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YBOJI

Cianka u peu

Kondepennuja ,,Crnivka u peq” nocBeheHa je pa3mMarpamy OKBHpa YHYTap KOjUX CE OCTBapyje
npomuIbake ymerHocTd. Ca jemHe cTpaHe, cBaka TeopHja ojapeheHa je u CONCTBEHUM
KapakTepoM ymyheHa Ha TIOjJMOBHO MUILJBEHE, OAHOCHO Ha je3WK KOjU Ta H3pakaBa;
HCTOBpPEMEHO, Me)yTHM, OHa je ycMepeHa Ha pa3Mmarpame (peHOMeHa KOju He Mopajy OuTu
BepOAJIHU M IOJMOBHHU. Y OBOM pa3Maky, CMaTpamo, IIOCTOjU BEJIMKH MOTEHIIM]all 32 €CTETHKY
Y TEOPH]Y YMETHOCTH, TIOTCHIIMjaJI KOjJU U JJAHAC 3aXTeBa pa3MaTpame: KakaB TayHO Tpeda Jia
Oyzne OoHOC OBE JBE CTpaHE TEOPHje YMETHOCTH M €CTETMKE YMHHU C€ U J1aJbe OTBOPCHHUM
NUTambeM. Y OBUM OKBHpUMa Moryhe je 3aMUCIIUTH TEOPHjCKE MPUCTYIIE YMETHOCTH KOju OU
CE pa3JIMKOBAJIM [0 CBOM TEOPUjCKOM KapaKTepy, OJHOCHO KOju Ou HamerocT u3Mel)y cBoje
MOJMOBHE CTPYKTYpPE W CBOT' O]l IOjMa IIUPEr MpeaMeTa pPeIIaBaji Ha pa3jMYUTe HAuWHE.
PaznuunTy KapakTepu MPOMHUIILIbaka YMETHOCTH CTOTA CYy jeTHO O[] IICHTPAJTHHUX MHUTamka Koje
KOH(EPEHIIHN]OM JKEIUMO JIa TIOCTaBUMO.

Tema koH(epeHIHje UMIUTUIMpAa W BEOMa INHPOK XOPU3OHT pa3yMeBama apTHUKYIIAIWje
CMHCJIa YHYTap YMETHOCTH, Ka0 W HeHE JlaJbeé KOMYHHKaluje ca myonukoMm. BepOanau u
HeBepOaHU JIOMEHHM C€, Y TOM CMHCIYy, MOTY CXBAaTUTH Kao KOMOAaTHOWIHH, MelycoOHO
CYNPOTCTaBJbEHH WIM XUJEPAPXUJCKU YCTPOjJEHH, NMPH YeMy Ce€ MPEIHOCT MOXKe AaTh Ouio
BepOaiHOj, OMJIO HEBEpOAIHO] CTpaHU. Y TOM CMHUCIY, TeMa KOoH(]epeHlHje cMmepa U Ha
MUTakba CEMUOTHUKE U CEMAaHTHKE YMETHOCTH, a 3aXBaTa M NMpodjIeMe KOMyHHUKOJIOTH]e: J1a JIH
Jj€ oIpaB/1aHO TOBOPUTH O CMHUCIY KOJH j€ JaT YMETHUUKHM JIEJIOM M KOJU C€ HEKAaKO MPEHOCH
nyosiuiy, Aa JIM je ONpaBJaHO TaKaB CMHCA0 TyMadUTH ajlaTUMa CaBPEMEHHMX TeopHja
nocBeheHUX je3UKy ¥ KOMyHHUKAIIUjH, HA KOJU HAYMH YMETHUYKO JIEJIO OCTBApyje CBOJY YJIOTY
y mocpeaoBamy u3Mel)y ayropa u my0OiuKe, Kako Ty yJIory Tpeba pa3yMeTu crpam MOBECHOT
KapakTepa YMETHOCTH — CaMO Cy HeKa 0J1 MUTamka Ha KOja OBUM I[HJbAMO.

JloMeH KynaType ¥ YMETHOCTH JOMEH je W OPTaHU3aIHje CUMOOIMYKOT TTOPETKA PEATHOCTH Y
KO0jOj JKMBHMO, IIITO TEMY OBOTOAMIIHE KOHPEPEHIIMje OTBapa y jOIII JBa HarjalieHa Mmorie/a.
Hajmpe, opranuzanuja ciMOOIMYKOT MOPETKA PEATHOCTH HUje UACHTUYHA Y CBUM KyJITypaMa
¥ KpO3 BpeMe, IITO UMILIUINPA JIa j& HCTPAKUBAKBE OBOTOUIIELE TEME MMOTPEOHO TTOCTAaBUTH
M y KOHTEKCT pa3iiika W CIMYHOCTH, OJJHOCHO MOTYhHX 00JMKa KOMYHHKAITH]e Pa3THIATHX
kynrypa. Ca apyre crpaHe, caBpeMeHa IMBWIM3AIIMja, O00OeleKeHa MEAUJCKOM JUMEH3H]OM,
Ha MHOBAaTUBHE HAYMHE KOPHCTU KAKO MEIUjyM CIIMKE, TaKO U MEIUjyM pedH, T je Y TOM
CMHUCJIy Hallla TeéMa OTBOpPEHA W 3a WCTpPaXHWBama W3 TepcrnekTuBe ¢uno3oduje Menuja.
bynyhu na caBpemenn mennju 1 HHGOPMAIMOHE TEXHOJIOTH]€ CBO] YTHIIA] OCTBApPY]y YIpaBo



MyTeM €CTETCKOT Kpeupama HauylHa BbUXO0BE YIoTpede 0] cTpaHe KOPUCHUKA, CMaTpaMmo J1a je
HaBEJICHO €CTETCKU ()eHOMEH, KOjH j€, OHJIa, BAYKHO €CTETUYKU UCTTUTATH U TIPOMUCIIUTH.

Hanokon, tema KoH(epeHIHje Moapa3yMeBa M HCTpaXMBama IMOBECHUX OOJIMKAa OJHOCA
CIIMKe U peun y (uao30(CcKuM KOHIeNIMjaMa TPagulHje, Ka0 U y OKBUPY APYruxX oOJIMKa
TEOpHje M IpaKce YMETHOCTH. Y TOM TIOIJieAy HApOYUTO IMJbaMO Ha IPEHCIUTHBAKE
TpaJUIMOHATHE pa3jMKe pa3yMa W YYJIHOCTH WIA HUMardHamnuje, TO JecT, pasJiuKe
¢dbuno3oduje u HaAyKe y OJHOCY Ha YMETHOCT, Ka0 M Ha aHaJIM3e KOje OM IMoKa3ajie Ha KOju je
HAYMH HEKPUTHYKO YCBAjamkhe OBHX Pa3JIMKa OAPEINII0 MUIIJBEHE O YMETHOCTH Y TPAJAULIU]H.

[Iporpamcku og60p
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Yereprak 08.10.2020. ronune

10:00h CBeuaHno oTBapame cKyna:
Caob6onan Mpha, 3aBoa 3a npoyyaBame KyJaTypHOr pasButkaCpouje

JAuBHa Bykcanosuh, UBa /I[pamkuh Buhanosuh u Yua Ilonosuh, EcreTnuko
apymrtBo Cpouje

10:10h IMTuhe no6pogonLINIIE

10:30h Yua [MonoBuh — Je3uk uprexa v BU3YEIHO MUIIUBEHC: Maruja y arejbey

IIpBa cecuja, moaeparop Yua [lHonosuh

11:00h JIparan Kynuh - Ut Pictura Ars — YMeTHOCT je Kao cimka

11:15h Ayman Iajun — Cnuka u peu y neny Ban ['ora

11:30h Boromup Bykuh — Cnuka v pujey v pa3Ha IJIeAUIITa yMjeTHOCTH

11:45h Mapxko HoBakoBuh — Peun u iukoBu: ApHXajMOB KOHIIETIT BU3YETHOI MUIILJbEHA
12:00h Mujaom Munaauno — Xajaerep u Kie: [IpobGnem cirke

12:15h UBa [Ipamkuh BuhanoBuh— Peu u cnuka. [Ipob6nem (ae)moryhnoctu ,,ipeBohema

12:30h — 12:45h I1ay3a

JIpyra cecuja, moaeparop Mujaom MujaainHoB

12:45h Cphan Mapam — /IpymTBo crieKTakiia npa3HuX pedd U rojuX CIUKa

13:00h Cama PagoBanosuh — Huueosa metadopa uzmel)y cimke u nojma

13:15h Baagumup ByjomeBuh — Vckymema criuke, ytjexa pujeun: JIyrep u aneropesa
13:30h Musomr hunpauuh — Captp o / epruyu: HEKOIUKO HAITOMEHA

13:45h Beaumup MuanenoBuh — Uzmely cnmke u peun: Ecteruka Ecoutez- voir pomana
Enze Tpuone



14:00h Hukosna Tanacuh — Mema — xuOpujHa MUMETHYKA YMETHHYKA opMa 3a
nHpOpMATHIKO 1002

14:15h Anexcanaap JespemoBuh — beprconoBcke ocHoBe Jlene3oBe Teopuje prma: usza
peuu u cirKa

3aBpuIHA QMCKYCHja MPBOT JaHa CKyNa

Ilerak, 09.10.2020. rogune

IIpBa cecuja, Mmoaeparop Baarko Uiauh

11:15h JluBna BykcanoBuh — EcreTuka ofcycTBa: 0 lIEH3ypu Ha HHTEPHETY
11:30h [Aparan hanosuh — Kaymmrpadwuja y ucnmamckoj ymetTHoctr
11:45h Baarko Unuh — Menujcka cimka u ped

12:00h Jagpanka boxuh — KomnatuOuiHocT 1 cumMeTpHja yMETHHUKOT OITyca ciauKapa
bantyca u necuuka E.A. Iloa

12:15h Becna Mapuuuh — JlekoHcTpykiuja ciauke 1 peunt y Tpupoom punmy /lem
npenpexa

12:30h [Iparana KutanoBuh — Kongaukryanna ecretuka y ¢punmosuma Buma Benaepca

12:45h — 13:00h I1ay3a

JIpyra cecuja, Mmoaepartop /Iparan haiosuh

13:00h IIpeapar Jakmuh — Ciauka 1 ped — CHHOHUMH M MOHa/1a

13:15h Canga Puctuh CrojanoBuh — Cnuka u ped — mocTaBbame JaCHUX TpaHUIla u3mehy
YMETHOCTH U HEYMETHOCTH

13:30h Mapmuja ITonoBuh — J)KeHcTBEHa MyKEBHOCT U MYKEBHA KEHCTBEHOCT
13:45h Bojana Tajucuh — JlecuHroBO paznnuKoBame MOE3HM]€ U JIMKOBHUX YMETHOCTH

14:00h TaTtjana Puctuh — Exdpasza u mumesuc



14:15h Muxajao Cramenkouh — IIpo3a nukosue nmoesuje: The Marriage of Hartmann and
Blake

14:30h Pocanna bajosuh — Ha canepuju: untame cnuke y TyMauewuma npose Opania
Kadxke

3aBpuIHA JUCKYCHja CKyNa

Cvoora, 10.10.2020. ronuue

IIparehu nporpam cxkyna Ciuka u peu

11h — 13h IIpeacraB/bambe YMETHHYKHX paaoBa YianoBa Ecreruukor apymrsa Cpouje

- IIpenpar Tep3uh, Morelos Leon Celis — Basketball Musical Strategy, Buneo pan.

- JluBHa Bykcanosuh, [Iparan hanosuh — npomonuja kwure Bemap ca 36e30ane
naanune (Uuroja mrammna, beorpaz, 2019.). Ayropka: /lusna Bykcanosuh,
ninyctpauyje: paran hanosuh.

- Jyman Hajun — V vacm cmapux majcmopa Hcmoka u 3anada, Bu3yenna
Mpe3eHTaluja.

- YHua Ilonosuh, Musnom Byjanosuh — @unozoghu ypmajy, npencraspame IpojeKTa.

- Hpeapar Jakmmh: @omoepaguja u cmux, noezuja u Gororpaduja.

- Jparan PapoBanueBuh — bapbapu, noesuja.

- Buaarko Wamh, Bojucaas Knauap — /lonuc cmanosnuwmea, npomiipeHu Teatap —
u3jaBe 0 Hamepama.

