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[TPOTEKJIN BEK
CPIICKE APXUTEKTYPE
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Milo$ R. Perovié, Istorija srpske arhitekture XX veka.
Od istoricizma do drugog modernizma

(Serbian 20 century architecture.

From historicism to second modernism),

Beograd (Belgrade) 2003

wura npodecopa Mwromra P. TTeposuha o cprickoj apxu-
TeKTYPH Yy [IBalieCeTOM BeKY, 0djaB/beHa Kao JIBOje3UYHU
IPHUPYYHUK KpajeM 2003. rogrHe Ha MHULMJATUBY CTyAEHA-
Ta ApXUTeKTOHCKOT (akynTeTa y beorpany, pacrpaBHUM
TEKCTOM M MHOIITBOM WIyCTpallyja IPUBYKIIA je ITIOCEOHY
naxmy nomahe crpydHe jaBHOCTH. Y y HHOCTPAaHCTBY je IpH-
xBaheHa Ka0 KOPHUCTaH NPWIOT TyMadery HOBHjeT CPIICKOT
TPaIUTe/bCTBA Y KOHTEKCTY Pa3Boja apXUTEKType Y jyrouc-
TOo4YHOj EBponH, HeIOBO/BHO NPE3EHTOBAHOT y IUTEPATYPU
Ha Boziehum cBeTckuM jesurma. Kao Hajdosme wiycrpoBana
ITyO/IMKalMja O CPIICKOj apXUTEKTYPU HOBHjeT 1004, KEbUTa
oncnukasa [TepoBuheBa cxBaTama UCTOpHje CPIICKe apXU-
TEKType IPOTEKJIOT BeKa, IT0 MHOTO YeMy Ipyraduja Ol UCTO-
puorpadcKux HHTepIpeTaliyja Koje ¢y My rperxopwie. Mako
je peu o mpBoj fomahoj aHTOJIOTHjU KOja IIPUKasyje U olle-
Ibyje YUTaB jelaH BeK rpahema, Ba)XKHO je HAIIOMEHYTH Ja
OHa He 00yXBaTa TeME/bUT IIPerJIe]] II0jaBa U UCLPIHE Je-
CKpHIIIIUje 3HAa4YajHUX OCTBapema, Beh je dokycupana nHa
IJIaBHe HJeje, KOje HHTepIIpeTHpa KOMIIAPATUBHO — II0 Y30-
Py Ha CIM4YHe pafoBe OdjaB/bUBaHe MOCIENHUX TOMHA Y
MHOCTPAHCTBY. Y MECTO Ha Ie/IOBUTOM, XPOHOJIOLIKO-(aK-
TOrpad)CKOM U THIIOJIOIIKOM IIPEICTaB/batby PeIeBAaHTHUX
II0jaBa, ayTOp MHCUCTHPA HA PACIPaBHO-KPUTHIKOM Ca-
I/leflaBay K/byYHHX norabaja, kopucrehu nurpecuje u ma-
paiesie ca CBETCKOM apXUTEKTYPOM MHHY/INX eroxa. Takas
IIPUCTYII TeMH IOHEKJIe je pasymbus, jep ce Ileposuh y
CBOM IIPETXOHOM ITyOIHIIMCTHYKOM pafly, OCUM CTBapa-
JIAIITBA MOjeIMHUX IIPOTATOHMCTA CPIICKOT MOJIEPHU3MA,
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IIOCTMOZIEPHU3MA ¥ MOJIEPHOT YpOaHHU3Ma, HUje CUCTeMaT-
CKM 0aBHO MCTOPHjOM HAIlMOHAJHE apXUTEKType HOBHjeT
nooa.

OBaj ayropcku 000jeH M aMOMIINO3aH M3IaBaYKU II0-
IyXBaT, NCITy’eH HOBUM 3allayKamblMa U OlleHaMa, Heode-
KHMBAHO je JIMIIEH pelleH3HUje PeCHeKTadWIHNX goMahux
cTpyumaka. M y ToOM cerMeHTy OBa aHTOJIOTHja IIPe/ICTaB/ba
CBOjeBPCTaH IIpecefiaH, YUMe JOJATHO OJCTYIIA Off METOJ0-
JIOIIKUX HOPMH U KOXe3HOHUX TPaJuIlija cCaBpeMeHe CpII-
cke ucropuorpacduje, HO3UIHOHUPAjyhu ce M3BaH IEHUX
HMHTETPaTUBHUX TOKOBA.

