OT'PAHAR
CAHY

UNIVERZITETUNISU

FAKULTET UMETNOSTI
UNISU

Univerzitet u Nisu, Fakultet umetnosti u NisSu
Srpska akademija nauka i umetnosti - Ogranak SANU u Nisu

BARTF 2019

University of Nis, Faculty of Arts in Nis
Serbian Academy of Sciences and Arts - Branch of SASA in Ni§

VII NACIONALNI NAUENI SKUP SA MEPUNARODNIM UCESCEM

UMETNOST | KULTURA DANAS:
METAFORA, PERCEPCIJA | SIMBOLIZAM

THE SEVENTH NATIONAL SCIENTIFIC FORUM WITH INTERNATIONAL PARTICIPATION

ART AND CULTURE TODAY:
METAPHOR, PERCEPTION AND SYMBOLISM






BARTF 2019 BARTE 2019

llllllllllllll




Penybansa CpSuja
MHUHHCTAPCTBD NPOCBETE,
HAYEE W TEXHONOWEQOr PAZRO)A

Realizaciju nau¢nog skupa i stampanje zbornika radova podrzalo je Ministarstvo prosvete, nauke
i tehnoloskog razvoja, resenjem broj 451-03-434/2019-14 od 16. 04. 2019. godine.



E.
=

ﬂ-;r i% LN v - L
@fgaf"’“ i ! et
KH;:.—;.F ¥ HHY

FAEULTET UHETHOSTI
[TET] ]

UNIVERZITET U NISU

SRPSKA AKADEMIJA NAUKA I UMETNOSTI
OGRANAK SANU U NISU

FAKULTET UMETNOSTI U NISU

ATt
rorem

UMETNOST I KULTURA DANAS:
METAFORA, PERCEPCIJA I SIMBOLIZAM
ZBORNIK RADOVA SA NAUCNOG SKUPA
(Nis, 4-5. oktobar 2019)

ART AND CULTURE TODAY:

METAPHOR, PERCEPTION AND SYMBOLISM
PROCEEDINGS OF THE SCIENTIFIC CONFERENCE
(Nis, 4*—5% October 2019)

Urednik:
Dr Marko S. Milenkovié¢
Editor:
PhD Marko S. Milenkovi¢

Nis$, 2020.
Nis, 2020



Sedmi nacionalni nau¢ni skup sa medunarodnim uc¢e$¢em
The seventh national scientific forum with international participation

BALKAN ART FORUM 2019 (BARTF 2019)
BALKAN ART FORUM 2019 (BARTF 2019)

UMETNOST I KULTURA DANAS: METAFORA, PERCEPCIJA I SIMBOLIZAM
ART AND CULTURE TODAY: METAPHOR, PERCEPTION AND SYMBOLISM

Izdavac / Publisher

Univerzitet u Ni$u, Fakultet umetnosti u Nisu,

Srpska akademija nauka i umetnosti, Ogranak SANU u
Nisu

University of Ni§, Faculty of Arts in Nis,

Serbian Academy of Sciences and Arts, Branch of SASA
in Nis

Zaizdavaca / For publisher

Prof. dr Suzana Kosti¢, dekan

PhD Professor Suzana Kosti¢, dean

Akademik Ninoslav D. Stojadinovi¢

Academician Ninoslav D. Stojadinovi¢

Urednik / Editor
Dr Marko S. Milenkovi¢
PhD Marko S. Milenkovi¢

Upravnik Izdavackog centra / Head of Publishing center
Dr um. Slobodan Radojkovi¢
D.A. Slobodan Radojkovi¢

Recenzenti radova / Reviewers of articles

Dr Sasa Pavlovi¢, Univerzitet u Banjoj Luci, Akademija
umjetnosti

PhD Sasa Pavlovi¢, University of Banja Luka, Academy of
Arts

Mr Bojan Zivié, Univerzitet u Nigu, Fakultet umetnosti u
Nisu

MA Bojan Zivi¢, University of Ni$, Faculty of Arts in Ni§
Dr Vladeta Radovi¢, Univerzitet u Nisu, Filozofski fakultet
PhD Vladeta Radovi¢, University of Ni$, Faculty of
Philosophy

Dr Mia Arsenijevi¢, Univerzitet u Kragujevcu, Pedagoski
fakultet u Jagodini

PhD Mia Arsenijevi¢, University of Kragujevac, Faculty of
Education

Dr Danijela Stojanovi¢, Univerzitet u Nisu, Fakultet
umetnosti u Nisu

PhD Danijela Stojanovi¢, University of Nis, Faculty of Arts
in Ni$

Dr Natasa Nagorni Petrov, Univerzitet u Nisu, Fakultet
umetnosti u Nisu

PhD Natasa Nagorni Petrov, University of Nis, Faculty of
Arts in Ni$

Dr Jasmina Saranac Stamenkovi¢, Univerzitet u Nisu,
Filozofski fakultet

PhD Jasmina Saranac Stamenkovié¢, University of Nig,
Faculty of Philosophy

Dr Marko S. Milenkovi¢, Fakultet umetnosti u Nisu,
Univerzitet u Nisu

PhD Marko S. Milenkovi¢, University of Nis, Faculty of Arts
in Nis

Mr Sanja Devi¢, Univerzitet u Nisu, Fakultet umetnosti u Nisu
MA Sanja Devi¢, University of Nis, Faculty of Arts in Ni§

Recenzenti zbornika / Reviewers of proceedings

Dr Ivana Medi¢, visi nau¢ni saradnik muzikoloskog insti-
tuta SANU, Beograd

PhD Ivana Medi¢, Senior Research Associate, Musicological
Institute of SASA, Belgrade

Dr Danijela Zdravi¢ Mihailovi¢, vanr. prof. Fakulteta umet-
nosti u Nisu, Univerziteta u Nisu

PhD Associate professor Danijela Zdravi¢ Mihailovi¢,
University of Nis, Faculty of Arts in Ni§

Lektori / Language editors

Aleksandra Gojkovi¢ (za srpski jezik)
Aleksandra Gojkovi¢ (Serbian language)
Ivana Peli¢ (za engleski jezik)

Ivana Djeli¢ (English language)

Univerzalna decimalna klasifikacija / UDC

Vesna Gagic¢ / Vesna Gagic

Dizajn korica / Boolk Cover Design
Doc. Anita Mili¢
Assistant Professor, Anita Mili¢

Prelom i tehnicka priprema / Layout and
Technical Processing
Ninoslava Giri¢ / Ninoslava Giri¢

Tiraz / Circulation
30/30

Stamparija / Press
Atlantis d.o.o. Ni§ / Atlantis d.o.0. Nis§

ISBN 978-86-85239-76-2

Na osnovu odluke Nastavno-umetnickog veca broj 1310/10 od 20. 10. 2020. god., odobrava se za Stampanje i publikovanje
Zbornik radova sa naucnog skupa BALKAN ART FORUM “Umetnost i kultura danas: metafora, percepcija i simbolizam”.




Sadrzaj / Contents

SADRZAJ / CONTENTS

PLENARNA PREDAVANJA
(Plenary sessions)

Dr Trena Jordanoska
MUZIKA U PRAKSI — METAFORA, PERCEPCIJA, SIMBOLIZAM

PhD Trena Jordanoska
MUSIC IN USE - METAPHOR, PERCEPTION, SYMBOLISM 11

PhD Johannis Tsoumas
CULTURAL SYMBOLISM IN JAPANESE FLORAL MOTIFS

Dr Joanis Tsumas
KULTURNI SIMBOLIZAM U TRADICIONALNIM JAPANSKIM CVETNIM MOTIVIMA............ 25

Ap ym. Jeaena Cpepanosuh
APBOPE3 KAO AVMIKOBHMU JE3MK

D.A. Jelena Sredanovi¢
WOODCUT AS A VISUAL LANGUAGE 43

METAFORA, PERCEPCIJA I SIMBOLIZAM
(Metaphor, Perception and Symbolism)

Ap Urop M. Huxkoanh, Ap Caodopan A. Kopeaa
TMEPUEIMUMJA YMETHMYKE MY3UMKE KPO3 PAA HA AUKTATVIMA Y HACTABU
COADEBA KAO OAKTOP PA3BOJA MY3MYKOTI YKYCA

PhD Igor M. Nikoli¢, PhD Slobodan A. Kodela
THE PERCEPTION OF ART MUSIC THROUGH THE DICTATION IN SOLFEGGIO
TEACHING AS A FACTOR OF THE MUSICAL TASTE DEVELOPMENT 61

Ap Mapko C. Muaenkosuh

YMETHUYKA CTUAN3AUUJA BEAMKE YOYEYKE UT'PEY CBETAY OBPAAE TIECAMA
OJ AEBOJKO MAAA VI EBA KAYPKHUHA'Y MY3NYUKO] APAMU KOLITAHA TIETPA
KOBOBURA

PhD Marko S. Milenkovi¢

THE ARTISTIC STYLIZATION OF THE GREAT DANCE OF COCEK IN THE INTERPRETATION

OF THE MELODIES O] DEVOJKO MALA AND EVA KAURKINJA IN MUSICAL DRAMA
KOSTANA BY PETAR KONJOVIC 77




Balkan Art Forum 2019 (BARTF 2019) / Balkan Art Forum 2019 (BARTF 2019)

Mcp )Kusas C. ITonosuh, Mcp Ayka E. Boaapesuh

VMCOH VY ITOJAYKOJ ITPAKCY HEKAA 11 CAA

MA Zivan S. Popovié, MA Luka E. Volarevié

ISON IN THE CHANTING PRACTICE THEN AND NOW 99

Ap ym. Caodopan A. Papojkosuh
TAMAPUHA, YMETHOCT KPEATUBHE AVICLIMTTAMHE

DA Slobodan D. Radojkovic
TAMARIND, ART OF CREATIVE DISCIPLINE 111

Ap ym. Bojana Huxkoanh
CUMBOANM HA AMKOBHVIM PAAOBVIMA AELIE TTPEAIIKOACKOT Y3PACTA

DA Bojana Nikoli¢
SYMBOLS IN ARTWORKS OF PRE-SCHOOL CHILDREN 123

PhD Krasimira Borisova Drumeva
METAPHOR - THE VISUAL LANGUAGE OF POSTER ART

Dr Krasimira Borisova Drumeva

METAFORA - VIZUELNI JEZIK UMETNOSTI PLAKATA 147
PhD Elizar Milev

ADRIANO BERENGO AND GLASSTRESS

Dr Elizar Milev

ADRIANO BERENGO I MODERNO UMETNICKO DELO NA STAKLU (GLASSTRESS)............. 159

Mr Vanja D. Sibalié¢
SIMBOLICKA SVOJSTVA BOJE U MARKETINSKOJ KOMUNIKACIJT —
BOJA KAO PRENOSILAC ZNACENjA I VREDNOSTI

MA Vanja D. Sibali¢
SYMBOLIC CHARACTERISTICS OF COLOR IN MARKETING COMMUNICATION —
COLOR AS COMMUNICATOR OF MEANINGS AND VALUES 177

PREDSTAVLJANJE STVARALACKOG OPUSA UMETNIKA
NA BARTF-u 2019

PRESENTATION OF ARTISTS, CREATIVITY OPUS
AT BARTF 2019 193

SADRZAJ CD-a/ CONTENTS of CD:

Desislava Hristova / Desislava Hristova
KATALOG “INSIDE OR OUTSIDE?" / CATALOGUE “INSIDE OR OUTSIDE?“

Slobodan Radojkovi¢ / Slobodan Radojkovi¢
»GRAFIKA, UMETNOST KREATIVNE DISCIPLINE, TAMARIND ISKUSTVO*/
JPRINTMAKING, THE ART OF CREATIVE DICIPLINE, TAMARIND EXPERIENCE*



PLENARNA PREDAVAN]JA
(PLENARY SESSIONYS)






Plenarna predavanja / Plenary sessions

UDK 781.1/.68

MUZIKA U PRAKSI - METAFORA, PERCEPCIJA,
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Dr Trena Jordanoska
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SazZetak

Muzicko delo i njegov vanmuzicki sadrzaj su teorijski problem koji prati teoriju muzike od
njenih zacetaka u VI veku p.n.e. Njime se bave najrazlicitije discipline, od filozofije, muzikolo-
gije, sociologije muzike, psihologije muzike, pa do lingvistike i komunikacijskih nauka. Muzicki
sadrzaj — muzicka grada i njena harmonija, polifonija, instrumentacija i orkestracija, i na kraju
oblik — moze dobiti razli¢ita tumacenja tokom akusticke aktualizacije, drugim recima vanmuzicki
sadrzaj. Vanmuzicki sadrzaj je, sa druge strane, pod direktnim uticajem faktora okruzenja. Zato
tumacenje vanmuzickog sadrzaja podrazumeva poznavanje okruzenja. Razli¢ita tumacenja mogu
se odnositi na pojedina muzicka dela, ali i na cele zanrove. U radu Ce biti obradeno vise primera
transformacije znac¢enja muzike u praksi.

Kljucne reci: muzicki sadrzaj, vanmuzicki sadrzaj, akusticka aktualizacija, znacenje, okruzenje.

Ovaj tekst je nastao namenski, kao uvodno izlaganje prilikom otvaranja Balkan
Art Foruma u 2019. godini. Ponudeni naslovni koncepti foruma — metafora,
percepcija, simbolizam, ovde su prevedeni u podrucje vanmuzickog sadrzaja,
odnosno kako se on stilisticki i kognitivno oblikuje kod slusatelja razlicite isto-
rijske i geografske provenijencije. I pored toga $to se radi o veoma razli¢itim i
specificnim teorijskim kategorijama, mi smo odlucili da ih u ovom izlaganju
prosledimo zajednicki, upravo kao otvaranje teorijskih problema, i vise kao
sistem postavljanja pitanja, ujedno prateci istorijski razvoj razlicitih ideja.

Ono s$to se odmah moze zapaziti je da se u spomenutom istorijskom pre-
gledu osnovnih filozofskih i muzikoloskih pristupa, izdvajaju tri koncepta koja
su bila u centru foruma, a koja prate teorijsku refleksiju o muzici jo$ od njenih
pocetaka kod pitagorejaca u VI veku p.n.e. Osim toga, i pre pojave presokra-
tovskih filozofa, u mitovima o muzici postoji ve¢ razradeni sistem koji koristi
metafore da bi objasnio muzic¢ki fenomen. Sta su mitovi o Orfeju ako ne meta-
fora o izvanrednoj mo¢i muzike, odnosno njenog uticaja na ljudsku dusu. Mit

11
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o pronalasku anticke lire u kome ucestvuju Hermes i Apolon je simbol radanja
i sazrevanja lirske poezije (Alexopoulou, 2004: 30—32). Mit o Apolonu i satiru
Marsiju bavi se problemom akulturacije izmedu antickih kultura (I'pejsc, 2002:
76; Alexopoulou, 2004: 32). Platon koristi isti mit kada odabire instrumente koji
se mogu upotrebljavati u Drzavi (Platon, 2002: 82). Nazivi koje on dodeljuje
razli¢itim tipovima horova (Hor muza, Apolonov i Dionizijski; v. Plato, 1934: 43,
50) u Zakonima (knjiga druga) jesu jos jedna metafora koja povezuje muziku sa
znacenjima iz antickih mitova.

Ovozemaljska, odnosno ljudska muzika, jos od antike je simbol za harmo-
niju sfera, odnosno savr$§ena muzika koju proizvode tela u svom kretanju u
kosmosu. U isto vreme percepcija zemaljske, odnosno ljudske muzike treba da
omogucdi transfer kosmicke u realnu muziku ovog sveta. Pitagorejci objasnjavaju
razli¢ita muzicka dela metaforom o razli¢itim etosima. U XVII veku Keplerovo
delo Harmonices Mundi, koje je osnova savremene astronomije, zaokruzeno
je raspravom o muzici (v. V=VIII poglavlje pete knjige, Kepler, 1997). Kepler
koristi polifoniju (prevashodno vokalnih renesansnih majstora) (Rodgers and
Ruff, 1979: 288; Kepler, 1997: xxxiv—xxxv; Walker, 1978: 34—62) kao simbol tzv.
kontrapunkta univerzalnih harmonija svih planeta.

Generativna ideja muzika kao podrazavanje je generativna i u smislu ko-
riS¢enja metafore i simbolizma. Najavljena kod pitagorejaca, preradena kod
Platona (2002: knjiga deseta) (u sistemu hijerarhije podrazavanja u kojem je
ljudska muzika kopija drugog ranga; v. Buzarovski, 2013: 23, 27-28) i na kraju
zaokruzena u Aristotelovom mimesis-u u Poetici (Apuctotea, 1979), ova ideja
je najprisutnija u tumacenju muzicke zagonetke. Ipak, jos na pocetku XVII veka
Klaudio Monteverdi, u pismu upu¢enom grofu Alesandru Stridziju povodom
libreta za izgubljenu operu Svadba Tetide, prkosi shvatanju muzike kao podra-
zavanja realnog okruzenja (v. Carter 2011). Poznata je njegova pobuna: ,Kako
ja mogu, dragi Gospodine, da podrazavam govor Vetrova, kada oni ne govore?!”

Problem svodenja muzike na puko podrazavanje realnih dogadaja doprinosi
podeli muzike na programsku (podrazavalacku) i apsolutnu (bez vanmuzickog
sadrzaja). Ova podela je intenzivirana finalnim razdvajanjem vokalnog i instru-
mentalnog idioma, odnosno pojavom instrumentalne muzike i jos vise razvitkom
instrumentalne polifonije. Tako, na primer, gubljenje teksta, transformacijom
moteta u politematski instrumentalni ri¢ekar, koji prerasta u monotematski, i
onda u fugu (v. Bukofzer 1947: 48), eliminise fundament povezivanja podra-
zavanja i muzike. Ipak, pojedini kompozitori paralelno i u baroku i rokokou
(Kupren), a i, mnogo kasnije, u Debisijevim delima sa programskim naslovima
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(koji su ipak zatvoreni zagradama i postavljeni na kraju partiture, kao na primer
u klavirskim preludijuma), i dalje koriste programske naslove za instrumental-
na dela. Prisutnost teksta u vokalnim delima, pojacana dopunskim muzickim
efektima (na primer, drhtavica u basovoj ariji “What power art thou, who from
below” Persla iz scenskog dela Kralj Artur), isto tako ide u prilog podrazavanju.
Najradikalnija linija ide dotle da uopste ne prihvata ovu uslovnu podelu muzike,
zato $to smatra da muzika u kojoj ne postoji predstavljanje, bez obzira da li je
sugerisano na neki nacin ili nije, ne moze se smatrati umetnickom muzikom
(Fuller Maitland, 1904: 7).

Druga polovina XVIII veka donosi pomeranje stozera od teorije podrazavanja
prema izrazavanju kao centralnoj estetickoj kategoriji tumacenja muzickog feno-
mena. Autonomnost muzic¢kog fenomena otvara put ka estetickom formalizmu
XIX veka (Buzarovski, 2013: 126). Razvoj instrumentalne, ,,apsolutne’, apstraktne,
neprogramske muzike, odnosno osamostaljivanje muzike od teksta i njegovog
znacenja, nedvosmisleno je doprinelo udaljavanju i zaokretu od ideje podra-
zavanja ka idejama o izrazavanju, pa do cisto muzickog sadrzaja i formalizma.

Zastupnik estetickog formalizma u muzici, Eduard Hanslik negira sve mo-
gucnosti vanmuzickog sadrzaja i znacenja u muzici.

Kad je arija iz Glukovog Orfeja: Jai perdu mon Eurydice, Rien négale
mon malheur do suza ganula ljude, [primeceno je] ... da bi se istoj
melodiji moglo, podjednako dobro, pa ¢ak i mnogo ispravnije, uzeti
kao osnova sasvim suprotne rijeci: Jai trouvé mon Eurydice, Rien
négale mon bonheur. ... Medu stotinama primjera izabrali smo upravo
ovaj zato §to on, s jedne strane, pogada majstora kome se pripisuje
najveca preciznost u dramatskom izrazu i $to su se, s druge strane,
vise generacija divile upravo u ovoj melodiji, dozivljaju najveceg
bola koga rijeci s njom povezane izrazavaju. (Hanslik, 1977: 66—68)

Ovakvim postupkom formalizma ponistena je koncepcija i metafore i sim-
bolizma, jer muzika moze da prikazuje samo njen autohtoni muzicki sadrzaj.
Svaka potraga za skrivenim znacenjem simbola, prelaska u neki dublji sloj je bez
rezultata, jer zaokruzenost muzickog dela se zavrsava procesom kombinacija i
razrada cCistih muzickih sadrzaja.

Napustanje izvanmuzickih sadrzaja ipak muci sledece generacije filozofa
i muzikologa koji se bave problemom sadrzaja muzic¢kog dela poc¢etkom XX
veka. Podrazavanje je zamenjeno konceptom muzike kao jezika u duhu novih
lingvistickih generativnih ideja koje polako pripremaju teoriju komunikacije.

13
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Muzika kao znakovni sistem otvara i za nas interesantne perspektive upotrebe
metafora i simbola. Suzana Langer cak direktno upotrebljava koncept muzike
kao neostvarenog, odnosno nedovrsenog simbola (Langer, 1954: 195). Dok je
Hanslik ranije napisao da se muzika ,nikad ne moze "uzdiéi na nivo jezika’ — za-
pravo spustiti, morali bismo sa muzickog stajalista re¢i — posto bi muzika ocito
morala biti jedan usavr$eniji jezik” (Hanslik, 1977: 107), Langerova smatra da
muzika ne moze da bude jezik u logickom smislu jer ona nema nikakav re¢nik.
»Nazivati tonove jedne lestvice recima’ muzike, harmoniju njenom ‘gramati-
kom’ a tematski razvoj 'sintaksom); znaci sluziti se beskorisnom alegorijom, jer
tonovima nedostaje upravo ono ¢ime se jedna rec¢ razlikuje od ciste vokabule

”

— naime, nedostaje im utvrdena konotacija, ili re¢eni¢no znacenje” (Langer,
1954: 185). Medutim ,’pojmovna’ nemo¢ za Suzanu Langer je kvalitet muzike:

to je mo¢ muzike da artikulise forme koje jezik ne mozZe da izloZi..., a ovo neizre-
civo (u jezickom smislu) je locirano u emocionalnoj komponenti ¢ovekovog

zivota” (Buzarovski, 2013: 188-189). Leondard Mejer pise o neizvesnostima

u muzickom komuniciranju i psihostilistickim okolnostima koje uslovljavaju

znacenje u muzici, na sta se nadovezuje Fubini kada pise da muzika moze steci

funkciju oznacavanja i komunikacije samo u odredenim uslovima, u jednom

odredenom kontekstu istorijskih ili kulturnih relacija (v. ibid. 190). Kasnije

¢e Tia DeNora (1986: 88) predloziti da bi mozda bilo produktivnije uporediti

muziku sa govorom u prakti¢cnim kontekstima, odnosno sa proucavanjem

znacenja u upotrebi, umesto sa formalnim govorom i gramatickim pravilima.

I koncept metafore i koncept simbolizma pogoduju tom meduprostoru

koji se otvara izmedu ideja podrazavanja i muzike kao jezika. Veoma sim-
plificiran koncept podrazavanja koji se javlja u proletkultovskom okruzenju

marksistickih (odnosno vise kako se oni sami nazivaju) sovjetskih muzikologa

(Muzicka forma kao proces Asafjeva je primer koji ¢e se ubrzo standardizovati),
nadgraden je radovima Zofije Lise, koja isto tako smatra da zvuc¢ne strukture

cesto imaju funkciju da prikazu nesto $to je razlic¢ito od njih samih. Sli¢no

kao i Asafjev koji koristi muzicke intervale kao simbole: kvarta — Francuske

burzoaske revolucije, seksta — romantizma, povecana kvarta-umanjena

kvinta — interval ruske petorke, kvinta — francuskih impresionista (Buza-
rovski, 2013: 173), da bi objasnila ,prikazivacki” karakter u neprogramskoj,
apsolutnoj muzici, ona unosi kategoriju ,simbola’, ,jer zvu¢ne strukture ne

prikazuju direktno nikoje izrazene sadrzaje, nego su samo njihovi simboli”
(Lissa, 1977: 106). ,Uvodenjem simbola Lisa se priblizava semantickoj skoli

Suzane Langer” (Buzarovski, 2013: 176).
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Preradeni koncept podrazavanja stize najdalje u Adornovoj teoriji izloze-
noj u Filozofiji nove muzike, koja povezuje dijalektiku levohegelijanskog krila
i sistema negacija kao odgovor sistemu drustvenih promena (Adorno, 1968).
Adorno ide do krajnosti proglasavajuci cele muzicke smerove kao istinite i
neistinite u smuslu odgovora na aktuelne drustvene dogadaje. Prema Adornu,
stvaralastvo druge becke skole svojim akustickim uzasom predstavlja suprot-
stavljanje uzasu Prvog svetskog rata, nasuprot groteskne i blazirane muzike
Stravinskog. Jedna od najboljih i najsazetijih analiza atonalnosti, dodekafonije
i serijalizma, u prvom delu Filozofije nove muzike, jeste plodno tlo za dalja
objasnjenja upotrebe metafore i simbolizma.

U dosadasnjem istorijskom pregledu nismo obuhvatili tre¢i termin koji
pokriva naslov ove konferencije — percepciju. Posto je on ocigledno u trijadi
metafora-percepcija-simbolizam postavljen u kognitivnom smislu, a ne u
anatomsko-fizioloskom, ovde ne¢emo govoriti o psiholoskim istrazivanjima
muzike koja se intenziviraju u XIX i poc¢etkom XX vek i koja imaju dominantno
psihometrijsku usmerenost, odnosno bave se merenjem c¢ulnih performansi.

U osnovi, ova tri koncepta — metafora, percepcija i simbolizam, pripadaju
razli¢itim teorijskim podrucjima: metafora je stilska figura, percepcija je psiho-
loska kategorija, a simbolizam se najcesce upotrebljava za oznacavanje stilske
orijentacije, koja se u drugoj polovini XIX veka i na pocetku XX veka javlja i
kao poseban stil. Ipak postoji logika njihovog povezivanja, nesto $to je vec bilo
prisutno u dosadasnjem istorijskom pregledu, a to je — muzicki sadrzaj. Sva
tri se odnose na na$ dozivljaj muzic¢kog sadrzaja i to u Cisto muzickom smislu.
Otvorenost muzickog dela za neprestano nove dozivljaje, ¢ak i kod jednog
istog kreativnog subjekta, ostavlja veliki prostor za razli¢itu percepciju istog
muzickog sadrzaja, upotrebe metafore i simbola.

Veoma bitna zapazanja Romana Ingardena koja se odnose na problem sa-
drzaja muzickog dela elaboriraju situaciju sa upotrebom metafora i simbola,
kako u simbiozi muzickih i knjizevnih dela, tako i u ¢isto muzickim delima.

Ako cesto pri slusanju nekog muzickog dela i zamisljamo ovu ili onu
situaciju predmetno, stvari ili ljude u izvesnim stanjima, ako u masti
aktualizujemo ovakve ili onakve izglede zamisljenih predmeta, mi
onda naravno, ukoliko nemamo posla sa slozenim muzicko-knjizevnim
proizvodima, kao §to su pesme i sli¢cno — iskoracujemo eo ipso van
sadrzine samoga muzickog dela. Mi se tu najvise mozda nalazimo
pod uticajem fantazija, po svojoj prirodi vise literarnih, koje ne
samo mogu, nego i treba da otpadnu bez $tete za vernu percepciju
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muzickog dela, jer one tu percepciju zagaduju i otezavaju da bude
dobijena u ¢istom obliku. (Ingarden, 1971: 506—507)

Ako je to cisto muzicko delo, a ne delo spojeno s nekim knjizevnim
delom (na primer pesmom), onda se ono svojom sadrzinom ne vezuje
uzrocno sa stvarnim dogadajima ili procesima u svetu. Cak i tamo gde
neka dela ili njihovi delovi vrse funkciju ,izrazavanja” izvesnih psihickih
stanja ili ,predstavljanja” (Nemci bi rekli Darstellung a ne Vorstellung)
izvesnih predmeta (Les nuages Debisija), ono $to je predstavljeno ili
izrazeno nije nikakav realan predmet ili dozivljaj koji nastaje u stvarnom
svetu, nego je nekakva ,fiktivna” tvorevina (ibid. 513).

Zato prema Ingardenu ,muzicko delo po svojoj sadrzini nije lokalizovano ni
u jednom odredenom vremenu, bilo istorijskom bilo, opstije, u vremenu istorije
realnoga sveta, iako se u svojoj sadrzini odlikuje strukturom svojevrsno organi-
zovanog quasi-vremena. U tom znacenju ono je vanvremensko ili nadvremensko,
ali bas zato moze da bude izvedeno u proizvoljnom vremenu, jer ne pretpostavlja
nikakvu proslost i ne postulira nikakvu budu¢nost” (ibid. 530). Ingarden istice
i problem konkretnosti odredenog izvodenja dela (ibid. 592), nesto $to ¢emo
kasnije u nasim primerima i posebno obraditi.

Za razliku od Ingardenovog shvatanja muzickog sadrzaja, mi ovde zastupamo
stanoviste da muzika ima svoj konkretni muzicki sadrzaj koji proizlazi iz ¢isto muzicke
grade (motivi, teme, figure i pasazi) koja ima svoje karakteristike u okviru sedam
planova muzickog dela. Sadrzaj je u izvesnom smislu razrada ovih karakteristika
muzicke grade, koje su, prema Buzarovskom (2016: 29-30), uoblicene u njihovom
vremenskom razvitku. Pored ovog sadrzaja Buzarovski razlikuje i vanmuzicki
sadrzaj (ibid. 34). Ovakav pristup podrazumeva da vanmuzicki sadrzaj zajedno
sa muzickim sadrzajem ¢ini ukupni sadrzaj muzickog dela. Vanmuzicki sadrzaj
je pod direktnim uticajem, odnosno proizvod je faktora okruzenja (socijalni kon-
tekst) (ibid. 77). Isti muzicki sadrzaj moze da ima razli¢ita znacenja kada se zvu¢no
aktualizuje u razlicitim ekonomskim, socijalnim, kulturnim, politicko-pravnim,
medunarodnim, informacijsko-komunikacijskim, tehnoloskim okruzenjima itd.

Uvodenje koncepta znacenja podrazumeva da je muzika semanticki sistem,
dok uvodenjem okruzenja i faktora okruzenja muzika postaje pragmaticki sistem.
Zato je, u nasem pristupu, vanmuzicki sadrzaj rezultat muzike u praksi. Vracajuci
se nasem problemu metafore, percepcije i simbolizma, sva tri koncepta nalazimo
u muzici u praksi i zato ¢emo u nasem daljem izlaganju navesti nekoliko primera

koji podrzavaju ovu tezu.
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Prvi primer koji ¢emo obraditi je Mendelsonov Svadbeni mars i njegova
upotreba u svadbenim obicajima u Makedoniji u XXI veku. Metafora, percep-
cija i simbolizam mogu se posmatrati najcesce kod obredno-obicajne upotrebe
muzike gde je, kao i u primeru Mendelsonovog marsa, znacenje podredeno
funkcionalnosti muzike u ¢inu. Ovaj primer ima svoju posebnost jer pripada
kompletno tudoj muzickoj tradiciji, koja je do sredine XX veka bila potpuno
nepoznata u makedonskim svadbenim obicajima. Sa druge strane, vesterni-
zacija makedonske muzicke kulture je proces koji je zapocet u drugoj polovini
XIX veka i zaokruzen u drugoj polovini XX veka, u vreme u kome je kultura iz
orijentalnog muzicko-kulturnog modela prevedena u zapadni kulturni model sa
tonalnom harmonijom, polifonijom, oblicima, instrumentima i orkestracijom
(Jordanoska, 2019).

Prvu upotrebu Svadbenog marsa nalazimo u tzv. mati¢nim gradanskim ce-
remonijama zakljucenja braka, tako da je Mendelsonov mars, koji nikad dotad
nije bio poznat u dominantno orijentalnoj muzickoj kulturi u Makedoniji, po-
stao oznaka ulaska bra¢nog para kod maticara, odnosno u salu gde se izvodila
tzv. ceremonija registracije gradanskog braka (preko snimka u originalnom
orkestarskom izvodenju; inace Svadbeni mars je stav iz Mendelsonove svite
za Sekspirov komad San letnje noci i na svadbama moze da se javi spojen sa
Vagnerovim Svadbenim horom iz opere Loengrin).

Medutim, od te prve upotrebe u mati¢nim sluzbama, Mendelsonov mars$
polako ulazi u ceremonije slavljenja ve¢ sklopljenog braka u restoranima, gde je
opet ulazak bracnog para najavljen istim svadbenim marsom, ali sada sa Zivom
muzikom (AumutpujeBcku 2014: 111, 144, 158, 165). Prema Dimitrijevskom,
zastupljenost ovoga marsa je rezultat tendencije gradskih savremenih ciklusa
izvedenih po modelu svetskih svadbi, tako da ,izvodenje fragmenata ovog marsa,
najcesce u okviru pete faze (Dimitrijevski pravi podelu na $est svadbenih faza,
m. z.), pre ulaska mladih u restoran, predstavlja svojevrsno kopiranje onoga sto
je prethodno videno na televiziji ili internetu” (ibid. 111). Muzi¢ki ansambli
koji se koriste za zabavu prave svoje aranzmane, tako da se cesto mogu cuti i
veoma cudna izvodenja Mendelsonove kompozicije uz sintesajzere, elektri¢ne
gitare, saksofone, harmonike, bubnjeve, ritam-masine itd.

Slede¢i primer je upotreba treéeg stava u b-molu Druge Sopenove klavirske
sonate koji nosi naziv Posmrtni mars, i tako se i tretira. Bez obzira na moguca
tumacenja i interpretacije ovog stava kroz kompozitorovo krhko zdravlje, patnju
za domovinom ili uopste njegovu preokupaciju smréu i tugovanjem (Kallberg,
2001: 22, 23), treba imati u vidu da je Sopen ipak izbegavao naslove svojih
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kompozicija koji nagovestavaju programnost (ibid. 14—15), uklju¢ujudi brisanje
prideva funébre u naslovu ovog marsa (ibid. 12). Sopen je u jednom razgovoru
naznacio da je ,na slusaocu da dovrsi sliku” (ibid. 15). Razli¢ite orkestracije
ovog marsa koriste se za pogrebne ceremonije, posebno kod sahrane velikih
muzic¢ara (sam Sopen je bio sahranjen orkestracijom ove muzike, ibid. 26), ali i
drzavnika (ibid. 14). Ako prvi deo ovog dela moze da se posmatra kao posmrtna
muzika, sredi$nji deo uopste nema ovakve karakteristike. Lento cantabile (kako
je sam Sopen zapisao, v. autograf u ibid. 5) u durskom tonalitetu vise odgovara
konceptu romantic¢arskih modela koji bi mogli vise da odrazavaju emocije,
ljubav i radost nego tugu i smrt. Kalberg tumaci da je sredi$nji trio ovog marsa
molitva, licna meditacija, odnosno Zalost i tuga udaljeni od aparata drzavne
zalosti ili javnog spektakla (ibid. 16). Prema Buzarovskom, srednji deo ovog
marsa ,(nasuprot prvom delu koji je sastavljen iz isprekidanih motiva) kao da
vraca zivot... u jednom frojdijanskom konceptu ljubavi [odnosno predstavlja]
direktnu ilustraciju za frojdijanski princip erosa i tanatosa, ljubavi i smrti, koji
prema psihoanalitickoj teoriji balansiraju ljudski zivotni ciklus” (Buzarovski,
2016: 61). Ipak kontekst u kojem se izvodi ceo mars kreira kompletno razlicit
dozivljaj ovog poznatog Sopenovog dela. Percepcija publike, simboli koji ga
okruzuju, kreiraju specificna znacenja, koja ukoliko ne bi bila unapred poznata,
mogla bi da stvaraju i kompletno suprotne utiske.

Interesantno je da je u Makedoniji ovaj mars$ veoma vazan segment muzike
koja se izvodi za vreme sprovoda pokojnika od kapele do pogrebnog mesta, ili
zavr$nog Cina spustanja kovcega. Pogrebni limeni duvacki ansambli, sastavljeni
od instrumenata i muzicara koji su na raspolaganju u tom trenutku, izvode
razli¢ite aranzmane u kojima je prepoznatljiva glavna linija, harmonije i ritmicki
obrasci. Ovo je jos jedan primer kako jedno muzicko delo ujedinjuje razlicite
muzicke kulture upravo preko simbolike vanmuzickog sadrzaja.

Sli¢ni su i primeri poznatih Adada (Albinonija, Barbera, Malera), koji
postaju simbol za nacionalnu Zalost jer se veoma Cesto koriste za ove prigode.
Zbog toga, ova adada mogu da poprime i konkretne oblike asocijativnosti sa
odredenim posmrtnim dogadajem. Tako je, na primer, neprestano ponavljanje
Barberovog Adada za vreme nacionalne zalosti povodom smrti predsednika
Makedonije, Borisa Trajkovskog, potisnulo druge asocijacije koje je izazivalo
ovo delo (najvise zbog njegove upotrebe u filmu Vod Olivera Stouna).

U stvari, ovim primerom dolazimo do jos jednog segmenta vanmuzickog sadr-
zaja — asocijativnosti. Okruzenja u kojima se cesto izvodi muzicko delo, odnosno
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dogadaji koji su povezani sa njim u tom okruzenju, postaju stalni deo njegovog
vanmuzickog sadrzaja i saglasno tome, deo njegovog dozivljaja. Tako asocijativnost
postaje jo$ jedan veoma vazan segment problema metafore, percepcije i simbolizma.

Navedeni primeri su na odredeni nacin primeri muzike koja je uvezena u
novije vreme iz zapadnoevropske muzicke kulture. Medutim, promene znacenja
tokom vremena i razlicitih okruzenja mogu se desiti i u primerima autohtone
muzicke kulture. Veoma karakteristican primer je transformacija rumelijske
muzicke tradicije koja je bila pop muzika u otomanskim i grani¢nim krajevima
Otomanskog carstva na Balkanu u XIX veku. Rumelijske pesme, koje imaju svoje
poznate autore, postupno prelaze u tvz. starogradsku tradiciju u kojoj dobijaju
najrazlicitije lokalne varijante, posebno u muzickim kulturama razli¢itih etnickih
grupa (v. na pr. raspravu o akulturacijskim procesima u muzici u Buzarovski,
2016: 135-136). Ovo je iskoristila bugarska reziserka Adela Peeva koja je snimila
dokumentarni film Cija je tazi pesen (2003), u kome jedna ista pesma dobija
najrazlicite varijante i znacenja kod razlicitih etnickih grupa.!

Medutim, pored pojedinac¢nih primera transformacije znacenja, javljaju se
i situacije u kojima jedan ceo Zanr menja svoje znacenje pod uticajem faktora
okruzenja. Radi se o zanru ozbiljne muzike, koji ve¢ izborom termina pravi
nesretnu aluziju (metaforu?), jer ispada da je ostala muzika neozbiljna. Jos veci
je problem kad se Zanr naziva klasi¢na muzika, jer time se dobija dvoznac¢nost
o klasi¢noj muzici kao stilu (muzicki klasicizam) i zanru u kojem postoji i ve-
liki broj drugih stilova. Inace, termin ozbiljna muzika je prevod iz nemackog
ernste Musik,* dok se u engleskom upotrebljava Classic Music. Danas u veoma
segmentovanom zanrovskom medijskom prostoru (posebno kod radio-stanica)
za ovaj zanr redovno se upotrebljava termin classic fm.

U nasem medijskom prostoru do devedesetih, a negde i do danas, postojala
je podela na tri redakcije, za ozbiljnu, zabavnu i narodnu muziku (MaajanoBcka,
2011: 44). Tokom pedesetih prihvaéena je norma da se za vreme nacionalnih
zalosti u medijima moze izvoditi isklju¢ivo ozbiljna muzika. Time je kod najsire
publike ozbiljna muzika postala simbol za nacionalnu zalost i ¢ak se Sirila aneg-
dota da je neko, kad je ¢uo ozbiljnu muziku na programu nacionalne televizije
pitao, ko je umro?

! http://www.adelamedia.net/movies/whose-is-this-song.php [Pregledano 1. 10. 2019]. Turska pesma

nosi naslov ,Uskiidar’a Gider iken”; grcka ,Apé xéno tépo”; srpska ,Ruse kose, curo, imas”; makedonska
,0j, devojce, ti tetovsko jabolce” itd.

2GEMA (nemacko udruzenje za zastitu autorskih prava, prava izvodenja i prava mehanicke reprodukcije)

i danas kategorizuje dela i tarife prema pripadnosti E-Musik-a ili U-Musik-a (Unterhaltungsmusik).

https://www.gema.de/aktuelles/e-und-u-musik [Pregledano 1. 7. 2020].
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U ovom smislu postoji i anegdotski primer, kojeg nalazimo u knjizi Muzika
Ljubomira Brandolice, u ¢lanku posvec¢enom izvanredno inteligentnom i lu-
cidnom umetniku Ladislavu Palfiju, koji je ujedno i prvi profesionalni pijanista
u Makedoniji:

Kada je umro poznati i ugledni revolucionar i voda AVNOJ-ske
Jugoslavije, Mosa Pijade, tadasnja direktorka Radio Skoplja, Veselinka
Malinska, sazvala je sastanak Radijskog saveta. Pozvala je i Ladislava
Palfija i pitala ga da li je pripremio zalobnu muziku. Odgovorio je da
nije, ve¢ da Ce je brzo pripremiti (odnosno, snimiti u sopstvenom
izvodenju). Dok su ¢lanovi Saveta radija oplakivali nepopravljivi
gubitak, Palfi se pojavio sa 2-3 magnetofonske trake u ruci i ozbiljno
se obratio direktorici: ,Drugarice Malinska, pripremio sam dovoljno
zalobne muzike, tako da sada nasi rukovoditelji mogu da umiru
koliko god hoce” (bpanroauia, 2000: 22)

Na pitanje da li je istinita ova anegdota, Palfi je odgovorio da ,veoma cesto
ljudi prave nesto od nicega, da nije istinita, mada u tome postoji istina, i da je
dobro govorio njegov otac Eugen da ’Deset puta ponovljena neistina postaje
istina” (Beakos, 2009: 135). Inac¢e muzicka ilustracija za dokumentarni arhivski
snimak o sahrani Mosa Pijadea 1957. je prvi stav Frankove simfonije.?

Interesantan je i primer iz prakse Dimitrija Buzarovskog koji je radio kao
odgovorni urednik muzickog programa Makedonske televizije pocetkom 1980-ih
godina. Za vreme nacionalnog praznika Makedonskog ustanka protiv fasisticke
okupacije (11. oktobar 1941), u programskoj $emi Prvog kanala Makedonske
televizije je bilo predvideno izvodenje Betovenovog dela sa nemackim muzi¢arima.
Sledila je telefonska reakcija predstavnika udruzenja boraca NOB-a zasto je na
ovakav dan na Makedonskoj televiziji pusteno delo jednog Nemca u izvodenju
nemackih muzicara. Buzarovski je zamenio ovo delo delom Vivaldija u izvodenju
italijanskih muzicara, medutim rekao je programskoj sluzbi da ne pusta $picu
da ne bi videli o kojem delu i kojim izvodacima se radi. Posle toga nije bilo
nikakvih reakcija.*

Kao $to smo ve¢ napomenuli, da bi se dobilo odredeno znacenje muzike u
praksi potrebno je ipak ta¢no poznavanje okruzenja i znacenja upotrebe dela.
Odredeni repertoar koji prati odredene rituale, obrede, obicaje, treba da bude
poznat slusaocu da bi mogao da podstakne adekvatni muzicki dozivljaj. Na
primer, pesma ,Cere$na se od koren kornese’, koja se u makedonskim svadbenim

*https://www.youtube.com/watch?v=08PaZO_qJr8 [Pregledano 1. 10. 2019].
*]z razgovora sa autorom 26. 9. 2019.
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obicajima izvodi kada nevesta napusta svoju ku¢u (AumutpujeBcku 2014: 141-142),
uobicajeno simboli¢no izaziva plac¢ kod nevestine majke, $to nije slucaj kada se
ta pesma izvodi u drugim okolnostima,’ ili kada publika iz neke druge sredine
slusa tu pesmu.

Ovo je bilo samo nekoliko primera koji ilustruju sirinu problema tumacenja
i dozivljaja muzic¢kog sadrzaja a koji su primenljivi i na probleme metafore,
percepcije i simbolizma. Medutim, i oni su po sebi dovoljni da ilustruju njihovu
kompleksnost i potrebu za detaljnom pojedinacnom razradom, posebno §to
proizlaze i vezuju se za nekoliko razlicitih teorijskih podrucja. Nas pokusaj da
u ovoj uvodnoj reci ujedinimo sva tri problema u jednu celinu sa namerom
je da provocira diskusije, koje o¢ekivano treba da se kre¢u u veoma sirokom,
razli¢itom, ¢ak i suprotstavljenom dijapazonu stavova i misljenja, tokom sledeca
dva dana nase konferencije.
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Trena Jordanoska
MUSIC IN USE - METAPHOR, PERCEPTION, SYMBOLISM

Summary

Musical piece and its extramusical content is a theoretical problem that has been following
the theory of music since the 6th century BC. This problem is elaborated in a wide variety of
disciplines, from philosophy, musicology, sociology of music, psychology of music, to linguistics
and communication studies. Musical content — music building material and its harmony, polyphony,
instrumentation and orchestration, and finally form — can create different interpretations during
acoustic actualization, i.e. extramusical content. Extramusical content, on the other hand, is
directly influenced by environmental factors. This is why interpreting extramusical content
implies knowledge of the environment. Different interpretations of extramusical content may
refer to individual pieces of music as well as entire genres. The paper examines several examples
of meaning transformation of music in use.

Key words: musical content, extramusical content, acoustic actualization, meaning, environment.
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CULTURAL SYMBOLISMS IN TRADITIONAL
JAPANESE FLORAL MOTIFS

PhD Johannis Tsoumas
University of West Attica, Greece
Faculty of Applied Arts and Civilization

Abstract

Motifs in Japanese traditional arts and crafts have always been inextricably woven not only with
national aesthetics, but also with the moral, social and religious ideology of the highly intellec-
tual Japanese nation, which classifies them as symbols. These motifs, which often constitute an
integral part of many different objects in several design sectors such as textiles, lacquered wood
objects, ceramics and others, highlight symbolisms capable of accurately narrating important
parts of the Japanese attitude of life and philosophy. Being an essential part of Japanese cultural
sensitivity, floral motifs have been used occasionally to inaugurate worship events, to celebrate
the rite of the four seasons changes, to highlight social classes or casts and to promote values
such as respect, longevity, rejuvenation, elegance and beauty. Symbols that are detected and
researched through the study of, both abstract and impressively imaginary floral motifs, will
reveal a new language of artistic expression the decoding of which will mean a new way of
understanding and appreciating the notion of the Japanese cultural narrative.

Key words: Japanese culture, symbols, floral motifs, arts and crafts

INTRODUCTION

Symbolism is the use of symbols to signify ideas and qualities, by giving them
‘innate’ meanings that are different from their literal sense. It can take different
forms as it is particularly versatile as a notion. Symbols help to associate and
connect things with ideas or concepts. Sometimes, they do represent an idea
with a physical object which communicates more meaning than explaining
the idea itself.

Japan has been proved as one of the most notable countries in terms of
incorporating symbolisms in its centuries-old history, which have played
extremely important roles in shaping not only its social stratification, but
also its strong political, cultural and mainly religious principles. Shinto, the
native religion of the Japanese, called ‘nature worship’ because according to
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it all things were deified, was combined with Chinese Buddhism, a religion
fundamentally based on the ‘laws of Nature;, creating a strong philosophy rooted
in the abundant living plants of Japan and the cycle of life (Sato 2008, p. 12).
This new philosophy was also influenced by Taoism, a powerful religion which
was based on the concepts of supernatural powers and longevity. It was also
much affected by Chinese Confucianism, the philosophy of which contained
sound environmental ethics through its inclusiveness of Heaven, Earth and
Human Order (Tianchen 2003, p. 57).

Floral motifs have been forms of unsurpassed and profound symbolisms as
they are associated directly with the ancient Japanese philosophy which focuses
on people’s unbreakable relationship with nature, and thus their eternal and
continued gratitude to it. Art and nature started evolving into an astonishing
flower arranging technique which played a very important role both religiously
and socially during the Asuka (538-710 A.D.) and Nara (710-794 A.D.) periods
(Dolan & Worden 1994, p. 99). The Ikebana technique constituted a vital form
of floral offering made at Buddhist altars, and later became an uninterrupted
habit of adorning tokonoma, that is home’s small alcoves. This means that it
used to be more than a mere floral decoration technique as it went further than
simply putting flowers in order, in a simple container. It was a disciplined art
form in which the arrangement process was a living thing where nature, gods
and humans were brought together. Thus, its highly symbolic value made it
contribute in an essential manner to the upgrading of plants, especially flowers,
to the Japanese cultural and social collective consciousness.

Later, in the golden age of the Heian Period (794-1185 A. D.), the Japanese
began to develop the astonishing native tradition of garden art, which mainly
thrived in the Royal Palaces sites and courts, but also in front of several temples
throughout the country in order to honor nature itself by giving it the utmost
position next to the highest forms of power, such as politics and religion (Kuitert
2002, p. xiv). By the time, flowers became some of the most popular and at
the same time most dynamic motifs, in terms of meaning and symbolism for
many types of crafts during the Muromachi (1338-1573 A. D.) and Momoyama
(1573-1603 A. D.) periods, but also during the ascetic Edo or Tokugawa period
(1603-1868 A. D.) providing a new, rich and valuable vocabulary of motifs
originating from the Heian poetry and courtly traditions.

At the same time a special type of language would be developed, that of
Hanakotoba, which communicated by way of expressing human emotions and
intentions through flowers (Pler 2019, p. 43). Every single color, shape, species



even arrangement was meant to carry
its very own meaning and feeling, which
could sometimes be more effective
than simply using words alone. The
symbolic value of Japanese flora would
be profoundly enjoyed both in living
flowers and their wondrous depiction
on art and craft works.

Types of motifs related to Nature

Motifs, especially the floral ones,
have long played a vital role in
Japanese art and culture. They can
be found in almost any area of crafts
or applied arts and in diverse types and
techniques such as incision, painting,
embroidering, printing, curving or
even relief. Nonetheless, garments
and especially several types of kimono,
including Noh theatre costumes, but
also the kosode’ and the katabira® daily
use types were of particular importance
for their exquisite botanical motifs
(Orban-Szontagh 1990, p. 4).
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Picture 1. Hirozumi Sumiyoshi, Ikebana
ukiyo-e print, ca. 1700.

© Wikimedia Commons.

Chinese religious systems were proved to be of high significance as their

philosophical bases inspired an admirable variety of motifs the meanings of

which were highly associated with many cultural and art forms. However, it

did not take long for these originally Chinese, strongly influential symbolic

meanings to be incorporated thoroughly in Japan and become an integral part
of its society and culture. On the other hand, the introduction of that new

symbolic language triggered the invention of new, purely Japanese symbolic

motifs, which allowed the country’s design repertoire to thrive.

'A short-sleeved, simpler, lighter and looser form of outer garment, quite close to the modern version

of kimono.

2A summer, light garment worn by ladies of high social class.
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Pictures 2, 3. Left: Japanese Case (Inro) with Design of Butterflies.
Late Edo period (1820-30). © Metropolitan Museum of Art.
Right: Cotton futon cover featuring auspicious motifs of
crane, turtle, plum, pine and bamboo. Early 1800.
© Metropolitan Museum of Art.

Botanical or plant motifs, which included a vast variety of floral,
tree and carpal symbolic forms, can be found in most kinds of fine and
applied arts and crafts of almost all periods of Japanese history since
the 6™ century A. D. They can be depicted either as singular motifs, in
a stylized, geometrical, abstract or even imaginary form combined with
intense or simple decoration, or as group motifs which incorporate more
than two types of botanical themes in a symbolic synthesis which can be
even more elaborate. They can also be coupled with other typical themes
of nature such as mammals, birds or insects, landscapes, humans, even
architecture and daily life habits and objects (Baird 2001, p. 51).

It is of particular importance to state the presence of the highly symbolic
five elements of nature in botanical or floral motifs, but mainly those of
earth, wind and principally water. These three were strongly associated
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with Nature itself, as they represented the meanings of rootedness and
stability, those of growth and expansion and those of fluidity and nutrition,
accordingly (Humbert 2015, p. 56). Especially water, which is possibly one
of the most popular motifs found in combination with other botanical,
landscape or animal ones, is strongly associated with other, equally profound
meanings such as cleanliness, purification and catharsis.

Singular floral motifs and their symbolisms

One of the most prevalent botanical motifs themes was cherry blossom,
sakura in the Japanese language. As early as the 8th century A. D., cherry
blossoms were thought to be connected to the sacred value of life in Japan.
When the Samurai class rose to power in the 12th century A. D, they
adopted the cherry blossom as a symbol of morals expressed through the
bushido code?®, going so far as to decorate equipment like guard swords
with it. Additionally, a metaphor was established comparing falling cherry
blossoms to these Japanese warriors who died early in life in one of their
harsh fights. As it symbolizes ephemerality it had not been a popular
motif for use on specific articles, such as family crests, where a symbol
for strength and patience would be suitable (Gunter 2003, pp. 24-25).
However, the whole flowering cherry tree has been admired in Japan
since the Heian period from other casts and social classes than Samurais,
when it was especially noted for its beauty and its fragility, as well as
for being native to the country. Because of the flowering cherry tree’s
brief blooming time, the flowers were linked to the Buddhist sentiments
regarding the fragility and transience of life. It soon became a reminder
to everybody that life is almost overwhelmingly beautiful and precious,
but also tragically short and precarious (Cantu 2019). It also celebrated
the arrival of spring (Hanami) and therefore symbolized the concepts of
happiness, gentleness and kindness. It was also the symbol of wabi-sabi,
an important meaning in Japan which enabled people to be open to and
accept the concepts of impermanence and imperfection.

*It was an unwritten code of chivalrous behavior, closely connected with Japanese art, values and rituals
such as the tea ceremony. It later became the basis for the teaching of ethics in Japan, with principles
that still remain timely today.
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Picture 4. Noh Theatre kimono embroidered with
cherry blossom motifs. Late 1700s.
© Metropolitan Museum of Art.

One characteristic example of cherry blossom decorative and symbolic application
is an astonishing Noh kimono garment from the 18" century (Edo period), widely
known as karaori. Its lively, colorful, comprehensive patterning with stylized cherry
blossoms all over have, like most of Noh theatre costumes, deeper meanings.
Through cherry blossoms fleeting existence the kimono seems to narrate a story
detailing the beauty, but also the transience and triviality of human life.

Hemp, or else cannabis, taima in Japanese, along with silk for the wealthy
Samurai class, had been for centuries the primary source of clothing fiber until the
late 17th century. Soon thereafter cotton replaced hemp as the fiber crop for the
new urban working class population and therefore became heavily underestimated
as a raw material. During the Edo period, it started being used for a variety
of specialized purposes which however presupposed strength and endurance.
These included the straps of geta, a type of high wooden sandals which had to be
particularly strong, packaging ropes and even fishing strings. It was particularly
grown in Nagano Prefecture for making the bell ropes, curtains and other essential
goods for Shinto and Buddhist temples (Maeda 1995). By the time it became an
ingredient in making a type of fine paper known as washi (Olson 2019).
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As a motif it, almost always, can be found in simple, repetitive geometric
patterns, the famous Asanoha style, mostly on several types of textiles and garments,
including kimono, and it represents the good health of the holder, but also the
concepts of growth and good luck. This pattern was often used on babies’ and
children’s kimonos with the hope that they would grow up strong and healthy.

An indigenous Asian plant with structural robustness, deep, complex roots
that grew in large areas in Japan, usually near water areas, was bamboo, take in
Japanese. Reed with multiple properties was practically an important material for
multiple applications in Japanese culture such as local architecture, clothing and
textiles and several crafts such as basket, hat and even shoe making. Although
the significance of its high qualities came from China, it soon gained a prominent
place in the course of Japanese history and was found to be a central theme in
art, literature, but also in many religious ceremonies, national celebrations and
festivals* (Jiayan 2014, p. 60).

In traditional arts and crafts we will see bamboo leaves have a prominent sym-
bolic meaning which however remains timeless throughout historical changes. It
can be found as a plain, unadorned motif in ceramics, metalwork, screen making,
but mainly in textiles both as a singular motif or grouped with others, but always
with the same high symbolic values. It mainly stands for the concepts of purity and
innocence, but also those of flexibility, strength, prosperity and protection of evil.

Picture 5. Bamboo and tiger on iron tsuba. Early Momoyama period, ca. 1580.
© Varshavsky Collection.

Yapan has plenty of festivals. In some festivals however, they usually use bamboo and bamboo grass to
ward off evil. One good example of this is the Tanabata festival where people write wishes on strips of
paper and hang them on bamboo grass.
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An example of bamboo motif application on metalwork can be found on the
surface of a large and thin iron zsuba® of round form. The weird combination
of the design of a tiger sheltering in a bamboo plant, in brass inlay technique,
enhances bamboo’s symbolic properties. Here, bamboo symbolizes the concept
of protection, but in a rather unorthodox way as it seems to narrate the myth of
the ‘weak which gives shelter to the strong’

The vibrant chrysanthemum motif, kiku in Japanese, appears on almost everything
from textiles and crockery to coins and porcelain. The impressive flower was
imported to Japan along with its primordial legends and beliefs from China during
the Tang Dynasty (618-907 A. D.) and was revered not only for its exquisite
beauty and elegance, but also for its medicinal properties, as it was believed to
cure nervousness and drunkenness. It was considered by the literati to be pure,
noble and triumphant especially in autumn and have a lingering, subtle fragrance
(Dusenbury & Bier 2004, p. 215). According to Taoist thought, it symbolized the
everlasting youth and was also considered as the sacred flower of writers, poets
and scholars who found comfort in the remote mountainous areas of Japan. It was
first introduced as an Imperial emblem during the Nara period, whereas during
the Heian period, it became, as a motif, particularly popular with the aristocracy.