- Hemamwa [dparam — [lopmpemu myze noHocHux 60208a, moe3uja.
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Thursday, October 08, 2020

10:00h Opening ceremony:
Slobodan Mrda, The Culture Development Institute of the Republic of Serbia

Divna Vuksanovié¢, Iva Draski¢ Vi¢anovié, Una Popovié, The Aesthetic Society of Serbia

10:10h Welcome drink

10:30h Una Popovi¢ — The Language of Drawing and Visual Thinking: Magic in the Atellier

Section A, chairperson Una Popovié¢

11:00h Dragan Zuni¢ - Ut Pictura Ars — Art Is Like a Picture

11:15h Dusan Pajin — Image and Word in the Opus of Van Gogh

11:30h Bogomir Pukié — Picture and Word and Miscellaneous Aspects of Art

11:45h Marko Novakovi¢ — Words and Characters: Arnheim’s Concept of Visual Thinking
12:00h Milos Miladinov — Heidegger and Klee: The Problem of Image

12:15h UBa dpamxuh Buhanosuh— Word and Image. (Im)possibility of ,, Translation®

12:30h — 12:45h Break

Section B, chairperson Milo§ Miladinov

12:45h Srdan Maras — Society of the Spectacle of Empty Words and Bare Images
13:00h Sasa Radovanovi¢ — Nietzsche’s Metaphor Between Image and Concept

13:15h Vladimir VujoSevi¢ — Tribulation of Image, Consolation of Words: Luther and
Allegoresis

13:30h Milo§ Cipranié — Sartre on Guernica: Few Remarks

13:45h Velimir Mladenovié¢ — Between Image and Word: The Aesthetics in the Novel
Ecoutez- voir from Elsa Triolet

14:00h Nikola Tanasi¢ — The Meme — a Hybrid Mimetic Art Form for the Information Age

12



14:15h Aleksandar Jevremovié¢ — Bergsonian Foundations of Deleuze’s Film Theory:
Beyond Words and Images

The First day’s closing discusion

Friday, October 09, 2020

Section A, chairperson Vlatko Ilié

11:15h Divna Vuksanovié¢ — The Aesthetics of Absence: on Censorship on the Internet
11:30h Dragan Calovié — Calligraphy in Islamic Art
11:45h Vlatko Ili¢ — Media Image and Word

12:00h Jadranka Bozi¢ — The Compatibility and Symmetry of the Artistic Oeuvres of the
Painter Balthus and the Poet E. A. Poe

12:15h Vesna Mari¢i¢ — Deconstruction of Image and Word in Trier's Film The Five
Obstructions

12:30h Dragana Kitanovi¢ — Conflictual Aesthetics of Wim Wenders's Films

_12:45h - 13:15h Break

Section B, chairperson Dragan Calovié

13:00h Predrag Jaksi¢ — Image and Word — Synonyms and Monad

13:15h Sanda Risti¢ Stojanovi¢ — O6pa3 u CJI0BO: YCTAHOBIIEHUE YSTKHX TPAHUIL MEKIY
HCKYCCTBOM U HCUCKYCCTBOM

13:30h Marija Popovi¢ — Feminine Masculinity and Masculine Femininity
13:45h Bojana Tajisi¢ — Lessing’s Understanding of Poetry and Fine Arts
14:00h Tatjana Risti¢ — Ekphrasis and Mimesis

14:15h Mihajlo Stamenkovié — A Prose of Visual Poetry: The Marriage of Hartmann and
Blake

13



14:30h Rosanda Bajovi¢ — Up in the Gallery: Reading the Picture in Interpretations Franz
Kafka’s Prose

Closing discusion

14



Saturday, October 10, 2020

Artistic program

11:00h — 13:00h Presentation of the art works of the members of the Aesthetic Society
of Serbia

- Predrag Terzi¢, Morelos Leon Celis — Basketball Musical Strategy, video.

- Divna Vuksanovi¢, Dragan Caloevi¢ — book promotion: Wind from the Star Mountain
(Cigoja Press, Belgrade, 2019). Author: Divna Vuksanovi¢, illustrations: Dragan
Calovié.

- Dusan Pajin — To honor old masters of the East and the West, a visual presentation.

- Una Popovié¢, Milo$ Vujanovi¢ — Philosophers draw, a project presentation.

- Predrag Jaksi¢: Photography and verse, poetry and photograph.

- Dragan Radovanéevi¢ — Barbarians, poetry.

- Vlatko Ili¢, Vojislav Kla¢ar — Census, augmented theatre — statements of intentions.

- Nemanja Dragas — Portraits of the sorrow of proud gods, poetry.
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Pocanna bajosuh

Ha 2anepuju: yntame ciauke y TyMader-uma npose ®@panna Kapxe

Ancrpakr: OBaj paj je orjie]; 0 MO3UTUBUCTUYKUM TyMadewnma nposze @panma Kadke, ca
jeIHe cTpaHe, U O TyMauclmy HEroBOT Jijela y CEMHUOJIOIIKOM KJbydy, ca Apyre CTpaHe.
Tymaue Kadxune ymjeTHHuKe ™po3e BOAM y TO3UTHUBU3aM OJICYCTBO CBHUJECTH O
Pa3ABOJEHOCTH O3HAKE U O3HAYEHOT y HErOBOM Jijelly Kao KibMKEBHOM 3Haky. Y Kadkunom
Jjeny 3HaK MMa HagMmoh Haj 3HauewmeM. JlorpahuBameM BusyenHux cinuka u3 Kadkune
YMjEeTHHYKE TPO3€ Yy MO3UTHBUCTUYKUM TyMaueHhHMa M3HEBjepaBa C€ HHXOBO 3HAUCH-C, a
TUME U 3HAueHE HHErOBHX YMjEeTHHUYKUX ajena. Ilyko mpecnukaBame ayToOHOTrpadCKux
uckaza u3 Kadxune nHeBHMUKE IIpo3e U MUCcaMa, Kao U (pakata U3 BaHKHUKEBHE CTBAPHOCTU
Ha HEroBO YMjETHHYKO JIjeJI0 ToKa3yje ce Kao MeTojolomika nmpomariaj. [Topen ceohemwa Ha
MICUXOJIOMKU (akT, mo3utuBu3am KapkuH apredakt cBoam W Ha apyre (akre: IpyIITBEHH,
(bMI1030()CKH, TEOTOMIKH, MUTOJIOIIKH. TIpyka CeMHOIIONKA METOAAa TyMayeha KibH)KEBHOCTH

npyxa Hajoosbe pesyiarare y nemmdposamy Kapxunux apredaxara.

Kibyune peun: [1poza ®@panna Kadke, untame ciuke, mO3UTUBU3aM, CEMUOTHKA, apTe(daKT.

Rosanda Bajovi¢

Up in the Gallery: Reading the Picture in Interpretations Franz Kafka’s Prose

Summary

This paper is a trial on positivistic interpretations of the Franz Kafka’s prose, from one side,
and the interpretation of his work in semiotic way, on the other side. Interpreters of Kafka’s
artistic prose are led to positivism because of the lack of awareness of the separation of the
mark and marked in his work as a literary sign. In Kafka's work sign has superiority against
meaning. Complementing the visual images from Kafka's artistic prose, positivistic
interpretations betray the meaning, and with that the meaning of his artistic works. Mere
mirroring of autobiographical statements from Kafka’s diary prose and letters as well as the

17



facts from other nonliterary actuality on his artistic work, showed as methodological mistake.
Beside reducing it to the psychological fact, positivism also reduce Kafka's artefact to the
other facts: social, philosophical, theological, mythological. Semiotic method in literary
interpretation provides best results in the decoding of Kafka’s artefacts.

Key words: Franz Kafka prose, reading the picture,positivism, semiotics, artefact.
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Janpanka boxxuh

KoMnaTu6mJiHOCT M cMMeTpHja yMEeTHUYKHT omyca caukapa baaryca u necunka E.A.
IToa

Ancrpakr: Cycpern u3mel)y BU3yemHOr M BepOAIHOT MMajy YTy HCTOPHjY KOja CeXe N0
AQHTUYKHUX 3aluca, pPaHOXPUIMNAHCKUX TlecaMa WM WIYMUHUPAHUX CPEIHEBEKOBHUX
pykonuca. [IpomunbaMo 1 cydesbaBaMo MEIUJyM CIHMKE U MEAUjyM je3uka uMajyhu Ha ymy
KOMIIATUOMITHOCT M CHMETPHjy YMETHHUYKHX omyca ciukapa bainryca u mecHuka E. A.
[Toa.Mma Hever mapaJoKCaIHOT Kaj| JKEJIUMO JIa TOBOPUMO O YMETHOCTH 3aCHOBAHO] Ha He-
peuu: MUTaMO Ce KaKO CIIOJUTH Ca CBETOM je3WKa OHO IITO CE MOTJICIOM IPSHOCH Y MUCA0; U
Kako OHJA pa3JBOJUTH MHCA0 W ped y CIUIM Koja ce cxBara 4yuM ce Buau. Kao
HEIVCKYpP3UBaH HAYMH M3pakaBama, CIIMKA HUKAJ HE MOHABJba HErO MOTHCKYje ped Koja ce
O0opu mpoTuB 3abopaBa. AiM, JOK ped HCTO Tako Bpaha y 3a0opaB MHOTrEe CTBapH Kako OW
aKTyaJM30Baja HEKE JIpyre, CIMKA 3a Ca/Ip)kaj uMa caMo 3a00paBJbeHO MOCTOjambe, OHA HE 3HA
3a BpeMe Koje Mpokaupe U ynabaa. Enrap Anan [1o u banrazap KiocoBcku ae Posa 3BaHu
bantyc mpencTaBHUIM Cy OHOT YMETHUYKOI CTBapasialliTBa Koje nMa MOh M3y3eTHO BEIHMKOT
MPOMpama y CBUM MPaBIMMa UCKYCTBA U CIYTHH, HHTEICKTYaIHY Pal03HAIIOCT HEYMOPHOT
MpoJakea Kpo3 CBECHE, MOJICBECHE M HAJICBECHE CTBAPHOCTU. Pajau ce 0 MucHOHapUMa Koju
JaBH /10713y JIeCTBUIIE OYAHUX CHOBA, TBOCMUCIICHUX CTamba, BU3H]a.

KibyuHne peum: Menujym ciuke, MeIujyM je3HMKa, ped, BU3YelHO, BepOaIHO, YMETHOCT,
bantyc, E. A. Ilo.

Jadranka Bozi¢

The Compatibility and Symmetry of the Artistic Oeuvres of the Painter Balthus
and the Poet E. A. Poe

Summary

The encounters between the visual and the verbal have a long history dating back to ancient
records, early Christian songs or illuminated medieval manuscripts. We contemplate and
confront the medium of the image and the medium of language, keeping in mind the
compatibility and symmetry of the artistic oeuvres of the painter Balthus and the poet E.

19



A.Poe. There is something paradoxical about talking about non-word based art: we are
wondering how to connect with the world of language what is transmitted through thought
through thought; and how then to separate thought and word into an image that is understood
as soon as it is seen. As a non-discursive way of expression, the image never repeats but
suppresses the word that fights against oblivion. But while the word also brings back many
things into oblivion in order to actualize others, the image for content has only a forgotten
existence, it does not know for a time that it devours and drives away.Edgar Allan Poe and
Balthasar Klossowski de Rola alias Balthus are representatives of the artistic creativity that
has the power to penetrate tremendously in all directions of experience and foreboding, the
intellectual curiosity of relentlessly passing through conscious, subconscious and
subconscious realities. These are missionaries who add to the ladder the scales of waking
dreams, ambiguous states, visions.