Kmura je CTPYKTYpHO ITOfie/beHa Ha JBa TEMATCKa OJI0-
Ka. Y mpBoM, Koju odyxBata 240 cTpaHa TeKCTa ¥ MHOIIITBO
¢dororpaduja, pTexa U peKOHCTPYKIIHja APXUTEKTOHCKUX
odjexara y 3[] popmarty, ayTop je M3IBOjHO U OIIEHHO IJIaBHE
TOKOBE y CPIICKOj apXUTEKTYPH JIO JIeBe[leCeTHX TOINHA [Ba-
JieceTor BeKa. Y IPyroM ey, HazBaHoM [lopitihonio, Ha OKO
170 cTpaHa pUKasaHU Cy 3HAYajHU 00jeKTU KOjU Cy U3Be-
IIeHU TOKOM IIOC/IE/IFbUX ITIeTHAECTAK TOJMHA, YIIOTIIYheHN
CTPy4HUM OHorpacdujaMa apXUTeKaTa U3 TOT IIepHOJa.

Y yBomy Kmbure ayTop audepeHIupa TpU BeIMKa y3/IeTa
CPIICKe apXHUTEKType y IBafIeCeTOM BeKy (I10jaBa MOIEPHHU-
3Ma KpajeM [JBafeceTUX TOIMHA, IPAIUTE/bCTBO C Kpaja Ie-
IIeCeTHX U MOYETKOM IIIe3[eCeTHX OAMHA U y3/IeT TOKOM
IeBelleceTHX TOJMHA — »Kaja Cy HacTaa M HeKa Of] Hajoo-
JBUX Jle/Ia CPIICKe apXUTEKType YOIIIITe«, 300T 4era je U Taj
[Iepuo]I TIOCeDHO M3[BOjeH Ha Kpajy Kmbure). Y crenehem
TIOTIaBJbY, Ilnypanruzam ciiunoséa — apxuitieKiloHcKa cueHa
Cpouje u cycegrux 3emama iipeg fiojasy mogeprusma, Ipen-
CTaBJbeH je — IPBU YT Y HAIIIOj apXUTEKTOHCKOj JTUTepaTy-
PH - pasBoj I'PAIUTe/bCTBA Y OKPyKery. CTHIOBU KOJU Cy Y
HAIIIOj CpeJUHU BJIAJIA/IN IIpe II0jaBe MOAECPHU3MA aHA/IN-
3MpaHM Cy KOHIIM3HO, Y3 M3JBajarbe IJTABHUX IIPUMeEpa U
oMHBbamke Bofgehux rpaguTespa. Y eBaTyaluju CpIcKe ap-
XUTEKType eIoXe MCTOPHUIIN3MA, IT0oJe/beHe Ha eKICKTHYKe
BapMjaHTe aKaJeMH3Ma U HEOBU3AHTHjCKY apXUTEKTYpy
(rosHaTy ¥ Kao CPIICKO-BU3aHTHjcKU cTmiI), [lepoBuh pas-
pal')yje nopeny Kimoma Mumoa, us 1994. rog., Ha THUnOIO-
IIIKU U CHHTe3HM exIektunnsaM. Ocephe ce u Ha ynory Ap
HyBoa y CpIICKOM I'pafiuTe/bCTBY, KO U HA JOIIPHHOC Py-
CKHX apXUTeKaTa eMHUI'PaHaTa pasBojy akajieMusMa usmeby
JIBa CBETCKa paTa. Y MorIaBby JlofipuHoc 3eHuitiusma ayTop
peakTyenusyje YyJIOry 3eHHUTHCTUYKOI IIOKpeTa Yy CPIICKOj
YMETHHUYKO]j aBaHTapAu, cMaTpajyhu na je oH yTuiao u Ha
(bopMuparse CPIICKOT aPXUTEKTOHCKOT MOIEPHU3MA Y OKBH-
Py LIMper IpUXBaTamka »PagUKATHO HOBOT BU3Ye/THOT CBe-
Ta«. YTHIIaj 3eHUTU3MA TTO/IB/IaYu U ¥ Behem meny creneher
moriasba — Pahare apxuitiexitiorickoi mogeprusma y Cpou-
ju, y KOMe MHOTO HCLpIIHUje U IeTa/bHUje (3a Pas3IUKy Off
[Ipe3eHTOBaba IIPETXOIHUX 10jaBa) IIPUKa3yje U3 TOIUHE Y
TOIMHY Ca3peBarbe U yCIIOH MofiepHu3Ma. M y ToM cerMeHTy
pacrpase Ileposuh nomahy cueny mrogorsopHo carrenasa

