





Kopune: Maun 1V, y e Ha nnaatny, 1962, getas, BaacHuintso Myseja caspemene ymjerHocTu Perrybanke Cpricke
Facing page: Mill IV, oil on canvas, 1962, detail, property of Museum of contemporary art of Republic of Srpska

2. u 3. crpana: Ilejsax, yae na naatny, s.a. 4eTasb, BAaCHUIITBO

page 2 and 3: Landscape, oil on canvas, s.a. detail, property of a UniCredit Bank Banja Luka

126. 1 127. crpana: Cyrypaunja, 1960, ybe Ha 11aaTHy
page 126 and 127: River Suturlija, 1960, oil on canvas



$?Jg] CABPEMEHE YMJET! HO%

[ Bl |

PEINYBIKE CPIICKE

A/0J3 hYPUhR

1933-2007

Z CURIC

2009



Y mcropujckoM camjedy M KOHTHMHYNUTeTy Aorabama Ha I4aHy AMKOBHUX YMjeTHOCTU Y
Jyrocaasumju, miecra detteHnja XX Bujeka, O3HaueHa je HajOypHMjoM. Y 150j je, TOAMTUKOM HaMeTHYTa,
colpeaAnCTdKa TeOpUja paHOT ITOCAMjepaTHOT Iepuoga Iodeda aa racHe. Cse cy pjeba Omaa
VIIyTCTBa KOja Cy AUKTHpada Ja yMjeTHMUIKO AjeA0 Mopa IIOKa3MBaT OAHOC IIpeMa >KMBOTHO]
CTBAPHOCTM COIIMjaAMCTMUKOT 4YoBjeka. Ila mmak, Hu y bocHm m XepueroBmHmu, HU y ApPyTUM
AujeAoBUMa Jyrocaasuje, colipeaansaM Hije 010 caMO KpaTKa eln304a Koja je ca TeopujcKe CLieHe I
13 IIpaKce HecTasla OHOT MOMEHTa Kaja je 40I140 A0 IIpeKa Be3a ca 3eMabaMa COIMjaaVCTUUKOT
(ncrounor) 6aoxa. Ocaobabame o4 compeaamsma y bocunm m XepiieropuHu je 0mMo moceGHO
AyTOTpajaH Ipoliec, MOXKAa 1 300T Tora IITO Ce, 3a Pa3AUKY O APYIUX CPeAVHa, Y IbeHOM IIeHTpY,
raje je 61o ckoHIeHTpucaH Hajehu Opoj yMmjeTHIKa CBMX reHepalyja, HICY ycIjeBade Aa OApKe
rpyIe Koje OM HacTyInAe ca HeKMM MaHM@pecToM nan 6e3 mwera. buao je mokyimaja - Kao ca rpyrnomM
,CapajeBo 55”- unju cy 4aaHOBM peAyKLIUjOM IIpeJiMeTHOI MHBEHTapa M HeroBOor cBobhema Ha
acolyjaTuBHe 1A eBOKaTIBHe el1eMeHTe, 1Al Ha Tpary ogpebeHor mogepHuTtera. OBa rpyma Omaa
je KpaTKor gaxa, oAp>Kaaa je caMo Asuje n3a0x0e, y CapajeBy u beuy. Mebytuwm, ncre roante, gaaexo
o4 11eHTpa, o4 Capajesa, y bamaayiu ce popmupaaa rpyma ,,Yersopuria”. Pasaore cBor okyIibarba
objacHMAM Cy y ABa IIpeATroBOopa, HaAuK MaHM(peCTuMa, y CKPOMHUM KaTal03VMa CBOjUX ITPBUX
1320x0m. I3 gocaganimnx, A0KaAHMX, TyMaderba ¥ TEKCTOBa O OBOM OarbalydKkoM (peHOMEeHY cTuJe
ce yTHCaK O M3y3eTHOj IoceOHOCTM oOBe rpyile. /JerasbHnja cTyAuja Ou MokKasada Jda Cy, Y MCTOM
IepnoAy, Ipollecu OCHUBama Ipyla y AMKOBHOj YMjeTHOCTM Jyrocaasuje OmaAM IlapaleAHU U
CMHXPOHM3UpaHU U AaTyMcKu 1 npodaeMmckn. Ha xourpecy CY/V]-a ogpxanom y Oxpuay 1953.
roAMHe, AOHEeCeHa je Iperopyka O ,,KOPMCHOCTI ¥ HEOIIXOAHOCT! OCHMBambha YMjeTHUUIKIX IpyIa y
CBUM CpeAMHaMa rge 3a To mocroje ycaosn.” Tako, Te ucre roaune y MakeagoHuju crapTa rpyra
»JaHec”, ca MaHM(pecTOM y KOjeM M3HOCU IHJeje O ,0cCAambalby Hallle YMEeTHOCTM Ha CBeTCKa
Aocturayha, 60pOu IpOTUB 3acTapeAnX AMKOBHIUX CXBaTaiba, CTBapama HOBe AMKOBHE IyDANKe 1
BacIlMTaBama heHor ykyca». Oner, ucre te rognne un y /byosanu je popmupana ,I'pyna 537, ,ca
JKebOM Ja KpeHy Jabe 04 yrabaHUX cTaza” U Ka Tpakemy ,MOTryhHOCTM HOBMX cTaBOBa y OKBUPY
¢urypanmje”. Hapeane, 1954. y beorpaay craprajy , [llecropuiia”, a y caxeaehoj 1955 roaunn, maao
rocanje Oamaayuke ,Yersopuue”, un ,Jerembapcka rpyna”. I'pyre cy ce Takobe ocHuBase u u3
pasAora HeKPUTUYHOCTU I HeCeAeKTMBHOCTU KOAeKTMBHMX M340k0mu, m 1o Beh 04 mouerka
JAeniennje n npuje HapegeHor Konrpeca, nonyr rpyne ,,Camocraann” y beorpaay 1950. roanne.

Pasaor sa popmuparbse rpyne ,Yersopuiia® Huje go11ao u3 TakBux 1odyaa jep y bamaaymm
HUje O1/A0 HEeKMX 3HaYajHUjUX HU YMjeTHIKa, Hu MaHn(ecranyja. Yaanosu rpyne: dyman Cumuh,
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Ensep llITaso, Azojs iypuh u bexnp Mucupanh, Berenja, 60-te roanme
Enver Staljo, Alojz Curic, Bekir Misirlic, in Venezia, "60s

Ax0j3 Rypuh, bexup Mucupanh n Ensep Illtaso, crapraan ¢y y IpUANYHO IIPA3HOM IIPOCTOPY,
ca ,uaejom” aa he um OuTH «aaKire XXuBjeTy, paAUTH U AjeA0BaTU Kao CAMKapuMa, ako Hac OyJe
BUIIE MAaAuX AyAu 3ajeaHo. Hukaa y HammMm pasropopuMa HIUCMO IOAa3UAU OJ HEKOT
MaHudecra, o4 Heuer IITO 61 Tpebaao MOCAYKUTH Kao akcuoM okymaama.” (E. Illtaso). Adaxae,
]Pa3oT 3a IIXOBO OKYILbae OMO je Y CTUIIajy OKOAHOCTH, a OHO IITO je AM4ILAO Ha MaHuecre, 4010 je
kacHMje. OKOAHOCTH Cy Ce cacTojade 04 UMibeHMIla 4a Cy CBa YeTBOpuUIla 3aBplinia /AMKOBHI OACjeK
Ha Burmoj meaarormkoj mkoan (Cumumh n Mucnpanh y bawaayny, a hypuh n llltaso npsy roansy
Takobe y bamaay1u, koa npo¢. boxxe Huxoanha, a apyry roanny y Capajesy raje je oacjek 6mo
npedadeH — ko npod. Pagenka Murmesntha), 4a cy cBu 6man AMKOBHU I1eAaro3! U Aa Cy CBU XTjeAun
Aa ce, TIope, TOT TTO311Ba, 03011/bHO OaBe 1 canKapcrsoM. Ja cy ,,Yetsoprma” y mepuoay nsmeby 1955. n 1961.
roaviHe O1AM OCOBMHA 3a caB KaCHUjI pa3BOj AUKOBHe yMjeTHOCTH Y bamaay1in, Kao 1 3a BacnuTame
AVIKOBHe ITyOAMKe 3a HOBO IOMMarbe cauke, eh je eaabopupaHo y HU3Y CTpa’kMBavYKUX IIpojeKaTa
ny buX, n y bamaaynu. Ta ncrpakusama cy nmokasala 4a je CBaki 04 YeTBOpUIle ayTopa MMao U
AVIMHM CTaB UM CBOj MOJeA cAMKe, Oe3 0031pa Ha UMIbeHUITY 4a Cy CBU HOYMIbaAl O/ OCAMKaBara
MOTHBA U3 3aBMYAjHOT aMOMjeHTa, aau Ha pelyANBIMA AMKOBHIUX aBaHIapAM U3 IIpBe MoA0BUHe XX
BUjeKa, ¥ Kpo3 0AHOC DalllTHe U MOAEPHOT U3pa3a, Tj. y peayKuuju (, TpaHcgopmanmju peaaHor”)
Tpaxkuan esoaynujy. To je sHaumao — yKuAame TPOAMMEH3VMOHAAHOCTY, AOKaAHe Ooje mu
Moayaanuje. [Ipeamerte je Tpebaao cBecTu Ha 110Xy, O0ja je Tpebasa A0KuBjeT MeTaMOp(O3y.
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Texxma 3a crajarbeM HallMIOHaAHOT ¥ MOJAepHOT OUTHO je obumexje VI genenuje XX Bujeka.
IToHOBO ce akTyeausupa pereproap TeMa 13 JOMeHa Ky ATYpHOT nau eTHorpadckor Hacaeba, Tpara
ce 3a AMKOBHOM MOP(]0A0T1joM KOja 01 61aa 6asupaHa Ha Hal[MIOHAAHOM CeHTUMeHTY. A nzabpaHu
MOTUB ce He OMpa pasu YMCTOT pelpoAyKoBamba. 3a BeAMKY BeNMHY TaJalllbUX jyTOCAOBEHCKMX
yMmjeTHUKa odpebenn wmotms mipepamthe y mbuUX0B HpenosHaThusu 3Hak. Onm he ra
TpaHcpopMucaTy, pa3laraTu UANM CUHTeTH3upatu nomohy Ooja m o6amka, 3adp>Kasajyhm ra Ha
rpaHnyHoOj AnHuju naMeby ¢uryparusHor n arncrpaktHor. MHOTMMa je jeAaH MOTUB ITOCAY>XKIO 3a
HacTaHaK MHOIIITBa CAMKa, a HEK! Ta ce HICY HuKajda Hu oapekan, (I'anxa nan Inmynosuh wip.).
Tpaxeme Teme 1 MHCIIMpaIyje Ha BAaCTUTOM TAY,y TO BpujeMe 010 je 1 MOTO ITpodpecopa HaIloj
,Yersopurin”: boxxu Hukoanhy n Pagenky Murnesuhy. Ilpsu 1 Huje Oarm Omo mpeg AnaemMom —
KaKoO O/ MOTHBa HallpaBUTU CAMKY KOja He Ou O6maa mMuTaiiuja seh xpeaiiuja, IIomro je u y oBoj
AelleHIjI FeTOBO CAMKapPCTBO 3a4p>Kal0 CBOjCTBa IOETCKOT peaaun3Ma U3 YeTBpTe AelieHlje BijeKa.
Apyru, Muresuh, spatuo ce y bocny aa 6u ,,61o caukap bocHe” 1 meHe pycTuUdHe cHare, aan 1 Aa
61, mpeko oapebeHnx reMa ncTpakusao came raacTUIHe e1eMeHTe CANKe.

Ose asuje anmanoctu Ouhe, gakae, u npodgecopu Aaojsy /Aojsu hypuhy, koju he, kaga crynn
Ha yMjeTHIMUKY CIIeHy, 3aje4HO ca OCTaAoM TpojurioM us ,Yersopuiie”, mnokasaTu pagose KOju Cy,
IIITO je ¥ HOpMaAHO, OuAM y Hens0dje>kHUM cdepaMa IpodecoOpCKUX yTullaja U Tpaxkema Apyrux
ysopa. Illta je nsaarao Ha npsoj n310x0u I'pyne, y HopeMOpy 1955. roanHe, mocanje nospaTka ca
oAcAy>Kema BOJHOT poKa y 3arpeOy, nsyses noprperta ,,badbe Karte” (cauysaHor y ocTaBlITIHMI), 113
nepuoJa 1mkoaosama ko4 b. Hukoamha 1953. roaune n ca mpadypama kao 6opama Ha Auly,
KaKBIM Ce, Y jeAHOM IIepUOAy CAy>KIO U y4uTedb, HUje HaM IO3HaTo. 3HaMo Ja je y Toj rogunu seh
6uo 3amoueo pag y IUKAycuMa, IITo he OMTH TpajHa KapaKTepucTuKa merosor omyca. Onm he
IpeAcTaB/baTy IjeANHY 3a cebe, aau ¥ Ha3HaKy HeKMX MHOBallMja y merosoM pady. Ty roauny he
00MBEXXUTU ITUKAYC IIpTexKa 1104 HacaosoMm ,Tparom Koumhesux mpuua”, kojer he napeane
roAuHe IIOKa3aTy Ha 1310X0u mocsehenoj osowm mucily. BjeposaTHo je 1oBog 3a HacTaHaK OBOT
nuKayca 6mao obmmexasarbe 40 roguHa oa Kounmhese cmprtu. Teme Kounhesux mpnua 6uhe,
TokoM ‘Rypuhepor meaaromkor pajda, decT 3ajaTak 1 3a merose ydeHmke. Hekm og Hajoosmx
pasosa O6mhe mcKopMIITeHN Kao MAyCTpallMje Y KacHUjUM M3JarbiiMa Pe3ANIUTUX JAjeda OBOT
KibJDKeBHIUKa. [Ipes amaemom ,1mTa M Kako” IIpTaTu MAM cAMKaTty, osu Ijptexku Hehe ocratn
npoaasHa enmusoga, seh he Oournm narosjemraj ga he Rypuh mowyern sa mokasyje cKAOHOCT Ka
oapebeHoj BpcTu Iejsaka y KojeM MMa HeKe poOyCHe SKMBOCTH M CHa’KHe gpamaTuke. A Kaja je y
nuTamy Gurypa u pujerke GpurypaTupHe KOMIIO3UIIMje ca AbyAUMa U KUMBOTUIbaMa, yourhe ce Aa ra

BUIIIE 3aHMMa BUX0B ogpebeHn Tum nam cras, BuIlle IOKpeT HETO MHAMBUAYaAHa OCOOEHOCT. 3aTo
y HeTOBOM OITyCy CKOpO Ja U HeMa ITopTpeTa. A OHO HEKOAMKO pujeTKux ogasahe yTucak aa je,
IIpeKO eKCIIpecroHUCTIYKe JedopManyje 004MKa, XXYpHO Onmbexmo cBoje ysdybeme mpeg
TparosuMa /AYyACKe ersucTeHlyje, ylpTaHe yIAaBHOM Ha AMI[MMa ropllTaka uAu csoje Oake ,Ha
Kpajy yta”. VI3 Bpemena npumagxoctu I'pynn kao jegHa o4 IpBux cAnka pabena ysem Ha 11aaTHy,
0CTao je U jedaH — HEeTOBOM MPOHIjCKOM AUCKYPCYy CBOjCTBEH — ,, AyTtontopTpet”. Pujed je o purypu
Maaauha Koji je CHa>KHO 3aKOopadno Aa OCBOju CBUjeT. BjepoBaTHO je IpBOOMTHI Ha3UB CAMKe OM1O
,VIrpau”, a oHaj o4 KojuM ce cAmKa KacHHuje n3aaraaa ,Ayronopret — Vrpau”, 204at je kacuuje. Og
MPTBUX IIPUPOJA, y OCTABIITUHM Ce Kao TeMe HaJa3e caMo ABa paja: HeJaTupaHu aksapea ,Jyme”
u nprex tymeM , Ilocanje rosde” s 1957. roaune.

I'enesa hypuhesor 06AMKOBHOT IIpolieca YIA1aBHOM ce o4Bujada 40 1965. roanHe 1 nyHa je
pasHOpOAHUX MOJeaa TpaHcpopMalirja, paso0andasama 1 gepopmanuja. Y moj hemo nahu gjeaa
nonyt , Kamenux csarosa” u ,Jjesojaka” n3 1958. rogune, pabena y temmepm koje ce — 1o
BAaCTUTOM IpU3HaIY — AYTO HUje Morao ocaoboautu. Ta gjeaa cy BjepoBaTHO Omaa AMO jeAHOT
LIMKAyCa AU MOXKJa CaMO cepuja camKa Oe3 IIeHTpa I aklleHTa, Ha KOjuMa — ca CTaHOBUIIITa Pajibe
— BJAaja HeKa OKaMmemeHa craTugHocT. OHe y ceOu mmajy 1 HeKy apaOecKHOCT U A4eKOPaTUBHOCT,
IIOCTUTHYTy TPaHMYHOM KOHTYPOM KOja paBHOMjepHO omebyje obojeHe maoxe, IocHe (akType,
MaTepuje 0e3 cjaja. Y HEKOAMKO Iej3a’ka ¥ aHMMaAMCTUIKIX KOMIIO3UIIMja 13 TOT Ileproja 1Uma, 1o
"hypuhesom BaacTuTOM IpU3HaIY, HEKOAUITMHA CAMKA 104 ounUrdeAHnM /ybapAuHUM yTuUIajeM
y oaMjepaBamy edekaTa 004AmuKa 1 60ja 13 pyAMMeHTapHe, HelICKBapeHe IIpupoJe. Y30p cy UM Ouae
oe /ybGapannHe camke koje je Mmogpar b. Ilpormh cBpcrao y ,cdepy acoumjarmsHOr
eKCIIpeCMOHI3Ma, IIOHeKa/ I Hagpeaau3Ma».

Y untepsjyy xoju je ca hypmhem, Mucupanhem u llltasom, soano Vipdan Xopososuh 3a
peTpocrieKTuBHM KaTaaor ['pyrie, mramMmnaHoM y3 13a0X0y ogp:kany 1980. y 6amaayukom Jomy
kyatype, hiypuh xaxe ,Oa boxxe cam mpuMmo Ty MaHUPY 4a 1AeM TpakKuTu pyuHe, crape Kyhe, n
Ha KOHIIy TO Ce 3a MeHe IIPeTBOPIAO0 y HeKy BPCTY COLIMjaaHOT 0OAHOCa... VImao cam okoa0, pTao u
Tpaxkuo csoje MoTuse. Tek Kag cam otumrao y Mpkomnh, Hamrao cam ce Ha cBoM TepeHy.” Tako
1958. - a Ouhe nx u xacHmje - HacTaje 6e30poj IjpTesxa Mpkomwnha 1 okoarHe. MHOTHU 04 BBIIX CY, jOIIT
yBUjeK, nmoapebenn peaancrudkoj ecreTuiy , Moxk4a Ccy 1 HOTIyHO gakTorpadpcki, 401majy ce Kao
HeKI AyT BaCIUTamy Ha AOKa3aHUM IpUHIUINMa GuUrypaTusHe ymjeTHoctu. IIpeko oBux MoTuBa
hypuh je cxsatmo aga Mopa mMMaTH HerocpejaH KOHTakKT U ca cBuM chedehmm. 3aTo 6esbpoj
LIpTeXka HacTaje Ha caMOM MjecTy A0KIB/baja, TaMO Ije je 044a310 ca IallipoM, TyIlleM, KUCTOM,



Aa0j3 lepnh ca cynpyroMm Enncom n KhepKOM Beapanowm, Jom kyarype bamaayxka, 1979.
Alojz Curic with his wife Enisa and daugther Vedrana, House of Culture, Banja Luka, 1979.

KAUIIOM (3aIlll/beHUM APBLIeTOM), cBujehoM u peanic nepom. Ha oBym 1presxmma ysujex je moryhe
IIPAaTUTHU U HerOB MHTEH3UTET AO0XMBAaja. Heku cy macrajaam u3 4mcre KOHTEMILAaluje, HEKU y
CTamy eKCTase, HeKI Aajy Ja ce HacAyTy KOHTPOAMCAHOCT U pa3MuIlLbame. Fbuxos pacrion kpehe
ce 0/, palMOHAaAHOT AMKOBHOT AMICKYpCa Ha KOOPAMHAaTHOM CUCTeMYy BepTMKada, XOpPM3OHTaJa I
OLITPUX AMjarOHaAa, A0 MpalMOHaAHe recTe y acouMjaTUBHO-aIICTpakTHUM putMmosuMa. Kaga ne
6u oaaa3no y Mpkomuh, MHCIIMpaIyjy je Tpakmo y HermocpeAHoj okoAnHM bamaayke, y T'opmem
[lexepy, xamoHy BpbOaca s3sanom TujecHo, mam Ha obasama CyTypamje, a cse Tparajyhmu 3a
CHa>KHUjUM U CYyTeCTUBHUjUM o0aunuMa y npupoau. Ha cBum Tum npreskuma goaase 40 U3pakaja
IeToBe HeCIIOPHO M3BpcHe rpaduuke KBaAnUTeTe, a U CXBaTambe LpTeXKa Kao jeAMHOT Meauja y TOM
IleproAy, Kpo3 Koji CTy4MO3HO MOXe eJabopupaTyl cBoje naactuuke Mucan. To sHaum ga o0anke
KOjI My Ce HyJe y HNPUPOAM He >KeAu NpUKa3aTh Kao muxoB mumesuc. [laactuunn esemenTu:
AvHMja, 00AMK, a IOHeKaa 1 Ooja (y akBapeaAmMa), HICY y cay>komu ommca seh cnmmboaa, aan He
cnM00/a Kao 3HaKa, Beh Kao pasaoskeHe CyIITMHE OHOTa IITO OKO BUAM Ha IIpBU moraed. Tako
hypnh noxymasa subeno samujeHntn crsopenum, nocrojehe msmamrannm. Oso je 610 u
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jeAaH 0/ TAaBHIUX IIOCTy/AaTa HheroBor I1e4arolkor MeToja: MCTU OAHOC IpeMa BubeHoM 3axTujeBao
je 1 o4 yueHUKa, Oap y BpujeMe Kada je OO 1 MOj HaCTaBHMUK, y ToauHama o/ 1957. a0 1960. ¥ Tom
repuoay, Kpo3 IIpTesk Kao Kpo3 censmorpad, 3adumseskeHa Cy MHOTa herosa ycxmherba, eKcraTudHa
U er3aATHpaHa cTama Ipeg obaunnmuMma npupoge. Pasaosn 36or kojux cy ysoybermba, koja je ocjehao
CBUM 4yAlMa, CIlAalllibaBada U HUCY ce MOTAa IIOHOBUTH IIpeJ I1AaTHOM M 300r yera ce OHO IITO je
OCTaa0 y KaMepHOM W3Jarby HUjeé MOTAO IPEeTBOPUTU Y MOHYMEHTAaAHO AeXKe IIOHAjBUIIe Y
OHJAIIheM CUPOMAIITBY U CKY4eHOM pajHoM Ipocropy. Ha moaebunm osux nprexxa ¢popmara
IIPeII0A0BAEHOT IIKOACKOT 010Ka, Hala3e ce AOIIM y4eHUYKHM pajosu; JoOpe je dyyBao 40 Kpaja
JKMBOTa, T1a ¥ OHU YMHe IoBeNy roMnay y merosoj OCTaBIITUHIA.