Key words: image medium, language medium, word, visual, verbal, art, Balthus, E. A. Poe.
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Brnagumup Byjomesuh

HUckymema ciauke, yrjexa pujeun: Jlyrep u ajeropesa

Ancrpakr: Ciuka ¥ pHjed KJbYYHH Cy [OjJMOBH IPBE BEIMKE XCPMEHEYTHYKE KOHTPOBEP3E
MoJiepHOCTH — JIyTepoBOT 0JHOCA IpeMa asleropuju. Ako ce peopmarija MoXKe OIUCaTH Kao
mpesnasak ca ,,CBeTOCTH CJIMKe* Ha ,,CBETOCT PHjeuH’’, Kao ,,TEKCTyaJTHa PEBOJIYIHja“ Koja je,
no bpajany Kamunrcy, omoryhena mzymujeheM mrammapcke mpece ¥ HOBOM M HEBUl)EHOM
npoiaudepannjoM TEKCTOBa, OHAA CE OBa IMPOMjeHA mapaaurme (Kpaj Cpelmer BHjeKa U
MOYETaK MOJEPHOCTH) HajIpaMaTHYHUjE€ MOXKE MpaTUTH Kpo3 aHaimm3y Jlyreposor
KOMIUIGKCHOT ~ OJHOCAa TIIpeMa aJeropujCKOM TyMauelmhy TEKCTOBAa Kao KJbYYHOM
XEpEMEHYTHUYKOM IOCTYNKY CBMj€Ta KOJU j€ HECTajao Mpej HEroBUM ouuMa. Y paHoj
JYTEPaHCKO] KPHUTHUIM ajerope3e Kao Ja MpHUCYCTBYjeMO (opMHpamy MOJECPHOT
XepMeHeyTUYKor cyoOjekrta: JlyrepoBa xepmeHeyTuuka amOuiuja je u3BjecHoct (certitudo)
KOjy TyMaueme TeKcTa Tpeba Ja HaMm MpYXH, AOK MeToxa aneropese, mo Jlyrepy, decto
3aMjemyje M3BjeCHO 3HauYeHhe apOMTpapHUM ClIMKaMa U mpejacraBama. Aneropuja 3a Jlyrepa
NpeJCTaBba M TOTEHIMJATHO ONAacaH XEPMEHEYTHUYKH EKCIeC KOjU MOXKe JIaKo JO0OHWTH
CyOBEep3MBHY IOJIMTHYKY CHAry, T€ IMHUTAMbE aJerope3e MocTaje ¥ BaKHO MOJUTUYKO MUTAE
ernoxe (ajau U KOHTpoBep3a Koja je OOJMKOBala paHH JIYTEPaHCKH OJHOC MpeMa CaKpalTHO]
YM]JE€THOCTH). AJleropesa IMpeTiocrajba HEKy BPCTY 3ajeJHUUKe Bjepey ypeheHocT cBujera.
be3 oBor mmper okBupa, OHa je y ONACHOCTU Ja MOCTaHE MYyKH H3pa3 apOUTPapHOCTU
¢daHTa3Mje, HEKa BpCTa OYMIVIEAHE HMHTEpHpEeTaTuBHE UAMOCHHKpasuje. IlaTpuctuuka
ajleropesa UMaia je CBOj CMHCAo TEK y BEIIMKOM HapaTtuBy LIpkBe kao ,,rocmomapa pujeqn
(JIyrep). Ilutame asierope3e Tako je€ THUTamke BJIACTH HAJ TEKCTOM, HaJa ,,MCIPAaBHUM
UMHTEpIpeTanMjamMa™ Koje HHKaJa HHUCY Yy pyKama IOjeIMHAYHuX uyuTanana. Kputuka
aneropese je ouna moryha tek kpo3 JlyrepoBy aecrabuinzanujy ,,Beaukor HapatuBa“ L{pkse,
a norahaj je To Koju je 00JIMKOBAO camy IPHUPOIY ,,MOAEPHOT cTama‘. OBaj paa UMa 3a Wb
Ja TPYXKH CaxXeTH Imperyie] (GWIONOMKNAX, TEOJOUIKUX M eCTETHYKMX KOHCEKBEHIIU
JIyTepoBOT KOMIUIEKCHOT OJHOCA ITPEMa allerOpesH.

Kibyune peun: JIyrep, aneropuja, aineropesa, CJIMka, pujed, u3BjecHocT, Anfechtungen.
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Vladimir Vujosevi¢

Tribulation of Image, Consolation of Words: Luther and Allegoresis

Summary

"Word" and "image" are crucial terms in dealing with what is perhaps the first great
hermeneutical controversy of modernity: Martin Luther's understanding of allegory. If
Reformation could be described as a move from the "sacrality of image" to the "sacrality of
words", as a "textual revolution” enabled, according to Brian Cummings, by the invention of
the printing press and by the new, unprecedented proliferation of texts, then this "paradigm
shift" (the end of the Middle Ages and the inception of modernity) could be properly captured
by elucidating Luther's complex attitude towards the allegorical interpretation of texts which
was a crucial hermeneutical procedure of the world that was disappearing before Luther's
eyes.lt could be claimed that the formation of the modern hermeneutical subject is at work in
the early Lutheran criticism of the allegoresis: Luther’s hermeneutical ambition was a quest
for certainty (certitudo) the interpretation of texts has to provide us with, while the allegoresis
often replaced the certain meaning for arbitrary images and representations. For Luther,
allegory could potentially present a dangerous hermeneutical excess that could be easily
charged with subversive political force. Thus, the question of allegoresis also becomes an
important political issue of the time (and also a controversy that has shaped a peculiar early
Lutheran stance on the function and meaning of sacred art). The allegoresis pressuposes a kind
of shared belief in the orderliness of the world. Without this broader framework, an
allegoresis is in danger of becoming a mere expression of the arbitrariness of fantasy, a kind
of blatant interpretative idiosyncrasy. The patristic allegory had its meaning only within the
"great narrative" of the Church as "the master of words" (Luther). The question of allegoresis
thus becomes an issue of authority over the text and over the "correct interpretations” which
are never in the hands of individual readers. The criticism of allegorical interpretation was
only possible through Luther's destabilization of the "grand narrative™ of the Church: an event
that shaped the very nature of the "modern condition.” This paper aims to provide a concise
overview of the philological, theological, and aesthetical implications of Luther's complex
relation to the allegoresis.

Key words: Luther, allegory, allegoresis, image and word, certitude, Anfechtungen.
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JluHa Bykcanosuh

EcteTnka oacycrBa: o HeH3ypu HA HHTEPHETY

AncTpakT: Y aHTHYKO] TpYKO] €MOXM ped je HMMala BEIHMKY YIOTY Y KYJITypajlHO-
JIPYIITBEHOM JKHUBOTY Iojuca. Y Hajkpahem, ped je Ouja y OCHOBH aMjaliora, Moe3uje
JIeMoKpartuje. Y epu JOMHUHAIMje MEHja, CIMKa IpeBarmyje y oAHOCY Ha ped. Paaukamny
KPUTHUKY BH3YEJHE KYJIType Yy caBpeMeHOM 100y nHummpanu cy CUTYallHOHUCTH OKYIJbEHU
oko JleTpucTruke MHTEPHALMOHANE, ¥ TO MPBEHCTBEHO y Chepr YMETHOCTH U KYITYPATHHX
JelaBama, ald W APYIITBEHOCTH yommre. JlaHac Blagajy yBepema Ja MEIuju MacOBHHX
KOMYyHHKaI#ja (mocedHoO TeleBu3Hja) MOTUCKY]Y ped - TOCeOHO KPUTHUKY ped - 3aMemyjyhu
je cnukaMa 3abaBe; y cBe Behoj Mepu TO Bpeau M 3a MHTepHET. Mako je mo caja Baxkuio
"mpaBmwiio" 1a je MHTEPHET, 33j€JHO Ca CBOJUM JAPYIITBEHUM MEAUjUMa, HAjIEeMOKPATUYHU]E
CPEICTBO KOMYHHUIIMpama - CaBPEeMEHH APYHITBEHH MeNuju, Kopucrehm moceOHe anatke,
MOKYIIaBajy Jla HEH3YPHIY Pa3undnuTe CaApKaje — KaKo je3HUKe TaKO M CIMKOBHE MPHUPO/IE.
Ilen3ypa Ha WHTEpHETY Jenyje y pacmoHy oa PyOeHcoBHMX cimka, ma J0 "HEMOXKeJbHUX
caapkaja" Koju HE OJroBapajy Merakopropamujama kao mrto cy ['yrm wm dDejoyk, Ha
npumep. Hajuemmhe mon maponoM joBa Ha "nmakHe BecTH', a y €MOXM BJaJaBUHE T3B.
MIOCTUCTHUHE, paj LIeH3ype MaHHU(ecTyje CTaTyC OJACYTHUX PEeud M CIIHMKa, Kako U3 Meauja,
TaKO U U3 PEATHOT KHUBOTA.

KibyuHe peum: ecTeTuka 0CyCTBa, IEH3ypa, peuu, ciauke, Gpuino3zoduja Meauja.

Divna Vuksanovié¢

The Aesthetics of Absence: on Censorship on the Internet

Summary

In the ancient Greek era, the word played a major role in the cultural and social life of the
polis. In short, the word was the basis of dialogue, poetry and democracy. At a time of media
domination, image prevails over word. The radical critique of visual culture in the modern age
was initiated by the Situationists gathered around the Letterist International, primarily in the
sphere of art and cultural events, but also in society in general. Today, there is a belief that the
media of mass communications (especially television) suppress the word - especially the
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critical word - by replacing it with images of entertainment; this is increasingly true for the
internet as well. Although until now, the "rule™ was that the Internet, together with its social
media, is the most democratic means of communication - modern social media, using special
tools, try to censor various content - both linguistic and pictorial. Internet censorship ranges
from Rubens' images to "undesirable content™ that does not suit megacorporations such as
Google or Facebook, for example. Most often under the slogan of hunting for "false news"
and the phenomenon of post-truth ideology,the work of censorship manifests the status of
absent words and images, both from the media and from real life.

Key words: aesthetics of absence, censorship, words, images, media philosophy
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WBa JIpamkuh Buhanosuh

Peu u ciauka

IIpoodJem (He)moryhnoctu ,,nipeBohema*

Amncrpakrt: Y TEKCTy ce pa3marpa mnpobsieM (He)MoryhHocTH ,,lipeBohema’ , OJHOCHO
(me)MoryhHOCT WM3pakaBama CYIITUHCKOT CMHCIA pPEYd CIMKOM W OOpHYyTO. AyTOp
MPETo3Haje Pa3IMYUTOCTH M ayTOHOMH]Y KaKO €CTETCKOT MPOCTOpa PEUYH, OJHOCHO je3HKa C
jeIHe CcTpaHe, TaKO W ECTeTCKOr TpOCTopa CiHMKe, ¢ JApyre cTpaHe. [IpumeHom
(E€HOMEHOJIOMIKOT METO/IA, ayTOp HACTOjH Jia Mpenn3upa BbUXoBe Mel)ycoOHe TUCTHHKIN]E U
€CTETCKe Crelu(PUIHOCTH.

KibyuHe peun: peu, ciuka, je3UK, BU3YeIIHO, €CTETHKA, ,lIpeBoheme .

Iva Draski¢ Vi¢anovic

Word and Image
(Im)possibility of ,,Translation*

Summary

Paper duscusses the problem of the (im)possibility of ,,translation, i.e. the problem of the
(im)possibility of an image to express the sense of words and vice versa. Author recognizes
dissimilarities between word and image ( language and visual language) and autonomy of the
aesthetic space of language on the one hand, and of the aesthetic space of visual language on
the other hand. Using the phenomenological method, author represents their distinctions and
aesthetic specificities.

Key words: word, painting, language, visual, aesthetics, ,,translation®.
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Bboromup Bykuh

Cinka v pujed v pa3Ha rjeuilTa yMjeTHOCTH

AmncTpakT: Y 0BOM pajly cCHHTarMa "cimka M prjed’ ce y3uMma y CMUCHTy jenHe meradope,
OJTHOCHO MHYEJIOBCKOT "MUjaJIeKTUYKOT Tpora', Ka0 M3BOpa pa3HUX acleKaTa M TEOPHjCKUX
KapakTepa MNpPOMHUIILbamka yMjeTHOCcTH. CroOOJHMje HHTEPIPETUPAHO, OBJje CE jaBJbajy
OKpETH 3HaKOBA M 3HAuUCH-a, TC U jaBJbarba HEIlITa U HeUera y CMHUCIy MPEHECEHOT 3HaYeHha U
cumOo0J1a, T ¥ 03HAYaBaa, ITO BOJU Pa3HUM acleKTUMa YMjETHOCTH, JAaKJie, Ka CEMUOTHUIH,
CEMOJIOTHjU, CUMOOJIMYKO] €CTETUIM, KOMYHUKOJIOTHjU, TEOPHJU MEAMja U CIMYHUM TJICUIII-
TUMa YMjETHOCTH.

Kibyune peum: cimka, pujed, aclieKTH yMjETHOCTH, CEMHOTHKA, CEMHOJIOTHja, CUMOOINYKa
€CTeTHKa, TeopHrja Menja.

Bogomir Buki¢

Picture and Word and Miscellaneous Aspects of Art

Summary

In this work, the term "image and word" is taken in the sense of a metaphor, that is, a Mitchell
"dialectical trope," as the source of various aspects and theoretical characters of art thinking.
More freely interpreted, here are the turns of signs and meanings, as well as the emergence of
something and something, in terms of the transferred meaning and symbols, and marking,
which leads to various aspects of art, therefore, towards semiotics, semiology, symbolic
aesthetics, cominology, media theory and the like, views of art.