ITPUKA3U

Yy KOHTEKCTY CBETCKOT MOIEPHHU3Ma. 3aK/bydyje 1a CPIICKU
MOJIepHHM3aM HUje OMO JIeo CBETCKe aBaHrapje, seh je umao
CaMo HeKe Of] IbeHUX eJIeMeHaTa: »Y HacTajarmy CPIICKOT ap-
XUTEKTOHCKOT MOIEPHHU3MA CBE je HEKAKO OMIO YMEKIIIaHO
U TIOCITaHO«. Y NPUKasHBamby MOINEPHUCTUIKHX omyca Mu-
naHa 3nokoBuha u bpanuciasa Kojuha ayrop usnocu Bu-
I1Ie IO CTUIIAJHUX 3aK/bydaKa, Kao U Mapajesie ca CBeTCKUM
y30pHMa, KOje MOTYy OUTH IUIofHe 3a dynyha pasmarparma
(yrunaju Jloca, Anra, Kopdusjea, Mennencona u zp.). Be-
Ky mpocrop y IleposuheBoj ucropuju nocsehe je meny
Huxone [lodposuha, unjum ce nenom u panuje dasuo. Cxozn-
HO HeTOBOj CEJIEKTUBHO] KPUTEPUOJIOTHUjH, IPYTU IIPENBO/-
HUIU CPIICKOT MOfiepHM3Ma, nomyT parume bpamosana
u lymrana baduha, Hucy noduwmm uctu TpeTMaH, Kao, yocra-
JIOM, HM HOCHOIIM OCT/INX CTWIOBA Y CPIICKOj apXUTEKTY-
pu, koje ITepoBuh cMaTpa Mame BpeIHUM U aHAXPOHUM.
Y cnenehem nornasmby — Apxuiliexiliypa coyujanuciniuy-
Kol ecilieitiu3ma, IIOC/Ie OCBPTA Ha KPAaTKOTPAjHY COLpeaIu-
CTHYKY ernm3ony fomahe apXuUTeKType, y eBalyallUju CpII-
CKe apXHUTEKType »BUCOKOT MOJepHHU3Ma« (07 Kpaja IecTe
ZIelieHwje 10 [ojaBe MOCTMO/IEPHU3MA), AyTOP PeaKTyeIn3y-
je cunTarmy coyujanuciiuaxu eciieiniusam Cere Jlykuha, us
1963. rof., Kao JIOTHYKU U TeXHUYKU OIIPaBJaHy, YK/bYdyjy-
hu u wene mejoparusae KoHoTanuje. [Ltacupana y kapak-
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TepU3aIVjU TAIIBHUX KIbVDKeBHUX TOKOBA, OBa CUHTAarMa
ce MO)Xe CMaTpaTH IPHUXBAT/LUBOM U 32 apXUTEKTYpy (Y3
ocTase, Koje Cy paHHje IUTacupaHe, Bakuhe TOK ce He yCIo-
CTaBe IpelnusHHje), jep ONndaBa CTambe AyXa U eTHIHOCTH
nomahux ymMeTHHKA KOjU Cy /Ie/IOBaU y Baagajyhem momm-
THUYKOM U KYJITYPHOM MI/bEY. AYTOpP 3aTHM BpeJIHYje CTBa-
pamamTBo Bozmehux rpamuTes/ba MOC/IEPaTHOT pasmod/ba —
H. Todposuha, U. Autuha, b. bormanosuha u M. Mutpo-
Brha, nsHocehu HU3 IparoteHuX, ma ¥ OIITPUX KPUTHIKUX
3arrakama 0 BbUX0BOj CTPYYHO] ¥ BAHCTPYYHO) aKTUBHOCTH.
Ogp Benukor sHavaja cy u IlepoBuhese oreHe o cprickoMm
ypOaHHM3MY y IOC/IepaTHOM IIepPHUOLY, Koje he mpencrasipa-
TH OC/IOHAIl 32 Oynyha Tymauersa HallleT COIMjATUCTUYKOT
rpajorpaguTe/bCTBa.

