa nnyctpaumja 3a CkjanapeniH napdem,
doTorpadvie MonmHeoBKMx U baneHcujarvHKX
XarbViHa, Te TeKCTOBM OOMMKOBaHW  BpPSO
BMCOKOYMETHUUKMM CTWNOM. Cama Tema 6poja
jecTe BeHuarbe, Ma cy wycTpauvije, ¢oTo-
eguTopujany, 1 YnaHuM Yy HeMy  YBENUKO
noceBeheHy BeHYaHo] MoAy, OAHOCHO bridal
couture. YBoOHW YnaHak Hocv Ha3evB [a..[a... [a..
(I do...I do...I do...) v BER y MPBO] peveHuLM HaBoau
ce MunernHa nnycTpauvja, rie aytop yrnyhyje Ha
,DOTUYENMjeBY HEBECTY Ca Halle HacnoBHMLE"
13 oBora ce sak/by4yje fa je MuneHa pagnna
Ha 3adaTy TeMy, Ma Tako W HacTaje WiycTpaLvja
Modern nnaee seH4aHuye. HacnosHa doTorpaduija
ynaHka, 4vja je ayTopka ToHn ®pwucen (Toni



Frissell)’®, cyrepuiie na je MuneHa wnycTpoBana
Mo y3opy Ha BeHdaHWLy ca doTorpaduje.
MaHekeHKa, MO3VLMOHVPpaHa Ha paHAMO3HO
MEPMEPHO CTErMeHuLLITE MOKPa] KO Ce Hanaau
Benmky ceehrbak ca ropyhiiM ceefama Hocu ycko
CTPYKMPaHY BEHYaHWLLY Ca CyKHOM MPYHLIEC KPOja,
MPO3MPHMM PyKaBKIMa 11 BE3EHVIM BENOM, KpeaLwjy
Marbe Mo3HaTe aMepUHKe An3ajHEPKE BEHYaHMLIA
1 Beueprblx ToaneTa, Mejon MexlneejH [ayHc
(Mabel Mcllvein Downs). BeHyaHuLa © cBU
[eTarnu Ha Hoj uapaher cy of benor Tadta m
4nrKe, a 1crofd came doTorpaduje HasHaueHo je
,HeBecTa je kao Benackesosa crvika’. Beh Tapa je
KpayHnHWIUAA oceTro MUneHuH ceHsnounmiteT
3a vHTEepronauvje NpoLIocTV 1 cafalli0CTy
nyTemM MOZE, Ma je HeroBa TBOPH-a 3 MPEeAroBopa
KaTanora usnoxxbe ns 1943. ga je MuneHrHa
YMETHOCT eCceHLMjanHo ModepHa 1 jed HcTBeHa
y aMepuUIKoj YMETHOCTW 360 Mourpasarba ca
VTanmjaHCKOM TPaaMLM|OM CacBMM OrNpaBAaHa.
Tako je 1 >xeHcka durypa ca MnneHnHe 1nyc-
Tpauuje kao BenackesoBa MHpaHma: 6nena,
MnaBoOKOCa, CaMOCTanHO Mo3nuUMoHMpaHa Y
rnejsaxxy/eHTepujepy y CBOjOj IPaHAMO3HO]
xarWH1. MineHa je abvHNTET Ka KynTypuw 6apoka
mcrnoremna jow y MuHxeHy, a Benackesosa fena
BUOENa je Ha CBOjUM nyToBarskMa Mo LLnaHwjm
n OpaHuycKoj. VIHTepecaHTaH je mopaTak, LUTOo
Ce NIMKOBHE YMETHOCTWM Thye, da je MuneHuH
yunters @paHy BoH LLITYyK Hacnmkao HeKommMko
nopTpeTa cBoje hepke Mepn y KocTUMMMa ca
BenackezoBux cnvka TokoM 1908. v 1909,
Tako [a je OBaj MOMeHaT, y3 BaneHTuHa Kao
rocnodvHa bokavpa, 3ac1rypHo 1Mao yTuLiaja
Ha MuneHVHy nacKjy Ka 6apoKHOM KOCTUMY Koja
CBOjy BM3yanmsaumjy gobuja y MuHxery. LLITo ce
Trye Moge, KpayHMHLLIMAA U OCTaTaK YMETHUYKOT
ceKTopa Boea cy cacBuM CUrypHO Ha yMy 1Manm
eanTopMjan peann3oBaH MPeTXOAHe roamHe of
CTpaHe cynapHuWdke nybnvkauvje Kaga cy ce
OO/lyYMIN da HacnoBHa WiycTpaLmja Jacormca
M HacnoBHa doTorpaduja TemMaTckor unaHKa
6yny omax Benackesy. XojHuHreH-XjyHe je 1939.
roavHe 3a Xapnepc basap doTorpadrcao mMaHe-

