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Abstract: Dragutin Inkiostri Medenjak, born in Split in 1866, was dedicated to art
throughout his entire life. From his earliest years he worked as an assistant for
his father, an architect, and later on, in 1892, he enrolled into a fine art school in
Florence. Driven by patriotism and the Pan-Slavic ideology, he came to Belgrade
in1905. During his stay in Belgrade, Dragutin’s artistic and creative oeuvre includ-
ed a wide range of jobs as decorating and furnishing designs for the distinguished
representatives of the intellectual elite. Inkiostri derived the inspiration for his
work from national, decorative art, considering it to be a true reflection of the
spirit of a people. Based on the research combined with his own inspiration, he
formed the theory of national style, which he disclosed in published works such
as the books The Revival of Serbian Art and Our Architecture, both published in
1907. However, very soon after his initial acceptance in Belgrade, the theoreti-
cal assumptions, and the creative work of Inkiostri, were being criticized by the
founders of the Serbian national style, Andra Stevanovic and Branko Tanazevic.
Their critique primarily challenges Inkiostri’s understanding of architecture, that
is, the interaction of decoration and construction, which also calls into question
the theoretical starting points of application, but also the understanding of folk
ornamentation and national style in the function of architectural creation.

The aim of this paper is to critically examine the theoretical and practical work
of Dragutin Inkiostri Medenjak in the light of criticism of his contemporaries. By
contextualizing theoretical settings and analyzing the works that have been the
subject of criticism, it will strive to illuminate and devise a more objective view
of the issues of the interaction secession - national style / architecture - design.
Precisely these issues of the interaction of inspiration and theoretical settings, as
well as the interaction of applied art and architecture, are crucial for contextu-
alizing and evaluating the work of Inkiostri. The formation of a national style is
deeply linked to the socio-political and cultural events that have had their reflec-
tion in the formation of the desired / desirable national construct. By analyzing
the wider context within the work, it will contribute to understanding the position
of Inkiostri’s creativity and its influences on the development of national style.
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Criticized by architects during his time, for his supposed ignorance of architec-
ture and constructive principles, and pejoratively labeled as decorator, Dragutin
Inkiostri Medenjak is today considered an indispensable figure in historiographi-
cal works and monographs dealing with the history of architecture and applied art
of Serbia in the early twentieth century. The preserved works of Inkiostri repre-
sent the most significant interior works in Belgrade at the beginning of the twen-
tieth century, making him worthy of an opening of a wider discussion, examining
the path from inspiration to interaction.

Keywords: Dragutin Inkiostri Medenjak, national style, secession, applied art,
interior

The Industrial Revolution, creation of nations, abolishment of monarchies, diminished authority of the
aristocracy following the development of an urban middle class, appearance of academic elites and new
bourgeoisies during the lengthy nineteenth century, influenced the reinterpretation of Western Europe-
an artistic style, previously confined to historical and academic cannons. In the second half of the nine-
teenth century, a search for a new artistic expression which would match the technological advances,
found its footing in sublimation of all branches of art and its interaction with science. Rationalism within
science, along with development of new scientific fields, prompted by revival of the national spirit, in-
spired artists to create art which would represent a reflection of complete cultural heritage of a certain
region. The new scientific disciplines of ethnology, archeology, geopolitics had as their goal the unveiling
of fundamental value systems of nations. Socio-political change in the Balkans, the fall of the Ottoman
Empire, along with formation of new states opened up novel fields of research of peoples and simultane-
ously the interest of Western civilization for the Orient.

It is precisely in the context of these changes, at the turn of a century, that an artistic style, now rec-
ognised as Art Nouveau was formed. A style which in some settings resembled an organised movement,
like Vienna Secession or Munich Jugendstil, elsewhere being simply a result of the work of individual
artists. A highly intellectual, elitist and decadent artistic style, Art Nouveau in France was removed from
society, whereas in England it had a philanthropic side and connections with the community which came
to the forefront of the movement. The common essence of the style in Europe was reflected in the pur-
suit of unity of art and total design, while contradictions persisted in all branches of the movement, that
on the one hand promoted egalitarianism through the establishment of equality in art, mass production
and aesthetisation of everyday objects, meanwhile on the other hand creating objects and pieces made
of expensive materials, with a sophisticated design and a deep philosophical foundation.” The sense of
individuality also influence the development of national artistic secessionist movements, spanning from
Hungary over the countries of Western Balkans towards Spain and the formation of Catalan Art Nou-
veau, which found its theoretical basis in the 1878 writings “In the search for national architecture” (En
busca de una arquitectura nacional) of LLouis Domenech i Montaner, a Catalan politician, physician, art-
ist, writer and architect. Explorations of nations, the identities of peoples, along with defining an own
cultural expression, gained momentum precisely during the 19th century, the period of formation of na-
tion-states on the territory of Europe.

Perhaps the most important role in the scientific foundation of the specifics of the Serbian — South
Slavic national being was taken on by the geographer Jovan Cviji¢ who, during his academic work, was

1 G. Fahr-Becker, Art Nouveau, Postdam, 2007, 21-23.

124



equally concerned with social and physical geography, geomorphology, ethnography, geology, anthro-
pology and history.? In his studies of formation of anthropological types, Cviji¢ included social structure,
endogamy and exogamy, and migration as primary factors. He particularly emphasized the effect of the
geographical environment on the ethnopsychological characteristics of the population. It was Jovan Cviji¢
who was the patron of Dragutin Inkiostri Medenjak, the founder of applied art in Serbia, who dedicated
his entire career to creating a Serbian national style in art.

INKIOSTRI AND THE NEW NATIONAL STYLE

The aspiration to create a new style that combines works of applied art with architectural creation while
drawing inspiration from folk artefacts was formed in Inkiostri’s style under the influence of several dif-
ferent factors: the temporal context in which he lived, his family environment and his schooling in Flor-
ence and northern Italy.

The nineteenth century in Dalmatia, which was ruled by the Habsburg monarchy, was a politically tur-
bulent period. The majority Croat population was divided into two groups: one striving for autonomy and
the other advocating for the merging of Dalmatia to the continental part of Croatia, which was governed
by Hungary. At the same time, Italy, as part of the struggle for unification, laid claim to this territory,
which led to the strengthening of the Pan-Slavic idea of unification of the southern Slavs as well as na-
tional movements. Dragutin Inkiostri Medenjak was born in Split in 1866 under the name Carlo Luka
Ferdinando Incchiostri in a mixed marriage.