Y saxpy4HOM 1nornassby — Ilocnegroa geyeruja géagece-
ol sexa — 3ailsaparbe 3eHUUU4YKol Kpyid, y3 oCcyay Kuda u
IMBJbe TPpajbe, ayrop abupmuiite Behu dpoj nema Hactammx
Ha Kpajy BeKa, IOTKPeIUbyjyhu Tesy 0 »BeIMKOM Y3JIeTy CpII-
CKe apXHUTeKType«. [ako je y ToM Ileproy U3Be[JeHO HeKO-
JINKO KBA/IMTETHUX IIPOjeKaTa, OH OU Ce, YMECTO »y3/IeTOM,
MOTa0 CMATpaTH IIpe MePUONOM ITOCTMONEPHUCTHYKOT U
HEOMOJIEPHUCTUYKOT MAHUPHU3MA, Ca 3aHATCKH IIPUXBAT/bH-
BUM QJIU €CTeTCKU HeJOBO/bHO OPUTMHATHUM U yOeI/bBUBUM
perressuma. [TepoBuh onpaBnano youaBa yTuiiaje uzeja ap-
XUTEKTOHCKe IJI0OA/IN3alltje y HAIll0j CPeIMHY, KAa0 U IOKY-
IIaje II0jeIMHUX IpajfiuTesba Ja joj ce oxympy. OBa cMmena u
adupMaTUBHO 000jeHa 3arakarma O CPIICKOj aPXUTEKTYPHU
Halllel' BpeMeHa YIIOTIIyHeHa Cy IParoleHUM BH3YeTHUM
mpeseHTanujaMa rpabesuna, xoje he, y3 npuwioxene duo-
rpaduje apxuTeKaTa, OUTU Of BeMKe BAXKHOCTH Oymyhum
TyMayuMa.

ITocraB/pa ce mUTame KakBy he KOPHUCT Of OBe KEbUTe
UMAaTH CTYJeHTH apXUTEKType, UCTOpHorpadu, CTpaHU U
noMahu unraonu? C 0d3MpOM Ha TO Ia HMapLHUjaTHO U Ce-
JIEKTUBHO OIIHCYje II0jaBe, Ca HajUCHPIHUjUM IIPHUKA30M
MebhypaTHOT MOfepHM3MA U MPOAYKIIMje U3 MOCTIENbE Te-
Kajie pa3MaTpaHoOT BeKa, oHa he npecynHo adpupmucaTtu Te-
KOBHMHE MOJIEPHHM3AIIN]CKHUX HJieja Y CPIICKOj apXUTEKTYPH,
0e3 003Upa Ha HHUXOB EIMUTOHCKH U TOTATUTAPAH Kapak-
tep. [Ipencraspahe u cBemouancTBO 0 TOMe ma ce y Cpou-
ju Ha Kpajy croneha y TeXHMYKO-3aHATCKOM CMUCITY yCIIe-
IITHO T'PAJINJIO YIIPKOC U30JIALUjH, CUPOMAILTBY U PaTHUM
pasapamiMa. 113 usBpcHUX mwiycrparnuja yutaoiu he ce ymo-
3HATU U Ca YUIHLEHHUIIOM JIa je ¥ CPIICKOj apXUTEKTYPU OHUJIO
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U OTIIOPA MOJIEPHU3MY, 3HA4ajHUX ITpUMepa HEOBU3aHTU-
HHI3Ma, aKaJleMU3Ma, HHTePHAI[MOHA/IHEe U HAIlOHa/THE Ba-
pujanTe Ap HyBoa. Tesa o yTumajy seHuTH3Ma Ha ca3peBa-
e CPIICKOT apPXUTEKTOHCKOI MOJIEPHHM3Ma ONP)KUBA je y
MepH Y K0jOj Ce Taj yTHIIaj TpeTHUPa PaBHOIIPABHO ca yTHIIa-
jUMa OCT/IMX ITpaBalia jyTOCJIOBEHCKE ¥ CBETCKE aBaHTap/e.
Nako ce u3 caBpeMeHe BU3ype usMel)y HeKHX ITOCTaBKHU 3e-
HUTHCTA ¥ CTaBOBAa CPIICKUX apXHTEKaTa [Ba/IeCeTOr BeKa
MOTY YCIIOCTaBUTH KPXKe aHaJIOTHje, HeIIPUMEPEHO je TIpe-
HaIJIAIIaBaTH bUXOB 3HA4Yaj M Ha ’bUMa TPAIUTHU 3aK/bydKe
0 IIOCTOjaby WIN »3aTBaparby 3eHUTUCTUYKOT Kpyra« (fyxa)
Y CPIICKOj apXUTEKTYPH.