76 | Ynproc YnkseHnum aa je 3a Boe v Xapnep'c basap
CHUMWNa Heke 0f HajyneYaT/byBUjX MOOHMX
boTorpaduja, ykibyuyjyim 1 KynTHU eanuTopujan
13 1937. ca ®pugom Kano, ®pucenosa je octana
ynamheHa no poTorpadujama ca BeH4ara 35.
npeacennvika CAL, LloHa @. Kereaumja (John F.
Kennedy), 1 toerose cynpyre, XKaknuHe bysuje KeHean
(Jacqueline Bouvier).
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KEeHKY y Kpeaumju MH@aHmMa naHcKor MoaHor
KpeaTopa Kpuctobana baneHcujare, koju je y
CBOM [OM3ajHy HEMPECTaHO LMTMPAaOo LUMaHCcKe
yMeTHuKe, ofi Benackesa, 3ypbaparHa v loje, o
Mupoa v lNnkaca. baneHcujara he, 3ajeaHo ca
[viopom, obenexinT neTy v wecty aetierrjy 20.
BEKa Ma TVIME 1 He Yyay cBe Yelline NojaBbMBarbe
BaneHcujarnHnx Kpeaunja y Boey. Y cknagy ca
TVME, jOLLI Makse M3HeHahyje MNeHVH aHraxxmaH
3a uyaconuc u KpayHVHLWMNOO0B NpearoBop
KaTanory h-eHe 13noxoe, Kako je cama yMeTHULIA
Ha ayTeHTU4aH HaduvH objeauH-aBana aeLeHuje,
YaK 11 BEKOBE €BPOMCKE YMETHOCTY, a MOTOM U
MO[E, Ca CaBPEMEHUM TexxHamMa Hoyjopka.

Tonun ®pucen, Hesecma je kao Benackesoasa cnuka, Boe, 1. anpun 1940.