His mother comes from a prominent Sinj family of Serbian descent Midenjak, and his father is an Ital-
ian from Sibenik, whose family originated in Venice.? Inkiostri’s father Antonio was an architect by pro-
fession, with whom Dragutin developed love and knowledge of art and architecture, studying his father’s
rich library and assisting him in his work.* After completing his high school in 1884, Inkiostri stopped his
formal education when he moved to Zadar and then to Rijeka, where he started his professional career
in painting and decoration.® In 1892 he went to Florence to attend painting classes with Professor Fil-
adelfo Simi.” The stay in Italy was of crucial influence for further professional creative work of Inkiostri.
In addition to acquiring painting skills with the eminent Professor Simi, Inkiostri had the opportunity to
get acquainted with the current art scene of Florence and Milan and the protagonists of the new Stile

2 C. Haymoswuh, ,JoBaH Lujuh“ y: Cpdu 1903-1914 Hciiopuja ugeja, yp. M. Koswuh, Beorpag, 2015,
662-748.

3 C. Byneweswuh, Jpaty@iun MHkuociipu Megervak, GuoHup jytocnoseHckol gusajHa, beorpaa, 1998, 6;
MTB 3aocraslutrHa OparytuHa MHkrocTprja Mepetrsaka: Aytoduorpaduja, maj, 1942.

4 Ibid.

5 MI'b 3aoctaBwTrHa [parythHa MHkrnocTprja Menetraka: Aytobuorpadmija, Maj, 1942; CBeAo4aHCTBO 0
3aBplUeHoj peanuu, CnauT, aynnukar, 5. 10. 1892.

6 Newspaper news and written documents have been preserved from this period, but it is not known
what the artistic level and style of Inkiostri work was: MI'b 3aocTaslutrHa dparytuHa MHkHocTpHja
Meperaka nceuuu us HosuHa: Anon., Narodni list (Zadar), 08. 03.1890 and 25. 06. 1890; Anon., “Nei
campi dell’arte”, La Voce del Popolo (Rijeka), 29.12.1890.

7 Filadelfo Simi (February 11, 1849 in Versilia - January 5, 1923 in Florence) was an Italian painter and
sculptor. In 1883, he was nominated a Knight of the Order of the Crown of Italy; he became Honorary
Academic In Florence (1884), Bologna (1888) and the Brera Academy in Milan (1895). In 1886, he
opened a school for artists. In 1888 he became professor of the Scuola del Nudo at the Florentine
Academy: http://www.filadelfosimi.it/ .
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Floreale,® whose conceptual basis was founded, in accordance with the national aspirations of a united
Italy, on the creation of a new ltalian style. Although creativity, primarily in the field of applied arts, at
Stile Floreale existed for the last two decades of the nineteenth century in Florence and Milan, it gained
international visibility and fame by organizing the first international exhibition of decorative arts in Turin
in 1902,? which, according to Alfredo Melani was “the first New Style festival”™® (Fig1, 2) It was the ac-
quaintance and longstanding friendship with architect Alfredo Melani," professor and later director of
the High School of Applied Art Scuola Superior D’Arte Appeal all’industria in Milan, an influential critic
and editor of art magazines, that shaped and directed Inkiostri to seek a new original style through the
study of folk Balkan art. As a supporter of Raskin’s theory, Melani advocated the view of art as a national
figure and the equality of applied and “fine” art. Already in 1890, on the occasion of organizing the first
Italian architectural exhibition in Turin, Alfredo Melani gave a lecture entitled Architectural Doctrinaire
“Architecture Doctrinare” in which he emphasized the need to reject historicism and create a new ar-
chitecture of glass and steel modeled on the Eiffel Tower and the Gallery of Machines from the World
exhibitions in 1889 in Paris.’> Melani advocated for the formation of a new style through the search for
sources within the national framework, thus prompting Inkiostri to study the ethnographic material of
the South Slavic peoples in the formation of a new folk style, which became Inkiostri’s preoccupation in
life. Upon arrival from Italy to Zagreb, Inkiostri creates in the spirit of a new style, based on folk art, which
he devotedly studies. The paintings, interiors and facades created by Inkiostri during this period rely on
Art Nouveau patterns, that is, the works of Style Floreale interpreted through the symbolism and national
motifs of the Dalmatian climate.

8 C. Meeks. “The Real Liberty of Italy: The Stile Floreale” The Art Bulletin 43, (New York) 1961, 113-130.
https://www.jstor.org/stable/3047943.

9 A. Koch, Lexposition Internationale Des Arts Décoratifs Modernes * A Turin 1902., Darmstadt, 1902.

10 R. Etlin, “Nationalism in Modern Italian Architecture, 1900-1940." Studies in the History of Art 29
(Washington), 1991, 88-109, 91. https://www.jstor.org/stable/42620260.

11 There is no information on how and when Melani and the Inkiostri met, but there is written corre-
spondence in the legacy of the Inkiostri as well as published reviews written by Melani: M. Alfredo, ,Un
artista Dalmata a Belgrado®, L’ Arte decorativa moderna, (Torino) 1908.

12 R. Etlin, “Turin 1902: The Search for a Modern Italian Architecture”, The Journal of Decorative and
Propaganda Arts 13, (Miami Beach) 1989, 94-109, 96. https://www.jstor.org/stable/1504049.
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ARRIVAL IN BELGRADE AND RAPID SUCCESS

As an established painter-decorator, recognised in Italy, Dalmatia and Croatia, with over fifty realised
work, Inkiostri came to Belgrade, driven by patriotism and Pan-Slavic ideas, where he took on the role
of a lecturer in folklore ornamental decoration at the Beta and Rista Vukanovic’s Art School,"® where he
hoped to accomplish what Alfredo Melani did in Milan. He drew inspiration for his work from folk deco-
rative art, for he considered it to be the true spirit of a nation. Alongside Miloje Vasi¢, Milutin Valtrovi¢,
Jovan Cviji¢, and Andra Stevanovi¢, Inkiostri was a part of a generation of scientists and artists who, each
in their own field, dedicated themselves to a thorough study of Serbia and the region. Recording and
studying folk decorative and applied art, while visiting the territories in which Serbs lived, from Macedo-
nia, through Serbia, Montenegro, Herzegovina and Dalmatia, Bulgaria.