Ympkoc ToMe IITO je pasMaTpame K/bYYHHX OIyca U
IJIABHUX HJIeja Y CPIICKO] apXUTEKTYPU JOHEIO HUCTOPHO-
rpadCcKu IOMaK y pasBUjeHUjHUM CerMEHTHMa pacIpase,
YMHH Ce 1a OU KEbHTa OMIa aKCHOJIOIIIKHU YTeMe/beHH]a, Canp-
JKajHO crmojeBUTHja U (pakTorpadcKo-aHATUTUIKU TOTITY-
HUja J1a je U3/I0KeH paBHOIIPaBaH IIPHKa3 pasBoja CTUIOBA,
Kao U J1a je IpefcTaB/beH Behu Opoj rpagure/ba u rpaheBu-
Ha. [ToHeT cBeTCKMM y30pHMa y IIHCarby aHTOJIoTHja (»D0Jbe
0 MameM Opojy IojaBa peh MHOTO Hero 0 Be/IMKOM MaJIo«),
IIO3HAT Ka0 IPOTUBHUK »KOJIEKTUBU3MA y UCTOpUOrpacu-
ju«, IlepoBuh ce cBecHO ompenenno 3a Cy>keH U HeyjenHa-
YeH NPHUCTYII, 300T Yera U HeroBa CHHTETHYKA 3allaKarba
HeMajy 10BO/bHY 00yxBaTHOCT U edektuBHOCT. Oty he o
CBEMY »OCTaIOMX, IIITO AyTOP ITpeHedperaBa Kao Marbe 3Ha-
YajHO WIM aHAXPOHO, 3aHMHTepecoBaHa noMaha u mehyna-
POZIHA jaBHOCT MOPATH J1a Ce YIIO3Ha U3 HeKUX Oyayhux, nc-
I[PITHUJUX U BUIIIETOMHUX aHTOJIOTHja.

Crnncak xopuiitheHe muTeparype 0 CpIICKOj apXUTEKTYPH
IBajIeceTor BeKa, Kao 1 OPOjHe HAIIOMEHEe Y OCHOBHOM TEKCTY,
[Teposuh je caunHMo Takohe HEMOTITYHO U (He)CeIEKTHBHO.
Y muMa je, MapaloKCaTHO, HaBeJJleHO MHOIIITBO IIPHIOTA U3
HEeapXUTeKTOHCKe JIUTepaType (IITO HUje IITeTHO, @ HU He-
IUIOZIOTBOPHO jep IMOAYNHpe LIUPUHY, 1A ¥ TOKYIIIj My/ITH-
OUCHUIUIMHAPHOT TyMaderba), ali HemocTaTak Beher dpoja
MOHOTPad)CKHUX U IPerJIeHUX PaJoBa O CPIICKOj apXUTEK-
TYPH [IBafIeCETOT BeKa yMambyje HayuYHH 3HA4aj 1 KOMyHUKa-
TUBHU aCIIeKT OBe aHTOJIorHje. TuMe je IpomyITeHa Ipu-
JIMKa a ce CTPaHM YUTAOLHU IOTIIyHHUje 00aBecTe O yXKOj
JIUTEpaTypH O CPIICKUM apXUTEKTHMa [BaJieCeTOor BeKa, 41-
Me OM ce y3 IpaJuTe/bCKe JOIPUHOCEe apUPMHUCAIN U OHU
HCTOPHOTPAaCKU — K0 K/bYYHU HHCTPYMEHTH HbHXOBOT
pasyMeBama U IIMpPer KyJITypPHOT YCBajamba.
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A VIEW ON THE PAST CENTURY
OF SERBIAN ARCHITECTURE

Milo$ R. Perovié, Istorija srpske arhitekture XX veka. Od istoricizma do drugog modernizma
(Serbian 20th century architecture. From historicism to second modernism), Beograd (Belgrade) 2003.