IIpBu KOXepeHTaH HUKAYC CAMKA y TeXHUIIN y/ba Ha I11aTHy je nukayc ,, Cyrypauja” ns 1960.
Osa je Tema mpeTxoAHO cyOAMMMpaHa y MeAMjy LIpTeKa M Ha 0] ce Hajoobe BUAM Ja MCTO
ycxuherse He MOKe IIPeTOUUTH y CAMKY aAM I'a je CBaKaKo >KeAMO U ITOKYIIIao U TaKO 3a0MbeXKUTH.
Y reoaonike u 6momopdHe 00AMKe OBe TeMe YBYKAO Ce HeIlTO (paHTa3MaropMyHO ¥ KOHBYA3MBHO.
Ogaj imKkayc 3HauajaH je caMo I10 TOMe IIITO IOoKa3yje Kako ce Nypuhesa raactunyna Mmcao KpeTaaa
IIpeKo HaJpeaaHor Ka acolljaTMBHO-arcTpakTHOM. Eckasaliuja arpecusHux 004MKa 1 U3 IPUPOJe,
U 13 IIOACBHUjeCTV IIOCTUTHYTa je UTpoM 00ja 11 00A1Ka, IbUXOBUM y3ajaMHIUM IPOXUMarbeM, aau U
IbMIXOBMM HaIlleTuM KOHTpacTMMa, Te CHa>KHUM M Op3um moTesmma kucra. «CyTypamje” Kao Aa
eMaHupajy Hekm ocjehaj crpaxa mpeg xaocom m pacnaioM Koju OM Morao ga ce gecu 300T
HEeOBPIIEHOT TeKTOHCKOT caujerama. Fbrxosa komMmnankosana KOMIIO31IIja HEMa paBHOTEXXY; Kao
CAlKe, OHe TIOKa3yjy Aa I1ej3a’kKM 3a IIeTHy HOTOM 1 OKOM I IIej3a’kyl Kao yCIIOMeHa He Mopajy OuTtu
UCTH, Aa /belloTa HPpUpoJe U MeloTa CAMKe He Mopajy Omtu mctu. EammuHucame KOHKpeTHe
IIPeAMETHOCTI Y KOPUCT AMKOBHE CYIITHHE CAMKE U IIPEKO e OTKPMBamhe CKPUBEHIX 3Haderba Y
caMoj IpUpOAM, uMje je UCTpakuBambe 3amodero y unmkaycy ,Cyrypamja” m Omao momaao
MyKOTpIIHO, 6mhe Harao npeknnyTo. Y roaunm 1961. Hema HU cAMKa, HU LIpTeXKa.

Kaga nonoso noune ga camka sugjehe ce aa he - ca hyasusoctu npupoge npehu na
111040Be AYACKOT paja - n Aa he ysOypkanu xomnosuiuonu ckaon ,CyTypauja” 3amMujeHUTH
reoMeTpu3MpaHa KOHCTeAaluja nukayca ,ManHOB1”, y HOTIYHO HOBOj TOHCKOj CKaAl M HEIITO
OIlpe3HMjeM IIpeaasy y allcTpaxmuparbe. Y mberoBoj ocTaBIITHHM 13 1962. Haaa3u ce MHOIIITBO MaAMX
CKHIIa, KOje CBjegoye Ja je UCTpaXkuparbe OBe TeMe /10j3y Ayro 3aoKymbado. Yunu ce ga je u Ty
pasMuIILbao Kako ga Ipesasube OKBUpe BUALMBE CIIOAAIlIbOCTU IIpeaMeTa U Ja Aobe Tek a0
CAyTIbe AU UAeje 0gabpaHOT MOTHUBa 1 ocjeharba Koje je MOTUB y ieMy 13a3Bao. I1psu je yTucak Aa
IpeaMeT, y CyLIUTUHH, Bulle He Aepopmuliie seh cakuma y ¢pparMmenre 1jeante. AHaAU3MpPa Heros
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KOHCTPYKTMBHU IIPUHIINII, TKUBO O/ KOjer je caunmibeH. ITo popmu n putmy 0041Ka, CMjeHM 1110Xa
1 BOAyMeHa - aAl HUKaJ Y CTPOTO reoMeTpHjckoj Mpexxy, Beh y BuAy Heke 01a0aBbeHe reomMeTpuje
- Te ¥ II0 CaMOM AMHAMM3MYy AMKOBHOTI je3uka, ,MAMHOBM” OM CTMACKM MOIAM Aa IIpUIIajajy
BapMjaHTU IIOCTKyOM3Ma MAM HeKOj BpcTu KyOodyTypusma. PparMeHTUparbe KOHCTPYKTUBHUX
AUjeaoBa MAMHA Kao IpaauTebCKOr Jjeda M TeKTOHMKa reOMeTpU3MpaHMX MOBPIINHA JodapaBajy
MHTepaKInjy MaTepuje 1 eHepruje. ManH, yoctaaom, 1 jecte cuM004 jeaHe peaaHOCTH, PeaaHOCTU
KOja je caMa IIpoliec, IIpoliec IlpeAakema U3 jeaHOT cTama y Apyro. Komnosunuja ,Mannosa”
yIAaBHOM MMa apMarypy O/ BepTUKaAHOI MAM XOPUM3OHTa/AHOT HM3amha IaHoBa. OBe Il1aHOBe
4ecTo Ipecujede AMjarOHaAOM, KOja M YHOCK Ty cyrecTujy Opsmne m mokperta. Koaopucrmuxa
nazeta ,ManHoBa" je cy>KeHa, aAy OOoraTa TOHCKMM HHjaHCaMa. I'aMa je xapMOHIYHA, 3aCHOBaHa Ha
CTeIleHOBamy CyMpayHIUX Ooja eHTepujepa y OAHOCY CBUjeTA0-TaMHO U TOILA0-XAagHo. PujeTko cy
yHeceHe crieKTpaaHo uucTe 60je. PakTypa je raaTka, IoTes causeH,y 6oju vabu n Oparnimase maTuHe,
KOja ce Ha KOHCTPYKTUBHOj rpabu HaroMnaasa Kao TaA0r BpeMeHa, HeMa HUKaKBUX ITacTyO3HUjUX
Tparosa. MOHyMeHTaAHOj yIIe4aT/bUBOCTI U BEAUKNX, ¥ OPOjHMX MaAMX CAMKA M3 OBOT ITUKAYyCa
AompyHOce 1 MeTadpopudke 1 cuMOoANUKe aconyjanyje. YUTHUBO MPUCYCTBO 00AMKA JKPBHa I
BITAa €BOLIMpa Ha 3Hauyera M3BaH UM M3HaJ HacAuKaHUX IogaTaka. Cam mojaM MAMHa Kao U
KacCHMjeT caMapa, HeCyMIbIBO IIMa I CBOje OHTO/OIIIKO 3Hauemve. [Tpexo mux, Rypuh je 4a0 n kpyu
CBOjMIX er3UCTeHIMjaaHNX ocjeharba 1M cBOT moraeja Ha cBujeT. V1 1o ToMe cy OBa 4Ba ITUKAycCa
KOpecIIOHAMpada ca AyXOM BpeMeHa I1a je U jedaH 04 MAMHOBA, ,Mann IV” 6uo yspiiTen y BeAuky
132100y “JyrocaoseHcko camkapctso VI genieHmje”, ogp>kany y Mysejy caBpeMeHe YMETHOCTH Y
beorpaay 1980. roaune. Ako 3HaMO Ja Cy CAMKe U3 OBOT IJMKAYyca HacTale y nepuody og 1962. ao
1964, y roauHama Koje joi yBujek MOXXeMoO cMaTpatu /lojsuHuM modenMa, oHAa je Bentypn y
npasy Kaga Kaxe ,Ilogenn cy yecro u speaocr.” Mannosun” u omamwu nukayc ,Camapa”, xoju 3a
IBIIMa cAMjeAn, Hajapeauju cy 1 Hajooau Avo Rypuhesor omyca.

CayTmy 1 HajaBy HOBOT TeMaTCKOI IJMKAYca, IpecTpojaBame ca ,Mannosa” Ha ,Camape”,
Ha IIPBMU IIOTAeJ je TemKo 1 youutn. ,IpHu Mmann”, 3 xojer ce ryOe >kaoka BUTAa U KPYT XXPBiba,
HarosjellITaBa OBy TeMaTcKy IpomjeHy. ,Camapu” cy, Ha IOYeTKy, CAMKaHM y MCTOj raMM Kao U
,Mannosn”, 40K je y IocaeAlmMM KpoMaTcKa CKala HU3MMjelbeHa I pacBUjeT/heHa TOIAUM
okepHuUM HmjaHcama. ,Camapu” cy, Takobe, CAMKaHM y JICTOM Te€OMETPHUjCKOM AyXy, CaMo je
CTaTMYHOCT XOPM30HTaAa HeIlITO NPpUCyTHUja. ¥ WMMa Cy OCTallMl pealHOr je4Ba IIPero3HaT/bUBI,
OHI Kao Aa Cy OMAM HapeAHa CTaHNIIA Ha YTy Y acOLMjaTUBHY arcTpakiyujy. He Tpeba 3abopasutu
Aa je 11 0Baj IpeaMeT-cMOO0 y3eT U3 Hallle, lheMY TaKo gpare, pypalHe CpeAlHe I Aa je a1eTOPUjCKI
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Azojs hypuh, Mpxownh I'paa, 60-Te roaune
Alojz Curic, Mrkonjic Grad, 60’s

c1M004 3a TelKohy >K1B/berba, CMHOHIUM 3a Opeme nau tero0y. He sHamo mira ce 40rogmao, o rome
HIKaJa HUje TOBOPIO, He 3HaMO Aa AU ce Ipe IukaycuMma ,Mannosa” n ,Camapa” ynaammo oz
usBjecHor (pOpMaAHOT AapIlypAapTU3Ma U cajp>kKajHe UCIPaskKibeHOCTH, AN Cé YMOPUO U OAyCTao,
TeK MocAmje OBUX IuKAyca Nypuh je Hampasmo HOBY, AyXy, LIe3ypy Koja he Tpajatu og 1965. a0
1972. roanue.

3an jesunu cy roBopuan Aa hypuh csoje Busnje ormicyje cBojuM ydeHUIIMa 1 ’bIIMa IIPeITyIinTa
Aa ux Hacaukajy. Ha te oOjese 3Hao je oarosoputm ca gocra mponuje. Jda ou mx npexunyan, Kemaa
HIupberosuh 1 Kycrocu YMjeTHUUKe Tadepuje gaam ¢y My 1972. TepMuH 1 A0BO/LHO BpeMeHa 3a
3ajeAHNuUKy 13400y ca IlIupOGerosuhem. IIpuxsatno je u HajaBuo aa he msaaratu aksapeae, a
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Azojs hypuh, 60-Te rognne
Alojz Curic, 60’s

HIupberosuh he msaoxutu amuorpasype. /l0j3su aksapea Huje OmMo crpaH, OmMaA0 Ta je Uy
IIPeTXOAHOM I1ep1oay, CKOpO y cBakoM 1mkaycy. Og ose n3a0x0e rmocrahe rotoso jeauHa TexHuka
y k0joj he peaansupartu ckopo cas Hapeann omyc. [Ipesackom Ha akBapea nmpoMmujennhe ce u rema,
U CUHTaKca: HM PyKOINC, Hu 00ja, Hu TeMniepameHnT Hehe Outu nctu y oaHocy Ha yaa. Ilpedpumena
Koa0opuctudka rama ,Maunosa” n ,Camapa”, nmpoMuimbeHa M KOHTEMILAaTUBHMja MeTOAa Yy
IIXOBO] U3Bea0u, Owmhe 3amujersenu yOp3aHOM TeCTMKOM M IIMPOKUM PErucTpOM akKBapeacKe
razete. AksapeaoMm he, oret, kako To Beh 1 cama TexHMKa 3axTujesa, IpU30p PUKCUpaTH Y jeAHOM
TPeHyTKy, 1 3aHocy. 3aHoc he msassaTu obaae Bpbaca, aan He one cype u3 KamoHa, Beh oHe ca
KOj/IMa OBa pujeKa yAa3y y paBHUILy. Y TUM aKBapeaAuMa cse he OuTH yMeKIIaHO, TOETU3NPAHO, a
HorarcTso ogHoca nsmebhy 0oja, 00amka 1 mUXxosux KoHTypa he goctuhm makcumaano sacuheme n
ekcripecrjy. Obpucu nejsaxka npersopuhe ce y sogonag Hujancu. ,Obaae Bpbaca” Hasus je HOBOT 1
Ajeanma HajopojHujer 1ukayca. Ospe obaae hypuh he camkatu y 6e36poj BapujaHti, a y cBakoj
BapujaHTH, KaO KOHCTaHTa, I10jaBauBahe ce leHTpaaHa IapTuja ca pUjedHUM KOPUTOM U jeJHUM
caannom. To he monekag gjeaosat Xao Ja ce pagu O CTaaHO MCTOM Kaapy. Mebyrtum, Taksux
c/aroBa je Ha 0BOj pujeriu 6e30poj. Okoao he 6utn ceape, orpage, rpmae, gpsehe u kyhe, xoje ce u3
mera Ha3upy. OBM OKOAHU eAeMeHTH Jjelyjy Kao ga X HeKa eHepreTcka cuaa Jac IpuBAadl, yac
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040mja 04 OHOT IleHTpa. Y O0ju HpBMUX aKBapeaa M3 OBOT IuKAyca Omhe Heknx ,, aTMocdepraHmx
BpujeaHoctn”, wnuma he AoMmHMpaTH naaso-zedeHe HujaHce. Kacrmje he oBy ToHCKYy mazery
oborahmsaTy ca cBe XUBAVM U 3BOHKMjUM aKIIeHTHMa: /byOndacre, XKyTe, HapaHIlacTe U IIpBeHe
0oje, ma he 1 Hexum HasuBuMa obada AoAaBaTy 1 0Baj OojeHu atpuOyT. Kaga je pujeud o obaunmma,
OHM Cy Kao TomorpaCKy IIpeIlO3HaT/AVBM JAeTabV, TeK HaroBMjeIlITeHU, Kao IIoUeTak jeaHe
KOHKpeTHe UMIIpecuje KoOjy, y AasbHOj pasdpady, IPeKpUBajy CBOjeBPCHM XUjepOoramngCcKu,
cTeHOTpa)CKM M UHTEPIYHKUMjCKM 3HAI[M, KOjM JodYapaBajy MUKPO U MaKpOCTPYKTYpPY
H6uomopdHoOr nopujekaa, ma u xyoop sode. ITotes je ckopo eKcIpecMOHNMCTHYKY, Op3, a Iujeaa
CAMKa OAuIlle HeKMM MMITPeCHMOHMCTUIKIM KOHIIeIIToM, oboraheHnnm acolmjaTBHO-arICTpaKTHUM
oboamiuma. IlpaBu MeaaHX y KojeM Cy Herop BepOadHM U AMKOBHM M3pa3 CKOPO AOCTUTAU
JeAVIHCTBO.

,Obaze Bpbaca” camkahe nHapeanux aAsajecerak roamsa, 4o 1993. 3acrhen muxosum
MaHMPUCTUIKIM ITOHaB/barbeM, ITI0HeKas he Hampasutn kpahm mnsaer va remy Mpxomnh I'paga,
/ujesua nosa, Cytypamje, a y nepuoay oz 1980. g0 1983. roanne — mTo y TeXHULIM yba, IITO y
TeXHMIIM aKBapeaa — HoKymiahe Aa ce Bpatu TeMu camapa. Bugjean cmo aa je /lojso camape cankao
y HOpBOj IOJOBMHM CeJMe AelleHuje, BUIIle KaO TeMy M HacTaBaK y MCTpakuBamy paslarama
IpeaMeTa, a Mame Kao ciumbo4. CuM004 je mperio3HaBaH y AOMeHY AMHIBIICTUKE U MeTaU3NKe.
Mebytnm, ypaso y To BpujeMe, y jyrocA0BeHCKOj YMjeTHOCTH Ce I10jaBlAa 9UTaBa I11ejasa Maabnx
ayropa (damjan, Musym, b. Aaekcuh, 3anmosnh nta.) xoje je M.b. Ilpornh Hassao ,,cankapuma
HOBOTI cM004a”, a4uje Cy cAUMKe - A4a IUTUPaMO JyHra - UMIIAUIMpase , HeIllITO HejacHO, HeII03HaTO
1 3a Hac ckpuseHO”. Rypuhes camap Huje 610 TakBa BpcTa cmmb04a. AKO ce gaHac, ca AVICTaHIIe 0/
JeTpJeceTak TOAVHa, OCBPHEMO Ha OHO HeTOBO AYTOTOAUIIbe hyTame 1ocanje meseceTIieTe, ako
ce IIpUCjeTUM ITOHEeKOI pa3ropopa O TOKOBMMAa YMjeTHOCTU O4 Taja A0 Kpaja Heropor >KMBOTa, y
KOjlIMa je 1 OH y4eCTBOBAO, y KOjIIMa je ca M3BjeCHOM 4030M capKa3Ma rOBOPMO O yMjeTHULIVIMAa KOjI
CUHKPOHO OAroBapajy Ha CBe Te yMjeTHUYKe MUjeHe, IIOCTaje CXBaT/AMBO M jacHO ga /10j30 Huje
’KeAno (He MOKeMo ITpocybhuBaTi ga A1 je MOrao) Ja ce TpaXkl - a HI A4a ce BUAM - Y KPYTy akTyeaHe
yMmjeTHnmuke npodOaematuke. Ilpes ,Camapmma” ca 1oderka ocaMJAecTuX IOAMHA, MOXKe ce
3aKAbY4UTH 42 je ¥ TO MOKyIIao. IloueTkom ocamMaecTnx roauHa 1 y Hallloj, U y CBjeTCKOj YMjeTHOCTHI
Aecro ce ,HOBM OOpaT y CAMKapCTBO”, IlojaBMAa ce ,HOBa cAmka”, 3amodeaa je Ilocrmogepna.
Ymjernomrhy je 3aBaasada MOTIIyHa aHapXHja U CBOjeBPCHM ,HOMaAmu3aM” U MHAMBUAyaAu3aM. Y
3aBJMICHOCTU O/ ayTopa AO ayTopa, O/ 3eMbe A0 3eM/be, HalAa3NAO ce Ha CAMKe ca IOTIIYHOM
KOAOPUCTUMYKOM ¥ KOMIIO3UIIMOHOM AMCXapMOHMjOM, AOMMHAIIMjoM apaOecke, IIPTauyKor
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eJeMeHTa U3pa’keHOI KpO3 HarJalleHy KOHTypy oOamka. 3aBAajado je LNUTUpame UAU
napadpasupame Jjeda u3 0AVKe MAM Aabe YMjeTHUUIKE IIPOIIAOCTY, ITO3MBame Ha MCKYCTBa
HeMayKoI' eKCIIpecroHm3Ma 1 (paHIfycKor (poBU3Ma, OCAambame Ha Jjedju IpTeXX, I1a M Kid.
ITomujentaam cy ce HamjepHO M HECBjJeCHO, MalllTa, MHCTUMHKT M IPUMapHU IIOACTUIIA] IIOCTajy
jeAVHM 1I0BOZ 3a cAmKarbe. CBOj AOMPUHOC 0BOj MOCTMOAEPHUCTYKO]j cuTyariuju hypuh he gatu
IIOBpaTKOM Ha OBy cBOjy crapy Temy. Tek Taga he mokymartu ga camap csee Ha 3HaK, aaul y BUAY
narepHa 1 y ¢oBUCTNIKOj naseTn. Hacamkao je HEKOAMKO yba U AeceTrHe MaANUX CKUIa, OTKPYO
¢paomacrepe 1 n3ryomo ce y KpmuaBoCTH mUXOBMX HujaHcu. OBa KpM4aBoCT je Moraa aa OyJe u
cnMb0AMYKHN Bpucak, ns3assaH KhepkuHom Oozerrhy, Kojy je HecyMmnBo ocjehao kao BaacTuTo
Opeme.

ITocanje Tor msaera y Tematuky ,Camapa” spatmhe ce hypmh nyacmpamy szammca,
criojesuMa Mp.ba 1 3HakoBa y ,Obaaama Bpbaca”.

Patne rogune 1992 — 1995. nposeo je y bamaayiu. ¥ ToMm je nepuoay, Tyiiem u rpagpuTHOM
0/0BKOM, MCITYHJO HEKOAMKO CBe3aKa ITpTesK1Ma, KOju cy IIOTIIyHo Ha Tpary IInkacose «I'epHuke».
ITocanje paTa, IO IpPBY IIyT, y CBOj LIPTa4KM OIIYC YBEO je M HeKe XPUCTOAOIIKE U PeAUTMO3HEe TeMe,
MuHMjaTypHe BapujaHTe Pacreha, HaOmjene azeropujckum u MeTapOPMUKNMM  3HaUeHbNMa.
Azeropuje he 6uTtu 1yH 1 cBojeBpcHM OMaXk MUHMpPaHOj Oarbaayukoj Caxatkyan unjy he cyaouny
ynopeautu ca cyaounom Cs. CebacTujaHa.

Hapymenor sapasda, ca 00obeanM KyKOM, BUIle HMje MOrao OAJAa3UTM Ha CBoOja
IyTelllecTByja 10 IIMPOj M y>KOj OKOAMHU Koja je Omaa Heroo MHCIMpaTusHO Ta0. Hu obaae
BpOaca 3a mera Buite Hucy 6uae ucre. VMnak, 6e3 mux Huje morao. Bpatuo nm ce 2002. roanne, He
y IpUpPOAHOj CTBapHOCTH, Beh y mMarnHapHoM cycpeTy, y noetckoj ukiiuju. Hampasuo je muxos
II0C/heArbY HI3, OoraT acolMjaTUBHIM 00ANIIIMa Y AUPCKMUM HacTeaHM Oojama. CBu akBapean U3
oBe TIOChearbe (asze MMajy IeXHU aKIeHT macropade. Ha muma je cBe eTepMdyHO, CKOPO
HeMmaTepujaaHo. TKUBO Iujeae mpejcTaBe pacTBOPEHO je y pPUTMOBe 1 KOHTpacTe Behnx man mamux
DojeHNX MOBPIINMHA, KOje jeAuHO TrpadusaM, mheMy Aparux, KAMHaAcTUX oOAMKa (OBJje KpOBOBa),
HapylllaBa TOTaAHY IIpeBAacT IacTeAHNX 60ja u y rmpocropy, u Mmebhy odaunuma. Ose canke HuUCY
BUIIIe IIPOAYKT Op3e M TpeHyTHe eKcrpecuje, el 1maog meauTaniyje, yCIloMeHa Ha HeKU JaBHU
AOXKIB/baj I peMUHUCIIeHIIMja Ha CTBAapHM CBUjeT TuX o0aJa, UMji je cBaky KyTaK CTUTao Aa yIIO3Ha.
ITocamje TOor mocseamer HMU3a y OBOM BEAMKOM IIMKAYCy, OIET ce BpaTMO CBeCcKaMa, OBaj IIyT
pujeunma, a He Iprexkuma. OHe Cy OCTaBIITMHA 3a Apyre MCTpakupade. 3aHMMAUBO je, 4a Y
Hac/A0BMMa KoOje je 4aBao CBOjUM AjeArMa pUjeTKO HauAa3VMO AUTepapHU MHOTeHIjal, KOjuUM ce
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TaKO PacKOIITHO CAY>KIO y CBOjUM 3allicuMa 1 Oumbelkama, Ila U y AMpeKTHOM ToBopy. Mokaa je
TO 6110 HeTroB Ha4MH Aa 0/ HaroMIAaHOT Johe 40 peAyKTUBHOT.

Y CBOM cAMKapCKOM OIIyCy, KojeM je 1mocBeTno ckopo 50 roamna csora >kxmusota, /10j30 ce
HajBUIIle OKpeTao IpUPOAM, 0D0>KaBao je U M3 e M3BAauMO KMBOTHE CIIO3Haje, IIPeKO HeHMX
o0amka n (peHOMeHa, BU3yaAu3Npao CBOja AyXOBHa cTama. OOAMKOBHO M MKOHOTPadCKM, Heros
perieproap ce J4OTakao U cAojeBa IOACBUjeCTH, AOK je - 3ahy0/beH y MCKOHCKO - Tparao 3a HeunMm
apXeTUIICKMM, KaO M 3a HeKMM HOBUM CeMMOTHYKUM KopujeHmMa. Metamopdose Kpo3 Koje cy
IIPOIIAY IeTOBM OOAMIIM, Tj. IMXOBa MOPQOAOIIKA Pa3AMIUTOCT MMajy CBOje pas3aore M Y
TeXHMKaMa M y MarepujaauMa Kojuma ce m3pakasao. [Io Tome ce meros oImyc, ropes IUKAyca,
MOKe AUjeAUTN U Ha Ilepuoe Kaja je ca jeAHaKIM >KapoM KOPUCTIO TeMIIepy, Tyll, y/be, akBapea,
rna u ¢paomacrep. Aypuh amum momasao u Ha yMjeTHMKA ca CTBapadadkKUM AVICKOHTUHYMUTETOM.
JVICKOHTUHYNTET ce Oraeja M y IMKAyCHMa U y MambuM nan sehum popMasHuM Bapujariujama.
[Ipomiao je, Kako je BpeMeHy IberoBUX ITO4eTaka M MNPUANYMAO, O PeaauCTUIKMX 3HaKOBa, A0
IbMIXOBUX YKIJamha, IIpU 4eMy je cadyBaHa IbJIXOBa acOIMjaTMBHOCT, a YKMHYTa MAY3MOHMCTUYIKA
IIPOCTOPHOCT (TeMIlepe U IIpBa yaa). IloToM je - mpeko KoHTpoamcaHe mupHohe m ykpohene
excripecuje ,Maunosa” n ,Camapa” - cturao 40 rectyaaHor CIIOHTaHUTeTa akBapeaa. Bugjean cmo
Aa My ce caB OIIyC CacTOju O/ HeKOAMKO IJMKAyca, aau MeDy mMMa IMOCTOjM 1 YMTaB HU3 MarblX,
HepaspabeHNx, ocTaanx y ckuriama Koje HICYy OANUTpale HUKaKBy OUTHY yAOTy HI Y FbeTOBOM OITyCy
HI, Y HallleM AMKOBHOM >k1uBoTy. Kao TakBe, pujeTko cy m3aaraHe. 3a mera Cy BjepoBaTHO Onae
3HavajHe 300T CII03HaBama BAaCTUTHX JOMeTa, BUIIIe Y OIIcepBaliijy ¥ MMaruHalyj/i Hero Ha IaaHy
HOBMX I1AaCTUYKIUX JMCTpa’kKuBatha AN Tparama 3a OMTHIMM, OHUM M3a npususa. Kao cnopaauune
TeMe, y CKMIJaMa ce I10jaB/yjy: OMKOBH, KOIbM Cca caMapyMa, akKTOBUM MAU KOMIIO3UIIUje ITpoXKeTe
epoTuKkoM. Mo>Kga cy HeKe 0 OBIX CKHIla 0DjaBbeHe IOHerje 1 Kao MAycTpaliuje, IomTo je /10j30
O10 1 AOCTa aHTa>kOBaH Kao MAYCTpaToOp Yy HOBMHaMa U 4acOIIMCHMa, a MAYCTPOBaO je I HeKOAUKO
kibura. CKyuyeH IpOCTOp UM HeMMaIITMHa — Ha IO4eTKy — rnocseheHocT AMKoBHO] mejaroruju,
JyTame, Mycame 1 3alyucyBame BUheHor 1 J0XKMBAbEHOT, 0ceOyjHNMM, a ITOHeKaJ U 3arOHeTHUM
MeTapopaMa, 0AHOCIAO My je Moryhe Bpujeme 3a cAMKame 1 U3Aararme.