Picture 6. Japanese black lacquer large document box with
gold leaf chrysanthemum motifs, Meiji Period (1868- 1912).

©1stdibs Gallery, New York.

°A tsuba is a flat metal disc that forms the guard on a sword and serves to balance the use of the sword.
It mainly protects the hand from sliding up the blade during fighting.
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In an abstract and stylized form it was thought to represent the sun and this is
why it became later widely known as the sun spirit (nissei) or the sun splendor (nikka)
(Dower 1971, p. 52). Its main symbolism is longevity®, a concept directly connected
with the Chinese mythology according to which a group of extraordinarily long-
lived hermits who lived in remote mountain regions lived only on a chrysanthemum
diet. It was also highly associated with the concept of endurance which enhances
the concept of longevity, but also with those of uprightness, dignity and nobility.

All these qualities can be detected on the surface of a Meiji period black lacquer
document box, widely known as a ryoshi- bako in Japanese, which is decorated with
gold maki-e astonishly detailed chrysanthemums. The vivid, gold-leaf chrysanthemum
petals, their brave leaves and supporting stems which stand out fiercely from the
black background of the box, constitute a unique combination of charm and beauty
with courage, integrity and courtesy.

Since the time of Buddha, the lotus flower, hasu in Japanese, has been the
absolute symbol of many human virtues and can be found extensively in the arts,
crafts and literature of China at first place and later of Japan. Because its roots are
in muddy water in contrast to its beauty and elegant fragrance, the blooming lotus
is strongly linked with the concepts of enlightment, hope and faith. The mud that
feeds the roots of the plant represents
the messiness of human lives; but, the
fact the flower rises above the mud,
represents the human power to overcome
any obstacles and difficulties and to
triumph. If a man is able to achieve a
goal, no matter how difficult it is, then
he will have the ability to prosper in life
and at the same time to show everybody
his inner strength and beauty.

After all, being able to excel in
particularly difficult and inauspicious
conditions is a great achievement in itself

Picture 7. Buddhist altar cloth (uchishiki)
with design of repeating lotus flowers
and scrolling leaves in gilt paper strip.

to the old Zen verse, ‘May we exist in Edo period, early 1700s.

muddy water with purity, like a lotus), © Museum of Fine Arts, Boston.

and requires strong self-confidence and
deep faith to your own goals. According

In some areas of Japan the drinking of a specially brewed wine from chrysanthemums was thought
to increase longevity.
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lotus flower may represent purity, but also perfection, divine birth and soul elevation
(O’ Brien 2019). This is why this flower can be found in almost any kind of arts and
crafts either as a central or peripheral theme and in almost any form. Characteristic
are the repetitive motifs of stylized or geometrical shapes of lotus flowers on textiles
and garments used for ritual purposes or even for simple everyday use.

Originated in China, the enchanting ume, the Japanese name of the plum
flower was much favored during the Nara period, that is much earlier than the
exceptionally popular cherry blossom which, during the Heian period, started to
overshadow its symbolic value. However, it had never stopped to constitute for
centuries a unique source of inspiration for poets, writers and painters (Parker
1999, p. 132). The very early years they were introduced from China, plum trees
were planted at many gardens of the nobility, public parks but mainly in many
Buddhist temples and shrines and thus became soon incorporated in many
rituals, ceremonies and later festivals of the country, signifying the beginning
of a new, promising life cycle. As plum trees bloomed in the late winter days,
plum blossoms were strongly associated with the end of the harsh, cold time
(winter) and the beginning of a new, auspicious period (spring), blessing it with
their subtle, but irresistible scent. They also denoted the spirit of health and luck,
but also the concept of protection from the evil.

Picture 8. Hanafuda play cards game. February is represented with
flowered branches of a plum tree, Meiji period (1868- 1912).

© https://www.hanafuda.fr/en/.

There are plenty of plum themed objects from diverse arts and crafts areas
enjoyed by many people in Japan. Plum blossoms usually appear as decorative motifs
in fabrics, furniture, hand-made paper, jewelry but also in many metal, wood and
ivory utensils and accessories. However, its most symbolic application, in our view,
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is on a particular set of cards of the traditional Japanese playing card game called
hanafuda’. In hanafuda, each set of four cards stands for a particular month which,
subsequently, is symbolized by the analogous flower (Nakamura 2009, p. 49). The
cards for February, a typical early spring month for the Japanese, are illustrated
with bloomed plum tree branches, a Red Poetry Ribbon and the Bush Warbler, the
Japanese Nightingale. All of them symbolize the fresh beginning of the new season.
As we have already noticed quite a few types of flowers and plants thrived and
were much worshiped in China, holding high places in Chinese tradition before they
were transplanted into Japanese culture. One of them is the tree peony, botan in
Japanese, which was transported to the country by Chinese Buddhist monks, hereby
confirming the ‘traditional’ transition of goods, practices, ideas and beliefs from China
to Japan. By the time it became one of the most popular flower trees in Japan, the
second largest peony cultivator country
after China globally. Many areas in the
country claim to be its second homeland,
the main of which are the Buddhist
temples in Tokyo and the Hasedera
and Sekkoji temples in Nara, Okayama
and Sukagawa (Song 2015, p. 41).
Along with its rare and varied beauty
in terms of species, colors and forms
peony, known as fuguihua, that is
‘flower of wealth and honor; but also
as huawang, ‘the king of the flowers’,
brought to Japanese culture its century-
old symbolic values which had already
been lent to the meaningful Chinese
art and culture many centuries before
(Bartholomew 2006, p. 112).
Its high reputation as ‘the king of the

. ) Picture 9. Utagawa Kuniyoshi’s ukyio-e
flowers’ is due to the fact that it was print showing a Japanese tattooed bodysuit
grown in the gardens of imperial pal- solely composed of peonies and water.

Early Edo period, ca. 1630s.
© Ronin Gallery, New York.

aces throughout China. Therefore,
as it was profoundly associated with

"The hanafuda cards emerged in the late 18th century, in spite of the fact that playing cards in Japan
goes back way before the first contact of the Japanese with the first European traders, the Portuguese
in the 16th century. What made them be outstanding is that they constitute a hybrid of traditional
Japanese and European styles.
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royalty and its characteristics, it evoked the themes of prosperity, riches, good for-
tune, bravery, honor and courtesy. Thus it didn’t take a long until it became a very
popular theme in pottery, metalwork and in the decoration of several personal
items such as jewelry, fans and combs. It also became a primary icon in ukiyo-e
woodblock prints, inspiring many unknown, but also several renown artists of the
Edo period such as Utagawa Hiroshige (1797-1858), Kitagawa Utamaro (1753-
1806) and Utagawa Kuniyoshi (1798-1861). But it was the latter whose illustrations
for the The Suikoden, the Japanese version of the Chinese vernacular novel Shuihu
zhuan® meant to change the classical application of peony on arts and crafts as it
became a favorite theme for male body tattoos, the so-called Irezumi. Kuniyoshi's
impressive prints depicting fearless warriors and brave heroes covered in extensive
colorful pictorial motifs which included the symbols of mythical beasts such as
dragons and Lion Dogs, stories from old myths and tales and also snakes, skulls
and flowers became extremely popular, inaugurating a new era for the body art
in Japan (Gulik van 1982, p. 48). Since then the peony, the most desired Irezumi
flower motif, started having a purely masculine value which symbolized, inter alia,
intrepidity, valor and daring.

Group floral and other botanic motifs

As said before, certain motifs grouped
together in Japanese arts and crafts
have a particular meaning beyond that
of the individual motifs. One of these
meaningful grouped motifs is the renown
Three Friends in Winter or Shochikubai
motif, that is a powerful and elegant at the
same time combination of bamboo, plum
and pine (Qiu 2005, p. 214). It became
quite popular in China in the 9" century
A.D.asitappeared in a classical Chinese

poem during the Tang Dynasty (618—684 b Pilczure 10. IénaF il:Yl;e I;%r Cel;‘:ir} C‘;P y
. owl decorated with the 1nree friends o

and 705-904); it reappeared later though, Winter motif, Edo period,

during the Song Dynasty (960-1279 A. early 19th century.

D.), as a popular painting theme. © The RubyLane Group.

8Very famous in China from the 14th century onwards, the novel, the name of which can be translated as
Water Margin, All Men are Brothers or Outlaws of the Marsh, is considered one of the Four classical novels
of Chinese literature and is attributed to the writer Shi Nai’an (1296-1372).
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In contrast to the majority of flowers and plants, these three have the ability to
withstand harsh, cold weather and thrive in hostile environments, being strong
and resilient. The pine, an ideally perennial plant along with bamboo are ever-
green all year round, while plum flowers come out in early, cold spring signifying
a new, fresh start. Thus, this triple motif soon became the symbol of hope and
sheer determination, encouraging people to persevere in adversity, providing
inspiration through consolation. It also signified rejuvenation, steadfastness,
perseverance and longevity. It can be found on ceramics of ritual or personal
use and many types of kimonos of several periods and in spite of the fact that
it was mostly associated with winter, the garments bearing it could be worn all
year round. One of its most important associations was with the wedding cere-
monies, but also with the New Year festivities. Therefore, it can also appear on
greeting cards, traditional festive constructions, but also on seasonal sweets as
a symbolic design of good luck and hope. As it has long been a popular aspect
of Japanese culture in general it is used even today as an elegant title for things
that are not connected directly with the arts such as menu options or banquet
rooms (Gunter 2003, p. 36).

Originated in the Chinese traditional painting and poetry during the Song
Dynasty expressing initially justice, modesty, purity and magnificence The Four
Gentlemen, The Four Noble Ones or The Four Friends motif was first introduced
in Korea by local artists and later in Japan and Vietnam. The name of the motif
derives from the Confucian philosophy and according to the four plants it is
composed of, namely the orchid, the bamboo, the chrysanthemum and the plum
blossom, it is matched with Junzi, a collective term which stands for gentlemen
(Gunter 2003, p. 28). As we have already talked about the three of them it is
worth mentioning that the fine orchid is associated with purity, loyalty, incor-
ruptibility, and modesty. Its beauty and grace is fragile in form, with no violent
tendencies, and thus it also represents elegance and kindness. The four flowers
also represent respectively the four seasons as each of them is associated with
each season’s special characteristics. As a group motif it seems to have much in
common with the human virtues and mostly enhances people’s desire to be proud,
firm, quiet and light. Inter alia, it signifies the meaning of self-confidence, pride
and finesse. In Japanese arts it can be found in almost any type of painting and
print technique and in crafts mostly on fabrics, porcelain and ceramics either
in a multi color or a monochrome scale.

The Four Seasons flower motif can be found mainly in textiles and especially
in kimono both for everyday use and for special religious occasions such as
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rites and ceremonies. Its flowers have also appeared as a popular theme in
Haikuy® and Waka'® two different kinds of traditional Japanese poetry which is
still enjoyed by many people in the country (Hiroyuki 1995, p. 151). As in the
case of the Four Gentlemen motif, the four flowers by which it is composed,
that is cherry blossom, bellflower, maple and chrysanthemum, represent each
different season, nevertheless in a different way as they constitute an acutely
symbolic motif found embroidered or printed only on fabrics and garments,
especially those of everyday use, which can be worn any time of the year, re-
gardless of the season. Its design is harmonic and highlights in a unique way
the symbolisms of kimono and the four seasons changing which is century-old,
interdependent and mystical. In general, the composition of its flowers in a
progressive transition of the seasons from spring to winter signified longevity
for the beholder, but also good fortune and a lucky new start.

In case the four flowers were com-
bined with other symbolic elements
such as animals, birds, insects or human
figures, the motif itself could have a
different meaning. For instance, the
combination of a typical Four Seasons
flower motif with that of cranes, can
be found in particular types of kimono
made especially for both marriage
ceremonies and the New Year’s Day,
namely two events that celebrate a
new start in life.

Probably one of the most inter-
esting and idiosyncratic mixed group

motifs in both symbols and concepts is

the Myriad Treasures or Takaramono Picture 11. A woman’s kimono decorated

motif. It is strongly associated with with the ,FOW Seasgns flower motifs,
mid Edo period, 1750s.

the Seven Gods Of Good Fortune or © http://japanese-kimono.net/product/yuzen-kimo-

Shichifukujin in Japanese'!, who carry no-flowers-four-seasons/

°A typical, very old type of poetic form which is particularly short as it is composed of only three phrases
with deep and meaningful content.

Ancient type of poetry, one of the most remarkable in Japanese literature, much influenced though
by a type of Chinese poetry called kanshi.

" Found in many Asian cultures and religions, mainly in Hinduism, Buddhism and Taoism, much be-
fore they were introduced to Japan, these deities were meant to be the patrons of different traditional
professions, bringing luck and prosperity in business.
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these precious treasures in a large sack and are willing to hand them to people.
Thus the motif constitutes a strong combination of highly symbolic man-made
objects such as ropes and ribbons, amulets, drums, coins, anchors and fans,
deity-made objects such as the endless knot, the hat and the raincoat of invisi-
bility and also organic, botanic and floral motifs such as mandarin oranges, the
tachibana citrus fruit, cloves and plants (Morrison & Price 1997, pp. 108-109).
Their delicate embroidered designs can be usually found scattered on specific
types of kimono, representing the meanings of good fortune, luck, protection
and wealth for the owner.

CONCLUSION

From what we have seen so far, the importance of flowers and plants in Japanese
culture in general is enormous. Chinese culture with its myths, intense symbols,
customs and long tradition, in which the plants hold a prominent position, has
been a fundamental influence on the cultural development of Japan. Flowers
in the history, art and everyday life of the country constitute distinct entities
with spiritual life and mystic powers and thus can be transformed into timeless
ethical, social, religious, ritual and aesthetic codes for humans. For instance, it is
not only fine and applied arts that have been fortunate to express through flower
motif symbols the longstanding human values; it is also the Japanese oral history
tradition. Various folk stories narrate about trees and flower spirits that can mix
with humans influencing in one way or another their way of living.

The species, the shapes, even the color of the flower motifs, no matter how
supernatural they can be, on religious, ritual or everyday objects, can also have
strong physiological effects and action over their users signifying their person-
ality, attitude and scope in life. At the same time these motifs are able to arouse
sentiments and emotions and communicate directly to the user or viewer without
needing the use of words. Thus, we reckon that this type of coding constitutes
a unique cryptological system of communication which can be employed for
many reasons each time. The unique combination of the fragile beauty of floral
motifs with religion, art and society does simply highlight the long course of
flowers and other plants in time during which they have acquired their essential
meanings and have become the eternal symbols of the Japanese courteous soul.
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Dr Joanis Tsumas

KULTURNI SIMBOLIZAM U TRADICIONALNIM JAPANSKIM CVETNIM
MOTIVIMA

Sazetak

Motivi u japanskoj tradicionalnoj umetnosti i zanatima uvek su bili neraskidivo povezani ne
samo sa nacionalnom estetikom, ve¢ i moralnom, socijalnom i religioznom ideologijom visoko
intelektualne japanske nacije, koja ih svrstava u simbole. Ovi motivi, koji ¢esto ¢ine sastavni deo
razli¢itih predmeta u nekoliko sektora dizajna poput tekstila i keramike, isticu simboliku koja
moze da verno prenese vazne delove japanskog zivotnog stava i filozofije. Budu¢i da je bitan deo
japanske kulturne suptilnosti, cvetni motivi su se povremeno koristili za osvecivanje kod bogoslu-
Zenja, kod obreda smene cetiri godi$nja doba, za isticanje drustvenih klasa ili kasti i za promociju
vrednosti kao §to su postovanje, dugovecnost, podmladivanje, elegancija i lepota. Simboli koji se
otkriju i istraze kroz proucavanje, apstraktnih i impresivno zamisljenih cvetnih motiva, otkrice
novi jezik umetnickog izraza Cije ¢e desifrovanje znaciti novi nacin razumevanja i uvazavanja
pojma japanske kulturne naracije.

Kljucne reci: japanska kultura, simboli, cvetni motivi, umetnost i zanati.
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APBOPE3 KAO ANUKOBHMU JE3K

Ap ym. Jeaena CpepanoBuh
Yuusepsurer y Hoom Capy

Axapemuja ymerHoctu, HoBu Cap, Cpduja
jelenasredanovic@yahoo.com

Caxxerak

Y paay ApBopes Kao AuKoBHU je3uK TIPeACTABSEHA Cy MOja YMETHIYKA UCTPasKMBakba Koja Cy 00yXBaTHAa
MBHaAXKelbe IPagMUKOr 13pasa y IPeACTaBdaby IIPOMEH/AVBIX IPU30pa U3 IPUPOAE, KPO3 PA3ANUKTE
HOCTYIIKE Paaa Ha ADBEHVM MaTpULiAMA, M3HAADKEbe HOBMX MOI'YNHOCTY MMO3HATYIX TEXHNMKA, 300D
doja 1 manmpa, Criajarbe OTICAKA U HUXOBO MPEKAAMabe U IPOXKMMAbe TPAAULIMOHAAHE TEXHUKE U
CaBpEMEHNX TEXHOAOLIKNX pelllera, APBOpe3a I AUTUTAaAHe LiTaMIle. Pe3yATar Tako nzadpaHe Teme
M HauyHa rpady4Kor MspakaBama Cy rpaduke Ha Kojuma caM rnprkasasa epeMepHy KOHCTeAALjy
MPOMEHAVBYX TIPU30PA PUPOAE, KOje Y paBHY IpaduiKor AUCTa yACHpajy Kpenpajyhut HoBe BusyeAHe
LIeAVHE, AUPCKM MHTOHMPAHE IPOCTOPE MPOKEeTe TAKTUAHO MEKUM IPAQUUKIM TKaHheM CAUKAPCKOT
KBaAuTeTa. Pa Mpysxa yBUA Y METOAE U PE3YATATE YMETHUYKO-UCTPAXKMBAYKOL Papd Kpo3 0dpasao-
JKetbe CTBAPAAAUKOT [IOCTYIIKA U IIPEACTaBo>eHe LUKAYCe rpaduxa.

KmyuHe peun: rpaduxa, ApBOpes, MaTpuLA, AUPCKM IIPOCTOP, CAOj€BUTOCT.

1. APBOPE3 KAO AIKOBHMU JE3VK

ToBOp 0 ymMeTHOCTU rpaduKe je yBeK ¥ TOBOP O TEXHUYKO-TEXHOAOLIK/M OAPEAHN-
1jaMa, He3a00MAa3HMM Y CTBapPAaAQUKOM MPOLieCy yMeTHUKa rpadgudapa.’ Jep, Koa
YMETHMKa KOji Cy CPEACTBO M3pakaBarba IMPOHAILIAY Y YMETHOCTY rpadyiKe U Koju
paAe y HETIOCPEAHOM AMjaAOTy ca MAaTPULIOM FOTOBO AQ Ce IPeIo3Haje CTPacTBe-
HOCT npeMa Marpuuy. Ca CKULIOM Y TAQBU M AAQTOM Y pyKaMa, OHU Ce XBaTajy Y
KOLITAL] Ca MaTepPyjaAOM, U 3aII0UYMIbY AMjaAOT KOjU Ce MCKasyje Kao dopda y Kojoj
ce CyKodmaBajy AyX U MaTepuja.

TMosHaru aycTpujcku uctopudap ymerHocty Baatep Kowatku (Walter Koschatzky)
pekao je o n13d0py Mearja y AMKOBHOj yMeTHOCTH: “VI3d0p TexHuKe KojoMm he cam
YMETHMK PeaAr30BaTH CBOje AeAO Beh ce MOpa CXBaTUTU Kao CYLITMHCKA Kapak-
TEPUCTHKA CTBAPAAAUKOT MPoLieca’> Y TOM KOHTEKCTY, ja BEpYjeM Aa je Moj u3dop
TEXHVIKe ADBOP€3a K0 CPEACTBA AMKOBHOT M3pa)KaBakba Y MICTPKMBaba PA3ANYNTIX
MBPKajHMX MOT'YNHOCTM Te TEXHMKE Y CAaMOj CYIITHM MOT CTBAPaAAUKOT KOHLIEITa.

! /ounana Runkya, Yysapu ymeitinuuke iiajHe (beorpaa: Clio, 2002).
2Walter Koschatzky, ,Graphic Art in Our Time", Grapheion, 1996.
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Moje onpepemembe 3a rpaduKy IPOU3NAA3Y U3 yBEPemba AQ Y TOM MEAUjY
Hajdome MPOHAAA3MM IIPOCTOP 32 YMETHUYKO M3pakaBatbe. V13dop ApBopesa je
YTULIA0 Ha MOj IIPUCTYI YMETHOCTH IpadlKe, jep ApBOpes He II0Apa3yMeBa CaMo
TEXHMKY, HUTY CAMO CPEACTBO 3a PEIIPOAYKOBaIbe 1 YMHOXKaBame LipTexKa, Beh
MOCTaje BayKaH A€0 AMKOBHOT je3MKa.

Peu je o rpaduyuKoj TEXHULIM BUCOKe LITaMIIE KOja KOPUCTYU APBEHY IIAOYY
Kao rmopAory. IToBpimHa Kojy >KeAMO Ad OALITAaMIIaMO Ce He YKAama, Beh ce
MEeXaHNYK/M ITyTeM OACTPambyjy OHe MOBPIIVHE Ha MAaTPULY KOje IIPUAVKOM
IITaMITaba 0CTaBM»ajy HeodojeHe nmapTuje. Ha uspesany maouy doja ce HaHOCK
Ba/sKOM Y 3aTVIM OTHCKYje, PyYHO MAM Ha rpadUuKoj Ipecu.

[TocedHe ocodeHocTu ApBopesa cy GAEKCUOUAHOCT U PA3HOAUKOCT TEXHUYKMX
MoryhHocTy uspasa.

Mako HajcTapuja oA CBUX rpadMUKKX TEXHUKA, APBOPES je M AQHAC IIPUCYTAH Y
pasAnamTM hopMaMa YMETHUYKOT M3paskaBatba M M3a31Ba CTBAPAAAYKY MIMITYAC KOA
BEAMKOT Opoja MO3HATMX YMETHUKA, Kao 1To ¢y XeaeH OpaHkenTasep, KpuctujaHa
baymraprhep, Karcyrommu Jyaca, Xupowmm Jymmaa, Mapuja bonomu 1 Apyru.

Ja cam TeXHUKY ApBOpe3a yIIo3HaAa Ha I0YeTKY CTyAMja Ha AKapAeMUjy YMeT-
Hoctu Yy HoBoMm Capy. IIpBu pap Koju cam n3BeAa y OBOj TEXHULM HACTAo je y
MHCIVPATUBHUM U ayTEHTUYHUM IIpocTopuMa My3eja Crapo ceao y CuporojHy
(ca. 1). VIncnimpucaHa OKpYy>KeteM 1 OBOM APEBHOM TEXHUKOM, OTUCKYjyhu Buiie
Pa3AMUYNTHIX 3€AEHUX CAOjeBa Ha jeAQH IpadUUuKy AUCT, YPAAMAA CAM jeAQH Iej3aK,
ca TeXHOM Ad NOoCTUrHeM GopMe 1 IpeAase Koju he 3aA0BOSUTY MOje 3aMUCAN.
Y moKylajy caBAapaBamba TEXHIKE, I AO TaAQ HETIO3HATOT MaTepujaAa, ocehaaa ce,
MebyTuM, n3BecHa cTer-
HYTOCT Y paAy, 1 HUCaM
nmoMuiImasa Aa hy Hac-
TaBUTU AQ Y TOj TEXHULIA
TPaXXVM CPEACTBO AMKO-
BHOT M3pakaBawa. AAU,
YIIOpeAO Cca APYTMM I'pa-
GuuKMM TEXHUKAMA, AyOO-
Ke 1 paBHe LITaMIIe, Koje
caM [IOTOM CaBAAAABaAa,

HACTaBMAQ CaM AQ PAAUIM
V1 ApBOpES3, ¥ C BpEMEHOM
CaM OTKpMBaAa M3paskajHe

Cauka 1. 3esenu ranay, ApBopes, 50x70 cm, 2003.
MOTyhHOCTH OBe TeXHMUKe.
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Moja ymeTHMYKA UCTPpaXMBatba 0OYXBAaTHUAA CY U PA3AUYUTE MTOCTYIIKE
pajsa Ha MHAYCTPUjCKM IPOU3BEACHMM APBEHMM ITAOYaMa MeAMjalaHa, Koje
Cy MU d1Ae AOCTYITHE. YMETHULIM AQHAC PaAO KOPUCTe 0Baj MaTepujaa, jep je
M3Y3€THO AAK 32 0OpaAy.

Cauka 2. Amcitiepgam, Apsopes, 70x100 cm, 2004-.

Kapa cam Ha rpaguuke AMCTOBE IPEHOCUAA AOXKMBASAj SKUBOIIICHE APXUTEK-
Type AMCTepAaMa, LIMKAYC KOjU CaM PAaAMAQ Ha 3aBPIIHOj TOAMHM OCHOBHUX
CTYAMja, OATOBapaAu cy Mu BuiiedojHu HaHOCK doje (ca. 2). BobeHa moaasnom
CAMKOM MACTEAR, CYKL[ECUBHIM CKMAQHEM MMOBPLINHA Ca U3PE3AHUX TIA0YA OA
MeAMjaniaHa OTUCKMBaAa CaM IIAQHOBE JOjeHNX TIOBPLIMHA AQ OMX IPUKa3aAa
apXUTEKTOHCKe eAeMeHTe 1 (pacaae rpasa.

Aame Tpakere rpaduKor uspasa IMpoK3aLIAO je U3 JKenve Ad Ha rpaduKy
[peHeCeM CAMKe ITPOAA3HOT CBeTa BUDEHOT Y Pa3AMYMUTUM TPEHYLMMA U PA3AK-
YUTUM CBETAOCHUM IIpojekuujama. [Toraea n3d0An3a Ha MOBPIIHY BOAE OTKPUBAO
MU je CAOjeBUTY UTPY pedAeKcHje BOAEHE TIOBPLIMHE 1 KAIlU KHUILE, IPU Y€MY Ce
ceHke ApBeha ryde u U3HOBa I10jaBAYjy Y PUTMUYKOM AOAUPY KOHLIEHTPUYHIX
AVIHUja U TperepaBe CTPYKTYpe CAMKe. Pa3HOOOjHU CIIAETOBU HEMUPHUX CEHKI
Kpouby ApBeha 1 oAdAecu CBETAOCTY Ha MOBPLIMHY BoAe odyhuBaau cy y
MEHM JKeY AQ UX TIPUKAKEM Y TEXHULIY APBOPE3A.
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Taxo je HacTao LMKAYC papoBa Koju caM Hassaaa Oiiucax ipupoge.

Vctpaxyjyhu ontruke edpexTe oppasa U MyATUIIAMKALIMje CAVIKA IIPU-
pPOA€ AOK CBETAOCT Liypu Kpo3 ApBehe u unHu Mo3ank oA ceHku u doja Ha
BOAEHOM OTA€AAAY, TPAHCIIOHOBAAA CaM CAMKe 3adeAexxeHe poTorpadujom y
rpaduuky marpuuy u otucak. Te mpusope cam rpapmaa TOHCKM Yy Bulle doja,
0A HajcBeTAMje Ka HajTaMHujoj. CrAyeTe ceHKM Kpoluwby ApBeha npukasane
Cy TAMHUjOM J0jOoM, CBETAM aKLIeHTU OeAMHe Manupa UCTu4dy npedurmene
BudpalMje CBETAOCTY, AOK je CPeAY CMBM TOH KopuitheH 3a mpeaase (ca. 3).

ITopea TuX OCHOBHMX TOHOBA, KOPMCTMAA CaM AOAATHE ITAOYE AO 7 ApBe-
HYUX MaTpULA, Aa dMX mocTuraa GAyUAHY CTPYKTYPY MaTepuje MpeKAanambeM
Pa3AMYNTUX TPAHCIIAPEHTHNUX TOHOBA, YCA€A Yera HacTajy 30He Mellarmba
TOHOBA U MOCEOHMX KOAOPUCTUYKMUX KoMOMHaLja (ca. 4).

HaBepeHu mpuMepy NOKa3yjy OACTYIIalbe OA TEXibe 32 pallMOHAAM3a-
LIMjoM U cBohemweM, Koja je y caMoj MpUpoAY IrpadpuiuKor MeAyja, y KojeM
ce MOCTYIILU CBOA€E Ha LITO Mawbu Opoj mpoAasa (Kpo3 rpadpuuky mpecy).
Y npouecy uspape rpaduka HucaM ce pyKOBOAMAA TUME AQ OrpaHMYaBaM
dpoj caojeBa 3a mTaMmarme doja jeaHe IPEKO APYTre, HUTK CaM PeAyKOBaAa
doje Ha ckunama. VimMaaa caM MAejy U 3aMUILSEHY CAUKY KaKBY JKEAUM A
MOCTUTHEM, U Y CKAAAY ca TUM caM oppebuBasa HauuH peaausauuje. Kapa
MU Ce YUMHMAO AQ je TO MOTpedHO, A0AaBaAa caM MaTpulie u doje, Aa dux
IIOCTUTAQ CAOjEBUTOCT OTUCKA, LIITO je AAAO HOBM KBAaAUTET APBOpe3MMa.

JeaaH oA K/oYyUHMX MOMeEHATa y pa3BUjaiby TEXHNMKE ApBopesa je oTkpuhe
TeKCType KOjy Ha OTUCKY OCTaBna MOBPIIMHA ApBeTa. MepujanaH, Koju caM
y MOYeTKY KOPUCTHUAQ, HUje MTOTITYHO 3aA0B0/SaBa0 Moje TexXie. bojeHe
MOBPILKHE HA OTUCKY Cy MU Ce YMHMAE CyBUlIe 3acheHuM, paBHUM U jeA-
HOAMYHUM, KaAa CaM )XeAeAd AQ IIPMKaXKeM TPelepaBoCT U UT'PY CBETAOCTU
U CEHKM Ha MOBPIUMHU BoAe. HepocTajasa Mu je mpospayHocT, aakoha mo-
BpuiMHe. Tapa caM royeaa A2 KOpUCTUM pasAMUKUTE BPCTe MAOYA HA KOjuMa
AOMUMHKPA MPUPOAHA TEKCTYpa ApBeTa (lineprniAoyde, uBepule, pypHupaHe
IIAOYE MeAVjallaHa U Ap.).

Y 3aBUCHOCTH 0A BpCTe PypHUPA, TEKCTYpa ApBeHe MaTpuLie OCTaBoa Ha
OTUCKY pa3anuuTe npeaase. [locedHo cy mu Suae 3aHMMMDUBE NTAOYE KOje
Ha OTUCKY OCTaB/»ajy BPAO PETKY MPO3pavyHy 0d0jeHy MOBPILIMHY, TAKO AQ
ce BUAM NIPOXKMMakbe CBMX HAHETUX CAOjeBa. 30T TEKCType U U3paXkajHuX
AVIHMja, ApBEHA MaTpHLa caMa Mo cedu IMoceAyje AMKOBHOCT U IIOCTaje aK-
TUBAH YMHMAQL OTUCKA, KA0 U LIPTEX.
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Cauka 3. Kaiiu u cerke, Apopes, 70x100 cm, 2008.

Cauika 4. Hemupne cerke, ppBopes, 70x100 cm, 2008.

2. UIBHAAAKEIBE MOT'YRHOCTU N3PA3A

Y HacTaBKy MCTPaKMBarba NPUPOAHMX peHOMeHa, Kao Moryhux rmpepaoskaka 3a
rpaduKy, ycMepuaa cam moraea ka odaanguma. Otkpuhe cArka IpoMeHAUBOCTH
HIPUPOAE Y BUAY UTpe 0dAaKa, 1XOBUX 0dAMKa Koju he ce ydp3o TpancdopmucaTn
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VAU HECTaTU, OTBOPMAO MU je HOBO MOMbe, KOje je TOCTAAO AOMMHAHTHA TeMa
HOBUjeET TIep1oAaQ MOT YMETHUYKOT MICTPaK/Bamwa.

Tokom mmyToBamwa aBMOHOM, TA€AQjyhul Kpo3 Ipo30p OTKprBaAa caM odAaKe
3aAMBAYjYhMX 00AMKa, KOjU CY Ce CMEbMBAANL: AaTaHy, Ba3AYILACTH, IPO3PAYHY,
T'YCTHU, TEIIKY, PAIITPKaHK, ycuTeHu. [Ipusopu ncnop odaaka, Ha 3eMmu, dp3o ce
CMembYjy, HECTajy, IPEKPUBEHU pa3AMuUTIM popMaMa deae Mace, Koja Ce IOHETAEe
pasAaske, Aa Ou ce 3aTUM ITOHOBO MojaBUAM. Morao 8u ce pehu aa je To TpeHyTak
KaAa MoYMbe CTBAPaAQUKM ITPOLIeC: IPENO3HaBahbe MOTUBA U IeT0BO deAeXerbe
¢doTto-amaparom, pAa du ce YUMHUAO TPajHUM OHO LITO he ce yOp30 mpoMeHNUTH.

V3a Tora caepM 3aMullpare CAUKE KOjy )KEAVIM AQ CTBOPUM.

®ororpadcke 3ammice npuzopa BubheHNx Kpo3 Ipo3op aBMOHA MPUKYILbaAd
CaM TOKOM HEKOAVIKO TOAVHA, Ha Pa3AMYUTYM ITyTOBawuMa. Tu sanucu cy dasa
dororpaduja 13 Koje caM LIpIAa MOTUBE 3a LUKAYC rpaduxa.

Ja dororpadujy yaumam Kao 3aycTaBmeHM IPU30P, U3BOP 32 CAMKY HeyXBa-
T/oUBKX peHOMeHa, U3BOP pedepeHLn 3a Aasy AUKOBHY 00paay. OHa Mu je aaar
y IPUIIPEMHMM UCTPaKMBaWbIMa, OMAO Ad je pa3pabyjeM y TexHuL ApBopesa
VAU AQ je AUPEKTHO YKAYUYjeM Y OTHCAaK TEXHUKOM AUTUTAAHE IITaMIIe.

Mako noaasum op pororpaduje 1 peaaAHOr MOTHBA, HE TEKMM Ka TOME AQ
rpaduke dyAy cTyauje 3adeaexxeHe cutyanuje, Beh HaCTOjUM AQ Ha OTUCKY U3Ipa-
AVIM HOBe, APCKM MHTOHVIPaHe 1 eTepUYHE IIPOCTOPE KOjU OAUIIY MUPHOhOM.

Kapakrep u MmarepujaaHOCT 0dAaKa MOACTAKAM CY M€ 1 Ha pa3MUIIbakbe O
HOBOM HAuMHY NIPMKa3yBamba, APyraurjeM y OAHOCYy Ha Lukayc Omiucax ipu-
poge. 3a Pa3AUKY OA YMCTUX OAHOCA M3Pe3aHNMX IIOBPIINMHA, CaA CAM TEXKMAA Ad
IIOCTUTHEM TauKacTe TEKCTYpe, KOje AOIPMHOCE YTUCKY MarAudacTe armocgepe.
HameTtHyo ce 13a30B pa ce y rpadMuKoM MeAMjy, KakaB je ApBope3, KOjuUM caM
ce daBlAQ, y IPEACTaBAdaY 0dAaKa IOCTUTHY AOMETY KOj1 CY OCTBAapEHU CAU-
KapckuM TexHukama. OAHOCHO, Aa Ce Y paAy Y MEAU)Y KOju OAAMKYje TBpaoha,
OTIOp MaTepujaAa, IPUKaXKe HELITO IITO je AAKO, Ba3AYIIACTO.

Ja caMm ycpeacpearaa Kby Ha UCTpaKuBatbe edeMepHIX KBAAUTETA IPOAA3HUX
KapaKTepyCTHKa 00AaKa — Ba3AYLIACTY UIPY CAOje€Ba, PUTMOBA 1 TEKCTYypa Koje ce
npenanhy, cydemaBamba deae Mace 0daaka 1 IPOCTPAHCTBA KOje Ce Ha3Mpe MCIIOA,

YuTas rpaduyuKyl AUICT je VICITYHeH 0jeHOM MOBPILVHOM Ha K0joj Ce IojaBryjy
akueHTOoBaHe dearHe. Texxulire Hitje Ha prKasuBarwy Gpopme, Beh Ha BUOpaHTHOCTH
CAMKe VI pUTMUYKIM CMEPOBMMA KOje IPaAe Ype3aHe AVHIYje ¥ TEKCTypa ApBeHe
Matpuiie. CBETAY O€AM aKLIeHTU HACTAAU Ype3UBabeM U YTUCKMBAbeM Ha ApBe-
HOj MaTpuLY UCTUYY $UHe BUSpaLiije CBETAOCTU Ha OTUCKY, AOTIPMHOCE YTUCKY
dAaror 1 OAMepeHOT pUTMUYKOT [TyACHPatba, U PAYMAHOCTU IpeAasa 0dAMKa.



Plenarna predavanja / Plenary sessions

YMETHUKOB PYKOIIMC Y PaAy TEXHUKOM ApBope3a OUTHO je oppebeH araTuma
KOjU Ce TIPU HeroBoj U3paAl YIIOTPedpaBajy — OA AAETA KOjUM Ce MOCTVDKE eKC-
IIpeCUBHA U3PAKajHOCT A0 GMHMX aAaTa 3a rpaBUparbe Kojyu ce MOy KOPUCTUTH
3a AYOOKY LITaMITy. Ja y Ipoliecy U3paAe MaTpuija KOMOVHYjeM pasAM4IUTe I1OC-
TYIIKE, CPEACTBA UM AAATE, OA I'PaBUpaiba dPYCUAMLIOM, Paaa ca muporpapom Ao
YTUCKMBambha TEKCType. 3a AodMjambe TEKCTYPe CAYKMM Ce YeANYHVM YeTKaMa,
K20 U OpyCHMM manvpyuma pasanuure ¢puHohe.

Aok papnm, oceham notpedy aa 'y rpadmyky OTHUCAK yHECEM CBECHE U CAYYajHE
VIHTEPBEHLIMje U AQ MICIIPOdaM pa3AMYUTE TTOCTYIIKE.

Aa dux ocTBapuaa yTucakK Tpernepemwa arMmocdepe, duae cy My orpedHe
HelpaBMAHe TUTpaBe MOBplIKHe. Ta HaMepa Me je A0BeAa AO Maeje Aa dearHe
Ha OTUCKY A0dujeM He caMo ype3uBambeM CUTHUX 00AMKa Beh U yTUCKMBabeM
PasAMYMTHUX YeCTUL]A Y ADBEHE MaTpulie, KaKo O1X MOCTUTAA SOraTCTBO MOBP-
ILIHE KOja je OCTBapeHa IMyACHPabeM TauKaCTUX deAMHa.

Viaejy yTUCKMBarba TEKCTypa Ha MaTpuLy UCIIpodaAa caM TaKo LITO CaM Ha
MOjeAVHVIM A€AOBMMA HINIPETNIAOYE OA TOIIOAE, KOja je MeKa, PaclpoCTVpaAa CUTHe
3pHACTe YeCTHLie, ¥ 3aTVM ITPOBAQUMAQ TY TAOYY KPO3 I'padpuuKy Ipecy MoA IpUTHUC-
koM. HakoH 1ITO ce 3pHAcTe yecTulie YKAOHE Ca ITAOYE, HA IbJIXOBOM MECTY OCTajy
YTUCHYTa YAyOmera Koja He IIPUMajy 00jy M 0CTaB»ajy Ha OTUCKY dorare TEKCTYpe.

Komdunariuja TaukacTux deanHa, Koje ce CyCTUYy Ca AMHMjaMa TEKCTYpe
APBETAa, AdAa je 3aHMM/MdUBE Pe3yATaTe, U Taj IOCTYIAK CaM KaCHUje NpUMemhU-
BaAa y M3papM MaTpuULia.

Aa 31 mocTynak 3110 KOHTPOAMCAHMjH, TOYeAd CaM A YIIOTpedrvaBaM MPOBUAHE
nAacTuyHe GpoAauje, Ha Koje caM, KopucTehn Aerak, HAHOCHAA CUTHE YeCTHULie Ha
OHe MapTuje Koje caM )KeAeAa Ad OYAY YTUCHYTe Ha MaTpuLu. 3aTUM caM (oAujy,
3ajeAHO ca APBEHOM MaTpULIOM, IPOBAAYMAA Kpo3 rpaduuky npecy. Taj mocry-
IaK caM IIOHaBdaAa Bullle myTa. HacTojaaa caMm pa y IyHOj Mepy UCKOPUCTUM
pa3AMYNTE TOCTYIIKE PaAa Y MaTepujasy M MOTyhHOCTM TeXHUKe ApBopesa.

YTUCKUBawbeM TeKCType y ApBeHy MaTpully mosehasa caM TOHCKe BpeAHOCTH
cavke. ToHCKe BpeAHOCTH CAMKe TIOCTM3aAa CaM U IITaMIIalkeM HYjaHCH ITAABe
doje ca Buille MaTpuia.

Pasaor 3d0r Kojer HCaM KOPUCTHAQ METOAY PEAYKLIMje ca jeAHe TIAOYE,
Hero caM Ha jeAHOj rpaduLy ynorpedmaBasa BUIIE TIAOYA, Tj. 3aC€dHY ITAOUY
3a CBaKy 00jy, jecTe TO IITO MU OBAj METOA IPY)Ka MOI'YRHOCT Aa Ce Y TOKY papa
BpaTMM Kopak Hazaa. OBaj MocTynak, Mako BpeMeHCKM 3aXTEBHMjU OA METOAE
peAyKLuje ca jeAHe TIAOue, ocaodabha 0A cTpaxa 0OA IpellKe U AO3BOSABA A Ce
HAaKHAAHO MHTePBEHNIIIe Ha MAaTpuLy. YaK 1 OHAQ KaAd je AEAO 3aBPILEHO, VAU
HaKOH M3paje THpaXka, MOJKe Ce HaCTaBUTU paA Ha IMAOYaMa.
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TexHuka ApBopesa MI je OATOBapaAa 1 300r TOra IITO HUCY ITOCTOjaAM 3Ha-
YyajHM TEXHUYKY Pa3A03U 3a OrpaHMuerbe GopMaTa Koju IIOCTOje Kapa ce paAu
y ApyruM rpaduyukuM TexHukama (AySoka M paBHa LITAMIIA).

3. TPAXKEILE NCKOPAKA

Ja TeXxum pAa UCTU MOTHMB pa3paplM KpO3 pa3AMYMTe ITOCTYIIKE.

ITonaBmparme MOTHBA U HETOBA peaAl3aliija Ha pa3AMuUTe HAuUMHe, Y Pa3AU-
YUTUM rpadUyYKMM TeXHMKaMa (ApBOpes3 1 KOMOMHalLMja ADBOpe3a ca TEXHUKOM
AVUTHTaAHeE IITAMIIE), PE3YATAT je XKede 3a UCTIUTUBAbeM MOTYhHOCTI 1 Tparatba
3a HOBMM HauMHMMa M3pasa.

HujepaH MOTHB HMKaA Huje TPEBMUILE VICLIPIIEH; YBEK ce MO)Ke Hahyl HOBO pellembe.

[Torpeda 3a excrieprMeHTUCAbEM, IPOHAAKEHEM PA3AUYUTHUX IIPUCTYIIA,
VICIIMTVBabeM KpPajibyiX MOI'YhHOCTY IMMO3HATUX TEXHMKA, TIOACTAKAA Me je Ad
VICTPXKMM U pa3BUjeM MAE)Y O TIPOXKMMAKY APBOPE3a I AUTUTAAHE IITAMIIe.

Pap03HAAOCT 32 IOBPLIVHY KOja je pe3yATaT CyIpOCTaBcdamba TEKCTYpe KOjy
0CTaBda APBO U OHE KOjy 0CTaB»a ypebhaj 3a AUTUTaAHY IITAMITY IIPOAYOMAA je
MOje MHTepecoBame 3a MOI'YNHOCTY KOMOMHOBaba TEXHMKE ADBOpe3a M AUTUTAAHE
LITaMIIe Y TIPMKa3MBamky CAMKA KOHCTAHTHO MTPpOMeHmMBe npupoae. ITocTymak
KOMOVIHOBamha ABejy TEXHMKA M3BOAMAA CAaM TaKO LITO CaM Ha Manyp Kao IpBU
CA0j oplrTamIasa portorpadujy, a 3aTUM caM IPEKO TOT CAOja LITaMITaAa APBOpe3,
KOjJ caM IIPETXOAHO M3pe3aAa.

Vet MOTHB KOjU caM MpeACTaBUAa KOMOMHALIMjOM TEXHUKE APBOpe3a U
AUTUTaAHe mTamie (CA. 6), IprKasasa caM KacHHUje APyrauujuM CpeACTBMMA
u Ha BeheMm popmary y Texuuiu pApopesa (ca. 7). Ha otucky Herae 11 poomu-
HYIPajy BUOPAHTHU OAHOC CBETAO — TAMHOT ¥ Pa3AMYUTE TEKCTYpe MOBPLIMHE
MaTpuLia, Koje cy AodujeHe MeXaHUYKOM 0OpaAOM ApBeHe nAoye. Ipaduka je
peaA30BaHa Ha ABeMa APBEHMM MaTpULiaMa OA Liumnepraode Tonoae. Ilpsa je
MIOCAY>KMAQ K20 MaTpuLia 3a CBETAMjy HUjaHCY IAaBe doje, AOK je Apyra duaa
MpeAAO’KaK 32 apTHje Ha KojuMa je TaMHUja HUjaHca mAaBe doje.

Axo ce ynopeae rpadpuxe Herae I u II, HacTase Ha OCHOBY MCTOT ITPEAAOLIIKA,
yousMBa je pasAMKa y NpUCTyIy. Vako Apyra Buille 3aA0BO/»aBa OHO YeMY CaM
TEKVAQ, TELIKO je pehyl Koju MU je IPUCTYI BXXHUjI; 0da pasa Cy MU BaXKHA, jep
CcMaTpaM A2 Me je IPBU AOBEO A0 APYTOL.

PapoM Ha pBoj rpaduiy CTyAMpasa caM MOTUB U pa3MUIIb»aAd O TOME KaKo
OV OH U3rA€AQ0 Y peaAu3aLyjii APYTauljyIM CPEACTBMMA.
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Cauxa 7. Heige II, ppopes, 70x100 cm, 2014.
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Cauxa 8. Heige usnag tiranuHa, ppsopes, 70x100 cm, 2015.

Cauka 9. Odrayu u pegprexcuje V, papBopes, 70x100 cm, 2015.
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4. TIATIP KAO AEO KOHLIEITTA

He mame je Ba>kaH 1 manup Ha KojeM ce ocTBapyjy rpaduxe. OH je UICTOBpeMeHO
1 HOCa4 U MaTepujaA AeAa.

/1380poM oceT,oMBOT jaltaHCKOT Hanypa MOCTVPKeM Behy TpaHCIIapeHTHOCT,
Aaxohy 1 Ba3AyLIACTOCT OTUCKA, LITO Cy KBAAUTETY KOjUIMA TEXKVUM Y CBOM PaAY.

Ha TpaHcnapeHTHOM Nanupy je KOHTPACT CAMKeE U MTOAAOTe YTHUIIAH. 32
Pa3AMKY 0A OeAe TIOAAOTe KAACUMYHOT TpadMyKor Mmanupa, Ha Kojoj je doja Ha-
rAallleHyja ¥ KOHTYpe u3pe3aHux GopMu AeAyjy TBpbe, puHa ucnpenseTeHa
BAAKHA jallaHCKOT manupa AonprHoce Mmekohu popme. OBaj manup, 380r cBoje
KPXKOCTM U HarAalleHe TaKTMAHOCTY, 4ecTo nodyhyje y mocmarpauy oceharve
OAMCKOCTU U Adje APYTauMjy MaTepUjaAHOCT OTHCKY.

Papehu Ha ToM manupy, OTBOpMAA caM IPOCTOP 32 eKCIIEPUMEHTHCabe ca
IpeKAanamweM rpaduyKux OTyCaKa 1 3a Kperpame rpaduka Koje ce cacToje oA
BHUIIIe TPAapUUKMX AMICTOBA.

5.TPABEILE TPAONYKOTI ITIO/SA MO3ANYKYIM ITPUCTYIIOM

Vaeja pa mojepArHaYHM GparMeHTU I'PaAe jeAHY LIEAOBUTY CAMKY MHUIMPaAa
je cTBapame BeArke cauke (2,2 x 3,7 m), mocTaBsaweM rpapuukmux AUCTOBA
AVIPEKTHO Ha 3MA TraAepluje TaKo A ce IIpeKpuje CKOPO LieAa MOBPILMHA 3MAQ,
oa aadoHa A0 IoAQ Tasepje. [paduuky AMCTOBY Cy I'YCTO MOCTaBA>EHM, jeAQH
VI3HaA APYTOT U jeaaH mopep Apyror (ca. 10).

Cauxka 10. 3up-rpaduxa 1, ApBopes, AUTUTaAHA LITAMIIA, 2,2 X 3,7 m.
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3ua-rpaduka AOMMHMPA BEAMYMHOM Yy IIPOCTOPY, a Ipymna rpadpuukmx
AMICTOBA KOj! Cy IIOCTaB/obEeHM AUPEKTHO Ha 3MA raAepuje, de3 paMa U CTaKAa,
Ipy’Ka MoCMaTpayvy HEMOCPEAHMjY KOHTAKT ¥ MOTYhHOCT Aa OCeTU TaKTUAHE
CTPYKTYpe MOBpLIMHA.

ITocmaTpaueB rmoraep Moxxe duTu GOKYCHPaH Ha jeAHY OA rpaduka 13 Mo3anuke
CTPYKTYpe papa MAM Ha unTaB 3uA. CBe Te rpaduke ce MehycodHo ponymyjy u
CBOjUM MehHyoAHOCOM rpape LieAOBUTO IPapUUKO MOMe.

6. I3A30BI CBETAOCTIN 1 ITPOCTOPA

Aedaehe BazpyacTe popme ¥ TaHKM NPO3UPHU I'PAadUYKM AUCTOBY VHULIMPAAYU
Cy MAE€jy 0 yBoDbemy cBeTAa 1 IPOCTOPA y IIOCTABKY, KA0 CACTABHMX eAeMeHaTa
HepLMIVpaba U AOXKMBAABaba IPadUuKor AeAa.

Y HacTojamy Aa IOCTUTHEM ITO3PAaYHOCT aTMOC]epe U CBETAA HAa OTUCLIMIMA,
IpaBMAa CaM CBETAOCHE KyTuje. Y KyTHjy je M3a CAOjeBa OTUCKA ITI0CTaBoEeH
CBETAOCHMU U3BOP, Kao 1 pedaexTyjyhu marepujaa, Koju pacniopebyje cBeTaocT
PaBHOMEPHO II0 1]eA0j MOBPLIVHMU CAMKe. Ty rpadmuky AUCT GYHKLMOHUIIIE KO
eKpaH 3a CBETAOCHe 11 pa3HOOOjHe BU3YyeAHe CeH3aluje, Koje ce Ha ieMy Aorabajy
KaAa ce YKAbY4M CBETAOCHM M3BOP, IITO oMoryhaBa Aa ce BUAe GAYMAHY IIpeAasu
CAMKe Kapa ce CAOjeBM rpaduka cramajy y uctu npusop (ca. 17).

Cauka 11. ITymyjyha ¢popmayuja, cBeTaoCHa KyTHja, 70x90 cm, 2012.
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CBeTAOCT ¥ IIOCTaBKa PaAOBa Y IPOCTOPY UMAjy 3a LMAd UCTULIAKE Ma-
TepMjaAHMX CBOjCTAaBa KBAAUTETA TPAHCIAPEHTHOCTY, Ba3AyIIACTOCTH U
Aakohe rpa¢uyukor oTucka — KAYIYHUX eAeMeHaTa 3a YTUcak epeMepHOC-
™u. [TocTaBmamweM rpaduke y npocTop 1 yBoheweM cBeTAOCTH, rpaduka
Ipepacra y CYIITUAHY aMOMjeHTaAHY MHCTAAQLM)jY, YCIIOCTABAEHY CAOXKeE-
HUM MeDyOoAHOCOM ITOCTaBKe U pacBeTe, AMKOBHUX KBAAUTETA APBOpe3a U
cBeTAOCHOT u3Bopa. [ToyeTak u Kpaj M3A0KeHOT Bulile He opapebhyjy camo
AVIMeH3Mje rpaduuKor AUCTa, Beh u mpocTop y Kome ce pap Haaasu. Yuras
IIPOCTOP raAepuje MoCTaje Ao papa.

ITocTaBka y IpOCTOPY, YCMEPEHO OCBET/HEE U 3aMPpadeH IIPOCTOP raAepuje
Y/HEe BU3YEeAHY CE€H3alMjy CHA)KHMjOM M OTBapPajy AMPCKU IIPOCTOP CAMKE.

PapoBM MOT AOKTOPCKOT YMETHMYKOT IIPOjeKTa IIOCTaB/»>EHU Y IIPOCTOPY Kao
rpaduuke nncrarauuje (ca. 2.13.4 — 2.12.8) Ha AeBeTom MehyHapopHOM dujeHaAy
rpaduke Tpya Pusjep, 2015, y Keedexy (9e BIECTR Biennale internationale
d’estampe contemporaine de Trois-Rivieres 2015, Quebec, Canada):

Canka 12. ITocraBKa y mpocTopy — rpaduuka MHCTaAaLMja Ha
9. mebyHapopHoM dujenaay rpacduke Tpya Pusjep 2015.
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7. 3AKAYYAK

ITpoMeHASUBOCT M deCITOBPATHOCT TPEHYTKA, CTAAHO KpeTarbe 1 HacTajambe HO-
BIIX, HETIOHOB/SMBYX BU3YEAHNX LIeAVHA, K0 HAYMH IbYIXOBOT TPajarba, CHAKHO
cy Me hacLMHMPAAN U IOACTAKAM AQ Ha CBOjUM IrpadmKaMa rpapuM AMPCKI
MHTOHMpPaHe IPOCTOpe.

Moje onpeaememe 3a rpaduKy IPOU3AA3Y U3 YBEPEHA Ad Y TOM MEAUjY
Hajdo/me NMpOHaAa3MM MPOCTOP 3a YMETHUYKO M3paxkaBamwe. Bepyjem aa je
1380p TeXHMKe APBOpPe3a Kao CPEACTBA AMKOBHOT M3pajkaBakba U UCTPaKu-
Barba Pa3ANYUTUX U3PAXKajHUX MOTYNHOCTH Te TeXHMKe, Y CaMOj CYLITVHU MOT
CTBapaAauKor KOHLeNTa. VicTpakuBameM M3paXkajHNX MOTYNHOCTM TeXHUKe
ApBOpe3a, KOMOMHOBaWkeM Pa3AMIUTUX MaTepujaAa, IIOCTYIaKa M aAaTa y
n3paau Marpuua (oA ypesuBamwa IMOBpIIMHA OPYCUAULIOM U UPOrpadoM A0
YTUCKMBamba 3pHACTUX YeCTHLA), Kao ¥ MOryhHOCTM KOMOMHOBaWa ApBope3a
U TEXHMKE AUTUTAAHe LHITaMIle, IOCTUIAA CAaM HOB HauMH uspasa. Hamernyo ce
113a30B A2 ce Y rpadMIKOM MeAMjy KaKaB je ApBOpPe3, KOjUM caM ce daBMAa, Y
IpeACTaBcdabY IPHU30pa IPOMEHASPUBOCTY IIOCTUTHY AOMETY KOjU CY OCTBapeH!n
cAMKapcKuM TexHukama. OAHOCHO, Ad ce y PaAy Y MeAUjy KOju OAAMKYje TBpAoha,
OTIIOP MaTepujaAa, MPUKa)ke HELITO LITO je AAKO, Ba3AYyIIACTO.

IIpymeHOM HaBeAeHMX IOCTYIAKa IIOCTUIAA CaM IIOCTaBoEHM Lib A OCTBAPUM
rpadUyKy U3pas y MPeACTaBodaby IPOMEHAMBYX NIPU30Pa IPUPOAE, BIXOBE
MaTepUjaAHOCTY U IIPOMEHSUBOCTMU.

Awureparypa / References
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PhD Jelena Sredanovi¢
WOODCUT AS A VISUAL LANGUAGE

Summary

The paper Woodcut as a visual language provides insight into my artistic researches, which included
the search for the graphic expression in the representation of transient scenes from Nature,
through different methods of working on wooden matrixes, the examination of possibilities of
the established techniques, the search for new potentials of materials and processes, the choice
of colours and paper, the joining of imprints and their overlapping and the permeation of the
traditional and modern technical solutions i.e. the woodcut and digital print. Thus the result of the
theme and manner chosen are the prints in which I manage to show the ephemeral constellation of
the changing scenes of nature, which pulsate on the paper, thus creating new visual entities, with
lyrical tones and ethereal landscapes permeated with soft graphic fiber with the quality to match
the one of the painting. This paper provides insight into artistic work through the explanation of
the creative process and representative series of artworks.

Key words: printmaking, woodcut, matrix, lyrical space, layering.
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Metafora, percepcija i simbolizam / Metaphor, Perception and Symbolism

YAK 784.9:371.3

MEPLIEITLIIJA YMETHUYKE MY3UKE KPO3 PAA HA
AVMIKTATVIMA Y HACTABU COA®EBA KAO ®AKTOP
PA3BOJA MY3IMYKOT YKYCA!