The book on Serbian architecture in the twentieth century by Prof. Milo§ R. Perovi¢ — whose publication as a bilingual hand-
book at the end of 2003 resulted from the initiative of the students of the Faculty of Architecture in Belgrade — with its
polemical text and a multitude of illustrations has drawn much attention from the domestic scholarly public. It has been
received, both at home and abroad, as a useful contribution towards interpreting recent Serbian architecture in the context
of architectural developments in south-east Europe, inadequately represented in the relevant literature in major world lan-
guages. The best-illustrated publication on recent Serbian architecture, the book reflects Perovi¢’s views on the last century
of Serbian architecture, different from earlier historiographic interpretations in many respects. It is the first domestic
anthology to portray and evaluate a whole century of building, but it should be noted that rather than offering a thorough
overview of developments or exhaustive descriptions of significant achievements, the book focuses on the principal ideas,
interpreting them in a comparative manner on the model of similar foreign studies that have been published lately. Instead
of an all-embracing, chronological, factual and typological, approach to relevant developments, the author insists on a
polemical and critical view of the crucial events, making use of digressions and finding parallels in the world architecture of
past epochs. Such an approach is to some extent understandable considering Perovi¢’s previous work as a publicist, which,
apart from the oeuvre of individual protagonists of Serbian modernism, postmodernism and modern urbanism, has not
addressed the recent history of national architecture in a systematic way.

Unexpectedly, this personally coloured and ambitious publishing endeavour, full of fresh observations and judgments,
failed to be reviewed by respectable domestic scholars. This is yet another aspect in which the anthology sets a precedent,
further departing from the methodological norms and cohesive traditions of contemporary Serbian historiography, posi-
tioning itself beyond its integrating currents.

Thematically, the book is divided into two parts. In the first one, comprising 240 pages of text and a wealth of photo-
graphs, drawings and 3D reconstructions, the author identifies and evaluates the principal movements in Serbian architec-
ture until the 1990s. Entitled Portfolio and extending on some 170 pages, the second part presents important buildings con-
structed in the past fifteen odd years, supplementing the account with the architects’ professional biographies.

In the introductory chapter the author differentiates three flourishing periods of Serbian architecture in the twentieth
century (the emergence of modernism in the late 1920s; architecture in the late 1950s and early 1960s; and a rise in the 1990s,
marked by »some of the best ever achievements of Serbian architecture«, which is the reason that the period is given a sepa-
rate chapter at the end of the book). The following chapter, »Plurality of styles — the architectural scene of Serbia and the
neighbouring countries on the eve of the emergence of modernismg, offers the first outline of architectural developments
in the country’s surroundings in our literature. The dominant styles prior to the emergence of modernism are analyzed con-
cisely, the major works are singled out and the leading architects mentioned. In his assessment of Serbian architecture in the
epoch of historicism, divided into eclectic variants of academism and neo-Byzantine style (also known as Serbo-Byzantine),
Perovi¢ modifies Claude Mignot’s division (1994) into typological and synthetic eclecticism. He looks into the role of Art
Nouveau in Serbian architecture, as well as into the contribution of Russian-born architects to the interwar development of
academism. The following chapter, »The contribution of Zenitismg, takes a fresh look at the role of the Zenitist movement
in Serbian avant-garde art, recognizing its influence on the formation of Serbian architectural modernism within a broader
adoption of a »radically new visual world«. The influence of Zenitism is further underscored in a good part of the next chapter,
»The naissance of architectural modernism in Serbia«, where the picture of the maturation and rise of modernism is much
more exhaustive and detailed (unlike that of the previous developments). In this part of his study Perovi¢ offers a fruitful
view of the domestic scene in the context of international modernism, concluding that Serbian modernism features only
some elements of the world avant-garde movement rather than being its integral part. »Everything about the emergence of
Serbian architectural modernism was somehow mild and sluggish.« Examining the modernist work of Milan Zlokovi¢ and
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Branislav Koji¢, he puts forward several inspiring conclusions, as well as parallels with models found worldwide which may
be useful for further studies (influences of Loos, Aalto, Le Corbusier, Mendelsohn etc). Much room is given to the oeuvre of
Nikola Dobrovi¢, whose work has already been the object of his interest. In accordance with his selective criteriology, how-
ever, other leaders of Serbian modernism, such as Dragi$a Brasovan or Dusan Babi¢, are not treated on equal terms, and neither
are the proponents of other styles in Serbian architecture held by Perovi¢ to be inferior and anachronistic.