Toni Frissell, The Bride was a Picture by Velasquez, Vogue, April 1%, 1940



Cmyduja 3a cykry u uemnep, 1926.
Sketch for a Skirt and Sweater, 1926

MOAHE
HAYCTPALINJE
MHUAEHE

ITABAOBU'L bAPHUAHN,
INOTEHITNJAAHO
KYATYPHO

AOBPO CPBHJE

[eTarsHyM yBUOOM Y LIENIOKYMHY YMETHUYKY
npoaykuvjy MwuneHe [Masnosuh  Bapunn,
YKIbYdyjyim 1 HajpaHuje Oedvje LpTexe Koju
cy npetxoamnm  GOopManHoOM  YMETHUYKOM
06pa3oBakby, youyaBa Ce WHTEPeC YMETHMLE
3a MoOdy U HeHy penpeseHTauujy. Bucoko
YMETHUUKO obpasoBarbe MuneHa 3amnounrbe
1923. rogmHe Ha KparbeBCKOj YMETHUHKO] LLIKON
y Beorpany, 1 npBu »kaHp kojv Beh Tafa passuja
Kao MyHoMpasHW BWO, YMETHOCTU jecTe MogHa
nnycTpauyja. MineHmHe MogHe unycTpaumje Koje
HacTajy y beorpany ceefode 0 advpmaLmu ap
[Jexoa 13BaH [0 cafda OOMUHAHTHMX TyMadeHsa
apXUTEKTYPE W MOJeAMHMX MPaKCK MpUMeHseHe
YMETHOCTM (HaMeLLTaj, KepamuKa, MeTarn, Av3ajH
[ywaHa JaHkoBMNha) Kao jeamHMx Hocunaua
noeTuKe ap Aexoa y HaLMOHanHoj yMEeTHOCTW.
[MpenackoM Ha MUHXeHCKy CrvkapcKy akaaemujy
MuneHa HacTaB/ba fa ycaBpluaBa CBO]
MOLHO-WNYCTPaTOPCKU 13pad. [1pBO y/be Ha
MAaTHY, MHCMVPUCaAHO XOMMBYACKMM KOCTVMOM
(BaneHmuHo Kao wieuk) HacTahe Texk 1927. roguHe,
ynmMe ce noTephyje YMETHMLMHA CKIOHOCT Ka
MOAHO] wnycTpaunjn. MuHxeHcke MoaHe U
OEKopaT1BHE WITyCcTpaLmje XONmMBYOCKVX 3Be30a
1 XONMBYACKOT KOCTVMA Kao HOCUMaLa MOAHOCTM
jednHn cy mpuMep TakBoOr MpKKadvBarba Y
OKBMpPY doMahe nctopuje yMeTHoOCTW. [apuckiM
1 HBYJOPLLKMM MOOHUM WiyCTpaLmjama MuneHa
je 3a0Kpy>Knna BEKOBE YMETHNYKMX TpagvLmja 1
YeTVPW deleHvije MPOAyKLMje BUCOKe MOAE KOjoj
je 61na cBeOOK TOKOM »KMBOTA.

OHa je jeomHa cprcka ymeTHMUa Koja je
rnopen MoeTvka JMKOBHE YMETHOCTU Y CBOJY
YMETHOCT UHTEH3MBHO TpaHcrnoHoBana U
Moy — He ofeRy Kao Hy>KHOCT fbydcKe Mojase,
WU aKTyenHu TpeHA Koju ce HeMUHOBHO
0[pasno 1 Ha pernpeseHTaLm]y OAeBeHe /byacke
durype, Beh Moy Kao caMoAoBOSbHY ECTETCKY
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nojaBy Koja CHy>XM Kao MoBOL CTBaparby
YMETHWYKOr fdena y ApyroMm medujy. Y ceoje
MOAHE WnycTpauuje, a MoToM UK Yy ocTaTak
nena, Munera je MHKopropvpana KpeaTopcke
noetuke MNona Moapea, LloHa PendepHra, »KaHa
Matya, Jlncjera JlenoHa, Enosapoa MonvHea,
Koko Laren, Magnere Buone, »KaHe JlaHBeH,
Ense Ckjanapenn, KpucTtobana baneHcujare
a caMUM TUM 1 MOETVKE MOOHVIX UyCcTpaTopa
M MoaHux doTorpada Koju cy mapanenHo ca
oM opMMpany CBOj YMETHWUUKM 13pa3. Kao
TaxksK, MUneHmHM pafoBm Mory fia MOCy»Ke Kao
CTyOVja crnydaja 3a npoyvasarbe 1cTtopuje Mode
npee nonoBrHe 20. BeKa U HeHe Kopenawyie ca
VCTOPUjOM YMETHOCTW, TE admpMaLimjy UcTopuje
MO/le Kao 3acebHe AVICUMNMHE Yy OKBMPY AoMahe
Hayke o ymMeTHocTu. [deno Munere [lasnosuh
Bapunu uBplwhe Mno3uUMOHMpa HaLMoHanHy
YMETHOCT Y OKBUMPY MehyHapoaHOr YMETHUUKOr
Hacneha, n onpaBdaHoO 0TBapa HOBO MOrNaBbe
Y UCTOPUU MOAE KOje 3aCry>Kyje Jarba YvTarba.
Yanmajyhv y 063vp Tese u3HeceHe Yy O0BOj
CTyOVj1, Of BENVIKE je BaXKHOCTM [a ce MoaHe
nnyctpauvje Munere Masnosuh Bapunu 36or
CBOJE JeAMHCTBEHOCTV 1 3HaYaja MperosHajy kao
KynTypHO gobpo Penybnnke Cpbuije.