Ap Vrop M. Huxkoaunh
YHuepsurer y Hury
®akyaTeT ymMeTHOCTH Y Humry
Perrydauxa Cpduja
igornik.fu@gmail.com

Ap Caodopan A. Kopeaa
YuuBepsurter y I Ipumtunu ca npuspeMeHuM cepuiuteM y Kocosckoj
Mutposuuu, Cpduja

CaxxeTak

lako je mosHaTO Aa ce caBpeMeHa HacTaBa coadeba dasupa Ha MHTepaKLuju NepLemnLje 1 pe-
TIPOAYKLMje, MCKYCTBA 13 MpaKce TOKa3yjy Ad MOTEHLMjaAM paAd Ha MY3UMYKOM AUKTATy HUCY Y
HOTIyHOCTU McKopuitheHn. Y paay ¢y odpasAokeHy MOCTYILM Koju ce Beh HEKOAMKO ropnHa
YCIIEIIHO NpUMebyjy y HacTaBu coadeba Ha QakyareTy ymerHoCTH y Huy, a koju rmoapasyme-
Bajy Kopuiherwe 3ByYHIX 3aIMca OPUTMHAAHKX M3Bohema AeAra yMeTHIUKe MysUKe 3a paj Ha
AMKTaTuMa. ITopea ycTaseHMX 3aXTeBa, YKAYU€EHO je U onakame GpopMe 1 KapakTepa KOMIIO31-
Li1je, XapMOHCKOT TIAaHa, eAeMeHaTa YMeTHIYKe MHTeprpeTtauuje u Ap. Kaxko du 3ByuHu sanucu
MOTAM AQ OYAY PENPOAYKOBAHM ITpeMa AOTMYHUM MY3UUYKKUM dpasama, KopuirheH je pauyHapCKu
nporpam Audacity, Koju ce MOXe deCIIAATHO IIpey3eTu 1 KOPUCTUTH y HacTaBu. Lum je pa ce
IPEAAOKEHM HaYMH PaAad, Y3 HEOIIXOAHY aAaNTaLMjy 3aXTeBa, IPMMEeHM M Y PAaHMjUM eTarnamMa
MY3MUYKOT IIKOAOBAha, T€ AA CE Ha Taj HAYMH MO3MTUBHO yTUYe HEe CAMO Ha Pa3BOj MY3UYKIX
CrIocoSHOCTH Y Y’KeM CMUCAY Beh 1 Ha pasBoj My3UUKOT YKyca.

KwyuHe peun: ymeTHIUKa My3uka, coadeho, AMKTaTH, padyHapcKa TEXHOAOTHMja, My3UUKH YKYC.

1. YMETHNYKA MY3IKA Y PAAY HA AUKTATIIMA

Paa Ha My3MYKOM AMKTAaTy IPEACTaBMda BaKaH eAeMeHT HacTaBe coadeba, unja
Ce KOMIIAEKCHOCT OTA€AQ Y Pa3AMYMTUM IIPUCTYIMMA, BpCTaMa AMKTATA, Kao 1
Pa3sHOBPCHMM MY3UUYKMM >KaHPOBMMA KOjU C€ MOT'y KOPUCTUTU Kao MaTepujaA

3a AUKTHpame. HpeMa YCTaIbeHOj IMOAEAV, MO>XXEMO Pa3AMKOBATN YCMEHE U

! Pap je HacTao y okBupy npojekra orpanka CAHY y Humy ,Mysnuko Hacaebe jyroucroune Cpduje,
CaBpeMeHO CTBApaAauITBO U odpasoBamwe ykyca“ (O-10-17).
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MNNUCMEeHe, MEAOAMjCKE, PUTMUYKE AU MEAOAMjCKO-PUTMUUKE, jeAHOTAACHE U
BUIIETAACHE AVIKTATe, AOK BUIIETAACHU MOT'Y OUTY XapMOHCKYU U NOAU(OHU
(Bacumesuh, 2000: 257). CaraepaBamweM cTaBoBa AoMahux 1 pycKux meparora
coadeba, J. Beouannn MujanoBuh (2013) caunHuAA je IPOIINPEHY IIOAEAY AUK-
TaTa, T€ MOpeA HaBEAEHUX KaTeropuja ysuma y 0d3up u usBohauku meAujym /
TeMOD, IIOPEKAO Tj. BpCTy rpabhe Koja ce 3a AUKTAT NpUMemYje, UCIIObaBaAKE
TOHAAHOCTY, AECTBUYHO-TOHAAHY OCHOBY, AY)KMHY AMKTUPAHUX CerMeHara,
OAHOC MEeAMjyM-peaAn3aTop AMKTaTa (Tj. AQ A AUKTAT CBMPaA Apyra ocoda
VAU je Y IMTatby CAMOAMKTAT), MECTO ITOCTABAaba IPEA3HAKA, ITOCTOjambe
CTBapaAayke aKTMBHOCTY YYEHMKa, TIO3HATOCT Cappkaja u Ap. Pap Ha AuK-
TaTUMa y Ipakcu Hajuyemrhe yKaiydyje TpU BpCTE CaAPIKaja, 0A KOjUX je cBaka
3HayajHa 3a LIEAOKYIIaH MY3UUKM Pa3BOj — MHCTPYKTUBHE IIPMMepPE MICAHE OA
cTpaHe neaarora coadeba ca unmeM pelraBarmba KOHKPETHIX 3aXTeBa HACTABE,
IpUMepe TPAAULIMIOHAAHOT CTBapaAallTBa, Kao M AEAOBE KOMITO3MLIMja U3
yMeTHUYKE AUTEPATYPE.

3d0r yera cMo ce OAAYYMAM 32 KOHCTPYKUW]Y fepyeiyuja yMeliHuuKe My-
3uKe y HACAOBY OBOTI papa? Y HacTaBu coadeba yecTo ce roBopu 0 omakamwy
(rMmojeAMHaYHMX M I'PyIla TOHOBA, ABO3BYKA, aKOpaAa, allCOAYTHUX BUCUHA,
IITMMOBA, PUTMUYKeE BPCTeE U CA). VaKo ce odamare y CBAKOAHEBHOj MY3UYKOj
IIPAaKCY 4eCTO KOPUCTY K20 CMHOHUM 32 lepyeilyujy, y UTamwy Cy ABa IoBe3a-
Ha [ICUXOAOIIIKA [IPOLIeCa, aAU UMK Pa3AMYUTA 10 CAOKeHOCTU. Omaxkabe ce
MOXe AedUHMCATH Ko ,0CHOBHA (pOpPMa LIEAOKYITHOT 1 AAA€KO KOMIIAEKCHYjer
Ipolieca MepLuUINMpama; OHO je IPMMapHM OATOBOP Ha UyAHM Happakaj“. Ca
APYTe CTpaHe, eplelnLiyja IoApPa3yMeBa ,IIMpPY AVMEH3Ujy IpUMamba APaKy,
y3 yuerrhe dpojHMX ncuxo-puanuKmx mpoieca Koju Cy yCMepeHU HAIlloM
csewhy” (TopopoBuh 1 Koaeaa, 2015: 644). CBakako Aa yMeTHUYKA My3UKa
CaApXu eAeMeHTe Koje je moryhe u moTpedHO y BUAY AeTada OMakaTu y Ha-
craBu coadebha. Vnak, da3uyHa BpeAHOCT NPMMEHE YMETHUYKE MY3UKe A€XU
Y 1€HOM LIeAOKYITHOM AOXK/B/AQjy, beHa KOMIIAEKCHOCT YKa3yje Ha IoTpedy
Ad Cce OHa Hepyuiupa Kpo3 HacTaBy coAdebha, Kako y LleAMHU TaKo U IO ,My-
3UYKMM CAOjeBUMA”.

Veja xopuinhewa yMeTHMYKE My3UKe 32 pap Ha ONakawby U AUKTaTUMa
CBaKako Huje HOBa, dyayhu aa ce y mpakcu moxxe Hahu BeAnku dpoj 38upku
ca IpMMepyrMa 3a AVIKTAT IIPEY3eTHX 13 YMeTHUYKe AuTepaType. Vnak, oBae
Ce Kao HeraTMBaH eAEeMEHT M3ABaja YMIbEHULIA AQ CY IIPUMEPU YECTO TPAHC-
IIOHOBaHMY, ynpourheHy, npuKasaHy de3 03HaKa Koje yKasyjy Ha Ha4MH MHTe-
nperanuje, a 4ecTo 1 de3 camor HasuBa KoMmnosunuje. CMaTpaMo Aa Takas
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HauMH Kopuurherwa npuMepa U3 yMeTHUYKE AUTepaType He uckopuirhasa y
HOTIYHOCTM IIOTEHLIMjaAe OBOT HauMHa PaAa, OyAyhM Aa yUeHULIM U CTYAEHTU
He A001jajy KOMITA€TaH ayAUTUBHY AOXKMB/MSAj MY3UUKOT A€AQ, YMMe je YMarbeHO
HEr0BO €CTETCKO A€jCTBO. VI3 0BOT pa3Aora 3acTymaMo CTaB AQ je KOMIIO3ULyje
YMETHUYKE MY3UKE Y b XOBOM ,,OPUTMTHAAHOM 3By4arby“ MOTPedHO LITO BUILIE
KOPUCTUTH Y HacTaBu coadeba.

VY HacTaBHOj MpaKCH Ha HAIIMM IPOCTOPUMA €BUACHTHE CY MHTEHLIYje Moje-
AVHMX Ieparora coadeba pa ecTeTCKy BpeAHOCT YMETHUYKE MY3MKe ,YHeCy" y
yCTa/meH MpolLiec pa3Boja My3U4YKMX CIOCOOHOCTY U BeLITHHA. JeAaH oA Moryhux
HaunHa papa npeacTtasuo je C. [TaBaosuh (2009), roBopehu o dpomoyuju ymeiti-
HUuuke My3uKe Kpo3 Haciiasy coigelja. Kao moCcTynke Koju Cy peA€BaHTHU 32
Halll pajA M3ABojuAM ducMo MoryhHocTy Kopuirhemwa MHCepaTa U3 yMeTHUYKe
AUTepaTrype 3a 00AaCTU Oakamwa y HacTtaBu coadeba, 1 To y3 kopuirhemwe
»CaBPEMEHIX HACTaBHUX cpepcTaBa u codpTBepa” (cTp. 67). Ha Taj HaumH ce,
IpeMa CTaBy ayTopa, MO>Ke PAAUTY Ha NIpelo3HaBaby MOTHBA, ONlAXKaby Mepe,
OIakalby TOHCKOT POAQ, TEMIIA MAM apTUKYAALVje, AOK Ce IPUMePY YMETHUYKe
MY3MKe MOT'Y KOPUCTUTU U 32 PaA Ha AUKTATY U QyTOAUKTATY. Y CBAKOM CAY-
4ajy, paA je KOHLMIIMPAaH Kao ,aneA HacTaBHuLuMa coadeba o morpedu Beher
AQHT)KOBatba Y MUMIIAEMEHTALYj I €CTETCKUX YMETHUIKMX MY3UUYKIX CaApIKaja
y IpoLec My3uukor onucMemasamwa” (ITaBaosuh, 2009: 74).

I. Kapan u C. Aaduh kpeupaase cy mpucTym paAy Ha AUKTaTUMa Y HaCTaByU
coadeba Koju TeXn Aa TOMUPU ,KOPUCT UHCTPYKTUBHE AUTEPATYPE Ca eCTeT-
cKuM odeAexjuMa Koje npyxa ymerHnuka mysuka’ (Kapan n Aaduh, 2009: 10).
Vmajyhu y BUAY A2 KOMIIAEKCHOCT YMETHUYKE MYy3MKe 4eCTO IIpeBa3uAa3su
MoryhHOCTH y4eHMKa M CTYyA€HaTa A OPUTHMHAAHE pparMeHTe omnase, 3amMiry
VIAYL VHTOHMPAjy, ayTOPKe Cy IPUIPEMMAE KOMITAKT-AVCK C2 MHCTPYKTUBHUM
NpUMepUMa 32 AUKTAT KOjU CY U3BEAEHU Ha Pa3AMYUTUM MHCTPYMEHTUMA
cMQOHUjCKOT OpKecTpa. 3HAYAjHO je IOMEHYTU Ad CE OA YYEHMKA U CTYAEHaTa
OueKyje Aa OIase U y 3aIyC YHEeCY CBe eAeMeHTe KOji Cy MHaue IPUCYTHU Y
VHCTPYMEHTAAHOj AUTepaTypu (mourTyjyhu npu Tome u nprHLUI HOTUPaba
TpaHCIoHyjyhux MHCTpyMeHaTa, Kao U Kopuihemwe CTapux KoydeBa), YuMe
ce, MAKO pey HUje 0 KOHKPETHUM IpUMepyMa Ipey3eTUM U3 My3U4Ke AUTe-
parype, pa3B1jajy BEIITHHE U TIOACTUYE eCTETCKM Pa3Boj y HacTaBu coadeba.

JeaaH op moctynaka koju npepaake B. Kpmh Cexyauh (1998) moppasymena
u3Bohemwe AMKTaTa Ha ABa KAABUPA, IPM YeMY Ce Ha jeAHOM MHCTPYMEHTY 3aAajy
My3u4Ke ¢ppase AOK X YUYEHUK VAU CTYAEHT Ha APYTOM MHCTPYMEHTY IIOHa-
Bmda. Ha oBaj HauMH MOACTMYE Ce aCIeKT paAa Koji je ACAMMMYHO 3aHEeMapeH
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y MY3UMUKOj HaCTaBU — CBUpatbe Mo cAyXy. [TocedHo ducmo ncrakam pa ce ca
CTYAEHTMMa U YYeHML[IMa KAQBUPCKOT OACeKa Ha ABa KAaBupa mMory odpahu-
BaTU ,KOMITIO3M1IMje KOje UMajy CAOOOAAH KAQBUPCKHU CTAB, Ca IPOMEHAUBUM
dpojeM raacosa, ca BULIECTPYKO YABOjeHUMM aKOPACKMM TOHOBMMA, LIITO CBe
npeactaBsa npodaem cBoje Bpcte” (Kpumh Cexyauh, 1998: 8), a mto cBakako
MOJKe IT0Be3aTy HacTaBy coAdeha ca yMeTHNYKOM MY3MKOM KOjy YYEHULIU U
cTyaeHTH odpabyjy Ha yacoBMMa MHCTpyMeHTa. Y paHujeM paAy ayropa (Hu-
Koauh, 2012) npeaaoskeHa je MOryhHOCT MOAVMGUKOBamba OBOT IOCTYIIKA Y3
Kopuirheme caBpeMeHe pauyHapcke TexHoAoruje. KaaBujaTypa nosesana ca
pauyHapoM u oproBapajyhu copreep omoryhuanm 61 caMocTaAHy peaAnsauujy
jeAHOTAQCHMX VM BUILETAACHUX AMKTATa U TO Y LIeAOM OIICETy MHCTPYMEHTA.

Aa mpoiiec My3su4Kor pa3Boja y HacTaBu coadebha HMje orpaHMyeH camMo Ha
yCTasmeHe My3MUKe )XKaHpPOBe, TokKasyje npumep npod. B. Muaankosuh koja je,
HopeA NpUMeHe YMeTHUYKe My3MKe, TIPMKa3aAa ¥ MOI'yhHOCTHU MITAeMeHTa-
1jije IIOIyAapHe My3MKe — KOHKPETHO My3uKe rpyrne buisiic (Beatles). Ilpema
peurMa ayToOpKe, IPYMEHOM OBOT ITOCTYIIKA CTYAEHTH Ce YBOAe Y ,HeomnTepehe-
HO CAyIIambe M padyMeBarbe My3M4YKOI CaApP’Kaja TEMIIOM HeroBOI OABHjamba.
JacaH 00AMK, OAAMYHA MHTEPIIpeTalMja M HarAalleHa IyAcalija CBOjCTBEHA
IIOI MY3ULiY, OAaKIIaBa y opujeHTauuju” (Muaaukosuh, 2001: 143). Y okBupy
CAYIIIHe aHaAN3e HajIIpe je TIOTPedHO OAPEAUTM KapaKTep, Op3UHY ITyAca U
»IbETOBY IIPUPOAY", Tj. BDCTY CAOTa KaKo 01 ce yTBpAMAA BpCTa TakTa. [Ipouec
3aNMCHBamba Hajlpe MoApa3yMeBa UCIIMCHBabhe TAKTULA YMMe ,BPeMeHCKU
IPOCTOP IpeHOCUMO y BudyeaHn" (cTp. 138), HAKOH vera ce AOAQje ¥ XapMOHCKU
nAaH. Vako nprKasaHu MOCTYIAK He IIOAPa3yMeBa YMETHUUKY MY3UKY Y Y>KeM
CMUCAY, YYEHULIM Y CTYAE€HTH Ce Ha 0Baj HAUMH MOTY YIIO3HAT! Ca aCIeKTUMa
CAYILIHE aHaAM3e IO MPUHLMITY ,,0A LIEAVHE Ka AeTasy", aAU U Ca UNIbeHULIOM
AQ TOTOBO CBAaKM MY3MYKM )KaHP MO>KEMO aHAAUTUYKY TOCMATPATU.

YBakaBajyhu HaBeaeHa HacTojama 1meparora coadeha Aa HacTaBy OBOT TIpeA -
MeTa IpUOAVDKE ,’)KUBOj“ MY3ULY, Y peaAM3aLyji AMKTATa y Hallloj 3€M/AY jOII
yBeK Cy (IT0cedHO y TOKY OCHOBHOT U CPeAIber My3MUKOT IIIKOAOBaka) HajBehnm
A€AOM 3aCTYI/>eHU MHCTPYKTUBHU IIPUMepPH, KOA KOjUX Ce AelppoBameM 1
3aNnMCUBambeM TOHCKMX BUCHHA M PUTMa aHaAM3a IIPYMepa YTAABHOM U 3aBp-
maBsa. VI3 Tor pasaora, y AdasoeM TeKCTY NIPUKa3aH je HAYMH PaAa Ha AMKTAaTUMa
Koju ce Beh HEKOAMKO rOAMHA YCIELTHO MpUMelbyje Ha DaKyATeTy yMeTHOCTHU
y Humry, a xoju je moryhe 1 no’xesHO NpUMeHUBATY U Y PAaHUjUM MEPUOAVIMA
MY3UYKOT IIKOAOBama, 0 yeMy he Takobe dutu peun.
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2. NEPHEIIIINJA YMETHNYKE MY3UKE Y HACTABU COA®EBA
V3 KOPUII'REIbE CABPEMEHUX HACTABHIX CPEACTABA

Jako ce mpumepy U3 yMeTHUYKE AUTEPATYPE KOPUCTE KAO MaTePUjaA 32 AUK-
THpame, Y IPaKTUYHOj peaausaliju HacTaBe coadeha HaAa3MMO HEKOAMKO He-
raTuBHUX paxkTopa. Hajipe, oBakBu GpparMeHTH Cy 4eCTO U3ABOjEHM 13 LieAVHE,
IIpe3eHTOBaHMU 0e3 OCHOBHMX ITOAaTaKa (HasuBa KOMIO3ULIMje, MHCTPYMeHTa/
raaca Koju A€OHULY U3BOAM) U O€e3 0O3HAYEHNX eAeMeHATa YMeTHUYKe UHTep-
npeTaluje — TeMIa, AMHaMuKe, ppasupama u Ap. (Cauka 1). TakBu npumepu
ce y HajBeheM dpojy cAyuajeBa M3BOAE CAMO Ha KAABUPY, IIOPEA dYera Cy 4eCTo
Y1 TPQHCIIOHOBAHM KaKo OU Ce OIICer IMpuAaroano Hajueurhe xopuirheHom
»CpeareM peructpy”. OBaKBUM IOCTYILMMA CBaKaKo ce He uckopuinhasajy
MOTEHLMjaAV IIPYMEHe YMEeTHNYKe MY3MKe y HacTaBy, Oyayhnu Aa ce He moxke
AOXXVBETY CBA YMETHUYKA BPEAHOCT, KOja je MHaye M3pa’keHa — He CaMo Kpo3
MEAOAMjY U pUTaM — Beh U Kp03 XapMOHCKM ITAaH, HAYMH UHTEpIIpeTaLlje,
TeMOp, OpKeCTPaLUjy U APYTe eAeMeHTe
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Cauka 1. [Ipumep xopuirhermwa pparmeHaTa yMeTHIYKE My3MKe Y paAy Ha AUKTaTUMa

3d0r cBera HaBeAEHOT, 3aAa)KEMO Ce 32 HAUMH paAa Ha AUKTaTuMa y KoMe
ce KOMITO3M1IMje YMETHINYKE My3JKe AOXKMB/ASABAjy Y CBOM OPUTMHAAHOM 3BY-
yamwy.”? AHaausy kpahux ¢pparmenara uau rema y criopujem tremny moryhe je
peaAr30BaTH U AMPEKTHOM PENpPOAYLIMjoM ca My3uukor ypebaja, y3 oppeben
dpoj noHaBmama. Vnmak, KOMIAEKCHOCT U CAOjeBUTOCT YMETHUYKE MY3MKe
4eCTO HaAaXy AQ Ce 3a pap Ha AUKTATy GparMeHT ,II0AeAU” Ha AOTUYHE MY-
3UUKe LIeAVHe Koje je Moryhe 3app>XaTul y paAHOj MeMOpuju, aAemndpoBaTti 1
3amucaTy HelOCPEAHO HaKOH CAyIIamwa. Y Ty CBpXy KopuitheH je pauyHapcKu
nporpam Audacity, koju je moryhe decrniaatHo npeyseTn®u kopuctutu. [Ipema

2 Ynop. Hukoauh, 2014.
*https://www.audacityteam.org/download/
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peudrMa mberoBux TBOpala, Mporpam je A03BOSEHO yIOTpedpaBaTul y ,0MA0
KaKBe AUYHe, KOMepLiijaAHe, UHCTUTYLMOHAAHE A 0Opa3oBHe CBpXxe” y3
moryhHocT pa dyAe MHCTaAupaH Ha HeorpaHudeH dpoj pauynapa (https://
www.audacityteam.org/about/license), 1TO je cBakako MO3UTUBAH aCIeKT
KOj1 onpaBaaBa Kopuinherwe oBor codpTBepa y HaCTaBu.

Kaxo ducmo neparosuma coadeba npudamkuanu xopuirherwe HaBeAEHOT
Iporpama, y HapeAHUM pepaoBuMa duhe onucaH HaYMH papa Ha MPUIIPEMHU U
PENnpOoAYKLMj1 IIpUMepPa 32 AUKTAT. 3a IpUKa3 MocTynaka KopuirheHe cy Tpu
KOMIIO3M1IMje U3 YMeTHUYKe AuTeparype — Muinepmeyo us onepe I'1. Mackawuja
Kasaaepuja pyciiukana, Krasupcku ksapitieii oii. 60 J. bpamca u Agafjo y ie-
moary T. Aadunonuja / P. Hasoroa.

Y npBoj $pasu papa NOTpedHO je MpUIpeMuUTH 3ByuHM Ppaja Komnosuuyje (y
mp3 uan wav hopmary) u orBoputu ra y nporpamy Audacity (komanpa Open).
Kaxo du ce mpuripemumae 1 mpeLusHo penpoAyKoBase My3nuke ¢ppase, nperno-
PYUYAUBO je OTBOPUTU AOAATHY TpaKy (Label Track) xomanpom Tracks — Add
New — Label Track, v Ha 10j 03HaUUTK NTOYETKE MY3UUYKKX Pppasa. O3Hake je
Mmoryhe A0AaTH 1 Kapa je pernpoAyKLja KOMIIO3uLirje y TOKy (komanaoM Ctrl+M),
Te HaKHAAHO yrucaTu dpojeBe ¢pasa MAM XKedeHU TEKCTYaAHM mopaTak. Ha Ha-
BeAEHU HauMH (PparmMeHT je Moryhe pernpoAyKoBaTH y LieAMHY MAY 1O ppaszama
y3 XemeHU dpoj moHaBmama (Canka 2).
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Canka 2. Ipukas papa ca 3ByYHUM MaTepujaAoM y nporpamy Audacity



Metafora, percepcija i simbolizam / Metaphor, Perception and Symbolism

MeToACKM ITYT papa Ha AMKTATMMA [IpeMa IPUHLUITY KOjU IIpe3eHTYjeMO Hajlpe
II0ApPa3yMeBa cAyluatbe pparmeHTa y LieAnHu. I1pu ToMme je moTpedHo onasutu
CTUA U KapakTep KOMIIO31LHje, Kao 1 0OAMK pparMeHTa KOju ce CAyLIa, YOUUTH
PUTMUYKe eAeMeHTe (ITyACaLjy, TEMIIO, BPCTY TaKTa), IPe03HATY TOHAAUTET
(mo>kesHO TIpeMa ,00j1u”), KapaKTEPUCTUYHE XaPMOHCKe eAEMEHTE, UBABOJUTHU
1peMa TeMOPY MHCTPYMEHT AY MHCTPYMEHTE KOjUi U3BOAE MEAOAMJCKY AUHU)Y
u cA. Vimajyhu y BUAY CAOXKEHOCT HaBEAEHVX MEPLIENTUBHUX 3aXTeBa, MOXeE Ce
3aK/PYUUTH AQ JEAHO CAYILIAbe pparMeHTa y LieAVHH TIpe 3alncuBama (Koje je nHave
YCTameHO KOA AMKTATa 110 ABOTAKTUMA) He du oMOoryhuAo npernosHaBarbe CBUX
HaBeAeHNMX eaeMeHaTa. 300r Tora je ¢pparMeHT MOTPESHO CACAYIIATH Y LIEAVHNU
HEKOAMKO ITyTa, HAKOH Yera ce MPUCTYIIA 3a[MCUBAabY )Ke,oEeHNX ACOHULIA, TAE
j€ Y3 TOHCKe BUCHHE 1 pUTAM IOTPESHO y 3aI1C YHETY U eA€MEHTE YMeTHUIKE
VIHTepIIpeTallje KOjU Cy ayAUTUBHO AOKUBmeHM (Canka 3).
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Cauxka 3. I'l. Mackawu: MHitiepmeyo 13 oniepe Kasarepuja pyciiukaHna,
3aIMC ACOHUIIE APYTE BUOAVHE

CaMm Kpaj HaBeAeHe KOMITO3U1Mje KapaKTEPUCTUYAH je IT0 XapMOHCKOM IIAHY
(maaraAaHa KapeHIIa), Te ce MpeAAaKe 3aMlCUBatbe ACOHMLIA APYTe BUOAVHE U
KoHTpadaca y BUAy ABoraacHor Aukrara (Cauka 4). CuaasHu okpet y §acoBoj
A€OHMLIM 13 TOHMKeE BOAM Ka VI cTynmy (2. TakT mpuMepa), Aa Ou ce IpeKo
CYADOMMHAHTe 1 ADYTOT CENTaKOpAA KOji je 3Ha4ajHo onasutu y Tpehem TaxkTy
¢dbparmeHTa, AOIIAO AO paspelierna y TOHUKY.
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Cauika 4. IT. Mackawu: MHitiepmeyo 13 onepe Kasarepuja pyciiukaHa,
A€OHIILIe APYTe BUOAVHE 1 KOHTpadaca

ITopea aHaAM3e XapMOHCKMX QYHKIIMja y 3alIMCAaHOM AMKTATY, Y IPaKCHu je
yCIeLHo KopuiheHo U CAYLIHO onakarbe QyHKLMja de3 3amicuBatba MeAOANje.
Y 3aBMCHOCTU OA TeMIla KOMITO3MLMje KOja Ce CAYIIA U AY)KMHe pparmMeHrTa,
omnakamwe PyHKIMja MOXe Ce peaA30BaTy YCMEHMM ITyTeM MAY ,CKULIIPpabeM
XapMOHCKOT IAaHa. /lako pap Ha XapMOHCKKM Be3ama (Tj. onaxkarbe QyHKLMja
IIyTeM aKOpaAa CBMPAHMX Ha KAABUPY) YMHY PEAOBHY I10jaBy Ha YaCOBMMA COA-
¢deba, nckycTBa 13 mpaxce okasaaa Cy Aa je Iperno3HaBambe TUX UCTUX PYHK-
LI1ja, aAV AQTUX Y PAa3AMYUTUM TeMOPOBCKMM KOMOMHALMjaMa U Y Pa3AUYUTUM
¢dakTypama, 3a CTyA€HTe dM0 HEellITO KOMIIAEKCHMj! 3aAATaK.

ITojepriHe KOMIIO3MLVIje U3 YMETHUUKE AUTEPATYPE, Tj. IBUIXOBE TEME VAU
¢dparmeHTe roToBO je HeMoryhe 3apaBaTy IpeMa ABOTAaKTMMa a AQ Ce IPUTOM He
UBTYyOU AOTMYHOCT MY3UYKMX (pasa 1 BIX0Ba €CTETCKA BPEAHOCT. JeAQH OA TAKBUX
npuMepa KopuirheH y HacTaBu je moueTak Tpeher craBa Kaasupckoi ksapiieiia
oii. 60 ]. bpamca, Koju je IIOroAaH 3a 3aNVCHBatbe y LIeAVHY, Y BUAY CAMOAMKTATA.
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Cauxa 5. J. Bpamc: Kaasupcku ksapideini oid. 60, Tpehu cTaB, poeoHULIa BUOAOHYEAQ

[Tpema npeAAO>KeHOM IPUHLMITY, parMeHT Ce CAYIIa Y OPUTMHAAHOM U3BODery
y3 motrpedaH dpoj MOHABAAKA, KAKO O Ce MEAOANjA 3aAp)KaAd Y MEMOPUjU
M HaKHaAHO 3anucaaa. HapaBHo, Beh npu npBoMm cayiawy Tpeda oapeanTu
TOHAAUTET U PUTMUYKY BPCTY, & Y TOKY aHAAM3€E OOPATUTU MAXKEbY Ha TI0jaBy
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MOAAYPA Y IPBOM TaKTY, Ka0 X Ha MOAYAALIMjy Y AOMMHAHTHY TOHAAUTET Ha
Kpajy ¢parmenTa. HakoH 3anmcuBamwa MeAOANje, KOPUCHO je ONasnUTy HAuuH
apTUKyAaLije X YHETU OAroBapajyhe 03HaKe y HOTHU TEKCT.

BuieraacHu AvkTaTy ce y HacTaBu coadeha Mory AOKMBETH KaO XapMOHCKM VAL
Kao MOAUQOHM — ,,ca XapMOHCKIM TyMauereM OAHOCA IAACOBa 1 Ca jeAHOBPEMEHVIM
IIOCMATpareM BHIlle MEAOAjCKIX AnHMja“ (Bacumeuh, 2000: 257). [ToskemHo je y
OKBYMPY HaCTAaBHOT IPOLieca MOACTULIATY 0da IIPUCTYIIA TYMayuekby My3IUKOT CAaAP>Kaja,
YaK ¥ ICTOBPEMEHO — MHTEPAKTUBHO, dyAyhrt A2 y MysULM He ITOCTOjU aliCOAYTHA
xomodonuja uu arcoaytHa noaudonuja (Kpumh Cexyauh, 1990: 24). Jeaan o nipu-
Mepa KopuiiheH 3a paa Ha ABOTAACHOM AMKTATY je Agaljo y ie-moary T. AaduHonuja
/ P. Hasotoa.! @parmMeHT npuKaszaH y HAPEAHOM IIPUMEPY CAAPKM ACOHMLE IIPBE U
APYTe BUOAVHE Y TIPETEXXHO MOAM(OHOM CTaBY, aAU je IIPY QHAAM3Y U 3aTCUBAkbY
HEOIIXOAHO Y3€TH Y 093P U OAHOC TAACOBa Y OKBMPY XaPMOHCKOT ITAQHA.
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| ] |

@F e === ==
S R —ws a - - o = T dv3
""ﬂ—-.._________._,_. .

Canka 6. T. Aadunonn / P. Hasoro: Agaljo y ie-moAy, A€OHULIE IIPBE U APYTe BIUOANHE

* Vlaxo ce Agaljo y ie-mMoAy TpapAMLIMOHAAHO Be3yje 3a nme Tomaca AaduHonuja (Tomaso Albinoni),
[IOCTOjY MUILAEHE AQ j€ OBY KOMIIOSUIIMjy HAMMCAO UTAAMjaHCKU My3uKoAor Pemo Basoro (Remo
Giazotto) 1949. roauHe, MHCIIMPYCAH IPBUM TakToBUMa AAduHOHujeBor pykomuca (https://imslp.org).
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IMTopea 3anucuBama MpUKa3aHOT ABOTAAcCa, caM 1oueTtak Agalja y ie-mory (y
u3BoDhemwy opryma) npeacTaBmsa MOTOAQH MaTepHjaA 3a ONa)Kalbe XapMOHCKMX
¢byHK1Mja. Y OKBMPY OBOT pparMeHTa NOTPESHO je MaKby YCMEPUTU Ha M0jaBy
3aMeHMKa AOMVHAHTVHE AOMUHaHTe (yuc-e-ie-Oe y re-MOAY) U FbeTOBO O4eKM-
BaHO paspellietbe Y AOMMHAHTY TOHAAUTETA.”

Vmajyhu y BuAy cBe 3axTeBe Koje Tpeda 0OPaAUTH Y OKBUPY BEXKOU U3 IIPEA-
Meta Coadeho Ha My3UUKUM CTyAaMjaMa, MOXKe Ce 3aKAoyUUTH A O AOAQTHO
CaMOCTAAHO aHI'2)KOBalbe CTYAEHATa 3HAYajHO AOIIPMHEAO Pa3BOjy MY3UUKMUX
BEIITMHA. YIIPAaBO HABEAEHM HAUMH PaAd Ha CAYILIAKY, AaHAAM3UPAIbY U 3allUCUBAILY
IpuMepa 13 YMETHUUKe AUTepaType MOXKeMO IIPEMOPYYUTH 32 CAMOCTAAHU Paa
KoA Kyhe, dyayhn aa cy KBaAUTETHYM CHUMLIM YMETHUYKE MY3MKe AQHAC LIMPOKO
AOCTYIIHU Ha MHTEPHETY.

buao pa ce AMKTaTU 3aMKCyjy HA YaCy MAM BaH era, Ipernopy4suBo je 3a-
MycaHe MpUMepe N3BeCTU COAMM3ALIMjOM, YMMe Ce 3aTBapa KPYT 0g 3BYKad Ka
CAULU VI 0g CAUKe 3a 3BYKY. IleBarbe COAMM3ALIVJOM ,AOBOAU AO OCBellhVBamba
MY3MYKOT TOKa Y 0OApe))eHOM TOHAaAUTETY ca CBUM XapMOHCKO-(YHKIIIOHAAHUM
OAHOCHMA, a Ha Taj HauYMH HacTaBa coAdeba mocraje cBpcucxopHuja u Aoduja
npuCHUju 0AHOC ca wusom mysukom” (Huxoauh un Kopeaa, 2017: 585).

Kako du pap mpema HaBeA€HUM NPUHLMIIMMA HeplielLyje YMETHUYKE MY31Ke
VICTIYHMO OY€eKMBaHe LiJi/oeBe, Kao BaXKaH 3apaTak neparora coapeba namehe ce
CIIpeTaH ¥ KpeaTuBaH 1300p KOMITO3MLMja KOje ce MOy KOPUCTUTH y HACTaBM.
I'lpy TOMe je HEOTIXOAHO MMAaTU Y BUAY IPUMEH/AUBOCT MY3MYKOT A€Ad Y CMU-
CAY CTHAAQ, GaKType, MEAOAMjCKO-PUTMUYKYX U APYTUX 3aXT€BA Y OAHOCY Ha
HepLENTHUBHE CIIOCOOHOCTY YYEHMKA VAU CTYAEHATa, Ka0 U IerOBY eCTETCKO-
BaCIUTHY BpeAHOCT. [Tpy n3dopy KoMmosuiuja noTpedHo je yzeTu y 0d3up u
MIPenopyKy Ad ce KOMIIO3M1IMje YMEeTHUUYKEe My3MKe He TPaHCIIOHYjY, Tj. Ad ce Y
HacTaBy coAdebha KopucTe y OpUrMHAAHMM TOHaAUTETUMA.® JeaaH oA pasaora
AEXHU Y UMIbEHNLIM AQ TOHAAUTETY MIMajy CBOjY crielindpuyuHy dojy myTeM Koje
ce IIaMTe U Mpero3Hajy. 300r Tora je onpaBAaHMje U3BPILUTYU AOOPY CEAEKLIUjY
¢dbparmenara ymeTHU4YKe My3uKe Koja he ce y HacTaBu npumemuBaru (a BpAoO
doraTa My3muKa AUTEpaTypa pasAMYUTHX eroxa To ¥ oMoryhasa) Hero Memwaruy,
npuaarobaBaTy ¥ TPAHCIIOHOBaTU 0ApeheHe KoMIO311Mje KaKo OU OHe IO CBaKy
LleHy MOTAe AQ OYAY IpuMerbeHe y HacTaBu coadeba.

° IIpema CAO>KEHOCTH CaAp>Kaja, 0Baj MOCTYIIAK IPUMEH,UB je Beh y CpeArbOj MY3UUKO]j IKOAU Y CMICAY
Kopeaaluje HacTaBe coadeha 1 xapMoHuje, TPy 0SpaAy AATEPOBAHMX aKOPAAA AMjaTOHCKOT TUIIA.
¢IlITaBuire, y CTPY4HOj AUTEPATYPU HATAQLLEHO je AQ ,IPMMePHU 13 BOKAAHO-MHCTPYMEHTaAHe AUTEpaType
HUKaAa He cMejy dutu TpaHcnioHoBanu” (Bacumesnh, 1991: 58).
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3. KOPMII'REILE YMETHUNYKE MY3UKE 3A PAA HA AUKTATIMA
Y OCHOBHOJ] MY3IN4YKO] IIKOAU KAO AOITIPMTHOC PA3BOJY
MY3NYKOT YKYCA

Jaxo je y IpeTXOAHOM A€Ay MBAOKEH HAUMH papa IMpuaaroheH CTyAeHTMa
MY3MKe, Lo je AQ Ce 0Baj IIPUHLINIL, Y3 aAQITalMjy 3aXTeBa, IPMMEHU U Y
HajpaHMjMIM eTamlaMa My3MUKOT IIKOAOBata. Ha Taj HauuMH MOXKeMo yTuLaTu
He CaMO Ha IOACTULIabe MY3UYKMX CIIOCOOHOCTU M BellTHHA, Beh 1 Ha pas3Boj
npecdepeHLja 32 YMETHUYKY BPEAHY MY3UKY M MY3UUKOT YKYCa, IIITO CBAKaKO
IIPEACTaBMdA jeAH OA CYLITMHCKMX 3aAaTaka Mysuuke HacTaBe. Kapa ce roBopu o
adeKTUBHUM peakLjaMa Ha MY3UKY, MOYKEMO Pa3AMKOBaTU TPU BUAQ ,OILITET
peaktuBHor noreHujasa“ (Rados, 2010: 305). Ecitieiticko cylewe oaHOCU Ce
Ha MPOLIEHY BPEAHOCTY YMETHUYKOT KBAAUTETA MY3UUKOT A€Ad VAU HeTrOBOT
u3Bohemwa, MoA ipedeperyujama ce IOAPa3yMeBajy ,KpaTKOPOYHe IpOLieHe
AOTIaAama“, AOK MY3UHKU YKYC TIPEACTABAA TPAjHYUje CBOjCTBO U YKAYUYje ,AyrO-
pOYHa MOHalllalba ¥ BpeAHOBamwa". Aa je Ha mpedepeHLMje 32 YMETHUYKY MY3UKY
moryhe yTuiiaty Beh y mpeALIKOACKOM ITEPUOAY, YKa3aHO je Y UCTPaKMBamy Koje
je YK/oydnMAO AeCeTOMeCeYHM eKCIlepuMeHaAHu paa ca peuioM (Peery & Peery,
1986). AyTopu Cy 3aKmoy4MAM AQ CTAAHO M3Aarambe Aelie YMETHUYKOj MY3ULY, Y
KOMOMHALMj| Ca TIO3UTHBHUM UCKYCTBMMA CTEYEHVM Y COLIMjaAHOM OKPY>KEIbY,
MOXe Aa YTU4Ye Ha My3uuKe mpedepeHLyje. JeAaH OA pe3yATara IpOUCTeKao U3
OBOT UCTpaXMBamwa roBopu pa Maaba aAenja umajy nopjepHaxe npedepenuyje
3a IOIYAQpPHY U YMETHUYKY MY3MKY, AOK ITOYEBILIN OA IETE TOAVHE TIOUNIbE
IePHOA Y KOME CY Aella CKAOHMja monyaapHoj Mysuiy. OBy Cy I10jaBy ayTopu
08jaCHMAM CTAaAHMM M3AArameM Aelle IIOMyAapHOj My3ULM (ITyTeM MeAuja), ¥
CKA3AY C MAaKCUMOM ,,0HO IIITO HE CAYIIAL, TOYMIbell Matbe Aa BoAuut” (ctp. 30).

Aakae, Ha pa3Boj ¥ 0OAMKOBambe MY3MYKOT YKYCa MOXKEMO YTULIATH jOLII OA
PaHOT y3pacTa, TA€ BaXXHY YAOTY MMajy IIpBa My3M4YKa MCKYCTBA, Tj. OHA CTeYeHa
y IOPOAMYHOj CpeAVHIU. , My3UUIKM YKYC POAUTENSA OOAUKYje U MY3UYKU YKYC
Aelle, OAHOCHO APYIITBEHO OKPY>Ke€lbe Y TOKY puMapHe dase conyjaausanyje
VIMa M3y3€eTHO jaK yTULIAj Ha (GOpPMUPare KYATYPHOT MAEHTUTETA MHAVBLAYE”
(Koaeaa, 2004: 25). 13 oBor pasaora jako je 3Ha4ajHO IMOACTHULabe aKTUBHOCTHU
CAYILIaha eCTETCKU BpeAHEe MY3uKe (IPBEHCTBEHO YMETHUYKE), AU U Pa3BOj
KPUTUYKOT OAHOCA IIpeMa MeAVj/IMa ITyTeM KOjIX Ce CBAKOAHEBHO IIAACHpPajy
MY3UYKU Y BUSYEAHU CaAPXKajUl PA3AMYUTOT KBAAUTETA.

Cay1armbe yMETHUYKY BPEAHE MY3MIKe PEAOBHIU je A€O HaCTaBe MY3MUKe KyA-
Type Y OMIITEe0dPa30BHMM OCHOBHUM LIKOAAMA, Y/Me Ce LIMPOKA IOMyAaLuja
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y4Y€HMKa YIIO3Haje ca My3MYKUM eCTETCKMM BPEAHOCTMMA KOMITO3MLiuja pas-
AVIYUTYIX €1I0Xa, CTMAOBA ¥ KOMIIO3UTOPa. 3a TO BpeMe, HacTaBa coadeba y
OCHOBHUM MY3MYKMM IIKOAAMa OMAQ je AeAMMUYHO ycKpaheHa y 0BOM CMUCAY.
Hauwme, npema pA0capaliImboj HACTaBHOj TPAKCH Y OKBMPY CUCTEMA OCHOBHOT MY-
3MYKOT 0Opa3oBama 1 BaCIUTAbA, IPUMEPY YMETHIUYKE MY31Ke KopuitheHn cy
y HacTaBu coadeha mpeTe>XHO 3a MOCTaBKY MEAOAMjCKO-PUTMMUYKMX eAeMEeHATa,
neBarbe Ca AMCTA MAY IIAPAATO U3TOBOP, & HELIITO Matbe Y 00AACTU TepLelLije.
O jeAHOM 0A MOT'YhMX HauMHa MpYMeHe YMeTHUYKe My31Ke Kojyu Huje 010 Y mo-
TIYHOCTM MCKopulIheH, FOBOpHAA je Y CBOjoj K13y 3opucaaBa Bacumesuh ys
KOHCTaTaLyjy Ad ,Ha)KaAOCT, Ha yacoBuMa coadeba, dap y moueTHuM paspeauma
Y IPUIIPEMHOM pa3peAy HeMa CAyIIaba My3MKe, ILITO je HEOTIPOCTMBA rpelKa”
(Bacumesuh, 1991: 140). Ty Haaazumo cyrectujy pa Ou ce 3a AnidepeHLMpame
PUTMUYKMX BPCTA y TOYETHOj HACTABU MOTA€ 33AQBATH YMETHUYKE KOMITO3ULINje
»Kapa du ce Ha HacTaBu coadeha HAIIAO Ha TPOrpaMy U CAyLIakbe My3UKe (IITO
je naeja xoja he moxxpa dutu jepanor pana npuxsahena)” (ctp. 153).

Cpehowm, 28 roprHa HAKOH HACTaHKA TIPETXOAHO LIUTUPAHUX PEAOBA, CBEAOLIN
CMO IIPOMEHA Y 3BAaHMYHOM IIAQHY U IIPOrpaMy 3a OCHOBHE MY3MYKe LIKOAE
(OMIII), xoju capa Kao jeAaH OA eAeMeHaTa papa y HacTaBu coadeba mpeasuba
U cAyuawe mysuke. OBa YyMmbeHNMI[a CBaKaKo 0TBapa dpojHe MoryhHocTu 3a
paA Koje, Yy OAHOCY Ha IIpe3eHTOBalbe YMeTHUYKE My3JKe CaMO Ha KAABUPY,
3HAYajHO AOIIPMHOCE KOMIIAETHOM AOXXUBAAjy YMETHUYKMX BPEAHOCTYU MY31Ke
KOja ce y HacTaBU IIpUMembYje.

Mako ce Ha MmaabeMm y3pacTy He MOKe OYEKMBATU AQ YueHULM popmupajy
HOTHM 3aIMC A€A2 YMETHUYKE MYy3JKe, MOryhe je IpyMeHUTY BPCTY papa Kojy
npepraxe A. PapuueBa. OHa (rmopea MoAeAe Ha YCMEeHM U ITMCMEHU AVIKTAT)
ynyhyje Ha aHarumiu4Ko-ycMeHy guKiliai, KOjy TOAPa3yMeBa ,,CAYLIHO OIa)Kalbe,
aHaAM3Mpatbe 1 AepuHIUCabe CBUX [T0jaBa KOje UMHe MY3UYKI CAAPIKaj AUKTHPA-
HOT TIpMMepa: TOHAAUTET, BPCTA TaKTa, CTPYKTYPa MEAOANje, KapaKTePUCTUYHE
pPUTMUYKe [0jaBe, PETMCTAp, 8 Y BULIETAACHUM ITPUMEPKUMA U aKOPACKA PaKTypa,
XapMOHCKe QYHKIIVje, HAYMH MY3M4KOT u3Aaramwa u Ap.* (Papuuesa, 2000: 247).
[Tpema aKTyeAHOM IAQHY U IPOrpamy, TOo Beh y mpunpeMHOM paspeAy IoApasy-
MeBa OYeKVMBaHe VICXOA€E Ha OCHOBY KOjUX je yUYE€HUK CITIOCOOAH Aa ,IIpero3Ha
pasAMYKUTe MHCTPYMEHTE U U3BOhaukKe cacTaBe, U pasAuKy uaMeby BokaaHe
Y1 UHCTPYMEHTAAHE MY3MKe®, Kao 1 AQ ,HaBeAe KOMIIO3UTOPE YMjy je My3UKy
MMao npuAuKe Aa cayia u 3aBoAn” (ITaax u nmporpam, 2019). Ca noehamwem
3axTeBa y 00AaCTU MEAOAMKE Y PUTMA, KO ¥ Ca Pa3BOjeM CIIOCOOHOCTH U Belll-
TUHA YYEHUKA, I0)KEe/SHO je YBOAUTU U pparMeHTe yMETHUYKE AUTEPATYype 3a
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3aIMCUBabe Y BUAY AUKTATa, M TO Ca OllakarbeM CBMX M3BODAYKMX eaeMeHara.
Kaxo 011 0BM OCTYNIIM UICITYHUAY U 3aXTeBe eCTETCKOT Pa3Boja, HOTPedHO je Aa
HACTaBHUK coAadeba yueHrKe yImyTH ,Ha KBAAUTET MY3MUKOT M3pa)kaBamwa, Ha
AeTIoTY M3BoDema Kapa OHYM caMy IIeBajy, CBUPajy, 3anucyjy (y Gopmu AUKTaTa)
uAu cayiajy mysuxy” (Kopeaa, 2004: 26).

YcBajamwy aKTyeAHOT ITAQHA M TPOrpaMa IMpeTXOAMAA CY HAaCTOjarba ITeparora
coadeba pa deHedure caylIama 1 aHaAM3e YMETHUUKE MY3JKe YBeAy Y popMaaHy
MY31uKy HacTaBy Beh oA HajpaHujer yapacta. M. ITeTpoBuh je ca capapHuima
(2009) mpukasasa UCKYCTBa Y BoDemwy MPEALIKOACKE My31YKe HaCTaBe Koja je
€KCIIepMMEHTAAHO IIPYMebeHa Y My3UUKOj IIKOAU. AyTOpM CMaTpajy Aa je 3dor
Pa3sAMYUTOr y3pacTa YUeHMKa HEOIIXOAHO HACTaBy IIOAEAUTU Ha MY3UUKO 3ada-
Buwiitie (Ca TEKUIITEM Ha MY3UYKMM UI'PaMa U CAyLIalby, OAHOCHO ,lIpUMaby”
MYy3UKe) U UpuipeMHy paspeg, Yuji je b A YIeHUKe O0CIIocody 3a pasyMe-
Bambe 3aXTeBa (POPMAAHOTI MY3MUKOTI LIIKOAOBama. 3aAaTaK OBOT IIPUCTYIIA je
AQ Ce TIyTeM ,BOheHOT caylama My3uKe” Aeli OMOryhu 1 oAakiua rnepientuja
»OCHOBHMX eAeMeHaTa My31uKe CTPYKTYpe, Kao LITO Cy: TEMIIO, ITyAC, My31UKa
¢dbopma, MeTpuuko rpynucate, pap ¢ moruBom” (ITerposuh u Ap., 2009: 165).
3HauajHa je mpenopykKa (aAu y Ipakcu He yBeK AaKO M3BOAMSMBA) AQ HACTABY
00aB»ajy ABa HACTABHMKA Y APy, OA KOjUX je jeAaH MUjaHuCTa.

ToBopehu o TpeTMaHy My3MYKMX CTMAOBA y HacTaBu coadeba, M. Kanaape-
Buh (2005) jeAHMM 0A Ba)KHUX MCXOAQ MY3M4YKe HACTaBe CMAaTpa pasyMeBatbe
MY3UYKOT A€Aa, KOje TIopeA MY3UuKe NMMCMEHOCTH NTOAPa3yMeBa U youaBaibe
[OBE3aHOCTY MY3MYKMX KOMIIOHEHTH, LIITO KOHAYHO Tpeda A2 AOBEAE AO ,,CTUACKU
KOopeKTHe MHTepnpeTtauuje” (cTp. 42). Ayropka HABOAM AQ ITPOLieC YIIO3HABabha
MY3MYKUX CTUAOBA Y HacTaBu coadeba (Beh y OMILI) He mopa Aa oACTyIIa OA
npepBubeHor nporpama. Haume, y HactaBu coadeba cy ,,lipumMepy 13 yMeTHUYKe
AUTEpaType BeoMa 3aCTYIIASEHN Ca PA3AMYMUTIM HaMeHaMa, Te O UM OCBPT Ha
CTUACKe 0pAMKe duaa caMo jour jeaHa” (Kanmaapesuh, 2005: 43).

Y3umajyhu y 0d3up HaBeaAeHO, IpuMeHa IprMepa YMeTHUIKE My31Ke Tpeda
Aa dyae npuaarobeHa mporpecuBHOM NoBehalby 3aXTeBa y pasy Ha AMKTaTMMa
y OMIIL IToyeTak papa ce 3aCHMBA Ha OIMakaby eAeMeHaTa 1 0OAMKa MY3UY-
KOT AeAa, AudepeHLpamby MHCTPYMeHaTa 1 M3BODauKMX cacTaBa, yIio3HaBamwby
pasAMYUTUX cTHAOBA M XaHpoBa (ITaan u mporpam, 2019), wTo y3 ycajamwe
eAeMeHaTa My31uKe IMMCMEeHOCTY, pa3Boja My3UUKOT CAyXa, ocehaja 3a puraM u
BEILTYHE CTBAPaba HOTHOT 3aIMCa IIPEACTaBAda A0OAp TeMed 32 AdbY HECMETaH
paA Ha MMCMEHUM AMKTaTHMa.
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4. 3BAKASPYYAK

Kopumhemwe pparmenara Kommnosuiyja yMeTHUYKe My3UKe 32 paA Ha AMKTaTUMA
y HacTaBu coadeba 3HaYajHO je KaKo y CMMCAY pa3Boja My3MUKMX CIIOCOOHOCTHU
Y BEIITYHA, TAKO M eCTETCKOT 0dpa3oBama yUeHKa U CTYAEHATa, IIOACTULIAka
npedepeHLja 32 YMETHUYKY BPEAHY MY3UKY ¥ 0OAMKOBamba MY3UUKOT YKY-
ca. Vako cy y IleHTpaAHOM A€Ay paAa IMPUKa3aHM MOCTYILY PUMeHeHN ca
crypeHTuma Qakyarera ymeTHOCTH y Huliry, HaraaieHa je TeXmwa Ad ce CAMYaH
npuHUuI Heryje Beh 0op camor nmovetka My3udkor odpasoBamwa y OMIIL Jepan
0A eAeMeHaTa papa y HacTaBu coadeha npema akTyeAHOM HaCTaBHOM IpOTpa-
MY jecTe CAyIIame My3MKe, IITO Ce MO>Ke MHTEPAKTVBHO II0BE3aTy Ca PAAOM
Ha AuKTaryuMa. Kako je To y mporpamy HaraaieHo, ,yTeMeseH CTaB O MY3ULIU
narpabyje ce moacTujambeM KPUTUYKOT MULIbEHA, PA3TOBOPOM U AUCKYCHjOM ",
IITO 3HATHO yTMYe HA ,€MOLMOHAAHY, UHTEAEKTYaAHU U €CTETCKM Pa3Boj yue-
Huka“. CAylIameM yMeTHIUYKY BpeAHEe MY3MKe, ,[IOACTUYE Ce Pa3BOj My3UYKOT
yKyca 1 moTpede 3a My3uKoM", unMe ce, u3Mebhy ocraaor, Heryje ,KBaAUTETHA
my3nuka nydanka“ (ITaan u mporpam, 2019). CBe HaBeA€HO HarAaiasa moTpedy
IPOMMUII/bEHE TIPUMeHe KOMITO3M1IMja YMETHUYKE My31Ke y HacTaBu coadeba, 3a
paA Ha CAyIIalby, aHAAU3Y, 3AMICUBAY AUKTATA, AU U U3BODewY (MHTOHMpAY)
jeAHOTAacHe U BuILerAacHe akType.
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THE PERCEPTION OF ART MUSIC THROUGH THE DICTATION IN SOLFEGGIO
TEACHING AS A FACTOR OF THE MUSICAL TASTE DEVELOPMENT

Summary

Contemporary solfeggio teaching is based on the interaction of perception and reproduction,
but experience shows that potentials of a musical dictation are not fully exploited. The paper
describes the procedures that have been successfully applied in the solfeggio teaching at the
Faculty of Arts in Ni$ for several years. That involves the use of sound recordings of the original
art music performances for musical dictation. In addition to the established requirements, the
observation of the form and character of the composition, the harmonic plan, the elements of artistic
interpretation, etc. are included. To play back soundtracks according to logical musical phrases,
we used the computer program Audacity which can be downloaded and used in the classroom for
free. The aim is to use the proposed method of work at the earlier stages of music education too,
with necessary adaptation of the requirements. In this way we can positively influence not only the
development of musical abilities in the narrow sense, but also the development of musical taste.

Key words: art music, solfeggio, musical dictation, ICT, musical taste.
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YAK 781.4:784.4 Kowiniana

YMETHMNYKA CTUAN3AUNJA BEAUKE YOYEYKE UT'PE
Y CBETAY OBPAAE IIECAMA OJ AEBOJKO MAAA N

EBA KAYPKNUHEA'Y MY3INYKOJ] APAMU KOILIITAHA
INETPA KOIbOBITRA!

Ap Mapko C. MuaenkoBuh
YHuuBepaurer y Humry

@akyareT ymeTHocT y Humry, Cpduja
lionheartmarko@gmail.com

Caxkerax

Pap npeACTaBs>a CBOjEBPCHY AOITYHY paAa MPeACTaB/o>eHOTr Ha HayuyHoM cKynt BAPT® 2016 1 3a0kpyKyje
KOPITyC (POAKAOPHIX MEAOAM)jA KOj€ je KOMIIOBUTOP 0OPaAMO Y CIIAETY ITEBAYKUX M UTPAYKMX MEAO-
AMja YBe3eHMX y My3U4KO TKMBO Beauke youeuxe uipe. CHaxxuy MOTUBCKY heAnjy u3 necme Aorecu,
mope, Mape, Komwouh excriaoaruiie 3a usrpaay ocam ctpoda Hose xopcke necMe Ojf geBojko mMaa,
npoduaniryhy MX KOMIIO3MLIMOHO-TEXHUYKY M OETCKYU AO HAjCUTHUjMX AeTama. OPUTMHAAHY MEAO-
Anjy iecme dp. 66 u3 3dupke Baapumupa Hopbhesuha Kowosuh opdatiyje, kopucrehn y ymeTHUUKO]
CTHAMBALIjY MEAOAVJCKO-PUTMIYKE IMITYACE ADPYTMX Ilecama 13 ucte 30upke. DoKyc papa ycMepeH
j€ Ha KOMITIO3UTOPOB OAHOC TIpeMa TEKCTY U U3PaskajHe KOMIIOHEHTE MEAOANjE, XapMOHMjE U pUTMA
KOje ce Y COAVICTUYKO] ,,CTAPUHCKO]” IlecMu EBa KaypKutpa TpaTe y KOMIIApaLyji ca BApUjAHTOM UCTO-
VIMeHe TTeCMe 113 KOMII03UTOPOBe 30upKe Moja 3emva. AOAATHY TEMATCKY U KapaKTePHI KOHTPACTU
yBeAeHMX IecMaMa Koje paa, odpabyje odorahyjy pasHOAMKOCT HapOAHOT criaeTa Beuke voueuke
uipe, ynyhyjyhu Ha canunocT ca MOKpamb4eBOM ApaMaTyprijoM COHATHOT LIMKAyca y PykoBeTma u
HEABOCMMCAEHVM YTVCKOM OPTaHCKE LIEAVHE AeAd OpUrMHaAHe (pOpMaAHe KOHLIENLje.