Besides his studies, during his stay in Belgrade, Dragutin’s artistic and creative oeuvre included a wide
range of achievements, spanning from interior decoration and furniture design for distinguished repre-
sentatives of the intellectual elite, such as Jovan Cviji¢, Senator Dragoslav Djordjevi¢ and politician Djord-
je Geni¢, along with interiors of public and state buildings: National Theater, three rooms in the Ministry
of Internal Affairs, grand halls of the National Bank and Third Belgrade Grammar School and Serbian
Pavilion at the Balkan Exhibition in London, right up to the decoration of Kolarac Pub and Dardaneli
Tavern." Inkiostri saw himself as the founder or institutor of a new style, a new artistic order based on
the interpretation of the “national spirit”, and therefore a member of that new Art Nouveau movement.
For, development and establishment of a theoretical foundation of one’s own creative work in the domain
of applied art which was in close connection with architecture, fit into the temporal context and the ten-
dency towards total design, which made up the foundation of secession. In his pre -World War | writings,
Inkiostri saw Art Nouveau as an artist’s response to the need for a creation of a novel style, which was
brought into being by individual artists or national movements with more or less success. Serbian his-
toriography notes that his creative work contradicted his theoretical point of view, for, in his writings he
argued against secession or “curved drawing”, meanwhile using it in his designs.’™

In fact, Inkiostri states that the pursuit of the new and different in some artists has led to the extreme
use of a curved whip-like line, which has become its own purpose, thus losing its geometry and shape,
but he does not reject secession as a style and actually seeing himself as an artist of the new art.™ During
the first couple of years spent in Belgrade, Inkiostri, in addition to designing a large number of interiors,

13 J1. TpudyHosuh, Cplicka upliauko-cnukapeka u ymemiHUYKo 3aHatlicka wkona y beotpagy (1895-1914),
Beorpan, 1978,190-214.

14 S. Bogunovi¢, Arhitektonska enciklopedija Beograda 19. i 20. veka: Arhitekti, t. 1I, Beograd, 2005; C. By-
neweswh, [parytiH MHKHocTpr Menerak, TMOHWP jyrocnoBeHcKor A13ajHa, beorpaa, 1998, 19-28;
MTb 3aocraBwThHa JparytiHa MHkrocTprja Mepetbaka, 1905-1912; B. Kpayr, ,CueHorpadu Hapog-
Hor nosopwLuTa y beorpapy”, loguwrbak Myseja ipaga beolpaga 14, (beorpan) 1967, 322.

15 I1. Bacuh, ,Ceuecuja y npumeneHoj ymetHocTH y Cpduju“, 36opHuk pagosa HapogHol myseja 12, (beo-
rpan) 1985, 73-82.

16 Although over time due to overall negative attitude towards secession, reduced his enthusiasm for
the new style, he remained committed to it till the end of his life - compare: [. Mtknoctpu Mepetvak,
[petiopohaj cplicke ymeliHocTu. benewike u3 Weopuje yMeWHOCTIU; U3 lpegasared y YMeliHUYKO—-34-
Halickoj wikonu y beotpagy, Beorpan, 1907; [. MHkrnocTpr Mepewak, Hawa apxuliekitiypa, beorpag,
1907; [. Hukuoctpn Mepervak, Hosu cplicku cttun, beorpan, 1910; [. HHkuoctpr Mepemak,
Moja teopuja. O HoBOj gekopalliusHoj CpUCKoj yMelliHoCliu U HeHoj TpumeHu. beorpan, 1925, MI'b
3aoctaBwTtrHa [parytHa MHk1ocTprja Mepemwaka, [parytvH HMukuoctpu Mepemnak, HapogHa
YMeWHOCW U HeHa TpUMeHd, He0djaBrbeH PyKOMHC, 1942.
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recieved a great deal of praise and positive reviews in the newspapers and won a gold medal at the 1906
Brussels Exhibition entitled “Art in the Home”"

OVERTURN

Very soon after the initial acceptance and great appraisal that Inkiostri received in Belgrade, there was a
sudden turning point in 1907. The reason for the change in public opinion was Inkiostri’s aspiration for the
interaction of architecture and decoration, which was reflected in three things: the proposal of decoration
for the facade of the Ministry of Education building in its own new style and two published theoretical
pieces “The Revival of Serbian Art”™® and “Our Architecture” ™ The cause of the change in the attitude of the
architectural expert public towards the work of Dragutin Inkiostri Medenjak was found in the fragility of the
architectural profession and in the presentation of views that were contrary to the ideological perception of
the national style.

At the end of the nineteenth and the beginning of the twentieth century the status of applied art and its
creators in Serbia was very low. It should be noted that applied art in Serbia during this period was called
decoration and that it was a second-class branch of art seen as similar to crafts and intended for women’s
entertainment and leisure.° The founding of the Beta and Rista Vukanovi¢ Arts and Crafts School was a
pioneering attempt, with an unhappy epilogue, that is taking over, the strife and the closing of the school,
so the work in the sphere of applied art in Serbia did not receive a professional acknowledgement - a
diploma of an artist.?! Simultaneously, Inkiostri’s lack of formal education and a final diploma, was a main
argument for the devaluation of his work.?2

On 25th November 1906, Inkiostri completed an exceptionally prestigious job, the decoration of the
building of the Ministry of Education in number two Kralja Milana Street.?® His work in the Ministry
included, apart from crafts and repainting of the walls, painting and decorating works that he performed
with Petar Ubavki¢ in the premises of the main entrance, hall and the “minister’s room”. (Fig.3) Inkiostri
was asked to design the interior and he provided designs for furniture for the cabinet of the Minister of
Education in a “Serbian style”, “all in woodwork upholstered with leather”, which was made by the Car-
penter stock society. This garniture, with some other works by Inkiostri, was chosen for a Balkan exhibi-

17 C. Bynewesuh, [palyliuH MHkuocipu Megerbak, GuoHup jyTocnoseHckol gu3ajHa, beorpan, 1998, 22;
AHoH., ,[Mocnatk Ha K3noxdy”, Manu xypHan (beorpapg), 16. 09. 1906; AHoH., ,PasHo”, Hosa Hckpa,
(beorpan) 1906, 318; AHoH., ,Halua nexopatreHa ymetHocT y bpucny®, TpiosuHcku tnacHux (Beorpap),
1.11.1906.