ABSTRACT:
MODEILLUSTRATION VON
MILENA PAVLOVIC BARILLI

Durch einen detaillierten Einblick in die gesamte kinstlerische Produktion von Milena Pavlovic Barilli,
einschlieBend der frihesten Kinderzeichnungen, die ihrer formalen kinstlerischen Bildung vorangehen,
wird das Interesse der Kunstlerin fir Mode und ihre kiinstlerische Darstellung erkennbar.

Milena begann ihre hohere kunstlerische Ausbildung 1923 an der Koniglichen Kunstakademie
in Belgrad und die erste Gattung, die sie bereits damals als vollwertige Kunstform entwickelte, ist die
Modeillustration. Milenas Modeillustrationen, die in Belgrad entstanden sind, zeugen von der Affirmation
von Art déco auBerhalb der bisher dominanten Deutungen, nach denen die Art-déco-Poetik einzig in der
Architektur und in einzelnen angewandten Kiinsten (Mébel, Keramik, Metall, Designs von Dusan Jankovic)
in der Kunst Serbiens vertreten ist. Nach dem Ubergang auf die minchener Akademie der bildenden
Kunste, arbeitete Milena weiterhin an der Vollendung ihres kinstlerischen Ausdrucks als Modeillustratorin.
Ihr erstes Olgemalde, inspiriert durch Hollywood-Kostime (Valentino als Scheich) entsteht erst 1927,
womit die Vorliebe der Kunstlerin fir Modeillustration bestatigt wird. Die minchener dekorativen und
Modeillustrationen von Hollywoodstars und Hollywood- Kostiimen sind die einzige Beispiele solcher
Darstellung der Mode im Rahmen der serbischen Kunstgeschichte. Durch ihre in Paris und New York
entstandenen Modeillustrationen hat Milena Jahrhunderte der Kunsttradition und vier Jahrzehnten der
Haute-Couture-Produktion abgerundet, die sie zu Lebzeiten miterlebt hat.

Sie ist die einzige serbische Kunstlerin, die, neben der Poetik der bildenden Kunst, die Mode in ihre
Kunstproduktion eingehend integriert hat — und zwar nicht die Kleidung als die Notwendigkeit des dul3eren
Erscheinungsbildes der Menschen, oder als aktuellen Trend, der notwendigerweise die Darstellung
der gekleideten menschlichen Gestalt beeinflusst, sondern Mode als selbstbestimmte &sthetische
Erscheinung, die als Anlass fur das Schaffen eines Kunstwerkes in einem anderen Medium dient. In
ihren Modeillustrationen, und anschlieBend in ihren restlichen Werken, integrierte sie die schopferischen
Poetiken von Paul Poiret, John Redfern, Jean Patou, Lucien Lelong, Edward Molyneux, Coco Chanel,
Madeleine Vionnet, Jeanne Lanvin, Elsa Schiaparelli und Cristobal Balenciaga und somit auch die
Poetiken der Modeillustratoren und Modefotografen, die parallel zu Milena den eigenen kinstlerischen
Ausdruck entwickelt haben. Milenas Werke kénnen dementsprechend als Fallstudie zur Untersuchung der
Modegeschichte der ersten Halfte des 20. Jahrunderts und ihrer Korrelation mit der Kunstgeschichte
dienen, wie zur Affirmation der Modegeschichte als eigenstandige Disziplin il Rahmen der Kunstgeschichte
Serbiens. Das Werk von Milena Pavlovic Barilli festigt die Stellung der serbischen Kunst im Rahmen des
internationalen Kunsterbes und eroffnet zu Recht ein neues Kapitel in der Geschichte der Mode, das wert
ist, weitergelesen zu werden.
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SOMMAIRE:
ILLUSTRATIONS DE MODE DE
MILENA PAVLOVIC BARILLI