3a >X1BOTa je HaIlpaB/O CaMO YeTUPU caMOCTaAHe U310K0e 1 caMo jeAHy 1 110 y bamaayiin.
To je 6110 40BOAHO Aa TIOCTaHe jeAHa 04 DambaAydKUX AMKOBHUX A€TeHA.

Meanxa Xycermmaosuh
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In terms of the historical sequence and continuity of developments in fine arts in Yugoslavia,
the 1960’s are recognized as the most turbulent decade. This decade brought decline to the social
realist theory of the early post-war period imposed by politics. The instructions which insisted that
works of art had to relate to the reality of life of the socialist man became inreasingly rare. Neverthe-
less, in Bosnia and Herzegovina, like in other parts of Yugoslavia, social realism was not just a short
episode which simply vanished into thin air from the domains of both theory and practice the
moment ties broke with the countries of the socialist (Eastern) block. Ridding of social realism in
Bosnia and Herzegovina was a particularly long process, possibly due the fact that in its center,
which gathered the largest number of artists of all generations, unlike other areas, groups which
emerged with a manifesto, or without one, failed to survive. There were attempts, e.g. the group
Sarajevo 55, whose members came on the track of a kind of modernity by means of minimizing the
object inventory and reducing it to associative or evocative elements. The group was short-lived;
they only had two exhibitions, one in Sarajevo and one in Vienna. The same year, however, the
Group of Four was formed in Banja Luka, far from the center, far from Sarajevo. They explained the
reasons why the group was formed in two forewords, very much like manifestoes, in the modest
catalogs of their first exhibitions. The interpretations and texts produced locally to date about this
Banja Luka phenomenon create the impression of a kind of particular exquisiteness of this group. A
more meticulous study would show the processes of group formation in Yugoslav fine arts were
parallel and synchronous both in terms of timing and the issues they addressed. In 1953, the Yugo-
slav Association of Fine Artists held its congress in Ohrid, where recommendations were made
regarding the ‘usefulness and necessity to establish art groups in all areas where conditions allow it’.
So, the very same year a group called Danes emerged in Macedonia, whose manifesto promoted the
idea that ‘our art should rely on international achievements, oppose outmoded views on art, create
a new fine art audience and cultivate its taste’. Again, the same year the Group of 53 was formed in
Ljubljana, whose “wish is to move forward off the beaten track” in search for the “possiblility of new
attitudes with regards to figuration’. One year later, in 1954, the Group of Six was formed in
Belgrade, and the following, 1955, the December Group emerged soon after the Group of Four. As
early as the beginning of the 1960’s and before the above-mentioned congress, groups were also
formed for the reason of the lack of criticism and selection criteria when it came to collaborative exhi-
bitions, such as the Belgrade-based group The Independent (formed in 1950).

The Group of Four was not formed for that reason, as there were no great artists or major art
events in Banja Luka. The members of the group, Dusan Simic, Alojz Curic, Bekir Misirlic and Enver Staljo,
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appeared on a rather empty stage, with the “idea’ it would be “easier for us to live, work and act as
painters, if several young people joined together. In our conversations we never started from a mani-
festo, anything that might serve as a gathering axiom.” (E. Staljo) Thus, their getting together was
rather circumstantial, whereas what looked like manifestoes came later. The circumstances were as
follows: all four of them graduated from the Department of Fine Arts of the Teachers’ College (Simic
and Misirlic were Banja Luka graduates; Curic and Staljo also completed the first year in Banja Luka,
in Prof. Bozo Nikolic’s class, and the second in Prof. Radenko Misevic’s class in Sarajevo, where the
Department later moved), they were all teachers of art, and along with their occupation, they were
all also determined to paint. A number of research projects conducted in both Bosnia and Herzegov-
ina and Banja Luka have already elaborated on the fact the Group of Four were the cornerstone of
the subsequent development of fine art in Banja Luka, as well as the education of its fine art audienc-
es to view painting in a new way. This research has shown each of the four artists had his own stance
and model of painting, despite the fact they all began by painting motifs typical of their home
region, as well as from relapses of the Avant-Garde fine art of the first half of the 20th century, and
then searched for ways to evolve through a relationship between heritage and modern expression,
i.e. through reduction (‘transformation of the real’). This meant doing away with the three dimen-
sions, local quality and modulation. The objects had to be reduced to flat surfaces; color had to
undergo metamorphosis.

The tendency to amalgamate the national with the modern was an important characteristic
of the 1990’s. A range of themes from the cultural or ethnographic heritage came to the fore again,
and activities were aimed at finding an art morphology based on the national sentiment. A motif was
not selected for the purpose of mere reproduction. For a great majority of Yugoslav artists working
in that period, a particular motif became the signature or sign they were recognized by. They would
transform, decompose or synthesize it by means of color and shape, keeping it on the borderline
between figurative and abstract. Many of them used a single motif to create a number of paintings,
and some never abandoned it (e.g. Gliha or Simunovic). At that time, finding themes and inspiration
in their own surroundings was equally the motto of the professors of our Group of Four, Bozo Niko-
lic and Radenko Misevic. The first did not exactly face the dilemma as to how to use a motif to create
a painting which would not be an imitation but a creation; throughout this decade as well his paint-
ing preserved the characteristics of Poetic Realism dating from the 1940’s. The other one, Misevic,
returned to Bosnia to be a “painter of Bosnia” and its rustic power, but also to exploit specific themes
in order to examine the plastic elements of the painting.
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Axojs hypuh, Kpyma na Bpoacy, 1962.
Alojz Curic, Krupa on river Vrbas, 1962.

So, these two people would also train Alojz Lojzo Curic; when he stepped on the art scene together
with the other three members of the Group of Four, he presented works which expectedly revealed
his professors” influence and his search for other models. We have no knowledge of the works he
presented in the first exhibition the Group held in November 1955, after he completed national
service in Zagreb, except for the portrait called ‘Grandmother Kata’ (still kept as part of his legacy),
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painted in 1953, during the time when he was B. Nikolic’s student, with wrinkles on her face in the
form of hatches, which his tutor also used for a while. We know that year he began to paint in series,
which remained a permanent feature of his work. The series presented separate unities, but also
indicated innovations in his work. That particular year was marked by a series of drawings entitled
‘On the Track of Kocic’s Tales’, which he showed the following year in an exhibition dedicated to this
author. The commemoration of the 40th anniversary of Kocic’s death most probably led to the
creation of this series. During the time Curic worked as an art teacher, the topics of Kocic’s stories
were often the assignments he gave his students as well. Some of the best works were used later to
illustrate various publications of this writer's works. In Curic’s dilemma over ‘what and how’ to
draw or paint, these drawings would not remain a short-term episode, but rather an indication of his
future inclination towards a specific kind of landscape characterized by a kind of robust liveliness
and powerful dramatism. When it comes to figures and his rare figurative compositions with people
and animals, evidently he was more engrossed in a specific type or posture, in a movement, rather
than in their characteristic individuality. Hence there are barely any portraits in his opus. Thanks to
their forms distorted in an expressionist manner, the few portraits that do exist leave an impression
he hurriedly sketched his excitement at traces of human existence, mainly built in the faces of high-
landers or his grandma “at the end of the voyage’. As for the period he was member of the Group,
one of his first oils on canvas remains — the ‘Self-Portrait’ — typical of his ironic discourse. It shows
the figure of a young man stepping into the world to conquer it. The inital title of the painting was
most probably the “Dancer’, while the one used subsequently to display the painting, ‘Self-Portrait —
A Dancer’, was added later. As for still lifes, his legacy contains only two pieces, the ‘Quinces’, a
watercolor bearing no date, and ‘After the Feast’, an ink drawing made in 1957.

Curic generally formed as an artist by 1965, and this process of artistic genesis was marked
by various transformation, disfigurement and deformation models. It features works such as the
‘Stone Wedding Guests” and ‘Girls” from 1958, painted in tempera, which took him a long time to
free from, as he acknowledged it. Those works were probably a part of a larger set, or perhaps
simply a series of paintings featuring no focus or accents, characterized in terms of action by a kind
of petrified motionlessness. They possess a kind of arabesque and decorative quality, achieved with
a separating line uniformly enclosing colored surfaces, its facture lean, its matter gloss-free. As Curic
himself acknowledged it, there are several landscapes and animal paintings from that period appar-
ently made under Lubarda’s influence, weighing out the effects of colors and shapes of rudimentary,
unspoilt nature. He modelled them after those paintings by Lubarda which Miodrag B. Protic classified as
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bexnp Mucnupanh u Azaojs hypuh, Capajeso, Perpocniektusaa nsaox06a bexupa Mucupanha 1990.
Bekir Misirlic and Alojz Curic, Sarajevo, Retrospective exhibition of Bekir Misirlic, 1990.

as falling in the “domain of associative Expressionism, at times even Surrealism’.

Irfan Horozovic interviewed Curic, Misirlic and Staljo, and this interview was published in
the catalog for the Group-in-retrospect exhibition held in 1980 at Banja Luka’s House of Culture; in
this interview, Curic says: ‘It was from Bozo I fell into the habit to look for colapsing buildings, old
houses, which eventually turned into a kind of a social relationship for me... I wandered around,
drew, and looked for motifs. It was only after I went to Mrkonjic that I found what I needed.” Thus,
in 1958 he made a host of drawings of Mrkonjic and the surrounding area, and many more ensued
later. Many of them still submitted to realist aestheticism; they may even be completely factographic,
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like paying back the debt to his education on the proven principles of figurative art. These motifs
helped Curic to understand that in the future, he needed to be in immediate contact with everything
else. For that reason he made numerous drawings on the spot, at the actual place of his experiences,
wherever he went with paper, ink, brush, stick (a sharpened piece of wood), candle and ruling pen.
These drawings allow us to follow the intensity of his experiences. Some were born out of pure
contemplation, and others out of ecstasy; some emanate the sensation of control and consideration.
They range from a rational discourse in a coordinate system of vertical, horizontal and sharp diago-
nal lines, to irrational gestures, whose rhythm is associative and abstract. When he did not go to
Mrkonjic, he sought inspiration in Banja Luka’s surroundings, in Gornji Seher, the canyon of the
River Vrbas called Tijesno, or at the banks of the River Suturlija, in search for ever more powerful
and suggestive natural forms. All these drawings accentuate his indisputably excellent graphic
skills, as well as his attitude to drawing as the only medium which he could use at that time to elabo-
rate studiously his thoughts on plasticity. This means he did not wish to present the forms which
nature offered him as their mimesis. Plastic elements such as the line, shape, sometimes color (in his
watercolors) are not used to describe but to symbolize, but not as symbols used to signify — rather
used as the essence deconstructed to what the eye sees at first glance. Thus, Curic attempts to replace
what is seen with a creation, the existent with the imaginary. This was one of the main postulates of
his teaching method: he demanded the same attitude towards what is seen from his students, at least
during the time he was also my teacher, which is from 1957 to 1960. His drawings from that period
are like a seismograph — records of the many occasions when he felt bliss, ecstasy and exaltation
before nature’s forms. The reasons why this exaltation, which he felt with all his senses, subsided
and could not be retriggered before a canvas, and what stayed in its truncated, ‘chamber’ form could
not be developed into monumental works lay mostly in poverty and a cramped working area. The
reverse sides of these drawings, half a sketchpad sheet in size, have on them bad drawings made by
his students; he kept the good ones for the rest of his life, and they make a large portion of his legacy.
His first coherent series of paintings made in oil on canvas is the 1960’s series “The Suturlija’. He
previously sublimated this theme using drawing as the medium, and it shows best the same exalta-
tion could not be transformed into a painting; yet, he certainly wanted and tried to record it in that
form as well. Something phantasmagoric and convulsive found its way into the geological and
biomorphological forms of this theme. The only importance of this series lies in the fact it shows how
Curic’s ideas of plasticity moved from surreal to associative and abstract. The escalation of aggres-
sive forms inherent both to nature and the subconscious is achieved by means of play of colors and
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shapes, their mutual permeation, but also their stark contrasts, as well as strong and brisk move-
ments of the brush. It is as if “The Suturlija’ paintings emanate the feeling of fear in anticipation of
the chaos and breakdown which might occur as a result of unfinished tectonic processes. Their com-
plicated composition lacks balance; as paintings, they show the landscape we actually walk through
on foot and perceive with our eyes and the one committed to our memory are not necessarily the
same, that nature’s beauty and the beauty of a painting do not have to be the same. His elimination
of concrete externality in favour of the artistic essence of a painting and using it to reveal nature’s
hidden meanings, which he experimented with in “The Suturlija’ series and which was a bit
toilsome, was to be interrupted abruptly. There were no paintings or drawings in 1961.

When he started painting again, we see he had transitioned from the vicissitudes of nature to
the fruits of human labor, replacing the turbulent composition pattern of ‘“The Suturlija” paintings
with the geometricized constellation of the ‘Mills” series, using a completely different color spec-
trum, where the transition to abstraction is somewhat more careful. His 1962 legacy contains a
number of small sketches, evidencing Lojzo was preoccupied with the study of this theme a long
time. It also leaves the impression he thought about the way to transcend the boundaries of the
visible externality of an object and achieve nothing more than a hint or idea of the motif selected and
the sense that motif evoked in him. The first impression is he essentially no longer deforms an object,
but rather compresses it into the fragments of a whole. He analyzes the principle underlying its
structure, the tissue it is made of. In terms of the form and rhythm of his shapes, the alteration of
surfaces and volumes — though never a strictly geometric pattern, rather a kind of loose geometry —
and the dynamism of artistic language, the style of the “Mills” series may be classified as a variation
of Post-Cubism, or a kind of Cubo-Futurism. The fragmentation of the structural elements of a mill
as a product of construction and the tectonics of geometricised surfaces conjure up the interaction of
matter and energy. After all, the mill is the symbol of a reality, a reality which is a process in itself,
the process of transition from one state to another. The composition of the ‘Mills’ is mainly a skeleton
of vertically or horizontally sequenced surfaces. A diagonal line often intersects these surfaces,
bringing in the sensation of speed and movement. The color range of the ‘Mills’ is narrow, although
they are rich in tonal shades. The mid-tones are harmonious, with the dusky hues of the interior
grading from light to dark and from warm to cold. Pure spectral colors are rarely applied. The
facture is smooth and the movement fused; the color of soot and floury patina, which pile up on the
skeleton like sediments of time, is never applied in thick layers. Metaphorical and symbolic associa-
tions contribute to the monumental impressiveness of both the large and many small paintings of
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Azoj3 hiypnh, Mpxownh I'paa, 70-Te rogune
Alojz Curic, Mrkonjic Grad, 70’s

this series. The readable presence of the forms of grindstone and windlass calls up meaning outside
and beyond the data painted. Undoubtedly, there is ontological signification in the notion of the
mill, as well as the pack-saddle painted later. Curic uses them to offer a key to his existential feelings
and his view on the world. It was also thanks to this that the two series corresponed to the spirit of
the times, so one of the mills, ‘Mill IV, was included in the great exhibition “Yugoslav Painting of the
1960s’, held at Belgrade’s Museum of Contemporary Art in 1980. If we know the paintings of this
series were made in the 1962-1964 period, during the years we may still consider Lojzo’s beginnings,
then Venturi is right in saying that the ‘beginning is often maturity as well’. The ‘Mills’ and
‘Pack-Saddles’, a minor series which followed, are the most mature and the best part of Curic’s opus.
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At first glance, it is difficult to espy, to sense and anticipate his new thematic series, the transition
from the ‘Mills” to the ‘Pack-Saddles’. The “‘Black Mill’, where the winch hook and the circle of the
millstone disappear, is an announcement of this change of theme. At first, the same mid-tones used
in the "Mills” were used to paint the ‘Pack-Saddles’, while in the last the chromatic scale changes and
is brighter thanks to the warm ocher shades used. The ‘Pack-Saddles” were painted following the
same geometrical principle, although horizontal lines are somewhat more prominently motionless.
Remains of the real are barely recognizable in them, as if they were the next stop on the way to asso-
ciative abstraction. We should not forget this object-symbol was also taken from our local rural envi-
ronment, so dear to him, which is another allegorical symbol of the hardships of living, synonymous
with burden or toil. We do not know what happened next, as he never spoke about it; we do not
know whether after the ‘Mills” and ‘Pack-Saddles’ series he became afraid of a kind of formal
lartpourlartism and substantial emptiness, or perhaps grew tired and quitted; anyway, after these
series, Curic took another, longer break, which lasted from 1965 to 1972.

Malicious tongues used to say Curic described his visions to his students and let them paint
them for him. He retorted to such slander with lots of irony. To stop the slander, Kemal Sirbegovic
and the curators of the Art Gallery scheduled a joint exhibition for him and Sirbegovic in 1972,
giving him plenty of time. He agreed and said he would display watercolors, while Sirbegovic was
to present his linocuts. The technique of watercolor was not new for Lojzo, as he had made them
before, in almost all of his series. After this exhibition it became practically the only technique he
used in almost all his future work. This transition to watercolor changed both his themes and syntax:
neither his handwriting nor his temperament nor the colors were the same as in his oil paintings. The
sophisticated mid-tones of the ‘Mills” and ‘Pack-Saddles” and the deliberated and more explicitly
contemplative method used in their making were to be replaced with brisk gestures and a broad
watercolor palette. As this technique demands it, he used watercolor to capture single-moment
scenes along with his rapture. This rapture was caused by the banks of the River Vrbas —not the dark
brown ones of the canyon, but rather the ones guiding the river into the lowlands. In these watercol-
ors everything is made softer, more poetic, and the richness of the relations between colors, shapes
and their contours reaches maximum saturation and expression. The outlines of a landscape turn
into a cascade of hues. The ‘Banks of the Vrbas’ is the title of this next series, which also contains the
largest number of paintings. Curic painted these banks to produce countless variations, but each of
these variations features something constant, the central element of the river bed and a single cata-
ract. Sometimes the impression is it is the same scene repeating. However, there are numerous cata-
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Axojs hypuh y atesey, barma /yka, 2003.
Alojz Curic in studio, Banja Luka, 2003.

racts like this on the Vrbas. Surrounding it are sinter rocks, fences, bushes, trees and houses, show-
ing through from around it. These surrounding elements look as if there were an energy source
which alternately drew them to and dispelled them from that center. There is an “ambient quality” to
the hues used in the first watercolors of this series, with shades of blue and green prevailing. Later,
he enriched this tonal palette with increasingly lively and vibrant accents of the colors purple,
yellow and red, causing him to add these color attributes to some of the names of the banks. When
it comes to shapes, they are details whose topography is hardly recognizable, like the beginning of a
particular impression hidden in its further elaboration by certain hieroglyphic, stenographic and
punctuation signs, which conjure up the micro and macrostructure of biomorphological origin,
including the murmur of water. The movement is almost expressionist, brisk, and the whole paint-
ing exudes a kind of impressionist concept, enriched with associative and abstract forms. A real
potpurri, where his verbal and artistic expressions practically become one.

He continued to paint the ‘Banks of the Vrbas’ for the next twenty years, until 1993. Jaded by
their mannerist repetition, he strayed at times into the themes of Mrkonjic Grad, Lijevce Field, River
Suturlija; from 1980 to 1983, he tried to return to the theme of pack-saddles, using both the oil and
watercolor techniques. We could see that Lojzo painted pack-saddles in the first half of the 1960,
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less as a symbol, and more as a theme and the next phase of his experimenting with object decon-
struction. The symbol was recognized by the disciplines of linguistics and metaphysics. However, it
was right at that time that a whole series of young painters emerged in Yugoslav art (Damjan, Miljus,
B. Aleksic, Zaimovic, etc.), whom M. B. Protic labeled “painters of the new symbol’, whose paintings
implied — let us cite Jung here — ‘something vague, unknown and hidden from us’. Curic’s pack-sad-
dle was no such kind of symbol. If today, forty years later, we consider his long silence after 1965, if
I recall the occasional conversations about tendencies in art from then until the end of his life which
he participated in, where he spoke with sarcasm about artists who immediately responded to all
those shifts in art, it becomes understandable and clear that Lojzo did not wish (we cannot pass
judgement as to whether he was capable of it) to search for himself — or see himself within it, for that
matter — the scope of the art issues of the moment. Looking at the “Pack-Saddles’, which were made
in the early 1980’s, we may conclude he tried that as well. In the early 1980’s, both local and interna-
tional art took a ‘new turn in painting’, the ‘new painting” emerged, and Postmodernism began.
Complete anarchy took control of art, a kind of ‘nomadism’, individualism. From artist to artist,
from country to country, paintings were created fully disharmonious in terms of the use of color and
composition, where arabesque prevailed, a drawing element expressed by means of accentuated
shape contours. It became fashionable to quote or paraphrase works created in the recent or distant
history of art, call on the experiences of German Expressionism and French Fauvism, and mimic
children’s drawings, even kitsch. The intentional mixed with the unconscious, imagination, instinct
and the primary stimulus became the only reason for painting. Curic made a contribution to this
Postmodernist situation by returning to his old theme. Only then did he try to reduce the pack-sad-
dle to a symbol, but in the form of a pattern and using the Fauvist palette. He painted several oils and
made dozens of little sketches, and then discovered felt-tip pens and got lost in the garishness of
their nuances. This garishness may have been a symbolic cry caused by his daughter’s illness, which
he undoubtedly felt as his own suffering.

After this digression to the subject of the “Pack-Saddle’ series, Curic returned to the pulsation
of records, combinations of blots and signs in the ‘Banks of the Vrbas’. During the 1992-1995 conflict
he stayed in Banja Luka. In that period, he filled several notebooks with drawings in ink and pencil,
definitely in the manner of Picasso’s ‘Guernica’. After the war, for the first time ever, he introduced
into his drawing opus some Christological and religious themes, miniature crucifixes, full of allegor-
ical and metaphorical meanings. He made allegories a kind of homage to Banja Luka’s mined Clock
Tower, whose destiny he compared to that of St. Sebastian.
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Axojs hypuh, bamwa /lyxka, 2005.
Alojz Curic, Banja Luka, 2005.

His health impaired, with a hurting hip, he could no longer wander around Banja Luka,
which was the soil that inspired him. The banks of the River Vrbas were no longer the same for him
either. Yet, he could not make do without them. He returned to them in 2002, not in their actual reali-
ty, but in an imaginary encounter, through poetic fiction. He created the last series of the banks
paintings, rich in associative shapes, for which he used lyrical pastel hues. All the watercolors made
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during this last phase possess the gentle quality of a pastoral. Everything in them is ethereal, almost
immaterial. The tissue of the whole set disolves into the rhythms and contrasts of relatively large or
small colored areas, and only the graphic quality of those wedge-shaped forms (roofs in this particu-
lar case), so dear to him, interrupts the absolute dominance of pastel hues both in the space and
among the forms. These paintings are no longer a product of fast, momentary expression; they are
an outcome of meditation, of memories of experiences of long ago and of reminiscences of the real
world of those banks, whose every little corner he once became familiar with. After this final great
series, he returned to notebooks one more time, but this time to words and not drawings. They are a
legacy for some other researchers. Interestingly, there is little literary potential in the titles he called
his works, while his records and notes abound in it, as did his speech, surprisingly. Perhaps this was
his way of arriving from the accumulated to the reductive.