18 M. UHknocTpu-Menewak, Mpetiopohaj cplicke ymeliHociu. benewike u3 deopuje yMelHOCTU; U3 Tpe-
gasara y YmeliHuuko-3aHaiickoj wikonu y beotpagy, beorpag, 1907.

19 [. UHkunoctpu-Mepetak, Hawa apxuitiekitiypa, beorpaa, 1907.
20 B. Popovi¢, Primenjena umetnost i Beograd 1918-1941, Beograd, 2011, 11-21.

21 J1. Tpudyroeuh, Cplicka upliauko-ciukapeka u ymeliHUYKo 3aHallicka wikona y beoipagy (1895-1914),
beorpag, 1978.

22 There is no diploma in the legacy of Inkiostri to confirm that he formally finished Art Academy, and
even when he was hired as a lecturer, he was asked for certificates, which he did not provide. There is
only the testimony of the painter professor F. Simi in which he confirms that Inkiostri stayed with him
briefly and “showed special talent for art”: MI'b 3aocraBwtiHa JparyTiHa MHKkKocTprja Menetaka,
CBenovaHcteo npodecopa ®unagenda Cumuja, PrpeHua, 31. 05.1893.

23 AHoH., ,Hapoanu ctun®, [Monuttiuka, 26.11.1906.
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Fig.3

tion in London in the year 1907.2% Inkiostri’s work that he prepared for this exhibition attracted significant
attention in Serbian and received praise in London.?> Thus, encouraged by this extensive work that he
performed in the interior of the Ministry, excellent reception by the press, and compliments he received
from Minister Andra Nikoli¢, Inkiostri submitted to the Minister a plan and an invoice for a new decorative
solution to the existing facade of the building. As the original sketch has not been preserved, based on
descriptions and the invoice, it is assumed that the facade was designed in a secessionist style, for it was
stated that cement ornamentation would be covering the entirety of the facade with high and low relief,
then that the individual ornaments would be of porcelain in gilded fields, that there would be a gate and
nine windows made out of Oakwood with woodwork, and finally it was suggested that all non-decorated
spaces be lined with porcelain tiles that would mimic the masonry of the old Orthodox churches.2® Fol-
lowing the protocol, the Minister of Education sent a sketch with a pro forma invoice to the rector of the
university, Jovan Cviji¢, who forwarded it to the dean of the Faculty of Engineering, who submitted it to
Andra Stevanovi¢, head of the architectural department, who refused with extensive explanation. Andra
Stevanovi¢'s opinion, submitted to the Minister of Education follows his established pattern in rejecting a
project which starts by explicating the topic — a modern style, followed by a list of all that was wrong with
the sketches, while degrading the author and emphasizing his ignorance or lack of talent. It is interesting
that he also noted that the motifs used by Inkiostri were not all Serbian “that the otherwise meaningless
composition can be there considered even less Serbian”? and that in the concluding paragraph he offers
the Architectural section of Faculty to provide two new sketches by which the facade could be realised in
a Serbian-Byzantine style according to the designs of architects Milorad Ruvidi¢ and Branko Tanazevi¢.
“At the request of the Minister, the department tried to come up with a solution for a facade design in
a style that is not true Serbian, but can be called Serbian Byzantine in that the motifs were applied from

24 M. Topauh, 3ipaga MuHuctiapciisa lpocseiie, beorpag, 1996, 30; X. Jlucuuuh, ,JparytiH MHkuo-
cTpr — Menewak", 360pHuk 3a nukosHe ymeiHociu 1, (Hosu Can) 1965, 346.

25 Anon., ,Jedna pohvalna kritika”, Samouprava (Beograd), 12. 05.1907.
26 33CKTB, nocuje 3rpape Munuctapctea npocsete, Kpamsa Munana 6p. 2.

27 AC, ® Mnc, 1907, 10-101, MNrucmo Anape CreBaHoBrha MHUHKCTPY NpocBeTe M LpKBEHHUX MOCIOBa,
beorpapa, 15. 06.1907.
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the Middle Ages Serbian church buildings dating back to the time of Prince Lazar. The truth is, we have
no motives for profane buildings of that era, and in the absence of these, the department found that an
attempt could be made to successfully apply motives from sacral architecture to profane buildings and
thus create an albeit new style in the modern direction as Free style. And what a style for profane build-
ings that will carry a mark of the Serbian Byzantine character”®

The reasoning provided with the sketch reflects great contradiction both within the very idea of the Ser-
bian Byzantine style and with regard to the reasons for rejecting Inkiostri’s sketch. At the same time, it rep-
resents the struggle of two notions, a new one, striving towards modern unrestricted expression, based on
individual perception of the national and patriotic without a state-forming political background and the old
ideas, which were archaic and turned towards historical canons, embedded in an ideological national vision.?°

This example also reflects the offensiveness of professional authority where someone who was a deco-
rator dared to design the facade of the Ministry of Education. For Andra Stevanovi¢, demeaning a design
or the author and then making new sketches was not a single case but a common practice, whenever a
design would contradict his personal beliefs.3° Andra Stevanovi¢, an undisputed authority and founder
of the national style, as a German student advocated the Bismarckian doctrine that national architecture
should represent the style of a nation’s golden age - that is, medieval Serbia.3" In recent Serbian histo-
riography, by considering not only the content but also the semiotic meanings of the Serbian-Byzan-
tine style, a discourse on the interpretation of art and it’s function in the formation of national ideology
was initiated, whose leader, among others, was Andra Stevanovi¢ and which had deeper and broader
socio-political context.3> Combining national style with ethnographic, pagan symbols of rural areas was
completely unacceptable in order to form a desirable vision of a nation that sought its roots in ancient
dynastic lineages and a bright history, primarily to establish boundaries and justify territorial claims. It
was absolutely impermissible for the individuality of artists to step past formative national cultural mod-
els. The facade of the Ministry of Education was designed according to the project of Branko Tanazevi¢
in 1912, most probably according to a sketch that was submitted in 1907, which is one of his significant
achievements.®3 (Fig. 4) Given that Inkiostri’s sketch has not been preserved, it remains unknown wheth-
er and to what extent the Tanazevi¢ project relied on Medenjak’s original solution.