Key words: image, word, aspects of art, semiotics, semiology, symbolic aesthetics, media
theory.
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Hparan Xynuh

Ut pictura ars — YMeTHOCT je Kao cIuKa

Ancrpakr: Ilonmazehu on mpormpeHora Tymaudewma XopalMjeBor mojyctuxa Ut pictura
poesis, kao u mupe cxpaheHora mojMa ,,loe3uje”, ayrop HacToju aa odpasioxu cieache Tese:
1) ynTaBa yMETHOCT j€ ,,Ka0 CIIHMKa”, TO jJECT, Y OCHOBH CBaK€ YMETHOCTH j€ ,, ciuxa”’, OTHOCHO
mpejncraBa yoOpasmJbe — €CTETCKa Hjeja, a CBaKO j€ YMETHHYKO JeJ0 jeJaH eCTETCKa
MpeaCcTaBa; 2) YMETHOCTH CY Pa3lIMUUTE M UMajy pa3inuute Meanje (koju GopMoM mocpenyjy
rpalyy, marepujain), na je Mel)y TuM MeaujuMa u peu (y Ipo3u U MOE3HjH), ajIk ped Koja 0TBapa
CIIMKe, Kao KOHCTEJalMje OIHOCHO KOMIIO3WIIMje eJeMeHaTa;, 3) Mopel ,,pedu-ciuke”,
MOCTOJH M ,,pe4-1ojam”, a OBa JIpyra y HOBHje BpEME IOTUCKYje M CYNCTHTYHILIE E€CTETCKE
ujeje mucala M TMECHHKA, Kao M €CTETCKY JUMEH3HMjy YMETHHYKHX Jella, M OCBaja
KEWKEBHOCT, MIPETBapajyhu je y MyKy WIyCTpalujy TEOPUjCKUX M HIICOJIONIKUX KOHCTPYKaTa
M aKkaneMcKkux ypanaka. OBO ayTOpOBO HacTojame HHUje TpaXeme Hekora ,,MeTa(pu3uukor’
OIIITET OCHOBA CBHX IOj€IMHAYHUX YMETHOCTH, Y KOjeM ce OpHUIIy HHXOBE pa3inke, Beh jorr
jelaH TIOKyIaj Ja ce HCTaKHE OHO CBOJCTBO KOje je, Y JIOCaNallmkO] UCTOPHUjU, OUTHO
o0elexaBajo CBE yMETHHUKE TBOPEBUHE — PaIyl HArlallaBama pa3inke u3Mel)y yMETHOCTH U
IPYTHX, HE-yMETHUYKHX JISNIATHOCTH H JIea.

KibyuHe peun: yMETHOCT, CIIMKa, €CTETCKA UJIE]a, PeU-CINKa, PeU-110jaM, KibHKEBHOCT.

Dragan Zuni¢

Ut Pictura Ars — Art Is Like a Picture

Summary

Starting from the extended interpretation of Horace's semi-verse ut pictura poesis, as well as
the broader understanding of the concept of “poetry”, the author tries to explain the following
theses: 1) all of art is “like a picture”, that is, at the core of each art is a “picture”, a
presentation of imagination — an aesthetic idea, and each work of art is an aesthetic
presentation; 2) the arts differ and have different media (which by their form mediate their
construction material, the stuff they are made on), so among these media there is also the
word (in prose and poetry), yet the word that opens the “images”, as constellations or

27



compositions of elements; 3) in addition to the “word-image” there is also the “word-
concept”, and the latter in recent times suppresses and substitutes the aesthetic ideas of writers
and poets, as well as the aesthetic dimension of works of art, and conquers literature,
transforming it into a mere illustration of theoretical and ideological constructs and academic
doings. The present effort of the author is not a search for some “metaphysical” general basis
of all individual arts, in which their differences are erased, but one more attempt to emphasize
the property that, in history, has essentially marked all works of art — in order to stress the
difference between art and other, non-artistic activities and products.

Key words: art, image, aesthetic idea, word-image, word-concept, literature.
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Biatko Unuh

Menujcka ciauka u peq

Ancrpakt: HacynpoT npeTnocTaBiy ja yMETHUYKO JEJ0 JOXKHBJHABAMO HETIOCPEIHO, TOKOM
20. Beka cBe ce BUIIE MaXHke MOCBehyje je3uKy Kao MOCPEeIHUKY TaKBOT JOXKHBIbaja, KOjU
peMa CXBaTambiMa M0jeIMHUX ayTopa U ayTOPKH MIpa MPECyIHy YIOTy Kaja je ped He caMo
o tymauewy Beh u omaxkamy onpehenor nema. Mmak, y KOHTEKCTY akKTyelHE MEIH]jCKE
KyATYpe, YMHU C€ BEPOBAaTHUM Ja ONaKame CIMKa HE 3aBUCH O] je3uKa, HUTH O]l OJHOCA
CIpaM TOTa IITa MPUKa3yjy, Y MEpH Yy KOjoj OMBa OHO YCJIOBJHEHO TEXHOJIOTHjOM, OJHOCHO,
APYrHM CIIMKaMa Kojuma cMo m3ioxkeHu. OBoM hemo mpunmukoMm 3ato, y3uMajyhu npurom y
003Up U BCH MYJITUME/IN]aTHA KapaKTep, UCIIUTATH OAHOC u3Mel)y MeanjcKe CIMKe U peu.

KibyuHe peun: cnuka, pey, MeIUju, MEIMjCKa CIIUKA, CIICKTaKJII

Vlatko Ili¢

Media Image and Word

Summary

In opposing the assumption that a work of art is being experienced directly, throughout the
20" century special attention was given to the language as medium of such experience.
Furthermore, some authors considered it to be crucial when it comes to both the interpretation
and the perception of artwork. However, in the context of present media culture, it seems
more likely that nowadays the perception of images is being determined not only by language,
or their relations to the represented objects, but predominantly by technology, as well as other
images that we are being exposed to. Therefor, the aim of the article is to question the
complex interrelations between words and media images, while having in mind their
multimedia character.

Key words: image, word, media, media image, spectacle
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[Ipeapar Jakmmuh

Caukamn p€4 — CHHOHUMMU U MOHaJaa

Ancrpakr: [Ipeamer usznarama cy pa3inyuTH (PEHOMEHHU CIMKE U pPeuu, Mpe CBera Ciuke u
peun Kao CHHOHMMA M KAa0 MOHAJIe: Kao CIMKE-PeYd OJHOCHO PEYU-CIHKE, 3aTUM (DeHOMEHHU
YHUBEpP3aJIHE HEMOHOBJBUBOCTH CJIMKE M PEYH, JIOTOCHA IMpUpOAa CIUKE M peud, U TO
aricoJlyTHA M peJlaTHBHA JIOTOCHA TMPUPO/IA peur-CinKe / ciuke-peun. [IpodiemMaTi3oBaHo je
U TMIHTamkE JJAKHE PeYd U JIAKHE CITUKE, MMTamke HeBepOallHe pedyr U BepOaliHe CIHKE, Kao U
UTakbe KOHTPOJIEC TOjEMHIA M JbYJCKE KOHTPOJIE YOIIITE HaX pPe4jy M CIHMKOM, Kao U
NMUTamke MOTYNHOCTH er3ucTeHIMje BaH peYd M CIuKe, BaH peuu-ciuke. Kpos3 oBakBo
carjeiane OKBHpe pa3MaTpaHe Cy TpaHHIle YMETHOCTU U YTHIlaja YMETHOCTH Ha Apyre chepe
er3UCTEHIIMje, YKJbY4Uyjyhn u pa3Mmarpame MNUTama Ja JIM Cy M KOJUKO YMETHOCT H
YMETHUYKU U HEYMETHUYKHU MEJIMjU JIOTOCHE PUPO/IE.

K.]Lque peyn: pey, ClIMKa, JIoroc, CHHOHUMH, MOHAaJia.

Predrag Jaksi¢
Image and Word — Synonyms and Monad

Summary

The subject of the presentation are different phenomena of image and word, primarily image
and word as synonyms and as a monad: as images-words or words-images, then the
phenomena of universal uniqueness of image and word, the logos nature of image and word,
namely, the absolute and relative logos nature of words-images / images-words. The issue of
false word and false image, the issue of non-verbal word and verbal image, as well as the
issue of individual control and human control in general over word and image, as well as the
issue of the possibility of existence outside the word and image, outside the word-image, are
also problematized. Through these frameworks, the boundaries of art and the influence of art
on other spheres of existence are discussed, including the question of whether and to what
extent art and artistic and non-artistic media are of a logos nature.

Key words: word, image, logos, synonyms, monad.
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Anekcannap JeBpemoBuh

BeprconoBcke ocHoBe /lesie30Be Teopuje puama: u3a peun U CJIMKa

Amncrpakrt: Y nocneameM noriaBiby kmwure Cmeapanauka Eeonyyuja (1907) Aupu beprcon
(Henri Bergson) W3JI0XHO je KPUTHKY ~KHHEMarorpadCKor amapara’ Kao MeXaHHu3Ma
aHAJIOTHOT CBAKOJHEBHOM HaunHy Munubema. JKun [enes (Gilles Deleuze), Ha uuju je omyc
Beprcon umao npecyaHH yTHIIAj, CMaTpao je J1a BaJjbaHa TeopHja GuiiMa Mopa Ja OArOBOPH Ha
OBy kpuTHKy. [TocToju ormiirte ciarame aa je y npBoM nornaBiby [lokpemuux cauxa (1983)
Jlene3 mokymiao Ja OJIrOBOPU Ha OBaj M3a30B. Y OBOM pany Texuhy aa mokaxem na je
Jlene3oB oaroBop Ha BeprcoHOBY KpUTHKY OOYXBaTHHjU O Tora W ja ce Behum jaenom
Hanasu y Cruyu-epemeny (1985), npyrom TOMy mEroBe yTHLajHE TeopHuje (uiama.
BbeprconoBa enmcremororuja je ayanucruuka. [{um merosor ¢umo3odcekor npojexra 6uo je
na “ouncte” Guo3odujy 3adimyna koje ce MaHU(ECTyjy Y BHIY HEpEHIIMBUX (PHIO30(CKUX
npobiiemMa HacTalMX ycjel Mellama JIBe BPpCTe MUlbewa. [IpBy Bpcty munubema beprcon
Ha3WBa WHTEIICKT. 3HAWmE KOje MpYy)Ka HMHTEICKT je& PEaTHBHO, jep OH aKTUBHO OOJUKYje
caJipkaje U3 CIOJbAlllET CBETAa Pajii OCTBApeHa IUJbeBa Ka KojuMa je ycmepeH. pyra Bpcra
MUIILJbEHa, UHTYUIU]a, TIPEJICTaBba 0E3NHTEPECHO UCTPAXKUBAE IPUPOE CTBAPU U, CXOJIHO
TOME, TpyXa arcoJyTHO 3Hame. 300T YHMI-EHMIEe Ja Ce MPUIMKOM o0a Ipoleca MOKpeT
PEKOHCTPYHIIE CYKLIECUBHHUM CMEHHUBAHEM JUCKPETHUX €leMeHaTa, beprcoH y HEeKOJIMKO
HaBpaTa MOpeIu MHTEJIEKTYalHO MUILBEHE ca MpojekuujoM QuimMcke Tpake. [Ipuioxenu
pax uMma 3a IuJb J1a mokaxke Aa Jleme3 Kpo3 cBoje JBe KEHre O QMIMYy y YETHPH KOopaka
apryMeHryje na je ¢uiM Kao YyMeTHMYKa (opma aHajgoraH HHTYUTHBHOM, a He
WHTENEKTYyaTHOM MHIUbewY. [Jpyrum peunma, [lene3 mokymraBa Ha CUCTEMAaTCKH HA4YMH Ja
JEeMOHCTpHpa Aa (UM 3370BOJhaBA CBA YETHPH HY)KHA YCIIOBA HHTYUTHBHOT MUIIIJbEHA KOja
ce mory mnpoHahu kox beprcona: 1. besunrepecuun mnpuctyn, 2. OHecnocoOsbaBame
MexaHu3Ma namhema M omaxkama, 3. OJpuname penpe3eHTATUBHUX CUCTEMa CIHMKA U
nojMoBa, 4. TeopHjcKy peKOHCTPYKIIM]y MTOKPETHE CTBAPHOCTH.

Kibyune peun: Aupu beprcon, Kun [lenes, cnuka Bpeme, MOKpETHA CIMKA, HHTEIEKTYAIHO
MUIILJbEH-E, UHTYUTHBHO MUIIUbEHE, KHHEMaTorpadcka miysuja, GuiMm.
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Aleksandar Jevremovic

Bergsonian Foundations of Deleuze’s Film Theory: Beyond Words and Images

Summary

In the last chapter of Creative Evolution (1907) Henri Bergson presented a critique of
“cinematographic apparatus” as an analogous mechanism to that of everyday thought. Gilles
Deleuze, who was significantly influenced by Bergson’s philosophy, believed that sound film
theory has to respond to this criticism. The widespread consensus is that Deleuze tried to
answer this challenge in the first chapter of his The Movement Image (1983). In this paper, |
will try to demonstrate that Deleuze’s response to Bergson’s critique is more thorough than
this and that it can mostly be found in the Time Image (1985), the second volume of
Deleuze’s film theory.Bergson’s epistemology is dualistic. The goal of his philosophical
project was to “purify” philosophy from misconceptions and illusory problems that emerge
due to the confusion between two types of thinking mechanisms. The first type Bergson calls
intellect. Intellect is the source of relative knowledge since it actively shapes the content we
get from the outside world to achieve the goals towards which it is oriented. Intuition, the
second type of thinking mechanism, is a form of disinterested inquiry into the nature of reality
and, therefore, provides absolute knowledge. Since both processes are involved in the
reconstruction of movement through the successive projection of discrete elements, Bergson
compares intellectual thinking to the projection of celluloid tape. The presented paper aims at
explicating Deleuze's four-step argumentation in favor of the claim that films as an art form
resemble intuitive, not intellectual thinking mechanism. In other words, the main thesis is that
Deleuze offers a systematic demonstration that film satisfies all four necessary conditions of
intuitive thinking which can be found in Bergson’s writings: 1. Disinterested approach, 2.
Inhibition of memory and perception related mechanisms, 3. Methodic elimination of
representational picture and concept systems, 4. Theoretical reconstruction of mobile reality.