Lojzo dedicated almost 50 years of his life to painting; in his work, he mainly turned to
nature, which he adored, which revealed the secrets of life to him, and through whose forms and
phenomena he visualized his own spiritual conditions. In terms of shapes and iconography, his
repertory also touched upon layers of the subconscious, while he, in love with the primordial,
searched for something archetypal, as well as for some new semiotic roots. The reasons for the meta-
morphoses that his shapes went through, i.e. for their morphological variety lie in the techniques
and materials he used to express himself. Owing to that, his opus may be divided not only into
series, but also into periods when he used tempera, ink, oil, watercolor, even felt-tip pens, with the
same equal passion. Curic slightly resembles an artist whose creative history is discontinuous. This
discontinuousness reflects in the series and greater or lesser formal variations. As befitting the time
when he began, he started with realistic signs and went to eliminating them, preserving their asso-
ciative quality, while doing away with their illusional spatiality (his tempera paintings and his first
oils). Next, he reached the gestural spontaneity of the watercolor through the controlled calm and
tamed expression of the ‘Mill” and ‘Pack-Saddle” paintings. We could see that his complete opus
consists of several series; yet, there is a whole cycle of minor, unelaborated series as well, left in the
form of sketches, which have failed to be relevant for either his opus or our art life. As such, they
have rarely been exhibited. They were probably significant for him as they helped him define his
limits, more in terms of observation and imagination than novel experimentation with plasticity or
search for the significant, that which lies behind illusion. His sketches feature the following sporadic
themes: bulls, horses with pack-saddles, torsos or compositions imbued with eroticism. Some of
these sketches may have been published somewhere as illustrations, as Lojzo did a lot of illustration work for
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Az0j3 iypuh, Bunnmer, Kanaaa, 2004.

Alojz Curic, Winnipeg, Canada, 2004.

newspapers and magazines, and also illustrated several books. His beginnings in a cramped space,
his poverty, dedication to art education, reading and writing, his recording of what he saw and
experienced with distinctive, sometimes mysterious metaphores, took away the time he could spend
painting and exhibiting. In his lifetime he only held four solo exhibitions, and only one and a half in
Banja Luka. That was sufficient for him to become one of Banja Luka’s legendary artists.

Meliha Husedzinovic
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IInjan y Ilounrtesy

“I'aac”, 29. nosemOap 1968.

EBo Me Ha jyry, Ha KaMeHy , Ha CyHIIy, y BUHY MyIIniia 00>XUuja, ja, seaeH, bocanan. Buaum aa
HUIIITa HUje TOAMKO AaBHO; OMBIIIMM a’kJaXaMa jOIIl pellfHe He 3aMaKollle n3a Opaa.

ITounres man cmprt!

Hajapemnma kojy cam Buauo.

CMpT npepylileHa y caH CpHe CKpUBeH y porosuMa jeaeHa. Illytu u Tpaje, ueka.

Kako ra u namycruo crpax.

JaHac 3aTypeHa 1au ykpadeHa cspxa. [la u kpernasamy.

Y oBOM U3BpHYTOM Ipo0Yy, jydep LuTasean 1 KyKypys ousa PoprtunOpac jyra.

Tjepa aBetn, obehasa Tpresy, mrymirameM CAyTH CBIAeHe AVIMIje, 3BellKambe I1exapa.

Behunn xyha xpos je naaso He6o, raagHa omrpa cabmba.

Y moapymy Hepertsa jeryse Mmpujectu.

IToacranapy rpMoOBU Apada 1 Hapa.

Y xaMeHMM BepaHJaMa TPYyAO 31aTO, OCTaB/beHa 3eM/ba IOAbYIILe IIpBeHe Ha TPy paba...

...INIIIIaK jYy>KHU ycped, ImycTe Kyhe MOAUTBe >Kap.

Cyse Xep1erosnte HU4y 13 1104a, yCIIOMeHe Ha Jjelly pobeHy Ha cepriaam.

IIpokaet cTpakap, CuB Kao raBpaH Kag mpooaunjean mpea cxsaheHnm spemMeHOM.

Hu xose Hu Oora >xmpa. CaM0 KaMeH I OCMIjeX My-IIUIIaK pyMeH.

3eaeHn jayk u 601 MpKa, TBphaBa 11104, a y CpIy 3piba Poj, Il1aKa beTa, IIPBeHI COK.

Ja M1 je agpyrap, 3ajeaHo y japMy, 4a OpeMoO OBa I11aBa HeOeca , IIAyIOM KOMe JeMelll je 1 paao,
je3aVK 13 BapliapcKe KOBauHMIIE.

Osaj kaMeHI 3arp/baj AMAeTaHT! He MOTY HaCAMKATIA.

Tpeba ormhm y 11exeHeMcky mpogasHuIly ©00ja, Kynutu TyOy TIycTa BpeMeHa, 3BaHy
IIejTeHCKO3e1€eHa, I1a KICTOM-PeIioM COTOHe HaCAMKaTU CMPT Koja KUBIA.

Croj, He mpoCK UCTUHY, HI MPaBy HU BjeTpy.

buBa cMmyjeran MergaH ¢ KaMeHOM KOju Ae0AM 4eTUPU CTOTMHe TOAMHA YCIIPaBHO Yy MUHapeTy
y3uAaH.

Huraje rpoOoBa g4a MpaMopje 3aycTaBy, II0y4H, OILAeMeH, 4a HUIIaHU yTjellle.

MNan cy myan 6jexxaan ymmupaTyi Ha HEKOM APYIOM MjecTy, Aabe 04 OBOI IIPKOCHOT japboaa, Oe3
MaxoBluHe 1 6e3 ymopa.

Cse Oux japane Ilountesy y cuHIIMpUMa A40BeO Ja UX HallyjeM oBoM hnanbapckoM >K1aaBKOM.
ITa aa ce ykpuamo ¢ gebeanm cpeOpoM y Oucarama....
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Ogoj cy 3emau otean mope. Kog mopa-6e3 mopa.

Koz 6erosa Oe3 Oorosa, kog 111ejTaHa Oe3 Oerosa,

Hexaga 1 caga, ABa MaMHCKa KaMeHa, JKMBOT, YBUjeK JICTO 3pIbe....

Huraje »yan, camo ckpuseHa 11ypa, IjecMa AjeBojadka O 34aTHOM IIPCTeHY paay KOra IINIIaK IPCHe
1 TIOpOoAu AaH ycpe Kyhe Hace/beHe MpakoM OUBIIIX Opura.

bpmsan 1 >xpTBa caxar-KyAa 1 Ka3abKe ABa OTIIada raBpaHOBa Ilepa Koje BjeTap 0gHece y BOAy.
Xopososu 3araasuiiie y Tyhum xepaagukama y Tyhoj maosaunm.

KBouka cpeamber Bujeka OCTaBU IyCTY /bYITMHY.

Koxkogauy rayxm BujeKoBu.

....... ITTecnaecro cromehe, ma ceaamuaecro croehe, sarum ocamuaecro cronehe.......

ITa croeha 6e30poj HaOpojaTu MOKeI 40K caspuje Tposkbhe Ha Ha YOKOTY yMa, Aa BITHOM 3aAljerl
cMPpT y pacriamehenoj peanruju Taamnme.

Xepesa, pyTaBa HaM CTBapHOCT OTIIA0BMAa je y Parysy, y marasy.

Bparuhe ce y kaaudy ymorana, HermozHaTa KOZ OBaria.

Bparuhe ce y3 my cBaroBu 1mapeHn, mytase OpOapuje, IIpBM IOTKOpHAIlM, OoJepaHe Kyje ca
epporickuM Aasnhuma y 3yOmmMa, ToBap MpPTBOT KadeMa 3a Hallle AUB/AbaKyllle, y Kydepy XapTuje,
MyApalj C ICTOKa, CMPT y HacTaBIIMIMa.

Tpaxehn antuky obehany, muxosa gporpOa aesa Hahu he Harer jeaena y 1sujehy: 4y40 y KameHy.
I'pag IlounTes MMa KpaBy Koja 40ju jeryaby, Kojoj raspaH Meby porose goHocu cysy-maaau Mjecerr.
Vima jeaHor nuToMor ByKa Ha AaHIly, KOji Aaje Ha Mjecell IITO I11a4e Ha caxaT KyAll.

M yemnipec nma Oe3 yakImpa.

Uysap 11amuje, 4e6e40 BICOKO 4pBO MOANTBY BjeTpy mamyhe. Heka kameH Ha KaMeHy OCTaHe.
Mmajy Beankux AyAu 1o KaMeHOM y 4ijuM AyDambaMa CMPT dyBa KyTe AyKaTe 3a Balllap TalllTUHe.
Vma 1 06aak, Ojexxn y 60.ba BpeMeHa raje ce Hehe csabaTtu ca BuHOM.

Y cenery rpoxbe, y 1IyaeTy XOpo3 KyKypude, y IpO30py CTapOCT M3a pelleTKe, y 31Ay caKaTa
CMOKBa, Y MEHI MPTBa Iypa.

Kyhe okxmhene aummannma He 61 AM MaMmae ByKoaJdake, mpodecope BpaHaMa, KOje y TUM
yabhaByuM ABopuMa yue 3A0CyTHA IpaKTamba.

M3 meaapa Mu noGjeke I1apeHa I1amMuja 3a TBOjy LIPHY I1aBy-CaH.

Camahemr Hohac 1 3HojHa hemr ce mpoOyauTu ¢ KaeTBoMm cpiia, Koja he 6GuTu BUjeT OBOT IINIIKA.
YKoueHna caxar KyJa, HajBUIIM AMMIbaK Ha KOjU Ce U3AMMIIAA MCXAAllbeHa 11apCTBa.
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Ilenmeaa 0OHOAMKO OCTaje KOAMKO U TajHe.

Caukapn he nuraty Marapiia mra je To OupBaxkTAe 61110, a IITO CAUIIMA je IIOTPeOHO 3a ITyTOBambe.

Hewacrusu naniu mejrana yrasaamu cy oBaj KIUBOT.

Yxeaaunaa ce OuBIIa caasa.

IIposopu obHeBujellle, a MeMa ITaje 10 OMcMIAeTMa KacTeAaHa.

ITounTes, OCTaBbEH KOCTYP IIOBPX BOJE....

Yuja au ce kaeTBa oOUCTUHI?

ITa ysenyie megpa u pasdbarambeH caMap Ha 00aAn.

Komy goxakame myxe.

Ilykxaa je TamHuIa u Tuksa. Vl rpannia, mocaactuiia rycapy u KOIILy.

bpso ncxaanm 3Hoj, maatep cHy.

3Bujes3aa, Haje>XeH KPVDK CBUja THUje340 y CPIly MAaJor Mjecela.

IToa cTpexom mayk cuiie 3B1je3ay, Kojy Cy KoBaull pyKOM KaMeHOM CKMHyAM ¢ TyDer neba y Oermmky
IIyHY HaIlle cAaMe 1 YOBjeKa.

Hepetsa y mope xypn.

Cse KoAMjeBKe I1AMBajy y3 BOAy U3BOpy byne.

CBujeToM, C BjeTpOM IyryTarba I1agoIle Ha KaMeH.

3aMupucanie IocjedeHu rajeBu.

I'pMoBM MeTBUIIe palMpuIle HaM HO3ApBe.

Oricosane MajKy IMTaHKy, CAyTHY U KapTe, cpehy.

Y kamen Da1juiie rpax, BpalionHy.

/byau cy oTuian Kaj y MaxyHaMma Habore mejrancke 6pa0ormke.

Cag caasa patHMYKa AeXu 3arabena M3aMeToM 1eMeHa BpaHe U raBpaHa.

I'pax niTune, BpujeMe Kperaao, AnIaj.

Ha nyTy xonpusa u tpme. IV marancko 60>kaHCTBO 4eKa ITjeCHIKa Aa I'a CIlacyl aMaHeTa, 3aKAeTBe I
CyAOUHe OKOBaHe KOPMjeHOM 3rpyeHe A03e.

W Bunose.

Aok pyxe ceOu 11BaTy, Ilype UM Hyae ce0e;caaTke oliBaje IIjecMe yTKaHe y IIape hmamuma rasajy
rAyXu TabaHIH.

Moantse cy nnog nparosuma kyhumm.. C ryjama rpujere.....

3TyCHYTO 4»€TO U CyHIle y IINIIaK, KpBaBu Ipad.
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Kag je 4oBjex 3rycHyo >XMBOT, IpCAM Cy AyBapu.

Ismeby ajereTa 1 BjedHOCTH OTHLUINTE, Ha HEOY AOMaya.

ITo aany. ITo Hohu y uosjexy.

Kps ce y sanax gaaa.

Ha camapy, y ceriery je oasbymarliie, 110 U3r104aH0j KaaApMU IOTyOuIIIe.

Hwus Bjetap, y3 BjeTap, cBejeaHO je IIpalllMHU-THjely cMpTU Oe3 Meca 1 6e3 KOCTHjy....

Y oBOj 3eMau Oe3 3eMabe, y 3axyMay, KaMeH IIyH Oe3yM/a LIBpUl Yy 1IBpYaKy y IleHiiepy hopasa
AoKcaTa, Ha yapaaky I'aBpan Kanerana.

ITounres, n3ryd.seHa MaMysa, y 3jeHUITy CyHIla DayeH 4Myak, OKaMerbeHa IICOBKa.........

Y noane, ucriog, Mjexypa 1amuje usabe Asaxa Aa ce Hallmje BIHA ¥ IIOKAOHM BapBapCKOM CYHILY.
Auramn cy raape OHU KOjH Cy je MMaAl. A OHU KOjU IAaBy HUCY MMaAll Ha paMeHy HICY 3HaAU KaKo
Aa je IIPUTHY YeCMMU.

Vcropuja oBgje je ysjammaa ceOu Ha rpbauy, crewyhn oarerasa y AyOpoBHUK Ha 11asap.

Ha xoa006apu pob.ba naaTtmnaa je cA00040M OBOAMKY CBjeTAOCT YITYPHYTY y OUM.

Kog pobennx ounjy, He BuguMO Ja KpacoTuiia Hepjecta Outn he yaosuita Hepersa npuje BjeHuama.
Y3aaya xypu.

Maago>kerba Takas joIl ce Huje po4uo.

Mosxaa je 4aBHO yMpPO Kaga U OBaj Ipad......

Oggje, koanko cegeda Ha APIILM XaHIIapa, TOAMKO PasOCTI Ha yCHaMa JjeBojaka.

3akpBaBb»EHOM OKYy MaMypAyKa, Ha pa3OojUINTy HarOHa, MpaKa I IIoraHe acKeTcKe cyjeTe, IIITa je
3Ha4MAa >KeHa, AYAUAO /beIloTe, XallliIl AeTeHae?

Jeanom pazexkom VBany pekao Omx Kako musraesa oIlbadkaHa, IpyOO pacoloBbeHa IJaByllla
jamera....

ETto, moaosuna anjesa nan gecHa, IIyIbiHA MOXKAaHa; U3 KOje Cy MpaBI CBe OAHIjeAl, a BjeTap u
CyHIIe IpallHOM 10Au3aAan, To je Ilounres.

Y Top yTjepaHO OCTPU>KEHO cTalo OajaTor Mpaka.

(/byau ce 6oje ayDame KOjoj Cy IIOIINAY MO3aK)

ITa K0OAMKO y HAOpYy>KaHOM XajBaHy 4OBjeKa, TOAMKO C IJaMMjOM MICAO0 Yy BUC IIVKTI.

A KOAMKO Xaoca y 4OBjeKy TOITy3y, KOAMKO KMBOTUIbE Y XajBaHy, TOAMKA 1 1100jega paBHOAYIITHOT
BpeMeHa Ha/, PyKaMa bYACKUM.

YcriomeHa Ha XXy/beBe paboTapa HeMMapa 1 KMeTa, U3BpHYTU (PpUAIIaHU-KyIIOAe XaMaMa.
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Azojs hypuh n Eanca Ocmanuesnh, nsaet Ha 3mujarse, 1968.

Alojz Curic and Enisa Osmancevic, Picnic on Zmijanje, 1968.

M3 cupomamrHor cBujeta oaOjeraa /berora, HeOOM HaMaM/beHa, 1104 0BO 0010 010BO ce CKPIAa,
Tpaxkehn cebu xpam 1 IOy Ay.

3a 1OM, CarHyBIIH I1aBy, yIIIao caM 1104 CBO/, TallITVHe, T1adHe Ajednje Urpadke.

Camn Ha cehujy, ja 1 THIINHA.

Ha 1mapeHoj 6akapHOj 4eMUpANju 9UTaMO jeAaH je AVIHU caBjeT YMPAMX, KaKo je y3aayAHO JyeKaTu Aa
cuby, Kpo3 yraca0 cTapMHCKO OTHMIITe, C BUHOM oOehaHe pajcke xypuje.

Obehane 3a TpIibeBIHY Ha KaMeHY, C KOjuM jede, CHIBa, paba, mpernba ce y Mmoantsu cebu, Oory ,
4OBjeKYy.

I'pakramem HU3 BjeTap 3aBpIluIlle CBY IMPOBU 1104 OapyTaHaMa.

Aocra. IIpodyau ce Xajame.

Pexox cebu 1 Tebu, ycHama HammmM obehaan cy m1sujer y BMHO cI1ao ¢ TpaHaTOT ApBeTa Y>KUTKa, a He
OTpOB 3aame criosHaje.IlyTyj, Aymio, HaTpar y cBoje OyKkaruje, TajaHCTBY MpadHe 3e/1eHe IITyMe.

M3a maote pogHe aBauje 13A1M3asla ce JaBHa IIOpyKa IPeITHOM CpIly, ITULIY, KObY, BaTpy, Oe3yMHO]
AyTaAUIIIA.

Osgje, koauko cegedpa Ha APINIM XaHIIapa, TOAMKO palOCTy Ha YCHaMa JjeBojaka.

Cse ocraao npuiiaga CyHIly, 1 Mpak, U YOBjeK U eTOBM TBPpAM I'PajOBI.

(oxTobap 1968)

Ax0j3 hypuh
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A/0J3 hYPUh, KPAJUILIKN BOTYMUACKHN CAIHAP

JKusore,

CrucHyTa 1mako,
Ortsopu ce,

Ilycrtu cynue,

Hexka ce crpacHo ybuje
Y LIpHOj XXeH....

Ax0j3 Rypuh, ,Auronno Manpena”, (,IIyresn”, 1973.)

AntoHno Manpena, mmancku Lluranun, aerengapnHa ¢urypa ¢paameHra, MHCOUpaTUBHA
1og4o0ra Ha OCcTpBy XBap ApPYTOT YMjeTHIMKa, KpajUIIIKOr OOITyMIMACKOT cambapa, KOjU je MCINICHBAO
pujedn Kao Aa KpyHH je3uuke Oucepe Koju cBaku 3a ceDe jecy CBMjeT, YHUBEpP3yM, HeoOjallliblBa
3aroHeTka nocrojama. AHTonno Kpys I'apcuja, poben y Mairena del Alcor, oBaje je camo putam je AHOT
JKMBOTa, COHOTpaM cplia Koje je KyIjado 3a OHOAMKO PajoCT! KOAMUKO Ce MOXKe y3eTU M3 OBOT
cebunaHor csujeta. He Gujarre Tora Maao — caMo IIITO je pacyTo, I1a ra Tpeba CTPILABUBO CaKyIlbaTl,
jeAHOT gaHa Ta KibMTIa ropopuhe o HallleM caBpeMeHMKY KOoMe je 01110 BMIIIe CTaa0 A0 BAACTUTOT
JKMBOTa HETO A0 IIpU3Hamha CBjeTaaa rnosopHuile. , Tu mjeparn, nujerr Mopa — pujedn ca gHa BaAVIIl
3yOmmMa“, ucrmcyje cbojy KaHTUAeHY Halll yMjeTHMK, IIpeIto3Hajyhn y 3aBnyajy noepujcKor IIjecHIKa
poanu Mpxomuh u csojy bocancky Kpajuny: ,Bexxem 6paa cedu na geao, Vbepujy 3a Hory
nBpuka”. A TOr HBpYKa BUIIe HeMa Y II0e31ji, MaKo OH I Jaske mjesa, oa Kune 40 bamaayxke.

A10j3 /Aojszo hypuh, Oujare HeoOMYaH YOBjeK, cBeCTpaHM yMjeTHUK, ITocBeheHn AnKkoBHI
I1e4aror KOju je CBOjUM KIbVIKeBHIM CaBjeTrMa ycaAyo 3aBudaj y Aylly HaMa 3HaHMUX ITjeCHUKA, U
joI, K Tome, Omjalile AyTOrOAMIILY TeXHUYKM U AMKOBHM ypeaHuk yaconuca ,[lytesn” 3a xoju je
U3paayo HaCAOBHY BUIbETY, ABa IIMKacOBCKa roAy0a, ako Cy TO ToAyOOBH, KOj! 3aje AHNUKN Y KAbYHY
Ap>Ke TpaH4mIly MMpa, YpaMbeHu (GAOPHOM OPHaMEHTUMKOM. 3a MCTM 4YacOIMC CKYILbao je O
Damaaydykux yMjeTHMKa BUIbeTe, KOjUX Ce, eTO Halller ycyJa, MaloKaJa cjeTe MCTOpuUdapu
ymjetHOcTH nuiyhn Tekcrose o cankapuma. ITocao TeXHMYKOT U AMKOBHOT ypeAHNUKa Haydno je
6uo oa bare bujeanha, mpsor Gamaaydkor MogepHoOr AmsajHepa, KoMe he KacHuje mocseTuTu
AVPCKM TEeKCT O MUTCKUM KpajUIIKUM TOIIOHMMMUMa. Jep, jomr suie, Rypuh ce y ,Ilyresuma”
JICKa3a0 Kao CaMOCBOjaH IjeCHMUK IIPBEHCTBEHO CBOTa POAHOT Kpaja U je3MKa — IIOETCKOM IIPO30M
IyCTOM KaO MOIIT KOja Cce MOpa y3uMMaTH Ha KallM4dUIly, IIOTOM OCTaBUTHU II0J, je3MKOM Ja ce
pacronu 1 Tako pacroibeHa ybe y opranmsam aupextso. Joaajom osgje aa cy ,Ilyresn” numaan
U3Yy3eTHe AMKOBHE ypeaHuKe, o4 rtoMenytnx bujeanha n hypuha, 20 Mepcaga bepbepa 1 Eneca
Mymnnmha.

Aaoj3 Rypuh jasuo ce y waconucy ,Kopujen” op. 3-4-5, xoju je 6uo ausajuupao barto
bujeanh, npuje negecer roanna, mjecMoM Koja ce Tako 3paaa, cKkpomHo ,ITjecma®”, ckyna ca Mmaaaum
mucnuma: Henagom Paganosuhem, /bybomupom Cumosuhem, 6pahom Kosesnh Hukoaom n
Cgetozapom. Osaj 6poj yacoryica MOXKAa je HeIlITo Hajoo/be IIITO je Aala KiblKeBHa barbadyka y TpoTeKamx
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rejeceT roAmnHa. 3aTo je M mojaBauBame Aaojza Nypuha y oBakBOM OKpy>Kemy HEOOMYHO.
Oueknpaso 0u ce aa he on nacraBuTu ga rpabm TuMm myreM, da he merosa adpupmarnuja nhn
y3aa3HoM auHujoM. To je je3nuku rycra nmoesuja, 3arpijHyTa u3mebhy pujedn u cTuxa, cTuxa 1 Ipoase,
y CTaAHOM HaIlopy, TOTOBO HaAbYACKOM Ja YCKAaAl CBOje Babaibe a Aa He Iperasu cede camy.

, T hem 6utn 643y poraTux jeaeHa-MAal0Kerba
KOpPaAHUX I10TUba,

310CAYTHUX 3MUjOAUKIX IIPyTOBa

1 Auajesa 00jy AoHujehern y ounma

y TajaHCTBEHOCT TaMe CIpaaa

HamymteHux Kyhmia mys>ka.”

[lame mjecHMK CBOjy IOCAaHUITY HEIIO3HATOj AjeBojiiu Baactu. 3atum ce mopaaun, He Xajyhm 3a
IoxBaJe cBujeTa, He Tpydehu ce ga objaBu KmbuUIy, ga ce oraacu u erabampa Meby BpiimanyuMa
CUTYPHO He IIOC/heArbM Y KBaAUTeTy. Aau, OH HMje MHOIO Mapuo 3a To. Vao je cojum, Apyrum
IyTeM, MOXJa TPIIMO 300rI TOTa, MOXJa OMO 3a40B0/baH, paBHOAYIIIHA CTOpMja O TOMe HaM Hehe
Humra pehmn.