28 Mo xemn r. MUHHKCTpa oAceK je MoKyLLIao Aa [IoHeCe pelletbe 3a HaupT dacafe y CTHIY KOjU MCTH-
Ha HHje CPrCKH, anu ce MOXe Ha3BaTH CPIICKO BU3AHTMCKHM MO TOME LLTO Cy MOTHBH MPUMEHEHH ca
CPCKMX LpKBEHHX rpafeBrHa cpentber Beka v To Tpehe enoxe, Koja novutbe o noda Kxesa Jlasapa.
HctHa MK Hemamo MoTHBa npodaHix rpaheBrHa Te ernoxe, Uy HeAOCTaTKy OBHX, OACEK je HaLlao
[1a CE MOXE Ca YCTEXOM YYHHHTH MOKYLLAj Y MPUMEHH MOTHBA Ca LipKBEHHX Ha npodate rpahesrHe
M TUME CTBOPHTH HONE He HOB CTUN Y MOAEPHOM NpaBLly kao CnodopaaH cTun. A oHo CTHA 3a npodaHe
rpahesuHe Koje he HocTh obenexje cprcko BU3aHTHjcko.” Ibid.

29 33CKTb, nocuje 3rpape MunwcTapcTsa npocsete, Kpamsa MunaHa 6p. 2.

30 Case of rejection of Konstantin Jovanovi¢'s design for the building of Serbian Royal Academy: M.
Masnosuh, ,[eser neuernja 3aarba Cpncke akagemuje Hayka U ymeTHocTH”, Hacnehe 16 (beorpag),
2015, 33.

31 M. Masnosuh, Hukona Hectioposuh (1868-1957), beorpag, 2017, 27.

32 A. Kapujesuh, JegaH sek Tipaxkera HAUUOHANHOT clliuNa y cplickoj apxutiekmypu: (cpeguHa XIX - cpe-
guHa XX seka), beorpag, 2007; H. Makyseesuh, ,BusyenHa kynTypa HaLuHMOHaNM3Ma W KOHCTUTYHCaHe
npyBaTHOT WAeHTHTETa”, foguwikak 3a gpywiiseHy ucliopujy, (beorpapn) 2004, 47-63; H. Makyne-
Buh, YMelliHOCT U HauUoHanHa ugeja y 19. seky, beorpag, 2006; A. Ignjatovi¢, U srpsko-vizantijskom
kaleidoskopu: arhitektura, nacionalizam i imperijalna imaginacija 1878-1941, Beograd, 2016.

33 The sketch was developed by Svetozar Jovanovi¢, who was at the time architect at Ministry of Civil
engineering: M. Topauh, 3ipaga MuHuciapciisa tipocseitie, beorpag, 1996, 46.
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In 1907, inspired by his friend and intellectual patron Alfred Melani, Inkiostri published a long-awaited
publication, ,The Revival of Serbian Art”, outlining his views on contemporary creativity with a focus on
architecture that he considered to be the mostimportant branch of art.3* The publication was based on Ink-
iosti’s texts published in the daily press, as well as lectures explaining the necessity and possibility of forming
a new national style, primarily in architecture, which forms an inseparable whole with decorative arts.

In the same year, 1907, a book review of “The Revival of Serbian Art” by Branko Tanazevi¢ appeared in the
Serbian Literary Gazette, (Cpncku KrbikeBHH rnacH1K) which depicted in a negative tone both the theoretical

34 [. UHkrocTpn Mepetak, lNpetiopohaj cplicke ymeltiHociu. benewike u3 Weopuje ymeliHOCTU; U3 Gpe-
gasarba y YMelliHuuko-3aHailickoj wkonu y beoipagy, beorpan, 1907.
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and practical work of Dragutin Inkiostri.3> Thus, this extremely brief account, where the pejorative labeling of
Inkiostri gained the weight of factual reality found its echo not only in his contemporaries but also in Serbian
historiography, where Inkiostri was interpreted as someone who did not have a good understanding and knowl-
edge of the laws of architectural creation and, above all, of constructive relationships.3® Such an observation
cannot be taken as valid, since the construction of the furniture requires the knowledge of statics and forces,
admittedly to a lesser extent, but the relations and regularities are the same. Analyzing the drawings as well as
the individual interior design solutions, it is evident that Inkiostri’s work is directly related to Art Nouveau, where
columns or stairs take on interesting shapes inspired by folk elements with logically solved statics. (Fig. 5)

Itis not uncommon in historiography quotation that Mosa Pijade also expressed negatively about Ink-
iostri’s work, in article in which he analyzed all attempts to create a national style from Inkiostri, through
the creators of the Serb Byzantine style and Mestrovi¢’s work. Of all three attempts actually Mo3a gave
the most credit to Inkiostri, who was also his teacher at Beta and Rista Vukanovi¢ Art and Craft School.3’

Tanazevic's account of Inkiostri’s book is arguably far from a scientific presentation of the publication;
the negative attitude is not substantiated by facts, stating that Inkiostri’s “notes” are completely incom-
prehensible and somewhat incorrect without actually stating those incorrect pieces. He then argued that:
“... the author should not have accepted the work which was not within his reach and go into a field which
was unknown to him, and that his confidence was given to him by the fact that all learned heads ignored
his little texts too quietly. For, that the idea of using folk motifs is not new but that he was the only one
trying to apply it, and not quite successfully as is usually the case with non-experts... it is impossible to
apply folk motifs as the author imagined them - architectural forms came from constructive forms and

35 b. Tanazeswuh, ,[Mpenopohaj cpnicke ymeTHocTH”, Cplicku KrbUskeBHU TnacHuk dp. 19, cs. 11, (beorpan)
1907, 865.

36 M. Bacuh, ,Ceuecuja y npumetrbeHoj ymetHocTH y Cpduju”, 360opHuk pagosa HapogHol myseja 13-2,
(beorpan) 1985, 73-82; T. KopuhaHau, ,,JoBaH Lisujuh 1 OparytuH MHkrocTpr Mepemak”, loguwirbak
paga beolpaga 36, (beorpapn) 1989, 174-210.