Kmyune peun: Kowosuh, Bearka qoueuka urpa, poAKAOp, MEAOAY)jA, XAaPMOHM)jA, PUTAM.

1. CTACKY KOHTEKCT MY3WYKE APAME KOIITAHA VI
KOMITO3UTOPOB OAHOC ITPEMA TPAAULIVIJIL
CPIICKA HALIUOHAAHA MY 3UKA

Cpiicka ymeriHu1Ka My3uKka Moye ce Hoguhu camo Ha 0CHOBU
cpiicke HapogHe my3uke. (Mokpamar, 1902: XVI)

Mysnuky apamy Kowitiana Hau nosHatu Kommnosurtop Ilerap Kowosuh
(1883-1970) 3aBpuyo je MOYETKOM YeTBpTe AelieHnje XX Beka, IpeLy3Huje

'Paa je HacTao y okBupy npojexta Orpanka CAHY y Huuy, Mysuuko nacaehe jyioucitioune Cpduje,
caspemMeHo CllBaparauinigo u odpasosamwe ykyca (0-10-17).
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1931. ropuHe?, y BpeMe Yy KOMe je eBpPOIICKa YMEeTHUYKAa MY3MKa Y CBOjOj
eBoAyLMju Beh yBeArKo d1aa ocBoj1Aa U GUKCHUpPaAQ YUTAB KOMIIAEKC CaBpeMe-
HMX XapPMOHCKIX CPeACTaBa ¥ KOMITO3MLIOHMX TeXHUKa. Paau ce o ocodeHom
MICTOPMjCKOM TPEHYTKY He CaMo eBPOIICKe, Beh 1 CpIICKe yMEeTHIYKe MY3UKe,
ca HM30M IIPOTUBPEYHOCTU U CYIPOTCTaBA>EHNX CTUACKUX TeHAeHIuja. [Tpema
cxBarawy Mysukoaora Karapune Tomaiesuh, ,,ipennsHo oppebemwe eTHUUKMX
rpaHuLa MojMa ‘CpIicKa My31Ka' IPBO je Y TPYIM MTama 10 KOjUMa Y AOCAAALLIBO]
MY3MKOAOIIIKO]j TPaKCy HYj€e YCIIOCTaBobEeH KOHCEH3YC . Y TOM CMIUCAY, HEOIIXOAHO
je caraeaaTy Be3y ca pOAHMM TAOM, QAU U ,YMTaB AaHAL| IUTatba Be3aH 32 €THNYKe
u reorpadcke rpanutie nojma’. [TorpedHo je aa ,ce y3ame y 003up KOMIO3UTOPOBO
AMYHO ocehare HallMOHAaAHE IPUITAAHOCTM... C 003MPOM Ha jyTOCAOBEHCTBO
Ka0 €THUYKY OAPEAHUL]Y, KQO M TAEAMIIITE AQ CY ,yCAeA MeDhyHalmoHaAHe U
MehyHapoapHe AMHaMUKe KpeTarba cTBapaAala’ CPIICKY MY3UKY pa3BUjaAu U
»KOMITO3UTOPY HECPIICKe HALIMOHAAHOCTI..., QAU U AQ Ce OHA Pa3BljaAa ,BaH CBOT
MaTu4yHor eTHo-reorpadckor mpocropa” (Tomasevic, 2003: 19-21). TTocaepw0j
rpymnu Komrosuropa npumnapa 1 Kowosuh, Koju cBoj papHU 1 CTBapaAauKy BeK
y epuoAy oa 1921-1939. ropnHe octBapyje y 3arpedy, satum Ocujexy, Criau-
Ty, HoBoM Capy, moHoBo 3arpedy, 13 uera 3akmyuyjeMo Aa je Kowitiana, Kao
MY3UYKU ITevar XM1BoTa jy>kHe Cpduje, A0OSpUM AeA0M d11Aa KOMIIOHOBaHA BaH
IpaHMLia CPIICKe Ap>KaBe Ipe yjeaumemwa (1918). Mebytum, odjekTuBaH cTaB
BpCHOT MeAorpada rnpema 3ByKY, TOHY, a OIleT AyOOKO MHTMMAaH OAHOC IIpeMa
TPaAULIjY, HAPOAHO] IecMu, TeMatuLi u atmochepu CraHkoBuheBe pApame
Kowmana, poBeau cy Bojsobannna, CpduHa, JyrocaoBeHa u kocmomnoauty IT.
Komwosuha A0 KOMIIOHOBata MOAEPHOT OIIEPCKOT A€AQ, Y CBETAY pa3Boja CpIICKe
(aAM M jyTOCAOBEHCKe) HAal[IOHAAHE MY3MUKe IIKOAE, YMETHOCTHU U KYATYpe
(Tomasevi¢, 2014: 73—-94). Ipema peunma K. TomaureBuh, cpricka mysuka Tor
A0da, ,CTUACKM TOAMBAAEHTHA, CATKaHA OA HEKOAMKO MOAM(OHMX IeHepaLjCKIX
Yl CTUACKMX TOKOBQ, M3A0’KEHA aBAaHTAaPAHUM YAQpMIMa MAAAVX ITOBPAaTHUKA U3
ITpara u 3a0KpeTOoM Ka TpapuLuju... [Apyrux] crBapaaana” (Tomasevi¢, 2003:
22), ocTBapyje 3Ha4YajHe pe3yATaTe y CyCTU3amy aKTYEeAHNX eBPOIICKMX TOKOBA.
Y TakBMM, CAOYKEHVIM MCTOPUjCKUM ycAoBMMa eroxe, Kowosuh ce cTBapasauxku
oIIpeAemyje 3a TPAAULIM)Y KO ITOAA3UILITE COIICTBEHOM MOCTYITHOM CTUACKOM
nyTy, Texkehn ocaBpememwnBamwy HacaeheHnx okBupa MokpamwueBor poda y
IpaBLy OCBajamba, I1a U MPOLIMPEHa N3PAXKAJHUX CPEACTABA IO3HOT POMaHTHU3Ma
€AeMEeHTMMA MITPECOHUCTUYKOT 1 eKCIIPECHOHUCTUYIKOT FOBOPA.

“Bep3uja KAQBMPCKOT U3BOAQ KOjU CMO KOPUCTHAM Y PaAy IITAMIIaHA je Y 13Aamby AP)KaBHOT M3AaBAYKOT
3aBoAa JyrocaaBuje 1946. ropMHe, AOK je OpKeCcTapCKa MapTUTypa u3Aambe YApyKetba KOMIIO3UTOpa
Cpduje us 1968. ropnse.
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2. MY3NYKO-APAMCKA KOHUEIIOUJA 1 YMETHNYKA
CTUANSAIMNJA BEAUKE YOYEYKE UI'PE

Beauka woueuka uipa MO3MLVIOHVPaHa je Kao GpMHAAHA, epeKTHA KyAMUHALMja
APYTe CAVIKE M AOHOCH CHa)KaH KOHTPACT IIPETXOAHOM PaCllOAOKelby M3a3BaHOM
YKQaAOOHOM OpUjeHTaAHOM IeCMOM byia MAaga, aAl ¥ IITUMYHIY C IOYeTKa
Tpehe canke xapa ce Crojau dyau (,3opa! Aau Beh! Hehy ja aan! Hby! Ycra wena
xohy”); XapMOHCKY TOK yCAOKHbaBa Ce OBA€ C Liyi/beM eKCIIPECHBHE TpaAuLivje 1
VIHTEH3MBMPaba My31M4KO-APAMCKOT TOKa. Beiuka woueyka uipa xao ,dareTcku
npusop” (IMepuunh: 1969: 180) odorahyje HapopHU amOujeHT onepe. OcuM Tora,
MpeACTaBAo>A MHTETPAAHM MY3UYKO-APaMCKHU A€0 OIlepe KOju He IIPEeKMAQ APaM-
CKY PaAmby, @ CacTOj! Ce U3 jeAHE COAMCTUYKE M YaK 0CaM MHCTPYMEHTAAHUX
Y1 XOPCKVIX HaPOAHMX IlecaMa M Urapa Kao AOTMYHO ITIOBE3aHVX HyMepa, Koje,
HApOYUTO OHe I03HaTe A0Mahoj jaBHOCTH, KOA CAYILAOLIA, Y KOHTEKCTY IOMMaba
MY3MYKOT CaAP’Kaja, M3a31Bajy MePLEMNLVjy HAPOAHOT KUBOTA, CAUKY AOKAaAHOT
koaoputa Crapor Bpamwa, HOTKpenseHy CMOOANYHO-aCOLMjaTUBHUM MHTEP-
BaAMMa 1 AecTBULIAMa GpoaKaopHOT odeaesxja. HapopHa cauka ce KommnaeTupa
ApaMcKky QYHKIMOHAAM30BaHUM BOKAAHMM HACTYNMMA — HUjaHCAaMa OOUYHOT
roBOpa M peYMTaTUBMMA KOj! YIIOTIYHYjy ONePCKY TEKCTYPY, KaO APYTU CAOj
CAOXKEHOT MY3UYKO-APaMCKOT TOKa.

Y nmucmy cBoM uelkoM npujatesy Xasadaau, Kowosuh HaBopu aa ce ,dpa-
3upame U 1jeo putaM Beauke Houeuke uipe UBBOAV CTAaKaTO Y CBUM MHCTPYMEH-
tuma” (MocycoBa, 2002: 70), BepoBaTHO 3d0T jaCHUje apTUKYAALMje My3UIKIX
MotuBa y dp3om Temiry. Tako Beh cam noverak Beauke yoyeuke uipe IpoOMOBUILIE
pUTaM Kao OCHOBHM CTUMYAYC MY3MUKOTI TOKa KOju BOAM Ka HU3Y GOAKAOPHNUX
MEAOAVjCKMX peAalija y IPeL3HO OCMUIIAEHOM PEAOCAEAY. Y CKAAAY ca
KOMITO3UTOPOBMM APaMaTypLIKUM IIPUHLUIIOM HEMPEKMAHOT pa3Boja paAlbe,
AOK MarmyHa My3MKa 1 Urpa yodeka nmokpehy AyiieBHa mpeBupama jyHaka Ha
clieHy, npe ceera MUTKeTa, y APYrOM MY3MUYKO-CLIEHCKOM CAO0jy Maraa u Map-
KO opBAave Xaum-ToMuHy maxkimy op ,Koimrane u youyeka”. Y MOMEHTY Kapa
Murtke, Takobe y mapAaHAY 3aTpakul 0A Yodeka ,beuitbe, jour deurrbe” nsBohetbe,
AOAQ3M AO CHa)KHe AMHaMM3alije 3ByKa: OpPKeCTapCKy KOPITyC dMBa MojayaH
KAQBMPOM U T'YAQUMMa, Te HOBO M3Aarame TeMe Iopea gaayTa AOHOCE capa
HajMCTaKHyTHje IpBe BUOAMHE U HajBUILA MEAOAMjCKA AHMja KAaBMpa. Bpcan
ornepcku kommnosurop, Ilerap Kowosuh je Bpao o00po 3Ha0 pa du coAnCTIYKM
peunTaTuBY OVIAM CYBUIIHM U IIOKBAPUAY CBEYKYITHM MY3UYKM U3Pa3 CLIEHCKOT
TPEeHyTKa IPasHUYHOT aMOMjeHTa — AOMMHAHTHE My3JKe KOja CAaBU >KMBOT.
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2.2. YmeTHnuKa cruausamuja necme Oj gesojko mara

3a TeKCT HOBe XOpCKe IecMe y3 npatiby opkecTpa Komwosuh je nckopucrtio me-
Aorpadcku 3amnuc ecme dp. 66 13 Beaeca, us 3dupxe B. Hophesuha, 3aaprkaiim
IO Y30pY CTMXOBHM 1lIeCTepal] U Ayradak CaApykaj OA ABaHaecT cTpoda ca, peKAn
SMCMO, MMHMMAAHMM M3MeHaMa:

Iecma ép. 66 us Beaeca Beauxa yoyeuka uipa

I: Oj, AeBojko Maaa, I: Oj AeBojkO Maaa,

IIITo Te Majka Kapa, LITO Te MajKa Kapa,

II: CBe Ha jepaHO A00a, II: CBe o jeaHO A0da,
CBe KaK Be4epyHa, CBe Kap Beuep MapHe,
III: CBe nmo meceunHa, III: CBe mo meceunHa.
CBe 110 AapAOBMHA? CBe 110 XAaAOBMHA.

IV: CBe kak BeuepuHa, IV: Kako Beuep mapHe
Cae 3apaau Tede, Cse 3apapu Tede,

V: Kara (cBaka) BeuepuHa, V: Kako Beuep mapHe,
OsBuu nperepyjel, OBLIM IIpeTepyjert!

VI: OBuu nporepyjer, VI: OBy nperepyijel,
Hwus pBOp momunyjer, HUT ABOp IIPOMUHYjell,
VII: Co jadoAKo BpAaii, VII: Jadykom ce dauau,
ITo beppan mu yApui, y bepaan me yapur.
VIIL: 'BepaaH oA3BeKyje, VIII: 'BepaaH nossexyje,
Ha majka xasyje, a MajLu Kasyje!

IX: Majka he He kapa, (Aana): IX: Majka he me he me xapa, od!
VI meHe u Tede, U MeHe U Tede, aeae!

X: "I meHe u Tede, X: Ul mene, u tede, od!
Cse 3apaau Tede, a cBe papu Tede, AeAe, 0d, aMaH,
XI: A HajBuiIe MeHe, XI: CBe 3apaay,

Cse 3apapu Tede. 3apaau! Tede!

YBHAOM Y ABa TEKCTA 3aKbydyjeMO A MHTepBeHLMje Koje YBOAY KOMIIO3UTOD
NPEACTaBA»ajy YTAQBHOM TEKCTYAAHO IpuaarohaBare y CKAaAy ca MAMIOMATCKOM
MaTepyjoM KOja OAAMKYje CTapOBPabaHCKU TOBOP. Y APYroj cTpodu 3aMereHe
Cy peun: ,Ha jeAHO A0da” y ,I10 jeAHO A0dQ’; ,KaK BedeprHa” y ,,KaA Beuep MapHe”; y
tpehoj ctpodu: ,Aap0BuHA” Y ,XAQAOBMHA; Y Y€TBPTOj CTPOdM: ,CBE KaK BeyepyHa
y »KaKo Beuep IapHe”; y 1eToj cTpodu: ,Kara BeuepuHa’ Y ,KaKo Bedyep MapHe”; y
1ecToj cTpodu: ,lpoTepyjelrr’ y ,,IpeTepyjeir’ ca AOTUMHUM 3aAP>KaBarbeM peut 113
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HpeTX0AHE CTpode, U ,HU3 ABOP IIOMUHYjell” Y ,HUT ABOP IIpoMuHYyjewr, Takohe de3
V3MeHe 3Hauema; Y CEAMOj CTpO(U, Ca BEPOBATHO HAjOUUTAEAHVUM MAMOMATCKIM
MOCTYTIKOM: ,,CO jadOAKO BpAal’ y ,jadykoM ce dauaiir” u ,,io hepaan” y .y bepaan”;
y ocMoj cTpodu: ,,0A3BeKyje” y ,1I03BeKyje” 300T pasyMmuBlje AVKLIVje MEAOCTHIXA
u ,Ha Majka’ y ,1a Majun’. V1 Aok je KowoBuh y IpeTXoAHOj ITecMu IpaBy HAPOAHU
CTBapaAall, OBAE je OUUTAEAHO BUIIE ,IIPEBOAMAAL] Ca MAKEAOHCKOT je3uka. Ho 'y
Kperpamy popMe 1MoKasyje ce Kao OpUrMHaAHM CcTBapaaal, Aeaehu necmy Oj ge-
BOJKO MaAa CKOPO NPOIOPLIMOHAAHO Ha TpU AeAa: 4+4+3 cTpode, Tae IToCAeAbU
A€0 YMHU KOAY; AOK IIPBA ABA 320KPY>KYjy KOHTPACTHI CPEAIbI A€O Y BUAY peUUTa-
TUBHE €IM30A€ C XOPCKOM MpaTwoM y mormorandu (3), TBopehy HecBakypalmby
TpoaeAHr 0dAMK (ada,) e3 MoAyAalHja, Ha TOHAAHO] TAATdOpMM OCHOBHOT E-aypa.
CHUMeTpUYHOCT TpOoAeAHOT 0dAMKa 24+16+24 Kowosuh HapyiraBa 08¥IMHOM KOAOM
(IX, X u XI ctpoda) ca CHO>KHOM XOPCKOM 1 COAUCTUYKOM IPaAaLijOM Koja 0CBaja,
uapacrajyhu y npaBo ¢prHase BOKaAHO-MHCTPYMeHTaAHe HapoAHe daHTasuje Beauke
yoyeuke uipe. 3a morpede puHaAHe AMHaMM3aLyje 1 rpasaumje, Kowosuh, mopea
AAKO YOU/SVBYIX MAVIOMATCKVIX MHTEPBEHLVjA YK/ioyUYje Y AEBETOj U AECETOj CTPO-
¢u HapouuTo BaxkHe npuriese ,,0d” 1 ,aeae”. DuHasHa jepaHaecTa cTpoda YHOCK
HajBehe 13MeHe: y3€T je caMO APYTU CTUX M3BOPHOT HAPOAHOT HalleBa I MOTMBCKUM
MOHAB/MAAbEM APYTe peun cTvxa usrpabeHa je rieaa crpoda.

OpuruHaAHOM MeAoAujoM niecMe Op. 66 u3 Hophesuhere 3dupke Kowosuh
HUje 3aA0BOMdAH U 3aTO je opdallyje, mpey3umajyhu Kao MOAeA, IPETXOAHO YC-
Ta/’eHy CUHKONVPAHy MEAOAMCKO-PUTMUYKY HOPMYAY U3 iecMe AoHecu, mope,
Mape, dyayhu pa 1oMe 3aBpIIaBajy CBU PEYEHNYHY CKAOTIOBY IIPETXOAHE ITeCMe
(Apyru ABOTaKT cBake peueHulile). CHa)KHa MOTUBCKa heAnja y HApOAHOM AyXy
HaMmeTHYyAa ce KowoBuhy kao mopecHa 3a 0dpaay 1 paspaay 1 'y OBOj iecMu, Te je
KomwoBuh excriaoaruie y usrpapmwy cBake cTpode, Bopehy pauyHa o SAMCKOCTU
ca HapoAHUM AyxoM. CTtude ce yTucax Aa je necma Aoxecu, mope, Mape y T0j
MepMU 3BYYHO YIIeYaTsVBa, A2 HapOBe3MBawe HoBe necMe Of geBojko Maid Kao
A TIPEACTaB»da TEK OAjEKe TPETXOAHE, MehyTUM paay ce caMo O CTBApaAAIKOM
MOCTYIIKY TEMATCKOT pa3Boja. VI AOK Cy y IPBOM AEAY TPOAEAA AQTe ABE MEAO-
AMjCKe BapujaHTe CTpode y ycAoBHOj MuKpodopMM aa a'a, "> pBa, ca CUAA3HUM
KBapTHVM VMHULVjaAHUM VIMITYACOM OA AOMMHAHTE 4Mjyl TOHOBYU IIPEACTAB,AjY
OCHOBY I'DaAbe, I APYTa, Ca 3aAprKaBarbeM IIOYETHOT MEAOAV)CKOT 3pHA Y3Aa3-
He BEAVIKE CEKYHAE 13 MEeAOAVjCKe GOpMYyA€e IPETXOAHE ITeCMe — Y U3MEEHO]
pernpusu mpeoBAaAaBa APyra BapyjaHTa, y YeMy HaAa3MIMO AQAEKY Be3dy ca
MPUMOPAMjAAHVM VHULIMjaAHMM MOTHMBOM BEAVIKe CEKYHAE U3 IiecMe dp. 66.

3OsHaka ' IIpeACTaBAda PASAMYNTOCT FAACOBHE (DAKType 1 IIEBAHOT TEKCTA'
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MebyTumM, yKOAUKO Y HaMepy Aa yTBPAUMO Moryhe y30pe IIocerHeMo 3a yBUAOM
y DopbesuheBy 3d0upKy Koja je ounraeano duaa HempecyiuHu u3Bop Komwosuhese
VIHCIVIpallyje, HeABOCMYCAEHO heMo YTBPAUTY CAMYHOCT Apyre BapujaHTe Komwo-
BuheBe necme ca HapopHOM urpom u3 Cxomma 8p. 19 u, jour dAuckuje, — recMom u3
Ituma dp. 107 y unjum MEAOAMjCKUM KOpaLiMa rpero3HajeMo MoTuBe rnecme Ojf
JeBojko MaAd, aAll Y HOBOj PUTMMIKOj CTUAM3ALUjU. Paayt ce 0 ayTOpOBOM 3aXBaTaky
ayTEHTUYHOT (OAKAOPA, CYCPETY U, PEKAY dMCMO, MarujCKOM AOAMPY CTBapaoLa
ca CMPOBUM HapOAHUM HaIleBUMa U CIIeLMPUIHOCTIIMA MEAOAV]CKIX eAEMEHATA,
KOj¥ BOAU AO TpaXKeHor n3pasa. Kowosuh ysnuma MOTHBe MIAY BIXOBE AEAOBE Kao
CUPOBHU y30paK, Kao heAuje Koje YMETHUUKOM CTUAM3ALMjOM TpaHChOpMULLE y
AVIYHM CTBapaAauKy M3pa3 BUCOKe YMETHINYKe BpeAHOCTU. KOHKpeTHe HapoaHe
HareBe KomwoBuh TeKCTyaAHO, MEAOAMCKY, A TIPE CBEra pUTMUYKU: Y TYACHPaby
HApOAHVX MIMITYACA UI'PAYKOT KapaKTepa, — Mpoduaniie A0 GUAUTPAHCKUX Ae-
Tasa, He yAamaBajyhu ce oA HAPOAHOT AyXa M 3pasa, @ KOMIO3ULIOHO-TeXHIYKY
Y1 IOETCKYU MHCUCTHPAjyhyl Ha KOMITAETHOCTU. VI3BOpHY BPCTY TakTa recme Op.
66 04 7/4 (2+2+3/4) xoMIi03UTOp Takobe HalyIlTa, 3aAp>KaBajyhi 11eCTOTaKTHY
My31uKy popmy cTpode u peaehn je Ha ABe TPOTAKTHe CTUXOBHe pevueHnte, pop-
MY PasAMYNUTY OA OPUTMHAAHOT HareBa. KowoBuh y31Ma ABOTAKT 13 IIPETXOAHE
necMe 6+2/8 ¥ IPOCTUM AenderbeM ra TPaHCPOpPMIULIE Y KBa3MPeUeHNYHY TPOTAKT:
3+3+2/8, dupajyhu, y ckaaay ca jeAHOCTaBHUjUIM CaAp>KajeM, Marbe KOMIIAMKO-
BaHy METPUKY HETOAU Y IIPETXOAHO]j necmu. KapakTepucTUYHUM pUTMUYKAM
aKL[EHTVMa, Ka0 FTAaBHMM KOHCTUTYEHTOM MY3MUYKOTI TOKA, HarAalaBa CMMCA0
TEKCTa, MAyhM y rpapaLiMOHMIM AYKOBMMA Ka 3aBpILIeTKY Beauke woueyke uipe Kojy
[Tepnunh A0XMBAdaBa Kao ,IIpaBy OPrujy 3ByKa 1 YCKOBUTAQHVX IIAECHUX PUT-
moBa” (ITepuuuh, 1968: 180). Y ctpoduunom msaaramwy necme Oj gesojko maia,
CIIpOBeAEHa je rpajalinja dojapucarmeM y XOpcKuM raacoBuma. CHpoBY jeAHOCTaB-
HOCT 11 paKTypHY LIKPTOCT NpBE IIECTOTAKTHE (Ppase Kojy 0YeKMBAHO, CAarAACHO
nuTamwy ynyheHom AeBojuy, n3Boau myiky xop (1. 10/K1-5/Q1), odojuhe y pApyroj
crpodu yBobeme aaToBa y Tporaac. Tpeha crpoda pA0HOCHK IpapaliiOHO KpeTatbe
Ka ,BMCOKOj” 3BYYHOCTH M3daliBambeM dacoBa I AOAABAEM COIPaHa Y IPBOM
CTUXY, AOK APYTY CTUX U3BOAV CAMO ABOTAAC >KEHCKMX raacoBa. YeTBpTa cTpoda
AOHOCY HOBU BOKaAHM TeMOP y TPOTAacCy YHYTpPaLIbMX FAACOBa: IPBOT U APYTOT
TeHopa 1 aATa. CIipoBeAeHY XOPCKY IPYHLMII yITyhyje He Ha eKCIiepyMeHTHICatbe
Beh Ha curypHO BAapare XOPCKMM TEMOPOM, KOjii OA TIPBE AO TOCAEAE CTpode
YMHY 3BYYHY IIOAAOTY APAMCKMM MTAPAQHAO AMjaAO3MIMa IPOTArOHMCTA Ha CLIEHN,
y KOHTMHUYMPAHOM APAMCKOM TOKY Y APYTOM CAOjy orepckor TkuBa. Konrpactau
CPEeAMILIbY A0 Y MeTpUIKOj myAcauuju 13/8 (Moderatoassai) npexupa nsBobetbe
necme, YmHehy peunTaTvBHY OAAOMAK COAVCTUYKUX AMjAAOTa, AOK Y XOPCKOj
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mormorando TexHuLy, ,C U3pa3oM PAAOCHOT O4YeKMBarmba Ha dorary roady” Koa
Xaim-Tome, mpoBejaBajy MOTIBY IpeKuHyTe riecMe. [TeTy cTpody (npuxasany y
npumepy 18) U3BoAM 4€TBOPOTAACHU XOP daca, IPBOT K APYTOT TEHOPA U aATa, AOK
1ecTa cTpoda AOHOCY CHa)KHY 3BYUHY MOHYMEHTAAHOCT CEAMOTAACHOT XOPCKOT
TeMOpa MOAESEHNX SKEHCKUX M MYLIKMX raacoBa. CepMa 1 ocMa cTpoda AoOHOCe
VIAGHTUYHE QaKType Kao MPeTX0AHe ABe, TBopehn u3BecHy MuKpodopmy aa,a'a’,.*

HeodnuHa AnjaToHCKa jeAHOCTAaBHOCT MeAOAMje 000jeHa je Y XapMOHCKOj Bep-
TUKaAM IIpBe CTPOde AMHAMUYHVM AOMMHAHTHMM CENTaKOPAAAHMM CKAOIIOBMMA
KOj/Ma [TOYMIbY CTUXOBHE KBas3upeueHule. I/l AOK IIpBy peyeHu1y YMHY Bap/oUBU
XapMOHCKM 08pT, TA€ VI MOAAYPCKU CTyIamh YMHM TEK AOTMYHY Be3y Ca HOBUM
CTUXOM, Y APyroj pedernuy odpt D7 — Il ykasyje Ha GyHKLMOHAAHY peAaTUBU3ALIU]Y
MOAQAHOT IPUCTYTA U POAKAOPHOT HauMHa MHUIIseha. OTBOPEHOM KaAEHLOM
II - TII°, — D°, xommosuTop usderapa 3aCToj My3UYKOT TOKa yBopehu y anHa-
MUYHUjy APYTY cTpody. Kao dutaH eAeMeHT XapMOHCKOT M3pa3a OBAE HAAA3/IMO
akopa, d’5, Koju MaKo AuileH GyHKUMOHAAHOT HaroHa, SyAyhu nHTeprioArpan
usMehy ABe TOHMKe Ha cCaMMM IOYellIMa CTMXOBHUX KBasupeyeHu1a: IpBe ca
MAAraAHOM, APYyTe Ca ayTEHTMYHOM KaA€HIIOM, IMa HEABOCMMUCAEHY AOMUHAHTHY
oapebeHocT. Aok je Tpeha cTpoda MEAOAMjCKY M XapMOHCKY KOHLIMITVIPaHa Kao
IIPBa, Y YeTBPTOj HAAA3MMO, PEKAU OMCMO, IIKOACKH TIPUMEP POMaHTUYAPCKOT
XapMOHCKOT Bapupamwa. MoaaaHO dojerbe y 0da CTyXa I0jayaHo je MOTEHLpabeM
yaore VI cTynmwa y MHULIMJaAHOM XapMOHCKOM Pa3BOjy Ca CIIOPEAHMM CTYIIbeBMMa:
VI —1I°, — VII* - VI, y3 npepactatbe akoppa VII* y opyrom ctuxy y VII'’, Aok je
ayTEeHTUYHUM KaA€eHLMpPambeM 0de PedeHNLe 3aAP’KaHa jacHa TOHAAHA LIEHTPAaAK-
30BaHOCT. XapMOHCKO MUIILbetbe HajaBseHo akoppaoM d75, y Apyroj ctpodu npsor
AeAa KOMITO3UTOp pa3pabyje y u3MemeHoj pernpusy, Kpo3 MeTy, LIeCTY, CEAMY U
ocMy cTpody, y3 HE3HATHO XapMOHCKO Bapyparbe, ITO Y OKPY’Keky TEPLIHOT Ha-
4IHA TEKCTYPHE U3rPaAtbe puBAauK mocedHy naxiy. Kowosnheso kopuinhere
CEKYHAHOT BEPTUKAAHOT (aKTOpa, Kao jeAHOT OA 3BYYHMX KBAAUTETA aKyCTUYHE
MPENo3HATAUBOCTY, BEPOBATHO je TOBE3aHO Ca IIPEBAaroM APyre MEAOAMjCKe Ba-
pyjaHTe cTpode Kapa CeKyHAHA BOKaAHa AMHEAPHOCT ,IPOM3BOAM” Ca3Byyja ca
UCTAaKHYTUM CEKYHAHIM OAHOCHMA: a—Xa, e—¢uc. Papu ce 0 ,,ceKyHAHO 0dojeHnM”
AKOPAMMA HaroBelTEeHOT KBUHTHOT HauMHa M3TPaAtbe y IPBUM TaKTOBMMA CBUX
ocaM CTMXOBa HaBeAeHMX cTpoda. Mebytum, nsrpasmwa akoppa a — xa — e — guc,
Yy KOHTEKCTY TPaAMLIMIOHAAHE XapMOHUje, UMIIAMLIIpa pUI'ypaTMBHO Ca3Byyje
D?y E-Aypy, ca HepaspelleHOM 3aAP)KULIOM KBUHTE Yy KBapTy, — TyMauyele Koje
A0dMja Ha CHa3M y3MeMO AM Y 003Mp HberoBo, BeomMa OUTHO paspeliewe y T nan

*(O3Haka ’ MpeACTaB»a PASAMYUTOCT IIEBAHOT TEKCTA.
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YMbEHNLIY AQ je Ha KOPECIIOAEHTHIM MECTMMa APYTe CTpode 13 IIPBOT AeAQ TPOAEAQ
xopyithen d’5,, — akopa, de3 Bohutie kojy Komwosuh y 0da cay4aja nsderasa, Texxehu
Ka [TAQraAHOCTY XapMOHCKMX 0dpTa 11 OTKAOHY OA TOHaAHe rpaBuTauyje. Ho, mwerosa
CTPYKTYpPHa CAMOCTAaAHOCT aHAAUTUYKY yIyhyje Ka MOAepHUM KOAOPUCTUYKUM
pellebrMa 0dpTaja 4eTBOPO3BYYHOT KBMHTHOT aKOPAQ Y 0dpTajy: a—e—xa—duc, rae
cyOAOMMHAHTHY OacOB TOH y OpKecTpy 1 mokpert I — IV y 8acoBoj BOKaAHOj AeOHMIM
HaroBelITaBajy akopA CydaoMuHaHTHe dyHKumje: S°5,. 3anpaBo, 300T M30CTaHKa
OYMI'AEAHOT HaCAOjaBaba jeAHe MHTEPBAACKE BPCTE, OCTaje AO Kpaja HEAOPEYEHO
A AV Ce PaAM O KBUHTHOM MAM MOXKAQ KBAPTHOM HauMHY U3rpaptbe: pric—xa—e—a,
y3umajyhu y 083up 4eTBopo3ByK Il cTymba ca KBApTOM yMECTO KBUHTE: Y IPBOM
0dpTajy. OnmcaHo aKOPACKO TyMaueke Aoduja Ha CHa3M YKOAMKO pasMOTPUMO
HeKe OA HeroBUX I10jaBa Y CTPOrOM YeTBOPOTAACHOM XOPCKOM CTaBy de3 OpKecTpa
ca dacoBuM TOHOM ¢uc. [TaxKiby IpUBAAUY UMHbEHNIIA AQ 08€e ITOCTABKE 3aCTYIajy
TAEAMIIITE O aKOPAY cydpoMMHaHTHe GyHKIMje! KapakTepucTiyaH je cAy4aj rmojaBe
axopaa II4, ca ,mpemeniramem” CenTUMe y dacoB TOH, Y TOAYKaAEHIIAMA MPBUX
cTmxoBa 1ecte 1 ocMe crpode. HoBu 0dpTaj ,Heyrpaanor” akopaa (Mosusova, 1971:
159) HacTao je, BepoBaTHO, 300r popMupara KAQCUYHOT KaAEHLIMjaAHOT KpeTarba
dacal -V, ca paspeuietbem y I11°, AOK APYTY CTUXOBM IOMEHYTUX CTPOdA, KAAEHLI-
pajyhu naaraaHo, 3a0Kpy»Kyjy KBasueprMoAndHy LeArHy. C 0031poM Ha M3MereH!
0dpTaj aKOpPAQ, Merba Ce Y AHAAUTUYKY YTHCAK, T€ VICTO Ca3BYyyje, Y3eBIIU Y 003Up
TIPETXOAHM TOHIYHM aKOPA, Caad AeAyje Kao T°4.. Y HaBeaeHoM paay, Mocycosa
HaBOAM AQ CaM KOMIIO3MTOP OBaKBe U CAYHE aKOPAE Ha3MBa ,HEYTPAAHMM , IUTO
CaAa, caraeAaBajyhu TeK y>K1, yCAOBAEH MY3UYKYM KOHTEKCTOM, CIIEKTAp HIXOBOT
TyMauera U IIOTEHLWjaAHY TOAVBAAEHTHOCT HVIXOBOT KPETarba, T0CTaje allCOAYTHO
OIIPaBAQHO. 380T PEeBAACTU U 3BYYHE AOMMHALIMje OCOOEHOCTY CEKYHAHE, AU U
KBVHTHE 3ByYHOCTH apPTUKYAQL[IOHO HarAallleHOT aKOpAa: a—e, Xa—dyc, MOkeMo ra
300T rpaAVIBHYUX OKBMPA HarAQIleHVIX ITPAa3HUX KBUHTA CYOAOMMHAHTE I AOMVHAHTE
CXBAaTUTU KAaO PYAVMMEHTAPHY HEMTOTITYHM KYMYAYC, Tj. KBUHTHU CIT0j KMHETUYKMX
¢dyHKUMja CyOAOMMHAHTE I AOMMHAHTE CYIIPOTCTaBA>EH OKPYKYjyhoj ToHMIM.
Ho, omycana akopACKa BUIIIECMICAEHOCT He OTe)KaBa IepPLENLjy HeodIHe eMo-
LIIOHaAHE V3Pa’KajHOCTY MOTEHLIMPAHMX CEKYHAHNX 80ja, AOAATHO ITOTLIPTaHMX
HarAallaBamkeM CUMYATAHMX CEKYHAQ Y HajBHUILIEM OPKeCTapCKOM raacy (e—duc)
nopeseHux daayTa y retoj 1 ceAMoj cTpodu, nojayaHux nopeseHnM odoama
Y KAQPMHETVMA U COIIPAHCKMM BOKAAMMA Y LIIECTOj ¥ OCMOj CTPOdU, Y CMUCAY
XapPMOHCKOT KOAOPUCTUYKOT HUjaHCUpatba MUKpodopMe aa,aa,. Mako je cexyHaa
IIPY CUMYATQHO] [10jaBU TPAAMLIMOHAAHO CMATPaHa ,HEXapMOHMYHUM~ AVICOHAHT-
HVM MHTEPBAAOM, KOjI ,[IPOM3BOAY U YTUCAK TPEHha... ABA CYyCEAHA TOHA [Koju Ce]
HEIOCPEeAHO AOAMPYjY” — vAm 1o u3pasy J. Tjyauna "Hacaamajy’ jeaaH Ha Apyror”
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(Maseap, 1972: 110), — HoBM xapMoHcKU TpeTMaH KowoBrheBe BepTukaae y cyre-
CTMBHOCTY CEKYHAHMX 3BYYHOCTH IIPEACTaBAdA 3BYUHI AOKMBAAj O€3 IIOTEHLIMAAHO
OYeKVBaHe 3ByYHe HAIleTOCTY jep IPOou3Aasy 13 GOAKAOPHOT KOpeHa, cappkehn
YMETHUYKY MA€jy OITOHAIIakha HAPOAHOT IeBamba. AaAeKy CAMYHOCT HAAa3MMO Y
xomnosuuuju Ad libitum C. Citiojkosa, TA€ ayTOp 110 TBPAY MY3UYKOT TEOPETHYapa
Aannjeae CrojaHoBuh ,u3 mpedorare MEAOAVKeE, PUTMIKE 1 AQTEHTHE XapMOHMje
HapOAHe IlecMe, Ha CBOj OPUI'MIHAAAH HAuVH LjpIle CBaKM TOHCKM MOTUB U IIpUAQje
MY IOCEJHY Ba’KHOCT, KAaKO Y XOPM3OHTAAHOj, TAKO U Y BEPTUKAAHOj OpraHu3aLyju
¢dboakaopHOr MaTepujard’ y3 MECTUMUYHO 0dpa30Bame ,,CEKYHAHUX KAacTepa”
(Crojanosuh, 2013: 329-330). ITpeTXOAHO IOMEHYTa CEKYHAHA Ca3Byyja Y CTPYK-
TYPHMM AVHMjaMa IIPBOT U APYTOT COIPaHa, Kao MPUPOAAH eAeMeHT (poAKAOpa U
apxan4HOT (OAKAOPHOT KOAEKTVBHOT TI€Batha, II0ABAAUE HAPOAHU U3Pas, AOTIPU-
Hocehy HOBOj eHepruju recMme. Y IocAeArbe TpU CTpode rpajsaliiija pacTe jep mopea,
OCMOTAACHOT XOpa ITOAEAEHNX TAACOBA Y TakTy 3/8 Temna Prestissinmo, orepcKy
TEKCTYPY AOITYIbYj€ ¥ COAUCTUYKM TAAC, AOK HEOOUYHOM IPU3BYKY AOIIPMHOCK
»ADKHI TTETO3BYK AOMUHAHTVHE AOMMHAHTE Ca KOAOPMCTUYKOM HOHOM Y dacy.
HapoaHy cArKy nojayaBa ayrMeHTVPpaHU CMAQOMYHM IPYHLIMII TPajatba CAOra Kpo3
L|€0 TaKT ¥ CAOOOAHM MUTALIMOHM MTPUCTYII COAO TAACa IIpeMa XOPY Ha pacTojarby
0A ABa TakTa y popTucumMo AMHaMuLy, yuMe ¢ppasa HapacTa AO OCMOTAKTHE, ca
npunesuma ,0¢; ,aeae” 1 nveckoM. HakoH ncuxoaotike nayse Proza dramatica,
KOMITIO3UTOP YK/AYUyje XOpCKe Y3BUKe ,,0(” U ,,aMaH” Ha OPKECTapCKOj IIPaTbU Y
Tpajamy 0A 20 TAKTOBA, KOjU Kao ITpeAas YBOAE Y AVHAMUYHY, eDeKTHY jeaaHaecTy
crpody necme Oj gesojko maira. Tlocaeprba cTpoda, Kao enmAor rnecMme U Lieae
Youeuke uipe, UICTIpEKAQHA APAMaTYPIIKMM Iay3ama (4aK YeTUpU MyTa) Y Ly
OpUAAHTHOT 3aBPIIETKA U IOABAQUYEHA 11 KOMIIAETHOT MY3MYKO-APaMaTyPLIKOT
AOXKIB/AbAja, IPEACTaBda KYAMMHALIMjY. XapMOHCKA KOMIIOHEHTa AeBeTe U AeceTe
cTpode 3acHOBaHa je HA AOMMHAHTHOM TPO3BYKY U YeTBOPO3BYKY, 11 Cpepy AOMU-
HaHTVHe AOMMHaHTe Kao odjeantbyjyhem dakTopy ocMoTakTHUX pasa. AOMUHAHTHA
IpeBAACT podUANCaHA je AYTVIM TPajalbeM aKOpAA TAaBHE QPYHKLIMje 1 ayTeHTUY-
HUM 0OPTUMa AOMUHAHTMHE AOMMHAHTE U HeHOT 3aMeHMKa Ca ,[IpUBpeMeHoM”
TOHVIKOM. 3aBpIlIHa CTpoda je aK AUjaTOHCKA, PYHKIIMOHAAHO jaCHO yTeMeseHa Y
TAQBHMM aKOPACKVM CTYITHEBMMA, TA€ CE€ HAKOH ABa Bap/yBa XapMOHCKa 00pTa,
Ayra GyHKUMOHaAHa HarleTocT D7 paspelaBa y TOHUYHY CTaOMAHOCT.
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2.3. YMeTHUYKaA cTUAU3anuja necme EBa kaypkumwa

Mysuuka matepuja Ese kaypkurwe IpeACTaBmda U3PA3UTU KOHTPACT TOTOBO
CBJIM HapOAHUM MeAoAUjaMa Beuke Hoyeyke uipe Koja ce CTUILABA, AOK Y0oueL
0AMapajy cayuajyhu coauctuuxy Hymepy. Papu ce o CaaueToBoj ,CTApUHCKOj”
MeCMU y AaraHOM TeMITy KOja AOAa3M Kao pe3yATaT KOHKpeTHe MUTKIMHe Hapyll-
dune. KoMnosurop ¢ Apamarypuikor acrekra MUTKETOBOT 3aXTeBa ,,CTAPUHCKe”
necMe, Koja Oy ra BpaTAa y MAAAOCT, O)KMB/A»ABA HAPOAHY ITECMY Ca TYPCKUM
yTULajeM, LITO je OUUTAEAHO 13 CAMOT HacAOBa — EBa kaypxurmwa. Haume, TepMuH
»KaypuH’, ,KaypKuiba” IpPeACTaBMda MOTPAAH TYPCKYM Ha3MB 32 HEMYCAVIMAHE,
xpuurhate (Byjakauja, 1980: 246). Byayhu jeaurom coanctuukom Hymepom Caa-
Ye y oIepu, ,CTapMHCKA” IeCMa je, ApaMCKU AOTMYHO, MA€AAHA 3a M3BoDhebe 0p
cTpaHe cTape L{uranke Koja jy je y MAapOCTHM 13BOAMAQ. Takohe, KoMoO3UTOpPOB
n3dop necme, Aokauujcku u3 ctape Cpduje, aliCOAYTHO je ONpaBAaH Y CMUCAY
OPMjEeHTAaAHMX MY3MUKMX PELMAMBA TYPCKOT ITOpPEKAa. 3arpaBo, TEKCTYaAHU
IAQH HapOAHe MecMe uMnaAuyypahe Ha My3UuKOM NAaHy U380p U3pakajHe
BPEAHOCTHU crieliupuyiHe, OpujeHTaAHe KOHCTPYKLMje M KOAOPUTA OAAKAHCKOT
MOAQ Y IPOXXMMatby, IPENANUTalbY ca AUAMjCKO-MUKCOAVAMjCKOM apXaudyHOM
aypoM, A€CTBUYHMX TUIIOBA KOjU CaMU IO CedU MOTY CUMOOAM30BATY AOKAAHU
KOAOPUT. Y CAMYHOM KOHTEKCTY, youaBajyhu y komnosunuju Pakarka CtojaHa
CrojkoBa ,IpPUCYCTBO OpMjeHTaAu3Ma Y POAKAOPHOM LIUTATY (Y BUAY IIPEKO-
MepHe CeKYHAe U MeAoAMjcKe opHaMeHTHKe) , A. CrojaHoBMh MX caraepaaBa Kao
»HacaeAHM GaKTOp U3 MPOIIAOCTU MOA yTuLigjeM VcToKa, Tj. kao Beh ycrameH
TpapuLmoHaaHu eaemeHT” (CTojaHoBMh, 2015: 360).

OunraepHo pa Kowosuh Huje y moTnyHOCTU 8110 3aA0BOSAH OCHOBHOM
BapujaHTOM necMe Esa kaypkura u3 30upke Moja 3emba, jep KoMIapaLujom
anocTpodrpaHoOr MOAeAa Kao y3opa U KoHauHe ¢popMe necMme y Kowtitianu
yrBphyjemMo HU3 prAUTrpaHCKUX U3MeHA, Kao AQ je ayTOp TEXMO Aa IECMMU ITO-
APV AOAQTHY COAUCTUYKY OAMCTABOCT, LipTe KOHLIepTaHTHOCTU Y CaaueTOBOM
M3Aaramy MpeA yCTpenTaAoM mySAUKoM. Y opHocy Ha KowoBuhes paHuje mo-
CTaB/»oEHM MOAEA COAO MeCMe Ca KAABMPCKOM IIPAaTHOM, CaAQd je TlecMa 3HA4ajHO
MpolIMpeHa, BepOBaTHO y Moy AMHaMM3allMje BheHOT APaMCKOT ITOTeHLIMjaAa,
aAu U peAoBama Ha AuKoBe. C 0031pOM Ha TO AQ peMa HEKMM ayTopyuMa caMa
yMeTHMYKa TpaHcrno3uuyja ¢poakaopa y Mojoj 3embu BOAU ,IpeMa yTeMenre-
HOM MOAEPHU3MY YMETHNYKO-(POAKAOPHE MOETHKe, Y BOKaAHOj aupuun” (Cre-
¢danosuh, 1997: 359), HoBa TpaHCIO3M1Mja YKa3yje Ha peMHTepIIpeTHpabe
($hoAKAOpHE TTOeTHKe, HOBY, BULLY (a3y CTUAM3ALMje OIIAeMebEeHY APAMCKUM
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cTBapaAauykuM ummnyacuma. KowoBuh y TeKCTY BpIIM MMHUMAAHY AOTUYKY
VIHTEepBEHLMjy yBohemwa peunt ,3a1UTo” yMeCTO ,,KaK0', HE3HaTHO M3MEHVBIIN
3Hayere Ka GopMM NUTamba—IMPeKopa, aAl 3aAp>KaBajyhu puTaM CUMETPUYHOT
ocmepua. Ilpomena Temmna us Molto sostenuto e largo y Adagio ycaoBuAa je mak
M3BECHY ayTMEHTUPAHOCT ITOYeTKA IleCMe M HaCTaHaK ABa TakTa 13 jepHor. [1o-
peA MambyX PUTMUYKYX M3MEHA Y PUTMUYKOM YjeAHauaBamwy U Mpoduacamwy
MeAM3MaTUYHUX yKpaca (T. 2, 4, 8 mecme), yBohemwa nmyHKTyaAusauuje (T. 6)
uAM ,Opucama’ nayse (T. 8), HApOUUTO Ce UCTUYY MMPOAY)KEHA TPajarba CBAKOT
4eTBPTOT CAOTa IecMe. 3a uapaay npsor meaoctuxa Kowosuh opdaiyje npsuy,
y3umajyhu Apyru ABoTakT necme us Moje 3embe, BepoOBaTHO IpeTeHAYjyhu Ka
VICTUIIAlby HajBUINIET TOHA e,. 3a popMupame APyror MeAoCTMXa KOMOUHYje
IIPBY TaKT TIOCAEAIET, — YETBPTOT U APYTM TaKT Tpeher ABOTaKTa, AOK 3a Ba-
pPUPaHO MOHOB/ASEHM MEAOCTHX KOPUCTH CAMO TEMAaTH3aM ITOCAEAET ABOTAKTA,
rpapehn y 30upy pedenundny cTpykTypy Tuma a o d,. OBakBa paspasa AOBOAU
AO IIPOMeHe OCHOBHe GpopMe 1ecMe: OA ABOAeAHe U3 Moje 3eMbe Ka TPOAEAHO)
u3 Kowitiane. CTaTU4HU IPU30P MOETCKe CAMKe Kojy KowoBuh Meaoaujcku
AOTIEBABa, AOCAMKABA, usrpabeH je y TpoAeAHOM SUTEMaTCKOM OOAUKY ABO-
CTVIXa BapMPaHMUM IIOHABA>ABEM APYTOT MEAOCTHXA, CA KOAOM KOja AOHOCH
HEOOMYHO 320KpYKerbe MeAOCTpode MOHABASAbEM TEKCTA IIPBOI MEAOCTHXA,
VHTeH3MBMpajyhy ekcripecujy 1 XapMOHCKHM YTHUCAK ,HapOAHOI” 3aBpIlIeTKa Ha
AoMyHaHTU. [IpBa M3MeHa Ha peAaljy KAQBMPCKOT ITapTa X OPKeCTpa, Kao
TPaAULIMOHAAHMX TYMaya IOEeTCKO-APaMCKe aTMocdepe, OrAeAa ce y TEMaTCKOM
U XapMOHCKOM I10jeAHOCTaB/bebY YBOAQ, jep, ApaMaTypILIKY, OllepcKa Bep3uja
necMme uspacra s Beauke woyeuke uipe i CAOXXeHMjU YBOA O OO CyBUILIAH.
3HavajHa M3MeHAa KOjy AOHOCK OpKecTapcka (paKTypa OTAeAa Ce Y ApaMaTypLIKU
npedubeHO OCMUILIASEHOj AyTOPOBOj OCTUHATHOj GOPMYyAM Ha3HAYEHOT TOHUY-
HOT ITeAaAQ CPEeAIber OPKEeCTAPCKOT rAaca ca IOAEAOM YETBPTUHCKE jeAVHMULIE
dpojama Ha MUKPOTPOAEA KapaKTEPUCTUYHOT UTPAYKOT PUTMA, U ACOLIVPAHOM
nyHkTyaAHomhy J) .., IIT0 AOTIPMHOCH MOBUIIIEHOj APAMCKOj AVHAMUYHOCTY
VI CBEYKYITHOj aTMOCdepy apXxandHOCTM u3pasa. MehyTum, BpcCHOM Apamarypry
IT. KowoBuhy To Kao pAa Huje AOBOAHO, U 3aTO BoheH BpxyHcKUM ocehajem 3a
KOMITAEKCHOCT MY3MYKO-APAMCKOT /3pa3a, OMMCaHY, CPa3MePHO jeAHOCTaBHY
MOETCKY KOHCTPYKLMjY, Haarpabyje peunTaTMBHUM KOMEHTapUMa AUKOBa KOju
IOITYT TaAaca AOTIPMHOCE MHTEH3VUBUPalby APaMcKe pesedHOCTY pusopa.
[Tocmarpajyhu raodaany popmy cauke, y apaby oBe enmsope npenosHajeMo
KOHTYPe jeAHOT AaraHOT CTaBa 13 COHATHOT LiUKAyca. Cappikaj TeKCTa CUMOOANYHO
UAYCTpYje IpU30p KaypKUibe Koja karbe 0 BpyhuHY, AOK je cama IICMX0AOr1ja
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TEKCTa YCAOBMAA Y MEAOAMjCKOM LIPTEXY AMHAaMM4YaH U3AuB ocehajHocTn
IIVMPOKOT AaXa ¥ aMOUTYyCa HOHe. AVHaMMYHOCT MEAOAYj€e, lheHa CAVIBEHOCT
Y HIMPOKU AQX OCHOBHE CY, IPENO3HATA»MUBE KaPAKTEPUCTUKE MEAOAVjCKOT
TUIIA y KOjeM, reHepaAHO, Muaoje MuaojeBuh BuAY Be3y HApOAHOT IleBava ca
MPUPOAOM U MHTEHLjy AQ IOMEHYTMM KOMIIOHEHTaMa MEAOAVjCKOT LIpTeXKa
»IITO AyOme 3apoHu y duha oKo cede U IITO AVPEKTHIje M3HeCe CAAP)KMHY CBOje
ayiie” (Muaojesuh, 1933: 147).

MeAoANjCKO je3rpo IiecMe NMPeACTaBoajy TOHOBY AYPCKOT, OAHOCHO MOACKOT
TPO3BYKa Ka0 KOHCTUTYEHTHU Ha KOj/Ma Ce 3aCHMBA IIPEAVBAbe MEAOAU)jCKUX
1apa, LITO FOBOPU O MOpeKAy GPOAKAOPHOT cAoja MAaaber poaryma, koju Ou, y
kareropusauuju A. AeBuha, HacTaAoj Ha OCHOBY UCTpakuBama J. LiBujuha, cBp-
CTAAU Y ,lTIeCMe TPAACKOT CTHAA Ca CTPAHUM 0OeAEXjeM, TYPCKO-UCTOYHAYKIM
uAU opujeHTaAHUM yTuLajeM” (AeBuh, 1997: 219). Y MeAnsMaTuLM COAUCTUYKE
MeAOANj€e Y YAO3U NTPEKOMEPHEe CEKYHAE HaAa3MMO OAVICKOCT Ca OPMjeHTaA-
HUM TIOPEKAOM U MPU3BYKOM (POAKAOPHE OpUjeHTaLuje, LIITO CTBApa 0COdeHM
3BYYHM KOAOPUT U aTMOCPEPY, YeMY AOTIPMHOCU MaKap ¥ pUIrypaTMBHO IOT-
L[pTaBambe TPUTOHYCHOT OAHOCA ITpeMa GMHAAUCY.AOAATHY OPUjeHTaAHY OCO-
deHOCT MpeACTaB»da AAKO NpedaliBabe MEAOAVj€E 13 HYDKE Y BULILY MEAOAMjCKY
cdepy, a ,CAUBEHO HI3aE TOHOBA, KAKO TO M1AojeBuh ompaBaaHO HaBOAY,
»VICTOUAYKY je KapaKTePUCTUKYM... [aAH] je KapaKTEPUCTUKYM U CAOBEHCKOT
Meaoca” (Muaojesuh, 1933: 146). 3anpaBo cy ,MeA0AUjCKe 0OCOdMHE CBAKOT Ha-
IIeBa Y CKAAAY CYy ca 0COdMHaMa HapOAHE MEAOANjE... IbIXOB aMOUTYC je KBUHTA,
1y CBOM pa3BHUjalby MMajy IOCTYIIHE CEKYHAHE TIOKpeTe ca OAaroM CUAA3HOM
TeH3MjoM npeMa paspeliaBajyhem puHaancy Ha kapenuama” (CrojanoBuh,
2014: 213). TpapAuLIMOHAAHM TTapaMeTap TOHCKOT poaa — III cTymamw opAMKyje
(bAEKCHOMAHOCT KOja BOAY Y AECTBUYHM AUXPOM3aM U AMidepeHLpabe Ha AK-
AMjCKO-MUKCOAMAMCKY ¥ SAAKAHCKY A€CTBULLY. 3alIpaBO IIPOMEHAUBOCT AOHET
IIEHTAaKOPAAAHOT HM3a AOBOAM AO OCLIMIAOBAaHba ABE AECTBMYHE OCHOBE Kao
crienpruHe 0COOEHOCTY MeAoAMje EBe kaypKkure — UCTOYmAYKOT KapaKTepa 1
IpoBeHMjeHLje, Kojy KomoBuh KOpUCTH y KOHTEKCTY YIIAMBA MUHTEPKYATYPHUX
MPOXXMMatba HACTAAKX TYPCKUM ocBajarbeM Cpduje 1 yTuLiaja TypCKe, OpUjeHTaAHe
KyATypHe cdepe. Ilako HaM ce HA MOMEHTe YMHU AQ KOHCTPYKLyja bapTokoBe
AeCTBUILIE® YHOCU YTHULIQj 3allaAHe KYATYPHe cepe, TUMMYHA MICTOYHAUYKa MEAU-
3MaTUYHOCT U M3Pa3 IpeKOMepHe CEKYHAE OAaAKaHCKOT MOAQ® AOHOCE CHaKHY
mpeBary Myanuke KyAType Vicroxka. IIpeTexxHu Aeo KopIryca BpamaHCKe IecMe

5 AeCTBUYHU HU3 e-PUC-TUC-AUC-XA-LIUC-AL-€
® AecTBUYHM HU3 e-pUC-Te-auC-Xa-LUc-Ae-e.
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HOCY CPOAHA 08eAesKja, POMCTEKAA 13 aMaAraMa CAOBEHCKOT 1 OPMjeHTaAHOT
cyncrpara. OprjeHTaAHM MEAOC I10jauyaH je OPKeCTAPCKUM IIpey3uMatbeM U
AQ/oVIM €KCIIOHOBabeM MEeAOAMjCKO-PUTMMUYKOT 0dpacLia COAUCTE y pAaayTama
1 KAapuHeTHMa (OA T. 5 IecMe) ca CHa>KHUM A€jCTBOM TPUTOHYCHOT OAHOCA
nosuuieHor IV cTynmwa npeMa TOHULIM U IpeKoMepHe ceKyHAe npema Il crynmy.

