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DECORATED FLAT SURFACES
AND THE INVENTION OF DESIGN
IN MEDIEVAL ARMENIAN ARCHITECTURE

ARMEN KAZARYAN
Research Institute for Theory and History of Architecture and Town Planning,
State Institute for Art Studies, Moscow, Russia

The present report for the first time brings forward the issue of changes which occurred
in the medieval Armenian architecture during its more than two hundred years evolution:
from the last third of the 10th to the beginning of the 13th century. These changes are
characterized by the penetrating of design principles into fundamentally classical archi-
tecture. The onset of this innovation may have been marked by the work of great archi-
tect Manuel, the builder of the church on the island of Akhtamar (915-921), and Trdat, the
builder of the Argina (970-s) and the Ani Cathedrals (last quarter of the 10th century) and
the church of Gagkashen (1000). In the facades’ details of the abovementioned churches,
as well as of some later constructions, one can find the presence of ornamented elements
- ribbons - flat horizontal belts and window frames; their usage was counter to the estab-
lished tradition of decorating with ornaments archivolts and cornices only. Another novelty
was the ornamented flat ceilings and edges of the tented roof of zhamatun (for-church) in
the Horomos monastery (1138) and the decoration of the interior space of the treasury (or
library) in the Sanahin monastery (1063). These examples illustrate even greater freedom
and departure from traditional architectural tectonics.

Moreover, the study seeks to determine the transition made from carving to the poly-
chrome inlay on the flat ceilings of the monastic zhamatuns and in the portals’ tympana of
the late 12th — early 13th centuries. At all stages of these changes the main role belonged
to the Anian, that is, metropolitan school of Armenian architecture. Since the Bagratids era
it, on the one hand, had been developing the achievements of Armenian architecture of
the 7th century, at the same time focused on the principles and referencing the forms of
classical Greco-Roman antiquity; and on the other hand, it had responded to the innova-
tions of the architecture of the East, in particular medieval Iran, which entered a new pros-
perous stage at the turn of 10th - 11th centuries. The latter factor significantly stimulated
Armenian builders to interact with masters of applied arts, and it also established closer
ties between Armenian and Seljuk architecture (especially in stone construction) already in
the late 12th — early 13th centuries. In order to support the argument, the report also draws
some attention to the flourishing of art of khachkar - from the end of the 10th century -
which was based on the traditions of carpet ornamentation.

Keywords: Armenian architecture, Ani, decorated surfaces, ornamentation
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ART DECO - ART
OF MODERNISM
AND PROGRESS

EMMANUEL BREON
Musée des Monuments Francais a la Cité de I’Architecture et du Patrimoine,
Paris, France

Art Deco style, created in France around 1911, was discovered by the world in 1925 at a ma-
jor exhibition of decorative art in Paris. It was a whole new style, but not only that. It was
interested in all the new forms and inventions of the moment: cars, aviation, film, trans-
mission, research, customs. It is an expression of progress in all domains. This modernity
allowed it to expand and become the first true international style of all time. Like a hard
drive, every country could adopt it and transform it according to their wishes.

Keywords: Art Deco, international style, modernity, progress, 20th centry
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DEFINING ASTYLE: APPLIED ART
AND ARCHITECTURAL DESIGN
IN SERBIAN ARCHITECTURE

MILAN PROSEN
Faculty of Applied Arts, University of Arts in Belgrade, Serbia

The paper, entitled Defining a Style: Applied Art and Architectural Design in Serbian Archi-
tecture, focuses on the relationship between applied arts and the development of styles in
Serbian architecture of the second half of the 19th and the first half of the 20th century.
Observing the parallel development of architecture with the basic social and cultural phe-
nomena of the period, one can notice qualitative and quantitative rise of the applied arts,
which in their various forms are a reflection of time. Through the stylistic flows of Aca-
demicism, Secession, Art Deco and modern architecture, as well as many transient stylistic
phenomena depending on local and foreign influences that shaped them, a wide range of
styles reflected in Serbian architecture. Although it was not open to constructive experi-
ments, Serbian architecture embraced the spirit of contemporary aestheticism adapting
it to the local taste, expressing it with various sofisticately designed stylistic elements of
applied artists. Stained glass, mosaic, wall painting, sculpture and relief, modern locksmith
work, furniture and interior design, as well as the concept of facade composition in relation
to the personal creative sensibilities of the author, taste and wishes of the clients, were
given particular motifs and characteristics that determined the identity of the building in
terms of style.