Key words: Henri Bergson, Gilles Deleuze, time image, movement image, intellectual
thinking, intuitive thinking, cinematographic illusion, film.
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Hparana Kuranosuh

Kondaukryanna ecreruka y pusiimosuma Buma Bennepca

Ancrpakr:Pax npeucnuryje BenmepcoBy (Wim Wenders) tesy 0 HEKOMIAaTHOMIHOCTH
¢dunMcke ciauke W GUIMCKE Mpuye, 10Aesbyjyhu joj craryc IujaleKTHYKOT KOHMIUKTA
yHyTap (UIMCKO-eCTETHUKUX OKBUpa. Kao mapaaurmy pagukanusanyje oBor KOH(INUKTA, OH
y3UMa I0jaM HapaTUBHOI MOPTAJIHUTETa — IMCKypca CMPTH Y HapaTUBHUM (UIMOBHMA —
Myma npexo 6o0e u Cmarwe cmeapu, y KoOjuMa cmpm MpodlieMaTu3yje HapaTHBHO 3aTBapabE
u THMe jaectabwimsyje pemnpeseHTanujy. Crora, MOpTamiaTeT y OBUM (uiaMoBHMa HE
Ipe/CTaBiba MMOCTUYKY CTpATErujy Koja MojpskaBa HapaTUBHO 3aTBapame, Beh cpeacTBo 3a
pazbujame ’’3aTBapama’’ Koje je cxBaheHO Kao HapaTMBHU M HCTOPUjCKH Jorabaj.
ITosuBajyhu ce na bemamuuoBy (Walter Benjamin) teopujy ciwke u aneropuje, paj
JEMOHCTpHpa mporec y kome BenaepcoBa Te3a mocraje aneropmja He caMo 3a came I'paHHIe
dbunMmcke pepeseHTtanuje, Beh W mapagurma 3a paadKalHEe W TPOAYKTUBHE HAYMHE
cykoOJbaBama ca (aTaTu3MOM KilacHuHe (PUIIMCKe penpe3eHTaluje, yHyTap eCTeTHKe Gpuima.

KibyuHe peun: HapaTUBHU MOPTAJIUTET, HAPATUBHO 3aTBapame, aleropmja, UCKyIbeme, Bum
Bennepc, Bantep bewamun.

Dragana Kitanovi¢

Conflictual Aesthetics of Wim Wenders's Films

Summary

The work examines the Wenders’s thesis on the incompatibility of film image and film story,
granting it the status od dialectial conflict within the film-aesthetic framework. As a paradigm
of radicalisation of the conflict, it takes the narative mortality — discourse of death in narrative
films Lightning Over Water and The State of Things, in which death problematizes narrative
closure and destabilizes the representation. Mortality in these films is not a poetic strategy in
supprot of narrative closure, but rather a means for deconstructing and condemning ’closure’,
taken as a narrative and historic event. Referring to Banjamin’s theory of image and tehory of
allegory, this work demostrates the process in which Wenders’s thesis becomes not only
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allegory for the limits of reresentation but also a paradigm for radical and productive ways of
confrontation with the fatalism of classical film reresentation wihin the film aesthetics.

Key words: Narrative mortality, narrative closure, allegory, redumption. Wim Wenders,
Walter Benjamin.
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Cphan Mapam

JIpyLITBO CHIEKTAK/IAa MPA3HUX PeYH U IOJINX CJIMKA

AncTpakT: Y KanWTaIMCTHYKOM XOPU30HTY CIEKTAKYJIapHOT €CTETHIIM3MA PEUd U CIIHKE
OuBajy yIrJIaBHOM JIMIIICHE CBAKOT OMTHOT Caapikaja, Te yKa3yjy camo Ha Ipa3Hy CTBApHOCT U
oJcycTBO cBeTa. M3 TOr pasiora morojHe Cy yjeAHO la Oyay HUCIyHhECHE pPa3HOBPCHUM
caipKajuMa, KOjH c€ MPOU3BOJFHO M OECKPajHO MOTY 3aMEHHBATH C 003UPOM J1a j& ’bUXOBUM
dbopMaMa peaJlHM caJpikaj TPAHCICHACHTaH H HeyxBaT/bMB. CBECHO HETHpAme W
JUKBUAALM]a, TaK, CTBAPHOT CajJpikaja W YOINIITE cBeTa CXBaeHOT y HErOBOj CaApKajHO]
MOTEHIIMjH HEe OTKpUBa 00jEKTUBHO 3alpaBoO HUIIITA JAPYrO JO UCTHHCKY HEMOh Jia ce Taj CBET
y outu pazyme u objacHu. U Ty Tpeba MOTpakUTH MpaBe pasiiore 3a MNPUBUAHY CaApKajHy U
(dbopMasTHy HEHCUPITHOCT CIIEKTAKIIA.

KibyuHe peun: peu, ciuka, popma, caapxaj, CIIEKTaKII, €CTETCKO, KalUTAIH3aM.

Srdan Mara$

Society of the Spectacle of Empty Words and Bare Images

Summary

In the capitalist framework of the spectacular aestheticism, words and images become rather
devoid of all significant contents, pointing toward an empty reality and an absent world. They,
therefore, also display a tendency to be easily filled with various arbitrary contents that can be
endlessly shifted and replaced by other contents, as the real content is always transcendent
and elusive for their forms. However, a deliberate negation and elimination of the real content
and the world comprehended in its meaningful potency reveal, in effect, nothing but a true
impotency to understand and explain the world. This is exactly where we should search for
the reasons of the spectacle’s apparent inexhaustibility, both in terms of its content and its
form.

Key words: word, image, form, content, spectacle, aesthetic, capitalism.
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Becna Mapuuunh

JexkoncTpykuuja cauke u peun y TpupoBom ¢uamy Ilem npenpeka

Ancrpakr:. Pag he ce 6aBuTu mpollecoMm Tmperna3a O] CTUIHM3aIMje J0 ecTeTu3anuje. Y
nokymeHtapaom ¢unamy Ilem npenpexa (The Five Obstructions) Tpup (Lars Von Trier)
n3a3uBa JaHCKOT peauTesba Joprena Jlera(Jorgen Leth) nma moHoBo cHEUMH CBOj KpaTKH (huiM
Caspuwen uosex (The Perfect Human) mer nyra. V Tekcty hy ce 6aBUTH JIEKOHCTPYKIIHjOM
dbunma Casputer uogex T1e 3a motpede nexorcTpykmuje Tpup Jlery 3amaje HOBE eCTETCKE H

MPOCTOPHE OKBHPE KPO3 HOBY YHOTPEOY CIIMKE U PEUH.

Kibyune peun: ciuka, ped, Tpup, puim.

Vesna Maricic

Deconstruction of Image and Word in Trier's Film The Five Obstructions

Summary

The paper will deal with the process of transition from stylization to aestheticization. In the
documentary The Five Obstructions, Lars Von Trier challenges Danish director Jorgen Leth
to re-shoot his short film The Perfect Human five times. In the text, 1 will deal with the
deconstruction of the film The Perfect Humen, where for the needs of deconstruction, Trier
Letu sets new aesthetic and spatial frames through a new use of images and words.

Key words: image, word, Trier, film.
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Muont MunaaunoB

Xajaerep u Kie: npoosem cianke

Ancrpakr: Y oBoMm pany ucnutuBahemo Xajaerepose Teze o Kiey u3 meroBux berewxu o
Kney. Ha ocHOBY HEKOJMKO TBphewa U3HETHX Y TUM Oelerikama HacTojaheMo Ja mokaxemo
Ha KOju HauMH XajaerepoB cycpeT ca KieoM o0iuKyje HeroBo pa3ymeBame MojMa CIHKE.
Jlpyrum peurma, Te3a KOojy *KeJIMMO Ja JIOKaKEeMO TJIacH Ja Ha OCHOBY XajIerepoBHX Te3a O
Kney moxeMo 00yxBaTHTH Kako u3riena XajaerepoBa KPUTHKA HOBOBEKOBHOT TIOjMa CIIHKE,
C jemHe CTpaHe, ali U Yy KOM MpaBIy Tpebda MHCIUTH HOBH II0jaM CIHKe, KOoju Om Oumo
ocno0olheH MmpeTnocTaBKk HOBOBEKOBHE OHTOJIOTH]E, C Apyre cTpaHe. [lojam mokpeTsbuBOCTH
(Beweglichkeit), xoju Xajaerep KOpHUCTH 3a JISCKpPHUIIHMjy HCKycTBa KiieoBUX —Cimka
nocnykuhe Kao HUT BOAMJbA 32 PA3yMEBAE HETOBOT OTKJIOHA 01 HOBOBEKOBHOT (CTATHYHOT)
rojMa CIuKe.

Kibyune peun: Kiie, HOBH Bek, cliuKa, CIIMKapCTBO, Xajaerep.

Milos Miladinov

Heidegger and Klee: The Problem of Image

Summary

In this paper, we examine Heidegger's theses on Klee from his Notes on Klee. Based on
several of the statements made in these notes, we will seek to show how Heidegger's
encounter with Klee shaped his understanding of the concept of image. In other words, the
thesis we want to prove is that, based on Heidegger's theses on Klee, we can see what
Heidegger's critique of the modern concept of image looks like, on the one hand, but also in
what direction one should think a new concept of image that would be free from the
assumptions of the modern ontology, on the other hand. The notion of
mobility(Beweglichkeit), which Heidegger uses to describe the experience of Klee's paintings,
will serve as a guide for understanding his departure from the modern (static) notion of image.

Key words: Klee, modern age, image, painting, Heidegger.
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Benmuvmup MnanenoBuh

H3mely cauke u peun: Ecrernka Ecoutez- voir pomana Ejze TpuoJie

Ancrpakr: ®paniycka ayropka pyckor nopekia Emsza Tpuone (Elsa Triolet -1896-1970),
jemHa je ol PETKUX ayTopa KOjU Cy y CBOjUM poMaHmma yHocwiu (otorpaduje. ¥ pomany
Ecoutez-voir (1968) ayropka je ob6jaBmia ,,131 ¢ororpadujy kojy je ayropka cama
onmabpana“. Mako HUKaja HUje MpPETeH0Baja J1a he CTBOPUTH HOBH KaHP Y KIbM)KEBHOCTH,
OBaj poMaH, 300T KOMIIO3UIIUje, TeMe, Hapanuje u Gororpaduja 3aciyxyje U3y3eTHY MaKby
KpuTH4apa. 3aTo heMo MU y HallleM U3Jaramby IpeJCTaBUTH Ha KOJU HAYMH Cy KEbHKCBHUM U
€CTETUYKHM CpEJCTBHMa 00jaBbeHE (hoTOorpaduje moBe3aHe ca TEKCTOM M PalbOM POMaHa.
[IpencraBuhemo ayrope dortorpaduja, Mecta, mpeamere U nuna Ha ¢ortorpadujama y
KOHTEKCTY pajJib¢ pOMaHa, ajdy3Wja Ha ayTOPKUHY Ouorpadujy u Ha apyra nena QpaHIlyckKe
KEM)KEBHOCTH CIIMYHOT THIIA.

Kibyune peun: Enza Tpuone, ciuka, Hagpeanu3am, eCTETHKA.

Velimir Mladenovié

Between Image and Word: The Aesthetics in the Novel Ecoutez- voir from Elsa Triolet

Summary

The French author of Russian descent Elsa Triolet (1896-1970), is one of the rare authors that
introduced photographs in their novels. In her novel Ecoutez-voir (1968), the author published
“131 photographs that she picked out personally.” Even though she never had the intention to
create a new genre in literature, this novel, because of its composition, topic, narrative and
photographs deserves a extraordinary interest of critics. And that is why in our presentation
we will show in which way are, by literary and aesthetic means, these published photographs
related to the text and topic of the novel. We will present the authors of the photographs, the
places, the objects and the faces on the photographs in the context of the topic of the novel,
allusions to the author's biography and other works of French literature of a similar type.