Mu Moxemo 4a BUAMMO, Aa MITYMTaBaMO Ty CBY AMKOBHOCT Kojoj he ce 'Rypuh cas nocserurn,
0140 ga nuiIe 11oe3ujy, pTa BUIbeTe U CAMKa akBapeae Oarbadydke OKOAMHe. AAU 3a CBOjy AyIly,
YBUjeK I caMO 3a CBOjy AyIILy.

»jep Tpeba cTuIIaBaT rAacHe OyKOBe,
ILAQIINTH BUADPE,

jep ce Tpeba MaTuIlaMa pa3oujaTu

0 ceApe YyTOAHMX 0AMOpa,

jep Tpeba mmpeckakaTy KAmn3ape 00AyTKe
20 obaae.”

Kacnnje he csoj mocao Rypuh o6jacuuTtu y yspoanom ¢pparmenty , Kanpuyaocn ca sakpiom™ :

,Kaa cuporuma oge y camkape, noxkeam HacAMKaTH AyAuMa OBO CBOje BpujeMe. banu noraea y
IpaliMHy U BUAU yMjecTo caTpre >kKabOe, Ha acdaaTy 4OBjeK, YOBjeK Ipera’keH ayToMoOMAnMa —
11a4€0AUTCKUM TObaramMa Ha Oe3ayHcKy norod. Kao MeMeHTO HeolpesHoj KpeKeTyIIl, Kao OTIIaau
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AVICT ca IpaHe, U3 IIpallllfHe Ia AUTHe I Ha aaTHo npuanjenn. Canka je rotosa 1 30Be ce ncTuHa. /1
CBa BpaTa Ha CBUjeTy Cy IIpeTHjecHa 3a TOAUKY cAuKy Oe3 oksupa. Kpos Bpara, y xyhy, y Mysej
Hemoryhe je yHujeTu naaso HeOO U Ha IeMy pasarieTo cupomarutso. Ila mpukyraHo ocraje Ha
BjeTpy, Ha ABOpYy...Beanxko jeapo xopabaa, Kp1iaTo cupoTUIHOM.

Azojs hypuh pujerko ce oraamasao HamucuMa o0 APyIUM CAUKapyMa, U3y3eTak je yBOAHU
TeKCT o JosaHy bujeanhy, o6jassen 1964. rogune y ,Ilyresnma”, moa HacaosoMm ,,¥Y crioMeH JoBaHa
bujearha”, raje "hypuh osor seamkor Kpajumauka mocrasba y amOujent bocue n Kpajune,
npurosapajyhm bamaaym ga ce ogpekaa csor Hajseher cankapa. Kao Toanxo myra kaga ymjeTHUK
IuIre o ApyroM ymjeTHuky, Nypmh y osom Tekcry Aaje ceOe, cBOj moraea Ha yMjeTHOCT, Ha CBUjeT,
Ha 3aBn4aj. Rypuh HaBoaAM pujeun Josana bujeanha koje je nsrosopuo osgje y bamaayn, y coon
cankapa bexupa Mucnpanha, o Tome samro Huje ocrao y Ilapusy 1924. roause, jep je y memy
,OcTaza camo Moja bocHa n meH mejcaxx y menu. He jeano oapebeno Opao, He jeana amsaaa, seh
BVI3MJA onor mTo >xusu y MeHn kao Moja bocna. Onga cam ojeaHOM cxBaTHO Aa caM ja cAMKap OBe
3eM/be I Aa ja M3BaH TOTa HUCAM HUINTA U Aa ja M3BaH Tora He Mory Hutta Hahu. Hu moctuhn.” O
KOMe TO TOBOPM Halll CAMKap ako He O ceDu, CBOM 3aBu4ajy, CBOM CXBaTalby MICHje cAMKapa, O
,Tpaxkemy cMmucaa, cymruse, serore u CAOBOAE”. Onpeanjeausmin ce 3a Ty ,ca0004y” hypuh
ce orrpeujeAno 3a caMohy Impema Kojoj Hallle BpujeMe HeMa MIUAOCTH. Jep Ta camoha uecto Boan y
3abopas.

MHuoro cMo BpeMmeHa IOTpOIIMAN y pedakuuju dyaconmca ,IlyreBn”, okyraenu mmpBo oko
npodecopa bpanka Mnaanosnha xoju je 401asuo u3 Capajesa y cBojy bamaayky, Koja ce rpuje Tora
1 mera Omuaa oapekaa He Haaasehm my oarosapajyhm mocao, morom Harmrer goajeHa mmpodecopa
Mare Ilaje, ¢ jeane crpane HemTo crapuju, nomyTt npodecopa Mumka Hlunawha n Ilpeapara
Aazapesuha, Hermro Maaber bopuca Kananha koju je ncrobaBao HellpecyIlHy eHeprujy Ha BUIIIe
nosa, ouga Kose Muhesnha, Vcmera bekpuha, VMpdana Xopososnha, ocnosrue heanje 6yayhe
[Togpy>xHuuie yapyXema KibVoKeBHUKa buX y bamaaynu, npse moapyXHuile y OHAAIIbO]
Jyrocaasmju koja je Onaa m3BaH raasHOT rpaja. Ty cy ce U3BpCHO yKAallaau AMKOBHU I1€4aro3y u
TexHnukn ypeanunu Ensep Illtaso, /ojso hypuh u Enec Mynninh, o6ankyjyhn ankosny crpany
HOBOIIOKpeHyTe u3jaBauke ajeaarnocru ,['aaca.

3a Kpaj osor mageHor mnokymaja o Aaojsy Rypwmhy, mssabena ms njeanmne o Maxu,
cupomaniky bamaayukowm, ,Kampmuuoctu ca sakprnom”, camjesehm amnamujy Kojy je moueo mpeg
Apyru csjercku patr Caasko Manauh, a xacumje nacrasuo /lojsun apyr Josan Jorio bojosuh, eso
IjecMe Oe3 HacA0Ba:
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Pegaxumja “Ilytesa”: Maro Llaja, Panko Pucojesih, bopuc Kanauh, Aaojs hypuh, Mpdan Xopososuh, 1975.
Redaction of “Putevi”: Mato Dzaja, Ranko Risojevic, Boris Kandic, Alojz Curic, Irfan Horozovic, 1975.

,,O cebu ce 3abaBuoO.

ITamese Ha 2ebuma HOCao0.

ITayrom ce o rocriogy pacuTUBAO I10/ 3€M/bOM.

Y3 I'pab rpabuo, rpOy 3apaano.

Y Boam criaBao a xapau AaBao.

Y Oyjagapu kocy caoMuO.

Kyry na aebuma Hocao. 3a mene japehe, csoje Hore TpamIo.
[I1ncao xeay KyKOM II0 Aeay.

IIpexxusno nposehe o 3eMau 1 KOIIPUBU.

Paau BykoBa Ay111y TOpOBUMa Orpajuo.

['raBoM ygapmo o goBparTak xpama.

Kananao maamo u 3majy 1 KOy U CBETY BUTe3Y.

bes muBe ocTao, Kameme cTeKao 04 004aKa 3aAmber IIpoAoMa.
[TpesxmBMO TyCjeHMITy XUCTOPHjy KOja My IIpeKo rpaa mpebe.
Ha xomenuma yHyka csjeroBa. Hemoj HUKOM HUKaza 340 MUCAUTH...”

Panko Pucojesnh
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ALOJZ CURIC, KRAJINA’S BOGOMILIAN DREAMER

“Life,

A clenched hand,
Open up,

Let the sun in,

May it die with passion
In the dark woman...”

Alojz Curic, “Antonio Mairena”
(Magazine “Putevi”, 1973)

Antonio Mairena, a Spanish Gypsy, a legendary flamenco figure, a backdrop that inspired
another artist on the island of Hvar, a Bogomilian dreamer from Krajina, who wrote down words as
if he were polishing pearls of tongue, each one a world in itself, a universe, an inexplicable puzzle of
existence. Antonio Cruz Garcia, born in Mairena del Alcor, is here but the rhythm of a life, a sono-
gram of a heart that beat for as much joy as can be taken away from this selfish world. This joy was
by no means little — it is just that it is scattered and has to be collected patiently, and one day that
book will tell us about a contemporary of ours who cherished more his own life than the cheers of
audiences. “You sing, drink the seas — pull up words from the bottom with your teeth”, writes our
artist his cantilena, recognizing his native Mrkonjic and Bosanska Krajina in the homeland of the
Iberian poet: “You tie hills on to your forehead, Iberia on to a cicada’s leg.” Poetry no longer features
this cicada, yet it keeps singing, from China all the way to Banja Luka.

Alojz Lojzo Curic was an unusual man, a versatile artist, a dedicated art teacher, whose liter-
ary advice ingrained homeland in the souls of the poets we know of; moreover, for many years he
was the technical and art editor of Roads magazine, for which he created the front page vignette, two
pigeons in the style of Picasso, if they be pigeons at all, holding together an olive branch in their
beaks, framed in floral ornamentation. He got vignettes from Banja Luka artists for this magazine,
which art historians recall only very rarely when writing about painters — to our misfortune. He
learnt the job of technical and art editor from Bato Bijelic, Banja Luka’s first modern designer, to
whom he would dedicate a lyrical piece about Krajina’s mythical toponyms. More than that - for it
was with Roads magazine that Curic earned the reputation of an authentic poet, first and foremost
of his homeland and his mother tongue — with his poetic prose as dense as stum, which one has to
taste with a spoon, let melt under the tongue and enter the body directly, in its melted form. Let us
just add that Roads magazine had outstanding art editors, from the above-mentioned Bijelic and
Curic to Mersad Berber and Enes Mundzic.

Alojz Curic first appeared fifty years ago in Root magazine, vol. 3-4-5, designed by Bato Bijel-
ic, with a poem with a modest title, “Poem”, together with these young writers: Nenad Radanovic,
Ljubomir Simovic, brothers Nikola and Svetozar Koljevic. This magazine volume may the best
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be the best thing ever produced by literary Banja Luka in the past fifty years — which makes the
appearance of Alojz Curic in that kind of environment ever more uncommon. One would have
expected him to go forward the same way, to earn recognition fast. His poetry is very dense in terms
of language, choking between words and verse, verse and prose, constantly striving, with superhu-
man effort, to balance its rolling without overrunning itself.

“You will be near antlered deer-bridegrooms

Coral hawthorn,

Sinister snake-like twigs

And in your eyes you will bring the colour of lichen
Into the mysterious dark of the spirals

Of snails” abandoned shells.” -

- addresses the poet an epistle to Vlasta, a girl he does not know. Then he withdraws, indifferent to
the world’s praises, not trying to publish a book, sound his voice or win a position among his peers,
while certainly not the last in quality. Alas, he did not care for it much. He took a different path, one
that was his own, possibly suffered as a result, or was perhaps content with it — history is indifferent
and will not let us in on it.

We may see or read the visual artistic quality which Curic would become entirely dedicated
to, whether he wrote poetry, drew vignettes or painted water colours of Banja Luka’s surroundings.
But it would be for his soul, always but for his own soul.

“For loud cascades we need to quiet,
Scare otters,

For we need to break currents

Against the travertine of cozy recesses,
For we need to skip over slippery pebbles
To the bank.”

Later on Curic explained his business in the editorial fragment “Capricci with a Patch”:

“When a poor man turns a painter, he wishes to paint his own time for people. He casts a look at the
dust and instead of a dead frog, [he sees] a man on the asphalt, a man run over by cars — fuel-pro-
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propelled Paleolithic clubs. As a memento to a careless tree-frog, as a leaf fallen off a branch, he picks
him up from the dust and pastes him onto his canvas. The painting is done and it is called the truth.
And no door in this world is broad enough for a frameless painting this large. It is impossible to
bring in through a door, into a house, into a museum the blue skies and poverty crucified across
them. So it stays nailed in the wind, in the yard... A large sail of a boat, thronged with the poor.”
Alojz Curic rarely wrote about other painters, with the exception of an editorial on Jovan Bijelic,
published in Roads magazine in 1964, entitled “In memory of Jovan Bijelic”, where Curic places this
great native of Krajina in the setting of Bosnia and Krajina, criticizing Banja Luka for having
disowned its greatest painter. Like on many other occasions when an artist writes about a fellow
artist, Curic displays in this text himself, his views on art, the world, his homeland. Curic quotes
what Jovan Bijelic said here in Banja Luka, in the room of painter Bekir Misirlic, about why he had
not stayed in Paris in 1924, for in him “only my Bosnia remained, and its scenery in me. Not a partic-
ular hill, not a single meadow, but the VISION of what dwells in me as my Bosnia. Suddenly I
realized I was the painter of this land and beyond it I was nothing and beyond it I could find nothing.
Nor achieve anything.” Who does our painter speak about if not about himself, his homeland, his
understanding of a painter’s mission, about the “quest for sense, essence, beauty and FREEDOM”.
Choosing this “freedom’, Curic chose solitude, on which our time has no mercy. For that solitude
frequently leads to obscurity.

We spent long hours at the editorial offices of Roads magazine, first gathered around teacher
Branko Milanovi¢, who came from Sarajevo to his native Banja Luka, which had previously given up
on him as well, failing to give him a job, and our doyen, teacher Mato Dzajo; on the one hand, [there
were people] somewhat older, like Professors Miljko Sindic and Predrag Lazarevic, and also Boris
Kandic, somewhat younger, with his inexhaustible energy which he spent in many fields, then Kolja
Micevic, Ismet Bekric, Irfan Horozovic, the basic cell of the future Banja Luka chapter of Bosnia and
Herzegovina’s Writers” Association, the first chapter outside the capital in the former Yugoslavia.
The people who fitted in perfectly were such art teachers and technical editors as Enver Staljo, Lojzo
Curi¢ and Enes Mundzi¢, editing the art page of the newly launched daily publication The Voice.

To conclude this modest attempt at writing about Alojz Curic, here is a poem without a title,
taken from a larger piece about Maho, a poor man from Banja Luka, “Capricci with a Patch”, follow-
ing the orientation started by Slavko Mandic before World War II and subsequently continued by
Jovan Joco Bojovic, a friend of Lojzo’s:

43



Baaago Muaomesh, nprex, 1975.
Vlado Milosevic, drawing, 1975.

“May you bear your own load of trouble.

Carry logs upon your back.

Look for Lord beneath the ground with a plough.

Rush up a hornbeam, grow a hump.

May you sleep in water, yet pay your dues.

Break your hair against fern.

Carry plague upon your back. Trade your legs for its kid legs.

Write your wish on ice with a hook.

May you live through spring on dirt and nettle.

For the wolves’ sake fence off your soul with folds.

Hit your head against the temple jamb.

Light the icon lampad before the dragon and the horse and the holy knight.
May you lose your land, win yourself rocks from the cloud of the last storm.
Survive the caterpillar history that crawled over his throat.

On the knees of the grandson of the worlds. Never wish evil to anyone...”

Ranko Risojevic
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HECIIYTAH N3PA3 AMYHOCTU

3 pyopuxke "/ukosun xusot”, “I'’/IAC”, 19. nosem0bap 1979. roaune

Msaox0a axBapeaa Aaojsa hypuha je ynmpaso ckuHyTa ca 31A0Ba Maaor caloHa /Joma

KyAType, u Mopa ce pehm, Hacrao je mpesax KopucraH 3a pasMulllbamba o ‘hypuhesom
cankapcTsy.Takas IIpejax je uak U HEOIIXOJaH KaJja je pujed 0 OBOM CAMKapy Kojera ¢ IIpaBoMm Ouje
raac Heke BpcTe "MaecTpa Oe3 Mjepe" jep je U Ha OBOj M310KO0M IIpUKa3ao BUIIIe pajoBa HO IITO Cy
IIOBpIINHE 31140Ba y CTamby Ja U34pKe, a 4a ce He TpeTupajy Kao IykKa 4eKOpaTUBHOCT IIPEKO Koje
OKO Op30 IpeaeTn y HeMoryhHOCTHI Aa ce 0110 Taje Ay>Ke 3a4P KU C ITIOTPeOHOM ITasKEbOM.
Ho osakBy HeymjepeHocT Kojy cpehoMm m Ha cBakoj camiy roceOHO M yBMjeK M3HOBa, Baba
IIPUXBAaTUTU KaoO YMIbEHNITY KapaKTepUCTIIHY 3a YMjeTHIKa Oe3 Koje HeroBO CTBapalallTBo He 01
6uao ono mro jecre.TakBoM HaK KaKBO jecTe meMy OM IIPUANYHO OATrOBapao jelaH IIOMado
HecIIpeTaH U3pa3:I10Ay-allCTPaKTHI eKCIIPeCHOHM3aM.

Ja 6u ce oBo 400po CXxBaTMAO, NOTpeOHO je Oap y raobaly pasMOTPUTU YMjeTHUKOB
nocrynak. Ilo opaakeHoM manmpy 3aysMy OCHOBHU pacIiope/, HajlIpuje IIMpOKe MOoBpIInHe 60oja,
pexao 6u ce ymarmeHor nnrensureta.One seh cyrepuiny 0yayhy cauky jep y taj pacriopes hypuh
YHOCU MHTepBeHIInje 00jOM 4aTOM Y IOTe3y, 300r Yera 4ecTo, y TMM MHTepBeHIIujaMa, IIpuojerte
nacreay.Cse "HeymjepeHOCTM' IIOUYMIbY Ca OBUM MHTepBeHIIMjaMma Koje Cy gaTe Tako Ja C jeaHe
CTpaHe CyrepuIily TeMaTcku, pedepeHlmjaaHu csujeT: obase, Body , Kyhe, a ¢ apyre-aa ynecy
KOMIIO3UIIMOHY UBpcTOhy U (141) Aa pasrpaHnde OojeHe MOBPIIVIHE IIPBOT CA0ja, Y YeMY, YMHU Ce
Aa cankap 6ose ycmjesa. Tunmmuna Rypuhesa canka, ako ce 0 Tome MOXKe TOBOPUTH, Ojaje 40CTa
IIpenu3Hy II0Ajedy Ha 4eTUpU AO IIeCT AujeaoBa, U TeK OM jedHa CTyAMO3HO IIOCTaB/beHa
peTpocIieKTrBa MOrJa JAa IOKake Huje A1 Yy TOM 1oraedy hypuh ocrao BjepaH OHOM CAMKapCTBY
KakBUM ce OaBMO Yy BpUjeMe aKTMBHOI Ipuiladama "UeTsopuun'- 3akbydak Ha Koju ymyhyje u
HeJaBHO M3A0XeHa camka "Maun", ns 30mupke Joma Kyatype. Y cBakoM cayyajy, Tpeha u
HajBakHIja (PYHKLIMja OBUX MHTepBeHLMja je Oe3 CyMibe eKCIIPeCHOHNCTIYKA: CBe IITO YMjeTHUK
HOCI y ceOu-HalleTo, COHOPHO, epyITUBHO, arpeCMBHO aAll M HUTOMO I IIPa3HMYHO Kao U
UCIIpeKNAaHO U KOH(Y3HO, UIIYUTa Cce M3 TUX MHTepBeHIMja Oe3 Temkoha.OBy eKCIIpecUBHY
¢pyHK1IIHMjy cBOjuX MHTepBeHITMja Nypuh jomr u moap>kasa yBogehn 1 TakBe 3HaKOBHe MHTepBeHIINje
Koje HeMajy pedepeHIIjaaHa 3Hauema.To cy pelike, 3apesn, 3sje3auile, 0OoMOuIle, Maau KPYTOBI...

Ocum mTO TIOAp>KaBajy eKcIIpecwujy, OBaKBM 3HAaKOBU TeXe U Ja ce Ipudarke
cumboanma.Kaga je, aakae y mmramy oBa Tpeha , ekcrpecusHa QyHKLIMja YMjeTHUKOBUX
MHTepBeHIIMja, OH He XeAM Ja IocTaBy ceObu 611410 KaKaBa OorpaHmderha, Yak HM OHJa Kaja Ou oHa
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Ax0j3 lepmh y khepknHoj Kyhm, Bununer, Kanaga, 2004.

Alojz Curic in daugther's house, Winnipeg, Canada, 2004.

AMKOBHO OMaa IOTIIYHO ompabdaHa. OBa eKcIIpecUBHa >KecTMHa Aada Ou Oe3 MKakBuX Temikoha
DamaaydKoM CAMKApPCTBY TUIIMYHOT U IIOTIIYHOT HpeJACTaBHMKA allCTPaKTHOI eKCIIPeCHOHU3Ma U
Jak, CAMKapCTBa akluje - 4a je Nypmh y amxoBHOM cMmumcay passujao ympaso Ty eKCIIPeCHBHY
(pyHKIIUjy CBOjUX MHTepBEHIIMja 1 CaMO 1Y, jep je OHa MHTMMHO HeroBa.Y Ho0j je OH AyOOKO CBOj I
AMYaH ¥ MOXe ITOTIIYHO 1 6e3 orpaHuyema 4a AOIyCTy c10004y MaIITH.

Mebytum, nncncrupajyhmu napaseaHo Ha 3HaueHmCKOM CBMjeTY CBOjUX 3HAKOBHMX MHTepBeHIIUja
Kao M Ha IJIXOBOj KOMIIO3MIIMOHO] Y031 OTYIINO je IbIXOB Ipasu U Aydoku cmucao.llocmarpane
Kao "obOase BpOaca", excrpecuBHe 3HaKOBHE MHTepBeHIMje JAjeayjy Oe3 cyMmmbe IIpeTjepaHO I
HeyMjepHO.C apyre cTpaHe IIOCMaTpaHe Kao YMCTH AMYHU AOXKUBAbajU (IITO 0e3 CyMibe jecy) THUX
obaJa, BOJe, ITIOTOKa... - OHI AjeAyjy CyBUIIle Be3aHO 3a Taj BUAMLVBY CBUjeT 4a Ou Oman "auctu' n'y
AVKOBHOM I y 3HaUehCKOM cM1CAy.300T TaKBe ABOCMIICAeHe TIo3UITuje y K0joj ce Haaasu Rypuheso
CAMKApCTBO, U3pPa3 I10Ay-allCTPaKTHM eKCIIPeCMOHM3aM I IIOpeJ CBe HeCIIPeTHOCTM OCTaje Kao
Haj0O/ba oApeaHuIla IIpuKaszaHor Nypuhesor cTeapasarrsa.

Aejan CouaHckn
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AN UNRESTRAINED EXPRESSION OF PERSONALITY

From the column “Painting Scene”, “Glas”, 19th November 1979

An exhibition of water colours by Alojz Curic has just been taken off the walls of the little
salon of the House of Culture, bringing us — I must say — a useful intermission during which to
ponder on Curic’s art. This intermission may as well be seen as indispensable when it comes to this
painter, rightly reputed as a “maestro without measure”, as he was presented in this exhibition with
more works than the total area of the walls could bear, without being seen as mere decoration, over
which the eye slips so quickly, unable to rest on anything with due attention for a longer period of
time.

However, this lack of measure, which we see on each of the paintings now and again, ought
to be taken as a fact so typical of the artist, without which his work would not be what it is. The way
it is, his work should rightly be labeled with a somewhat cumbersome expression: half-abstract
expressionism.

To understand this properly, the artist’s manner of work should be considered at least in
general. First of all, to create the initial arrangement, broad stretches of colour of somewhat reduced
intensity, we should say, are applied onto a wetted piece of paper. They indicate the future painting,
because Curic intervenes in this arrangement by applying strokes of colour, which is why he
frequently chooses pastel for those interventions. All his “immoderation” commences with these
interventions, executed in such a way that, on the one hand, they suggest a thematic, referential
world: river banks, water, houses, while on the other they bring in compositional firmness and/or
demarcate the coloured surfaces of the first layer, with which the painter seems adroiter. Curic’s
typical painting, if we may call it so, is divided precisely into four to six sections, and we should ask
for a meticulously curated retrospective to show if Curic has in that sense remained true to the kind
of painting he did at the time when he was an active member of The Group of Four — to which
conclusion leads the recently exhibited canvas “Watermill”, from the collection of the House of
Culture. In any case, the third and most significant function of these interventions is undoubtedly
expressionist: everything the artist has within himself — tension, sonority, eruptiveness, agressive-
ness but also meekness and a festive spirit, as well as brokenness and confusion, can be read from
those interventions without difficulty. Curic additionally supports this expressive function by intro-
ducing such semiotic interventions which carry no referential meaning. They are jags, commas,
asterisks, little bombs, tiny circles...