Keywords: architecture, applied arts, design, Academicism, Sesession, Art Deco
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ORIENTALISM AND INTERIOR
DESIGN IN BELGRADE (1918-1941)

VLADANA PUTNIK PRICA
Faculty of Philosophy, University of Belgrade, Serbia

The orientalization of the interiors is present in European art and culture throughout the XIX
century. First known examples of such design approach in Belgrade architecture have been
present since the 1880s in the royal interiors of the Obrenovi¢ dynasty. However, the presenta-
tion of the investor’s “exotic taste” reached its peak in Belgrade during the interwar period. The
reasons for this particular phenomenon can be found in the economic rise of the bourgeoisie
after the First World War, leading them to travel both to Western and Eastern countries, thus
increasing the general awareness and the popularization of the Oriental applied art. The exotic
art was no longer reserved exclusively for the aristocracy, but it became available to the bour-
geoisie as well. The members of the intellectual elite carved their taste through education and
travel to the European cultural centers such as Paris, Berlin, Vienna etc. Like their peers from
the Western countries, many citizens from Belgrade also traveled to Turkey, Egypt, Palestine
and even India and the far East. Upon returning from their travels, they brought souvenirs as
mementos of their experience. Furniture, drawings, postcards and photographs all served to
reflect the cosmopolitan spirit of the “frequent traveler”. The fascination for the Orient be-
came present in private spaces of houses and apartments even if their owners never travelled
to the Eastern countries. Travelling distant lands became the object of desire for many, even
if it would be only imagined through images hanging on the walls of their homes. The private
space also became an exhibition area for its owner to present his/hers collection, refine taste
and himself/herself to others though various exotic and oriental objects.

During the 1920s and 1930s, the journals for interior design advised their readers to
decorate their homes with African masks or even traditional domestic ceramics which ap-
peared oriental. Exotic plants also contributed to this fashion. For example, readers were
instructed how to make “Mexican gardens”. Many Belgrade architects such as Milan Zlok-
ovi¢, Aleksandar Dordevi¢ or Milutin Borisavljevi¢ designed luxurious houses, villas and
mansions which included a Turkish, Bosnian or an Arab salon. There were also examples
of a more traditional approach by decorating a salon in the style of Balkan folk applied art.
Such were the designs of Dragutin Inkiostri Medenjak for the “Serbian room” in the house
of Dorde Genci¢ from 1932 and for the “Pirot room” in the villa of Darinka Mihailovi¢ from
1939. Some of these particularly designed rooms served as a bureau-fumoir or a smoking
room, thus referring to smoking as a part of Oriental culture.

Since there are few authentic interiors preserved to this day, the main focus of this ar-
ticle will be on the remaining and available sources which testify about the scales of this
phenomenon. By presenting projects, design sketches, photographs of the interior and
periodical articles about Oriental interiors, we will try to analyze in which manner was ar-
tificial oriental furniture and interior decoration produced and how many authentic pieces
of applied art had served the purpose of exoticizing the private space. The general role of
Oriental rooms will also be addressed, defined and emphasized within the everyday life and
the representation of the Belgrade bourgeoisie.

Keywords: orientalism, interior design, Belgrade, interwar period

ACKNOWLEDGEMENT: This paper is a result of research conducted
within the research project “Serbian Art in the 20th Century: The Na-
tional and Europe” (No. TR 177013), financed by the Ministry of Educa-
tion, Science and Technological Development of the Republic of Serbia.
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SURREALISM
IN INTERIOR DESIGN

ANA VUKOVIC
Faculty of Applied Arts, University of Arts in Belgrade, Serbia

The artistic work is led by the idea on the realization of space and its perception through
the senses and intuitive understanding with the tendency to suppress the logical way of
thinking, in order to stimulate creativity and development of imagination. The conceptual
solution, filled with the symbols and motives of the surrealistic thought, aims to emphasize
and to reveal the personal inner life of an individual. This space transmits information to
visitors through an emotional experience obtained via the interactive contents of the space
setting. Space filled with symbolic elements that, like a secret language, provide differ-
ent interpretations and visions of timeless spaces, gently revealing their parallel mystical,
dreamy and fantasy-filled world.

The research starts from the analysis of the early beginnings of the establishment of the
Surrealism Movement, its development and representatives and the influence. The com-
parison and the dialogue with the Modernism in order to explore the existence of generally
believed normalities and their acceptance. That is the reason why the theory of Henri Berg-
son plays an important role in this work, in the way it perceives concept of reality.