OCHOBHM YMHMAAQL] AOYapaBamba apxanyHe aTMocdepe 1 CAMKOBUTOCTU
NpU30pa IMpeACTaBsa UNTAB HIM3 aKOpaAa KOji y CBOM CacTaBY CaApyKe TOH
noBuiIeHOT IV CTynmba y TPUTOHYCHOM OAHOCY IIpeMa TOHAaAHOM LieHTpy E-e
arnocTpopUpaHNX AeCTBUILIA y IPO>KMMamby. Ha cTaTM4HOj TOHAAHOj TOBPLIVHA
TOHMKe E-aKkycTuike, OAHOCHO AVAV)jCKO-MUKCOAVAMjCKE AECTBUIIE, HAKOH
noyeTHor ¢puryparuBHor TpermaHa [V ctymma (T. 2) XapMOHCKa AMHAMUKA Ce
nokpehe Kpo3 KAQCMYHY BUA yIOTpede YMambeHOT YeTBOPO3BYKa HEAOMVHAHTHE
¢dbyHkuyje Ha noBuireHoM Il cTynmy. ¥ AameM TOKY XapMOHCKO HUjaHCHpambe
noBulIemeM KBUHTe akopaa DD, Te pa3pelieme 0BOr akopaa y AOMUHAHTY
1IMa OAAVIKe GOAKAOPHOT CTaTyca ca MOTPedOM 32 BapUpabeM CTEPEOTUITHOT
Moxkpamueor odpacta DD — D, A0k HapeAHO CMemVBalbe YeTBOPO3BYKa Y I0-
AapHOM opHOCy VI 1 DD Ha mepaAy TOHMKe, TEK paspellenheM APYTOT akopAa
Y TOHUKY OTKPMBa QpYHKIIMOHAAHM CMICA0 aKOpAa Kao II . AKOpACKO cKpeTarbe
ca TOHNKe Y yMambeH! YeTBOPO3BYK HEAOMIHAHTHe (QPYHKIIMje Ha MOBUIIEHOM
II cTynmy, Kao npedumbeH XapMOHCKY M3pa3 eMOLMOHAAHOT A0YapaBamba
Xayu-Tomunor komeHnTapa (,[Toroau daur y cpie!”), canano panujoj Mutke-
TOBOj ,pasaparanoj” peakuuju (,Caaue, crapa huaujo!”), Koworuh kopuctu 3a
APaMCcKe IIpeKMA€e COAUCTUYKOT M3BODema recme 1 mayse usmeby popmaanmnx
KOHCTUTYeHaTa cermMeHaTa a u d, 6 1 8, Kao ApaMaTyPUIKH MOCTYTIAK yTHULRja 1
MOCA€AMLIA TTIeCMe Ha YeKIbIBe jYHaKe.

3aBpuieTak Meaopyje Ha Il cTynmy nojayaBa leH GOAKAOPHY KOPEH, AOK Y
XapMOHCKoj Beptukaau KowoBuh HacTaBma eHO dojerbe maca)koM Ha yMatbe-
HOM 4YeTBOPO3BYKY HEAOMMHAHTHEe QYyHKLMje. 3aBpIIHAa AOMMHAHTA Ce, HAKOH
HoYeTHe aMOMBAAEHTHOCTM, TOHUKAAM3Yje He CaMO 300T ayTeHTUYHOT 0dpTa, Beh
IIpe CBera CEKBEHTHOT IIOHABModaha PaHyje IOMEeHYTe MeAOAMjcKe GOpMyAe Koja
caAa acouypa UCTe TPUTOHYCHE Y TEPLIHO KOAEOmVBE peAalilije, aAU 32 KBUHTY
BHulIe, BopehM y TOHAAHO ToMeparbe Ka AOMMHAHTHOM Xa-Aypy. [ToBparak y
E-ayp n naaraauu xapmoncku odpT “II< — T ocTBapeH je mpeko KOHTpacTHe
npoAasHe §0je ICTOMMEHOT e-MOAA.
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[Mpumep 2 (Beauka uoueuka uipa, T. 2/S)
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3.3AKAYYAK

VY AaTOM pasMaTpamy U CBEYKYITHOM KOHTEKCTY 3HA4YajHO je yKa3aTU Ha CTaB
mysukoaora Comwe MapuHkoBuh aAa je y oepunmcamwy mpodaeMa HalIOHaAHOT
CTUAQ ,TIPELU3HYje TOBOPUTY O PETMOHAAHUM 0COdeHOCTUMA POAKAOPA..., HETO
0 HEKaKBUM OIIITUM HaLIMOHAAHUM KapakTepuctukama’ (Mapunkosuh, 1997:
88). Tymauere A0dMja Ha CHa3K HE CaMO KPO3 CarA€AaBabe ayTOPCKOT CTUAA
y ONMCAHUM KapaKTepUCTUKaMa IIPETXOAHMX Ilecama, Beh 1 KOMII03UTOPOBOT
npomuiseHor kopuurhemwa 3amuca us 3dupke B. Hopbesnha, ca nperuzunm
1380poM Iecama ca MpuIapHouhy permoHaaHoM npocrtopy jyxue Cpduje, He
rydehu n3 Bupa necme 13 CrankoBuhese Kowiziane. Opmax o 3aBpiuetky Ese
Kaypkurpe yodeLy Kpehy y Urpy, AOK ce y OpKecTpy pasBuja odpaaa H13a urapa u
necama u3 30upke Baapumupa Hophepnha, Kkao n Apyrux HApOAHUX MEAOAM)A, AO
capa HeyTBpheHor nopekaa, Moryhe opurrHaAHe KOMIIO3UTOPOBE MHCIIMpaLyje.

KowosuheBa Kouwtitiana je ,BeArKa HapOAHA OIlepa YBPCTO MOBe3aHa ca
TPAAMLIjOM U AYOOKO MPO>KeTa IMYACALIjOM AyXa HapOAHE KYATYpe, XOPCKUX
U MIHCTPYMEHTAAHMX )KaHPOBa IIeCMe 1 UT'pe Kao pernpe3eHaTa pacKoliHe GpOoA-
KAOpHe cAMKe TIoAHedma jyrxkHe Cpduje” (ynop. Muaenkosuh: 2017: 157). Y Tom
NIOTA€AY, BeAuka woueuka uipa CBakako MpUINAAQ HAjyCIIEeAVjUM U HajCjajHUjUM
CTpaHMIIaMa HallIOHAAHE VICTOpYje CLieHCKe MY3JKe, IOHMKAMM Ha Mokpam-
yeBUM TeMemrMa. OHa je, Takobe, yBepmsuB pokas KowosuheBor uctaHuyaHor,
BPXYHCKOT My3M4KO-APaMaTypLIKOT Aapa 1 ocehaja 3a IyAC CONICTBEHOT, MOAEPHOT
YMETHUYKOT A0da.
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PhD Marko S. Milenkovi¢

THE ARTISTIC STYLIZATION OF THE GREAT DANCE OF COCEK IN
THE INTERPRETATION OF THE MELODIES OJ DEVOJKO MALA AND
EVA KAURKINJA IN MUSICAL DRAMA KOSTANA BY PETAR KONJOVIC

Summary

The paper represents a kind of complement to the previous paper rounding up the corpus of
folklore melodies that the composer has interpreted in a cycle of singing and playful melodies
incorporated into the musical tissue of the Great Dance of Cocek. Konjovi¢ exploits the strong
motivation segment from the melody Donesi, more Mare for the formation of eight stanzas of
a new choir melody Oj devojko mala, profiling them compositionally and technically, as well as
poetically, to the smallest details. Konjovi¢ rejects the original melody of the song no. 66 from the
collection of Vladimir Djordjevi¢, using the melodic-rhythmic impulses of other songs from the
same collection in the artistic stylization. The focus of the paper is centered on the composer’s
attitude towards the text and the expressive components of the melody, harmony and rhythm
that are followed in the soloist “antique” melody Eva Kaurkinja in comparison with the variant
of the eponymous melody from the composers collection Moja zemlja. Additional thematic and
character contrasts of the introduced songs treated in the paper enrich the diversity of the folk
cycle of the Great Dance of Cocek, pointing to the similarity with Mokranjac’s dramaturgy of the
sonata cycle in the garlands and with the unequivocal impression of the organic piece wholeness
of the original formal concept.

Key words: Konjovi¢, The Great Dance of Coéek, folklore, melody, harmony, rhythm.
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JICOH Y IIOJAYKOJ ITPAKCY HEKAA U CAA

Mcp Kusas C. ITonosuh
zivan94-ks@live.com

Mcp Ayka E. Boaapesuh
OcHnoBHa 1mkoaa ,Aoktop Aparan Xepuor’, Beorpaa, Cpduja

Caxkerax

LIpkBeHa dorocay>xdeHa MysuKa, MMa Ipe CBe cBera GpyHKLMOHAAHM CMICAO0, & TO je IPUdAMKa-
Bambe XMMHOTrpaduje OHOMe Koju y4ecTByje y dorocayxey. Tako mocmatpajyhu, Tekct mocraje
IpMMapaH y OAHOCY Ha MeAOAM]jy. Aocapaliiba 1ojauka mpakca, mokasaaa je Aa ce dorocayxde-
HU HaIleBM M3BOA€e Ha caepehy HauMH: mojall meBa MEAOAMjY HaleBa, AOK I'a APYru nojay (Man
BMIIIE 1UX), ,IIPaTH" IPOU3BOSHO XapMoHu3yjyhu Hanes. Ha Taj HaunH ce rydu npumapHoCT
TEeKCTa U Adje ce MToAjeAHaKa BaKHOCT I MEAOAM)jU U beHOj TpaTiku. ITopes ToHaAHOT cXBaTamwa
npare PKBEHMX HareBa, Moryhe je MeAOAMjCKY AVHMjY TOTKPENUTY I MOAAAHOM OCHOBOM.
Y uHTepnpeTaluju LIPKBEHUX HaIeBa, IIOpeA MEAOAMje CAaMOT HalleBa, MOXXe OUTH 3aCTYIbeH
u,nparehu ToH" —,1coH”. ITop TEPMUHOM ,MICOH", TOAPa3yMeBaMO jeAQH MAM BUIIEe TOHOBA
KOjy Ce Hau3MeHNYHO cMeyjy npatehn dopmy Mmeropnje. OH npeacTaBva TEMeEs LPKBEHE
MeAoAMje. MoKeMO ra TyMauuTy Ka0 OCHOBHY OCAOHAlJ 1Oj1ly Ipy 13BoDherwy HeKor HameBa
(meaopmjcka opAora y3 nomoh Koje mnojay Hehe mpoMeHUTM 3aI104YeTy MHTOHALIM]jY, OCUM aKO
OHa HIije MEAOAVjCKM YCAOB/ADEHA).

KmyyHe peun: LpKBeHO I10jatbe, ICOH, XapMOHM3aLMja, MOAAAHOCT, XMMHOrpaduja, SorocAyxerme

1. YBOA

Y HOTHMM 300pHUIIMMa HEMA MHOTO IMCAHMX TPAaroBa 0 TOMe Ha KOj! HauuH je
neBaH nparehu raac. To je ocTaBMAO Ha CAODOAY LIDKBEHMM MOjLIMMa AQ ,IIpare”
OHAKO KaKo OHM M1CAe Aa Tpeda. To je AOBeAO AO HajpasAMuMTIje TpaKCe MeBama
npareher raaca y cprckom mnojamwy. Kao BUIIEroAMIImsY MOjLM )KEAEAU CMO A
ucnTaMmo MoryhHocTu cuctemarusauyje nmpateher raaca y HareByMa LIpKBeHIX
necama KapAoBaukor nojawa. Koncyaryjyhu maaodpojHe usBope y Kojuma ce
MJICAAO O TIPaTHU Y M0jakby, Ka0 ¥ M3 PasroBopa ca HeKOAMLIMHOM npodecopa
TI0jama ¥ UCKYCHUM II0jLIIMa, AOLIIAY CMO AO 3aKAY4Ka Ad je Moryhe HarpaBuTu

HeKY IadAOH KaKo M MOTAQ AQ M3TA€AQ MTPaTHha LIPKBEHNX MEAOAMja.
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3a mpuMepe Cy y3eTu jeAHOCTaBHMju3amicy u3 Mokpamwyesor ,OcMoraacHuka‘,
OCHM IIOCA€AbE CTUXVIPE KOjaje y3eTa 3 ,HoTHor 3dopHuka“ Henapa bapaukor.

1.1 O ucony y BU3aHTUjCKOj PAKCH

Op HajcTapujux BpeMeHa, /SYAU CY IPUAABAAY BEAVKY 3HA4Ydj PUTMY U MY3ULIL.
ITo3Hato je Aa je My3MKa OMAa IPUCYTHA Y CBAKOM OMTHOM TPEHYTKY YOBEKOBOT
kxuBorta. PasHe Meaoauje cy kopulrheHe y odpeArMa, CAaBoMIMA, MarvjCKUM
PUTYyaANMa, Ko 1 Y PEAUTHjCKIM KYATOBUMA. ,,[ [Mcanu usBopu, Hapounto Aasugosu
icaimu, TOBOpe HaM, MehyTuMm, Aa cy 1 cTapu JyAejLi BOA€AM BEAYAHCTBEHE
edeKTe CKyNoLeHOTr My3ML1paa — Ipe CBera jeAHOTAACHOT, aAU U1 BUILIETAACHOT, Y
¢dbopmu npumMuTHBHE oAU OHMje, dopAyHa 1 XeTepodoHuje LITO je OMAO 3ajeAHNY-
KO 0deAexje My31Ke CBMX HapoAa cTapor Beka“.? XpuihaHcTBo je mpeyseAo Heke
cerMeHTe (YMTame Icarama, Kahemwe) CTapor jyA€jCKOT CMHAaroraAHOT SOTOCAYXKeba,
U AQAO CBOj ITle4aT HOBOHACTAAO] PEAUTUjU. Y MYy3ULIM IPaBOCAABHE L[PKBE, O
K0joj he duTy peun y oBoM paAy, IIOCTOjU pa3BUjeH CUCTEM OA 0CAM IAdC0BA KOjU
MOTHMYeE jOII 3 BpeMeHa aHTMuKe [puke, a oraeaa ce y crapum mopycuma. OHu
Cy IIOAE/EHU Y ABE TPYIIe — YeTUPU QyTEHTUYHA, M3BOPHA U YeTUPYU [TAATraAHa,
u3BeAeHa. borocAyxdeHnm yctaBoM — TUIIMKOM, YCTabeHa je IIpaKkca Aa ce CBaKe
Heae/de TTeBa OApeheHM raac MoyeBlIM O MEAECETHILIE.

AaHac ce LpKBEHO M0jatbe 13y4aBa UCKAYYMBO Y SOTOCAOBCKUM IIKOAAMA U HUje
IpeAMeT HTepecoBamwa IIMpe Mace, Te Ce, Kao TaKBO, He YYM Ha CUCTeMaTN4aH
HaunH. MaAu dpoj 4yacoBM mojarba AOBOAU A0 HeMOTryYhHOCTU 03dUmHMjer
MPUCTYIIA CAMOj TEMAaTULU.

1.2 VicoH y Hamoj pKBEeHOj MOjauKoj MPaKCU

VicoH mpeACTaBMda jeAaH MAU CMebMBabe BULIe TOHOBA KOju 3ajeAHO ca Bopehom
MEAOANjOM U y3 OMOh TeKCTa, YMHe MEAOAVjCKM 3aIC OApeheH1juM 1 MOTIyHUjUM.
ITpema BepoBamy, Y LIpKBEHO] IIPAKCH, ITeBatbe ICOHA CUMOOAN3Yje MPUCYCTBO
Hedeckux craa anbeaa u apxanbeaa. HasuBamo ra jour: dopayH, aexxehu ToH,
nparehy TOH, OCHOBHU TOH, ITpaTva. VICOHMja Mpy’ka MHTOHATUBHM OCAOHAL]
nojuy. Y nparmu meAaopuje ce kopucrte I, II, V u VI crynam. To npeacrasma
OCHOBHM MOAQAHM NIPU3BYK, @ He XapMOHCKY nparky. Kopumrhewem octaanx

! Moxpamau, CreBan Crojanouh, Ocmoiracnuk, CBetn apxujepejcku cuHop CpIicke IpaBocAaBHE
upkse, beorpaa, 2013

*Bapauku, HeHap: Hoiinu 300pHuUK cpilckoi HapogHOI ypKBeHOI iojarbd o KapA0BAHKOM HAIleBY, IPUPEANIAQ
Aannua IMerposuh, Kaaennh, Mysukoaromxu uacturytr CAHY, MaTuua cprcka, Kparyjesa, 1995.

3 IMaaBura, Aymas: Mysuka — IPOIIAOCT, CAAQLIOCT, AIHOCTH, 0dAnLy, Hora, Kwaxesa, 1981, ctp. 22.
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crynwesa — 111, IV, u VII, moapcTudy ce XxapMOHCKM 0dpacLiy KOje MICOHCKA
IIpaTha Y CBOM M3BOPHOM OJAMKY HUje IT03HaBaAa.

OH je mpOMEHMAVB Y OAHOCY Ha MEAOA)Y KOjy patu. Meaoayja, pakae, oppebyije
Koju he ToH npatmwe duTu KopuirheH y oApeheHOM TpeHYTKY. Y AQHALIIbO0j I10jayKoj
MPaKCH, ICOH Ce KOPUCTH ,II0 CBOjOj XKe/U U BOSU UCOHLIMjE” — YKpalllaBambe
OCHOBHE MeAOAVje, de3 pa3MMIlpaba O OCHOBHMM IMPMHLMIIMMA IIpaTHbe Koja je,
y CYLITMHM, da3MUHA U jeAHOCTABHA — BE3aHO 3a MY3UKY MCTOUYHE PUMCKE LipKBe.
BeAuxu yTuLjaj Ha TO MMaAa je HAPOAHA TPaAMLIMja HOBUjer CEOCKOTr IleBamba TAe
ce TIpaTba 3aBpiuaBa Ha V cTynwy. OpaTAe U YIIAUB Pa3AMYMTUX XaPMOHCKUX
HauyHa IIpaTibe y LIpKBeHOj mpakcy. ITlopea moMeHyTOr HOBUjer CeOCKOT IeBama,
BEAMKU YTULAj MMAAA je U 3allaAHOEBPOIICKA MY3MUKa Teopuja Koja je AOIIAA
IpeKo Halller IPBOT MO3HATOr LIKOAOBaHOT koMnosuTopa KopHeanja CrankoBuha
(My3mMKa 3amapHe pUMCKe L[pKBe IT0YVBa Ha y4Yelby IIOMEHYTe My314Ke Teopuje).

Y pyKomucuMma Koju Cy HaMa AOCTYIIHU, HaAa3U Ce MaAO IIOMEHA O TOMe
KakBa je duAa mpaTma TUX MeAOAMja. Y caMUM HOTHUM 30OpHULIIMA HUTAE He
HaAa3MMO dMAO KaKaB Tpar o ToMe. AparoleHy IpeAroBOpY U peLieH3uje HEKMX
300pHMKa HAM MaAO FOBOPE O HAauMHY TIPaTkbe, aAU BUILIE Y AIICTPAKTHOM CMIUCAY,
HETO AU Y IPAaKTUYHOM U TEOPYjCKOM.

Kako je To usraepano y nepruoAy 13 Kojux Cy HaM IO3HATU IPBU CPICKU
MY3UYKY PYKOIUCH, TaKoe He MO>KEMO Aa TBPAMMO ca CUr'ypHoluhy. 3HaMo Aa cy
y [ojarby MOPeA MeBayva — I0jeAMHLA — MjeBeL] yYeCTBOBAAK 1 XOPOBU — AMLILYY
jeAHOM pykomucy u3 14. Beka Koju ce Haaazu y HapoapHoj dudanorteny y Atunuy,
Op. 928, 170 ¢, mopea cAOBeHCKMX a30yYHIUX O3HAKA 32 TAACOBE HAAA3MMO U
APYre CTapOCAOBEHCKE O3HaKe Koje ce 0OAHOCe Ha M3Bohere AUTYpIHjCcKOr Hojamba
Kao Ha IpuMep ,ABojeraacan”.’

Tuxomup Ocrojuh y npearoBopy csor ,OcMmoraacHuka“kaxe: ,OHpa ce
KOA Hac y LIpKBH I10jaAO IO CTAPOM Ha4lHY, TOpeA MeBHULA: jeAdH IOYMbe a
OCTaAM Ia IpaTe MAU My ‘CEKYHAMPAjy, 1 TO Kako Ko yme“.* OH HaM CBEAOYM O
TOMe KaKoO je M3TrAepAaAa HaCTaBa Mojama: ,HacTaBHUK je meBao BuIlle ITyTa AOK
YYeHMLY, VAU dap IOYMIbay U IeroBU d0sY TIOMarauy He Hayye. Yyeme je duAo
IO CAYXY, CAMO Ca TEKCTOM IIpeA cod0M, de3 MKaKBOI HOTHOT 3aIliCa, IITO je
YMHOTI'OME OTE€XXaBaAO HAIIPeAAK. YAAraAo ce MHOTO TPYAQ M BpeMeHa, a yCIlex

*Credanosuh, Aumutpuje: Citiapa cpiicka mysuxa, Mysuxoaouxku nHctutyT CAHY, Beorpaa, 1975,
cTp. 13.

*Ucro, ctp. 22.

¢ Octojuh, Tuxomup: IIpasocaasno cpncko yprkeeHo njenuje no cmapom Kapio8aukom Hanegy y0ecuo
Tuxomup Ocmojuh 3a mewrosumu u mywxu 1uk, npupenune Januna [lerposuh u Jeaena Bpannh, Maruia
cpricka, Hou Cap, Mysuxoaomku nactutytr CAHY, Beorpaa, 2010, cTp. 29.
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uM He deie Hu OAn3y paBaH“.’

Beanuajyhu MopkpamwueB paa, [Terap Kowosuh HaM roBopu Kako je oH
M3BPILINO ,00paAy BaHPeAHO oduMHe rpabe, penyiTeHe AOTA€ HETIOY3AQHO]
VIHTEPIIpeTaLMj|, YeCTO Y MMIIPOBM3ALVj!, IPOU3BOSHO] M HEAVICLIMIIAMHOBAHO),
Pa3HOBPCHMX LPKBEHMX IeBYMKa“®

Ha Apyrom mecTy OH 3aKmyuyje AQ Ce Y HEAOCTAaTKy XOpOBa U XOPCKe
HOTAAHe BULIETAACHOCTH, IO CPIICKMM LIpKBaMa pa3Buo CAOOOAAH, HeDUKCHPaH,
VIMIIPOBM30BaH Ha4MH ABOTAQCHOCTMU KOju je d110 HeBe3aH, Ha IIPEKMAE U 110
cAyxy.’,Koa MOACKMX AY KOMOVHOBaHMX MEAOAVjA 1 KOA OHVX KOje Cy IMaAe
KOMITAVMKOBAaHMjy CTPYKTYPY, ITeBauy Koju TIpaTe’ HajBUIIIE Y )KeoU AQ U CAMU
‘MOAP>KE’ T10j11a U IEBAaHY MEAOAM)Y ‘XBATAAU Cy’ TOHUKY AV AOMMHAHTY, 4Yera,
HapaBHO, HUCY OMAM CBECHY, jep MX je CAyX yyhuBao Ha Te peAaljyije ¥ UHTEPBAAE;
KOA MEAOANja KOje Cy M3paskaBaAe jacaH <AYPCKM> KapaKTep CAYX UX je ynyhusao
Yl Ha IPUPOAHY Tepiy“.!?

Buaumo Aa je mojare 0A Kako je o4eA0 Ad ce U3yyaBa Kao IPEAMET Y SOrOCAOBCKUM
YUMAMIITYIMA OAPQXXaBaAO jeAaH crielipyvaH BUA HECUCTEMATUIHOCTU. YUMAO
ce de3 moMohy HOTHOT TEKCTA, MCKAYUMBO NTOHABAAbEM AOK ce oppeheHa
necma He caBAaaa. IIpBM HOTHYM 300pHUILIM U jeCy HACTajaAl ca LymeM Ad OYAy
yLIOeHMIY 32 IPEAMET Y LIKOAAMa, MaAQ je IIPBY YIOEHMK 3ampaBo duo YydeHuk
ypkseHol tojamwa bpanka LIBejuha na 1950. roaunte,'! xoju je Koa Hac 0djaBreH
camo y poroTurickom uspamwy. OH ce nIpBU 1103adaBKO OBOM TEMOM Ha jeAHOM
TEOPUjCKOM HUBOY, aAU HU KOA Hera He HaAa3uMo IoMeHa o Moryhem ucony
uAu npatehem raacy.

[TomrTo je u yuewe camMe MeAOAVIje UBMICKMBAAO MHOTO TPyAQ U BPEMEHa,
CBaKaKo AQ HUje OMAO IPUAMKE AQ Ce Ha CBE aCIIeKTe, Kao LITO Cy eCTeTCKU
€AeMEHTY, T1a ¥ caMa IpaTa, 0dpaTy AOBOSHO MaXKibe, Beh je <meBao Kako Ko
yMe, Kako Hac odasemraBa Ocrojuh.

A0 AaHac OBO MUTam€e OCTaje OTBOPEHO U CBAKM II0jal] MMa CAOOOAY Ad CaM
IO CAYXY OCMMCAM TIPATHbY.

1.3 Xopcka my3uka 1 UICOH

YuecTByjyhu y dorocayxdeHom KMBOTY LipKBe IPUMETHAM CMO AQ Y PKBEHOM
Iojamy IIPeoBAaAaBa XOPCKO NeBamwe. Yak 1 TaMo rae Hema MoryhHocTu 3a

”Hcro, cTp. 29.

8Komwosuh, Iletap: Oiregu o mysuyu, CpIcka Kil>KeBHa 3aApyra, beorpaa, 1965, ctp. 187-188.
° Ucro, ctp. 180.

1 Ucro, ctp. 181.

1 TBejuh, Bpanko: Yubenux ypreenoe nojarwa u npasuna, pororurcko usname, beorpas, 1950.



Metafora, percepcija i simbolizam / Metaphor, Perception and Symbolism

BUIIETAACHO TI€Bambe, IO0jLV MUITAaK [1eBajy 110 MPUHLMUIIMMA 3allaAHOEeBPOIICKe
HayKe 0 XapMOHUju. LIpkBeHa My31Ka je IPBEHCTBEHO OAA Y OOAMKY MOHOANjE.
To He 3Ha4YM AQ ce TIEBAAO IIOTIIYHO YHMCOHO.

PykoBoaehu ce TMM AMHeapHMUM NPUHLMIIOM (IT0jaYKVMIM) OTBapaMo MOT'YRHOCT
A TpaTiba He dyAe Kao LITO je TO Hajueurhe CAy4aj y XOPCKMM XapMOHU30BAHUM
IapTUTypaMa OA TOHA Lie y LMY CKAAIakha akopAa, Beh Aa oHa dyae y HaueAy
CTaTM4Ha ca IPOMEHaMa Kapa TO M3MCKYyje caMa MeAOAMja IPOMEHOM CBOT
TOHAAHOT LieHTpa. XOpCKa IpaTba Tpeda Aa dyae Apyraunuja oA mojayke: MEAOAMjA
YCAOBAABA MPaATHY, HE XapMOHUja.

2. HOTHU 3AIINCHU

VY LpKBU He Tpeda IeBaTu TaKo AA AO U3pakaja AoAasu raac nojua.’> Y rome
MO>XXe AQ HaM IIOMOTHe U IpaTia U 300T Tora Tpeda TeXXUTU AQ OHa OYAe ILITO
jeaHOCcTaBHUja. Kapa mocMaTpaMo MeAOAHMjy, TPU Cy OCHOBHA ITapaMeTpa Ha Koja
du Tpedano A2 0dpaTMMO MaXKiby: TOYETHY TOH — MHULIMjAAUC; AOMMHAHTHYU TOH —
TOH KOjU ce Hajuellhe MojaBmsyje y MEAOAMjU; U 3aBPIIHY TOH — punHaauc. Tox
KOj! Y3MIMaMOo 3a IIpaTiy MOXe Ad dyae CTaTU4YaH MAM IPOMEHSUB Y 3aBUCHOCTU
OA CAOXKEHOCTH caMoT HameBa.'? CBaKkako Te IPOMeHe HUCY Y LMoY CKAAIamba
aKopAa Kao IITo 81 TO SMAO IpU XapMOHM30Baby, Beh ce 0BAe 1IMa y BUAY jeAHA
Beha MeAopMjcKa LieAMHA K0jOj je Taj ICOH 3alpaBO OCHOBHY TOH.

Caaku HaneB uMa oppeheH Spoj MEeAOAMjCKIX LieAVHA Koje ce ,YKpajajy” y
TEKCT Y 3aBCHOCTH OA dpoja peur U CAOTOBA Y AATOj TEKCTYAAHOj LIEAVHML.

Lleo TeKCT je 3HAKOBMMA MHTEPIYHKLMje TIOAE/HEH HA Malbe LieAVHE, T1a je
TAKO U MEAOAMja TIOAESEHA Y Malbe MEAOANMjCKe LieArHe (dpase, 0ACeKe) Koje ce
yKaamajy (yKpajajy) y CBaky OA TMX TeKCTyaAHuX ueanHa. [Tpatehu raac y tom
CAYYajy je HEOABOjUB 0A came MeAoAujcke dpase. Kpojerwe mpeacTaBma yrkaanamwe
yTBpheHe MeAOAMjCKe LieAVHE KOja Ce Mema Y 3aAaTy TEKCTYaAHY LieAUHy. '

HajjeanocTaBHMjM MOA€A MOJKE AQ C€ IPMMEHM Y TAACOBMMA KOjU MMajy MaAu
aMOUTYC MOIYT TPONAPCKUX HAIlleBa APYTOT, Y4eTBPTOT U LiiecTor raaca. Osae he
duTH HaBeAeH NMpyUMep BaCKpIlber TPolapa LIeCTOr raaca AHI€ACKMja CUANL.
OCHOBHM TOH TIpaTH€ je TOH ed.

2Hercman, Jevgenij: Vizantijska nauka o muzici, Clio, Beograd, 2004, str. 35.

13 Cprcxo npkBeHo nojame, Horau 36opuuk, Kamasacuje, npupenuo [penpar Boxosuh, Cetn apxujepejcku
cunop Cpricke npaBocnaBHe 1pkse, beorpan, 2018, crp. 9.

143a Bume nH(OpManuja o oBoMe mnoruenartu Marucrapcku pax I[Ipenpara Bokosuha: Boxosuh, [Ipenpar:
Cpncko ypkeeno nojarse — Teopujcke ocnose u npakmuyna npumera,Maructapcky paj oa0pameH Ha
Axanemuju ymeraoct y Hoom Cany Ha My3udkoM onceKy mox MeHToperBoM ap/lanuie [erposuh,
2010, ctp. 164-173.
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ITpumep 8p. 1. Backpiumbu TpomapAHIeACKja CUAY
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VcoH Tpeda pa dyae Be3aH 3a TOHAAHU LieHTAp CBAKOT TTOjEAMHAYHOT MEAOAMjCKOT
oaceka. [Tlpomena ncona mopa Aa dyAe UCTOBETHA Ca IPOMEHOM TOHAAHOT
neHTpa. Ta mpoMeHa Hajuenrhe HacTaje ca HOBUM MEAOAUjCKUM OACEKOM, Kao
IIITO BUAVMO Yy HapeAHOM IpuMepy. VI3 Tor pasaora Tpeda odpahatu maxmwy
Ha OCHOBHE TOHOBe (HapounTO Ha MHMULMjaAuc u punauc). [Tpumep 3a 10 je
Tpomnap Tpeher raaca Aa Becemarcja HedecHaja.

[Tpumep dp. 2. Tpomap Aa Becemarcja HedecHaja
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ITopea Tpomapa Tpeher raaca, cAeAM IpuMep 4eTBPTOT CTUXOBCKOT (QHTM(HOHCKOT)
HarieBa. OBaj HameB y cedy CaAP>KM ABa MEAOAMjCKA OACEKA U 3aBPLIHY OACEK.
Y aHTU(OHCKOM HaleBy YeTBPTOT TAaca MPBU MEAOAMjCKM odpasall ce yBeK
3aBpllIaBa TOHOM re. BUAMIMO Aa Ce TOHAAHM LIEHTap y TOM A€AY MEAOANje Merba
ca e¢ Ha re, lITO HAac ynyhyje Aa MCOH IOMEPUMO 3a CeKYHAY HaBuie. Ha Taj
HauuH he ce n3dehu 3aBpiIeTak Ha NETOM CTYIIbY, LITO je CBAKAKO ITOKa3aTem
YIIAMBa XapMOHM30BaHOT IeBama.'”

ITpumep dp. 3. BaaxkeHa 4eTBPTOTr rAaca, CTUXOBCKM HATleB
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15 Tocanamima rmpakca Ham je rmokasajia Jia ce 0Baj 1e0 MeJIOIje 1 U3BOIH Oalll TaKo, Ca 3aBPLICTKOM Ha
METOM CTYIEbY. MHOTE XapMOHI30BaHe BapUjaHTe OBOT HAIEBA MMajy CIIMYaH MOTHB KOjH TIOjIM CBECHO
WJTM HECBECHO npuxBarajy. HajjennocraBHuju npumep je Maino /Jlocmojro jecm o Kopuenuja Crankosuha.
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ITpBu raac y Cprickom LIpKBEHOM I10jakby jaCHO OApakaBa MOAAAHM KapaKTep
ILITO BUAVIMO 1 Y CAMOj CTPYKTYPM MeAOAMje. Y OBOM cAy4ajy he 3apaty TOHaAKUTET
Ed ayp dutu 3aHemapen u meaopuja he dutu mocmaTpaHa Mo NpUHLUIMMA
OCHOBHMX TOHOBA MHULjaAuca U puHasuca. OCHOBHU TOH je ToH re.'® ToH e,
KOjU Ce HEPETKO jaB/»a Y APYTOM MEAOAMjCKOM OACEKY je IIPOAA3HU TOH, U Y TOM
CAYYajy 1 ICOH MOXe 3ajeAHO Ca MEAOAMjOM AQ HAIIPABU Taj CEKYHAHM ITOKpeT.

[Tpumep dp. 4. baaskeHa MpBOT raaca, TpONApCKy HareB

KpE - CTOME - .pu-'nﬂ . WM. W3 l‘-l:f-j,l Kpi - cTOLZ Bk,

Ha oBoM Mecty Hehe Outh pedn o nmpobieMy TOHaJIHE OCHOBE MPBOT I1aca.
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[TpaTba y ocAeAeM IpUMepY, AUTHjCKOj cTuxupu Ha boxkuh, jako je 3aHnMm1Ba
¥l 3HaTHO KOMIIAE€KCHHjA ¥ OAHOCY Ha npeTxopHe. OAAMKYje je 3HaTHO Opike
CMembVBalbe TOHOBA T'e, A€ U 2, Y3 LIeHTPaAHU (PparMeHT y KOjeM je IPUCYTHO
YHMCOHO Iojame NCOHMje 1 ntojua. OBO je 0AAMYAH NpUMep 32 IPOMEHY MICOHA
110 3aKOHMMaA KOje YCAOB»aBajy MeAoANja U TeKCT. ITeTu caMmoraacHu HamneB MHavye
je jeAaH OA HajKOMIIAEKCHMjMX HalleBa Kaaa je y MUTaby MeAOAMjCKa CTPYKTYpa.

ITpumep dp. 5. Autnjcka ctuxupa Ha boxxuh
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3.3AKAYYAK

CBepOLM CMO AQ je LIPKBa jeAaH JKMBM OPTaHM3aM U ITOAAOKHA je IpoMeHaMa
pasAnmuuTe BpcTe. Tako Kpo3 UCTOpHUjy UPKBEHE My3MKe BUAMMO KOjUIM ITyTeM
je Mojame HallpeAOBAaAQO M Pa3BMjaAO Ce, a CBAKAKO AA Ce U AAHAC pa3Buja,
HapouyMTo uMajyhu y Buay cBe yenrhy nmpakcy nepama Ha CaBpeMEHOM CPIICKOM
jeauky. OBaj HauMH u3Bohemwa NpaTe PKBEHNX MlecaMa CBaKaKo je caMo jeAaH
OA HayMHa ¥ HMKAaKO ra He Tpeda pasyMeBaTy y HeKoM odaBesyjyheM cMumcay.
CurypHu cMo Aa MeDhy nojuyMa 1nocToje 1 OHM KOj1 Ha 0Baj MAM CAMYAH Ha4MH
VHTEePIPEeTUPajy LipKBeHO nojatbe. CumdoanKa xpuirhaHcTBa 1 UICTOYHE PUMCKe
LJpKBe KpO3 I0jalbe, HajAEIILIe Ce Y HAIlIOj CPEAMHM MO>Ke BUAETU dalll Kpo3
MeAOAMje KOje Cy HaM AOCTYITHe Y OCMOTAQCHULIMIMAa MHOTMX ayTopa. 3aCUTypHO,
MHOTY HaleBU 4YeKajy aoa OYAy oTKpuBeHMU 1 odjaBmenn. Ha Hama ocTaje pa ce
nodpuHeMo 3a T0. Y ToM KoHTeKcTy Tuxomup Octojuh pame 3akmyuyje: ,IIpe
Hero LITO Ce TaKBa, TEOPETCKA MUTamwa pellle, TelIKo he ce Mohu ypeautyu u

IpaKTUYHA CTPaHa LipKBeHOr mojama“.!’

7 Ocrojuh, Tuxomup: IIpasociasno cpncko ypKeeHo njenuje no Cmapom Kapio8aikom Hanegy yoecuo
Tuxomup Ocmojuh 3a mewrosumu u mywxu nux, Ipupenune Jlanuna [lerposuh u Jenena Bpannh, Maruna
cpricka, Hoeu Cazn, Mysukononiku nactutyt CAHY,beorpan, 2010, ctp. 30.
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MA Zivan S. Popovié¢
MA Luka E. Volarevi¢

ISON IN THE CHANTING PRACTICE THEN AND NOW

Summary

Liturgy music has a primarily functional purpose — to bring hymnography closer to those taking
part in the Church service. Observed in this way, the text becomes more relevant than the melody.
So far, the chant practice has shown that the liturgy chorus is performed in the following way:
one choirboy sings the chant melody while another (or more of them) follow(s), harmonizing by
ear. That way, equal importance is given to both the melody and the accompaniment. Apart from
the tonal understanding of the Church chant accompaniment, it is possible to reinforce the main
melody with a modal base. In the interpretations of Church chants, aside from the melody of
the chant itself, a support tone — “ison”could be utilized as well. The term signifies one or more
underlying tones alternating to fit the form of the main melody. Ison represents the foundation
of Church music.

Key words: Chant, ison, harmony, modality, hymnography, liturgy.
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YAK 061.5:76 Tamapusp,

TAMAPVIHA, YMETHOCT KPEATUBHE AVICLIITIAVIHE

Ap ym. Caodopan A. Papojkosuh
YHuBepsurer y Humry

@akyareT ymerHoctu y Humry, Cpduja
radojkovic.slobodan@gmail.com

Caxerax

TamapuHA MHCTUTYT 3a autorpadujy y Aadykepkujy, Hou Mekcuko, CAA, MHCTUTYLMja je Koja
AelieHrjaMa [oCTaBda CTaHAapAe y cdepu rpaduke, oaAHocHO autorpaduje. Tepmun Tamapung
HAYUH TIPEACTAaB/AS>A YUTAB HU3 CYCTEMATN30BaHMX aKTUBHOCTH Y VIHCTUTYTY, IPUCTYN 3aCHOBaH
Ha nepeKLUji 1 KpeaTUBHOj AVUCLIMIIAMHI. Y OBOj TOAMHH, Kapa ce odeaexxaBa 60 AeTa OA Hero-
BOT OCHMBAMA, YKa3aHa IPUAMKA AA IPEHeceM CBOja ICKYCTBA CTeUeHa Ha OBOM MecTy npysuhe
CTPY4HO] jABHOCTY MOTYRHOCT YBMAQ Y jeAQH ADYTauuju IIPUCTYII MeANjY rpaduKe OA YOSUajeHOr.
Moryhnoct pasa y TaMapyHA MHCTUTYTY UCTMHCKY j€ 13a30B 3a CBAKOT NPOdeCHOHAALIR, @ TPUAMKA
3a CyCpeT ca OBOM CPEAMTHOM HECYMH>MBO MOXKE AOIIPMHETM CTUL[aky HOBUX Ca3Halbha O TEXHNYKO-
TEXHOAOLIKMM acIleKTMa AuTorpaduje u peaedrHNCabY BAQCTUTYIX CTABOBA.

Kmyune peun: Tamapusa, yMeTHOCT, AuTorpaduja, aarpaduja, AMCLIUIAMHA, TPAAULIjA

1. APYIITBO 1 OAHOC ITPEMA KYATYPU

[Torpeda ymeTHuKa Aa cTBapa HeucupiiHa je. OHa UCTUYe KpeaTUBHe U MHTe-
A€KTYaAHe LipTe AUMHOCTY U A€O je Soraror Mo3amka CaCTaBobEHOT OA MHOLITBA
AQyTEHTMYHMX IecTOBa. AMKOBHO A€AO TaKO OLIpTaBa HEIIOHOBAVBY TPar y Bpe-
MEHY U AOKYMEHTYje YMIbEHMIYy O IOCTOjatby CTBapaoLa.

Pa3BOjHM IYT jeAHOT APYIITBA YCAOB/ASEH je TAOOAAHUM LIMBUAM3ALIV]CKUM
TOKOBMMA, AU Y IbeTOBOM CBelllhy 0 TOTpedy Aa HalIpeAyje, Te HalopyMa Koje
4yuHN Yy TOM cMucAy. OdpasoBambe je 0 IIPeCyAHOT 3Hayaja Ha ToM mmyTy. OHo je
IPEAYCAOB 3a ONICTAaHAK MAM NPETIOCTABKA MHTEACKTYaAHe BUTAAHOCTY ADYLITBA.
YKOAMKO Ha yMYy MMaMO OAHOC IpeMa KYATYPU ¥ YMETHOCT!, OH YMHOTOMe OT-
KpMBa KapakTep 3ajepHule. Takobe, KanmaluTeT Aa ce CXBATU 3HA4aj KYAType 1
CMMCA0 YMETHOCTM YKa3yje Ha AYXOBHO CTame KOAeKTMBA. Herosamwe CBeyKyNnHOT
YMETHUYKOT A€AOBatba, OAHOC IpeMa MOjeAVHLy U IPaBMAHO BaAOPU30Bame

IEeroBMX MocTuruyha, KOHa4YHO, pa3BOj YMETHUYKOT IIOAMAATKA, MEPoUBE CY
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Kareropuje. OHe Ccy y APYLUITBMMA Ca pa3BUjeHOM CBelhy 0 BaYXHOCTY KYATYpe
M YMETHOCTY 3aCHOBaHe Ha IPOBEPEHNM BPEAHOCTVMA.

ITepuemniuja KYAType, CBECT O YMETHUYKOM AEAOBakby I BAACTUTOM MECTY
Ha TA0OaAHOM YMETHUYKOM NIPOCTOPY popMupa ce y CpeAMHM U3 Koje TIOTU-
4eMo, Y K0joj XUBMMO U y K0joj ce odpasyjemo. Bucokoodpas3oBHe ycTaHOBE,
YMETHMUYKY U UICTOPUjCKM MHCTUTYTU, My3€jU U FaAepHje CBOjy BUTAAHOCT
MICKa3yjy KpO3 HeroBame ICTMHCKNUX BPEAHOCTHU U THMe AoTnpuHoce Gpopmu-
pamby AMYHOCTY YMETHMKA. /] KpeaTUBHU LIEHTPU U papMOHNLe Takohe umajy
BOKHY QYHKUMjY Y TOM cMucAy. OKynmama cTBapaolia Ha OBaKBUM MeCTVMa
IIOACTMYY Ha Tparamwe 3a HOBUM U ApyrauyjuM. Ty ce yBa’kaBa bMXOB YMETHUYKY
CTaB 1 OCBETAABA CTBAPAAAUKY ITYT, aAK Ce U popMIUpa AMKOBHO 0dpa3oBaHa
mySAuKa. Y TOM CMUCAY, Ipo¢deCOHAaAHA I CTPYKOBHA YAPY)KE€Hha Ha OBUM
npocropuma (YAYC, AAAA, Taaepuja [paduuknu KOAEKTUB...) AeLieHujaMa
OKYIIbajy YMEeTHMKE CBUX reHepalyja, I HaCToje Ad Heryjy U OAp)Ke BUCOKe
CcTBapaAauke KpuTepujyMme.

YKOAMKO ’K€AVIMO AQ MCTaKHEMO AMKOBHY YMETHOCT, KAO HECYMIbMBO MU-
CAOHY U CTBApPAAa4YKy AEAQTHOCT, T€ AQ HAYMHIMO HeKaKaB OCBPT Ha BAACTUTO
OKDY>K€Hbe Y OBOM TPEHYTKY, CMaTpaM Aa C€ MOKE TOBOPUTU O ,TBPAOTAaBOM"”
HACTOjarby OPOjHMUX MTOjeArHALIA AQ OIICTAHY TOKOM IPOTEKAUX TYPOYAEHTHUX
AelleHMja. YIIPKOC YeCTO NPUCYTHOM HepasyMeBaly CPeAHe 3a 0AadpaHu
JKMBOTHMU ITyT, YMETHMKE Pa3AMIUTUX reHepaliija 1 AAHaC BOAU MoTpeda pa
AeArMa odeAexxe BpeMe CBOjer IocTojama. PeTKo Cy y>)KuBaAu HecedUUHY
MOAPLIKY MHCTUTYLYja I CUCTEMA, a joll TexXe duau cxBaheHM op cpearHe y
KO0joj cy ctBapaan. CBeCT APYIITBA O 3Ha4Yajy KYATYpe ¥ YMETHOCTU, BpPEAHOCTHU
OpOjHUX CTBapaAaLa Koju joj MpUIAAQjy ¥ OPUTMHAAHOCTHU BUXOBOT A€Aa TEIIKO
ce U CIIopo Mema. 30T Tora CBaKM CTaB O KYATYPU U YMETHOCTH Kao Maibe
B&KHMM CETMEHTMMa APYLITBA MOKE IMATU ITOT'YOHE IIOCAEAMIIE 32 AYXOBHO
cTame CBaKe HaljMje M 3HAUYUTHY HEeHO TUXO rallebe.

2. TPAOUKA 1 hEHA ITO3NLINJA

I'rodasHa MHGOPMUCAHOCT 1 OTBOPEHOCT IOjEAVHLIA, PEAAHOCT LIMPeHa U MPU-
XBaTamba YTULIAja, PE3YATHPaAA je dpucambeM jacHMX rpaHuLia u3Mehy pasananTix
Mepunja. CaMuM TUM, Y MTHTEPAVCLIMIIAVHAPHY IPUCTYTI KPeaTUBHOM IPOLieCy HOBa
je peaaHocT. PazmaTparbe akTyeAHe no3uije rpaduike, oA KojoM ce IIoApasyMeBa
YITAaB HU3 TEXHMKA I METOAUYAH CAEA PaAtbl, CAMO IOTBphYje UMbeHULY AQ je
OHa HEOABOjMBA OA CAMKApPCTBA, BajapCTBa MAM HOBMX — IIPOIIMPEHNX MeAYja.
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['paduka 3axTeBa MOTIYHY NOCBeheHOCT CTBapaAauKoOM MOCTYIIKY, jaCHY
nAejy, TOApa3yMeBa YMETHMKOBO CYBEPEHO BAAAAhe TEXHUKOM U AOCAEAHOCT
y peaansayuju. CuCTEMaTUYHOCT Y MIMPOKOM IOy TEXHOAOIMje, Ha KOjoj
ce dasupajy OpOjHU TEXHUYKM NMPUCTYIIU, HEOTIXOAQH je YCAOB 3a daBmerbe
rpadpuxoM. CAep TEXHMUKO-TEXHOAOIIKMX Kopaka (1300p TeXHIUKE, KOMIIAEe-
THpamwe MOTpedHOI MaTepyjara U aAaTa, IpUIpeMa MaTpULie, MAQH IPUMeHe
oppeheHnx MaHyeAHMX M XeMUjCKUX IOCTYIaKa...) HEIIOCPEAHO 3aBUCH OA
HaMmepe ayTopa. [ToMmeHyTe 0COdMHe Heryjy ce TOKOM CTYAMja Ha yMETHUYKUM
dbakyATeTMMA M aKapeMujamMa 1 duBajy adupMucaHe Kpo3 OpojHa AeAd TOKOM
roAMHA YMETHUYKe IIpaKce.

Slika 1 (levo). Jon Swindler, “The Unfortunate Nature of Lithography #57
Autorpaduja Ha Koso manmpy (nHcrasanuja); (182.9x91.4cm)
Barbara Davis Gallery, Houston, 2012.

Slika 2 (desno). Carlos Zerpabzueta, “Cordigo de Macas”
IlITamna akpraHOM 00joM Ha GOAMjH OA TIOAKECTEPA,
Anya Tish Gallery, Houston, 2012.
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PeaAHoCT Ha K0joj ce rpaduka dasupa AaHaC jeCy HOBE TEXHUYKO-TEXHOAOLIKE
MoryhHOCTU y peaAusaliju CAMKOBHe ¢popMe, Apyrauyjyi IPUCTYI LITAMIU U
MoryhHOCT cMeAOT KOMOMHOBabA Ca HIIP. AUTUTAAHUM TeXHMKama. CBakako, 0BO
je yTM1IaA0 Ha TOMepabe yCTa/beHOT CXBaTamwa rpadudkor Aucra. [Tanup Buire
HUje VICK/>YUMBY HOCHAALL TOTOBE CAMKE M He CMaTpa Ce jeAHUM MaTepMjaAoM 110
KOjeM ce OTMCKYje HauMibeHY Tpar ca Marpuiie. MoryhHoOCT AUrMTaAHe mTamIe
Ha CTAaHAQPAHOM IrpadMuKOM ManKpy, MUAY KOMOMHOBaIbE Ca CAKOM M3BEAEHOM
Ha KBaAUTETHOj IAACTUYHO] poanju omoryhasa dpojHe KoMOMHaLMje Y IpoLiecy
Ka KOHAYHOj peaAnsanuju uaeje. [papuuku manup ce moxe cehu A0 aTUnyHor
dopmara, mpecaBujaty, ¥ TAKO OOAMKOBAH UCITYHUTY AMKOBHUM cappkajeM. OH
duBa TpeTMpaH Kao 0djeKar, Y4eCTO U3Aa3!1 y IPOCTOP MOCTajyhy TaKO CerMeHT
KOMIIAEKCHE YMeTHUMUKe MHCTaAaLyje.

Hecymm1BO je Aa 3Hambe 1 BELITVHA Y MAHYEAHOj IPUITPEMY MATpuLie, y U3BODemwy
dbopme ca xoje he ce cauKa OTUCHYTH, KOHAUHO, OAHOC ITpeMa TOTOBOM OTUCKY
YMHe CYLITUHY KPeaTUBHOT AeAoBama y rpaduiy. Vnak, cBojom orBopenohy
11 KOMOVHOBabEM Ca KOMIATUOMAHUM TEXHUYKO-TEXHOAOIIK/M MHOBATUBHUM
IPUCTYIMMA, YMETHOCT IrpaduKe ce HeYMUTHO Mera. OHa Tako Aoduja aTpudyTe

CaBpPEMEHOTI CPEACTBA AVKOBHOTI U3pa’kaBamba, SdAmckor CTBapaouny AaHalllbulie.

3. TAMAPUHA ICKYCTBO

['paduka ycreriHo moBesyje cTBapaole 0dpa3oBaHe HA Pa3AMYUTUM IIKOAAMa
1 ca cBux MepupmjaHa. Cycper ca KpeaTMBHMM OOraTCTBOM HOBE CPEAMHE,
Pa3AMYUTOCT, Kao ¥ MOI'YhHOCT papa y ApyrauujuM TEXHUYKUM YCAOBMMA, 3
YMEeTHMKA je yBeK BeoMa KOPUCHO UCKYCTBO. PykoBoaehu ce sxemom pa 1 cam
HA4YMHVM 3Ha4yajaH TOMaK y BAQCTUTOM 0Opa3oBalby, 3a0KPY>K/M 3HaHba O AU-
TOrpad)CKOM IOCTYIIKY ¥ OCETUM (pUHECe OBE IIAeMeHUTE IpaduuKe TEXHUKE,
oABaXMO caM ce 1 2018. ropArHe KOHKYPHCAOo 32 YeTBOPOHEAESHY PaAHY dOpaBak
y TamapuHA MHCTUTYTY 3a AuTOorpadujy y Aadykepkujy. bopaBak 1 pap y oBom
VHCTUTYTY 3a ME€He je 3Haulo NPUANKY Ad IPEACTAaBUM CBOjy IMOETUKY, aAU U
Aa ce CycpeTHeM, IPUXBAaTUM U Y HEITOCPEAHOM paAy IPMMEHMM BUCOKe CTaH-
AapAe AUTOrpadcKor nMocTynka. 3ajeAHO ca joll IecTopo yMeTHMKa 13 KaHaae,
bpasuaa, Beauxe bpurannje, Aprentune u CAA, Tokom jyaa 2018. yuecTBoBao
caM y 4YeTBOPOHeAENHO] Aellitb0j paguoHuyu AUioipagpuje Ha aryMUHUjYMCKUM
iA0Yama — TI03HATOj jOLI U Kao aiipaguja.
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Slika 3. Tamapuup nHcTUTYT (PoTo: C. Papojkosunh)

TamapuHp MHCTUTYT 3a autorpadujy (Iamarind Institute of Lithography,
University of New Mexico, Albuquerque, New Mexico), kao oeo YHUBep3uTeTa
HoBu Mekcuko (YHM), CAA, eAyKaTUBHU je LieHTap U CPeAMHA y KOjoj ce
Heryje oBa rpaduuka TexHuka. CBOjoM dOraTom TpaAULMjOM U KBAAUTETOM
eAyKallMje, y>KuBa rocedaH yraea meby rpaduukum neHtpuma y ceery. OBa
VHCTUTYLMja 3ay31Ma IIPECTVKHO MECTO 300T MAeja 1 IIPMHIIMIIA Ha KOjUMa je
3aCHOBaHa, NpodeCUOHAAN3MA, IPOMUILIbEHE TOAUTHKE TIOCAOBAbA, M3Y3€THO
CTPOTMX KpUTepujyMa n3dopa eAyKaTopa 1 CapapHMKa, Te YCIIOHA KOjU Tpaje
AelieHrjama. Y IpaKTUYHOM CMICAY, IIOA OBUM Ce II0OApPa3yMeBa HeCyMIbVBU
AVIKOBHI, OAHOCHO €CTeTCKM HMBO M3BEAEHOT OTMCKA, KAa0 M MHCUCTHPambe Ha
BMCOK/M CTaHAAQPAMMA Y XeMMjCKOM IIOCTYIIKY, Te MaHyeAHOM OAHOCY ITpemMa
MaTepHujaAlMa ca KojuMa ce papl.

TamapuHA MHCTUTYT je ocHoBaH 1960. ropnHe y Aoc Anbeaecy, ca naejom
AQ, y ropnHaMma kapa y CAA rpaduka Huje cMaTpaHa YMETHUYKMUM HOCTYII-
KOM BPEAHMM IaXKibe, TOACTaKHe CTBapaolie AA joj ce TOCBeTe U AOTIpMHEeCY
beHoj peadupmanuju. 3HaTaH OPOj aMEPUIKMX YMETHMKA TIOAP)KAO je CBOjUM
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aHra)xoBareM akTuBHOCTU VIHcTUTYTa. HUKoAa Aomes (Nicola Lépez), Kaunron
Apamc (Clinton Adams), IIum Aaju (Jim Dine), Mauymu Kanemuiry (Matsumi
Kanemitsu), Llejmc Mekrapea (James McGarrell), Aadpeao Kacranepa (Al-
fredo Castaneda), Metjy lllanan (Matthew Shlian) poonpunean cy aa ce jaBHOCT
npodyAU, Te AQ jOj ce TIpeAOYM 3Ha4Yaj AUTOrpaduje 1 OCBETAU IPUPOAA A€A
HACTaAOT Y OBOM I'paduuKoOM MeAUjy.

Slika 4. Metjy lllanan (Matthew Shlian), Unholy 85
(Go Down Moses/There’s Fire in the Woods), 2017.
TpoaVMeH3MOHaAHA KOAQKHA MHCTaAALIMja,
autorpaduja / yetupu doje, 101x122cm,

laaepuja TamapuHA MHCTUTYTA

ITpecemene y Aadykepku 1970. ropuHe IPeACTaBAAAO je 3HAUajHY IpoMe-
HY, IpBeHCTBeHO 300r 0de3dehuBara prHaHCHjCKe CTaOMAHOCTY MHCTUTYTA.
YcnocraBmeHa je capapiba ca YHM y okBupy Koje TaMapuHA MHCTUTYT AeAyje
Kao HacTaBHa 0asa YHUBEP3UTETa. 3rpapa, Koja je MpojeKToBaHa HAMEHCKH,
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y CKAQAY je ca IpaKTUYHUM 3aXTeBMMa MPOoQeCcMoHaAHOr LieHTpa 3a rpadu-
Ky — autorpadujy. KpearBHO ocMuIlmeHa apXUTEKTOHCKA LIEAMHA CBEAOYN
0 MCKa3aHOj MaKiby MPOjEeKTaHTa AQ CBAKM IIPOCTOPHM CErMEHT MMa HaMeHU
aAEeKBaTHY KBaAPATYpPY U MO3ULMjY Y OKBUPY 3rpase. OYHKIMOHAAHOCT U TEXHHU-
YKa OMPEeM/AD>EHOCT PAAMOHMLIE CA 0CaM AUTOrPadCKUX Mpeca, AadopaTopujoM u
KOMOPOM 32 peaAnsoBare GOTO-MOCTYIKA Y AUTOrpaduju, MaralH1uMa ca CBUM
HEOIIXOAHMM XE€MUjCKUM PacTBOPUMA, YMHOIOME OAQKIIABa PaA U KpeaTMBHU
npouec. Odume kBaauTeTHe AUTOrpadcKe doje CBMUX HUjaHCHU MPY)Ka CTBAPAOLY
mupoKe MoryhHoCTH 3a KOAOpPUCTUYKA peltea. KoHauHo, mpocTopuja y K0joj ¢y
4yBa CaB Ha CBETCKOM TPKULITY AOCTYIaH rpaduyuky namup 3a wramiy (Arches,
Bodelian, Gasenshi, Kitakata, Kinwashi, Mulberry, Inomachi Nacre, Pescia,
Okawara, Rives BFK, Sekishu, Thai Kozo, Yamato, Zerkall Ingres...) 3a0Kpyxyje
nHGPACTPYKTYpy o0Be nHCTUTYLHMje. CTBapaoL KOju CY Y IPUAULIY AQ KOPUCTE
OBe pecypce CBaKako ce MOry ocehaTu IpMBMAEroBaHUM ILITO HA PACIIOAArakY
MIMajy PaAHO OKpY’Kere U MaTepujaAe 10 HajBUIIMM CTaHAAPAMMA.