Apart from supporting expression, these signs aspire to approach symbols. Therefore, when
it comes to this third, expressive function of the artist’s interventions, he does not wish to impose
restrictions of any kind on himself, even when they may be perfectly justifiable in terms of art. This
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bexup Mucnpanh, Mépaxum /bybosith u Azojs hiypuh y asopurry nopoauiie Ocmanuesuh, 1971.

Bekir Misirlic, Ibrahim Ljubovic, Alojz Curic, in the garden of Osmancevic family, 1971.

expressive vehemence would easily give Banja Luka’s art a typical, complete representative of
abstract expressionism, even action painting —if only Curic had, in the artistic sense, developed this
very expressive function of his interventions, and this one alone, because it is so intimately his own.
With it he is so prominently himself and personal, and with it he can unleash his imagination to the
full and with no restraints.

However, as he insists simultaneously on the semiotic existence of his interventions through
signs as well as their compositional role, he blunts his real, deep meaning. If viewed as the “banks of
the River Vrbas”, his expressive semiotic interventions appear undoubtedly exaggerated and
immoderate. On the other hand, if seen purely as a personal experience (which they undoubtedly
are) of those banks, the water, the current... — they seem overly connected with the visible world to
be “pure” in the artistic and semiotic sense. Due to this ambiguous position of Curic’s art, despite its
clumsiness, the term half-abstract expressionism remains the best qualifier of Curic’s presented
works.

Dejan Socanski
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Tekcr xkaraaora nzaox0e "Aaojs hiypuh-axsapean, Kemaa lnpGerosmh-annorpasype”, Y mjeTHmuKa
rasepuja bama Zlyka, 1973.

Kpos njeaokynHo cBoje cTBapaaalTso 40 cada, Aaojs hypuh je mokasao nHrepecosame 3a
JOBjeKa I IIPUPOAY aal He IIPUPOAY TUIM3UPAHOT IPaACKOr Iej3a’ka, Hero AuBAY, KOjy 4OBjeK Mopa
Aa Kpotu ga 6u My cay>xmuaa: Mpkomuh, 3mujarme, cebann-oOpbanm 1 miuxose 1oToyape-MANHOBU
"y KojuMa Cy cBe3aHM M 00JaK M 3eMsba LIPHMIIA, M IIIyMa M IpAO 4YOBjeKa KOju xohe Ja mx
HaaxuBy'". To cy agyro Ouae Teme OarbaAydKoOT yMjeTHMKA.

Caukap hypuh u caga, Ojexxehu o4 AOKTpuMHe U MHTeAeKTyaAM3Uparba y CAMKapCTBY,
’KeaAu, Ha CBOj HaulH, HeKO 01 MOXKJ4a pekao Ha aHaXpOH HauylH, Ja IPe3eHTupa OlcepBauuje 1
pasMMIILbamba O IPUPOAL.

Ha 0B0j 134001 yMjeTHUK HaM ce IIpeAcTaBba MallITOBUTUM Ilejca’kiiMa, aall OHUM, Koju
ce Haaase HagoMak bamaayke nan y camom rpagy: Cyrypanja, l'opmu Illexep, Bpoac u Kacrea, xoju
Yy HEKOAMKO Bapujanjja IIOKa3yjy 4a CAMKap HUje HallyCTHO CBOj OMI/bEHI MOTMB, aAl je jaCHO Aa
Tejcak npeAcTaBba APyK4Mje Hero y paHUjUM pagoBlUMa.

3ao0seHuM AuHUjaMa 1 Tonaum 6ojama “CyTypanja” cankap Kao Ja MCKasyje IoMuperhe
yMjecTo paHujer OyHTa M TPHeAMBOCTU yMjecTO IpKoca. Y BapujalyjaMa jedHOT aMOujeHTa
“Cytypamnja”’caukap IpoHaJa3y HOBe M/geje, pjelllaBa HOBe IPODJAeMe:UCKIAAaHUM AMHUjaMa Kao
IIIapaMa ca IlOmaBa HarJalllaBa BeApUHY IIpOCTOpa KOjU CAMKA, a >KeHCKOM (PUIYPOM IIAOIITHO
AAaTOM y IIPBOM I14aHy, HajaBayje HOBe mpeokymnanyje.CAMYHO PUCTyIa U cAuKamy Kacreaa:aox
jeaan Kacrea nmoacjeha Ha Mo3auk 110 paclijellkaHOCTH I110Xa, Y Apyroj caunu Kacreaa, 60je, mako
OMBIYEHe IIPHOM AV OKep AMHUjOM, yTallajy ce jegHa y Apyry. 3amjeHyIiaHe Boje BpOaca Ha jeaHOj
cAMITN, Ha APYTOj cy yKpohene xopusoHnrasama xaaaumx ToHosa. Illnpoke naoxe nejcaxxa y l'opmwem
[lexepy yka3syjy Ha cMUpuBambe, a KOHTpacTu 0oja cy ogpebenuju nero n y jeAHoj Apyroj cauim.

JoK HeKo Tpara 3a usryoseHum spemenoM, A10j3 Rypuh tpara 3a usry6.seHOM IpUpPOAOM.
'y Bpujeme Kag, ce yoBjek OOpu MpOTUB 3arahuBama COIICTBEHe CpeayiHe, 1 Kala MHOTY YMjeTHUIIU
y CBOM IIeCMMM3MY CAMKajy paclajara Ha cMeTsumtuMa, Aaojs hypuh nam noxaama mnejcaxke
4IICTe U CBje>Ke Kao M3 HeKOT APYIOT CBUjeTa.

Aparojaa Tommnh
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From the exhibition catalogue “Alojz Curic — Water Colours, Kemal Sirbegovic — Linocuts”, Banja
Luka Art Gallery, 1973.

Through his artistic work to this day, Alojz Curic has shown interest in man and nature —not
in the nature of typical cityscape, but rather in virgin nature, which man has to subdue before he can
use it: Mrkonjic, Zmijanje, highland peasants and their watermills, “where the cloud and chernozem
are bound together, as are the woods and throat of man wishing to outlive them”. These were the
themes of the Banja Luka artist for a long time.

Avoiding doctrine and intellectualisations in painting, Curic the painter still wishes to
express his observations and reflections on nature in his own way, which someone might call anach-
ronistic.

In this exhibition the artist is presented with his imaginative landscapes, those located in
Banja Luka’s vicinity or in the city itself: Suturlija, Gornji Seher, the River Vrbas and Fort Kastel,
whose several variations show the painter has not abandoned his favourite motif, while clearly
demonstrating scenery is presented differently if compared with his earlier works.

With his round lines and warm hues (Suturlija) the painter seemingly expresses reconcilia-
tion, which has replaced his earlier rebelliousness, and tolerance, now in the stead of spite. As he
varies a setting (Suturlija), the painter finds new ideas, solves new problems: with his interrupted
lines resembling carpet patterns he accentuates the serenity of the place he paints, while the wom-
an’s figure presented two-dimensionally in the front foreshadows his preoccupations to come. His
approach to painting Fort Kastel is similar: with its surfaces atomised, one Kastel painting resembles
a mosaic; the colours used in another merge together, though lined with black or ocher. One paint-
ing shows the rippling waters of the River Vrbas; another uses cold hues to tame the same waters
into horizontal lines. The broad stretches of the landscape of Gornji Seher indicate appeasement,
while the colours are contrasted more sharply than in any other painting.

While others may search for lost time, Alojz Curic is in search of lost nature. In a time when
man has to cope with a polluted environment, when many artists in their pessimism paint scenes of
decomposure at rubbish dumps, Alojz Curic gives us landscapes as clean and fresh as if showing a
world other than ours.

Dragojla Tosic
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*besraasu camap, 1964, yve Ha raatHy
*Headless pack-saddle, 1964, oil on canvas

*/jeaa, y unjuM AereHaaMa HUje MCTaKHYTO BAAaCHUIITBO, AMO Cy ITpuBaTHe Koaeknuje Exnce hyprh Ocvmangesnh
*Artworks without property remarks, belongs to Enisa Curic Osmancevic private collection
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Maunmn, 1983, yve Ha naaTHy Urpau - ayronoprper, 1958, y»e Ha naartay
Mill, 1983, oil on canvas Dancer - Self Portrait, 1958, oil on canvas
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s nukayca “Camapu”, 1983, y»e Ha maaTHy Cyrypanja, 1960, y»e Ha 11aaTHy
From the cycle Pack-saddle, 1983, oil on canvas River Suturlija, 1960, oil on canvas




Mamnm, 1962, y.be Ha naaTHy
Mill, 1962, oil on canvas
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Lpun mann, 1963, ybe Ha 1iaaTHY Maun I, 1962, y»e Ha aatny MuauH ca pBeHOM >KaoKoM, 1963, ybe Ha 11aaTHy
Black mill, 1963, o0il on canvas Mill I, 1962, oil on canvas Mill with red sting, 1963, oil on canvas

“Aa0j3 "hypuh, y noesuju tBoparn; HeoOMyHMX MeTadopa I joIIl HeOOMYHMjUX ca3Bydja jeAHOT
DoraTor jesmka, MCIOAUO je IIOCBe pa3AnduTe KBaAUTeTe y CBOM CAMKApCTBY: He cIIOHTaHO, Beh
palMoOHaAHO je eros npuHIuM, dapem y cepuju "Mannosa", y kojoj je, oko 1962. roaune, modeo
pasOmjaty 00AMKe BUAMLUBOT CBUjeTa Aa OM X, Ha CAMIINM, KOMIIOHOBAO Y jeAHY HOBY CTBapHOCT, KOja
Hje Oe3 HaTpyXa IMOCTKYOMCTUYKIUX pjeliersa.”

Aspa bernh, Cankapcrso, Kataaor nzaox6e Ymjernoct bocue n Xeprierosuae 1945-1974,
Ymjernnuka rasepuja buX, Capajeso, HoBemOap 1974. 6e3 nmarnnanmje
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AuspuHa naase nrue, 1959, ype Ha naatay
Blue bird wildness, 1959, oil on canvas
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Cyrypanja 2, 1960, ybe Ha n1aaTHy, BaacHUIITBO My3eja caBpemene ymjetHoctu PertyOanke Cpricke
River Suturlija 2, 1960, oil on canvas, property of Museum of Contemporary Art of Republic Srpska
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Beaukn camap, 1964, ye na naatny j 1mke Cpricke
Big Pack-saddle, 1964, oil on canvas River Suturlija, 1959, oil on canvas, property of Museum of contemporary art of Republic Srpska
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Manmn, 1962. y.ve Ha naarny, saacHuiTso Kyarypnaor nenrpa bancku asop
Mill, 1962. oil on canvas, property of Cultural center Banski Dvor

Maunn 1V, 1963, yve Ha naaray
Mill 1V, 1963, oil on canvas
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ITog mannowm, 1963, ybe na naatay
Under the Mill, 1963, oil on canvas

Maun 111, 1962, y»e Ha m1aaTHy
Mill II1, 1962, oil on canvas




Anjesue - Anpad rpag, 1989, aksapea
Lijevce-Livac town, 1989, watercolour

Ms nukayca “Camapu”, 1983, aksapea
From the cycle Pack-Saddles, 1983, watercolour
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Kyhe cupomaranx, 1957, aksapea
Houses of poors, 1957, watercolour

Iyt 3a Cyrypanjy, 1972, aksapea
Road to Suturlija, 1972, watercolour
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Obaze Bpbaca, 1993, aksapea
Banks of the Vrbas, 1993, watercolour

Bapmap nmog Opyraowm, 1973, aksapea
Varcar under Oruglo, 1973, watercolour
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Obaze Bpbaca, 1977, akBapea
Banks of the Vrbas, 1977, watercolour

s nukayca “Camapu”, 1983, aksapea
From the cycle Pack-Saddles, 1983, watercolour




Obaae Bpbaca, 1980, aksapea
Banks of the Vrbas, 1980, watercolour

“Ho, osa mocaeamwa Hypuhesa msaoxba y Yuraonunu crpane mramile, Ha KOjoj je OH
IIpe3eHTUpao TpujeceTak akBapeaa, 3aljijelo je 3a MHOre MaAu JAorabaj, jep HaHOBO OTKpuBa jejaH
CBUjeT caMO IbJIMe OCBOjeH, CBujeT (paHTasuje 1 CHOBMDemba.

UYerpaecerak nejzaxka Bpbaca unne cyntuany, gpantactuunm aadyMm yMjeTHUKOBMX Bubema, n
TO TaKaB KOjM y pMjeTKUM CUTyaljujamMa yIiyhyje Ha HeKu cTBapHU deTas uau peasan npusop.Kao aa
jé YMjeTHIK caB CBOj MMaruHaTUBHM caapKaj UCLIMjeANO Y jeaHy jeauny mjecMmy nocseheny Bpbacy u
bamwaaynm.Haunn na xoju "hypmh rpagu aksapeane 1ejsake ymHOrome 1ojcjeha Ha
(panracmaropuunn nocrynak Mapka Illarasa, ma xag raegaaan y jeanoj ‘Rypuhesoj caunm suau
Obubamjckorjapia ¢ ounma Koje cabaacHo Oyae y Hac, Taga ce acounjanyje mpema [llaraay namehy kao
IIyTOKa3 3a pasyMujeBambe ose ymjerHocTu. Koauko je pag Ha akBapeAy CA0KeH U AeAMKaTaH, Hajoombe,
YUHU Ce, TIOKa3yje HacTojare YMjeTHMKOBO J4a CAMIIM HaMeTHe PaBHOTEXY MpallMOHAaAHUX CTarba
(oBgje cuMOOAM3MPaHNUX pa3auBarbeM OOjeHIX I140Xa) M PpalMOHAaAHOT peJa, IpejoYeHor y uAeju
CAUKe U IeHMM KOHCTPYKTuMBHUM IlaaHoBuMa.Jpsehe, kyhe, obaae, nebo - cse TO Kao ga je Tek
AOTakHyTO JAeaAyjaBoM OojeHOM 1a0xoM, uctmuyhm m mnoaynupyhm ocjehame neke aaxohe,
IIpO3payHOCTM M KpXKe mocTojaHoctu crBapu. Ho, nsnag csera y aksapeanma Aaojsa-/lojse hypuha
naujeH OOTaTCTBO YHyTap IbUX CAMKOBHUX (POPMM HCKa3aHMX OojaMa IITO MHTEH3MBHO cAujeje
rpaHIYHU Ipeano nsmebhy HeGeckor 1 3eMmanbCKOT Ko3dmoca.”

Huxaa Aruh, Vrpe 60ja n annnja (murar), “Ocaobobeme”, Capajeso, 1. HoBemOpa 1978.
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Obaze Bpbaca, 1989, aksapea
Banks of the Vrbas, 1989, watercolour

Obaae Bpbaca, 1990, aksapea
Banks of the Vrbas, 1990, watercolour
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Obaae Bpbaca, 1976, aksapea
Banks of the Vrbas, 1976, watercolour

“/l0K HeKo Tpara 3a U3ryoseHnM BpeMeHoM, Aa0j3 hypuh Tpara sa nsry6.»eHoM npupogom.
My Bpujeme Kag ce yopjek OOpu IIpOTUB 3arabuBamba COIICTBeHe CpeANHe, U Kaja MHOTU YMjeTHUIIN Y
CBOM IIeCMMU3MY CAMKajy pacliagamba Ha cMeThumtuMa, Aaojs Rypuh nam nokaama nejcaxxe amcre
U1 CBje>Ke Kao 13 HeKOT APYror ceujera.”

Aparojaa Tomuh, Tekcr karazaora nsaoxoe "Aaojs Rypuh-aksapean, Kemaa
HInpGerosumh-anHorpasype” (urar), Y MjeTHnYKa raaepuja bama /yka, 1973. roanne
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Obaae Bpbaca, 1977, akBapea
Banks of the Vrbas, 1977, watercolour

“I'lo oBaaxeHOM MaNMpy 3ay3My OCHOBHM pacriope/ Hajlpuje IIpoKe IOBpIIHe 60ja, peKao
6u ce ymameHor nnrensutera.OHe eh cyrepury 6yayhy cauky jep y Taj pacopea hypuh yHocn
MHTepBeHIIMje 00jOM 4aTOM Yy ITOTe3y, 300T Yera 4ecTo, y TUM MHTepBeHIIjaMa, IpubjerHe nacreay.Cse
"HeyMjepeHOCTH" IO4NIby Ca OBUM MHTepBeHI[MjaMa Koje Cy gaTe TaKo Ja C jegHe CTpaHe CyrepuIIy
TeMaTcKl, pedepeHIjaaHN CBUjeT: oDade, o4y , Kyhe, a ¢ Agpyre-ga yHecy KOMIIO3UIIMOHY YBpcTOhy
u (1an) aa pasrpaHnde OojeHe ITOBPIINHE IIPBOT CA0ja, y YeMy, YMHMI ce Ja cAuKap Oosbe ycrmjesa.”

Aejan Couancku, 113 pyopuke "/lvkosnn >xusot' (1iutar), “I'1AC”, 19. nosemOpa 1979. roaune
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[Tpeano, 1973, aksapea
Landscape, 1973, watercolour

Mann, 1983, akBape, BAaCHUIITBO Y MjeTHIUKe raaepuje brx
Mill, 1983, watercolour, property of Art Galery BiH




Bohke kao >xene, 1957. akBapea, BAaCHUIITBO IOpoautie Jopuh
Fruits like women, 1957. watercolour, property of family Jovic
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Obaae Bpbaca, 1975, aksapea, Baacuuitso Panka Pucojesnha
Banks of Vrbas, 1975, watercolour, property of Ranko Risojevic

"OxBup crio3HaBama cankapcrsa A 'Rypuha Omaa Ou KoHCTaTanuja 4a Yy MOTMBCKOM CMIICAY
rocjeAyje OHaj M300p , KOjiI My je MCTOBpeMEeHO ¥ OKBUP >KMBOTHOI IIPOCTOpa ca CBUM OCOOMHaMa
TepeHa-IIej3a’ka, aAll U ca 0coOMHaMa XMBOTHe p1a030duje YoBjeKa KOjii y TOM IIej3aky BUjeKoBuMa
rocroju./la Ou TO U HacAMKao, HEOIIXOAHO je CBjeCHO OJBajaibe 04 U AaHac 4eCTOT , Mame MAM BUIIe
CIIOHTaHOT OM/AbesKerba 40AyIlle AMKOBHIX ceH3allMja (akBape je ToMe HapOuNUTO M0AA0KaH) Y KOPUCT
BEANKOI yjeAMIbeHOT ¥ IOTIYHOI Hallopa TpaHcopMmicama BUAMUBIX, HaMjepHO CKPUBAHIUX,
pasbaraHNX AU CAYYajHUX I0je AMHOCTU U Y IPUPOJHOM OKPYXKjy U y MaramHaMma AyIlle JyoBjeKa 13
TOT OKpYy>Kja."

Jocumn I'pannh, Axsapean A. hypuha (nurart), “I'/1AC”, bama Ayka, 9. jyaa 1975. roaune
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Bamwaayuxu Cs. Cebactyjan, 2000, KoMOMHOBaHA TEXHMKA bamaayuxnu Cs. Cebactmjan, 2000, koMOMHOBaHa TeXHMKa
Banjaluka's St. Sebastian, 2000, combined technique Banjaluka's St. Sebastian, 2000, combined technique
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Mans, 1962, koMOnHOBaHa TeXHMKA
Mill, 1962, combined technique

bamaayuxu Cs. Cebacrujan, 2000, koMOMHOBaHa TeXHMUKA
Banjaluka's St. Sebastian, 2000, combined technique




Maun, 1963, kKoMOMHOBaHA TEXHIKA Maun, 1963, komOMHOBaHa TeXHIIKA
Mill, 1963, combined, technique Mill, 1963, combined technique
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Kamon Hpne pujeke, 1958, komOnHoBaHa TeXHMKa Mamnn, 1963, komOMHOBaHA TeXHIKA
Black river canyon, 1958, combined technique Mill, 1963, combined technique
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baba Kate, 1953, oa0BKa Ajesojke, 1957, Tym
Grandmother Kate, 1953, pencil Girls, 1957, ink draw
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Tparom Kounthese nipuue, 1955, Ty Tparom Kounthese niprrae, 1956, Ty
Tracking Kocic's Tales, 1955, ink draw Tracking Kocic's Tales, 1956, ink draw
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ITapwum, 1960, Tym
Horse, 1960, ink draw

ITponetn xowuh, 1959, Tym
Rear horse, 1959, ink draw
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Ko, 1960, Ty
Horse, 1960, ink draw
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bopba 6axosa, 1956, Ty
Bull fight, 1956, ink draw

Ko, 1960, Tym
Horse, 1960, ink draw
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Axojs hypuh, Mpxomuh I'paa, 1935/1936
Alojz Curic, Mrkonjic Grad, 1935/1936

1933
Azojs hypuh poben je 13. anpuaa y Mpkomuh I'pagy y paanmdxoj mopoauniu o ora 3BOHKa,
obyhapa u majke Eanzadere, szomahurre.

1942
HacTamwyjy ce y bamaaymu.

1948
0/ CBOje IIeTHaecTe A0 ABajeceTyeTBpTe rogyHe ce OaBy TMMHACTUKOM U CIIOPTCKOM I1e4arorujoM,
IIITO Ta je ¥ HaBeao Aa ce oIlpeAMjeAl 3a BaCIIUTHU Paj, ca AjelioM.
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1952

Iounme ce OaBUTU CAMKAPCTBOM. Ymucao Bumry negaromiky mikoay y bamaaynm. ITpsy roamny
noxaba y Bamaayrm, xoa npodecopa Bosxe Huxoanha, a apyry y Capajesy ', koa mpodecopa
Pagenka Mumesnha. Jpyxn ce ca Ensepom Illtasom y KojeM IIperiodHaje CAMYHOCT Y
CeH3UOMANTETY U aMOUITUjI.

1953-1954
raju HaKAOHOCT IIpeMa MAYCTpalluji 1 IIpTeXXy Koje 00jaBayjy oMaaauMHCKN AucToBy y buX kao
roceOHe IIpuAOre.

1954
3appmno Bumy neaaromiky mxoay y Capajesy. Ynucyje IlIxoay pesepsuux opunmpa y 3arpedy,
IJje TOKOM IIIKOAOBama 001141a31 My3eje 1 ralepuije.

1955

IIOUMIbe aKTUBHO JjeaoBaty y OarbadydkKoM AMKOBHOM >KMBOTY ca IIPBOM M3A0KOOM Tpylle
»Yersopunia”, kojy cy unnman Ayman Cumuh, bexup Mucupanh n Ensep Illtaso. ¥ xaTasory
IITaMIIaHOM Y3 1310K0y OBU MAaAy YMjeTHUIIM 00jaBuan cy u csoj Manudgecr. Y meMy cy, nopes
ocrazor, Hanmcaan :“Hacrojumo ga cTBapaMo IITO caMOCTaAHMje U Aa CMO CAMYHM Y TOME 4a HU ca
KM HUCMO camdHy. CBOj 4eTBOPMIM Cy CBOjCTBEHe HeKe 3ajegHuuke LpTe: ,,..0aBMMO ce UCTUM
IIO3MBOM, KOjI je y YCKOj Be3! ca HalllM CAMKAPCKUM PagoM, MMaMO M3BjeCHM PeBOAT Ha IITKOACKY
OCTaBIITUHY IIOjMOBa O IMUKTYPaAHOM 3aHaTy M (PYHKUMjU CAUKAPCTBA Y APYIITBY ¥ KOHCTaHTHO
CMO Yy OCKyAMIM C MaTepujadHUM CPeACTBMMa, KOja Cy 3a OBy BPCTy JjeAoBarba HEOIIXOAHO
norpeban.” Jdyxosun soba rpyme je 6uo Jdyman Cumuh xog Kojer cy ce cacrajaayu u BOAUAU AyTe
Pasrosope O yMjeTHOCTH, eCTeTUIIM U1 HOBUM AMKOBHUM UCTpakKMBarb/Ma.

Fberosu panu pagosu Hacrajy 1o seaukuMm yrtunajem Ilerpa Jybapae. Cam yMmjeTHUK KaxKe:
“/lybapaa mn je momorao Aa ogeM y Mpkomwnh, ga rpaxkum 1 Habem cBoj kamemap.”

3arionibaba ce y OCHOBHOj IIIK0AH ,, JosaH Jopanosnh 3maj” y bamaay1iy, Kao HacTaBHUK AMKOBHOT
oaroja, y kojoj he mpegasatu HapeaHux 38 roguHa. Y pady ca 4jelloM YHOCH eHTy3MjazaM U
oborahyje meaaromxku pag ca HOBUM caap>kKajuma, ocaodabajyhm y ajenin muxos crsapasauxu
IOTeHIIjaa.