37 M. Tujage, ,MBaH MewwTpoBuh v Texte 3a CTUNOM Yy Hawwoj ymeTHocTH”, y: O YmeTHocTH, (Beorpan),
1963,121-122.
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all that can be done to embellish these forms with folk motifs. Thus, national ornamentation is not the
same as national architecture.”*®

The concluding paragraph states that we have enough expertly educated architects who, if unable to
create something new, can still evaluate what can be done in the folk spirit. In his second publication,
“Our Architecture” from 1907, which may have been a response to Tanazevi¢’s account, and was certainly
a response to the rejection of his facade design, Inkiostri elaborates on the importance of forming a new
national style in architecture, (Fig. 6) noting that “...the structural part of architecture has so far been
separated from decorative, with only construction being considered as architecture and the decorative
part being subjected to the technical side” He wrote that “. today, if we want to create something new to
find a new form, we must also look for a new way of construction” **explaining that iron is now widely
used but that houses are still built as if they were made of stone, although iron is more resistant than
stone. At the same time, he reiterated his view of sacral architecture, the inspiration for which should

38 ,...ayTOp HHje Tpedano fa ce np1xBaTa Noc/a 3a Koju H1je [opacTao ..M Koju Npenasu y nose Koje
MY je HerosHato... Aa My je Kpusa [ano To LTO Cy CBe y4eHe rnaBe npehyTHo npenasuie npeKo mwe-
roBuMx manux tekcrosa. [la vaeja o NpUMeHH HapoJHWX MOTHBA HHje HOBa anv Aa je jeArHO OH TO
MoKyLLao Aa NpUMeEHH K To He Ball cpehHO Kao LLTO TO HECTPYYHH Jbyar 0dHuHO page... Hemoryhe
je NPUMEHHTH HapOAHE MOTHBE Tako Kao ayTop 3aMHLL/bA — apXMTEKTOHCKE opme Cy Npousalune
M3 KOHCTPYKTMBHHUX GOPMH M CBE LUTO MOXe Aa Ce Y4MHH jecTe fia ce Te hopme yKpace HapoOLHHM
MOTHBHMMA. HaLMoHaHa OpHaMeHTHKa HHje MCTO LITO M HaLMoHanHa apxuTekTypa.”: b. TaHasesuh,
LI 1penopohaj cpncke ymeTHocTH®, Cplicku KrbuxkeBHU TnacHuk dp. 19, ¢s. 11, (beorpag) 1907, 865.

39 [. UHkrocTpr Mepemak, Hawa apxuiiekiiypa, beorpag, 1907, 7.
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not be sought in medieval buildings, built by “the mediocre masters brought it from outside” and that it is
“just one branch of the Byzantine tree.*°

Carried away by the need to form a new style, and after experiencing an architectural work in Belgrade,
Dragutin openly expressed his disappointment with Belgrade’s architectural profession, criticizing archi-
tects as under-talented and uninterested, while rejecting the idea of creating a national style based on
medieval sacral architecture. (Fig. 7)

“However, today, unfortunately, it must be said that what for many centuries the Turks have not been
able to alienate us [from national art]....thanks to our architects, it is being successfully achieved. ... There
are even Serbian professors who say that the style that lies in the ethnography of a people is nothing
but a fashion that changes every season... Our architects sit on high inaccessible thrones wrapped in a
priestly mantle and throw to the people, in a grand style, a few phrases learned by heart, with incompre-
hensible content, like Oracles...”*

Over the next two years, the articles of Branko Tanazevi¢ “Something about the construction of village
schools”, “Decorative painting of our church buildings”, “Serbian architecture, its restoration and its appli-
cation to church and profane buildings” accompanied with articles of Dimitrije T. Leko, were published in
the Serbian Technical Gazette (Cpnckom TexHuukom nucty).*2 The series of texts, as an indirect response
to Inkiostri’s theory, were intended to reinterpret ideas and theories from the “Revival of Serbian Art”
and “Our Architecture”, so that they are rendered acceptable without much change of substance, except

40 Ibid.

41 ,MehyTim paHac ce Haxanoct mopa pehu, aa OHO LWITO KPO3 BHLUE BekoBa TypLu HWUCY MOT/IH fa
Hac U3pofe. .. 3aC/yroM HalliMX apxuTeKaTa ca yCrexoMm e MocT13aga... Yak MMa W Halwux npocde-
copa Koju Befie ia CTHIT KOjH1 JIeXH y eTHorpadHj1 jeAHOr Hapofa HHje HULLTA ApYro Hero Moaa Koja
Ce Meha CBake ce30He ... Halliu apx1TeKTH cefie Ha BUCOKMM HETMPHCTYNHUM MPECTONIMMA YBHjEHH Y
Heky ceeheHHUKy MaHTHjy 1 oTyAa dauajy paju y BEIMKOM CTHIY HEKONMKO (pasa HanameT HayueH X
HecxBaT/bHBe caapxute nonyt Opakyna...” Ibid, 5-7.

42 b. TaHaseswh, ,HewTo o rpafjery ceockux Lkona”, Cprcku TEXHUUYKH IKCT rog. 19, op. 11, (beorpas)
1908, 2-3; b. TaHasesuh, ,, [lekopaTHBHO CIMKapCTBO HaLLMX LpKBEHHX rpaheBrHa“, Cplicku exHuu-
KU nUCl rog, 20, dp. 23, 24, 25, (beorpan) 1909, 185-187, 193-195, 201-203; b. Tanasesuh, ,Crapa
Cpricka apxHTeKTypa, teHO 0DHaBsbatbe M heHa NpUMeHa Ha LipkeeHe 1 npodaHe rpahesuHe”, Cpn-
CKH TEXHUYKM NHCT rop. 20, bp. 7, 8, 9, (Beorpapn) 1909, 49-51, 57-58, 65-68 ; [. T. Jleko ,Mucnu
o MoryhHocTH npumeHe cpnckor cTuna”, Cplcku WexHUYKU nucli rof. 19, cB. 25, (beorpan) 1908,
233-234.