A travers une analyse détaillée de l'intégralité de la production artistique de Milena Pavlovic Barilli,
incluant ses premiers dessins antérieurs a son éducation formelle en arts, on remarque lintérét de
lartiste pour la mode. Milena entama ses études en arts en 1923 & I'Ecole dart de Belgrade, et le premier
genre quelle y développa fut lillustration de mode. Méme si, jusqu'a présent, |'histoire nationale de lart
a considéré l'architecture, quelques travaux mineurs en art appliqué, et l'art de Dusan Jankovic comme
les seuls exemples de style Art déco en Serbie, les illustrations belgradoises de Milena montrent quelles
constituent des ceuvres Art déco par excellence.

En rejoignant ['Académie des beaux-arts de Munich, lartiste étoffa davantage ses compétences
dillustratrice. En 1927, Milena créa sa premiére huile sur toile, inspirée d'un costume d'Hollywood (Valentino
en cheikh), confirmant sa propension vers la mode, le costume et le glamour. Ses autres portraits et
illustrations de vedettes hollywoodiennes sont les seuls exemples de telles représentations dans l'art serbe.
Avec ses illustrations parisiennes et new-yorkaises, l'artiste a consolidé des siecles de traditions artistiques
avec les quatre décennies de haute couture dont elle fut témoin.

Hormis en poétique des beaux-arts, elle est la seule artiste serbe a avoir transposé la mode dans son
travail — non pas le vétement comme aspect essentiel de ['apparence humaine, ni les derniéres tendances
qui affectent inévitablement la représentation des figures humaines vétues, mais la mode comme
phénomene esthétique affranchi motivant la création d'ceuvres nouvelles dans un médium différent.
Dans ses illustrations et peintures de mode, Milena incorpora les designs de Paul Poiret, John Redfern,
Jean Patou, Lucien Lelong, Edward Molyneux, Coco Chanel, Madeleine Vionnet, Jeanne Lanvin, Elsa
Schiaparelli, et Cristébal Balenciaga, de méme que la poétique des illustrateurs et photographes de mode
qui travaillaient avec ces designers. Par conséquent, ['ceuvre de Milena peut servir de base a l'étude de
['histoire de la mode dans la premiére moitié du 20¢ siecle et ses liens avec ['histoire de l'art. En outre, elle
permet l'instauration de |'étude de la mode comme discipline distincte dans le monde universitaire serbe.
L'ceuvre de Milena Pavlovic Barilli positionne encore davantage l'art national dans le cadre du patrimoine
artistigue mondial et ouvre, a juste titre, un nouveau chapitre dans 'histoire de la mode véritablement
digne de lectures futures.
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PEY AYTOPA

foBopehn 0 Moy, rmaBHa 1 OAroBOPHa ypeaHWLIa aMepudKor Boea 3a Kojut je nnycTposana v MinneHa
MNagnoswh Bapunni, AHa BUHTYP, nsjaBurina je Aa yKonvko nornedamo 6mno Kojy MoaHy dotorpadujy oHa
Re Ham NoajeaHaKko MOCBEAOUMTYM O AelliaBarbiMa y CBETY Kao W1 HacnoB 'y Hbyjopk Tajmcy. Ynora Boea (kao
1 BeENWHe MOAHMX Yacommca) of CBOI OCHMBaHsa KpajeM 19. Beka 0fyBeK je bu1ia Aa MpeMocTV Hamarnen
HempemocTuBy bapujepy V3vehy CBETOBa BMCOKE ,aKafeMCKe” YMETHOCTU W eNMTHE KYNTYpE C jeaHe, U
ronynapHe 1 MacoBHe KylType ¢ Apyre cTpaHe. Cpricka MOAHa WNyCTPaTopKa, a Tek MOTOM CrvKapka
MuneHa MaBnosvih Bapunu kpeTana ce nsmehy 0BKX CBETOBA MOAjeAHAKO YCMELUHO W MofdjeAHaKo
ymeLLHo. Kpo3 0By CTyAMjy, MOKYLLIAO cam fa CriojuM, MeTahopudkin peueHo, U Hoyjopk Tajmc 1 Boe — 6onHy
0baBesy (06JEKTUBHON) akadeMCKOr MICaHba VICTOPVCKO-YMETHUKE AVICLMMIMHE U BENMKY (CYOjEKTIBHY)
/by6aB Mpema MoaM 1 aMepPUUKO] MOrMynapHoj KyTypu.