! Mkoaa ce cean y Capajeso
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1956

oTBapa ce IIpBa 1310K0a Ajeunjux pajosa.

Ax0j3 hypuh, 3ajeano ca Mucupanhem u llltaboMm ydaecTsyje y peaansanyju n3A0K0e rmocsehene
ITerpy Kounhy, Ha k0joj je VIBo AHgpuh, Koju je mpucycTBoBao Kao rocT, N3peKkao cBe IIoXBaje 3a
MAaje yMjeTHMKe.

1957

Ha /pyroj MmehyHapoaHOj 1310X0M Ajeuanjux AVKOBHMX pajoBa, Aa0j3oBa yueHnIa 406uja 3aaTHy
Megany 3a Jyrocaasujy. Oa Taga he gjerja mouetn ga n3aaxy Ha usaoxxb6ama y 6usIoj Jyrocaasuju
1 MTHOCTPAHCTBY, Ha KojuMa he 400uTu 6pojHe Harpage, Toxsade 1 IpU3Haba.

1958

AoHeceHa Jekaapanuja y Boronrhu, kojom ce ycMjepasa mpeAMeT AMKOBHOT 0ATOja 11 0OpasoBama y
oyayhnocrn.

1960
1310x0a gjeanjux pagosa y caaony , Bypo Caaaj” y beorpaay. Jobuja 400py KpUTUKY 04 CTpaHe
rosHaTyx Oeorpaackux ymjetHnka (Tadaxosuh, I'sBosaenosuh, bujeanh..)

1961
cmphy Jdymana Cumuha, 3aspiasa ce mocrojame rpyite ,,Yersopuna”. Tpojuria octaanx cankapa
HacTaB/Aajy 4a U3AaKy TPYIIHO U MHAUBUAYaAHO.

1962
AODUTHIIK je Harpade 1yoauke Ha Jpyrom jecemeM caaoHy y bamaaynmn.

1961-1965
rocebaH Ilepno/ y HeroBoM CTBapaJalllTBy y KojeM Hacrtaje sehu Opoj camka y yay umja Tema cy
O1AM MAMHOBM U cCaMapu.
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1965

IleHTap 3a AMKOBHO BacIuTame JAelle 1 omaaauHe Bojsogune y Hosom Cagy Harpabyje 9 ankosHux
Ilejarora 3a ycIijex Ha M310>K0U AjedrjixX AMKOBHUX pajoBa, a Mebhy muma un Aaojs Rypuh.
Axkagemckn cankap boromma Kapaosapuc je mosogom Tora Hammcao: ,,..IIpso Omx criomenyo
Axaojza hypuha m3 bamaayke, umja CIIOCOOHOCT Ja Jjelly IIOHece, Ja VM IIOKpeHe MaIlrTy,
CTBapaladky eHeprujy, ooesdjebyje jeaHy moceOHY AMKOBHY IIpeACTaBy O JAjeunjeM M3pasy Koja je
MjelllaBMHa CIIOHTAaHOCTH, eAeMeHaTa (poAKAOpa 1 caBpeMeHe AUKOBHe popme...”

1968
AOOUTHIUK je OTKyIlHe Harpaje capajeBcke YMjeTHMUKe radepuje Ha UeTBPTOM jecereM CaAOHY y
bamwaaymn.

1969
HaKOH KaTacTpo@aaHOT 3eMboTpeca y OKTOOpY y bamaayiiy, paay HU3 ITpTeKa pa3pyIIeHor rpaja.

1969-1970
paauo y komucuju 3a popmuparbe YMjeTHIUKe Tadepuje.

1970

oxxeHno ce ca Enncom Ocmanuesnh, 6armaaydkoM MjeCHUKUEOM.

Ha mebynapoanoj m3a0:x0m pajoBa AMKOBHMX Ilejarora 1 mUXoBuX yuyeHnka y LleHTpy kyatype
ITnpean y Muaany, nnpeacrasaao je buX. Vzaaxe ocam canka.

1972
poanaa my ce khepka Beapana.

1978
Ao0Hja AUTIAOMY 3aCAy>KHOT AMKOBHOT IleJarora Jyrocaasuje.
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Xaana Tuxsemra n Aaojs hypuh, 60-Te roaune
Halil Tikves and Alojz Curic, 60’s

1979
Ha [Ilectom MmebyHapoaHOM OnjeHaay ajeunje gpanTtactuke 400mjajy Grand Prix.
ITpupebyje perpocnexTusy pagosa o4 1956-1979 y domy Kyatype.

1980

nsaaxe ,Maun IV” n3 1962. roauHe Ha 1310K0M ,,JyTOCA0OBEHCKO CAMKApPCTBO IlecTe JelieHuje” y
Beorpagy. ¥V xataaory musaoxbe Aspa bernh mmme o cauxapcrsy y buX: “..Buasus je passoj y
TpaHcpopMalyju peaaHor ko4 Aaojza Rypuha, unju mejsaxu jomr gyBsajy acolyjaTBHYy Be3y ca
peaanomthy, aan cy seh sHaTHO ygaseHu o AecKpuIlIiyje KOHKPETHOT MOTMBA M3 IPUPOJE,
YHEKOAUKO 1 11og /lybapauuHum yruriajem.”...
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Azojs hyprh ca khepxom Beapanowm, yaykom TrraoM 1 setom Jparanom Kocopuhewm, Buanmer, Kanaaa, 2004.
Alojz Curic with daughter Vedrana, granddaughter Tina and son in law Dragan Kosoric, Winnipeg, Canada, 2004.

1985
Ao0uja 3aaTHY IAaKeTy 3a U3y3eTaH AOMPUHOC y pa3Bojy KyaType y bamaayrim.

2003
Ao0uja ATIpuAacKy Harpaay 3a rocebaH AoIpuHOC pas3pojy bamaayke.

2007
yMupe y cBoM crany 31.mapra.

buo je waan Yapyxema AukosHNx yMjetHuKa bocue n Xepuerosune (YAYbnuX)
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Ax0j3 Rypunh ca cecrpom Toukom u 6pah0M Muaagenom n 3aenkoMm, bama /lyka 50-Te rogune
Alojz Curic with sister Tonka and brothers Mladen and Zdenko, Banja Luka, 50's

1933
Alojz Curic was born in Mrkonjic Grad on 13 April, into a family of workers, to father Zvonko, a cobbler,
and mother Elizabeta, a housewife.

1942
They moved to Banja Luka.

1948
Between ages 15 and 24, he did gymnastics and worked as a sports teacher, which led him to choose the
job of children’s educator.

1952

He took up painting and entered the Teachers” College in Banja Luka. He attended the first year in
Professor Bozo Nikolic’s class, and the second in Sérajevo , in Professor Radenko Misevic’s class. He
became friends with Enver Staljo, with whom he shared the same ambitions and sensitivity.

1953-1954
He was particularly keen on making illustations and drawings, which BiH youth magazines published
as special supplements.

IThe College moved to Sarajevo.
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1954
He graduated from the Teachers” College in Sarajevo. He enrolled in the Reserve Army Officers’ School
in Zagreb; during schooling there, he visited museums and galleries.

1955

With the first exhibition of the Group of Four, which also included Dusan Simic, Bekir Misirlic and Enver
Staljo, he became active on Banja Luka’s art scene. The young artists published their Manifesto in the
catalog accompanying the exhibition. Among other things, they say in it: “We strive to create as indepen-
dantly as we can, and share one thing — we have nothing in common with anyone.” All four of them had
something in common: “...We do the same job, which is closely connected with the painting we do; we
feel somewhat revolted by the legacy of the pictorial craft as understood in schools and the social func-
tion of art, and we are constantly in need of resources, which are a must for this kind of work.” Dusan
Simi¢ was the spiritual guide of the group, at whose home they met and had long discussions on art,
aesthetics and new experiments in art.

His early works were largely influenced by Petar Lubarda, which the artist acknowledges: ‘Lubarda
helped me go to Mrkonjic, look for and find my rocky ground.’

He found employment in Jovan Jovanovic Zmaj Primary School in Banja Luka as an art teacher, where
he taught the next 38 years. He was very enthusiastic about working with children and greatly enriched
the teaching practice with fresh ideas, helping children to release their creative potential.

1956

The first exhibition of children’s works opened.

Together with Misirlic and Staljo, Alojz Curic took part in organizing the exhibition dedicated to Petar
Kocic; Ivo Andric was one of the guests, and had only words of praise for the young artists.

1957

One of Alojz’s girl students won the gold medal in the Second International Exhibition of Children’s
Artworks for Yugoslavia. After that, children started exhibiting in shows across the former Yugoslavia
and abroad, winning many awards, acknowledgements and recognitions.

1958
The Vogosca Declaration was adopted, directing the future development of the course of art education.
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Anojs hypuh, Jocym I'pannth, Mepcaa bep6ep, bexnp Mucupanh u orary 3B0HKO, y Aa0j30BoM crany, bara /yka, 1965.
Alojz Curic, Josip Granic, Mersad Berber, Bekir Misirlic and father Zvonko, at Alojz’s flat, Banja Luka, 1965.

1960
Exhibition of children’s works at Djuro Salaj Gallery in Belgrade. Prominent Belgrade artists commend-
ed his work (Tabakovic, Gvozdenovic, Bijelic...).

1961
Dusan Simic died, which put an end to the Group of Four. The remaining three painters continued to
hold joint and solo exhibitions.

1962
Winner of the Visitors” Award at the Second Autumn Salon in Banja Luka.

1961-1965
A special period in his work; he created a number of o0il paintings, which show mills and pack-saddles.

1965

Alojz Curic was one of the 9 art teachers awarded by the Vojvodina Center for Art Education of Children
and Youth in Novi Sad for his achievement in the exhibition of children’s art works.

Bogomil Karlovaris, a formally-trained painter, wrote on this occasion: “...First, let me mention Alojz
Curic from Banja Luka, whose ability to inspire children, move their imagination, their creative energy,
allows us to see children’s expression in a special way, as a mixture of spontaneity, traditional ethnic
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Cecrpa Tonka, orar 3B0HKO, Majka Eansabera n Aaojs Rypuh, bama /yxa 1968.
Sister Tonka, father Zvonko, mother Elizabeta and Alojz Curic, Banja Luka 1968.

elements and contemporary art form...’

1968
Winner of the Purchase Award of the Sarajevo Art Gallery at the Fourth Autumn Salon in Banja Luka.

1969
After the disasterous earthquake hit Banja Luka in October, he made a series of drawings of the city in
ruins.

1969-1970
He worked with the commission for the foundation of the Art Gallery.

1970

He married Enisa Osmancevic, a Banja Luka poet.

Representative of Bosnia and Herzegovina at the international exhibition of the works of art teachers and
their students at the Pirelli Cultural Center in Milan. He exhibited eight paintings.

1972
His daughter Vedrana was born.
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Azoj3 hypuh ca khepkom Beapanom Kocopnh, cynmpyrom Enncom n yaykom Trnowm, Bunnrer, Kanaaa, 2004.
Alojz Curic with daugther Vedrana Kosoric, wife Enisa and granddaugther Tinom, Winnipeg, Canada, 2004.

1978
Winner of the Diploma of Merit for Art Education in Yugoslavia.

1979
They won the Grand Prix at VI International Biennial of Children’s Fantasy Art.
He held the 1956-1979 retrospective show of art works at the House of Culture.

1980

He showed the painting ‘Mill IV' made in 1962 at the exhibition “Yugoslav Painting of 1960’s” in Belgrade.
In the exhibition catalog Azra Begic writes this about the painting of Bosnia and Herzegovina: *...Alojz
Curic’s work has visibly developed in the sense of the transformation of the real; his landscapes maintain
an associative connection with reality, but they greatly depart from the description of a specific motif
taken from nature, which is Lubarda’s influence to some extent.’...

1985

Winner of the Golden Plaque for an outstanding contribution to the development of culture in Banja
Luka.
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An0js hypuh, Mpxomwuh I'paga, 1937/1938. An0j3 hypuh, pecropan Kyaa, I'pagauar, 2006.
Alojz Curic, Mrkonjic Grad, 1937-1938. Alojz Curic, restaurant Kula, Gradacac, 2006.

2003
Winner of the April Award for a special contribution to the development of Banja Luka.

2007
He died in his apartment on 31 March.

He was member of the Bosnia and Herzegovina Fine Artists” Association (ULUBiH)
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KOAEKTMBHE M3A0XKbBE:

1955
YerBopuna, Jom Kkyartype, bamaayka

1956

ITpomserna nzaoxo6a/hypuh, Mucupanh, Cumuh, llltaso, Jom Kyarype, bamaayka

Mzaoxba nocsehena Ilerpy Kounhy, Hapoauu mysej/Hapoana ombanmoreka ,Ilerap Kounh”,
bamaayka

Ha nsaox6n Y/1YbuX-a nsaaxe kao roct, Capajeso

1957
Mzaoxba y gact dana ocaobobema bamaayke, Jom KyaType, bamaayka
Ha nsaox6n Y/1YbuX-a nsaaxe kao roct, Capajeso

1958
Yersopuna, Jom Kkyartype, bamaayka

1962
ITpsu jecemn caaon, Jom Kyatype, barmaayka

1963
Cauxapu us bamaayke/bepbep, hypuh, Mucupanh, Hlupoerosuh, [ltasro, Jom JHA, /byd.sana
KomyHa 1 KyATypa/jyrocaoBeHCKO caBjeToBambe, JoM KyaType, bamaayka

1964
Apyru jecersn caaon, Jom Kyatype, bamaayka
Mzao0x0a AMKoBHUX yMjeTHMKa OambaayJdkor cpesa, bamaayka

1965

Mzaoxba camka m rpaduka/hypuh, Mucupanh, Inpberosuh, bepbep, Aparys, Bajarmh,
Buaa-boraannmh, Tukserna, Paguiakn yausepsnutet, Moctap

Mzaoxba camka IIOBOJOM ABajdeceTOroAmiimuie ocaodbobema bamaayke/bepbep, hypuh,
Ayrowuh, I'pannth, Majaanrinh, Mucupanh, Hlup6erosnh, Hltaso, Caaon y Kacreay, bamaayka

1966
Nszaox0a Oamaayuknx cankapa, Capajeso
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1967

Ms60p rpaduxe n3 koaexunje Joma kyarype, Kyaa y Kacreay, bamwaayka

MNsaoxba axsapeaa/bexup Mwucupanh, Ensep Iltaso, Kemaa IupGerosuh, Azaojsz Rypwuh,
Kyaa y Kacreay, bamaayka

1968
YerBpTH jecemu caaoH, oM Kyatype, bamaayka

1970

Vsaoxba caukapa-riegarora u muxoBux yuennka, Kyarypunn nenrap Iupean, Muaano
Msaoxba uaanosa lloapyxumije Oamaaydkux AnKoBHMX ywmjeTtHuka, Caaon Hapoanor
nosopuinra bocancke Kpajune, bamaayka

1971
Nzaox06a [Noapy>xHuiie AnKoBHUX yMjeTHIKa bamaayke, Jom Kyatype, bamaayka

1972
N3a0:x0a yaanosa [loapy>xuune, bamaayka
Msaoxba yaa, macreaa un aksapeaa/Mucupanh, I'pannh, hypuh, dom kyarype, 3enuna

1973

Nzaox06a cankapa CPbuX, bocancka I'paguinka

N3zaox0a cankapa CPbuX, /bybuja

Msaoxba axsapeaa Aaojsa hypmha m aumnorpasypa Kemasa IlupOerosmha, YwmjeTHmuxa
rasepuja (n3aoxxoenu caaon Joma JHA), bamaayka

Msaoxba axBapeaa Aaojza hypumha m amnorpasypa Kemaaa Illmp6erosmha, Pagamuxku aom,
/bybnja

Nsaoxba ,Mpkowinh 6ojom, o6ankom, ananjom”, Jom 3ABHOBuX-a, Mpromuh I'pag

1974

Msaoxba AMKOBHUX pagoBa Oamaayukmx ymjeTHuka//.bepdep, O.bepdep, bemmth, hypuh,
Ayrowuh, Bysea, I'pannh, Mucupanh, Myuunh, Cropemo, Illtaso, Taym, I'paacku mysej,
Byxkosap

Ymjetnoct buX 1945-74, YmjeTHnuka raaepuja buX, Capajeso

1975
30 roauHa AMKOBHOT cTBapaJamTsa y bamaaynu 1945-1975, Ymjernnuka raaepuja, bamaayka

1976
Nzaox0a Yapyxema AnMKoBHUX ymjeTHuka bocne m Xepuerosune, Ilogpyxumuna bamaayka,
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bamaayka

Mzaoxba Y apyxema AUKOBHMX yMjeTHIKa bocHe 1 Xepuerosune, [Togpysxunuia bamaayka, Pujeka
AuxosHu ymjetHuin bamaayke/Bemnh, bepbep, hejpan, hypuh, Ayromuh, I'ajuh, I'panuh,
Mucupanh, Mynumh, Ilehapuh, Copemo, Cymanosuh, Illtaso, Cryaentcku rpag ,Besko
Baaxosuh”, beorpag

1977

AuxosHu ymjetHuuy bamaayke/bemnh, Rejsan, hypuh, dyromnh, l'ajuh, I'pannh, Mucupanh,
Mynimmh, Cysanosuh, Cripemo, Illtaso, Jom Kyatype, bamaayka

MNzaoxba Yapyxkema AMKOBHUX yMjeTHMKa bocnHe m Xepierosune, Iloapysxuuiia bamaayka,
bamaayka

Mzaoxba Y apyxema AUKOBHMX yMjeTHIKa bocHe 1 Xepuerosune, [Togpysxunuiia bamaayka, Pujeka
Auxosun ymjetnuiu bamaayxke, Tysaa/ Maputop/ Cyborumia/ Mocrap

1978

Msaox0e axkpapeaa Aaojza Hypuha n xapuxarypa Cume Jpamxosuha n Aauje Xadusosuha,
Paanmuxn ynusepsuret , Bypo ‘HBakosuh”, Capajeso

MNzaoxba Yapyxema ANMKOBHUX yMjeTHMKa bocuHe m Xepierosune, Iloapysxuuiia bamaayka,
bamaayka

Mzaoxba Y apyxema AMKOBHMX yMjeTHUKa bocHe 1 Xepuerosune, [Togpysxunuiia bamaayka, Pujeka

1979

bujenaae axsapeaa Jyrocaasuje, I'aaepuja ,,Bjekocaas Kapac”, Kapaosarg

XAAY 3ajeanunie onmruHa Bapaxkaun n YAYbuX ApymTso AuKOBHUX yMjeTHUKa, JoM KyaType,
bamaayka

ApyHmTBO AMKOBHUX yMjeTHMKa bamaayke, /lukosHu caaoH Potos:x, Mapubop

ApyHITBO AMKOBHUX yMjeTHUKa bamaayxke, Jom Kyatype, bamaayka

ApylHITBO AMKOBHUX yMjeTHIKa bamaayke, YMjeTHimuka raaepuja, Ocujex

1980

JyrocaoseHcko camkapcTBo 11ecTe gerieHuje, Mysej caBpemene ymeTHocty, beorpag

25 roauna Joma KyaTtype u 25 roguHa ocHuBama rpyme “Yersopuia”, Jom xyarype, bamaayka
Capaamwa YHusepsurera Mapubop — bamaayka, Jom Kyarype, bamaayka

ApyHITBO AMKOBHUX yMjeTHUKa bamaayxke, Jom Kyatype, bamaayka

1983

/AuxosHu anaae, Kamrma xoa /oxe, tepaca /bernor kuna, boa na bpauy
AuxosHu ymjernnnu Pujeke n bamaayke, YMjeTHuuka raaepuja, bamaayka
Auxosnu ymjernnnu Pujeke n bamaayke, Maau caaon, Pujeka
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1986

Craana nocraska — ymjeTHocT buX 1896-1986, Y MjetHnuka raaepuja buX, Capajeso

MNsaoxba 40 roguHa YapyKema AMKOBHUX yMjeTHuKa buX, 1945-1985, Collegium artisticum,
CapajeBo

Nsaoxba 40 roauHa YapyKema AMKOBHUX yMmjeTHuKa buX, 1945-1985, I'aaepuja jyrocaoseHcKor
noprpeta, Tysaa

1989
V360p ajeaa n3 puBaTHOT BAACHUIIITBA, Y MjeTHIYKa Tadepuja, bamaayka

1990
MNsaoxba bexup Mwucupanh, Adan Pammuh, Mmnaan Cranojes, Japmmaa Bemosuh, Ilasea
Megagermgak, Kosa Mithesnh, Aaojs Rypuh, I'aaepuja Illexep, bamaayka

1992
Axsapean u nptexxu us pynayca I'aaepuje, YmjerHnuka raaepuja, bamaayka

2003
Msaox6a Otsopena kyha, I'aaepuja Illexep, bamaayka

2004
Bocanckoxepuerosauku ymjetHunm us gpyHayca Myseja caBpemene ymjetHocT Perrybanke Cpricke,

2005
IToetnke OarmadyuykmMX AMKOBHUX YyMjeTHUKa apyre moaosuHe XX Bujeka u3 ¢yHayca Myseja
caBpemene ymjeTHocTu Perrybanke Cpiicke, bamaayka

2007
Axsapean n uprexu us pynayca Myseja caspemene ymjernoctu Perry6anke Cpricke

CAMOCTAAHE N3 A0XBE:

1975
Msaoxba akBapeaa, ,bocHa”- komOuHaT Koxe, oOyhe 1 raaantepuje, bamaayka

1978
Msa0x0a akBapeaa ,,Obaae Bpbaca”, Pagunukn yausepsurert , hypo ‘Bakosuh”, Capajeso

111



1979
Msaox0a axBapeaa, Jom kyatype, bamaayka (39 aksapeaa us nnepnoga 1956-1979)

1989
Msao:x0a akBapeaa, ¥YMjeTHudKa raaepuja, /laxrarim

1994
Razstava ,,Obaae Bpbaca”, I'aaepuja KY/ ®panne Ipemepn, /bybsana

2003
/ojzo, bamaayka-Beurthn

HATPAAE:

1964 - Harpaga ny6auxke, Apyru jecersu caaoH, bamaayka

1965 - Aunaoma 3a U3y3eTHy 3acAyTy Ha JyroCAOBEHCKMM M3A0K0aMa Ajedmjux AUMKOBHUX PajoBa,
Hosu Cag,

1968 - OTkynna Harpaga Yetspru jecemsu caaoH, Y MjeTHnuka raaepuja, CapajeBo

1978 - Aunaoma 3acAy>KHOT AMKOBHOT Ilejarora Jyrocaasuje

1980 - Harpaga ,,Xacan Kuxkuh” 3a snauajua ocrsapema y o04actu oOpa3oBarba I BacIIUTamba

1980 - Opaen 3acayra 3a HapoOg ca CpeOpHOM 3BUje340M

1985 - 3aaTHa naakeTa 3a U3y3eTaH AOIIPUHOC y pa3Bojy Kyarype, CVI3 kyatype, barbaayka

2003 - Ampuacka Harpaga 3a rmocedaH AOIIpUHOC pa3Bojy bamaayke

- Anlpuacka Harpaga, bamaayka

- Harpaga 3a neaaromku pag, Illecro mehynapoano oujenase gpanracruke , Maptus, Yexocaosauka
- I'pynna narpaga ,,Beceann Macaema”, V3a0:x0a AMKOBHUX yMjeTHIKa DarbaaydKor cpesa
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COLLECTIVE EXHIBITIONS:

1955
The Four, House of Culture, Banja Luka

1956

Spring Exhibition/Curic, Misirlic, Simic, Staljo, House of Culture, Banja Luka

Exhibition dedicated to Petar Kocic, Petar Kocic National Museum/National Library, Banja Luka
Guest exhibitor at ULUBiH exhibition (Bosnia and Herzegovina Fine Artists” Association), Sarajevo

1957
Exhibition on occasion of Banja Luka Liberation Day, House of Culture, Banja Luka
Guest exhibitor at ULUBiH exhibition

1958
The Four, House of Culture, Banja Luka

1962
First Autumn Salon, House of Culture, Banja Luka

1963

Banja Luka Painters/Berber, Curic, Misirlic, Sirbegovi¢, Staljo, House of YPA (Yugoslav People’s Army),
Ljubljana

Commune and Culture/Yugoslav Symposium, House of Culture, Banja Luka

1964
Second Autumn Salon, House of Culture, Banja Luka
Exhibition of fine artists of Banja Luka County, Banja Luka

1965

Exhibition of paintings and graphics/Curic, Misirlic, Sirbegovic, Berber, Dragulj, Vajagic, Vila-Bogdanic,
Tikvesa, Workers’ University, Mostar