134



in the domain of sacral architecture. Tanazevi¢ explains that at Andra’s initiative in 1907, a budget for the
study of antiquities and handicrafts was set up, to be dealt with by an archaeologist, an architect and a
historian. He also informs his readers that Stevanovié, in his works “Old Serbian Church Architecture and
Its Significance” and then in the text “Sketches for the New Church in Topola” explains very well which
models are needed and desirable in forming a national style, primarily those of sacral architecture in
Serbian-Byzantine style

After 1907, the professional reputation of Inkiostri was shaken. The same year his friend and patron,
Jovan Cviji¢, entrusted him with the decoration of his own house, including the entire furnishing.** In
this work, Inkiostri succeeded in realizing his vision of a new national style through total design, imbued
with the Art Nouveau movement incorporating folk motifs and symbolism. (Fig. 8-10) The interior of
the house of Jovan Cviji¢ as a unique preserved interior before the First World War testifies to the cre-
ative achievements of Dragutin Inkiostri, which are conceptually based on the Stile Floreale imbued with
knowledge of the ethnographic motives of the Balkans. Although the press described it as a remarkable
and possibly some of the best of Inkiostri’s work, the interior of the house of Jovan Cviji¢ did not improve
the position of Inkiostri in Belgrade.*> Over the next two years, he received fewer orders and mainly
devoted himself to the study of folk motifs throughout Serbia while giving lectures on the new folk style.
In 1910 he produced a large exhibition, which sublimated his research into 240 drawings made over the
past two years, with a lecture on Serbian folk ornamentation and style. The attendance of the lecture and
exhibition was extremely poor, although it was positively followed in the press.*¢ Dragutin’s exploration
of Serbian folk decorative art and his attempt to revive it through artistic work receives confirmation in
recognition given to him in 1910, on the occasion of the opening of the exhibition, whose signatories were
prominent Serbian artists, architects, and scientists: Petar Ubavki¢, Dorde Jovanovi¢, Petar Bajalovic, Jo-
van llki¢, Simeon Roksandi¢, S. Zori¢, Jovan Dudi¢, Dorde Bajalovi¢, S. Todorovi¢, D.S. Stevanovi¢, Uro$
Predi¢, Jovan Cviji¢, Marko Murat, J. Konjarek, Rista Vukanovi¢, B.S. Nikolajevi¢, S. Trajanovié.*”

However, even this recognition did not substantially change his shaken position - jobs and orders were
small and not overly significant — until the invitation to decorate the Serbian Pavilion for the 1912 Turin
Exhibition. However, as the work was done under the supervision of architect Branko Tanazevi¢, Inkiostri
was completely stifled and failed to realize his ideas, which was a fundamental objection to the foreign
depictions of the Serbian pavilion.*® After the 1912 exhibition in Turin, Inkiostri left Belgrade.

43 b. Tanasesuh, ,Ctapa cpricka apx1TeKTypa, heHo OOHaB/batbe M theHa MPUMeHa Ha LipKBEHe W Npo-
taHe rpahesure”, Cplicku TexHU4KU IUCT rofl. 20, op. 7, 8, 9, (beorpaa) 1909, 49-51, 57-58, 65-68.

44 T. KopuhaHau, ,JoBaH Liujuh v OparytuH MHk1ocTpn Mepemnak”, foguwieak Tpaga beolpaga 36,
(beorpan) 1989, 174-210.

45 AwoH., ,MHkrocTtpo Lpujuhy”, TplosuHcku tnacHuk (Beorpap), 15. 03. 1908; AHOH., ,YMeTHoCT Ap.
Ligujuhese kyhe”, Cpduja (beorpan), 24. 04.1908.

46 AHOH., ,JaBHO Npepasane”, Beuepre Hosoctiu (beorpag), 08. 05. 1910.; AHoH., ,[Mpeaasake o cpn-
CKOj OpHaMeHTHLH u ctuny”, Camoyiipasa (Beorpap), 08. 05.1910; AHoH., ,[oBofom HHkHocTpujeBor
npenasatba’, Hoso Bpeme (Beorpan), 12. 05.1910.

47 [I. WHkroctprn Mepenak, Hosu cpiicku citiun, beorpag, 1910, 43-44; . UHknoctpn Mepenak, Moja
weopuja. O HOBOj gekopalliusHoj CpicKoj yMelHOCTU U FeHoj ipumeHu, beorpap, 1925, 9.
48 C.Byneweswh, [palyiuH MHkuoctipu Megetvak, GuoHup jyTocnoseHckol gusajHa, beorpan, 1998, 28.
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CONCLUSION

Since most of Inkiostri’s work has been lost over time, it is difficult to assess his creative oeuvre, but in
the early twentieth century in Serbia he certainly represented a unique artist who, with undoubted tal-
ent, created works of high quality in almost every field of applied art. Today he is known as the founder
of applied arts in Serbia. In his work in Serbia and Belgrade, he had no contemporaries who were active
in all fields of applied art and had no direct followers. The more serious engagement and acceptance of
applied art in Belgrade began only after the First World War, especially in the field of graphic arts, and the
significance of interior decoration in Belgrade came through the work of the young post-war generation
of architects.

Inkiostri’s attempt to uniquely perceive architecture and interior remained permanently marked by
the negative qualification of contemporary architects, preventing the development of a style that could
have been unique. It was not possible to achieve steps and a different expression, with the rethinking of
established dogmas in a small and closed environment intertwined with family, friendship and business
relationships by a partial foreigner. Dragutin Inkiostri’s work deserves a deeper and more comprehensive
analysis and revaluation in the light of a comparative analysis of the actions and influences of Style Flo-
reale and his protagonists with whom the Inkiostri was involved.
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Inkiostri Medenjak, unclassified research collection]:

» Aytobuorpaduija, maj [Autobiography, may] 1942.

e Attestato Scholastico Dall'l. R. Scuola Reale superiore in Spalato il 5. Ottobre, 1892,
CBeio4aHCTBO 0 3aBpLueHoj peantuu, Cnaut, pynnukar [Highschool diploma, Split, duplicate], 5.
10.1892.

» CeepovaHcTBo npodecopa Punanenda Cumuja, upeHua, [Certificate from Professor Filadelfo
Simi, Florence] 31.5.1893.

e [lparytnH Hukroctpn Mepetrak, HapoaHa yMETHOCT W teHa npuMeHa, HeodjaB/beH pyKornrc
[Dragutin Inkiostri Medenjak, Folks art and its application, unpublished manuscript] 1942.