Sliika 5. Aeo auTorpadcke papuonuie TamapuHA MHCTUTYTA
(doto: C. PapojkoBuh)
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3acedHMM aTe,r€OM U AIIAPTMAHOM 32 TOCTYjyher yMeTHMKA 3a0KPYIKeH je
KOHLIEINT MHCTUTYTA Y KOjeM Ce TIPEKO LieAe TOAVHE CTYAMPA, U3BOAY U HeTyje
autorpaduja. 3anpaBo, mapas€AHoO Cce Y PaAMOHML[aMa OABMjajy aKTUBHOCTU
TAAEHTOBAHMX CTyA€HAaTa M 3HAU3jHMX CTBapaAalia 13 LIeAOT CBeTa.

Csakako, Hajseha BpepHocT TaMapyHA MHCTUTYTA jeCcy 3alIOCA€HU KOjU
CBOj OAHOC IpeMa IpOrpamMy aKTUBHOCTM, CTPYLIM U AUTOTpaduju, Kojoj je cBe
noppebeHo, rckasyjy y cBakoM TpeHyTKY. bpenaoH laH, mpepaBay Ha YHM u
AVIPEKTOp eAyKallije Y MHCTUTYTY, Ca 3BambeM Macillep upuHitep, epyAuTa je u
0c0da HECYMIbMBIX METOAOAOLIKIX KBaAuTeTa. CBOjM KPeaTUBHO OCMULI/ASEHUM
IpeAaBambyMa, IPaKTUYHOM AEMOHCTpaLKjoM dasa peaansanyje U AeTaoHUM
nojalibemMa TajHn AuTorpaduje, [aH AOIPUHOCK YTA€AY MHCTUTYLIMjE KOjOj
je mocseheH u moTBphyje MOAUTUKY aXK»UBOT oAadupa npeaasava. [ToTnyHum
BAaAQbEeM TEXHUKOM U MCTaHYaHMM ocehajeM 3a KBAAUTET, OH Ha CYyreCTUBaH
AAM OAMEpPEH HauVH Ca CBAaKMM OA YMETHMKA YCIIOCTaB»da AVPEKTAH U CYIITHH-
CKM OAHOC. AKTMBHOCT MHCTUTYTA YCAOB/MDdEHA je IPEL3HMM IIPOrPaMoOM eAy-
KaljMje Koja je y CBaKOM TPEHYTKY IIOTIIOMOIHYTa ABOjULIOM aCHCTeHATa Ca
3aBpIIEHNM TPEHUHI-IIPOrPaMOM 32 MpodecroHaAHe MajcTope mramie. Taksa
opraHusanuja omoryhasa eduxacHo nckopuirheHo Bpeme 1 IPEAYCAOB je 3a
MOCTU3abe MaKCUMaAHKX pe3yATaTa. CBakako, KOMyHMKall/ja 3aCHOBaHA Ha
KOAEI'MjaAHOCTY, MehyCOOHOM yBa’kaBaly BAACTUTMX ITOETHKA U OTpedu 3a
TeMe/opHUM pasjallibemlMa oppeheHnx gasa papa — o IPeCyAHOT je 3Havaja 3a
MCXOA IIpolieca epyKalyje.

Vaeje ocunBaua TamapuHp uncturyra Llyn Beju (June Wayne) o ouyBamwy
ymeTHnuKe autorpaduje y CAA u nmorpedu odyke npodecroHaAHMX LITaMIIapa
— autorpada, TOKOM HBeHOTI pPyKoBohemwa y mepuoay oa 1960. oo 1970. roaune,
Kao 1 ieHor HacAeaHnka, Kannrona Apamca (Clinton Adams), xoju je pyKoBOAMO
MucturyTom y neproay 1971-1985, ycnemno cy peaansoBaHe U Yy TOAMHaMa
Koje cy poaasuae. Mepyiopu AeBoH (Marjorie Devon) BOAMAR je MHCTUTYT OA
1985. o0 2015. ropuHe, y IeprOAYy TOKOM KOjer Cy aKTUBHOCTU UHCTUTYLMje
IpOIIVPEHe U Ha eAyKallMjy OpOjHUX CTBapaAalja U3 MHOCTPAHCTBA, a MMe CaMOoT
LIeHTpa IIOCTAA0 AOOPO MO3HATO y MPOECMOHAAHUM YMETHUYKIM KPYTOBUMA.
AXTMBHOCTM Cy IPOLIMPEHE U Ha BUILIEHEAE,HE KypceBe AuTorpaduje, Kao u
peaansoBamwe MehyHapoAHUX ITpojeKaTa ca APyruMm seMmmama. [lapaseaHo ca
CTAaAHOM aKTUBHOIINY y Oy AnTOrpaduje, MCTpaKuBarba 1 OCaBpeMembyBatba
MOCTYIIKA, MHCTUTYT je pa3BMO BAACTUTU OAHOC IIPEMa CBUM CErMEHTMMA OBe
rpaduuke TEXHUKE, AQHAC AOOPO MO3HATUM Kao , Tamapuup Haunu“ — Tama-
rind way. VIxycTpyjyhu oBy unmbeHuily, y AAOyKepKujy ce 4eCTO UCTUYE KaKoO je
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TOKOM ITIOCAEAbE ABE AeLieHlje, TOA YTULIAjeM 1 y3 caBeTe TaMapuHA MHCTUTYTA,
OTBOPEHO HEKOAMKO AUTOTPAPCKIX CTYAMja U eAYKATUBHUX LieHTapa: y XOHr
Kowury (Hong Kong Open Printshop; YungSau-Mui), Jy>xnoadppuukoj PerrySauiiu
(The Artists’ Press White River, South Africa; Mark Attwood), CAA, (High Point
Center for Printmaking, Minneapolis) v Hemaukoj (Keystone Editions, Berlin,
Germany; Sarah Dudley and Ulrich Kiihle)'. CBakako, 1 akTyeAHa IpBa Aama
MHCTUTYTA, AajaHa [acTOH, CBOjOM AMCKPETHOM I10jaBOM aAM jaCHMM KOHLIEIITOM

Y paAy iMpu Kp€aTBHU IIPpOLIEC TTIOTEKAO Y TaMapI/IHA VHCTUTYTY.

Slika 6 (levo). Aeo xoaexuuje rpaduxka (poro: C. Papojkosuh)
Slika 7 (desno). laaepuja Tamapuna nnctututa ($poto: C. PapojkoBuh)

HecymmpuBoO je Aa mocedaH cerMeHT OBe yTAeAHe MHCTUTYLVje TIPEACTaBsda
npedoraTa KoAekLMja AuTorpaduja HacTaaux y TaMapuHAy oA OCHUBamwa. Y3
HaIlOMEHY AQ je IIPUCTYI IPOCTOPY HAMEWhEeHOM 32 UyBale OBe KOAeKLyje
AO3BOMEH caMo 0codnpy, Tpeda ucTahy Aa MHTEH3MBHA aKTUBHOCT raAepuje
omoryhaBa NpaBOBpeMeH! U TEMESUT YBUA Y lbeHy Pa3HOBPCHOCT M KBAAUTET.
laaepujckyu IpoCcTOp NpUKAaAHe KBaAPaType, CKAAAHO je YKAOILbEH Y eHTepujep
odjexrta. [TocTaBke AnTorpaduja, CTBapaHIUX TOKOM AelleHHja UCTPAKMBabha U
KpeaTVBHOT AeAOBalba, IPYXXajy MOTYhHOCT Aa ce HAUMHM TTpeceK MPOAYKLje
Y KOHCTaTYje CaB TEXHUYKY U KpeaTVBHU IIOTEHLMjaA OBOT MecTa. AMHaMMUYaH
IIpOrpaM raAepuje noppasyMeBa M3Aaramwe rpagpuyukmux AUCTOBA U3 TOMEHYTe
KOAEKLIJje, aAU U 13 30MPKM CPOAHUX MHCTUTYLIMjA.

CucremaTnzoBaHa 3Hama Koja IoceAyje 1 UCKYCTBa Koja HyAu TaMapyuHA MH-
CTUTYT IIOTBPAQ CY HEeTroBOr yraeaa. Y rpaay Koju Ha mam CA A He ripeacTaBma
3HAYajHO KYATYPHO CpeAuilTe, TaMapMHA je MeCTO y KojeM ce ped auTorpaduja
13rOBOpAa Ca MOCedHNM MOLITOBabeM U Muile BEAUKMM CAOBMMA. [ToajeaHaka

TIpmaosu: https://vimeo.com/showcase/5584949
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naxta nmocsehyje ce u cryAeHTUMA, OAA3HULIMIMA KYPCEBa, ahUpPMUCAHNM CTBa-
paoLyMa KA IIPOBepeHnM MajcTopuma Autorpaduje. OBaj UHCTUTYT je IpuMep
VICKa3aHe Iorpede jeAHe 3ajeAHMLie 32 yMeTHoLIhy, Te ClIOCOSHOCTH A ITOAPKU
Y OKYIIY KBAAUTETHE CTBAPAOLIe U M3HEAPU BpXyHCKa rpaduuka peaa. Crora cy
dopaBak y AAOYKepKHjy 1 peaAn30BaHe aKTMBHOCTY TOKOM MeCeL] AQHA MHTEH-
3MBHOT [IPOTrpaMa eAyKaLjyje MPeACTaBSdaAE U3Y3eTHO MPO(ECUOHAAHO UCKYCTBO.
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DA Slobodan Radojkovi¢

TAMARIND, ART OF CREATIVE DISCIPLINE

Summary

Tamarind Institute of Lithography in Albuquerque, New Mexico, US, is an institution that is for
decades setting printmaking standards in lithography. Phrase “Tamarind Way” represents whole series
of systematized institute activities, an approach based on pure perfection and creative discipline.
This year, when 60 years of its existence is being celebrated, I have been given the opportunity
to convey the experience I have gained during my stay at Tamarind Institute. To professional
audience, it will hopefully give an insight into a different approach to graphics and printmaking
medium. Working at Tamarind Institute is a truly challenging task for every professional, and
it can surely contribute to acquiring new knowledge and experience in technological aspects of
lithography and redefining ones own attitude towards it.

Key words: Tamarind, art, Ithography, algraphy, discipline, tradition.
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YAK 159.95/.953-053.4

CUIMBOAU HA AIKOBHVIM PAAOBVIMA AELIE
MMPEAIIKOACKOT Y3PACTA

Ap ym. bojana Hukoauh

Bucoka 11KoAa CTpYKOBHUX CTYyAMja 32 00pa3oBarbe BaCINUTava,
[MTupor, Cpduja

bojananikolic1215@gmail.com

Caxxerax
JeAHa 0A OCHOBHMX KapaKTePUCTMKA AeYjuX AMKOBHMX PAAOBa je UMbeHMLA AA AeLid LIPTajy OHO
IITO 3HAjy, & HE OHO LITO BUAE. VIaejy O 08jeKTy, YHyTpaLIbU MOAEA, A€Te CMAaTpa OUTHUUM OA
ojaBHe cTBapHOCTH. Pap ce daBy cuMSoaMMa KOjH ce TI0jaBoYjy Y A€YjUM AMKOBHUM PAaAOBMMA
Ha [TI0CPeAAH HauMH: KPO3 TeMe U MOTHUBe, aAU 1 Kpo3 GOpMaAHy AMKOBHY aHaAu3Y (AnMHUja, doja,
MOBPIINHA, 0OAMK, TIPOCTOP, KOMIO31LMja). AHaAM3a 0dyXBaTa Aedje AMKOBHE papOBe KPo3
CTaAMjyM LIKpadarba, IIPEeALIEMATCKHU U IEMATCKY CTAAUjyM pa3Boja.

CuMd0A Kao 10jaBHU (BU3YEAHH) 3HAK je YCAOBASEH KOMIIAEKCHUM yHYTpauibum duhem Aete-
Ta, BErOBMM IoTpedaMa 1 yTHllajeM Koju CpeAMHa (ITyTeM MeAMja M BaCIIUTHUX YTHLaja) MMa Ha
AeTe. AHAAM30M CIIOMAlIBYUX BaKTOpPa Koju yTUUY Ha KpeaTMBHY U3pas Moryhe je yHanpeautun
BaCIUTHY MPaKCy POAUTedA U BaCIMTHUX YCTaHOBA. PasyMeBarbe MojaBa 1 CUMOOAA Y AeYjUM
AVIKOBHVMM PaAOBMMa je jeAMHM MCIIpaBaH MyT 3a pasyMeBame Aedje AMYHOCTY, Kao U 32 CTUMY-
AALIMjy CTBAPAAAUKOT M3paskaBama 1 MOAPLIKY KPeaTUBHOCTH Y PAHOM Y3PacCTy.

Kmyune peun: cumdoan, TeMe, MOTUBHU, A€YjU AUKOBHU PAAOBY, KPEATUBHOCT.

1. AEYJE AIKOBHO CTBAPAAAIITBO

AVIKOBHU pa3Boj pAeTeTa je BeoMa CAOXKeH mpolec. CacToju ce U3 pasAnunTIX
eTamna (pa3BojHuUX ¢asa) unje je CMembMBabe NHAUBUAYAAHO U IOAAOXKHO YTULjY
criomalmyx Gakropa. Aedju LpPTeX ce MOXKE aHAAM3VMPATH Ca BHUIIIE aclleKaTa:
VIHTEAEKTYaAHOT, eMOLVIOHAAHOT, €CTETCKOT, Ca aCleKTa MTHAMBUAYAaAHE 0CO-
OeHOCTY AMYHOCTM.

Y dokycy paaa je Beza uameby cumdoaa Kao BU3yeAHOT 3HaKa U Aedje TIOACBeC-
TH, IpU 4eMy je cUMOOA cxBaheH Kao BU3yeAHU 3HAK.

CBuM cuMO0OAMMA, 1A ¥ YMETHUYKKM, CBOjCTBEHA je ABOCTPYKA peAaLuja:
npeMa odjeKTIMa Koje 03Ha4YaBajy (rae ce pasAMKYjy AUCKYP3UBHE M HEAUCKYP-
3MBHe KaTeropuje) 1 mpema ¢popmMama NCUXUIKOT )XMBOTA KOje 13a31UBajy, TAE Ce
Pa3AMKYjy AeHOTaTUBHA (CBECHA U APYLITBEHA) ¥ KOHOTATUBHA (Makbe CBECHA,
HEeCBEeCHa U AMYHA) AMMeH31ja 3Hauyewa ([Tanuh, 1998: 357).
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KommaetHo Tymauere cumdoaa du Tpedaro pa 0dyxBaTu CBe rope HaBeAeHe
AVIMeH3uje 3Hauera. C 0831MPOM Ad IOCTOjM MHOLITBO T€OPHja 3HAY€Hha, CBAKa OA
opujeHTaLyja (GyHKLMOHAAHA, CUHTAKCUYKA, OMXeBMOPUCTUYKA, EMITMPUCTIYKA,
UTA.) Ce YTAABHOM Be3yje 3a oapeheHy AMMeH3Mjy 3HaYema Koja je MOTOAHa 32
VHTepIIpeTaLljy ca aCleKTa CONCTBEHNX CTAaHOBMIITA. YMETHUYKY CUMOOAU
MIMajy TIepLIeNTYBHY KapaKTep. 3a IbIX0BO IIPEACTaBobabe KOPUCTYMO AMKOBHE
eAeMeHTe: AVHU]Y, d0jy, HOBPIIMHY, 0SAUK, IPOCTOP, KOMIO3ULY)Y. Y KOHTEKCTY
METOAMKE AMKOBHOT BaCIIUTama Aelje MPEALIKOACKOT y3pacTa, IIojaM CUMO0Aa
Oy ce MOTrao MpPUSAVKUTY ITOjMY TeMe, OAHOCHO MOTVBA KOjI Ce KaO BU3YEeAH!U
IIPOAYKT I10jaB/iyje Ha AeYjuM AMKOBHMM papoBuMa. He Moe ce TBpAUTHU Aa
Aella Y TOKYy AMKOBHIMX aKTMBHOCTY CBECHO CTBapajy CUMOOAE, jep Aelja CTBa-
pajy 13 mpeTexXHo eMOTUBHMX odyaa. CuMO0AHM, KOjU ce y BUAY KOMOMHALMja
AVIKOBHMX €A€MeHaTa M0jaB,Yyjy Ha A€YjUM LpTeKMMa U CAMKAaMa, 3aXBaTajy
BUIIIEe BPCTA CAOKEHMX MCUXOAOIIKMX QYHKLMja: MMCaOHe Ipoliece, ocehama,
VIMaTrMHALMjy, MOTUBALIUjY UTA,.

Tema, OAHOCHO MOTVB Y AMKOBHOM CTBApPAaAALITBY IIPEACTABoa IIPEA-
MeT MMCAOHEe U AKOBHE 00paA€e, OCHOBHY jeAVHMIY aHaAM3€e Koja
CAY’KI K20 OCHOBA 32 BapujaLyje y HEKOM AKOBHOM AeAy... TeMma,
OAHOCHO MOTUB Ca IICUXOAOILIKOT CTAHOBUIIITA PEACTaB/dA OHO IITO
nokpehe Ha HEKy A€AQTHOCT, YHYTpallllb/ TIOACTULIAj U TOJYAY, & Y
AVIKOBHOM CTBapaAallTBy IIOAPa3yMeBa OCHOBHY MA€)Y, IIOACTULIY),
MMOAQ3HU CAAPKaj AMKOBHOT peaa (Duammosuh, 2011: 310).

TeMe 1 MOTUBHU Cy YeCTO KPeUPAHU OA CTPaHE OAPACAUX (POAMTEMSA U BACTIU-
Taya) ca HAMEPOM AQ MHTEH3MBMPAjy MOTUBALjY Aelie. [ToXkesHO je Aa mpaTe
y3pacTt, MoryhHoCTy, MHTepecoBamwa AeTeTa. KoAMKo rop Tema d1aa HaMeTHYTa
VAU CAOQOAHA, KOHKPETHA MAM alICTPAKTHA, A€YjU PaA YBeK y cedu HOCU Tevar
BpeMeHa U AMYHM IleYaT AeTeTa CTBAPAOLa, MaKO TO MOXAQ Y AATOM TPEHYTKY
Huje BUASYBO. OCHOBHA QYHKIMja AMKOBHOT PaAQ je TO IITO Ce AeTe KPO3 bera
M3pa’kaBa M KOMYHULMPa, @ HA HAaMa OCTaje A2 My, TyMauehu kerose 3Hake U
cuMO0A€, TOMOTHEMO Ha YTy OAPacTamwa. BelTnHa, 0OAHOCHO HeBEIITMHA IIpe-
BoDema anCTpaKTHOT Ha KOHKPETHY, AKOBHMU je3MK je OHO IITO AeYje AUKOBHe
pPaAOBe YMHM U3Y3€THUM, UICKPEHUM, HEITOHOB/ASVIBYIM.

OHO 1ITO je AeTe CTaBMAO Ha XapTHjy, AAKAE, CACTOjU Ce OA BU3Y-
€AHMX I10jMOBa KOj/ IPOMCTUYY U3 HEIIOCPEAHOT MCKYCTBA, aAl
MIPUTOM aIlICTPAKTHO OACAMKABAjy MIpeAMeT IToMOohy 3HauajHUX
cBOjcTaBa 00AMKa, OAHOCA M QYHKLMje. AVHYje KOje je AeTe MPOHAIIAO
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CPOAHUje CY ,9UCTUM 0dAMLMMA” OMIITUX BU3YEAHVX II0jMOBA HETO
npUpoAHOM M3rAeAy (ApHxajm, 1985: 209).

CaraepaBatbe 1 aHaAM3a Bese 13Mehy M0jMOBHOT/CMMOOAMYKOT/alICTPAKTHOT
Y IPMKA3MBAYKOT (je3MKOM AMKOBHUMX eAeMeHaTa) Kpo3 pasanyuTe ¢ase pasBoja
Aedjer LpTesxa je IpeAMeT UCTPAKMBaba OBOT Paja.

Mertope kopuiheHe y 3papu OBOT paaa Cy:
- ucropujcka (kopuurheHa y TeOpujCKOj aHaAU3U IPOdAEMa, KPO3 IPUKa3 U

KPUTUYKY OCBPT HA AOCAAQILLIbe PE3YATATE HA TEMY CUMOOAA Y AEYjUM AMKOB-
HUM PaAOBMMA);

— AecKpunTVBHA (0dyXBaTa IPUKYIIbalbe, AHAAN3Y U 0AADP A€YjUIX AMKOBHMX
paAOBa Koju Cy IIPE3eHTOBAHN Y PaAY);

— ex-post-facto excriepumeHT (MCTpakuBambe Koje ce Kpehe oa mocaepniie ka
Y3POKY, 0A AMKOBHOT IIPOAYKTA AO AUMHOCTY AETETA, OA CIO/pALIbEr CTUMYAYCa
Ka YHYTapbeM UMIIYACY, €3 IapaAeAHMX IPyIIa).

1.1. Cumd0Au Ha AeYjuUM AMKOBHUM PAaAOBMMA y CTAAMjyMy HIKpadamwa

PasanuuTa nepuopMsaLija 1 pasAMuUTO MMeHOBabe ¢asa pas3Boja peyjer LipTexa
0A CTpaHe pasAnuuTUX UcTpakupava (Auxe, AoBendeap, Kapaasapuc, [Tannh,
OuaumnoBuh) Koju cy ce daBUAM TPOOAEMATUKOM pasBoja Aeyjer AMKOBHOT
u3pasa caMo yKasyje Ha HeMOI'yhHOCT yoIuTaBamwa pUTMa pa3Boja BU3YEeAHOT
jesuka Kop Aewie. CBako aeTe je MHAMBMAYA M MIMA CACBMM AMYHM TeMIIO pa3Boja.
ABe KpajHOCT! IIPEACTaBAdAjy AMKOBHO HapapeHa Aella, KOoA KOjUX ce pa3BOjHe
dase cMemwyjy BeAMKOM OP3MHOM, U A€lia Ca CMETHhaMa y pas3Bojy, KOA KOjux
nepuoAu cMeHe ¢dasa Tpajy Ayro, ca moryhHourhy perpecuje y nperxopHy dasy.
Vnak, mopea pasAM4UTOCTH Y IIOAEAAMA HA CTapUjyMe U Y IleproAM3aLjaMa,
IBVIXOBA yroTpeda y HayLu 1 IPaKCH OAAKIIaBa KOMYHMKALM)y U IpOyYyaBabe.

[Tepuop mxpadama OKBUPHO 0dyxBara y3pacT oA 2 Ao 4 ropuHe. To je mepuop
OTKpVBama COIICTBEHOI TeAd y MHTepaKuuju ca MaTepujoM. CacBUM CAY4YajHO,
ucTpaxyjyhu cBet oko cede, pAeTe OTKpMBa Aa 0ppeheHr MaTepujaau 0CTaB,ajy
Tpar Io aAeKBaTHOj IOAAO3U. Marepujaau Koje AeTe dupa pa Oy ce AMKOBHO
M3PasyAO He MOPajy OUTHU CBPCTAHU Y AMKOBHE MaTepujaAe (Y TPaALIIOHAAHOM
CAMCAY peul: OAOBKA, YI/b€H, ITacTeA). AeTe y3pacTa OA ABE AO YETUPU FOAVHE
LJpTa CIIOHTAHO, de3 HaMepe Aa HEeLIITO AOCAEAHO IIPEACTABY, 1A CBOja IIPBa AeAd
MO>Xe OCTBapUTU U Oe3 yrnoTpede TpaAULIMOHAAHUX AVIKOBHUX CPEACTaBa, Ha
MpyMep MOKPUM IIPCTOM Ha CYBOj MoAA031. CIIOHTaHa UTpa OCTaBoamba Tpara
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CTOIIaAa y IecKy je Takohe HeCBeCHM IOKYIIIaj AMKOBHOT 13pa3a. ApBLie KOjuM
AeTe I1apa 110 MeCKY MAM CHET'y ICTO CITaAd Y jeAQH OA HeTOBMX IIPBUX AUKOB-
HIUX papoBa. Vrpa AMKOBHMM M HEAVKOBHUM MaTepyjaAliMa y OBOM IIEPUOAY
pasBoja AeTeTa jecTe cama cedu Uund. AeTe HeMa HaMepy, HU MOTOPUYKY
CMOCOOHOCT AQ PENPOAYKYje BUASUBY CTBAPHOCT, Beh IyTeM YncTUX AMHUja U1
doja oTKpMBa CBOj cBeT. AHaAM3a AMKOBHUX PaAOBa Aelle y ¢asy mapamwa duaa
Ou GopMaArHO-AMKOBHA, KaO KaA aHAAM3MPAMO A€Ad AlICTPAKTHE YMETHOCTH.

Aete Hajuenrhe momepa pyKy Hampea-Ha3aA M TaKo HACTajy TaAa-
cacre xBpmortutHe. OHO je AoOHeKAe 13HeHaheHO 0BOM ,Kpeaijujom’,
IITO HAM YKa3dyje Aa L[PTEX HUje HACTa0 HAMEPHO, aAU BEXKOOM
CTHUYE AOBOMHO KOHTPOAE AQ OB3j edeKaT 1M3a30Be HAMEPHO U
y CTamy je Aa CBOje XBpS>OTHMHE CMECTU YHYTap MBULA Manupa.
KacHuje, mumpoku 3amacu 1jeAoM pykom omoryhasajy Behy koH-
TPOAY IIOAAAKTHLIE, @ HA KPajy MOKPeTU NPCTUjy MOCTAjy BOSHU
u npeunsuu (Kokc, 2000: 25).

@a3sa mkpadarba ce MOXKe IMOAEAUTH Ha ToAdase:
a) HEKOHTPOAMCAHO LIKpadarwe
0) KOHTPOAMCAHO WKpadamwe

B) UMEHOBatbe MIKPadOTHHA.

HexoHTpoAKcaHo mKpadarme MpeACTaBsda CAYUYajHE TPAroBe MaTepujaAoM
3a LpTabe 110 Manupy. YHyTpalllky AOTUKY KOMIo3uLyje je Moryhe caraeaatu
KpO3 PUTaM U KapakTep AMHMje. AMHMje MOTY OUTK PAa3AUYUTUX BPEAHOCTU:
TUTpPajHe, YAApHe, y BUAY cHomoBa. [Ipukasanu uprex (cauka dpoj 1) nsBeaex
je komOuHaujoM rpaduTHe 0A0BKe U paomactepa. Kpearop oBor 1prexa
AOHEKAE BAAAA MIOKPETMMA [TOAAAKTHLIE, LIITO MOXKEMO 3aK,YUUTH HA OCHOBY
pPa3AMYNTE TYCTUHE AMHUjA KOje yIIoTpedmaBa U OUUTAEAHOM KPY)KHOM KOM-
MO3ULIKjOM PaAd Y K0joj, CBOjUM MHTEH3UTETOM U O0jOM, AOMUHMPA LIEHTPAAHU
CHOIL. AMHUje Y APYTOM ITAQHY [TANMpa jOlI YBeK IpeAase BaH GpopmaTa ImopAore
3a uprame. V38op kopuirhennx doja je HacymmyaH, LITO OATOBapa y3pacTy
aereta. KoHTpoAucaHo mkpadamwe nmoppasyMmeBa ocBeuihuBamwe TpeHyTKa
MOBE3aHOCTHU [TOKPETA AETETa Ca Pe3yATaTOM Tpara o mopaosu. Ha Caniu
Opoj 2 cBOjoM BEAUUMHOM U dOjOM AOMMHMPA pyduyacTa MOBpIIKHA. AuHUje
Cy TUTPajHOT KapaKTepa 1 Y BUAY CHoIoBa. LIpTex je usBepaeH paomactepom,
a n3dop doja oproBapa npedepeHMju UHTEH3UBHUX 1 jakuX d0ja, KapaKTe-
PUCTUYHOj 32 AeLy ITPEAIIKOACKOT y3pacTa yomiure. VIMeHOBamwe KpadoTuHa
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IPEACTaB»>A HAjHATIPEAHM)Y TOADa3y Y

okBupy dase mkpadamwa. To je TpeHyTaK

KaAa AeTe ca KUHeCTETUYKOT TIpeAasy Ha

MMarvHaTUBHO MUIIIbEE. AeTe KeAu

Ad AA CMMICA0 OHOME IITO je HAL[PTAAO,
MAKO TO LITO je HALIPTaHO Ha MaIipy He

M3rAeAQ Kao IIPEAMET O KOME Ce PaAu.
HepeTKo ce pelaBa 11 Aa Aelja Ha TUTabe

A2 VMEHYjy CBOj PaA CBaKM IYT AQjy

APYrauuju OATOBOD. JeAaH KPYT MOXe

IPEACTaBASATHU CYHLle, XOOOTHULLY, MaMYy,
Hajdomer Apyra utp. Canka dpoj 3 Hocu

Ha3uB ,l]BeTHa AUBaAQ’, a U3BeAeHa je

y TEXHULIM BOAEHUX doja. AcouujaTus-
HOCT ¥ CUMOOAMKa yrioTpedmeHnx doja

OIIpaBAABajy IbEeH Ha3MB.

Cauxa 1. HekoHTpoAKcaHo mKpadatbe,
»LBeT’, LpTex aeTera yspacTa 2,5 ropuHe

Cauka 2. KonTpoancaHo mkpadame, ,IIpoaehe y moMm rpaay’,
LIPTEX AeTeTa y3pacra 3 ropMHe
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Cauka 3. VimeHoBamwe mKpadoTuHa, ,LIBeTHa AMBaAQ’,
LPTEX AeTeTa y3pacra 4 ropnHe

1.2. Cumd0Au Ha A€YjUM AMKOBHUM PaAOBMMa Y PEALIEMAaTCKOM
CTAaAUJyMy
VY npeAlLIeMaTCKOM CTaAUjYMY AOA@3M AO 3HaYajHUX IPOMEHA Y AeYjuUM AMKOB-
HUM papoBMMa. EBrAeHTHa je ymoTpeda CAOXKEHMjUX AMKOBHMX eAeMeHaTa,
KoMOMHanyja dojeHNX MOBPIIMHA, TOTPeda 3a MPUKa3MBaBEM CBETA KOjU AeTe
CBOjUM uyAMMa nepuunupa. ITokpeTu cy KOHTOAMCAHH, A CAAPXKajy TOBE3aHN
ca CBaKOAHEBHUM MCKYCTBOM AeTeTa. OBO je moyeTak cBecHOr GpopMupama
odauka. Y oBoj pasu moryhe je nepuunupaTtyt oCoduHe AUMHOCTY A€TETA Ha
OCHOBY TeMa, 0Aadypa MOTMBA U aHaAM3€e KOMIIO3M1jVije AMKOBHMX €AeMeHaTa.
Y 0BOM IEPUOAY Ce MojaBsyje U IPBU CUMOOA Ha A€YjeM AUKOBHOM PaAy —
CMOOA IYHOTAABLIA MAY TAaBoHoLa. OH HacTaje U3 MPUMOPAMjAAHOT CUM-
doAa Kpyra AopaBambeM eAeMeHaTa AMHMja KOje IPeACTaB;dajy Hore (camka 4
u 5). AeTe He IpeACTaB/»a OHO LITO BUMAY, Beh OHO 1ITO 0 00jeKTy 3Ha. 3aTO
IIyHOTAQBal] Ma BPEAHOCT CUMOOAA.
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Pyaoad Apxajm 1974. ropouHe pasmartpao je ABe BpcTe purype
»IIyHOTAQBLIA". JeAHa je KAaCMYaH ,ITyHOrAaBal KOA KOTa Cy pyke
HpUKAYYeHe y3 KOHTYPY ,AaBe’. EBEHTyaAHM, OCTaAU AEAOBU
TeAa, Takohe ce Harase yHyTap permoHa raase. [1o erosom
MUIIAERY, Y OBOM TUly purype ,raaBa’ u ,TeA0” UMajy 3ajeA-
HUYKY I'PaHULY. Y ADYTOM OOAMKY PETrMOH ,IAaBe” IPEACTaBMdA
CaMo TAaBYy; ,HOre” NPEACTaB»dajy HeM3AUPEPEHLPAHO TEAO U
HOTe, a pyKe Cy IIPUKMbYUYeHe Y3 OBe BepTUKaAHe AMHHUje (ApHXajM,
npema Kokc, 2000: 52).

Aakae, HEKa Aella Y OKBUP 3aTBOPEHe KPY>KHE AMHUje CMEIITajy CBe eAe-

MEHTe TeAQ, IPU YeMY CYy jeAHM Hal|pTaHU, IPUCYTHU Ha LIPTEXY, & APYTHU Ce

»ToapasymeBajy”. Tako je peTe Ha cCAMLIM OPOj 5 MPEACTaBUAO IPEAVIMEH3MO-

HUpaHe 04, YCTa U PYKe, AOK CY OCTAAU AEAOBU TeAad U30CTaBmeHU. [TyHO-
rAQBLY HA CAMLIY OpOj 4 CYy HeIITO pasBujeHuju: GUrype y mosapMuHu UMajy
CBe eAeMEeHTE TeAd, AOK puUrypa y IpBOM IAAHY MMa NIPEAVMEH3UMOHMPAHY
rAABY Ca HarAallleHUM eAeMeHTMMaA AuLia. AKO YIIOPEAMMO OBa ABa LIpTeXXa
KOja Cy HallpTaAa Aella KAAEHAQPCKU VICTOT y3pacTa, MOXXEMO 3aK/,oyuUUTH
Ad CY UHAUBMAYaAHe pa3Auke Mehy AeljoM BeoMa BeAUKe U BUAMSUBE, jep
CBaKO A€Te Ha CBOj HAYMH U Yy CKaAy ca CBOjoM 3peAolrhy 1 cnocodHOoCTUMA
MHTEPIpeTUpa MOTUB.

Boja ce y 0Boj a3y KOpKUCTU €KCIPECHBHO U HEMa MHOTO Be3e ca BU3Y-
€AHOM peaAHouIhy.

AeTe je eroLleHTPUYHO, HAjIIpe IPEACTaB/da cede, KOMITO3ULIM)jY LipTexa
HacenaBajy yaaHOBU mopoaulie, kyhe, opsehe, iBehe, npeBosHa cpeacTBa.
AeTe BU3yeAHO, Ha HAUMH Ha KOjU I'a AOKMBA»ABA, IPEACTABAdA CBOje DAUCKO
okpyxemwe. [To opadupy MmoTMBa, cTeneHy odpaae u ynorpedseHoj doju mo-
)KEMO TPeIN03HaTU KapaKTep AETEeTa, IeroBa MHTEPECOBawba U LIPTe AUYHO-
ctu. )KuBOTUIbE A€TE IIPEACTABSA HAAMK YOBEKY, Y BEpPTMKAAHOM IIOAOKAjY,
Aa Oy Tek y a3y 1eMe AeTe IMOCTABUAO KMBOTYIbE HA YeTHUPU HOTe. ApPBO
(camka dp. 5) je Beoma 4eCcT MOTUB Ha Ae4juM papoBuMa. Hberos npukas y
0BOj a3y pa3Boja LIpTeKa Ce OAAMKYje BEAMKOM pa3HOAMKOLINY mpuKasu-
Bama 00AMKa. Bepyje ce Aoa HaM LIpTeX ApBeTa MOXe MoMohu y pasyMeBamwy
A€TeTOBe AMYHOCTH, jep AeTe MpOojeKTyje CBOjy AUYHOCT.

ITpouec paaa je 3a poeTe op HajBeher 3Hauyaja.
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Cauxka 4. ITpepiemarcka ¢asa (myHoraaBaij-raaBoHoxal), ,Moja mopoanua’,
LpTeX AeTeTa y3pacra 4 roauHe

Cauxka 5. Ipeptremarcka ¢asa (myHoraaBai-raaBoHoXxaw), ,Moj npujares),
LPTEX AeTeTa y3pacra 5 roAuHa
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1.3. Cumdo0Au Ha Ae4juUM AMKOBHMM PAAOBHMa Y CTAAUjyMY LIeMe

Crapujym meMme (MHTEAEKTYaAHU peaAn3aM) 0dyxBaTa y3pacT AeLe oA 6 A0 9

ropHa. MoTopuka je A0Spo pasBujeHa, I1a je AeTe CIIOCOOHO AA Y CBOj AMKOBHU

paa yHece BHIIIE PAa3AYUTHX AeTama. EMOLIMOHAAHY AOXKMBAAj, 3HAbE, TTePLIeT-
1j1ja Cy U3BOPU U3 KOjUX AeTe cTBapa. AeTe 1y 0Boj pasy pasBoja peacTaBsda
MEHTaAHe CAVIKE, OHO IITO O 0JjeKTy 3Ha, a He OHO LITO BUAM. Aelja He LIpTajy

noapakasajyhu BUASMBY CTBapHOCT, Beh Ha OCHOBY Cy8jeKTUBHOTI 1 CACBUM

AVYHOT MCKYCTBa.

Aerte npuKasyje OHO LITO je 3a Iera CydjeKTUBHO Ba)KHO, IUTO Ia
y3dybyje u nmpuBaaun. To 3Hauu Aa ce Bpum oppeheHo ancTpaxoBarbe,
a AVIK y U3BECHOM CMUCAY MMa GyHKLIMjy cuMmdoaa (Puannosuh,

2011: 81).

Y oBOM y3pacTy cBako AeTe GopMupa CBOjy LiieMy 3a IPUKa3uBakbe 0OANKa,
Meby KojuMa cy 3a Haury TeMy OUTHe: IIeMa 3a NIPUKa3uBambe SYACKe GUrype,
1eMa 3a NpyuKasuBare Ipoctopa (y IAAaHOBMMA), lIeMa [IpeBasbUBatba, PEHA-

T€HCKU LIPTEX, EMOLVIOHAaAHA HEIMTPOIIOPLUMOHAAHOCT 1 €KCIIPECMBHOCT 60ja.

/oyacka durypa (canka 8p. 6) mpeACTaBdeHa je ca Bullle AeTasa. MHOIM TeCTOBU
AVYHOCTH Ce YIIPaBO 3aCHMBAjy Ha 3aAATKY LipTama myacke ¢urype ([yaunad,
Maxosep, Komuiy), mpu uemy Buiiie IpeACTaBAEHUX A€Taba O3HAUABA OOmE PE3YA-

Tare Ha TecTy. JOBeK je y 0BOj a3y MHOTO KOMIIAEKCHUjU OA TyHOTAABLIA: purypa

MMa BpaT, KOCY, TpelnaBulie,
IIPCTe, U3pa3 AULIA, AeTame
oaehe 1 HakuTa (KOA A€BOj-
4y1a), KAPAKTEPUCTHKE ITOAA
" 3aHMMamAa. [ [pukasuBame
IOKpeTa y 0Boj dasu je jour
yBek pAocTa rpydo, ma purype
U3rAeAdjy Kao 3aaehene. Kop
AVIKOBHO AQPOBMUTE Aelle MO-
ryhe je npenosHaryu emouujy
Ha ALY M TEAY, TIOT€3 je AaraH,
HacAyhyje ce nmepcnexTrBa u
Ha3HaKa [TOKPeTa, Y HEKMM
cay4ajeBuMa (AapoBUTa AeLja)
cy nmpucyTtHa u ckpahema.

Cauxa 6. Crapujym meme
(mpukas myacke durype), ,Moja npoauua’,
LPTEX AeTeTa y3pacTta 6 ToAMHA
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3a pasAMKy oA mpeTxoaHe dase, TAe je mpocTop pacyT u HeoppebeH, y dasu
1eMe AeTe MpuKasyje IpocTop Hajuelrhe y maaHoBuMa (Ipy yeMy IpeAMeTe Koju
CY Aame OA TIPBOT ITAAHA NIPUKasyje y PeAOBMMaA M3HaA IPBOT 0jaca LPTexa, Kao
Ha erunatckum ¢ppusosuma). [TojaBa npepamuBama (pedhAeKCHa CAMKA, CAMKA
Op. 7) je TUIMYAH HAYMH pelllaBaka IPodAeMa MPOCTOPA HACTAAA KAO Pe3yATaT
Helo3HaBamwa IpaBMAa IepcrekTuBe. AeTe Mellla Tauke IOCMaTpamba MpocTopa
Y KemoU A CBY IIPMKa3aHU 08jeKTU SyAy 3aCTYI/oeHM Ha jeAHOj ABOAMMEH3MO-
HAAHOj MOBPLIMHY Manupa. TpaHCIapeHTHOCT MAM PEHATEHCKH LPTeX (CAMKa
8) Ham omoryhaBa aa caraepaMo MMCAOHe Ipoliece AeTeTa Kpo3 CreLuduaHo
NpUKa3yBame peAMeTa Kao Aa Cy IPOBUAHU (Kpo3 31A0Be Kyhe ce BUAM Ha-
MelTaj). EMoLoHaAHa HEITPOMOPLIMOHAAHOCT (CAMKA 6) je pe3YATAT AeTETOBE
CKaAe BpeAHOBaba Ha eMOTMBHOM HMBOY: GUIypa ocode mpema Kojoj AeTe raju
nocedHo jake emonuyje he dutn npeacraBmeHa BehoM 0A CBUX OCTAAMX HA LIPTEXKY.

Canka 7. Crapujym meme (pedAekcHa CAMKa), ,AeTHwu pacnycr’,
LPTEX AETETa y3pacTa 7 TOANHA
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Cauxa 8. Crapujym 1meme (TpaHCIIApeHTHOCT), ,Moja coda’,
LPTEX AETETa y3pacra 6 roAMHa

[Muramwe cuMmdoAMKe doja HA A€YjUM AUKOBHUM PAAOBa IO CBOjOj OMIIKP-
HOCTU U KOMITA€KCHOCTH IIPEACTaB/»a TEMY 32 CACBUM HOBM pap. CumdoAaukom
doje cy ce daBMAM MHOTM IUCLM, TeOpeTndapu ymetrHocTu U ymetHuiu (Tete,
Kanauncky, Kae). Kao 1o pete cTBapa cBojy MHAMBMAYaAHY IIeMy 32 0JjeKTe,
TaKo je cTBapa u 3a doje. Kapaxrepucrtuka kopuirhemwa doje y pasu meme jecte
MHTEH3VBaH KOAOPUT U jaKu KOHTPACTHU, LIITO CBEAOYM O MHTEH3UTETY AOXU-
B/»aja CTBAPHOCTY KPO3 0UM, OAHOCHO AyIIY AeTeTa. Tymauere doja Ha Ae4juM
AVIKOBHVMM PaAOBMMA je Be3aHO 3a CMMOOAMKY KOja Ce MHTepIIpeTypa Ha pas-
AVYNTE HAuMHe, 3aBMICHO OA YUera I KOHTeKCTa. HeommxoaHO je ymo3opuTu Ha
OITIAaCHOCT podOoBama MpeApacyAaMa, OA KOjuX je jeAHa Be3aHa 3a AOMUHALIUjY
LpHE ¥ TaMHUX d0ja Ha A€YjUM AMKOBHUM papoBuma. Haume, Tamue doje ce
4ecTO Be3yjy 3a AellpecrBHA M MPayHa PAClIOAOXKeha, LUITO Y TYMadewy Aedjux
AVIKOBHMX papOBa He Mopa Aa dyAe cAy4aj. AeTe 4ecTo 13 MHTEH3MBHE Xebe
AQ HEILTO MCTaKHe (eKCIIPECUBHO IPeACTaBy) npuderasa ynorpedu oHux doja
KOje OCTaBA»ajy Hajjaun Tpar. Y Mpoliecy NMCUXOAOIIKe aHaAK3e IpoduAa AeTeTa
yBeK Tpeda MMaTU y BUAY LieO LIMKAYC Aedjer AMKOBHOT 13pa3a, jep Ce Ha OCHOBY
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jeAHOT papa He Moke Aohu A0 3aKmyuka. AKo rpeBasubemMo jour jeaHy mpeapa-
CYAy: o pedpepeHLIj1 TIAaBE J0je KOA AeuaKa, a LipBEHe U pO3€e KOA AEBOjUMLI,
3aCTYIAEHOCT U 3HaUYele d0ja Ha AeYjuM AMKOBHMM PAaAOBMMA MOXXEMO TyMa-
YYTY HA NIPaBU HaYMH. Y Ipakcy, 0oje OMNCYjy eMOLMOHAAHY >KUBOT AETEeTA.
LlpHa ce y HeraTMBHOM KOHTEKCTY Be3yje 3a TyI'y U CTPaX, a Y IIO3UTUBHOM 32
paLOHaAHOCT 1 OoTpedy 3a KOHTpoAOM. LIpBeHa §oja nmpeacTaBmda eHeprujy
BaTpe 1 CAaMOYBEePEHOCT, TAaBa ACOLMPA HA CMUPEHOCT, YPABHOTEXXEHOCT. 3eAeHa
yKa3yje Ha CKAOHOCT Ka ITIOTMCK/BaIby eMOLIMja, AAM Y HA XapMOHUjY U 3pEAOCT.
[Tperepana ynorpeda dpaoH doje ykasyje Ha 3Ha4aj XUrujeHe 3a 0cody Koja
LIPTa, AOK XXyTa CUMOOAM3Yje paAO03HAAOCT U TONAOTY. OTBOPEHO M >KMBO AeTe
he xopucTuTH TOTAE U KUBE dOje, AOK he HEXXHO 1 MUPHO AeTe dupaTu XAapHe
doje. CBako Tymaueme doja Ha A€4jUM AMKOBHMM PAaAOBMIMA je PEAATUBHO, jep
CBAKO AETE Ma CBOjY MAUBUAYAAHY 1IeMy 00ja KOjy KOPUCTH.

Tpeda HarlOMeHYTH Aa CBaKM ITOKYIIAj CBPCTaBaba Y MICKAYIMBO jeAQH AVUKOBHU
TUII AETETA BOAY K TIOTPELIIHOM BPEAHOBAakbY U TUMM3ALIU|I [T TIPUPOAU CAOOOA-
HOT AMKOBHOT 13pa3a Aelle. YBaKaBame Y IOAP)KaBatbe Pa3AMuNTOCTY AMKOBHOT
MPUCTYIIA U U3pa3a CBAKOT AE€TEeTa BOAM Ka IPAaBUAHOM AMKOBHOM BaCIIUTAY Aelle.

2. OA 3BHAKA AO CIMBOAA

JeaaH oA TecTOBa Koju ce daBU MepermeM KpeaTHBHOCTH (3arpaBo MepemeM
CITOCOOHOCTY AVBEPTEHTHOT MUIIIbEhA) Y Y3PacTy oA 5 Ao 17 ropuHa jecte
Buaujamc tect (Williams, 1980). TecT je 3amMuiImeH Kao AOLPTaBabe 3arove-
TUX 00AMKa. AVBEPreHTHO MUIIsdere 00yxBaTa PAYEeHTHOCT, PAEKCUOMAHOCT,
OpPUTMHAAHOCT 1 eaadopauyjy, a ucnuryje ce nomohy poBpiraBamwa 12 prexa.

ITojepHOCTaB»>€EHA BapyjaHTa OBOT TECTA Ce YECTO M3BOAU Y IIPEAIIKOACKUM
yCTaHOBaMa y OKBMUPY aKTUBHOCTHU CTYAeHaTa U3 npeaMeTa MeToaMKa AMKO-
BHOT BacIuTama. AeLy ce MOHYAU jeAQH Manyp ca 3all0YeTUM OOAULIMMA, Y3
odjalberbe Aa je jeAaH MO3HATY YMETHUK 3aI104e0 CBOje peMeK-A€eAO, ITa je 300r
XMTHOT TI03/Ba MOPAO0 AQ I'a HAITYCTU. 3aAaTaK AeLie je O10 AQ jeAHOCTaBHO 3aBP-
e gpTeX. Ilopea Tora TO UCHUTYje CTeNeH KpeaTUBHOCTY KPO3 CIIOCOOHOCT
AVIBEPTEHTHOT pasMMUIl/,oakba, TECT HAM MOYKE€ OTKPUTY MHOI'O TOTa O AedjeM
YHYTpAlllbeM CBETYy KpO3 BU3yeAHe NpeacTaBe-cumdoae Koju he ce mojaButy Ha
papoBuMa. BepdaaHu 1cKas poeTeTa MOBOAOM CAAPXKMHE L[PTEXa 110 3aBPIIETKY
AKTMBHOCTM HaM MOYKe OTKPUTU AOAQTHE AeTame O MpeAcTaBmeHoM. [Ipu aHa-
AV3U papoOBa Tpeda MMaTH Ha YMY AQ, YKOAMKO M30CTaHe MOTHBALMja 32 OBYj
3apaTak, Aelja OyAy CKAOHA IpeysuMamwy Tyhux pelema.
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Tect unju cy pesyaraTu MHTepnpeTupaHu pabheH je y OKBUPY Be>Kdu 13 IpeA-
MeTa MeToAMKa AMKOBHOT BacluTama 2. AKTUBHOCT Cy U3BOAMAU CTYAEHTH, &
ayToOpU LIpTeXa Cy d1Aa Aella IpUIIPeMHe MPEALIKOACKe rpyre. HacTaan pTexu
cy noaemeHn y ABe rpyite. [IpBa rpyma Lpresxa (canka dp. 9) mpeacTaBmsa yTAQBHOM
CTepeOTUITHE U OUeKMBaHe, DAVCKOM acOLMjalijoM 13a3aBaHe OJAMKe YM3Me,
LjuIIeAe, TAaTHUKe, OTUCKA cTonaAa. Hajopurunaaunja popma mehy oBom rpymom
LIpTeXa je OHaj Koji peACTaBpa pudy, nako 3apsara popma Hamehe 0Bo pelrerbe.

Apyra rpymna papoBa (cauka 8p. 10) je ycreriHuja: cuicTeM U3 yraa IOHOBSdE-
HIX AMHMja A0OMja cacBUM HOBY GOPMY Ayre Koja ce 3Hau€eHCKM HaAOBe3yje
Ha LlIleMaTH30BaHe MOTMBe pyAcKe durype, nBeha 1 odaaka Koju ce TaKO 4eCTo
[10jaBAYjy Ha A€YjuUM AMKOBHUMM papoBuMa y dasu meme. Liprexx ayromodmaa
KOjy TIpeAasy MOCT HaMehe ce 1o CB0joj CAMOCBOjJHOCTM, OTKPVBA CHKHY Be3a-
HOCT AeTeTa 3a MOTUB (3apaTa GopMa AMHMje je IPUAMYHO yAameHa oA dopme
ayTOMOOMAAQ). ol MAlITOBUTHUjU PaA Ha MCTYU 3aAaTu 0OAUK jecTe ,KaaBup”
l3Henabyje cBojom nuBeHTHBHOLINY 1 ciocodHourhy acouujauuje. ,Kpusa kyha”
Takohe OTKpMBa CHa)KHY Be3aHOCT 3a MOTMB. HeyoduyajeHa MCKPUBAEHOCT
MPUKa3aHOT 0djeKTa [MoKa3yje pa3BUjeHy MAIITY.

Cumd0AM Koju Ce I0jaBApYjy Ha OBUM PaAOBMMA Kap je TeMa CAOOOAHA omeT
Hac Bpahajy Hazap Ha TEOPMjCKM ITOCTYAAT: AQ Aelja Ha PEAIIKOACKOM Y3pacTy
IPMKa3yjy Ha CBOjUM AMKOBHMM PaAOBMMA OHO LITO je bJIMa MHTEPECAHTHO.

Cauxa 9. Buanjamc TecT, UpTeXH IpBe Irpyre papoBa, CTepEeOTUITHA AMKOBHA pellemha
(axTuBHOCT cTypeHara y ITY Yuka Josa 3majy Iupory)
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Cauxka 10. Buanjamc TecT, LpTeXU Apyre TpyIie PaAOBa, KpeaTBHA pelleha
(aktuBHOCT cTyAeHarta y ITY Yuka Josa 3majy Ilupory)

3. YTNIAJ CIIOSAIIBUX PAKTOPA HA AEYJVI AUKOBHI M3PA3

MacoBHa ynotpeda CAMKa TyTeM BUA€A, TEAEBU3Hje, KOMIjyTepa, TeAedoHa,
dboTo-anapara mocTaBsa HOBM 3aAaTAK IIPeA AMKOBHE ITeAarore: 0CocoduTu
Aelly 3a KpUTUUKY 0dpaAy BU3yeAHUX MHopMaLuja. YioTpeda HOBUX MeAlja
Tpeda Ad IIOCTaHe HEONIXOAAQH aCIEeKT AMKOBHOT BaclUTamba 1 00pa3oBama,
jep AeLu Tpeda NpeAOUNUTH KOPUCHY U KpeaTUBHY YIOTpedy OBUX Meauja,
de3 yrpokaBama HbJXOBOI AMKOBHOT pa3Boja. AMKOBHO CTBapamwe Aelie de3
IIpaBOT yCMepemha AUKOBHOT IIeAarora Ka MHAUBUAYAAHOM IIPUCTYIY U Ca-
MOCTAAHOM pelllaBarby podAeMa MOXKe AOBECTU A0 YHUDUIMpParka AMKOBHOT
M3pasa [yTeM yCBajamba HAMETHYTOT BU3YEAHOT je3MKa. YTULAj CIIOAbALIbUX
BU3YEAHUX CTMMYAYCa Ha A€Yji AMKOBHMU M3Pa3 HajouUTA€AHHje Ce NCIOombaBA
KpO3 pelnpoAyKOBame AMKOBA Koje Aelia Bubajy Ha TeAeBU3UjU U Yy BUAEO-
urpama. BupryeaHa cTBapHOCT NOCTaje AeTeToBa peasHoCT y 21. Beky. Ca
CTpaHe YlCTe AMKOBHOCTU FA€AQHO, YTULIAj MeAMja je HeraTBaH, jep AeTe
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npeysuMa Beh roToBy meMy Kojy IMOHaBmda MAM Bapupa Ha cedu CBOjCTBEH
HauMH. CAauke dpoj 12 u 13 nmokasyjy rnojeAHOCTaBMmdeHe, lIeMaTU30BaHe,
BU3YEAHO OCHPOMAIIIEHE, Y CMMCAY HEAOCTATKA AeTanma, AUKOBE M3 LPTaHUX
¢duAMoOBa 3a Aevyake: y MUTAY je M0jeAHOCTaB/odEHA LIeMaTU30BaHa gurypa
podoTa Koja HeOAOSMBO perpecupa y myHoraasua. Canka dp. 12 je doraruja
Yy AMUKOBHOM CMMCAY jep CaAp)X! €eAeMeHTe IepPCIeKTHBE, MaKo Ce M3pakaBa
Mperno3HaTAVBOM IpaBoyraoHoM ¢popmom urpute Majukpadt. OBaj paa je
HALIPTA0 A€YaK y3pacTa 0A LiecT roprHa. OHO IITO ra pasAMKYje OA IPETXOAHO
OIMCAHOT jeCTe PEAATMBHO yCIIeIIaH MMOKYIIaj Kopuinhermwa NepCcreKTrBe Koju
HUje yoduyajeH KOA Aelie MPEALIKOACKOT y3pacTa. AaKAe, ANKOBHO LIIEMaTU30-
BaHe BUAEO-UTPHUILIe KOje IIPEACTABAAjY BU3YEAHO pelllehe OAPACAOT YMEeTHU-
Ka MOTy Aa OyAy MOACTUIIAj AeLiM 32 CaBAaAaBambe AMKOBHUX 3aAaTaka Koju
IpeBasMAase bUX0OB KaAeHAAPCKM y3pacT. Komnosuiuja oBor paaa je speaa,
3aCHMBA Ce Ha IIPMHLUITY AMHAMMYKe PaBHOTEXe, IITO YKa3yje Ha AUKOBHO
AQpOBUTO AeTe. Aelia 0OMYHO CAMKY KOMITOHYjY CUMETPUYHO, AOK AAPOBUTHU
KOPUCTe AMHAMMYKY PAaBHOTEXY. ¥ KOHKPETHOM CAY4Yajy IPMKA3aHOT PaAa,
Beha popma ApBeTa Ha AECHOj CTpaHU je y PaBHOTEXM Ca MalbVM 0OAMKOM Ha
A€BOj CTpaHM MaMupa, Koju MOCTIKE AOAATHY TEKVMHY NHTEH3VBHOM J0jOoM
U HarAallleHUM AeTasuMa. LIpTexx Huje cuMeTpuyaH, aAll je ypaBHOTEXXKEH.
OmnucaHa cTpaTreryja je IOCTUTHyTa MHCTUHKTYBHO Y MHOTO je COpUCTULIN-
paHuja 1 UCTaH4YaHKja oA Kopuinthemwa cumerpuje.

Axo ynopeanmo 1pTex aerera ca Cauke dpoj 12 u yprex ca Canke dpoj
13, npumernhemMo HecyMbUBY pa3sAUKY y Opojy AeTama, TpeTupamwy doje-
HVX MOBPLIMHA ¥ KOMIIO3ULMj1 caMoOT AeAa. LIpTaunu oda uprexa cy ucror
KaA€HAAPCKOT y3pacta — uMajy 6 ropuHa. Cauka Op. 13 je KoMmoHoOBaHa 1o
npuHuuny cumerpuje. Komnosuijom pooMuHmpa jeaaH podoT-modeaHuK
(cyaehn mo mopurnyTum pykama). OHO IITO NPEACTaB»a KBAAUTET OBOT PaAa
je ymorpeda doje. KoHType cy Kop AOMMHaHTHe GuUrype HajIpe UCLIPTAHe jeA-
HOM Jd0joM, a MOBpIINHE CY ITONyHhaBaHe Mo MPYHLMITY KOHTPAcTa. YTAaCTU
0dAMLIM, IPUCYTHU Ha 00€ CAMKE, CBEAOUE O TOME AQ je AeTe OBAAAAAO CBOjUM
MOKpeTUMa U A MX AOOPO KOHTPOAMIIE.