Exhibition of paintings, 20th anniversary of liberation of Banja Luka/Berber, Curic, Dugonjic, Granic,
Majdandzic, Misirlic, Sirbegovic, Staljo, Kastel Salon, Banja Luka

1966
Exhibition of Banja Luka artists, Sarajevo
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1967

Selection of graphics, collection of the House of Culture, Kastel Tower, Banja Luka

Exhibition of watercolours/Bekir Misirlic, Enver Staljo, Kemal Sirbegovic, Alojz Curic, Kastel Tower,
Banja Luka

1968
Fourth Autumn Salon, House of Culture, Banja Luka

1970
Exhibition of painters-art teachers and their students, Pirelli Cultural Center, Milan
Exhibition of members of the Banja Luka Branch of Fine Artists, National Theater Salon, Banja Luka

1971
Exhibition of the Banja Luka Branch of Fine Artists, House of Culture, Banja Luka

1972
Exhibition of members of the Branch, Banja Luka
Exhibition of oils, pastels and watercolors/Misirlic, Granic, Curic, House of Culture, Zenica

1973

Exhibition of painters of SR BiH (Socialist Republic of Bosnia and Herzegovina), Bosanska Gradiska
Exhibition of painters of SR BiH, Ljubija

Exhibition of Alojz Curic’s watercolors and Kemal Sirbegovic’s linocuts, Art Gallery (Exhibition Salon of
YPA House), Banja Luka

Exhibition of Alojz Curic’s watercolors and Kemal Sirbegovic’s linocuts, Workers” Center, Ljubija
Exhibition “‘Mrkonjic Through Color, Shape, Line’, Zavnobih Center, Mrkonjic Grad

1974

Exhibition of art works of Banja Luka artists/D. Verber, O. Berber, Besic, Curic, Dugonjic, Djuzel, Granic,
Misirlic, Mundzic, Spremo, Staljo, Tauc, City Museum, Vukovar

Art of Bosnia and Herzegovina 1945-74, BiH Art Gallery, Sarajevo

1975
30 Years of Fine Art in Banja Luka 1945-1975, Art Gallery, Banja Luka

1976

ULUBiH Exhibition, Banja Luka Branch, Banja Luka

ULUBiH Exhibition, Banja Luka Branch, Rijeka

Banja Luka Fine Artists/Besic, Berber, Cejvan, Curic, Dugonjic, Gajic, Granic, Misirlic, Mundzic, Pecaric,
Spremo, Suljanovic, Staljo, Veljko Vlahovic Campus, Belgrade

114

1977

Banja Luka Fine Artists/Besic, Cejvan, Curic, Dugonjic, Gajic, Granic, Misirlicc Mundzic, Suljanovic,
Spremo, Staljo, House of Culture, Banja Luka

ULUBiH Exhibition, Banja Luka Branch, Banja Luka

ULUBiH Exhibition, Banja Luka Branch, Rijeka

Banja Luka Fine Artists, Tuzla/ Maribor/ Subotica/ Mostar

1978

Exhibition of Alojz Curic’s watercolors and caricatures of Simo Draskovic and Alija Hafizovic, Djuro
Djakovic Workers” University, Sarajevo

ULUBiH Exhibition, Banja Luka Branch, Banja Luka

ULUBiH Exhibition, Banja Luka Branch, Rijeka

1979

Yugoslav Watercolor Biennial, Vjekoslav Karas Gallery, Karlovac

HDLU (Croatian Fine Artists” Association) communities of Varazdin Municipality and ULUBiH Fine
Artists” Association, House of Culture, Banja Luka

Banja Luka Fine Artists” Association, Rotovz Art Salon, Maribor

Banja Luka Fine Artists” Association, House of Culture, Banja Luka

Banja Luka Fine Artists” Association, Art Gallery, Osijek

1980

Yugoslav Painting of 1960’s, Museum of Contemporary Art, Belgrade

25 Years of the House of Culture and 25 Years Since the Foundation of the Group of Four, House of
Culture, Banja Luka

Cooperation Between Maribor University and Banja Luka, House of Culture, Banja Luka

Banja Luka Fine Artists” Association, House of Culture, Banja Luka

1983

Fine Art Annale, Kastil near Loza, Summer Cinema Balcony, Bol on Island Brac
Fine Artists of Rijeka and Banja Luka, Art Gallery, Banja Luka

Fine Artists of Rijeka and Banja Luka, Small Lounge, Rijeka

1986

Permanent exhibition — BiH Art 1896-1986, BiH Art Gallery, Sarajevo

Exhibition 40 Years of BiH Fine Artists, 1945-1985, Collegium Artisticum, Sarajevo
Exhibition 40 Years of BiH Fine Artists, 1945-1985, Yugoslav Portrait Gallery, Tuzla
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1989
Selected works, private collection, Art Gallery, Banja Luka

1990
Exhibition Bekir Misirlic, Afan Ramic, Milan Stanojev, Jarmila Vesovic, Pavel Medvescak, Kolja Micevic,
Alojz Curic, Seher Gallery, Banja Luka

1992
Watercolors and drawings, collection of the Art Gallery, Art Gallery, Banja Luka

2003
Exhibition ‘Open House’, Seher Gallery, Banja Luka

2004
Exhibition of BiH artists from collection of the RS Museum of Contemporary Art

2005
Poetics of Banja Luka Fine Artists of the Second Half of the 20th Century, collection of the RS Museum of
Contemporary Art, Banja Luka

2007
Watercolours and drawnigs, collection of the RS Museum of Contemporary Art, Banja Luka

SOLO EXHIBITIONS:

1975
Exhibition of watercolours, ‘Bosna’ Leather, Footware and Accessories Manufacture, Banja Luka

1978
Exhibition of watercolours ‘Banks of the Vrbas’, Djuro Djakovic Workers” University, Sarajevo

1979
Exhibition of watercolours, House of Culture, Banja Luka (39 watercolors painted 1956 through 1979)

1989
Exhibition of watercolours, Art Gallery, Laktasi
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Az0j3 hypuh, 80-te roanne
Alojz Curic, 80’s

1994
Exhibition “Banks of the Vrbas’, Gallery of the France Presern KUD (Ethnic Dancing Society), Ljubljana

2003
Lojzo, Banja Luka-Becici

AWARDS:

1964 — Visitors” Award, Second Autumn Salon, Banja Luka

1965 — Diploma for Special Contribution to Yugoslav Exhibitions of Children’s Art Works, Novi Sad
1968 — Purchase Award, Fourth Autumn Salon, Art Gallery, Sarajevo

1978 — Diploma of Merit for Art Education in Yugoslavia

1980 — Hasan Kikic Award for Special Achievements in Education

1980 — Silver Star Medal for Contribution to People

1985 — Golden Plaque for outstanding contribution to development of culture, Culture SIZ (Self-Admin-
istrative Interest Community), Banja Luka

2003 — April Award for Special Contribution to Development of Banja Luka

- April Award, Banja Luka

- Award for Achievements in Education, VI International Biennale of Fantasy Art, Martin, Czechoslova-
kia

- Veselin Maslesa Group Award, Exhibition of fine artists of Banja Luka County
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BBAVIOTPADOU]JA:

- Aymko Momunaosuh, Aknyja spujeasa naxme, Kpajumxke Hosune, bamaayka, 4. HopemOap 1955.

- Ap bopuc Kanguh, Kartazor wmsaoxbe canka(A'hypuh, b.Mucupanh, A.Cumuh,
E.lllTaso0),bamaayka, 26. HopemOap - 6. geremOap 1955.

- baro bujeanh, IToBogom npobeTHe 13105k0e yeTBOopulie Maaanx, Kpajumke HosuHe, bamaayka,
anpua 1956.

- baro bujeanh, Oarosop Ha HeTOAepPaHTHOCT — MOBOAOM IIPObETHE U3A0K0e MAaAMX CAMKapa,
Kpajumke Hosune, bamaayka, 11. maj 1956, cTp. 5

- bato bujeanh, IlposeTHa nszaox0a yetBopuiie Maaanx, Maaau Kpajumnnk, bawaayka, 24. maj
1956, cTp. 4

- Ap bopuc Kanauh, MMsaox06a dersopuiie camkapa, A hypwmha, b.Mwucupanha, J4.Cumuha,
E.Illtame, Kpajuike HoBuHe, bamaayka, 26. aripma 1957.

- Ap bopuc Kanamh, Mszaoxba rpyne ,Yersopuna”, hypmh, Mucupanh, Cumuh, Hltaso,
Kopujen 6p. 1-2, bamaayxa, 1957, cTp.71

- Aymxo Momunaosuh, Ilpsa m Tpeha Harpaga. VYcmjex ydyeHmka OamaAydkmx IIKOJa Ha
jyrocaaBeHcKO] M MebhyHapoaHOj M3A0X0U ajeunjux nprexxa, Kpajumxke HoBune, bamaayka, 1.
janyap 1958.

- Aymiko Momunaosuh, Pagocrt xusota y gjeunjum pagosuma, Kpajumike nHosune, bamaayxa, 14.
Ppedpyap 1958.

- Pagosu csjercke Bpujeanocru, Kpajumke nosune, bamaayka, 17. okrodap 1960, crp. 5

- CBu Oamaaydky cAuMKapu Ha oky1y, Kpajuirike HoBuHe, detiembap 1962.

- Ap bopuc Kauanh, /lukosre Busuje mpocropa, Ilyresn, bamwaayka, 1/1963.

- J. Mesesnel, Umerjeni, lepi tradicionalizem, Slikari iz Banjaluke v Domu JLA, DELO, Ljubljana, 12.
oktobar 1963.

- A. Bassin, Razstava za razstavo. Likovno pismo iz Ljubljane, VECER, Maribor, 2. novembar 1963.
- Pagomup Crannh, I'enepannja gaposutnx ymjeranka, C1I0604A, Mocrap, 25. janyap 1965.

- P.C,, CrBapaaauxu ycrion maaaunx, OAJEK, Capajeso, 1. mapt 1965.

- Harpaben A Rypwuh u yuenunmy, “I'aac”, bamaayka, 14. jyan 1965, ctp. 5

- Ap bopuc Kauauh, Tpu Oamaayuka caaoHa, [lyresu, bamaayxa, 1/1967.

- Ap bopuc Kawanh, 3ammcum o OamaaydkoM AMKOBHOM >XusoTy, hypuh, Mwncupanh,
MIupOGerosuh, llltaso, ITyresu, bamaayka, 5/1967

- Ap bopuc Kananh, 3a jeauncrso ymjeTHOCTH 1 ca3Hamba, Ilyresu, bamaayka, 6/1968.

- Tomncaas Ayrownh, IToa 3Hakom nurama, “I'aac”, bamaayka, 14. okrobap 1968, ctp. 5
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- Ap bopuc Kananuh, Ilpocrop Koersucreniyje roraeaa, YBoaHa pujed Ha OTBapamby IIpBe 13105K0e
IToapy>xHurie AMKoBHMX ymjeTHNKa bamaayke, [Tyresn, bamaayxka, 1-2/1970.

- Bogomil Karlavaris, Karaaor uzaox0e Artisti Jugoslavi e loro allievi, Centro Culturale Pirelli,
Mmnaano, 20. mapr - 4. anpna 1970.

- Hosa npmsnama, “I'aac”, bamaayka, 13. aipua 1970.

- VIopo Mbpumaruh, Karasor nzaox0e yaanosa IlogpyskHuiie 6armbaaydkix AMKOBHIX YMjeTHIKA,
Caaon Hapoanor nosopuinra, bamaayka, 22. anpua - 10. maj 1970.

- Ap bopuc Kananh, Kpyr 6amaayuknx ymjetHuka, Mysnka oka — ajeao Oamaaydykux yMjeTHIKA,
Nsaoxba pasosa [logpyxnurie, mapr-maj 1971.

HIII'aac, bamaayka, mapt 1971.

- Ap bopuc Kanauh, Ilpobaemu amxosne kyatype bamaayke, JpymTBeHn OAHOC U I10A0Kaj
cTBapaJania 1 1orpomada y Kyarypu, Ilpse msaox0Oe Ilogpyxumiie AMKOBHMX yMjeTHHUKa
bamaayke, ITyresu, bamwaayxka, 1-2/1971.

- Ap bopuc Kananh, Aukosun kpyr bamaayke, Ogjex, Capajeso, 15-30. cenrrem0bap 1971.

- Jocunn I'panuh, Ilpearosop msaoxo6m Ilogpyxuuiie amxkosHux ymjetHuka bamaayke, /Jom
KyaType, bamaayka, 22. anipua - 5. maj 1971.

- Josan Cripemo, Ilpearosop usaoxou Ilogpy:xunne, bamaayka, 1972.

- 1., djeaa upGerosnha u Rhypuha, I'aac, bamaayka, 10. okrobap 1973, ctp. 6

- “Ilpeajean” npes bawaayyanuma, okrodap 1973.

- Aparojaa Tommh, Ymjecto Oynra nnomupeme, Karasor nsaoxbe aksapean Aaojza Rypuha n
annorpasype Kemaaa Illupoerosuha, YMjetnnuka raaepuja, bamaayxka, 10-20. okrobap 1973.

- Vsan Jlospenosuh, Kataaor nzaox6e Mpkomwuh 6ojom, obaukom, aunnjom, Jom 3ABHObBuX-a,
Mpxomwnh I'pag, 27.11-15.12. 1973.

- Panxo Ilpepagosuh, Tpu aorabaja, Oajex 6p.5, Capajeso, 1-15.mapt 1974.

- Meanxa Xycenmmuosuh, Karasor nsaoxoe /AnkoBHM pagoBu Oamaaydkux yMmjeTHMKa, I'pasckm
Mmys3ej, Bykosap, 12-24. anpna 1974.

- Aspa beruh: mog Ilpmamke m Caukapcro, YmjetHocr Bbocne m Xepuerosune 1945-1974,
Ymjernnuka raaepuja buX, Capajeso, 27. aenem0bap 1974-15. janyap 1975.

- Aparojaa Tommh, 30 roamna amkosHOr crBapadamrtsa y bamaaynm 1945-1975, YmjerHuuka
raaepuja, bamaayka, 1975, crp. 39

- Jocun I'panuh, Axsapean A 'Rypuha, I'1ac, bamaayxa, 9. jyan 1975.

- Muaan 3unanh, Kartaaor nzaox0e, Yapyxeme AMKOBHUX yMmjeTHMKa bocne m Xepuerosune,
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[Toapy>xnuna bamaayxka, XAAY, Pujexa, 1976.

- Jocun I'panuh, Katasor nsaox0Oe, Auxosnn ymjernunu bamaayke, Ctyaenrcku rpag ,Besko
Baaxosuh”, beorpag, 21-31. maj 1976.

- becum KapabGerosuh, Karasor msaox0e, JAuxosum ymjernunu bamaayke, Jom Kyatype,
bamaayxa, 21-28. annpua 1977.

- Meanxa Xycermuosuh, Likovna umetnost v Banja Luki, SINTEZA 38/39/40, /byb6.»ana, anpua
1977, cTp. 120-124

- Aaojs hypuh, canxap us bamaayke, orBopuo je camocraaHy 13a0x0y aksapeaa, y Paguuukom
yausepsurery ,, ' Hypo Haxosuh” y Capajesy, I'aac, bamaayka, 13. oktobap 1978.

- Huxag Aruh, Vrpe 60ja n aunnja, Ocaobobeme, Capajeso, 1. HoemOap 1978.

- Ilerap Ckyrapu, bujenase axpapeaa Jyrocaasuje, I'paackm mysej, Kapaosan, 3. jyam - 30.
cerrtem0Oap 1979.

- Aejan Couanckn, Bpbac canka mporoka spemena, I'aac, bamaayxka, 9. okrodap 1979.

- A.C., Tlejzaxxu ca obaaa BpOaca, I'aac, bamaayka, 5. nosembap 1979.

- pdan Xopososuh, Karaaor nsaoxoe aksapeaa, Jom Kyarype, bamaayka, 7-17. nosembap 1979.
- Aejan Couanckn, Hecryranu nspas ananocry, 'aac, bamwaayxa, 19. nosembap 1979.

- K. Hono, Bpbac na naarny, Iloantnxa ekcripec, beorpaga, 27. aerem06ap 1979.

- Jocun I'panuh, Karaaor usaox0e, Apymrso AMKoBHMX yMjeTHMKa bamaayke, bamaayka, 22-30.
arpua 1980.

- Aejan Couanckn, Aujere je amunocr, ['aac, bamaayxa, 31. maj 1980.

- Aspa beruh, Caukapcrso mecre genenmje y bocum m Xepiieropunm, y KaTaaory m3aoxKOe
Jyrocaosencko caumkapcTso mecrte geljenuje, Mysej cappemene ymernoctu, beorpag, jya-cenrembap
1980, cTp. 69-74

- Aspa bermh/Aparojaa Tommh//Aparo Pagosanosuh/IIpeapar Aasapesnh/Kemaa Iup6ero-
suh/Henag Paganosuh, A hypuh, b.Mucnpanh, 4.Cumuh, E.Illtaso, 25 roguna Joma Kyatype
25 roguna og ocHmBarba rpyre “Hersopuna”, oM Kyarype, barbaayka, 14.11. — 1.12.1980.

- Breda Ilich Klancnik, Katasor mnsaoxt6e, Capagama Yumpepsutera Mapubop-bamaayka, Jdom
KyaType, bamaayka, 16-21. geriem6ap 1980.

- Panko Pucojesuh, Karasor msaoxde, Auxosnu ymjetHuiu Pujeke m bamaayke, Jpymrso
AVIKOBHMX yMjeTHMKa bamaayka, bamaayka, 21. arpua - 5. maj 1983.

- IlpusHarpe cTBapasadykom gonpunocy, I'aac, bamaayka, 21. mapt 1985, crp. 1

- /busana Ilepays Mucupanh, Vsbop ajeaa u3 mpuBaTHOTI BAaCHUIITBA, YMjeTHIYKA ralepuja,
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bamaayxka, 21. anpna — 15. maj 1989.

- C. IIporuh, Cagpxajuo u kaauteTtHo, I'aac, bamaayka, 24. jyan 1989.

- ppan Xopososuh, VMsaoxba bexup Mucupanh, Apan Pamuh, Muaan Cranojes, Japmuaa
Bemosuh, Ilapea Measenruak, Kosa Muhesnh, Aaojs Rypuh, I'aaepuja lexep, bamaayka, 1990.
- Emupa /byrosuh, Karaasor aksapean n nprexxn us pyHayca YMjeTHUUKe radepuje, Y MjeTHIUUKA
raaepuja, barbaayka, mapt-arpua 1992.

- Aama Ilonoscka-Crjermmh/Mpdan Xopososmh, Razstava ,Obale Vrbasa”, /by0Osana,
okTODap-HOBeMOap 1994.

- Meanxa Xyceninmnosuh, Tekcr o O0caHCKOXepIIeroBadykoj yMjeTHOCTH y KaTaaory n3aoxoe "Aspek-
te, Positionen - 50 jahre Kunst aus Mitteleuropa", Museum Moderner Kunst Stiftung Ludwig, Wien,
december 1999.

- Pa. Pakuh, ITonoso hy meratu obaaama Bpbaca, Heszasucne nosune, bamaayxa, 4. pedpyap 2003.
- /busana Ilepays Mucupauh, Iloetnke Damaaydkmux AMKOBHMX YMjeTHMKa Apyre 10A0BuHe XX
Bujeka u3 pynayca Myseja caspemene ymjernoctu PC, Mysej cappemene ymjetnoctu PC, bamaayka,
15.7. - 31.7.2005.

- C.Kapuh/XK.llapwh, Aaojs hypwuh nmponaben mpras y crany, Heszasucne Hosune, bamaayka, 4.
arpua 2007.

- H.C.K., YMmpo Aaojs "hypuh, 'rac Cprcke, bamaayka, 4. arrpua 2007.

- B. Cresanosuh, Otuiaa jeana og 6amaayuxkux aereHau, Juesnu asas, Capajeso, 4.arrpua 2007.

- K. ITapuh, Caxpamen Aaoj3 hypuh, Hesapnucne nosune, bamaayka, 10.arrpma 2007.

- VIpdan Xoposzosnh, Aojso/Aa0js hypuh (1933-2007), AAHN, Capajeso, 13.ampna 2007.

- Maagena Maunapesuh, Aaoj3-/10j3o Rypuh-ajeuax u cankap, Hezasucne nosune, bamaayka, 25.
HoBeMOap 2007.

aycTposane Kibure:

- Joan Jono bojosuh, Jajax I[Tantoxpatopa, I'aac, bamaayka, 1970.

- Ennca Ocmanuesnh hypuh, “IlTpamunok”, Kmiskesnn kay0, bamaayxka, 1971.

- Monorpaduja Mpkomwnh I'paga (JBan Jlospenosuh/V6paxum Xaanaosnh/Aa0j3 iypuh), Hapoann
ynusepsutet, Mpkomuh I'pag, 1973.

- Enuca Ocmanuesnh hypuh, Csjeraan y konpusama, I'aac, bamaayka, 1984.

- Kosa Muhesuh, Antoaoruja tpybagypcke noesuje, beorpascku usgasauko-rpadpuuku 3asog,
beorpaga, 1973.
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Ensep IlTasno (1931-1991)

Poben y bamaaynn. Buiy neaaromky mxoay-ankosHu cMjep 3aspiino y Capajesy. OcHuBau u
yaaH rpyne Yersopuma (1955-1961). Ilopes camkapcrsa OaBmo ce U KepaMMKOM, AMKOBHOM
negarorujom u rpapuukuM obOaukosameM. Pagno y AJjeunjem mnosopumty y bamaaynm kao
crieHorpad, Koctumorpad 1 AyTkap.

Enver Staljo (1931-1991)

Born in Banja Luka. A graduate of the Teachers” College in Sarajevo, Department of Fine Arts. A
co-founder and member of “The Group of Four’ (1955-1961). Along with painting, he did ceramics
and graphic design and taught art. He worked at Banja Luka’s Children’s Theatre as a set designer,
costume designer and puppet maker.

Ayman Cumuh (1930-1961)

Poben y bamaayim. Bumly mesaromiky ImkKoaAy, cAMKapcku oAcjek, 3aspiimo 1953. rogune y
bamaaymu. Fberosa gjeaatHoct y Hajsehem je Besana 3a rpymy ,,Yersopuiia®, uuju je 610 AyXoBHM
ocHusad. Cankapcka Bu3mja y HajoobeM ce Iperio3Haje y OKBUPY TpU TeMaTcKe U CTUACKE IfjeAnHe:
1ej3aka, IopTpeTa u MpTBe IIpUpoe

Dusan Simic (1930-1961)

Born in Banja Luka. In 1953, he graduated from the Teachers” College in Banja Luka, Department of
Painting. His work is mostly connected to “The Group of Four’, as spiritual movens. His art is well
recognized in the frame of: landscapes, portraits and still natures.
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Bexnp Mucnupanh (1931-2002)

Poben y bama /ynn. 3aspino Bumry meaaromky akageMujy AUKOBHOT cMjepa 1953. roanse. ITosa
u3paykaBarba O1ANU Cy My CAMKApPCTBO, CKYANTypa, KepaMuKa 1 Mo3ank. Pagno kao B.4. gupeKxTopa
YMmjetHnuke rasepuje (1970 — 1973), a oa 1973. roanne y Jomy KyAType y CBOjCTBY aHUMaToOpa
KyAType.

3aarao je Ha 40 caMOCTaAHUX M3A0K0M Y 3€MAbU ¥ MHOCTPAHCTBY, Kao 1 Ha OpOjHIM KOAEKTUBHUM
n3Ao0x0ama.

JoOUTHUK je BeaAMKOr Opoja Harpaga, msmeby ocraamx m Harpada Collegium artisticuma sa
CAMKApCTBO, Harpade Ha OamalydykuM JecemUM caloHMMa, Harpaga I'paga Yauka, beorpaaa,
Kapaosua...

I'paa bama /lyka je 2004. roanse beknpy Mucupanhy nmoctxymMHo A04ujeano 3AaTHyY I1AaKeTy.

Bekir Misirlic (1931-2002)

Born in Banja Luka. In 1953, he graduated from the Teachers” College, Department of Fine Arts. He
did paintings, sculptures, ceramics and mosaics. Director of the Art Gallery from 1970 to1973.
Appointed Culture Animator at the House of Culture in 1973.

He exhibited in 40 solo exhibitions both in the country and abroad, and in many joint exhibitions.
The winner of a big number of awards, among which that of the Collegium Artisticum for painting,
Banja Luka’s Autumn Salon awards, awards of the Cities of Cacak, Belgrade, Karlovac...

In 2004, the City of Banja Luka posthumously presented Bekir Misirlic with a Gold Plaque.
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