Key words: Elsa Triolet, image, surrealism, aesthetics.
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Hyman [Tajun

Ciuka u peu y aeiy Ban I'ora

Ancrpakr: Benuka ocraBmtuHa Buncenta Ban ['ora (1853-90), kako ciuka (ykymao 2100 -
on tora 860 yspa Ha tuiatHy U Buie ox 1300 akBaperna, upTexa, CKuLa U rpaduka), Tako U
nmucama (oko 820), mpyka HaM BeoMa 3aHUMJBUB YBHJl Y HEroBO jaeno. Takohe u y oJHOC
CIMKe W pedud (Tj. WHTEPaKIH]y CIMKa M MHcaMa), KOjU OH MCKa3yje Y MUCMHMAa, MIPETEKHO
ynyhenum cBoM Opary Tey (oko 650 mucama, usmely 1872-90), [lucma cy nucana Ha
XoJaHAckoM U ¢paniryckom (oaHoc 2:1), a Hekaj u Ha eHrieckoM (3a Enriese).

N3nama meroBux cabpanux mucama (peBeIeHUX Ha eHTJIecKn) cy (modeB on 1914) Ouna y
tpu Toma (Van Gogh: The Complete Letters of Vincent van Gogh, I-11l, Thames & Hudson,
London 1988), cama noctynHa u Ha uHTepHeTy https://vangoghletters.org/vg/letters.ntml - y
ckiony npesenTanuje Ban ['oroBor myseja https://www.vangoghmuseum.nl/en.

3anamyjyhe je 1a je ¥ mopej TEUIKUX YCJIOBa KUBOTA M HAPYUICHOT 3][paBJjba, OH yCIIEO 1A
CTBOpU TOJIMKH Opoj jAena, 3a caMo jAecerak roguHa — ox 1878. mo 1890. A jemnako cy
3aHUMJbMBA U HEroBa MHcMa (1o o0uMy M caipkajy) y KOjuMa JeTajbHO aHaJIu3upa U CBOja
7ena, a ¥ Jiejla HeKUX JAPYTUX YMETHHKA, WK KYATYpa, Kao IITO j€ jallaHCKO CIUKapCTBO.

K.]Lque peuun: CIMKapCTBO, OIIMCH €A, ocehaH:a, IMOpYyKe.

DuSan Pajin

Image and Word in the Opus of Van Gogh

Summary

The great legacy of Vincent Van Gogh (1853-90), of paintings (total: 2100 — 860 oil
paintings, and more than 1300 water colors, drawings, and graphics), and letters (cca. 820),
give us a impressive insight into his opus. Also, it exposes a relationship between image, and
word (i.e. interaction of paintings and letters), which he expressed mostly in his letters to his
brother Theo (between 1872-90). The letters were written in Dutch and French (the proportion
is 2:1), and sometimes in English (when written for Englishman).

The English edition of his collected letters have since 1914, been in three volumes (Van
Gogh: The Complete Letters of Vincent van Gogh, I-11l), Thames & Hudson, London 1988),
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https://sr.wikipedia.org/wiki/1853
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https://www.vangoghmuseum.nl/en

and now they are also on the web - https://vangoghletters.org/va/letters.html - presented by
the Van Gogh Museum - https://www.vangoghmuseum.nl/en.

It is fascinating that in spite of hard life and bad health, he managed to create a great number
of works during some 12 years (1878-1890). And equally interesting are his letters (by
volume, and content), in which he in detail analyses his works, and also works of some other
authors, or cultures, like Japanese painting.

Key words: painting, descriptions of works, emotions, messages.
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Mapuja [Tonosuh

7KeHcTBEeHaAMYKE€BHOCTUMYKEBHAKEHCTBEHOCT

Ancrpakr: CxBarame JIeToTe MyIIKapIia U )KeHe MOXKE Ce carjielaBaTH U3 TPaJUIMOHAIHOT,
MOJIEPHOT, U CABPEMEHOT IJIEIUINTA U Y 3aBUCHOCTH KO 10j cyau. OeHy JenoTe JUKTHPA]y
ujeanu BpCTe, cajia ce paau O CIMKaMa CJIaBHHMX JIMYHOCTHU U 3Be3aa. Mojenu Jenore Koju
JTOMUHUPAJy y MpelcTaBaMa Koje HyJId MeIrjcKa CIIMKa, TUTPajyhu HaMm Ipen ounuma, UMajy
CaBpILIEHOCT, TOTOBO JMjaMaHTCKy. Meaujcke UMaruHaiyje Koje UCTU4y Telo MyIKapla, a
MHOT0 yernihe jxeHa, cyBullle ¢y 0iu3y Ja Ou OWIM UCTUHUTH U CYBHIIE JajeKo na Ou Ounu
JaxHu. YOoBEeK JaHAac XKHMBU Yy ,,AMarnHapHoM® ekpaHa. Kako ce nmpumu4emMo INOBpIIMHU
eKpaHa, Haml TOTJIe] pacejaBa ce y CTOTHHE 0e300mm4Hux Tadaka. OBO O3HA4aBa Kpaj
ecrercke aucranie norteaa (boapujap, 1994, crp. 53). Opranusanyja xeba ca HOBUM
reHepalnyjama JOHOCH JoJaTHE mpodieMe. Y pekiiamama, ceprjaMa, CIOTOBHMA, OJIOTOBUMA,
BJIOTOBMMA, apTHETY, MHTEPHET MApPKETUHTY, OPYIITBEHHM MpeKaMa U CBHUM MeAHjuMa
YOIIITE, TEHIKO je PAclO3HAaTH Jia JIU ce Iie[a MyIKapal win keHa. [Ipobnemarnka poja je
y IOUPEKTHO] BE3M ca HECTAaHKOM Xebe — ,,CeKCyanHa uHaudepeHuuja™, a TUME U
PEAYKILIMjOM, HECTAaHKOM JKHMBOTa. TO oAroBapa MOCTMOJEPHOM CXBaTamy Tela alli U CBera
Apyror ma M JIENOoTe, Yy KOjO] C€ OHO JOXHBJhaBa Ka0 MHOXHHA WM KAao MPOMEHJbHUBA
BeJIMYMHA KoOja cama cebe ojapelyje, ycnen yera Jojia3dl 0 JUCTAHIMpama y OJHOCY Ha
JeIHO3HAYHE W THIM3WPAaHE WACHTUTETE, OJHOCHO CIIMKe Oa3upaHe Ha yiorama Koje Cy
JIPYIITBO A0Jiesbyje. [pylmTBEHO n0/eIheHE yIIOTe KO HOBUX T€Hepallnja y Orjiely KOju cam
uMaja Kao BUXOB Tpodecop, MoKa3ao je 1a yKyC 3a JICMOTY M TEJIECHOCT 3aMCHCH, TaKiie
CIIUKe, MEJIUCKe MMaruHaluje 3Be3[a, Koje HOBe reHepaluje OMpajy W KapaKTepHIly Kao
JieTie UCTHIAJIe Cy KEHCTBEHY MY>KEBHOCT U MYXXEBHY KEHCTBEHOCT... Jlakiie, Haciayhyjemo
1a ,,MMILTO3uja“ Koja JOBOJH IO ,,eKCIUIO3Uje™, U yMamyje pa3iuKky Mely moioBuMa, IoToM
JIOBOJIM /10 3aMEHE TI0JI0BA, a Y KPajHheM CIIy4ajy 10 OECIOIHOCTH.

KibyuHe peun: nenora, Mojenu, mpodiieMaTuka poja, UMILIO3Hja,3aMeHa.
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Marija Popovié

Feminine Masculinity and Masculine Femininity

Summary

The man and women beauty can be receipted from the traditional, modern and contemporary
point of the view depending of its receiver. The valuation of the beauty is dictated by the
ideals of the species, that are nowadays related to the pictures of the famous stars. The beauty
prototypes that dominate in the pictures promoted by Media, shine in front of our eyes,
perfectly, almost as a diamond. Media imaginations that emphasize the men’s body, but
mostly the woman’s, are too close to be considered untruth. The man lives in the “imaginary”
screen today. While we are approaching the screen, our view is distracted by a great number
of shapeless points. This means the end of the esthetic distance of the view (Baudrillard,
1994, p. 53). The organization of the wills with the new generations rises new problems. In
advertisements, in serials, in videos, in blogs, in vlogs, in art net, in internet marketing, in
social media and in Media in general, it is difficult recognize weather you see a man or a
women. The problem of the gender is directly related to the disappearance of the desire -
“sexual indifference” , and consequently to the disappearance of the life itself. This is
compatible with the postmodern reception of the body, and not the only. It is related also with
the reception of the beauty, where the body is considered as a plurality or as a changeable
dimension that is defined by itself, that is consequently connected to the distancing from the
unequivocal and typical identities, in other words from the images that are based on the social
roles. The social roles of the new generations that | analyzed during my experiment, as a
school teacher, showed that the taste of the beauty and bodiness was substituted. The images,
the imagination of the stars promoted by Media, that new generation chose and characterized
as beautiful emphasized the feminine masculinity and masculine femininity. We suggest that
the “implosion” take brings to “explosion”, reducing the difference between ganders, could
born the gender substitution, and in extreme situation the genderless.

Key words: beauty, prototypes, The organization of the wills, implosion, substitution.
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Vua [lonosuh

Je3uK uprTexka U BU3yeJIHO MUILbee: Maruja y arejbey

Ancrtpakr: Pag je mocBehen ananusm pasynrara MpojeKTa MO HAa3UBOM Jesux ypmeosica u
BU3VEIHO MuUl/berbe, KOJU je crpoBeleH Ha Akanemuju ymerHoctd y Hoom Cany mon
pykoBojacTBoM Tmipod. Muiomra ByjanoBuha. Ilpojekar je mMao 3a muib Ja CTYICHTE
¢dmno3oduje Kpo3 Mpakcy HpTama yImo3Ha ca OCHOBHM €JIEMEHTHMa je3uKa IIPTekKa, a
MOCJICIMYHO M Ca OCHOBHHMM KaTeropujama BH3YEJHOT MUILbEHa. VICKYCTBO yMETHHUKE
MPOJYKIHje je, TMpeMa TocTaBKama MpojekTa, Tpebayio na o0e30eam Ipyraduju OCHOB 3a
NPOMHIIJBAE YMETHOCTH M HW3TPaJlby eCTETHYKUX II0jMOBa M Te3a KOJA CTy/AeHaTa
¢dunozoduje, Te ga UM 00e30ean PICKCHOWITHHUH TPUCTYIT YMETHOCTH y OJHOCY Ha OHAj
YHCTO TEOPHUjCKU. AHaM3a pe3yiTaTa MpojeKTa CIIPOBECHA je IyTeM aHKeTa U MHTEpBjya ca
YYECHHIIMMA, OCMHUIIJBEHUX TaKO Ja HCIUTY]y TCOPHUjCKE KOHIIENIIMje CTyJAeHaTa TOKOM
LEJIOKYITHOT Tpajama Mpojekta. Pe3ydaratu moka3yjy Aa je MOYEeTHAa XHIOTe3a IMPOjeKTa
OllpaB/iaHa, OJHOCHO Jla YUYCHE je3MKa I[PTeKa U BH3YCIHOT MUILBCHA Y NPAKCH 3HAYAJHO
yTuue Ha popMupame TEOPHjCKUX U (priio30)CKUX CTaBOBA O YMETHOCTH.

KibyuHe peum: je3uk IpTexa, BHU3YEIHO MHIUbEHE, (uiao3opuja yMETHOCTH, €CTETCKO
HCKYCTBO, YMETHHUYKA MPOAYKIIH]a.

Una Popovié

The Language of Drawing and Visual Thinking: Magic in the Atellier

Summary

This paper offers an analysis of the project The Language of Drawing and Visual Thinking,
under the management of professor Milo§ Vujanovi¢ at the Academy of Arts in Novi Sad.
The main goal of this project was to introduce students of philosophy to the basic elements of
the language of drawing, and consequently to the fundamental concepts of visual thinking,
through the practice of drawing. According to the project, the experience of making art was
supposed to enable students of philosophy for a different understanding of arts, much more
flexible than the purely theoretical one, and to help them with defining aesthetical notions and
conceptions. Analysis of the project was conducted using questionnaires and interviews,
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designed so to question and elucidate theoretical ideas of students during the entire time of
project realization. Results show that the basic hypothesis of the project is justified, since
learning of the language of drawing and visual thinking significantly influences the
development of theoretical and philosophical ideas about art.