YTuiaj AMKoBa 13 HpTaHuX GMAMOBA je TIOXKeSHUjU Y OAHOCY Ha dojaHKe
KOje ce HyAe Aely ca LiuadeM (n3ropopom) yHanpebewa ¢pune motopuxke. Ko-
puctehu dojanke, AeTe HUje y mpuAMLK AQ Kpeupa, Beh ,d0japuire” yHyTap
yHarpeA orpaHMyYeHMX MOBPLIMHA. BojaHKe AOAATHO MOT'y 08ecxpadpuTu Aere,
jep je pyka LipTaya roTOBOT LpTe>Ka MHOTO BELITHja OA AeYje.
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DojaHKe 1ITepe AeTe 0A pasMUIIbakba U MallTawa, Hyaehu my
roTOBe IIAadAOHE, KOju KaCHUje YTUYY U HAa MIHAUBMAYaAHY U3pa3
A€TeTa, Koje MOKYyIIaBa AQ KOIupa ,caBpiueHe LpTexxe” y dojaHuu
(®uannosuh, 2011: 330).

Yrorpedy roToBux imema u madA0Ha Y AMKOBHOM BAaCIIUTAY A€Lie MTPEeAL-
KOACKOT y3pacTa Tpeda IMOTIYHO M30CTaBUTU U 3aMEHUTU jeé OTBOPEHUM
npucTynoMm, rae he cBako pete Hahy CBOj COICTBEHM U KPajibe AUYHU AU-
KOBHU 13pas.

Oapacan, y )xemn Aa odorare Aedjyi AMKOBHY M3pas, IOHEKAA MpaBe IPelike
Hamehyhu uM crepeoTniie AMKOBHOT n3paxkaBawa. Hanporus: cyHie He Mopa
Aa OyAe KYTO U TpaBa He Mopa Aa dyae 3eaeHa. AeteTy Tpeda omoryhuru
CTBapaAayKy M eMOTUBHY CAODOAY AQ yIIOoTpedu doje Ha HauMH KOjU JKeAU
u oceha. MeToAMYKYM HeMCIpaBaH, 8 AMKOBHO CACBMM HeyTeMed€eH U HeIlo-
)KedaH BaCIMTHY YTULIRj Ce KPeMrpa M KPO3 HaMeTarbe YBPEXXeHOr CUCTeMa
npedepeHLnje po3e 1 LipBeHe doje KOA AEBOjUMLIa, a TIAaBe d0je KOA Aevaka.

Cxsaramwe Aodpuae beaamapuh (1986) aa je cBaKkM yTuLaj OATajaTesa U CPEAUHE
Ha A€Yjyi AMKOBHY Pa3BOj HEraTUBAaH IIPUIPAAA PAAMKAAHOj CTPYjU METOAMUKE
AVIKOBHOT BaCINTamba KOA Hac. Apyry KpajHOCT OBOM CXBaTaiby IIPEACTABM,A,
AaBHO TpeBasubheHn, TEXHNYKO-UMUTATUBHY KOHIIEINIT Y AMKOBHOM BaCIUTambY,
KOjU Ce 3aAaKe 3a pa3BMjarbe CIPETHOCTYU PYyKe U MepLeNliyije; HeroBambe
YPEAHOCTM U AUCLIMIIAVIHE, d€3 KPeaTUBHOCTHU U Aedje camouHuLujaTuBe. HoBa
KoHuenuuja OcHoBa mMporpama IpeAIKOACKOT BaClUTama 1 0dpa3oBama ce
TaKkohe 3aaa’ke 3a CAOOOAY CTBApAAQUKOT M3pakaBarba AelLle, IITO je Y TEKCTY
mporpama CyrepucaHo Kpo3 Ipenopyke BaCIUTadMMa:

BacnuTay y maaHMpaHuM CUTYalMjaMa yuerwa HIje yCMepeH Ha
AaBarbe TOTOBUX 3HAA, JEAHOOOPA3HUX pelIeha U TAYHUX OA-
rOBOpa, HEro MOAP’KaBa MPOLIEC yYeha Y KOMe Aelja pasBujajy
CcTpaTeruje UCTpaXXMBawa U pasyMeBamwa cede 1 CBeTa U y4ue
KaKo Aa yue (OcHOBe mporpamMa MpeAmKOACKOT BaCIUTaba 1
odpasoBama, 2018).

CrBapaaauke CAOOOAE AETETa Ad ITPEACTaBSA Ha BAACTUTY HAYMH OHO IITO
AOXKVB»ABA, 3aMULIAA U MAILITA, UCIIUTYje PA3AMYNTE HaunMHe Kopuinherma
ymeTHMYKMX Matepujasa (Ibid.) jecy yBakeHe.

CBaKo AMPEKTHO MeLIahe OAPACAOT Y A€YjU CTBAPAAAYKY IIPOLIEC OAPArKA-
Ba Ce HEraTUBHO He CaMO Ha KpeaTuBHY Beh U Ha AUYHY AMMEH3Hjy pa3Boja
aeteta. Liprame Aeny (CaMOMHULIVjaTUBHO MAK HA HUXOB 3aXTEB) CIIAAA ¥
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HemoXe/sHe 00AMKe YTUIRja, jep AeTe, oWTYjyhu ayTOpUTeT 0OAPACAOT, IO-
HaBM»a IIEMY KOjY je OAPACAM ITOHYAMO O€3 MKAKBOI' CAMOCTAAHOT Olla)Kamba
U OTKpMBama pasanuuTux odauka. Vicnpasmamwe Beh HalpTaHuXx Aedjux 0d-
AVIKa TakoDe mpeACTaBm»a AMPEKTAH HallaA Ha Aedjy KpeaTUBHY AMYHOCT jep
pa3Blja HelloBepewe AeTeTa Y COIICTBEHe CTBapaAauke IIOTEHLMjaAe, M3a31Ba
HecurypHocT u HeMoh. VIHcucTuparwe Ha YPEAHOCTY M IIPELV3HOCTY je joll
jeAQH 3aXTeB KOjU OAPACAM HEPETKO MMajy IpeMa AedjeM AMKOBHOM PaAy, a
Koju Takobhe cTBapa OAOKAAY U CTPaxX AeLie AA Ce CAOOOAHO AMKOBHO U3pase.
Mpme u dpaeke Koje Cy CAyuajHO HaCTaA€e Ha AeYjeM AMKOBHOM paAy MOTY
Yy AUKOBHOM CMMCAY CaMO A2 AOIIPUHECY IerOBOM OOraTCTBY U KBAAUTETY.
[TosuTMBaH yTULIaj Ha A€4ju AMKOBHM pa3Boj Ou odyxsarao omoryhaBamwe
cA0doAe 13pasa Kpo3 MoCMaTpame U deAesKehe CTBAPHOCTHU, CAODOAHO KO-
puithemwe 1 UCTpaKMBatbe MaTepujaAa, TOCETe raAepujaMa U My3ejuma, Aedje
PaAMOHMIIE HA OTBOPEHOM, QaHI'AXKOBaH€e Y Pa3B0jy €KOAOLIKe CBECTH.

Cauka 11. ,Kausame Ha Aepy’, AeTe y3pacTa 7 TOAMHA
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Cauxa 12. ,Majukpadt’, AeTe y3pacTa 7 ropuHa

Cauxka 13. ,Podoti’, peTe y3pacrta 7 roAMHa
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4. TYMAYEILE CUMBOAA HA AIKOBHM PAAOBVIMA AELIE CA
CMETIbAMA Y PA3BOJY - APT TEPAIINJA

Aprt Tepanuja nmpeACTaBs»>a KpeaTMBHY YHOTPedy YMETHUYKMX Me-
AMja 0OA CTpaHe MaljeHTa/KAMjeHTa Kao TepalnjCcKor CpeACTBa
BepdaaHe 11 HeBepdaAHe, CUMOOANYKE KOMYHMKaLMje, Y IPUCYCTBY
TepareyTa, y 3aurTuheHoj 1 moppaxasajyhoj Tepanujckoj cpeArHn
(Muaenxosuh, 2017: 100).

Y cBMM BpCTaMa apT Tepalnuje, aKljeHar je Ha HeBepOaAHOj KOMYHMKALVjU U
CBOjeBPCHOM YMTaby, TYMauetby AMKOBHOT 13pa3a y LMoY MOCTU3abha JOSUTKA Y
paAy ca AeLioM 1 oApacauMa. Y paAy ca AeLioM apT Tepariyja MMa II0CedHY, AOAATHY
BPEAHOCT, jep je AUKOBHU M3pa3 AeTeTYy OAVDKM Hero BepdasHa KOMYHUKaLuja.
AeTe he LIpTE)XOM VAU CAMKOM MHOTO J0/m€e U3PA3UTU CBOje XKede, MAllTamba,
cyKode, 0OAHOCe y TOPOAULIM, OAHOC ca TeparneyToM. KpeaTuBHM pap peaakcupa
Aelly, CMalbyje HbMUXOBY aHKCMO3HOCT, @ MICTOBPEMEHO HEeIIPMMETHO KOpUTIyje
MHOTe IICUXOMOTOpHe yHKLuje aelie. Vimajyhu y BUAY Aa je peaaTUBHO MAaAa
AVICLUMIIAVIHA (IIPBM MOKYILIAj/ IPOyYaBamba AMKOBHOT M3pakaBamba MEHTAAHO
000AEAMX AATHPAjy U3 OCMeE AelLieHlije ABAAECETOT BeKa), apT Tepaliyja je HallAa
CBOjy IPMMEHY Y Ae4juM SOAHMIIAMA U KAMHMKaMa, IIKoAaMa, BpTuhrMa u ms-
deranykuM KamnoBuMma. VI3Boau je mocedHo odyueH ncuxoteparneyrt. [Tloctoje
pa3AMuMTa CXBaTamba O YAEAY IICUXOTepalyje U YMeTHOCTH y TIPOLieCy U3AeUea,
I1a jeAHa rpyIa UCTPAK/Baya UCTHUYE YAOTY YMETHOCTH, & APYTa YMETHUYIKY
13pa3 cxBaTa caMoO Kao CPEACTBO.

Aedju 1pTex je MHAMBUAYaAHA Kpealyja Koja puKasyje cappskaje Koje AeTe
CBECHO 3aMUIINA U AOXKMBAABA, aAM VI OHE HECBECHE CaAp)Kaje Koje AeTe Y cedu
KpUje U KOjU HUCY OYUTAEAHM, AU 3aXBasyjyhu LIpTeXy AoAa3e y CIomallby
cBeT. AHaAM3a Aeuyjer LipTe’ka HAaCTAAOT Y IIpoliecy apT Tepaluje oppasyMeBa
KOHTEKCT Y KOM A€eTe LIPTa, Y3pacT AeTeTa, KBAAUTET I10Te3a, 0AAdUP U HAUMH
Kopuurhemwa doja 1 KOMIIO3ULIMjy AMKOBHE LieArHe. KOHTEKCT y KoM aAeTe LjpTa
je durtaH ca acnekTa Toka mopemehaja Koju ce HaCTOjU OTKAOHUTY IPUMEHOM
Tepanyje LpTexxom. C 0831poM Aa MPOLeC Tepanyje MOXKe TpajaTu roAMHaMa,
AOTUYHO je AQ Ce Y CKAAAY Ca pa3BojeM TOKa OOAECTU U LIPTEX AeTeTa Merba.
YcA0BU y KOjuMa Ce Teparnija MU3BOAM MOPAjy OUTY KOHTPOAMCAHM: HEOTIXOAQH je
aA€eKBaTaH IPOCTOP 3a 0daBmarbe Tepanuje, Kao U UCKpyuere oMeTajyhux dak-
Topa. Tepaneyt Mopa duTy 08jeKTHBaH, eMIIaTUYaH, i MOPa A2 CTEKHE ITOBEPeHe
AeTeTa. Y3pacT AeTeTa Koje LipTa Ce yBeK y31Ma y 003Mp, jep Ce MHTEAEKTYaAH!U
1 eMOTUBHU Y3PacT AeTeTa PeTKO MOKAara ca KAAEHAAPCKUM Y CAYYajy Aelie
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ca pa3BOjHUM CMeTHaMa. [ToTes ce Tymauu y CKAaAy ca CBOjUM MHTEH3UTETOM,
Ia AaraH 1 d0jak/,sUB MOTE3 TOBOPY O AETETY KOje je MHTPOBEPTHO U Koje MMa
norpedy 3a mocedHOM naxtboM. [IpeHaraaiieH nores, Koju IOHEKaA AOBOAM AO
LieTama MMOAAOTE 32 LIPTeX, KApaKTepUCTUYAH je 3a arPECUBHY M XUPOBUTY AeLY,
AOK IIpelLipTaBakbe UAU dplcame AeAOBa LipTeXka yIyhyje Ha cTpax OA IpellKe,
YUjU Ce Y3POLM Aamde MOTY PasAMYMUTO TyMaunuTu. Tymademwe doja Ha Aedjum
AVIKOBHUM PaAOBMMa BE3aHO je 32 CUMOOAMKY KOja MOXKe OUTU MHTepPIpeTUpaHa
Ha pa3He HaylHe, 3aBJ/ICHO OA Y4era M KOHTeKCTa. BUTHO je moMeHyTU npeapa-
CYA€ KOje ce 4eCTO jaBmajy, a Koje Cy BezaHe 3a Kopuinherbe LipHe U TAMHIX doja
Ha A€YjUM AMKOBHVM PaAOBMMA. Y )XenpU Ad Ce M3pase jaCHO, MHTEH3UBHO U ca
Matbe HaIopa, Aelia yecTo npuderanajy kopuirhemwy TaMHuX 00ja, 1Ma ce HUXOBO
Kopuirhewe He MOpa UCKAYYMBO MHTEPIIPETHPATH Kao U3pa3 Aelpecuje U He-
raTMBHUX MUCAU. YOIIIITE, IOTPEJHO je CarAeAaTH LIe0 LIMKAYC AeYjuX PaAOBa,
HJKaA2 ce HA OCHOBY HEKOAVKO PaAOBa He MOXKe AONY AO MCIIPaBHOT 3aK/ApY4Ka.
Koa popmasHe aHaAM3e KOMITO3MLIMj€ AUKOBHOT A€AQ PA3AMKYjEMO IO3UTHBAH
U HeraTMBaH CaAPiKaj. IlosuTuBaH cappikaj IpeACTaBda Nanup Koju je UCITYHeH
AVIKOBHUM capprkajeM. HeratmBaH cappiKaj je Apyru TEpMUH 32 IPa3HUHY, Oeo
Manyp KOju je HeCITyheH VAU je HEAOBOSHO MCITyHeH AMKOBHMM €A€MEeHTHMA.

Y TepMMHMMA ICUXOTEpaInuje, MOCToje ABa TUIIA AMKOBHUX PaAOBa HACTAAMX
TOKOM TIcuxoTeparnuje: TpaHcdepru u npodaemcku (Ae 3aH, 2013). TpaucdepHe
CAVIKE U LIpTE€XM Cy OHU KOjU ITOKA3Yyjy eMOLMOHAAHM OAHOC MallijeHTa IpemMa
Tepanujyu, MeCcTy Tepalje AU TepaleyTy — Y blMa ce MojaBaryje TpaHcdep.
[TpodaeMcKe CAMKE U LIPTEXXM CYy OHU Y KOjUMa Ce M0jaBapyjy mpodaemu 300r
KOjMX je mauujeHT ynyheH Ha rcuxorepanujy.

5. 3AKAYYAK

I'lo cxBaramwy caBpeMeHe MeTOAMKE AMKOBHOT BaCNUTamba, KOMyHUKATVBHA
AVIMEH3Hja Aedjer AMKOBHOT paAa MMa IIPEeAHOCT Hap eCTeTCKOM AVIMEH3MjOM.
Aakae, Ae4jyi AMKOBHU PaAOBM He Tpeda Aa TeKe MAeaAMMa AMKOBHOT CTBapa-
AQIITBA OAPACAMX Y TEPMMHMMA €CTETUKe, Beh Tpeda Aa M3paxkaBajy CYLITUHCKO
duhe peTeTa Kpo3 MOTHMBE, TEMeE 1 CMOOAE KapaKTePUCTUYHE 32 AeYjU y3PaCT.
YMeTHMUYKA BPEAHOCT OHOTA IITO je AeTe HALIPTAAO je Mame BaXKHa OA Ipolieca
HaCTajamba AMKOBHOT AeAd. 3aTO je HEOIIXOAHO AQ AMKOBHU IIEAQr03y, BaCIUTAuM 1
yauTesy A0OPO BAAAQjy OCHOBHUM 3aKOHUTOCTVMMA Pa3Boja Aedje KpeaTUBHOCTH.
dase pasBoja Aeyjer LpTexa HaM YIIPaBo MOMaKy y npoljecy npahera pasBoja aeyje
VHTeAeKTyaAHe, MOTOPUYKE U eMOTUBHe 3peAaocTy. Bopehu ce 3akonuTocTuMa
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nojaBmyBama oApeheHnx cumdoAa Ha A€4jUM AMKOBHMM PaAOBMMA, MO>XXEMO
3aBUPUTU Yy CKpUBeHe AyOuHe Aeuje Ayiie. OACTynamwe oa dpasa pa3Boja HAaM MOKe
yKa3aTy Ha HeKY BPCTY CMeTHe Y Pa3BOjy AU AAPOBUTOCTMU.

Tunoaoruja dasa xojy HaBoau Baapyucaas [Tannh (mpema @uaunosuh, 2011:
55) HajcAMKOBUTHje OMKUCYje pa3Boj CUMOOAQ Ha AeYjuM papoBuMa. Y ¢asu am-
CTPaKTHMX CAMKa (LIKpadare) AeTe ce M3pakaBa AMHMjOM Koja je 13pa3 Heodys-
AaHe eHepryje ¥ KpeTamwa. AeTe HATOHCKU M CTIOHTAHO 11apa, a CAUMYHOCTH €a
MIPEAMETHVM CBETOM Cy CAy4ajHe. Y ¢asu MyTHe cArKe (Ipealiemarcka ¢asa),
AeTe He LIpTa npeaMeT, Beh cBojy nmpepcTaBy o wemy. ITojaBwyje ce kpyr: durypa
YOBeEKa, ayTOIOPTPET, IPBU ITOjeAHAYHM 0DAMK KOjU AeTe TpuKasyje. Besa mebhy
0dANMILIMIMa OCTBapYje Ce TOBE3UBabeM AVHIjaMa, LITO je YBOA Y PALiIOHAAHY CAUKY
(ba3a meme). Hacraje myacka mema, kyha, ApBo, LiBeT, purypa skuBotume. Aere
KOPMCTY KOMIIO3MLMjy IPOCTOpa Nanupa o IeMy OCHOBHE AMHMje, IPUKa3yje
MPOCTOP Yy MAQHOBMMA, I10 LIeM! ITpeBasbBabha, KOPUCTU PEHATEHCKHU LIPTEeX,
MOKpET, peNeTHLINjy, EMOLIMOHAAHY HENTPONopLoHaAHOCT. [IpuMemyjyhu mo-
MEeHYTe LieMe KOje OATOBapajy 3aKOHUTOCTMMA AMKOBHOTI pa3Boja, AeTe U Ad/oe
LIpTa OHO LITO 3HA, @ HE OHO LLITO BUAU. YHYTPALIbU CBET BUASUBH)U je OA NTOjaBHE
cTBapHoCTU. IlepLienTBHA CAMKa HacTaje Y TPEHYTKY KaA AeTe AOCTUTHE HUBO
CTBapHe NepLeNnLje, Te IPeHOCK 0OAVIKe BUASVBE CTBAPHOCTY Ha Iamup. Y 0Boj
a3y BeAVKM YTULIQj HA AeTe MMa IIIKOAQ, KOja CTUMYAMILE KOHBEPTEeHTHU HAYVH
pasMUIIIbamha, T AOAA3Y AO CBOjeBPCHE KpH3e KpeaTUBHOCTU. PeaaHoj caniiu
HeAOCTaje eKCIIPECHBHOCT Y U3pas3y, a IlojayaBa ce peaAuCTUYHO Buhebe peAMeTa.

BoraTcTBo AMKOBHUX eAeMeHaTa, d0ja U AMHMja KOje Kpenpajy Te cumoo-
A€, TOBOPU O dOraTCTBY YHyTpallmer XuBoTa Aeteta. llITo je Buie cumdoaa
IPeACTaBA>EHO Ha AedjeM PaAy, LITO je Be3a n3Mehy mux jauya — AyXOBHU XUBOT
AeTterta je doraTuju. BusyeaHu jesuk urpa BeAUKy YAOI'Y y apT Tepanuju. Aevyerwe
yMeTHo1hy je mocedHO AaKO IPYMEHMAUBO Y PAAY Ca AELIOM, jep KpPO3 LIpTexX
AaKIlle KOMYHULIIPAjy IpeACTaBsdajyhn Mucan, ocehaje 1 1bUX0OBe peAalje Koje
He MOT'y MCKa3aTy BepOAaAHUM ITyTeM.

Yruiaj cnomaimsyx GakTopa Ha pasBoj Aedje KpeaTMBHOCTY KPO3 AMKOBHOCT
MOJKe Aa OyAe BeoMa CHa>kaH. MacoBHa M HEKOHTPOAMCAHA yIOTpeda cAMKa Y
CaBpEeMEHOM XUBOTY (KpO3 TeAeBU3MjY, BUA€EO, TeaedOH, TadA€T) 4eCTO MMa
HeraT/BaH yTULIAj] HA A€Yjy AUKOBHOCT U A€YjU Pa3Boj YOHIITe. YKOAMKO je BU-
3yeAHa MMCMEHOCT BaclyTadya HUCKA, TAKBU Cy U BU3YEAHU CaApIKaju Koju ce
A€LM HYA€ — LITO MOXe OUTU A0Opa CpeArHa 3a pa3Boj CTEPeOTUTHUX Gopmu
" K14a. AKO ce BU3yeAHMM CPEACTBMMA PAaCIIOAayKe Ha MTpaBy HauMH (YMepeHO
Yl CEAEKTUBHO), Aelia MOTy 0OOTaTUTM Y YHAIIpEAUTY CBOjy CIIO3Hajy CBETA.
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CraAHO ycaBpllaBarbe 1 HEIPEKMAQH PaA Ha cedu 3a BacIuTaye I AUKOBHE
IIeAQrore je HEOIIXOAQH HAIlop KOj/ MOPajy YYMHUTH AQ OU OCTBapUAY AOSPOdUT
3a aeny. [Ipaheme 11 yuecTBOBamwe y KYATYPHOM KUBOTY, TO3HaBakbe CBETCKUX
AOMeTa KYAType U YMETHOCTH, oxahamwe ceMnHapa, Uiy TaBame CTPyuHe
AUTEpATYpe — YCAOB CY 3a [TIOCTaBMdakbe 3aA0BOSaBajyhrx TeMema y odracTu
BM3YEAHMX YMETHOCTM 32 BaCIuUTaye, yuynuTese, HAaCTaBHUKE, Ipodecope. Au-
KOBHE aKTMBHOCTY He CMejy OCTaTH 3ap0d/soeHe Y CTPOTMM OKBUPUMA PAAHUX
coda, yunmoHu1ja u aTesea, AeLi Tpeda CTBOPUTY YCAOBE AQ OTKPUBajy cede
Kao cTBapaAauka dmha. YMeTHOCT je MOh YoBeKa Aa Merba YCTambEHE MOAEAE
pasMuIIbaba.
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DA Bojana Nikoli¢

SYMBOLS IN ARTWORKS OF PRE-SCHOOL CHILDREN

Summary

One of the basic characteristics of children’s artwork is the fact that children draw what they know,
not what they see. The concept of an object and its inner model a child considers more important
than the real image of the object. This paper deals with symbols that appear in children’s artwork
in an indirect way and they are reflected by themes and motifs, as well as formal visual analysis
(lines, colors, surface, shape, space, composition). This analysis involves children’s artwork at a
scribble stage, a pre-schematic and schematic stages of child development.

A symbol as a visual sign is conditioned by the complex inner being of a child, its needs and
the influence the media and education have on the child. By analyzing the external factors that
influence the creative expression, it is possible to improve the educational practice of parents and
educational institutions. The awareness of motifs and symbols in children’s artwork is the only
correct way to understand children’s personality, as well as to stimulate creative expression and
support creativity at an early age.

Key words: Symbols, themes, motifs, children’s artwork, creativity.
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METAPHOR - THE VISUAL LANGUAGE OF POSTER ART

PhD Krasimira Borisova Drumeva
St. Cyril and St. Methodius University,
Faculty of Fine Art, Bulgaria
drumevika@abv.bg

Abstract

Since its very beginning the poster has fallen into the category of “street art”. It is an integral part
of visual communication and is distinguished by its clear and vivid language. Poster artists seek
images and symbols which incite new connections between viewer’s imagination and reality.
This suggestive stimulation grows into a visual and intellectual play of words and images, which
creates visual metaphors. And such metaphors enable the viewer to realize and comprehend new
and abstract concepts.

This article studies the visual metaphor as the main means of expression in poster art. It is analysed
as a specific visual language, which uses symbols, transformations, hyperbolas, analogies, colours
and shapes. The objective of this study is to summarise the main approaches to presentation and
impact. Based on research of practices and applications we have summarised the most frequently
used methods of visual communication through metaphor in poster art.

Key words: visual communication, visual metaphor, poster symbol, associations.

In its development, poster art has undergone various processes of maturation and
upheaval, rise and decline, admiration and rejection. It is inextricably bound with
all conventions and style explorations in art. It is a symbiotic combination of both
fine and applied arts, striving to extract the most synthetic and understandable
art image. Due to the specific features of the genre, posters are always placed on
the street, in public buildings and at locations with heavy flow of people. In this
context, since its very emergence, it is experienced as an integral part of the visual
communication in the urban environment. Utilising the maximum of its succinct
language, it has always been in line with current times.

All these characteristics of the poster provide for the natural and spontaneous
communication with the audience. Poster artists rely on the symbiosis of com-
position, colour, interconnection and symbolism to attract the attention and to
provoke the emergence of associations and links between the depicted objects.
Exactly the associations constitute the main mechanism of individual’s inner life,
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which provokes creative thinking. They are interpreted as unusual and original
linkage of elements, perceptions and notions by the human brain, which serves as
a driver of innovations. They create a specific kind of non-verbal communication
between the author and the audience.

Poster artists are constantly looking for images and symbols that awaken in the
viewer new interrelations between notions and reality. After being analysed, the
established concepts are combined and transformed at the level of notion and im-
age. As a result, new images and systems are synthesized. Sometimes, unusual links
are created, which turn into a precedent and become part of the so called inventive
thinking [Chipev, 102]. The employed spatial, structural, narrative, semiotic, cause-
and-effect relationships introduce the viewer into new spaces of a parallel spiritual
reality. This associative stimulation takes the form of a visual and intellectual play of
words and images, which creates visual metaphors. It involves a figurative application
of a variety of symbols that ensure stronger emotional or artistic expression. In the
context of the poster, the depicted objects acquire a metaphorical meaning. Thus, a
deeper mental and emotional impact on the audience is achieved.

The visual metaphor provides the viewer with the opportunity to realize and
comprehend new abstract concepts. It is a kind of cognitive and creative process
that expands the scope of knowledge by creating new categories and classifica-
tions of concepts. As an art genre, the poster is used as a specific visual language
based on symbols, transformations, hyperboles, analogies, colours and forms. In
this sense, it constitutes a powerful tool that simulates imagination and thinking,
and is a main means of expression. It employs stereotyped objects from the sur-
rounding environment, with fixed colours, forms and qualities. The similarities and
analogies between different symbols are deliberately sought, in order to associate
them with the concept of the poster. Through the proper composition and visual
transformation the images acquire new qualities, which cannot exist in real life.
The result is a complex but exciting symbiosis of the properties of several objects,
combined in a single new object, derived from association. This creative approach
provides the opportunity to visualize images and situations that can hardly be ex-
plained in another way. The established mental communication with the audience
relies on the perception and the intelligence of the audience. The effect of creative
metaphors is contrary to people’s expectations and resists the established patterns.
They create unusual combinations of objects and object properties, situated in
extrinsic environment, thus acquiring a new meaning. The conventional sign sys-
tems are used as something painfully familiar and stereotyped, while the creative
intensity transforms them into highly impressive form of address. The universal



Metafora, percepcija i simbolizam / Metaphor, Perception and Symbolism

sign system that is generated as a result of this — a visual code — does not need
words to be recognized by the mass audience. And the messages derived thereby
become universal, regardless of language and cultural differences. The visual code
is transformed into a situation in a regional, social, political, economic, cultur-
al context. Identical visual metaphors are circulated in different regions of the
world - Japan, Israel, Somalia, Afghanistan, Bulgaria, France, USA and so on. This
global language is based on universal and non-standard meanings of the symbols.
And this very feature of the poster makes it so universal in situations of non-verbal
communication. The visual metaphor is used to share ideas in comprehensible
ways and forms, meant to surprise, provoke the intellect, amuse and fascinate.
Metaphors stimulate the audience to think out of the template and contribute to
establishing the poster art as a product of creative inspiration.

Picture 1. One hour spent in reading is time stolen from Paradise.
Thomas Wharton

It should be noted the power of impact depends largely on the visual intelligence
of the audience. This is the ability to perceive and understand the world and to
fill the incomprehensible components with acquired information that has already
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been analysed. The brain triggers logical and associative links in the memory in
order to recreate the full cognitive picture. This is particularly necessary in order
to understand visual metaphors because it suggests an acquired knowledge about
the world and the relationships between objects and processes. Visual metaphors
can evoke information that has been stored in the memory for a long time. They
exist because of the cultural memory that they activate. A certain level of cultural
knowledge is required in order to understand the various levels of symbolic meaning.
Each symbol exists in terms of its specific context. Each image may be perceived
in a different way, i.e. the symbol depends on the environment, and therefore
some knowledge of culture semiotics is necessary to decode it properly. Of course,
viewers do not consciously apply such analysis to understand the work’s concept.
This process is automatic and unconscious, based on the viewers’ experience of life.

New visual stereotypes are created as a result of the interaction between the
metaphor and the memory. Artists use them to manage the variance and diversity
of expression tools. In this context, the meaning and the impact of situations
implied in the depicted objects are created by the artist and the audience together.

The visual dimensions of the metaphor are seen through the prism of semiotics,
rhetoric, linguistics, neurolinguistics, philosophy of mind and language, cultural
anthropology and sociology. In this paper the visual metaphor is analysed as a
primary tool that authors use to express their concept in poster art. It may be
divided in several categories according to the way the images and symbols are
applied and organized in the specific work:

— similarity of elements;

— difference or incompatibility of elements;
— transformation of elements;

— interaction between elements and context;

The creative project “I love to read” will be used to verify these approaches.
The analysis and the produced collection of posters will be used to illustrate and
defend the author’s thesis.

As already noted, the visual metaphor in poster art utilises the multi-lay-
ered expressive power of symbols to the greatest extent. They are applied by
being integrated and transformed according to similarity and analogy between
the whole and the individual properties. This approach in the application of
visual metaphor may be defined as interpretation of the symbols by similarity.
The combination chosen by the author and the interaction of the elements in
the poster composition is mostly symbolic, abstract or overexposed. It is not
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taken from reality, but comes from the imagination. It opens the doors to a new
world, where the boundaries of the possible are boldly crossed in order to free
the thought and the imagination. By generating multiple symbols with similar
characteristics one can achieve greater comprehensiveness of the artistic im-
age. This facilitates the visualisation of properties that are otherwise difficult to
comprehend through sensory perception of the separate objects. By gathering a
multitude of similar objects posters reproduce the abundance in the world and
convey complex emotional, spiritual and ideological messages.

Picture 2. Cyrillic - Latin

The applied symbols may be selected according to meaning, form, colour
(texture). By applying one and the same meaning to various objects one can create
innovative composition that provokes the viewer. The attention is drawn by the un-
usual nature of the image and arouses curiosity. This allows the author to combine
multiple meanings in order to achieve a more comprehensive visualisation of the idea.

The presentation of objects in their most characteristic form is especially
important in the poster art. Designers make a number of preliminary sketches
to extract the most synthetic line in order to represent the most accurate and
understandable form. In the arbitrary space of the poster, the image departs
from the literal representation of the nature, and often even the main character
is absent. Nevertheless, its presence is tangible exactly because of the proper
detail, pertaining element or reflection that has been selected. In this creative
process, objects that are similar in shape are replaced in order to give them new
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meaning and effect. By using expressive dynamics one can create the impression
that the form evolves continuously in space. The solution of the compositional
and spatial problem is sought through succinct means of expression. Angles,
close-ups and unusual perspectives provoke the viewer to perceive the form as
a chance for reflection and free flight of the imagination. [Atanasov, 23]

.j

THE CYRILLIC
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Picture 3. The Cyrillic - Food for Life

Colour is a main tool in poster art and is also used to rediscover the visual
metaphor. By selecting objects that are similar in colour but different in meaning,
the image may acquire new characteristics through the visual metaphor. Each
colour may be categorised according to its impact and meaning in different situ-
ations. The audience expects that the conventions imposed by time are followed,
but poster artists readily cross the established boundaries of their application.
Thus, each colour is actually perceived conditionally since its usual impact is
altered according to the unusual object to which it is applied.

In fact, the possibilities for representation of various situations are limitless.
The poster art has gained its independence from the pragmatism of reality leading
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to masterful use of the visual metaphor. The creative project “I love to read”
demonstrates the large number of opportunities for development of an author’s
idea. The symbol of the book is used in each of the posters and is transformed
to represent the different aspects of reading.

Even more intriguing is the approach to the visual metaphor that uses the
difference in elements to represent the author’s concept. In the world of art,
artists have always strived to exaggerate the qualities of characters by juxtaposing
them with their opposites. In this sense, the category of “beautiful” can be best
understood when compared with the “ugly” The antipode characteristics of the
selected symbols support and provide background for the strongest qualities of
the central artistic image. This approach provokes the audience to assess thor-
oughly the qualities that the author admires.

Picture 4. ESCAPE from ignorance

There are countless examples of posters which combine incompatible symbols in
a single composition, thus creating provoking visual metaphors. The transformation
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approach is used with the particular purpose to bring to the foreground a conflict
in the situation, in order to evoke new associations in the audience. Remark-
able are the constructive and semantic fusions of individual details through
which impossible and utopian images are born. Designers select the strongest
and most prominent features, which are then transformed by means of artistic
synthesis. They go as far as to take away elements, thus giving the impression
of something unspoken. Rearrangement, addition or substitution of structural
joints are also used to change the typical structure of an image. The selected
symbols are combined and juxtaposed in uncommon combinations in order to
represent the missing and the desired image. They reflect the infinite world of
ideas and imagination. This transformation of reality is used by the author with
an aim to take the viewer to the level where they will identify with the artistic
image, in order to touch their mind and heart.

Picture 5. The good book is like an iceberg -
all beautiful and interesting is underwater.
Ernest Hemingway

To a great extent the power of the impact that the visual metaphor has
depends on the manner that the resources are applied in the context, in
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which the symbols are situated. Depending on the interaction of the separate
elements with the environment, they can be transformed through the prism
of the author’s idea. Their expressive power can be reinforced by seeking
similarity and analogy, or antipode and incompatibility. In this sense, the
awareness of the typical expression characteristics of each situation helps
authors to represent a wide range of suggestions and provocations that make
the viewer think. They go as far as to create surreal worlds in which fictional
images reveal universal truths and problems, or deeply intimate emotional
experiences. The viewer is faced with chimeric images in which the com-
bination and the relationship between symbols and context tell the story at
the level of associative perception.

KNOWLEDGE

Picture 6. The book is a source of knowledge

Involvement of the context in the expressive power of the poster is a prereq-
uisite to creation of a world of change. One and the same image or symbol acts
diametrically depending on the surrounding elements. The doors of imagina-
tion are open and every viewer is free to further develop the author’s idea as a
reflection of their own thoughts and feelings.
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CONCLUSION

The poster is an integral part of visual communication and is distinguished by its
clear and vivid language. The main means of expression in this art is the visual
metaphor, which is a complex system of symbol, image and context. It provides
the viewer with the opportunity to realize and comprehend new information
and spiritual messages. It is a special kind of visual language, which has powerful
expression and impact on mass culture. The mastery in its reproduction lays in
the depiction and representation of concepts through creative interpretation of
meaning, shape and colour.

The poster is no longer perceived as an illustration of events and personalities,
it has become an initiator, communicator and inspirer. It shall again assume its
socially responsible place and shall work hard to complete its mission. It shall
not exist only to fill up the free urban spaces with decoration, but shall high-
light, inform about and draw the attention of the audience to important issues
of contemporary cultural and social life. It has powerful communication tools
and shall be used for sensible purposes. The designers shall be well aware of
the main approaches for application and the impact of the visual metaphor, in
order to consciously and responsibly visualise and send unambiguous messages
to their audience.
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Dr Krasimira Drumeva

METAFORA - VIZUELNI JEZIK UMETNOSTI PLAKATA

Sazetak

Od svog pocetka plakat je svrstan u kategoriju "uli¢cne umetnosti”. Sastavni je deo vizuelne
komunikacije i odlikuje se jasnim i zivim jezikom. Umetnici plakata traze slike i simbole koji
podsticu nove veze izmedu maste i stvarnosti gledaoca. Ova sugestivna stimulacija prerasta u
vizuelnu i intelektualnu igru reci i slika, $to stvara vizuelne metafore. A takve metafore omogucavaju
gledaocu da uoci i razume nove i apstraktne koncepte. Ovaj ¢lanak proucava vizuelnu metaforu
kao glavno izrazajno sredstvo u umetnosti plakata. Analizira se kao specifi¢ni vizuelni jezik koji
koristi simbole, transformacije, hiperbole, analogije, boje i oblike. Cilj ove studije je sazeti glavne
pristupe na prezentaciju i uticaj. Na osnovu istrazivanja prakse i primena sazeli smo najcesce
koris¢ene metode vizuelne komunikacije kroz metaforu u umetnosti postera.

Kljucne reci: vizuelna komunikacija, vizuelna metafora, simbol plakata, asocijacije.
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Summary
Berengo Studio is an atelier for contemporary art glass that has been founded in 1989, by the
Italian businessman Adriano Berengo, on the island of Murano, Venice,Italy -”The Mecca of glass”.
The basic idea of Berengo’s strategy is inspired by a successful business plan of the Italian artist
Egidio Costantini,who,under the financial support of Peggy Guggenheim, invites authors from
high artistic elite to work with glass together with some of the best glass masters in the world.
The results impress many galleries and collectors, which turn the glass into an excellent means
of modern art. The concept allows the material to cross the boundary of its decorative, applied
or functional application and to take its worthy place in the world of the highest artistic class.
Adriano Berengo manages to learn this brilliant practice and to work with some of the most
provocative authors of modern art. To achieve the necessary level and goals, he selects some of
the best masters in the world for this collaboration. The interview highlights the intervention
of artists such as Thomas Shoute, Tony Krag, Tony Obersler, Kai Guo-Kiyang, Ai Weiwei and
others. Consequently, Adriano Berengo talks about the 47% World Glass Art Society’s Conference
(GAS) which, on his own initiative and support, is being held for the second time in Europe on
the island of glass — Murano.

Key words: Glasstress, Contemporary glass, Murano glass, Italian glass, Adriano Berengo,

Venice biennale, Edigio Costatini, Peggy Guggenheim glass collection, Fucina Degli Angeli.

1. ADRIANO BERENGO AND GLASSTRESS

Glass is a material of high artistic and aesthetic qualities and is basically a means
of expression of many artists. Before the glass works were determined as craft
work, but already in the XIX century in France, a group of artists tried to bring
out the glass of raw craftsmanship and put it on equal footing with fine arts,
through the intervention of the glass in interior and architecture. Thus, the ap-
plied-decorative art reaches the high bourgeois levels and galleries.

In 1950, a group of Italian artists experimented with the creation of the “Centro
studio Pittori Arte de Vetro” — A Research Center for artistic glass.
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One of these artists is the glassmaker Egidio Costantini, who decides that
glass with its artistic qualities can occupy a high level in the artistic circles,
and the glasswork to remain forever. Planning to manage the future develop-
ment, Costantini started working with Venetian surrealist Gino Cryer. Taking
several of his sketches, with the help of the Masters of Murano and his own
flair for the glass, incredible and amazing works are born under the watchful
eye of Costantini. These experiments in glass provoke Cryer’s interest and
he introduces Costantini to other Venetian artists who also make their own
works under the leadership of the innovator — Fioravante Seibezzi, Armando
Tonello, Mario Carraro.

Costantini began to invite and work with proven artists and sculptors
worldwide and globally, planning, managing and guiding successfully a series
of actions...

The first activity of the island of the glass is on 18" April 1953, where the
special guests-artists are Gudi, Calder, Moore, La Corbusier, Kokoschka. A
year after this very successful experiment, it was renamed to artistic movement
“Fucina degli Angeli” — Blacksmith from Angels of the French writer, artist,
playwright and director Jean Cocteau.

Very quickly and soon after this experiment - artists began to work their
works of glass with the help of the best masters of glassware in the world; this
activity was noticed by critics and gallerists instantly and so quickly formed
several successful exhibitions in Basel, New York, Paris.

Over the years, Costantini began enduring and durable projects with many
artists including: Andreu, Arp, Bodmer, Braque, Cagli, Calder, Chagall, Ernst,
Fontana, Leger, Lewitt, Licata, Minguzzi, Novati, Picasso, Ponti, Tohey. In
1961, Kostantini and Peggy Guggenheim became acquainted and began a last-
ing cooperation, as a constant and continuous connection between European
artists and American collectors.

For the realization of the whims of the artists are included and involved the
best masters of glassware, for whom secrets and boundaries in the glass do
not exist; these are the descendants of the skillful blowing of glass from Mu-
rano — Aldo Bon (Polo), Albino Carrara, Luciano Ferro, Gino Fort, Franchesco
Martinuzzi, Aldo Nason, Archimede Suguso, Angelo Tosi, Ferdinando Toso.

Kostantini makes a bold request in the art world with this series of actions.
This new reading takes the capricious material to levels in which the audience
is impressed by the courage and audacity of the authors, rather than the optical
properties of the material.
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During the international project ,Glass, Water and Lace” in 2011, for the
first time I met the curatorial project ,,Glasstress®, which presented to the guests
of Venice the spectacular presentation of artists working in different spheres
of the pictorial Arts, presenting their works made of glass. The initiative was
brought up for a second time on the idea of the Italian businessman Adriano
Berengo, and the organization is from the Museum of Art and Design in New
York. A strong impression is made by the work of Javier Perez — “Carrion’, which
is bought from the Glass Museum in Corning, New York, USA, the work of
Michael Joe — “Restricted access’, Hitosha Kuriyama — “Reducing Life”, Thomas
Shute — “Portraits of Berengo’, as well as Zaha Hadid herself. The curators of
the project are Lidevi Edelcourt, Peter Nicoy, Dimitar Paparoni.

Two years later ,Glasstress” was presented at the Venice Biennale, positioned
in Palazzo Franketi.

Adriano Berengo is a businessman from Venice who is extremely well aware
of the developing world, the interests and the needs of people. At the same time,
he also uses the available resources in the area.

The island of Murano is one of the first European glass centers, which since
the Venetian Republic was vigorously defended and protected with the strict
laws of the Venetian rulers — Doge. This tradition has been preserved for cen-
turies, but the typical Venetian glass is now conquered by Chinese producers,
pouring shops and galleries along the narrow Venetian streets.

In the middle of the twentieth century, the island had 500 factories and glass
workshops, with the incoming workers numbering 25 000 people. For half a
century, changes have driven massive closure of factories and a strong stagna-
tion of glass production through manual work.

Sensing the changes in 1989, Venetian businessman Adriano Berengo chooses
a serious approach, inspired by Costantini. He saw the changes coming and oc-
curring and largely used the right moment to prove himself, but also to carry
out his plans in the field of contemporary glass. This is how Adriano manages to
restore the prestige of the Murano traditions and the Masters of glassware who
maintain it. One of his main goals is to revive Murano as the “Mecca” of glass.

Indeed Berengo started at the beginning with a small group of craftsmen to
produce a series of vases and other boutique products, which he placed on the
American market. Also Berengo started to perform orders of proven companies
such as Venini, including design decisions of Milan group Memphis, and the
factory of the brothers Carlo and Giovanni Moretti, Abate Zanetti and others,
created in the middle of the last century. This beginning gives only the first
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chords of the studio to start developing high-quality glass. In order to achieve his
goals, Adriano understands that compromises with quality should not be made
in both glass and works. In an interview with the magazine “The Economist’,
issued on July 6, 2013, Berengo shares his first steps in the glass business. There
he says that the original model used by him fails to satisfy the company’s needs,
as well as the elementary cost of servicing the ateliers. This does not discour-
age him, but by watching glass gondoliers and clowns he realizes that he wants
more of the glass as a material. Every second store offers these small souvenirs,
which in consequence are massively produced at low prices from the Far East.
To achieve high results, he realizes that the task is much more complex and the
burden of what he sees around him. Realizing all the risks he invited some of
the most skillful masters of glassware from the island. Naturally this resource
is not enough and he begins to invite painters, who have proven themselves on
the art scene with their originality, creativity and relevance. , Artists love new
toys to work with What we have to do is to provoke artists to think in glass;
the result can be seen on the , Glasstress®.

Every work made and produced in the studio is multiplied three times, with
one copy remaining for the author, the second for the Berengo Foundation, in
order to collect funds for events and the development of the creative activities,
and the third for the collection of Berengo. Thus, Adriano Berengo becomes
one of the largest collectors of contemporary glass in the world. Each work is
strictly controlled by the author and is handwritten, which is accompanied by
a certificate of originality.

During the years of high-level goals and achieved results, Adriano Berengo
understands that in order to be adequate in contemporary art of glass; he must
provide maximum rich base and resource of specialists to satisfy the needs
and fulfill the ideas of artists. Berengo began looking for artists to work for
artists. The need for new knowledge, creative team with different technological
knowledge, an attitude towards forms and at the same time an attitude towards
art. All this gives precedence to his work. To perform an adequate assignment
from a sculptor with claims and rigor to your project, you must be prepared
to aesthetic and plastic norms and standards, otherwise a mechanical work is
obtained, which often violates the demands of the author.

A serious step is the construction of conditions for working on summer glass,
which enriches the possibilities of the atelier and sets the beginning of the use of
the technique of the island (Berengo Studio is the first, and for the moment also
is the only atelier that works in the field of the summer glass of Murano Island).
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Closing the cycle of work from raw material to an absolutely finished product
with minimal effort and an expeditious tempo, we can determine the studio of
Berengo as a factory for contemporary art from glass. The daily encounters with
different projects require the team to be seriously and thoroughly prepared in
technological knowledge, dexterity and combinative thinking. The problems
that arise daily are discussed, considered and resolved. The dynamic atmosphere
requires participation of specialists from different levels, and often the good
suggestions come from each of the team, regardless of his professional position.

Another important point for the results achieved is the location of the
ateliers. Despite the difficulties associated with transport, supply of materials,
construction of any new building or ancillary structure, Adriano chooses his
main production to be on the island. Berengo realizes the importance of pre-
serving the authority of Murano glass and the use of a basic resource provided
— the tradition.

In 2018, Adriano Berengo managed to gather the glassware community from
all over the world on this small island. The 47th World Glass Artists’ Confer-
ence “Glass art society” (GAS) was organized on Murano on the initiative and
financial support of Berengo. This annual event is only a second visit to the
territory of Europe. Glassmakers from all over the world demonstrate skills,
exhibit and expose their works in different spaces, show their scientific experi-
ments, read reports and research texts to a wide audience from anywhere on
the planet. This event manages to unite a wide audience of people interested
in high artistic glass — artists, craftsmen, gallerists, curators, critics, explorers
and collectors. This activity demonstrates that Adriano Berengo’s goals are ac-
complished thanks to his business flair, plan and flair.

In 2019 the main goal of Berengo will be the presentation of the Jubilee ac-
tion “Glasstress’, which will mark the thirtieth anniversary of “Berengo Studio”

2. MY PRESENCE AT BERENGO STUDIO

During the years of artistic demand and search and technological construction
I went through many world centers and schools working in the field of artistic
glass and craft. These numerous exchanges of information have a significant
impact on a young author searching for his platform. In a moment of over-
saturation of perfectly polished and transparent glass, I became interested
in the material as a means of sculpting expression and not as a craftsman
searching for its effects.
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In the year 2016, during a presentation by Jane Rushton — Director of the
Berengo Foundation, we met and not long after we established that we have a
lot of common ideas and we can work in one direction.

Not long after she returned to Venice, I was invited by Adriano Berengo
himself to visit his studio to discuss our potential cooperation. In December
(only a few years after my first contact to Murano glass) I arrived at one of the
most reputable glass workshops in the world, proven over the years and the
activities. After a week’s stay there, Adriano invited me to work together on the
forthcoming Glasstress exhibition.

In the summer of 2017 I arrived and started working in Berengo Studio, along
with some of the best glass masters in the world from Italy, Scotland, France. The
challenge was immense, the clients uncompromising. The goal was to prove that
there were no impossible things. The team consisted of a variety of specialists.
One of the great craftsmen working there was Silvano Signoretto, proven in
numerous projects made by his hands and inherited dexterity from his ances-
tors. The team of Maestro Silvano included his son Marco Signoretto. Another
important glassmaker from the family who also worked at the studio is Silvano's
world-famous brother, Pinot. Pinot has worked in numerous workshops and
ateliers and has confirmed his name as a skillful artist in the area of the blown
glass. He started working with glass at the age of ten and he received the title of
maestro only at the age of sixteen. His long-standing work with Dale Chihuly in
Seattle gave him a lot of opportunities to work on the world art scene. He leads
his own classes in creative centers like Pilchuck, where he continues to gather
popularity. Unfortunately, the world said goodbye to him on 30.12.2017. Dale
Chihuly then said — ,,Pinot was one of my best friends and one of the greatest
glass sculptors of our time. He made exceptional works, his skills and the deep
generosity of the spirit have not only helped me, but also helped hundreds of
other artists, realizing his creative vision. Farewell Pinot, we will always remember
you and love you*

Despite our parting with him, we had the opportunity to see his creativity in
the field of artistic glass, to learn from his dexterity and knowledge, and most
importantly, the tradition of the family is not interrupted, but is continued by
his nephew Marco Signoretto.

In the studio for hot processing, next to Maestro Silvano was positioned another
team of craftsmen, who are zealously in no way inferior to Marco Signoretto.
Maestro Andrea Salvano is not a descendant glassmaker, but at the age of fourteen
began working in a glass studio and workshop. For many years he studied the
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complex craft of a glassmaker, and now he is one of the best craftsmen known
among the glassmaking artists. There are no secrets for the young master in the
warm glass. His work with the hot lava is associated with great craftsmanship,
finesse and lightness. Cooperation with him is a pleasure because temper and
Andrea’s attitude towards people and glass is felt in the results he presents.

Salvano's first assistant was Roberto (Berto) Mavarakio. Roberto worked only
a year less than his manager and supervisor, but that respects him to the master.

The second assistant is Frenchwoman Orien Collange, who moves to live on
the island to study and work with the best masters of blown glass.

Gabriele (Lele) Costantini is an assistant without whom the furnaces would
be frozen. Lele has no great experience with the molding of glass works, but he
has a basic quality without which the work in the studio would stop - the pro-
duction of fiberglass. Gabriele manages to prepare the melt of different colors
to be absolutely compatible and as comfortable as possible for the work of the
craftsmen and masters. His mission as a technologist assigns him an important
role in the team.

In the cold process and treatment, we find two weirdos and eccentrics that
zealously prevent newcomers to the studio. Initially I was ignored in their
workshop and I was not allowed to the machines as well as to their company,
but my desire to work with them helped me find a place for me too in the cold
processing workshop — “Moleria” Roberto Salso is the chief master who has been
working this during his whole life. The acquired routine allows him to work any
projects without a thought.

The other master is Fabio. He was born on the island of the lace — Burano,
but his life has gone into work with the fragile material.

The other very important service atelier is for casting glass. The last two years
the studio has played an important role in the projects of Berengo. The head
of studio is the Scotsman Alan Horsley. With his help and his team, the studio
closes the cycle of work with glass, and manages to please all the whims of the
artists and I was part of this team too.

To organize and exist this studio - work many more people, but the main
reason to maintain the purpose and mission of Berengo is his creative team.

The variety of techniques and opportunities offered by Berengo Studio are
appealing and attractive to any visitor, no matter if it is an artist or a collector.
That is exactly where such kind of people come together, that work and support
an idea that enters and remains in the history of fine arts. I am happy that I was
a part of this team!
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3. INTERVIEW WITH ADRIANO BERENGO

What is the motivation behind it? The motivation is every history, every
moment of history. Glass has a history itself in Venice of over 1000 years. You
have an ocean, a mountain of history there, of information.

Berengo studio is a studio not so much in the glass world but in the art and
glass world. These are the premises with which we started in the beginning; to
work with contemporary artists by using glass. Glass is a wonderful material
which for centuries has been almost exclusively used for decorative or functional
purpose, and I think, it was necessary to start to use this material at the service
of modern and contemporary art. The idea is, if you dig into this collective
history and you can pick up what you need and mix it with the contemporary,
now you create a new language. This is what we try to do, create a new language
by using old material. Of course, the one who can bring new language normally
are the young artists. Young artists jump into the ocean with a fresh boat, with
new ideas, new dreams and by working they hopefully create something new.

We have a lot of unemployment now in Italy, not only in Italy, in Europe.
If you ask young people, ‘Did you look for a job?” they always say ‘Yes’

‘But how did you look for a job?’

‘T wrote letters’

‘How many letters did you write’

‘Oh many’

How many?’ ‘Maybe, three, two...

‘Ah interesting’

Ok so what I appreciated of you is your insistence. You had the kind of desire.

It was a coincidence that Jane Rushden, the director of our foundation was
in Bulgaria, in Sofia, to give a presentation. I understood you were there, or you
came in contact with her. And she asked me, ‘Do you think this young artist
could come here?’ I said yes if he is really motivated, he can come here. He
was motivated because he called, he insisted, and this is what I evaluate most
of the time — if somebody insists, it means he is motivated to do something
and also deep down he has something to say. Because there are lot of people
that only complain, about art, ‘I don’t have a job’ In reality, I think this is the
first reason why I thought you might be a possibility. You came last year for
a few days, ten days, something like this and I saw that you are very good in
the labour of work also. I remember we gave you a piece of glass and out of
it you made a surreal camera with the idea of presenting to Ai Weiwei the



Metafora, percepcija i simbolizam / Metaphor, Perception and Symbolism

Chinese artist. So I thought you were a good opportunity because you see, in
the work I do; normally I work with artists who do not have any ability to work
glass, so when you find somebody who has such a sensitivity to the material
and is also able to do the job himself, to express what he wants to express by
being helped, but also by doing his own work, then I think it’s an opportunity.

We confirmed this year the guys on the residency program and I must
say I was really happy when you made your first sculpture with the matches
because that was a great idea. Glass lends itself to Pop Art, somehow when
you blow up a small piece into a large piece in glass you somehow get a very
interesting piece of pop art. I think the piece you made is a good beginning.

Murano- there is a language which, on the one hand, is very hard to die,
but we don’t want it to die because this language has invaded the world, has
invaded Europe. All the courts of Europe had a Venetian chandelier, normal
men were drinking with a Venetian goblet, but where do we go from there? Is
that art? This is a big question. You had a parallel with the American tradition,
in America they started a very interesting movement which is called Studio
Glass, with a lot of enthusiasm, with big impulse and promotion of Dale Chihuly,
but also, after 50 years where do they go from there? Most of the work in there
you can see are objects, they don’t have a spirit, they don’t have a concept
behind it, which is the same thing as a drinking glass or a chandelier — they
don’t have a concept, they have a function. So by working in the tradition of
Murano and by involving contemporary artists we created a kind of tension,
a tension with which the artist tried to express his own creativity without
knowing exactly the material but getting acquainted with the material. With
the help of the glass masters I think he can achieve certain results. I think
we have achieved certain results; we have pushed contemporary artists to
use this material in a very unusual way. For example, I have Fred Wilson,
an American artist, he took the idea of a mirror and made a black mirror,
and he made a mirror, on a mirror, on a mirror- four layers of mirror. This
is very close to his philosophy because he is a black guy and he can express
himself through traditional glass. It was an incredible piece which had a lot
of success, it was acquired by several museums. Also, there are very practical
things, people from the American Studio Glass, I have the feeling they have
exhausted their market because it is a small market and they are proposing
always the same things. They fail somehow to get into the art market because
the galleries cultivated their little garden near the house, and they miss the
opportunity to bring glass into the big ocean of the art market. I think what
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we’re doing is, we are creating a bridge between art and craft, art and craft with
glass. And I hope this bridge creates a condition in which these two worlds
interact, and art goes to glass and glass goes to art. That is the function of
Glassstress, this exhibition of which this year is the fifth edition, and which
has gained international reputation because of the use of glass by important
contemporary artists like Thomas Schute, Tony Cragg, Tony Aolzler, Kai glo
Kian, and another giant which is Ai Weiwei.

Venice is a city which, I always say this, you can open a restaurant or you can
open a hotel without having any professionality, because you have 36 million
people coming; and if you give rotten fish to somebody he can quarrel, but
tomorrow he goes and then you have another one. Venice doesn’t need many
events because there are already 1000 events in Venice every year. Glassstress
is a real private enterprise with the help of nobody. It is an enterprise which
costs about one and a half million euro to set up the show. Only the Palazzo
costs €3,000 to rent. But still I think it’s worthwhile because, in the beginning,
it was more difficult, but now - we have collectors who get interested and
they can see that there is new vision for the future and, of course, you have
to be very coherent. You have to bring to the show works which, on the one
hand are made by important intelligent artists, and on the other hand - they
have to add something to the glass. In other words, the work has to be made
with glass because, without glass, it will be another work. It takes a lot of
energy, a lot of preparation, I am already starting Glasstress for 2019 which
will be curated by one of the artists from this year, Vick Monetz, from Brazil
and also by the director of the international magazine called ‘Science’ It’s a
huge magazine. Those two will curate my new Glassstress for 2019. I think
slowly we will win our battle, we will give glass the dignity of a material for
contemporary art.