3axBanHoCT [yryjeM CBOjoj MOPOAMLIM - OLly MOHajBULLE - TELIKO je M3ahn Ha Kpaj ca Mnafanadkiim
amMbuLjama jedHor nctopudapa ymMeTHocTW. [navm ce aa konerama ns @oHaauyje MynermH [Jom —
lanepwje Mnnexe Masnosrh Bapunnu ns MNoxkapesua v kycTockurek Bonetn Tommh Hehy Mohin Hrkaaa
[0BO/BHO 3aXBanmMTV Ha ykadaHoj YacTu Aa byaem [Aeo HxoBe nopoamLe. [AMpexkTopki ECToHCKor My3eja
MpyYMerseHe yMeTHOCTW U An3ajHa y TanvHy, Kam Jlobjakac; KycTockurbi My3eja caBpemeHe yMjeTHOCTU
Penybnuike Cpricke y barsanyum, Slanm Munmnosuh; Te Bojanu Nomnosuin, KycTockuksm My3eja mprMerseHe
ymeTHoCcTW y Beorpay 3axBasbyjem Ce LUTO Cy CBOje 3HaHe M NMTepaTypy HecebuuHo modenvne ca
MHoM. Konerama 13 HapoaHor Myseja y beorpafy Hem3MepHo cam 3axBanaH Ha yCTynarby PenpoayKLvje
nena Krica BaH [JoHreHa koja je 0BOj nybrvikauuju fana 3aciy>keH MehyHapoaHn kapakTep. Konektusy
CnomeH-36vipke [aBne Berbarckim y Hosom Capy 1 OueHsnBaqKoj KOMUCH AyryjeM MocebHy 3axBanHocT
—NpuBnneruja je byt 50. jybrnapH1 AOOUTHIK Harpaae 3a Hajoorbm MacTep paa U3 MCTOpWje HaUMOoHaNHe
YMETHOCTW, 13 KOT je OBa CTyauja 1 HacTana. Balle noseperse AoKagyje Oa Moj croj Mbyjopk Tajmca v Boea
HWje Tako MPOM3BOMbaH KOMMKO CaM MUCIIMIO 0K CaM Micao CBOj MacTep pafd. foBopehr o MacTep paay,
BEMMKO xBana ayryjem v npod. ap Llenndep [ejnv Ha ykadaHo] YacTu fa CBOje VICTpaXk/Barbe MPe3eHTYjem
Ha KoHbepeHuvjn New Research in Dress History y JIoHAOHY. Ha MyHYLIMO3HOM 0BMMKOBaksy TeKcTa
3axBarbyjem KatapyHn MNaHTtosuR, ViBaH MapuHkos 11 CTedary Nornosuhy. [a je rpadudko obnvkoBakse
YMETHOCT [0Ka3yje BU3YenHW UOEHTUTET OBe MybmmkaLumje Kojy cy rpaduuki amsajHepn v MyunervHN
cyrpahan, Mapwo Jncosckn 1 Hemarba CtaHojesmh 13 Komnpomuc [usajHa CTPprbmBo NpeTsapant y
[eno yBaxkaBajyh cBaKy Mojy >Kerby.