Key words: language of drawing, visual thinking, philosophy of art, aesthetic experience,
artistic production.
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Cama Pagosanosuh

HuueoBa meradopa usmely ciuke u nojma

AncTpakT: Y TpBOM Jely TeKcTra ce u3laxke ApucrorenoBo onapeheme meradope us
Iloemuxe. Ilpema ApHUCTOTENOBO] TPaJWIMOHATIHO] TEOPUjH I0jaM TPETXOoau MeTadopw.
Mertadopa ce nepuHHUIIE KA0 MPEHOIICHE Ca JeJHOT 1ojMa Ha APYTH, ca JOTHYKOT MECTa Ha
HEKO Jpyro, ca ,,JJOCIIOBHOI® Ha ITPEHECCHO 3Hauewme. Y JPyroMm Jely, ce TOBOPU O
HuueoBoM 3a0kpery y pasymeBamy Metadope monasehu ox panux cruca (O istini i lazi u
izvanmoralnom smislu...). Meradopa Huje BHIIE peTOpUYKa CTWICKAa ¢urypa, Beh
(dyHIaMEHTAJIHU HAroH, CTBapajaykyd MPHHIUI M ecTeTcku npadeHomeH. [lokasyje ce na
Hallla [MOjMOBHA KYJITypa UMa CBOje apXeoJiomke (pyHIaMEHTe Yy HECBECHO-CTBapaJlauKHM
nporecuMa Metadopusanuje. Metadopusaiyja uMa CBOje CTYIEEBE: HEPBHA APaXK. CIIHKA,
riac, ped u nojam. [Ipenaszak ca jemHor Ha Apyru crynawk Huue oapeljyje ka0 yMeTHUYKH
nperoc. OBaj MpeHOC HUje Kay3ajaH H JIOTHYKH Beh eCTeTCKH M alorudku ogHoc. Y tpehem
JIeTy TeKCTa M3HOCH ce 3aKJbydak 1a HudaeoBo HOBO onpeheme Meradope myreM YyMETHUUKOT
MpeHoca Mpyka MOTYhHOCT TyOJber moBe3uBama Prio30huje 1 YMETHOCTH.

Kibyune peun: metadopa, cinuka, riac, mojaMm, ymernoct, @punpux Huue, Apucroren.

Sasa Radovanovié¢

Nietzsche’s Metaphor Between Image and Concept

Summary

The first part of the text presents Aristotle’s definition of metaphor from Poetics. According to
Aristotle’s traditional theory, the concept precedes metaphor. A metaphor is defined as the
transfer from one concept to another, from a logical place to another, from a "literal” to a
transmitted meaning. The second part deals with Nietzsche's turn in understanding metaphor
from early writings (On Truth and Lies in a Nonmoral Sense...). The metaphor is no longer a
rhetorical stylistic figure, but a fundamental urge, a creative principle and an aesthetic pre-
phenomenon. It is shown that our conceptual culture has its archeological foundations in the
unconsciously creative processes of metaphorization. Metaphorization has its stages: nerve
stimulation. image, voice, word and concept. Moving from one stage to another defines
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Nietzsche as an artistic transfer. This transmission is not causal and logical but an aesthetic
and alogical relationship. The third part of the text concludes that Nietzsche's new definition
of metaphor through artistic transmission offers the possibility of a deeper connection
between philosophy and art.

Key words: metaphor, image, voice, concept, art, Friedrich Nietzsche, Aristotle.
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Tatjana Puctuh

Exdpasza u mumesa

Ancrpakr: [Tonazehu o1 aHTHYKOT CXBaTama eK(pase Kao TEKCTa KOjH ,,[IPE/ICTaB/ba
HEKH TpeJMET Kao Ja Ia CTaBjba MPEJ Halle OYd”’ W CYIpOTCTaB/bajyhu ra MOICpHOM
CXBaTamby y KOM je eK(dpas3a KiMKEBHO CBOLMPAImE MPOCTOPHUX YMETHOCTH, OTBapa ce
nutame MoryhHocTH MuMe3e y MelyomHocy ,,CeCTPUHCKMX YMETHOCTH”, OIHOCHO
KEbWKEBHOCTH M TIPOCTOPHUX YMETHOCTH. Y Pajy c€ U3HOCE CTABOBU MOJEPHUX KEbM)KEBHHUX
TeopeTrudapa Koju TBpJIe aa ,,eKPppacTuika GaciuHammja” MOXKe pe3yIToBaTh caMo Y MOhHOM
OJICYCTBY, Tj. (UKTHBHOM HpPUCYCTBY Jelia MPOCTOPHE YMETHOCTH y KIbM)KEBHOM IPHUKa3Yy,
KOjH YJITHMAaTHBHO HYIHM MCKJbYYMBO MOTBP/Y CONCTBEHE TEKCTyaaHocTu. HacympoT Tome, y
pany ce TpaXd u MPOCTOP Y KOM C€ CYIITHHCKHU Ca-0IHOC ,,CECTPUHCKHX YMETHOCTH ® HE MOpa
cMaTpaTd IPUHIUIM]ETHO HeMoryhnm ako ce ekdpacThyka MUMe3a 3acCHYje Ha OHOME IITO

Wurapaen Ha3usa ,,CJIMKOM-yMETHUYKHM jaeiom” (Hem. Bild).

Kibyune peun: ekdpaza, mMuMe3a, CECTpPMHCKE YMETHOCTH, eK(pacTHuka ¢acluuHaImja,
CIIMKa-TIPEIMET, CIIMKa-yMETHUUKO JEJI0.

Tatjana Risti¢

Ekphrasis and Mimesis

Summary

Starting from the ancient understanding of ekphrasis as a text that “brings the subject shown
before the eyes” and contrasting it to the modern understanding in which ekphrasis is a
literary evocation of spatial art, we are opening the question of the possibility of mimesis in
the interrelation of “sister arts”, that is literature and spatial arts. The paper presents opinions

of modern literary critics who claim that “ekphrastic fascination” can solely result in potent
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absence or figural presence of the work of spatial art in the literary representation which
ultimately only offers a confirmation of its own textuality.On the contrary, the paper also
seeks a space in which the essential interrelation of “sister arts” does not have to be thought of
as principally impossible if the ekphrastic mimesis is based on what Ingarden calls “painting-

work of art” (Germ. Bild).

Key words: ekphrasis, mimesis, sister arts, ekphrastic fascination, painting-object, painting-
work of art.
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Canna Puctuh CrojanoBuh

Cauka M ped — IOCTaB/bamke jaCHUX rpaHuIa u3Mel)y yMeTHOCTH U HEYyMETHOCTH

ATICTPAKT: Y TIPBOM JIeJIy TEKCTa pa3Marpa ce mpoOIeMaTH30Bakbe CTaTyca YMETHUYKOT JIeia
A. JlanToa Tj. MOryhHOCT J]a ce HEYMETHHUYKM KOMaJ cMaTpa KOMaJOM BHCOKE YMETHOCTH.
Hacynpor J[lanTeoBoj Teopuju CBETa yMETHOCTH pa3MaTpa c€ CHTyalHja yMETHHYKOT
cimkaperBa y XXI Beky.Y apyrom Aeny TeKCTa pa3marpa ce CHTyallfja yMeTHUIKE TTOe3Hje y
XXI Beky m ykadyje Ha Oyjame mpakcm y XXI Beky Kao ImTO Cy HapaTHBH3aM,
WHTEpIIpETaIHja, HaJUHTEPIIPETAllNja, TEOpHja aNropuTMa Koje 3aral)yjy moJbe ecTeTckor.yY
Tpehem genmy TeKcTa ce pa3marpa CHUTyalllja yMETHOCTH Y MEPKAaHTUJIHOM CBETY
HeoJMOepa IHOTr KamuTain3Ma. YodaBa ce W mojaBa Ha moveTky XXI Beka jeqHOr HOBOT
Tajaca MHTEepceoBama 3a MapkcoBy Guiio30(ujy U MOKyIIaju Jla CE OHA MIIYUTA MTOHOBO Y
CBETIy OpOJHHX KpH3a KOj€ Cy MOTOJIUIIC YUTAB CBET.

Kibyune peum: A. JlaHTo, yMETHMYKO CIIMKapCTBO, YMeTHHYKa moe3uja, K. Mapkc,
HeoJrOepaIHy KaluTaau3aMm.

Canpna Puctuu CrostHOBUY

O0pa3 u cJI0BO: YCTAHOBJICHHE YeTKHX IPAHUI] MEKAY HCKYCCTBOM M HEHCKYCCTBOM

Pe3rome

B mepBoii uwactu TekcTa paccMarpuBaercs mnpobiemaruzanus Apropom JlaHTo craryca
MIPOM3BE/ICHUS HCKYCCTBA, T.€. E€TOMOINBITKAPACIEHUBATh MPEIMET HEeXYJO0KECTBEHHBIH Kak
IpeIMeT BBICOKOTO HCKyccTBa ((peHoMeH penu-meiin). B mporuBoBec Teopum mupa
ucKyccTBa [laHTO paccMarpuBaeTcs cUTyalus B XyJdoKecTBeHHOM kuBonucu XXI Beka.Bo
BTOPOM YacCTH TEKCTa PAacCMAaTPUBAETCS CUTYyaIlMs B XydoKeCcTBeHHOM mola3mm XXI| Beka,
aKIIEHTUPYETCSl PAaCLBET CTPATErMil M MPAKTHK, TAaKUX KaK HappaTUBHU3M, MHTEPHpETaLUs,
HaJUHTEpPIpPETALUs, TEOpUS aJrOPUTMOB, KOTOpBIE 3arps3HsIOT I0JIE A3CTETHYECKOro.B
TpPEThEH YacTH TEKCTa PACCMATPUBAETCS IOJIOKEHHE HMCKYCCTBA B MEPKAHTUIHLHOM MHUPE
HeonuOepanpbHOro kanuranuzMa.B Hagame XXI| Beka HaOIromaeTcs sBICHUE HOBOW BOJHBI
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untepeca Kk Quiocopun K.Mapkca ¢ TONBITKOW €€ HOBOrO TMPOYTEHUSI B CBETE
MHOT'OYUCJICHHBIX KPU3UCOB, HACTUTIITUX BECH MUP.

KutoueBble ciioBa: A. J[aHTO, Xy105KeCTBEHHAs )KUBOIIUCH, Xy10KEeCTBEHHas 1o33us, K.
Mapkc, HeomnOepanbHbIM KalTUTATH3M.
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Muxajno CtamenkoBuh

IIpo3a nmuxoBHe nmoe3uje: The Marriage of Hartmann and Blake

Ancrpakr. [lonum cmo ox te3e Hukomaja XapTmMaHa O OCHOBHOM OJIHOCY Y TECHHYKO]
ymeTHocTH. Kao mpuka3zuBadka OHaA je CIIMYHA JIMKOBUM YMETHOCTHMA, Tj. oOpalhyje cike u
MOYUIbE OJ1 MOJpaKaBarmba PEaTHOr; ald MECHUYKAa YMETHOCT WIIAK HHUje JTUKOBHA y YKEeM
CMHCITy, CBOj€ TeMe He OOJIMKYje AUPEKTHO y MAaTEePHjy HErO C€ jeOUHO NOCpeoCcmeom pedu
obpaha ¢aumasuju penunujerta. OKymIaTd cMO TNpUMEHY XapTMaHOBE €CTETHUYKE
METOJIOJIOTHj€ Ha CKpOMaH TEMaTCKh H300p M3 CIUKapckor omyca Bmmujama brejka.
W3noxuim cMO pe3yiaTare BIACTUTOr HCIHMTHBAaKka MPETIOCTAB/BCHE IMPHKIATHOCTH
XapTMaHoBe  (EHOMEHOJIOIIKE aHalu3e OBOM CHMOOJIMYKH OCOOMTO HabHUjeHOM
nojaBjpyjyhem mpoctopy ¢anTazuje. Y TeMmelb HCTpaXuBama MOJOKWIM CMO Cam
He3zaobunazHu ogHoc usMehy brejkoBux ciuxa u peyu merose noesuje. [Iponanuiu cmo na je
3a Hallle W3Jlaramke OBOT OJIHOCA OJ1 MPECYAHOT 3Ha4yaja OHO MTO XapTMaH HISHTH(DUKY]e Kao
npeaMeTHH Mel)yciioj y meCHUYKOM JIemy.

Kibyune peun: B. bruejx, H. Xaptman, cinukapcTBo, moesuja, mnpeaMeTHH Mehycroj,
MHUTOIOETHUKA.

Mihajlo Stamenkovié¢

A Prose of Visual Poetry: The Marriage of Hartmann and Blake

Summary

We start with Nicolai Hartmann’s position about the fundamental relationship (of
manifestation) within the poetic art. As a representational art it is similar to visual arts, i.e. it
deals with a theme and it begins with an imitation of reality; nevertheless, poetic art is not
visual sensu stricto, it doesn’t shape its topics directly into visible matter, it rather
communicates with recipient’s imagination — only through mediation of the words. We apply
Hartmann’s aesthetic methodology on a selection of William Blake’s paintings. We present
the results of our investigation into the presupposed suitability between Hartmann’s
phenomenological analysis and the most peculiar and symbolically overloaded manifesting
space of phantasy (such as found in Blake’s art). The foundation of our inquiry consists of an
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inevitable relationship between Blake’s paintings and the words of his own poetry. Key point
in our exposition of this relationship turns out to be that which Hartmann identifies as the
objective interlayer of the poetic work of art.