 Mceuu 13 HoswHa [press clipping].
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3aBOA 3a 3aLUTHTY CrioMeHHKa KynType rpaga beorpapna [Cultural Heritage Preservation Institute of
Belgrade]:
 [locuje 3rpase MuHucrapctea npocsete, Kparsa Munana op. 2. [file of building of Ministry of
education, Kralja Milana 2.]

Mapwuna C. MNasnosuh
HOBO YHUTAKE HALLHOHAJTHOT CTUNIA OPATYTHHA HHKHOCTPHJA MEOEHAKA
- CELLECH)A UMK TPAOHULHJA / BU3AJH HTH APXHTEKTYPA

Pe3nme: Jparytut MHkrnoctpr Menenak poheH je y Cnnnty 1866. ronrHe. Yutasor xusoTa duo je nocseher
ymeTHocTH. Of HajpaHHje MNaZiocTH pafHo je Kao MOMONHHKK CBOT oL@ apx1TeKTe, fAa ov o4, 1892. ronuHe ro-
xahao wkony cnukarba y @rpeHuu. MoHeceH NaTpHOTH3MOM M NaHCNaBEHCKOM HMAEjOM 1905. FOAHHE [onasu
y beorpag, roe ce 3anoLubaBa Kao npefasay honKIOpHO OpHaMeHTasHe fekopaLiyje y YMETHHUUKO 3aHaTCKO]
wronu bete u Pucte BykaHosuh. MHcnupauujy 3a cBoje cTBapanaluTso Lpreo je U3 HapoaHe AeKopaTHBHe
YMETHOCTH, cMaTpajyhi fa je oHa oapa3s MCTMHCKOT Ayxa jeiHor Hapoaa. Ha ocHoBy HMCTpaxuBatba, NOTKpe-
M/bEHMX COMCTBEHOM MHCMMPaLMjoM, hopMHpa TEOPH]y HaLMOHATHOT CTHNA KOjy M3N1axe Y 0djaB/beHUM fe-
NMMa Kao WTo je KhHra Mpenopohaj cpricke ymeTHOCTH WnK Hatwa apxutekTypa. JparyTHHOB YMETHHYKH U
cTBapanayku onyc Tokom dopaska y beorpasy, 0dyxsatao je WHpOKH A1jana3oH NocsoBa of U3paje fLeko-
paLMje M HamelUTaja 3a yrnefHe NpeAcTaBHUKe WHTENEKTyasHe efinTe OO C/IMKatba Ha CBHH M rpadrukor
nu3ajHa. Mehytum, ydp3o nocne noueTHor npuxsatatba y deorpanckoj cpeartu, Beh 1907. rofrHe Teopujcke
nocTaBKe afik K CTBapanaluteo MHKMOCTpHja SKBa M3N0XKEHO KPUTHKaMa W TO MPEBACXOAHO Of, POAOHAYEHH-
Ka HaunoHanHor ctina y Cpbuiju, Anape CreBaHosuha v bparka TaHaseswha. MoBog je drna MHkuocTpujesa
TeXHa Ka MHTepaKLMjH apXHTeKType W JeKkopalivje, Mpe3eHToBaHa NyTem npepsiora fekopauuje 3a dacany
3rpafie MHUHHCTapCTBa NpOCBETe Y COMCTBEHOM HOBOM CTHAY M ABa 0bjaB/beHa TeopHjcka ena Mpenopohaj
cpricke YyMeTHOCTH M Hallia apxuTeKTypa. Y3poK H3MeHe CTaBa apXMTEKTOHCKE CTpyYHe jaBHOCTH Npema aeny
[OparytvHa MHkHocTpHja Meperbaka, HanasHo ce y CyperHBOCTH apXHTEKTOHCKe CTPYKe, jep je npumMerbe-
Ha YMETHOCT dWna nepumMnupaHa Kao ApyropaspefHa, kao U YMETHHLM KOju Cy je CTBapanu W Takohe 36or
HMHKHOCTpHjeBOr M3HOLLIEHbA CTaBOBA KOjH CYy DMK Y CYNpPOTHOCTH Ca MAEOOLIKOM NepLENLMjoM HaLMOoHan-
Hor ctuna. Kputrka CreBaHosuha v TaHasesuha npBeHcTBeHO je ocnopaBana MHKHOCTpHjeBO pasymeBarbe
apXUTeKType OAHOCHO MOryRHOCTH MHTepaKLMje feKopalije W KOHCTpYKLHMje YMMe je yjeaHo nosoheHo y
MUTakbe K HeroBo TEOPHCKO NONasvLLITE NPUMEHe arnk W pasyMeBatba HapOJHE OPHaMEHTHKE W HaLlMOHaHor
cTHna y GyHKLUMjH apXHMTEKTOHCKOT CTBapanaluTsa.

Kako je Behn neo MHkuocTpujeBor cTBapanallTBa BpeMEHOM HECTao Bafop3alivja HeroBor yMeTHHUKOr
onyca je He3axBasiHa, au je OH 3acurypHo, y Cpduj1 noyeTkom aBazieceTor Beka, NpeAcTaB/bao jefMHCTBEHOT
YMETHHKa KOjH je Ca HECYyMHHBUM Ta/leHTOM Kperupao Aefa BUCOKOT KBa/luTeTa y roTOBO CBHM 00/1aCTHMa Mpu-
MeteHe YMTHOCTH. MHKHMOCTpHjeB MokyLUaj jeIMHCTBEHOT NepLMmHpatba apxHTEKType U eHTepHjepa 0CTao je
TpajHO odenexeH HeraTHBHOM KBa/M(HKaLMjOM apXHTeKaTa caBpeMeHHKa, YuMe je oHeMoryheH pasBoj HH-
AMBHAYaNHOT M CAMOCBOJHOT CTHIIa y apXHMTEKTOHCKOM cTBapanalutey Cpbuje.

KnbyuHe peun: JparytiH MHkuocTpru Mepetbak, HalLMOHanHH CTHA, ceLiecHja, MpUMerbeHa YMETHOCT, eHTepHjep
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