Ha peueH3mju 1 Npearosopy, M Hagacse npujaTerbcTay, beckpajHo cam 3axBanaH npod. Ap AnjaHu
MeTnuh ca Akagemuje ymeTHocTu y HoBom Caply, 6e3 koje Moja Oavceja y Amepuin He 61 1Mana Hu
noYeTak HU Kpaj. Hincam Hu cnyTio da he MY HamBHO MICakse CEMMHAPCKOT pada o HohHuM nmuyama
Ensapaa Xonepa 3a kypc npod. MeTnmh oMoryhnti fa oBo Aeno v BMOMM, AOBPLUMM CBOje CTyaumje y
AmMepuLN, 1 3aMnodHeM MacTep CTyAMje MoA MeHTOPCTBOM npod. Ap CrmoHe Yyrmnh Ha CemuHapy 3a
MOAepHY yMeTHocT Dunosodcekor GakynTeTtay beorpaay.
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OnpaspaHo, HajseRy 3axBanHoCT Ayryjem cBojoj MeHTopKM, npod. Ap CumoHn Yyniuh, koja je Moje
ambuLvije, Kada cam BKo NyH yTrcaka 13 Amepyike 1 ECToHujE, ycMepmna He camMo Ha MeHTOPCKK, BeR 1
poamTerbcki HaunH. Kao o je Llon @. KeHeay pexao, Mopamo [a 3aCTaHEMO U 3axBavMO Ce bydMMa
KOjV HanpaBe pasniKy y HalLM >knBoTiMa. [Npod. Hynvih je CBOjVIM UCKYCTBOM, MCTPayXKMBaUKMM PaLOM,
W HajBavKHWje rbybaBrby Mpema aMeprukoj YMETHOCTM 1 MOMYapHO] KYATYPY Y MOM YKMBOTY Ty Pasdnmiky U
Hampasua.

I Ha Kpajy, 3axBarbyjeM ce CTBapanaqkoMm 1 carbanadkoM ayxy Munere lNasnosuh Bapunum, 3aTo Wwro

je, na napadpasvipam MoaHor kpeatopa Panda JlopeHa, AvaajHrpana cHoBe, a He Mofy. Te cHose MuineHa
je yTkana vy 0By CTyaujy.

CmegaH >Kapuh

[ame u kasareep, 1926. | Ladies and a Cavalier, 1926
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CredaH XKapuh (1991) ovniomMypao je KoM-
napaTuBHY KrbKEBHOCT Ha PunnosodcekoM da-
kynTeTy y HoBom Cagy a moToM [OBPLUMO Mac-
Tep CcTyauje uctopuje MoAepHe YMETHOCTU
Ha @unosodckoM dakynTeTy y bBeorpaay. Kao
cTvneHamcTa Bnage CijeanrbeHrx AMepudkmx
[p>kaBa v EBporncke Komiicuje ycaBplLuaBao ce Ha
YHUBEP3UTETUMA 1 MY3EJCKMM UHCTUTYLIMjaMa Y
Anmepuiuy, Hemaukoj 1 Ectormju. AyTop je cTyauvja
Myseanusayuja bes my3eonoeuje: HayuoHamHu
My3eju U usrnoxxbe MoOe uamehy ucmopuje, meopuje
u npaxce (2015) v (Re)Designing the Nation: The
Compass of Estonian Design (2017), n ko-ayTop
nsnoxoe Vcmopuja nucaHa moooM (Mysej rpapa
Hosor Capa). baBu ce mpoydaBareM McTopuje
Moade 1 AMsajHa, Te aMepUYKOM YMETHOLLRY U
MomMyapHOM KynTypoM. 3a CBOj MacTep pag,
MooHa unycmpayuja MuneHe Nasnosuh bapuriu,
HarpaheH je MpraHarem CriomeH-36vpke MNaBna
BemaHckor 3a Hajborby MacTep paf U3 UCTopuje
HaLioHanHe YMETHOCTU.

EnezaH3a, 1927/28. | Eleganza, 1927/28
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