Key words: W. Blake, N. Hartmann, painting, poetry, objective, mythopoetic.
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bojana Tajucuh

JleCHHI0BO pa3/InKOBam-€ NMoe3uje U JUKOBHHUX YMETHOCTH

Ancrpakr. Y oBoM paay hy usnoxutu JIECHHIOBO CXBaTame IOC3Uje M JIUKOBHHUX
YMETHOCTH y3uMajyhu y o03up meroBo jaeio ,,JIaokooH miaM O rpaHHIaMa CIMKapCTBa U
MECHUIITBA Y KOjeM j& TOCTaBHO TeMehe MOJEpHO] ectetunu. Hajupe hy pasmorputu
TyMa4yemhe aHTUYKE YMETHOCTH O]l CTpaHe BUHKenIMaHa Koju BelM4a rPUKOr IeHHja YhjeM ce
tymauewy Jlecunr cympocraBiba. [lotrom hy pa3morputu JlecCMHrOBO cTaHOBHIITE KOje
UMILTMIMPA J1a CE MOPajy Pa3JIMKOBATH JIBE BPCTE YMETHOCTH. JINKOBHE yMETHOCTH Ca CBOJUM
cnenu(UIHUM OCOOEHOCTHMMA ca jeJHE CTpaHe | TMECHHUIITBO Ca CBOJjUM JPYTUM
ocobeHOCTHMa ca Apyre cTtpane. Ha kpajy panga pasmorpuhy Koje TEOPHjCKO MECTO 3ay3uma
JlecuHTOBa €CTETHKA y €CTETCKUM Teopujama 18.Beka.

KibyuyHe peuM: ecTeTuka, yMETHOCT, [0O€3HUja, JIMKOBHE YMETHOCTH, CIMKApCTBO, MOJEpHa
€CTETHKa,aHTHYKa YMETHOCT, Bunkenwman, Jlecunr, JIaokooH.

Bojana Tajisi¢

Lessing’s Understanding of Poetry and Fine Arts

Summary

In this paper I will discuss Lessing’s understanding of poetry and fine arts in his work
Laocoon: An Essay on the Limits of Painting and Poetry in which he developed the
philosophy of modern aesthetics. Firstly, I will give a review of Winckelmann’s
interpretation of ancient art that glorifies the Greek genius, which is in fact contrary to
Lessing’s interpretation of art. Secondly, I will present Lessing’s point of view which implies
that there are two different forms of art to be separated one from another due to their
uniqueness: fine arts/ painting on the one hand and poetry on the other hand. Finally, I will try
to identify the position of Lessing’s aesthetics in the theoretical framework of the 18™ century
philosophy of aesthetics.

Key words: aesthetics, art, poetry, fine arts, painting, moder aethetics, ancient art,
Winckelmann, Lessing, Laocoon.
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Huxona Tanacuh

Mema — XxuOpuUJIHA MUMETHYKA YMeTHHYKA (popMa 32 nuHGopMaTHUIKO 1002

Ancrpakr. ,,Mewme*“ (,,MHTEpHET MeMe, WU ,,MHUMOBH ‘) Cy CE€ KOPHUCTHJIE Kao OOJHK
pasMeHe wuHpOpMaNMja JOII OJf caMHX IodeTaka VIHTepHeTa, amum HUX je YCIOH
IIMPOKOIOjaCHUX KOMYHHKAIIMja U IPYIITBEHUX MpPEKa MPETBOPUO y KOMILJIEKCAH KYIATYPHHU
(deHoMeH, ca CBOJUM HApOYUTHM BHU3YaJHHM jE3UKOM, YMETHHYKUM (opmama, u —
ecreTukoM. Mako je cam TepMuH (BeoMa HaJaxHyTO) NPEy3eT U3 JBAJCCETOBEKOBHE TEOPH)E
uzeja, MeMe cy, Kako y TOrJieay CaapXKuHe, Tako U ¢opMme (Kao M BHIIE HETO OYUIIICIHE
€THUMOJIOTHjE€), CHAXXHO YKOPEHEHE Yy TPaJAUIMOHAIHOM IMOjMYy WMIUNGI U MHUMETHYKE
YMETHOCTH. Y CBOM CaBPEMEHOM OOJIMKY, MeMa je Hajyemihe Jako MPerno3HaT/bUB BU3yaTHU
oOpasal] He3aBUCHOT TOpeKia, Mpey3eT U3 Pa3IuuuTuX u3Bopa ((puiaMm, Menuju, CTPUIIOBH,
WM Ma0JIOHU KOjU Cy HAMEHCKH JM3ajHUPAaHU 3a MoTpede mpaBibema MeMa), U mpomnpaheH
JOJaTHUM TEKCTOM KOjH CIHMKY CTaBJba Y Pa3JIM4MT, Hajuemhe XyMOpHCcTHYaH KOHTEKCT. OHe
ce MOTy HocMaTpaTH Kao Mapoawje, umumayuje Opyrux Beh mocrojehmx yMETHHYKHX WA
MeINjCKUX canpikaja. [IpuTom mpaBmia mra ce MOXe, a IITa HE MOXKE CMaTpaThd MEMOM
MPAaKTUYHO HE MOCTOje, U OCTOje OPOjHH YIeyaTIJbUBH U3Y3€IH KaKo IO CaapXkajy, TaKo U IO
bopmu. HctoBpemeno, onpeheHa yHuBep3ajJiHa CBOjcTBA MeMa (MONYT IIHUPOKE
MPENO3HATJbUBOCTH, MACOBHOCTH, jeIHOCTAaBHOCTH, TEXHUUKE JIakohe u3pajie U ci.) U3Bajajy
UX U3 CPOJHUX YMETHHUKHUX OOJiMKa (momyT cTpumnoBa, uHdorpaduka, ¢pororpaduje u ci.).
OHO ITO MEéMe YMHU CIEHU(PUUHUM Y U300MIbY CIMYHUX BU3YaTHUX CajJprikaja, ¥ OHO LITO
UX YMHM 3HA4YajHOM KYJITYpHOM II0jaBOM, JeCT€ YIpaBO HUXOBa HapouuTa ecmemuka. OBa
€CTEeTHKAa TMOJpa3yMeBa €CTETCKE KPHUTEpHje W3 IMOTIIYHO PAa3IMYUTUX YMETHHYKUX (hopmu
(rpadguuku ¥ BU3yallHU 1u3ajH, poTorpaduja, cTpum, caTupa, UTPAaHU U LPTaHU QUIIM, U CI1.),
oHa oapehyje mMeme kKao XHOpUIHY yMETHHYKY (GOpMY y HajjayeM CMHUCIY WUNGLS, U
YCIIOCTaBJba HU3 3aHUMJBMBUX JPYIITBEHUX MMIUIMKaIMja (1 arumkanuja). [l oBor pana
jecTe Oa ce pa3MOTpe OBM DA3JIMUYUTH €CTETCKU KpPUTEpPHjH, Ka0o M Ja ce pa3MoTpe
UMIUIMKAIFje KYIType MeMa Ha CaBpeMEHY €CTETHUKY YOIILITE.

Kibyune peun: meme, lnTepHeT, ecreTuka, XubpuaHa ymeTHu4ka Gpopma, napopmanuja.
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Nikola Tanasi¢

The Meme — a Hybrid Mimetic Art Form for the Information Age

Summary

“Memes” (or “Internet memes”) have been a form of sharing information between people
since the dawn of Internet, but the rise of broadband and social networks have turned them
into a complex cultural phenomenon, with its specific visual language, art forms, and —
aesthetics. Although the term (rather ingeniously) derives from 20" century theories of ideas,
both its substance and its form — as well as the obvious etymology — memes are heavily rooted
in the traditional concept of uiuncicand mimetic art. In its contemporary form, a meme is
usually a highly recognisable visual image of independent design, taken from a variety of
sources (film, media, comics, or images specifically designed for the use in meme
generation), accompanied with additional text putting the image in a different, usually
humorous context. In a sense, they are parodies, imitations of art and media content. There are
almost no rules, regarding what can, and what cannot be considered a meme, and there are
numerous vivid exceptions in both content and form. However, certain universal aspects of
memes (recognisability, mass character, simplicity, ease of creation etc.) separate them from
similar art forms (like comics, infographics, photography etc.). What makes memes special in
a plethora of similar visual content, and what makes them an important cultural phenomenon,
are their specific aesthetics. This includes aesthetic criteria from completely different art
forms (graphic and visual design, photography, comics, satire, cinema, animated film etc.),
establishing memes as a hybrid art form in the true sense of piuncig, and with a number of
interesting social implications (and applications). The aim of this work will be to sort through
these different aesthetic criteria, and to examine the implications of meme culture on
contemporary aesthetics as a whole.

Key words: meme, internet, aesthetics, hybrid art form, information.
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Hparan hanosuh

Kaaurpaduja y nciamckoj ymerHocTu

Ancrtpakrt: Mako pa3Boj kamurpaduje, Te mpuMeHa Kaaurpackux eineMeHara y yMeTHHIKOM
pany, HHje OJJIMKa MCKJbYYHBO HMCIAMCKE YMETHOCTH, YMHH CE Jia je YIPaBO y MCIAMCKOM
cBeTy Kaimurpaduju OHO OTBOPEH HAJIIMPU TPOCTOp pa3Boja. Paszmor oBome Jexu y
HapOYMUTOM CTaTyCy aparcKor je3WKa, Te came peud, kojoM je KypaH 00jaBJbeH IPOPOKY
Myxameny. OOHaBipajyhm W mupehm OokaHCKy ped, Kanurpduja je y MYyCIUMaHCKO]
3ajenHuIM qo0WIa HajBUIIM cTatyc Mel)y ymerHocTnMa, a kanurpadcku enementH, Beh of
HajpaHHjer Mepuojia kBEHOT Pa3Boja, 3a100Mjajy UCTAKHYTO MECTO y OOJIMKOBamhY YMETHUYKE
BH3Hje. Y TEKCTY je JaT Kparak Mperiie]] pa3Boja Kaaurpaduje y UCIaMCKOj YMETHOCTH, T
npuiior oapehemy BEeHoT mojMa.

KibyuyHe peuu: nciamcka yMeTHOCT, Kanurpaduja, ped, CIuKa, TECOPHja YMETHOCTH.

Dragan Calovi¢

Calligraphy in Islamic art
Summary

Although development of calligraphy and the use of calligraphic elements in a work of art are
not inherent to the Islamic art, it seems that in no other art such wide space for its
development has been opened. The reason for this lies in the specific status of the Arabic
language, and of the word itself, in which the Qur’an was revealed to the Prophet
Muhammad. Renewing and spreading the divine word, calligraphy was given the most
esteemed status among all arts in the Muslim community, while calligraphic elements, even in
the earliest period of development, found a prominent role in an artistic visualization. The text
gives a brief overview of the development of calligraphy in Islamic art, and a contribution to
its defintition.

Key words: calligraphy, image, Islamic art, theory of art, word.

56



Munom hunpanunh

Caprp o I'epnuyu: HeKOJIUKO HATIOMEHA

Ancrpakr: Tema pama je anHammza [lukacoBe yMeTHHYKE TPEICTaBE TOCICIHIIA
oomOapaoBama rpana ['epuuke 1937. ronune. Pagu ce o geny koje je Jlazap TpudyHouh
03HauYMo Kao ,,cnuky enoxe®. XKan-Ilon Captp, koju ce u cam 6aBuo llnanckum rpahanckum
paToM y CBOjOj HOBeNH 3, MPOOJIEMATH30BAO j€é OBY MOHYMEHTAIHY KOMIO3UIHjy. Y
ecejuma [lma je xmwuowceenocm? n Cauxap 6e3 npusunecuja npuMeheHo je na CIMKapcka
JTMCLIUIUIMHA HE MOXKE J1a 3ay3Me jacaH M OJrOBOpaH CTaB IIPeMa OBAKBUM JICIIABALUMA, jep
ce MPUMapHO HE CIYXH peunMa, U jaa je [lukaco ecreT3oBao oBaj akT Hacuiba. CapTpoBe
npumMenoe he mociy>kuTH Kao moasuiie 3a Jajbe MPOMUIILJbAKE 3aJIaTHX podieMa.

Kibyune peun: Caprp, [lukaco, / epuuxa, cnuka, peu.

Milos Cipranié¢

Sartre on Guernica: Few Remarks

Summary

The topic of the paper is an analysis of Picasso’s artistic representation of the aftermath of the
bombing of the town of Guernica in 1937. It is a work that Lazar Trifunovi¢ labeled as “the
image of the epoch”. Jean-Paul Sartre, who himself wrote about the Spanish Civil War in the
novella TheWall, problematized this monumental composition. In the essays What is
Literature? and The Painter without Privileges it is noted that the discipline of painting
cannot take a clear and responsible attitude towards such events, because it does not primarily
use words, and that Picasso aesthetized this act of violence. Sartre’s remarks will serve as a
starting point for further reflection on the given problems.

Key words: Sartre, Picasso, Guernica, painting, word.
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