Next year the GAS conference will be here

Next year, in 2018, at the end of May I think, I will facilitate these things
because also Murano needs to be regenerated. Murano, you know, it’s like an
old lady sitting on a soft chair but I'm sure when thousand and five hundred
people will come to Murano and there will be a spread of vitality, here, there,
of different workshops, different techniques. It will be a very joyful atmosphere
and the people of Murano, will see that it’s true that Murano is ‘the mecca of
glass; but it’s also true that you have to activate yourself because the world
is going ahead, the world is learning and they are absorbing our culture, and
they will develop it in their own way. I think Gas 2018 will probably be one
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of the most important GAS events, because they will come after 40 years to
the birthplace of glass, which is Murano, ‘the mecca of glass!

4. CONCLUSION

Finally, we can conclude that you don’t teach the aesthetic of glass, you present
a work of art. A work of art now can be made with any material. There was a guy
in Italy many years ago called Manzoni who put a piece of shit in a box and he
wrote ‘Merda d’artista’ and that cost $20,000. So you don’t show the aesthetic,
you have to show a work of art. You have to show a work that makes sense for
external reason, for internal reason. The material is one of the ingredients of
this. I believe now a work of art can be made with any material, glass is one
of the materials, but for some reason in the past, whenever you do something
with glass, it becomes kitsch. It becomes craft, it becomes decoration. Now
by every Glassstress, by everything we do, we prove that glass can have the
dignity of an art material. And in this way, you don’t teach people, people see
and appreciate. For example, look at the horses of Ugo Rondinone, they are
fantastic and they are only possible through the properties of glass, because the
legs are very thin — so the piece is one colour but when the glass is very thin -
it changes colour. So you have _
a change of colour within the e
same piece. Only glass can do
this, no other material. Plastic
no, because plastic would be
uniform. The glass - because
it allows light to come inside
with another density, another
intensity. It is not a thing about
the aesthetic of glass, because
then you teach glass. You have
to teach art. And the glass is
one of the elements; and if an
artist decides to use completely,
or decide to use glass partially,
he is free to do it, so long as he

comes up with an intelligent
piece of art, a work of art. Pic 1. Egidio Costantini and Picasso
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Pic4. Karen LaMonte

Pic 5, 6. Ai Weiwei
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Pic 8. Loris Gréaud

Pic 9. Monica Bonvicini Pic 10. Jan Fabre

Pic 12. Cai Guo-Qiang

Pic 11. Vik Muniz
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Pic 13. Preparing for the Glasstress 2017 exhibition at Palazzo Franchetti, Venice
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Pic 14. Elizar Milev - The last chance
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Pic 15, 16, 17 Berengo studio 2017
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Dr Elizar Milev
ADRIANO BERENGO I MODERNO UMETNICKO DELO NA STAKLU (GLASSTRESS)

Sazetak
Studio Berengo je atelje za moderno umetnicko staklo koji je 1989. godine osnovao italijanski
biznismen Adriano Berengo, na ostrvu Murano u Veneciji, Italija - “Meka stakla” Osnovna ideja
Berengove strategije inspirisana je uspesnim poslovnim planom italijanskog umetnika Egidia
Kostantinija, koji, uz finansijsku podrskom Pegija Gugenhajma, poziva autore iz visoke umetnicke
elite da zajedno saraduju sa nekima od najboljih svetskih majstora. Rezultati zadivljuju mnoge
galerije i kolekcionare koji staklo ¢ine odli¢nim sredstvom moderne umetnosti. Koncepcija
omogucava materijalu da prede granicu njegove dekorativne, primenjene ili funkcionalne upotrebe
i da zauzme svoje dostojno mesto u svetu najviseg umetnickog nivoa. Adriano Berengo uspeva da
savlada ovu sjajnu praksu i da saraduje sa nekim od najprovokativnijih autora moderne umetnosti.
Kako bi postigao potreban nivo i ciljeve, za ovu saradnju bira neke od najboljih svetskih majstora.
Intervju isti¢e saradnju umetnika kao $to su Tomas Sut, Toni Kreg, Toni Obersler, Kai Guo-Kiang,
Ai Veivei i drugih. Nakon toga Adriano Berengo govori o 47. Konferenciji svetskog udruzenja
Glass Art (GAS) koja se na njegovu inicijativu i podr$ku odrzava po drugi put u Evropi na ostrvu
stakla - Murano.

Kljuéne reci: moderno umetnicko delo na staklu (Glasstress), moderno staklo, staklo Murano,
italijansko staklo, Adriano Berengo, Vencijansko bijenale, Edigio Costatini, kolekcija stakla Peggy
Guggenheim, Fucina Degli Angeli.

175



Balkan Art Forum 2019 (BARTF 2019) / Balkan Art Forum 2019 (BARTF 2019)

176



Metafora, percepcija i simbolizam / Metaphor, Perception and Symbolism

YAK7.017.4:339.138

SIMBOLICKA SVOJSTVA BOJE U MARKETINSKO]J
KOMUNIKACIJI - BOJA KAO PRENOSILAC
ZNACENJA I VREDNOSTI

Mr Vanja D. Sibali¢

Univerzitet umetnosti u Beogradu,
Fakultet dramskih umetnosti, Beograd
sasabozidarevic@gmail.com

Sazetak
U radu Ce biti preispitana i sistematizovana uloga boje u marketinskoj komunikaciji, kako na
primeru kulturnog modela koji je predominantan u na$oj sredini, tako i u nekim drugim kulturama
u kojima je boja deo drugacijeg komunikacijskog koda. Brojna istrazivanja su pokazala da bojekao
vazan element vizuelnog stimulansa imaju veoma znacajan uticaj na ljudsko ponasanje i proces
donosenja odluka o kupovini, §to u marketingu pronalazi standardnu primenu u osmisljavanju
komunikacionih strategija za razlicite kategorije proizvoda. Rad ¢e pokusati da doprinese razmisljanju
o pitanju postojanja univerzalnih znacenja boja ili moguénosti da je znacenje ipak dominantno
uslovljeno kulturnim modelom i tradicionalnim vrednostima koje se uz odredenu boju povezuju,
kao i vrstom proizvoda, usluge ili ideje koji su u sredistu kampanje. Poseban prostor u radu ¢e biti
posvecen ulozi boje u procesu komunikacije.

Kljucne reci: boja, marketinska komunikacija, kulturni model, vizuelni stimulans, reklamna

kampanja.

UvVOD

U marketinskoj komunikaciji boja ¢ini znacajan element vizuelnog stimulansa
koji, kako je utvrdeno na osnovu rezultata brojnih istrazivanja, ima veoma vazan
uticaj na ljudsko ponasanje i proces donosenja odluka o kupovini. Preispitivanje
i sistematizovanje njene uloge u ovom domenu podrazumeva multidisciplinarni
pristup i upotrebu rezultata proucavanja u okviru vise disciplina — antropologije,
psihologije, fizike, umetnosti i istorije umetnosti. U marketinskoj disciplini pitanje
hromatske karakteristike proizvoda i njegove promocije razmatra se iz nekoliko
aspekata — kao atribut robne marke (brenda), kao jedno od svojstava ambalaze
i kao element Stampanog oglasa ili audio-vizuelne reklamne komunikacije.
Boja moze biti, i veoma Cesto jeste, stavljena u upotrebu kao marketingki alat
strateski osmisljenog uticaja na potrosace. Smatra se najznacajnijom vizuelnom
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karakteristikom nekog objekta, te je njen izbor Cesto od presudnog znacaja u
okviru persuazivnih tehnika kojima se ispunjavaju komunikacione funkcije
ukazivanja na identitet, znacenje ili posebnost nekog proizvoda, usluge ili ideje.
Jos je Gete detaljno ispitivao ,moralne utiske boja” koji se menjaju u skladu sa

dobom, polom, karakterom, dru$tvenim stanjem i narodnostima, $to su elementi
koji se umnogome poklapaju sa savremenim demografskim i psihografskim
parametrima pribliznijeg odredivanja ciljne grupe u marketingu:

»,Boje deluju na dusu: one mogu da izazovu u njoj osecanja, da

probude uzbudenja, misli koje nas umiruju ili uzbuduju i prouzrokuju

tugu ili radost... Jake boje svidaju se deci; starci traze prvenstveno

ljubicaste i tamne boje; svaki narod usvaja rado jednu boju koja je

u vezi sa njegovim karakterom” (Gete u Vasi¢, 1982, str. 106).

Umetnik, teoreti¢ar i umetnicki pedagog Johanes Iten (Johannes Itten)
smatra da je ,vazan hromatski efekat, a ne stvarni pigment boje koji ispituju
fizicari i hemicari’, a da ,najdublja i najsustastvenija tajna o dejstvu boje ostaje
nedostupna cak i oku, da ju je moguce sagledati samo srcem, jer njena sustina
izmicCe pojmovnoj formulaciji” (Iten, 1973, str. 9), $§to prirodno koincidira sa
apelom na emotivno generisanu odluku potrosaca koji je dominantno prisutan
u reklamnoj komunikaciji za ve¢inu kategorija proizvoda. Stoga on predlaze
estetsku kategorizaciju boje iz tri aspekta: culno-optickog (impresivnog), psihickog
(ekspresivnog) i intelektualno-simbolickog (konstruktivnog):

»Simbolika bez opticko-¢ulne istinitosti i bez psihicko-eticke snage
bila bi samo beskrvan intelektualni formalizam. Culno-impresivno
dejstvo bez dusevno-simbolicke istine i psiholosko-ekspresivne snage
bila bi samo naturalisticka banalnost koja bedno imituje. Psiholosko-
ekspresivno dejstvo bez simbolicki-konstruktivnog sadrzaja i bez
opticko-Culne snage ostalo bi u oblasti sentimentalnog izrazaja”
(Iten, 1973, str. 17).

Istori¢ar boje Misel Pasturo (Michel Pastoureau) istice da ,,boja nije toliko
prirodna pojava, koliko slozena struktura koja se opire svakom uopstavanju,
ako ne i svakom proucavanju”.. I za njega boja pre svega predstavlja drustvenu
¢injenicu o kojoj ne postoji natkulturna istina. ,Simbolicka dimenzija boje je da
oznacava ili izrazava izvesne ideje, da izaziva uzbudenje ili jake utiske, da ureduje
propise i stvara sisteme, da pomaze u razvrstavanju, povezivanju, razdvajanju
i rangiranju — $to je prva funkcija boje u svakom drustvu” (Pasturo, 2011, str.
14). Simbolicka dimenzija boje se odrazava u njenom potencijalu sistematizacije
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usvojenih vrednosti — jasnom odredivanju drustvene i stalezne hijerarhije u
razli¢itim oblastima (vojni ¢inovi, gradacija postignutog nivoa vestine u sportskim
disciplinama, uspostavljanje heraldic¢kih distinkcija i dr.). Delovanje boje nije
moguce svoditi isklju¢ivo na bioloske ili neurobioloske utiske, ve¢ se ono uvek i
istovremeno velikim delom kreira kroz drustveno i ideolosko znacenje.
Prema shvatanju psiholoskinje Bojane Skorc, delovanje hromatskih stimulusa
odvija se:
»Nha viSe nivoa istovremeno pocev od fizickog dejstva na telesni sistem
(posmatranje crvene ubrzava puls i podize krvni pritisak, posmatranje
plave snizava krvni pritisak i umiruje), preko konvencionalnog
znacenja (u heraldici, umetnosti, dizajnu, tradiciji) do nivoa licnog
znacenja i estetske preferencije... Nacini na koje tumacimo boje
zavise od kulture kojoj pripadamo, jer ona razvija jezicke sisteme u
kojima boji pripadaju razli¢ita mesta i asocijativni sklopovi” (Skorc,
2019, str. 22).

Boje su na razlicite nacine prisutne u sredstvima marketinske komunikacije,
podjednako kao znacajan izvor informacije ali i nosilac emotivnog apela. Vezivanje
hromatske karakteristike za proizvod ¢ini neophodan korak u uspostavljanju i
ucvrscivanju diferencijacije u odnosu na konkurenciju, sto konsekventno moze
imati pozitivne ili negativne rezultate u trziSnom uspehu vecine proizvoda. Bez
obzira na to koliko boja ¢ini vazan segment procesa ubedivanja, ona je istovremeno
i kompleksan multidimenzionalni fenomen koji je tesko razumeti i istraziti,
prvenstveno zbog nemogucnosti uspostavljanja u potpunosti proverenih, naucno
potkrepljenih zakonitosti na osnovu kojih bismo sa velikim procentom sigurnosti
mogli da zaklju¢ujemo o preferencijama potrosaca u odnosu na odredenu boju
u odredenoj kategoriji proizvoda na istom ili razli¢itom trzistu.

1. BOJA KAO DEO MARKETINSKE STRATEGIJE

Zadatak marketinskih stratega u ostvarivanju povoljnog utiska o proizvodu
na osnovu pazljivo odmerene hromatske informacije veoma je slozen. Kupci
u proseku formiraju misljenje o proizvodu u roku od 90 sekundi' od prvog
kontakta sa ponudom, a sa stanovi$ta neuromarketinga boja je okidac asocijacije
na odredeni brend i samim tim veoma mocan persuazivni komunikacijski alat.
Jasno je da individualna ljudska raspolozenja i ose¢anja spadaju u domen koji
se teSko moze standardizovati i usmeriti ka zeljenom unisonom tumacenju, ali

!Istrazivanje Colour & Marketing, 2008. Vienna, EHB Creative Consalting
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odredena zajednicka i podudarna tumacenja boje kao koda kulturnog artefakta
je moguce zapaziti, bez obzira na postojanje personalnih znacenja koja proizilaze
iz prethodnog iskustva potrosaca. Prema istrazivanju medunarodnog udruzenja
dizajnera Colour Marketing Group®, boja za 80% povecava prepoznavanje brenda,
dok su reklamni oglasi u boji za 42% vise ¢itani od oglasa u crno-beloj boji, a
preferencija odredene boje moze da dostigne i do 85% ucesc¢a u konac¢noj odluci
o kupovini. Prilikom posmatranja bilo koje vizuelne forme ljudski senzorijum
ima tendenciju prvenstvenog izdvajanja informacije o boji, a nakon toga o obliku,
$to umnogome objasnjava navedene podatke.

U istrazivanju ¢asopisa Journal of Advertising Research (Romaniuk i Nenycz-Thiel,
2014) utvrdeno je da uticaj boja ima u odredenoj meri, ali ne uvek, diversifikovan
efekat u zavisnosti od pola, starosti, vremena izlaganja i kategorije proizvoda.
Testiranjem asocijacija izmedu boja i osecanja, primeceno je da su zuta, narandzasta
i plava boje povezivane sa osecanjem srece i zadovoljstva, za razliku od crvene,
braon i crne, koje ¢esce izazivaju suprotan efekat. Ova testiranja su obavljena na
razli¢itim starosnim grupama i svaka od njih je imala istu ili slicnu vrstu usadenih
emocija u kontaktu sa odredenim bojama. Pored toga je utvrdeno postojanje
razlike u percepciji boja kod pripadnika razli¢itih polova — pa muskarci bolje
reaguju na sivu, crnu i belu, a Zene na kombinaciju plave i crvene. Individualna
simbolicka tumacenja boja u vezi su sa njihovim potencijalom da budu emocionalni
okidaci stvaranja ili promene raspolozenja. lako Cesto formulisana pretpostavka
prema kojoj je redosled preferencije odredene boje univerzalan nije i ne moze
biti pouzdano dokazana, ipak postoje odredene zajednicke smernice i pokazatelji
da su, na primer, kombinacije plave i zelene omiljenije i bolje prihva¢ene od
kombinacija Zute i zelene, da su visoko zasi¢ene boje ,prijatnije za oko” od manje
zasicenih, itd. Takode je moguce utvrditi skoro standardizovano povezivanje
odredenih boja sa kategorijom proizvoda u savremenim zapadnim kulturama.
Pa tako, na primer, najpopularnije boje odece najcesce ukljucuju plavu, crvenu
i crnu, dok su kod kupovine automobila najtrazeniji primerci u sivoj, plavoj,
crnoj i crvenoj boji.

O znacaju boje u kontekstu inicijalne odluke o kupovini svedoc¢i primer
»Pharmavite’s Nature Made” vitamina, iz kategorije medicinskih suplemenata,
koji su u pocetku bili pakovani u crne bocice sa belom etiketom. Serija intervjua
sa potrosacima je otkrila da su bocice bile percipirane kao bocice sa otrovom, jer
je na njima dominirala crna koja u mnogim kulturama simbolizuje otrov i smrt i
ukazuje na opasnost, pa su u kompaniji odlucili da promene dizajn u potpunosti,

2www.colormarketing.org
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uvodedi zutu kao bazi¢nu boju sa kojom se, u zavisnosti od vrste proizvoda u
portfoliju, kombinuju zelena, plava, narandzasta, ruzicasta i crvena. Boje su
znacajne i kada je re¢ o direktnim atributima proizvoda. Tako su strucnjaci iz
kompanije Hjulit Pakard (Hewlett Packard) smatrali da bela boja njihove ambalaze
sugeriSe tacnost, preciznost i napredak, dok su potrosaci smatrali da prenosi
dosadu i nedostatak emocija i uzbudenja, te je u skladu s tim uvidom bojama
ozivljena reklamna komunikacija ove kompanije.

Istrazivanje® sprovedeno pocetkom XX veka nam pokazuje da odredene
asocijacije boja ne variraju (ili variraju manje) u zavisnosti od pripadnosti ispitanika
odredenoj kulturi, dok druge variraju u znatnoj meri. Vise od 50% potrosaca u
Kini, Juznoj Koreji, Japanu i SAD je odabralo zelenu boju kao prirodan izbor za
ambalazu konzerviranog povr¢a, ali je njihova saglasnost bila znac¢ajno manja
po pitanju odgovarajuce boje za ambalazu sapuna. Bududi da je vecina povréa
zelene boje, potrosaci sa razlicitih strana sveta su intuitivno povezali tu boju sa
pakovanjem povrca. S druge strane, buduci da se u kategoriji proizvoda kojoj
pripada sapun vi$e istice posebnost brenda, individualne asocijacije koje zavise od
vlastitog odabira robne marke su uticale na prisutniju inkoherenciju u hromatskim
asocijacijama. U istom istrazivanju vise od 50% Amerikanaca je izjavilo da ih
crvena boja asocira na bezalkoholna gazirana pica, $to ukazuje na uspeh koji je
brend Koka-Kola (Coca-Cola)* imao u delovanju na podsvest potrosaca tokom
duzeg perioda, za $ta prvenstveni razlog mozemo potraziti u visSedecenijskom
doslednom i kontinuiranom investiranju u konstantnu marketinsku komunikaciju.

Razlicita istrazivanja o upotrebi boja kao znacajnih perifernih znakova u
televizijskom, Stampanom i internet oglasavanju, pokazala su koje boje imaju
tendenciju da budu najvise, odnosno najmanje zapazene. Pokazalo se da je u
kontekstu primarnih, sekundarnih i tercijarnih boja uvek najzapazenija zZuta boja,
dok su najslabije zapazene plava i ljubicasta. Medutim, svakako je znacajno da
se boje odredenog objekta zapazaju u zavisnosti od situacije opazanja, tako da
je nesporno znacajno kontekstualno odrediti koja boja u najve¢oj meri odgovara
komunikacijskom zadatku.

Boje oblikuju ljudsku percepciju i nude razli¢itost u dozivljaju stimulusa
kojima smo svakodnevno okruzeni. Upravo zbog toga je njihova upotreba u
strateSkom komuniciranju sa potrosacima osmisljena da deluje na nekoliko
nivoa — radi inicijalnog privlacenja paznje potrosaca na proizvod, kao jedna od

*Istrazivanje Colour & Marketing, 2008. Vienna, EHB Creative Consalting

*Nasuprot $iroko rasprostranjenom verovanju o zaslugama ilustratora prvih Koka-Kola kampanja za nacin
na koji se u danasnje doba predstavlja Deda Mraz, crvena boja njegove odece nije boja Koka-Kole. On je
naslednik Svetog Nikole koji se ,0d srednjeg veka predstavlja odeven u crveno” (Pasturo, 2017, str. 183).
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tehnika interpretacije karakteristika proizvoda u postupku ozivljavanja oglasa,
kao i radi akcentovanja odredenih karakteristika proizvoda, usluge ili ideje.
Pretpostavljene asocijacije koje pojedine boje izazivaju kod potrosaca spadaju
u domen Zeljenog ishoda koji se materijalizuje u ¢inu kupovine.

U podsvesnoj i brzoj proceni potencijalnog kvaliteta nekog proizvoda hromatska
informacija ucestvuje izmedu 62% i 90%° na osnovu boje pakovanja ili samog
proizvoda, te nije za¢udujuce da se prepoznatljivost brenda na osnovu boje moze
povecati i do 80%. Zbog toga je upotreba odredenih boja posebno vazna kod robe
siroke potrosnje (FMCG)®. Znamo da se neke boje skoro uvek koriste u odredenim
kategorijama proizvoda. Na primer, niskokalori¢ni mle¢ni proizvodi su najcesce
upakovani u lila ili boju lavande u kombinaciji sa belom ili svetlijim nijansama plave
i zelene. U ovoj kategoriji proizvoda se takode koristi i crvena boja u kombinaciji
sa belom i svetloplavom, ali samo ukoliko ti mle¢ni proizvodi sadrze i dodatnu
energetsku vrednost za organizam, tj. imaju vise kalorija. Crvena se Cesto koristi
i u kategoriji mesa i mesnih proizvoda, dok u kombinaciji sa zelenom bojom
implicira u svesti potrosaca da su u pitanju proizvodi sacinjeni od kvalitetnog,
organski gajenog mesa. U kategoriji zamrznutih namirnica najzastupljenije su
tamnoplava (riba) i zelena (povrce). Interesantne su inovacije u dizajnu pakovanja
proizvoda koji spadaju u kategoriju ku¢ne hemije. Naime, do pre petnaest godina
proizvodi poput deterdzenta i razlicitih preparata za ¢is¢enje domacinstva
uglavnom su bili u plavim, zelenim ili Zutim nijansama u kombinaciji sa belom ili
crvenom bojom. Danas u ovoj kategoriji preovladuju jarke boje, kao $to su pink
ruzicasta (,veni$” — ,vanish”) ili ljubicasta (,.cilit beng” — ,cillit bang”). Jarke boje
u ovoj kategoriji su preuzete sa trzista Latinske Amerike, na kome su uvek imale
vise uspeha nego na ostalim trzistima. U kategoriji cokoladica poput ,marsa’,
stviksa” i ,snikersa” (,mars’, ,twix’, ,sneakers”) dominiraju braon, crna i zlatna
u kombinaciji sa crvenom, $to daje utisak energije, kretanja, aktivnosti i mo¢i.
Kategorija cokolada i ¢cokoladnih proizvoda je posebna i po tome sto se pojedine
boje (u kombinaciji sa osnovnom bojom odredenog brenda) uspostavljaju kao
oznaka specificnog ukusa ili dodatka cokoladi — zelena za ¢okoladu sa lesnicima,
plava za mle¢nu ¢okoladu, braon za ukus kafe, oker za ¢okoladu sa bademima,
zuta za ¢okoladu sa karamelom, a tirkizna za aromu mente.

Marketinski orijentisane kompanije oprezno vrse izbor boja u vise kategorija: sa
ciljem poboljsanja celokupnog vizuelnog identiteta kompanije — u stvaranju logoa,

*Istrazivanje Colour & Marketing, 2008. Vienna, EHB Creative Consalting
¢Fast moving consumer goods — FMCG — predstavlja robu ¢ija se potrosnja odvija u kra¢em periodu i
vecoj frekventnosti upotrebe, tj. robu koja ima ,kraéi vek” na policama prodavnica.
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razli¢itih promotivnih materijala, vizitkarti, radnog okruzenja... Ali se najveca
paznja poklanja upravo odabiru boje proizvoda ili brenda i njegovog pakovanja,
kao i sa tim uskladenim koloritom reklamne komunikacije. Najve¢e umece se moze
sagledati kroz vestu upotrebu kontrastnih boja za kreiranje logotipa koji postaju
veoma distinktivni simboli — dovoljno mo¢ni i prepoznatljivi da ne moraju da
sadrze ispisano ime brenda koji predstavljaju (Nike, McDonalds, Shell, Volkswagen).

Danas boje u velikoj meri direktno asociraju potrosace na brendove. Odredene
nijanse boja dobile su ,nadimak” po brendu i tako usle u svakodnevni govor i
upotrebu — tifani (Tiffany) i goloaz (Gauloise) plava ili lobutin (Louboutin) crvena.
Takode postoje proizvodi koji su silinom prisustva na trzistu sebi obezbedili
»posedovanje” boje u odredenoj kategoriji: kao sto je to slucaj sa ,milka” ¢cokoladama
i lila bojom, dok se u istoj kategoriji ,kedberi” (cadbury) cokolade poistovecuju
sa tamnoljubic¢astom, Nivea ima nepisano (ali u svesti potrosaca vrlo prisutno)
»vlasnistvo” nad teget bojom, dok brend Garnije Fruktis (Garnier Fructis) poseduje
jarko svetlozelenu. Registracija odredene boje kao robne marke, u slucajevima
kada je to moguce, podleze preciznim zakonskim propisima u zavisnosti od
teritorije, a postupak se bazira na preciznom dokazivanju da je odredena boja
sastavni i neodvojivi deo komercijalnog porekla proizvoda ili usluga.

2. INTERPRETACIJA BOJE U ODNOSU NA KULTURNI KOD

Pri marketinskoj upotrebi boje kao komunikacionog alata uvek se moramo osvrtati
na povezanost hromatske informacije sa kulturnim kodom odredene sredine,
jer znamo da nije redak slucaj da ista boja ima potpuno suprotna ili znatno
drugacija znacenja za razli¢ite drustvene zajednice i kulturne sredine, kao i da
znacenje i tumacenje boje Cesto postoji u vise mogucih opcija u zavisnosti od
konteksta. Interpretacija boje u odnosu na kulturni model i geografsko podrucje
se uvek i obavezno pre osmisljavanja reklamne kampanje mora uzeti u obzir, jer
u suprotnom postoji osnovan rizik da pogresan izbor ima negativan uticaj na
imidz proizvoda i kompanije.

»Pitanja koja se ticu boje imaju usko kulturoloski karaker. Drustvo je to koje
‘stvara’ boju, definiSe je i daje joj smisao, utvrduje njene kodove i vrednosti,
odreduje joj kako ¢e se upotrebljavati” (Pasturo, 2015, str. 9).

Poznato je da je crna boja u evropskoj kulturi povezana sa smrcu, Zaljenjem,
tugom i njeno simbolicko znacenje se najcesce pridaje hladnom, negativhom
aspektu crnog. U Kini ovu boju povezuju sa zimom, vodom i strahom, a u
Japanu ona pripada visim drustvenim klasama. U Egiptu i Severnoj Africi crna
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je simbol plodne zemlje i kiSonosnih oblaka, dok je boja smrti crvena, koja moze
da oznacava i neplodnost. Crveno i crno se Cesto suprotstavljaju na osi sever—jug,
ili se ,pojavljuju kao dva supstituta” (Chevalier, 1983, str. 77). Narandzasta boja
je u hinduizmu u Indjiji sveta boja, u Kini i Japanu boja srece i ljubavi, dok je u
Zambiji ne priznaju za boju.

Zuta boja je u simboli¢kom smislu veoma ambivalentna — u mnogim kulturama
povezuje se sa bozanskom snagom, ali i ose¢anjem ljubomore i ¢inom izdaje i
preljube, $to najcesce zavisi od toga da li je re¢ o bistroj ili zamucenoj verziji zute
boje. U Rusiji ona ima ulogu u ceremoniji venc¢anja, u Siriji oznacava smrt, a u Kini
ima viseznacne dimenzije — od carske boje, zbog toga sto je car u sredistu sveta
kao sto je sunce u sredistu neba, do boje klasja i zemlje koja gubi svoje zelenilo
i podseca na kraj leta. Prema Kandinskom, Zuta je u isti mah ,najbozanskija i
najzemaljskija boja” (Chevalier, 1983, str. 829). Neki narodi su trazili podvojenost
simbola u sjaju i zagasitosti boje — tako je u islamu zlatnozuta povezana sa
mudro$c¢u i promisljeno$c¢u, dok je bledozuta simbol razoc¢aranja i izdaje.

Znamo da zelena u muslimanskim zemljama ima amblematski svetu dimenziju i
predstavlja znamenje spasenja i simbol sveg najveceg blaga, duhovnog i materijalnog,
a na prvom mestu porodice, dok u Izraelu veruju da je to boja losih vesti i nesrece.
Izraz ,Zelena Erin” pre nego $to je postao ime za Irsku, bilo je ime ostrva sre¢nih
u keltskom svetu (Chevalier, 1983, str. 784). Brojne studije ukazuju na to da je u
savremeno doba plava najomiljenija, posmatrajudi globalno, dok se u hris¢anskom
nasledu zajedno sa belom i zlatnom vezuje za predstavljanje Bogorodice (tzv.
marijanska plava i bela), te konsekventno za ¢ednost i nevinost, izrazavajuci izdvajanje
od ovozemaljskih vrednosti i uzlet prema bozanskom. U Gr¢koj se veruje da plava
boja stiti od zlih duhova, ali u nekim zemljama, poput Irana i Meksika, to je boja
zalosti. Sli¢no je i sa belom bojom koja se u hris¢anstvu vezuje za najradosnije
praznike i obrede, ali u Kini i nekim delovima Afrike to je boja smrti i zaljenja.

Istoricari boje o polozaju i znacenju neke boje u odredenoj kulturi zakljucuju
i na osnovu leksike koja ih prati, pa je tako zabelezeno da kod Eskima postoji 17
razlicitih reci kojima opisuju, za njih najvazniju, belu boju, a svaka re¢ ima razlicito
znacenje. Na Tajlandu postoji verovanje da je svaki dan u nedelji okarakterisan
odredenom sre¢nom i nesre¢nom bojom, pa su sre¢ne — zuta, boja ponedeljka,
zelena, boja srede, plava, boja petka, a crvena boja nedelje, dok se tzv. nesre¢ne
boje za odredeni dan nalaze na suprotstavljenoj strani spektra. Ovaj raspored po
danima u sedmici je znatno drugaciji kada je re¢ o indijskoj vedskoj astrologiji
(ponedeljak — plava, srebrna ili bela, utorak — crvena, sreda — zelena, Cetvrtak —
limun Zuta, svetloplava, subota — ljubicasta, tamnoplava i nedelja — zlatna,
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crvena, narandzasta), ili alhemijskim lestvicama povezanosti koje od ovakvih
podela delimi¢no odstupaju.

3. BRENDIRANJE BOJOM

Svaka od autenti¢nih boja brenda za razlicite potrosace predstavlja razlic¢itu
informaciju i vrednost. Uspesne kompanije dokazuju da su razumele da je
potrosacima boja veoma vazna, upravo zbog toga sto nosi znacajan emocionalni
teret i §to ima moc¢ da podstakne znatno brzu reakciju na pakovanje od bilo koje
druge informacije — interesantnog slogana i domisljate ideje kampanje koji su na
bazi¢nom persuazivnom nivou sekundarni u odnosu na hromatsko obelezje. Da
bismo se opredelili za odgovaraju¢u boju ili kombinaciju boja koja ¢e definisati
brend, neophodno je temeljno proveriti da li se atributi, zeljene vrednosti, licnost
i celokupni profil brenda uklapaju u odabrano hromatsko resenje, kao i da li smo
omogucili da se takva marketinski oblikovana celina uspesno predstavi ciljnoj
grupi postrosaca kojoj ce ,slika” o brendu biti jasna i odgovarajuca.

Protokom vremena menjaju se i stavovi kada je re¢ o popularnosti i nameni
odredenih nijansi. Kao $to modni strucnjaci predvidaju aktuelnost modnog trenda,
tako konsultanti za boju u marketingu predvidaju i odreduju boje koje ¢e biti u sredistu
interesovanja, uzimajuci u obzir na¢in misljenja razli¢itih segmenata populacije.
Razvijaju se kratkorocne i dugoro¢ne prognoze na osnovu istrazivanja prethodnih
trendova i odreduju boje koje su najpogodnije za povezivanje i prilagodavanje dizajnu
i pakovanju proizvoda, uz nastojanje da se poveca verovatnoca da ¢e potrosaci zbog
odredene boje vise voleti proizvod, a da svi ostali elementi brenda ostanu relativno
nepromenjeni. Pedesetih godina XX veka u trendu su bile svetle pastelne nijanse,
krajem $ezdesetih i sedamdesetih u modu su usle intenzivne boje — rubin crvena,
tirkizna, tamnozelena, da bi osamdesetih godina intenzivne jake boje dozivele svoj
neonsko fluorescentni vrhunac, dok su devedesete minimalistic¢ki vratile u fokus
kontrast crno-belog, kao i pastelne tonove.

U industriji automobila je trend odredene boje takode varirao — do osamdesetih
je ve¢inski preovladavalo interesovanje za crnu boju, da bi krajem osamdesetih i
tokom devedesetih siva i crvena dobile znacajno mesto, dok se danas Zelje potrosaca
sve vi$e diversifikuju po kategoriji proizvoda i trzistu, pa su i preferencije boje
visestruke. Prilikom brendiranja i dizajna proizvoda u kategoriji tehnickih uredaja
preporucuje se upotreba neutralnih boja (najcesce sive ili crne) u kombinaciji sa
nekom od intenzivnijih boja (Zzutom, narandzastom ili crvenom) jer se smatra
da takav kontrast u svesti potrosaca izaziva utisak o snazi i pouzdanosti aparata
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visoke tehnologije. Na osnovu postoje¢ih tumacenja o psiholoskom dejstvu
boje u motivisanju buduceg konzumenta utemeljena je selekcija boja i njihovih
kombinacija u procesu brendiranja proizvoda. Izbor boje koja treba da sugerise
sustinu robne marke najcesce biva opredeljen ustaljenim, skoro standardnim,
identifikacijama boje i Zeljenog osec¢anja, a odstupanjem od uobic¢ajenog puta
moguce je dobiti inovativne i hrabre pomake na trzistu.

Veoma efikasna u privlac¢enju paznje, crvena boja asocira na dinamicnost,
strast, akciju, privrzenost, ali i agresivnost i opasnost. Posto budi osec¢anje
hitnosti i vaznosti, redovno se upotrebljava kao informacija potrosac¢ima da su
odredeni proizvodi na snizenju, ¢ime se implicira da prilika za povoljnu kupovinu
i ustedu ne bi smela biti propustena. Ova boja fizicki stimuli$e organizam na
kretanje i aktivnost, provocira osecanje gladi, na iskonskom nivou priziva krv i
vatru, pa nije iznenadujuce sto se kao osnovna (¢esto u kombinaciji sa Zutom)
koristi u dizajnu restorana brze hrane. Na sugestiji dinami¢nog i uzbudljivog kod
crvene baziraju se i logotipi Marvel fransize u industriji zabave i Red Bull-a u
kategoriji energetskih napitaka. Pojam opasnosti je najbolje posredovan crvenim
simbolima, od saobracaja preko signala za alarm u stvarnom ili digitalnom svetu,
gde upozorava na moguce hostilne elemente protiv kojih se treba boriti.

Zuta nas u marketingkom oblikovanju ponude usmerava ka optimizmu, radosti,
jasnoci, toplini, ali se, koriS¢ena u preteranoj meri, moze povezati sa generisanjem
straha, stresa, anksioznosti, kao i padom samopouzdanja. U kombinaciji sa
crvenom se koristi u pospesivanju apetita u bukvalnom smisly, ali i provociranju
apetita ka impulsivnim odlukama. Sa narandzastom se koristi kod brendova koji u
svojim vrednostima naglasavaju zabavu i mladost. Iako se ne percipira kao toliko
intenzivna poput crvene, narandzasta boja uspesno komunicira energiju, radost i
fizicki komfor, stimulisuci i motivisuci pozitivne stavove i Zelju za promenom. Zbog
toga mnoge kompanije koriste narandzastu u svojim instruktivnim materijalima,
edukativnim radionicama i blogovima, §to se uklapa u njihovu viziju pracenja
trendova i motivisanja na aktivan odnos sa potro$acima.

Ustolicena na tronu najomiljenije boje savremenog sveta, plava se smatra
»bojom napretka, svetlosti, snova i slobode” (Pasturo, 2011, str. 118), bojom koja najvise
izaziva osecanje poverenja, sigurnosti, odgovornosti, pouzdanosti i promisljenosti.
Istovremeno, to je i distancirana boja sa najmanje materijalnog u sebi, pa se retko, ili
u manjinskom procentu, koristi za brendiranje hrane i pica (sa izuzetkom flasirane
vode). Prisutna je obilato u oblasti zdravstva i farmacije, kao i kod konzervativnijih
kompanija kojima je primarna percepcija dugoroc¢ne pouzdane usluge od poverenja.

Zelena boja asocira na uspostavljanje ravnoteze sa prirodom, na nadu,
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ocCuvanje zdravlja i ekoloski pokret. Vezana za pojam rasta, u direktnom i
prenesenom znacenju, zelena je boja bioloske poljoprivrede, ali i politicke
ekologije. ,,Ona vise nije toliko boja, koliko je ideologija” (Pasturo, 2015, str.
218) — manifestuje se po razli¢itim logotipima i oznakama kojima su zajednicke
odrednice bio ili organsko. Cesta je upotreba zelene u oplemenjivanju prostora
u cilju okrepljujuceg efekta, $to je i bila jedna od namera Starbaks (Starbucks)
kompanije u opredeljivanju za logo u kome dominira umirujuca zelena koja
poziva na prekracivanje stresnog dana pauzom za kafu.

Ljubicasta boja se u komunikaciji plasira kao simbol kreativnog potencijala,
mudrosti, kraljevskog autoriteta, otmenosti, intuicije i kvalitetne zabave.
Cesto se u brendiranju koristi za promociju proizvoda iz kozmetic¢kih i ,anti-
age” kategorija, kao i za prezentovanje novih ideja u portfoliju proizvoda, ali
uz opasnost od moguce doze mistifikacije koja kod potrosaca moze naici na
otpor. Bez obzira na to $to u zapadnoevropskoj kulturi crna boja uglavnom
nosi negativan predznak, u domenu savremene marketinske komunikacije
ona je sinonim za sofisticirano, luksuzno (¢esto u kombinaciji sa zlatnom ili
srebrnom), ozbiljno, elegantno i nezavisno. Po pravilu se vezuje za tzv. ,premium”
proizvode koji se na trziste pozicioniraju kao roba najboljeg kvaliteta, pa ne
iznenaduje da se u ovu boju pakuju najkvalitetniji kavijar, nakit ili najskuplje note
parfema. Poput crne, bela svojom jednostavno$¢u omogucava ucitavanje vise
znacenja. Danas preovladava verovanje da je ona sredstvo isticanja nevinosti,
dobrote, Cistoce, bezbednosti, zaokruzenosti. Moze biti upotrebljena kako
bi se sa namerom naglasilo ,odsustvo boje” ili neutralnost. U postignutom
balansu sa nekom drugom bojom bela moze imati i mnoga druga znacenja i
kontekste, kao najbolja ,boja transformacije” (Skorc, 2019, str. 37). Iako sasvim
sigurno ne spada u vizuelno stimulativne i angazujuce boje, smeda ili braon
oznacava strukturu, oslonac, zemlju, stablo drveta, fizicki domen zastite i
sigurnosti. Zbog tih kvaliteta se u nekim kategorijama proizvoda koristi umesto
crne boje. Zlatna boja sugeri$e luksuz, $arm i bogatstvo, i njeno znacenje se
najmanje menjalo u odnosu na tradicionalni okvir. Zlatne nijanse u sebi nose
i znacenje prijateljstva, prosperiteta i obilja, poput prirodnog elementa prema
kome su ljudi uvek imali odnos fascinacije. U reklamnoj komunikaciji zlatna se
koristi sa dozom opreza jer na ve¢oj povrsini i u dominantnijoj ulozi implicira
egocentri¢ne porive, pa se uglavnom plasira kao pazljivo odmereni akcenat, a
rede se pozicionira u srediste paznje konzumenta.
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4. ZAKLJUCAK

Svojstvo boja da asociraju na mnoga osecanja, pojmove i stanja u marketinskoj
komunikaciji se od njenih zacetaka koristilo u cilju prenosenja snaznih poruka za
koje nije neophodna verbalna artikulacija jer se hromatske informacije tumace kao
prepoznatljivi simboli. Odredena boja ne moze u potpunosti imati univerzalno
znacenje jer je njeno tumacenje uslovljeno promenom konteksta, teritorije,
trzista, kulturne, politicke i religiozne posebnosti. Marketinski stru¢njaci imaju
imperativ upucenosti u specificne okolnosti upotrebe hromatskog u promociji i
brendiranju proizvoda i usluga, ali i mogucnost da inovativnim pristupom uticu
na redefinisanje trendova u koriséenju boja. U nastojanju da poruka koja se
upucuje bude konzistentna sa sustinom odnosa brenda i potrosaca, hromatsko
definisanje predstavlja osnovu na koju se nadovezuju ostali elementi poruke u
vidu stila, ekspresije i pozicioniranja u kampanji. Boja ¢ini vazno gradivno tkivo u
ukupnoj ljudskoj komunikaciji, a tehnike njene primene u marketingu evoluiraju
sa nasom sposobnos$¢u da na racionalnom i emotivhom nivou sagledavamo
informacije koje su nam upucene i u skladu sa tim tumacimo njihov znacaj.
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MA Vanja D. Sibali¢

SYMBOLIC CHARACTERISTICS OF COLOR IN MARKETING
COMMUNICATION - COLOR AS COMMUNICATOR OF
MEANINGS AND VALUES

Summary
The objective of this paper is to question and systematize the role of color in marketing communication
through examining cultural model that is predominant in our community, as well as through some
other cultures in which color is a part of quite different communication code. Numerous research
results and studies show that colors as an important element of visual stimulus have a very significant
influence on human behaviour and the process of purchase decisions. In marketing this results in
standard application of findings in conceiving communication strategies for different categories
of products. The paper will attempt to contribute to reflecting on the question of existence of
universal meanings of colors or the possibility that the meaning is predominantly conditioned by
the cultural model and traditional values that are allied with a certain color, as well as with the
category and type of product, service or idea that are in the center of a campaign.

Key words: color, marketing communication, cultural model, visual stimulus, advertising

campaign.
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PREDSTAVLJANJE STVARALACKOG OPUSA UMETNIKA
NA BARTF-u 2019

PRESENTATION OF ARTISTS’ CREATIVITY OPUS
AT BARTF 2019

Desislava Hristova

Rodena je 1969. u Sofiji. Njeno stvaralastvo obuhvata oblasti graficke umetnosti
i grafickog dizajna. Magistarske i doktorske studije zavrsila je na Nacionalnoj
akademiji umetnosti u Sofiji, na Odseku graficke umetnosti, gde danas radi u
zvanju vanrednog profesora. Clan je Udruzenja bugarskih umetnika - Odsek
graficke umetnosti. Zivi i radi u Sofiji.

Samostalne izlozbe:

2012 — Novi pocetak, Galerija Art 55, Ni$, Srbija

2012 — Novi pocetak, Galerija Metodi Meta Petrov, Dimitrovgrad, Srbija
2011 — Studio Transparent, Galerija Arosita, Sofija

2008 — Unutra ili spolja? - Estetika dezintegracije, Galerija Arosita, Sofija

Odabrane grupne izlozbe:

2013 — Medunarodno graficko trijenale Krakov - Interfejsi - Istanbul, Kulturno
umetnicki centar Tophane-i Amire, Istanbul
Izlozba bugarskih umetnika - Galerija Metodi Meta Petrov, Dimitrovgrad, Srbija
XVII Medunarodno graficko bijenale, Varna, Bugarska
Global Print 2013, Muzej Douro, Portugalija

2012 — II Medunarodno graficko bijenale - Revija grafika, Sfantu-Gheorghe,
Rumunija

XXXII Internacional de Cadaques za Otisak malog formata, radionica
Fort Galeria, Kadakes, Spanija

VII Nagrada za graficku umetnost Jesus Nunez, Fondacija CIEC, Korunja, Spanija
XIII Bijenale Balconadas, Betanzos, Spanija

MOST - Bugarsko takmicenje savremene umetnosti, Vivacom Art Hall, Sofija
I Medunarodno bijenale Otiska malog formata, Paviljon u Tvrdavi, Nis, Srbija

Savremeni bugarski Otisci malog formata, Galerija Art 55, Ni$, Srbija
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2011 - II Medunarodno trijenale graficke umetnosti Kulisiewicz, Varsava, Poljska

XVI Medunarodno graficko bijenale, Varna, Bugarska
I Medunarodno trijenale stampe ULUS, Beograd, Srbija
VI Grafi¢ka nagrada Jesus Nunez, Fondacija CIEC, Korunja, Spanija

2010 — VI Medunarodno trijenale graficke umetnosti, Galerija Shipka 6, Sofija

XII Bijenale Balconadas, Betanzos, Spanija
Corpo EX/Posto - Medunarodna izlozba umetnicke grafike, De Portesio, Italija
V Grafi¢ka nagrada Jesus Nunez, Fondacija CIEC, Korunja, Spanija

Medunarodna mreza grafike ,Visestruki materijali-graficki koncepti®,
Kunstlerhaus, Bec¢, Austrija

2009 — VI Medunarodno trijenale graficke umetnosti, Bitolj, Makedonija

XV Medunarodno graficko bijenale, Varna, Bugarska

Roden nezavistan, Nacionalno takmicenje Ministarstva kulture i UBA,
Galerija Shipka 6, Sofija, Bugarska

IV Graficka nagrada Jesus Nunez, Fondacija CIEC, Korunja, Spanija

2008 — XX Medunarodna nagrada za graviranje Maximo Ramos, Ferol, Spanija

XV Izlozba grafickog kruga Ni$, Nis, Srbija

2007 — XIV Medunarodno graficko bijenale, Varna, Bugarska

Nenamerne slucajnosti, Galerija Arosita, Sofija, Bugarska

2006 — II Medunarodno bijenalno takmicenje Ex-Libris, Sofija, Bugarska

XVII Medunarodno bijenale humora i satire u umetnosti, Gabrovo, Bugarska

XIII Medunarodno graficko bijenale, Varna, Bugarska

2004 — XXV Medunarodni humanitarni umetnicki festival 2003, Kjoto, Japan

111 Bijenale slikarstva i grafike malog formata, Hallsberg&Orebro, Svedska
Savremena bugarska umetnost - Putujuci muzej, Delhi, Peking i Sofija
V Medunarodno trijenale grafike malog formata, Lahti, Finska

III Medunarodno bijenale umetnosti minijature, Censtohova, Poljska

2003 — XXIV Medunarodni humanitarni umetnicki festival 2003, Kjoto, Japan

Egipatsko graficko trijenale, Kairo 2003

XII Medunarodno grafi¢cko bijenale, Varna, Bugarska
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2002 — VII Medunarodno bijenale za graviranje, CAIXANOVA, Spanija
II Medunarodno bijenale umetnosti minijature, Censtohova, Poljska
Godisnja graficka Lessedra First World Art, Galerija SGHG, Sofija, Bugarska

Nagrade i priznanja:
2013 — II Nagrada, VIII Medunarodna nagrada za graficku umetnost Jesus Nunez

2012 — Nominacija za graficku umetnost, Nacionalno takmicenje Alijanse

Lista uzeg izbora, Takmicenje savremene bugarske umetnosti MOST,
Galerija moderne umetnosti, Sofija

Nominacija za umetnika u rezidenciji u Minhenu, Nacionalno takmicenje UBA

2009 — Nagrada za umetnika u rezidenciji u Oberfalzer Kunstlerhause, Svandorf,
nacionalno takmicenje UUBA

Desislava Hristova

She was born in 1969 in Sofia. Her work encompasses the fields of graphic art and
graphic design. She obtained her MA and PhD degrees at the National Academy
of Arts, Sofia — Graphic Art Department, where she is currently working as an
Associate Professor. She is a member of the Union of Bulgarian Artists — Graphic
Art Department. She lives and works in Sofia.

Personal exhibitions:

2012 — New beginning, Art 55 Gallery, Ni$, Serbia

2012 — New beginning, Metodi Meta Petrov Gallery, Dimitrovgrad, Serbia
2011 — Transparent studio, Arosita Gallery, Sofia

2008 — Inside or Outside? - Aesthetic of disintegration, Arosita Gallery, Sofia

Selected group exhibitions:
2013 — International Graphic art Triennial Krakow - Interfaces — Istanbul,
Tophane-i Amire Culture&Art Center, Istanbul

Exhibition of Bulgarian artists — Metodi Meta Petrov Gallery, Dimitrovgrad,
Serbia

XVII International Print Biennial, Varna, Bulgaria

Global Print 2013, Douro Museum, Portugal
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2012 - II International Graphic Art Biennial - Graphics Review, Sfantu-Gheorghe,
Romania

XXXII Mini print Internacional de Cadaques, radionica Fort Galeria,
Cadaques, Spain

VII Premio de Arte Grafico Jesus Nunez, Fundacion CIEC, A Coruna, Spain
XIII Bienal de Balconadas, Betanzos, Spain

MOST - Bulgarian contemporary art contest, Vivacom Art Hall, Sofia
I International Biennial of Small Prints, Fortress Pavilion, Ni$, Serbia

Contemporary Bulgarian small prints, Art 55 Gallery, Ni$, Serbia

2011 - II Kulisiewicz International Graphic Arts Triennial, Warsaw, Poland
XVI International Print Biennial, Varna, Bulgaria
I International Print Triennial ULUS, Beograd, Serbia

VI Premio de Grafico Jesus Nunez, Fundacion CIEC, A Coruna, Spain

2010 — VI International Triennial of graphic arts, Shipka 6 Gallery, Sofia
XII Bienal de Balconadas, Betanzos, Spain
Corpo EX/Posto - Mostra Internazionale di Grafica D’Arte, De Portesio, Italy
V Premio de Grafico Jesus Nunez, Fundacion CIEC, A Coruna, Spain
International Print Network “Multiple matters-graphic concepts’, Kun-
stlerhaus, Wien, Austria

2009 — VI International Triennial of graphic art, Bitola, Macedonia
XV International Print Biennial, Varna, Bulgaria

Born Independent, National contest by Ministry of Culture and UBA,
Shipka 6 Gallery, Sofia, Bulgaria

IV Premio de Grafico Jesus Nunez, Fundacién CIEC, A Coruna, Spain
2008 — XX Premio International de Grabado Maximo Ramos, Ferrol, Spain
XV Exhibition of Ni$ graphic circle, Ni$, Serbia
2007 — X1V International Print Biennial, Varna, Bulgaria
Non-chance coincidences, Arosita Gallery, Sofia, Bulgaria
2006 — II International Biennial Competition of Ex-Libris, Sofia, Bulgaria
XVII International Biennial of humor and satire in the arts, Gabrovo, Bulgaria

XIII International Print Biennial, Varna, Bulgaria
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2004 — XXV International Impact Art Festival 2003, Kyoto, Japan

II1 Biennial of small scale painting and graphic arts, Hallsberg&Orebro,
Sweden

Contemporary Bulgarian Art - Traveling Museum, Delhi, Bejing and Sofia
V International Mini-print Triennial, Lahti, Finland
III International Biennial of miniature art, Czestochowa, Poland
2003 — XXIV International Impact Art Festival 2003, Kyoto, Japan
Egyptian Graphic Triennial, Kairo 2003
XII International Print Biennial, Varna, Bulgaria
2002 — VII Biennial International de Grabado CAIXANOVA, Spain
II International Biennial of miniature art, Czestochowa, Poland

Lessedra First World Art print annual, SGHG Gallery, Sofia, Bulgaria

Awards and nominations:
2013 — II Award, VIII Premio Internacional de Arte Grafico Jesus Nunez

2012 — Nomination for Graphic art, Alliance Award National Contest

Short list selection, MOST Contemporary Bulgarian Art Contest of
Modern Art Gallery, Sofia

Nomination Artist-in-Residense in Munich, National Contest of UBA

2009 — Artist-in-Residense Award in Oberfalzer Kunstlerhause, Schwandorf,
National Contest of UBA
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Caodopan PapojkoBuh

Poben je 1967. roapune y Huiry. Aunaomupao je Ha @AY y Cxonwy 1992. ropuHe.
ITocaepumAOMCKe U AOKTOPCKE YMETHUUKE CTYAMje 3aBpino Ha QDAY YHuBep-
3uTeTa yMeTHOCTU y beorpaay 1996. oaonocHo 2016. ropune. Ha Aemaprtmany
AVIKOBHMX yMeTHOCTU DakyaTeTa yMeTHOCTM YHUBep3uTera y Huy, y 3Bamwy
je peaoBHor npodecopa 3a npepMete I'padpuka u [paduka ca TEXHOAOTMjOM.
CamocTaAHe n3A0xde:
1994 — Hym, laaepuja CAY, Caaon 77
Iupor, Ipapcka raaepuja
1995 — I'lpuintyna, laaepuja [ToKpajHCKOT KYATYpPHOT LieHTpa
1996 — beorpap, [aaepuja OAY
Hu, laaepuja CAY, Caaon 77
1997 — Sofia, Bulgaria, laaepuja MAKTA
1998 — Hosu Cap, Maan AvkoBHU caaoH KyATypHoOr LjeHTpa
2010 — Beorpaa, laaepuja I'paduuxu KoAeKTUB
2011 — Huy, laaepuja ,Apt 55°
2012 — Houston, USA, University of Houston Clear Lake Art Gallery
2013 - I'lpokynme, laaepuja ,boxxa Mauh*
Bamwa Ayka, I'aaepuja YAAC
2014 — beorpaa, IIpopajHa raaepuja beorpap,
beorpaa, l'aaepuja OAY
2015 — Nicolet, Canada, La Maison et atelier Rodolphe-Duguay
2016 — Kuxunnaa, l'aaepuja KyarypHor 1ieHTpa
Huwr, I'aaepuja CAY, Caaon 77
Vercelli, Italy, StudioDieci City Gallery
Cwmepepescka [Taanka, [aaepuja mopepHe ymerHoct HMCII
2017 — Verbania, Italy, Villa Giulia
2018 — KpameBo, MAPKVK raaepuja
Carnago, Italy, San Rocco Church
Bern, Switzerland, Galerie Art+Vision
2019 — Kparyjesau, Maau AUKOBHM caAOH HapopHor My3eja

Kotop, LpHa I'opa, [pascka raaepuja
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KoaexkTuBHe nsaoxde:

Oa 1993. ropuHe n3Aarao Ha BUIIIE OA TPU CTOTMHE KOAEKTUBHUX U3AOXKOU,
oA 3HavajHujux: beorpaa, Cxonme, AeckoBal, Kukunpa, Kparyjesan, Xapkos,
Coduja, Yxurie, Beanko TpHoBo, 3pewanut, [TaoBaus, llladau, Byenoc Aupec,
CmMmeaepeBo, ITanueso, Tokuo, CoayH, Ilpar, Bapna, Beaec, Koun, Mjanmap,
Opxyc, ®aayH, [Toproputia, ITapus, Ipenmen, CBoHcy, Aaekcanapuja, I'yaHaas,
Tpya Puuep, bpucea, lllamnaensn, Oaxaka, Aom, Hu.

Slobodan Radojkovi¢

Born in 1967 in Ni$. He graduated from the Faculty of Fine Arts in Skopje in
1992. He completed postgraduate and doctoral art studies at the Faculty of Fine
Arts, University of Arts in Belgrade in 1996 and 2016, respectively. He has been
a full professor of Graphics and Graphics with Technology at the Department
of Fine Arts, Faculty of Arts, University of Nis.

Solo Exhibitions:

1994 — Nis, SLU Gallery, Salon 77
Pirot, City Gallery
1995 — Pristina, Gallery of the Provincial Cultural Center
1996 — Belgrade, FLU Gallery
Nis, SLU Gallery, Salon 77
1997 — Sofia, Bulgaria, MAKTA Gallery
1998 — Novi Sad, Small Art Salon of the Cultural Center
2010 — Belgrade, Graphic Collective Gallery
2011 — Nis, Gallery ,,Art 55“
2012 — Houston, USA, University of Houston Clear Lake Art Gallery
2013 — Prokuplje, Gallery ,Boza Ili¢*
Banja Luka, UDAS Gallery
2014 — Belgrade, Sales Gallery Belgrade
Belgrade, FLU Gallery
2015 — Nicolet, Canada, La Maison et atelier Rodolphe-Duguay
2016 — Kikinda, Gallery of the Cultural Center
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Nis, SLU Gallery, Salon 77
Verecelli, Italy, Studio Dieci City Gallery
Smederevska Palanka, Gallery of Modern Art NMSP
2017 — Verbania, Italy, Villa Giulia
2018 - Kraljevo, MARZIK gallery
Carnago, Italy, San Rocco Church
Bern, Switzerland, Galerie Art+Vision
2019 — Kragujevac, Small Art Salon of the National Museum
Kotor, Montenegro, City Gallery

Collective Exhibitions

Since 1993, he has exhibited in more than three hundred collective exhibitions, of
which the most important are: Belgrade, Skopje, Leskovac, Kikinda, Kragujevac,
Kharkov, Sofia, Uzice, Veliko Tarnovo, Zrenjanin, Plovdiv, Sabac, Buenos Aires,
Smederevo, Pancevo, Tokyo, Thessaloniki, Prague, Varna, Veles, Kochi, Myanmar,
Aarhus, Falun, Podgorica, Paris, Greenshan, Swansea, Alexandria, Guanlan,
Trois Riviera, Brussels, Champlain, Oaxaca, Lom, Nis.
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