The chapter entitled »The architecture of socialist aestheticism« offers an overview of the short-lived episode of socialist
realism in domestic architecture, followed by an assessment of »high modernism« in Serbian architecture (from the late
1950s to the advent of modernism) where the term socialist aestheticism, introduced by Sveta Lukic in 1963, is revitalized as
logically and technically justified, complete with its pejorative connotations. Originally launched to characterize the literary
scene of the period, the term may be seen as applicable to architecture as well (alongside with the others launched so far, it
will remain in use until more accurate ones have been established), for it epitomizes the frame of mind and morality of
domestic artists functioning in a dominant political and cultural milieu. The author also puts a valuation on the work of
leading architects in the postwar period — N. Dobrovi¢, I. Antié, B. Bogdanovi¢ and M. Mitrovi¢, making a number of invaluable,
at times harshly critical, observations about their professional and extra-professional activities. Just as important are Perovi¢’s
judgements on postwar Serbian urbanism, forming a useful basis for further interpretation of our socialist architecture.

In the concluding chapter, »The last decade of the twentieth century — The closing of the Zenitist Circle«, while rebuking
kitsch and unlicensed construction, the author promotes a number of works from the end of the century in corroboration of
his thesis about a »pivotal episode in Serbian architecture«. Despite a few projects of quality carried out in that period, rather
than a pivotal episode it may be considered the period of postmodernist and neo-modernist mannerism, with technically
acceptable but aesthetically insufficiently original and credible solutions. Perovi¢ rightly observes influences of the concepts
of architectural globalization, as well as individual attempts to resist them. These bold and sympathetic observations about the
Serbian architecture of our times are supplemented with invaluable visual presentations of the buildings which, alongside
with the architects’ biographies, will prove very useful for future interpreters.

The question arises as to the benefit this book may bring to architecture students, historiographers, domestic and foreign
readers. As it describes developments selectively and incompletely, with an emphasis on interwar modernism and the pro-
duction of the last decade of the century under scrutiny, it decisively promotes the effects of modernization concepts in
Serbian architecture regardless of their epigonic and totalitarian character. It also shows that there was some successful building
activity in terms of technical skill in Serbia at the end of the last century in spite of the country’s isolation, impoverishment and
war. The excellent illustrations will make the reader aware of the fact that there were in Serbian architecture some resistance to
modernism, as well as noteworthy examples of a neo-Byzantine style, of academism, of the international and national versions
of Art Nouveau. The postulated influence of Zenitism on the maturation of Serbian architectural modernism is plausible in
so far as it is treated on equal terms with the influences of other Yugoslav and world avant-garde movements. Although in
hindsight it seems possible to draw frail analogies between some of the Zenitist concepts and those of twentieth-century
Serbian architects, their importance should not be overrated, nor should they be used as a basis for postulating the existence
or the »closing of the Zenitist circle« (spirit) in Serbian architecture.

Although the discussion about the major works and ideas in Serbian architecture brings about a historiographic shift in its
more elaborated segments, it seems that the book would have been better founded axiologically, more stratified in content
and more complete in terms of factual data and analysis, had the author maintained a balance in his presentation of the
development of different styles and included a larger number of architects and buildings. Inspired by world-famous models
for writing an anthology (»it is better to say much about few developments than a little about many«), and known as an
opponent of »collectivism in historiography«, Perovi¢ consciously gives preference to a narrowed and erratic approach, which
deprives his synthetic observations of the necessary inclusiveness and effectiveness. For that reason, it is in some future, more
exhaustive and multi-volume, anthologies that the interested domestic and international public will have to look for all
»other things« that the author has disregarded as less important or anachronistic.

The bibliography of works on twentieth-century Serbian architecture and the notes accompanying the text are also in-
complete and (un)selective. Paradoxically, they include an abundance of non-architectural contributions (which is not harm-
ful, nor is it unproductive, for it supports breadth and even attempts at multidisciplinary interpretation), but the lack of a
larger number of relevant monographs and surveys diminishes the anthology’s academic weight and communicational
power. It missed the opportunity of informing the foreign reader about the more specific literature on twentieth-century
Serbian architects; that would have enhanced appreciation of not only the architectural contributions but also of those his-
toriographic, seen as key instruments for their understanding and wider cultural acceptance.
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