The multilayer structure and complexity of the work is reflected in finding ways to stim-
ulate the awareness of one’s personal real self — seeking one’s roots in order to achieve
individual authenticity, which is considered to be hiding in the sphere of the unconscious.

Spatial realization is experienced as a game of hiding and revealing. One half is visible,
while the other is moving away, and then against there is insistence on seeking and reveal-
ing. The process of hiding helps us to understand its essence, it is inaccessible to the same
extent as we are inaccessible and incomprehensible to ourselves. The continuing quest for
its revelation is synonymous with our search for cognition, for ourselves. For this reason
Surrealism cannot be completely revealed, because most of it lives its parallel life in its
own, thatis in our own, personal unconscious. For that reason it can be said that Surrealism
might be a sort of archetype.

Keywords: surrealism, interior space, intuition, unconscious, dreams
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WALL PAINTING AND ITS CONSERVATION:
THE ROLE AND EUROPEAN PERSPECTIVES

BENEDICTE MAYER
Cité de I'architecture et du patrimoine — Musée des Monuments francais, Paris, France

Wall painting, ancient art, underwent a major rebirth in the late 19th and early 20th centu-
ries, supported by the combined forces of conservators and restorers of the eager preser-
vation and protection of fine art heritage in the 17th century, as well as contemporary wall
painting bards led by Morris Denis.

Conservators, restorers, muralists, experts for heritage and historical monuments won-
dered what were the best ways to preserve works from ancient times, being inspired by
sophisticated techniques developed by contemporary fresco artists.

Keywords: wall painting, conservation, preservation and protection of fine art heritage
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TRADITION AND MODERNITY: APPLIED
ARTS GENERAL EXHIBITIONS AT
RAKOVSKI 125 GALLERY (1962-1972)

NATASHA NOEVA
Institute of Art Studies, Bulgarian Academy of Sciences, Sofia, Bulgaria

The exhibition hall at 125 Rakovski Str., in Sofia, is the oldest still functioning art gallery in
Bulgaria. It has never changed its intended purpose from as far back as 1940 when it all be-
gan, to date, despite the numerous social, political and economic twists and turns Bulgaria
went through. Over this period of almost 80 years, this gallery has been hosting various
sorts and genres of fine and applied arts, exhibitions outlining the dynamics of artistic pro-
cesses and transformations in art life, shaped by both inner evolutionary processes and fac-
tors external to the system: the reason why the 125 Rakovski Str. gallery is truly emblematic
in the history of contemporary Bulgarian art. Its resilience as an institution would also be
beyond doubt, having kept so straightforwardly its initial idea. Also, this was the first inte-
rior space in Bulgaria built specially to exhibit works by Bulgarian and international artists.
From its very beginning, the gallery became the focus of numerous international contacts
with similar artistic organizations resulting in a number of organized exhibitions.

The focus of the current research was to follow and systematize the works presented at
the general exhibitions of applied arts organized by the gallery over the 19621972 period.
It was also an attempt to analyze the differentiation of applied arts as a discrete sphere of
individual creative work as distinct from artistic crafts and the work of applied artists and
designers of industrial aesthetics for various enterprises; to mark the main tendencies, re-
lation to tradition and the introduction of new aesthetics — something that characterized all
of Bulgarian art over the period.

After 1960, the so called “synthesis of arts” became a focal point in Bulgaria. The general
applied arts exhibition took place in 1962. A conference was organized on the occasion that re-
sulted in the promulgation of Decree No 142 of the Council of Ministers regulating the fund-
ing of arts. During the 1962-1972 period, 6 more general applied arts exhibitions were held,
and, within the third one, another conference concerning synthetic art forms was organized.

New objectives were set up and new questions asked, mainly of practical and aesthetic na-
ture and these were questions about the very essence of applied arts, the future trends, their
further development, such as: Where should the border line (if and to the extent it existed)
be drawn between applied art as produced by pure act of artistic creation and works intended
to be implemented in industry? The 1964 exhibition, besides the applied art section, wherein
works in textile, ceramics, mosaic etc. were displayed, included also samples intended for the
industrial sector — hence the above question. The analyses of the phenomena provided op-
portunities for researchers of the applied arts development in Bulgaria to draw conclusions
vis-a-vis these arts somewhat belated journey towards design. On the one hand, applied
artists often created works of exceptional finesse, sense of form and color, that were major
individual and truly inimitable achievements. And, at the same time they were challenged to
to create a new aesthetics for mundane products used in everyday life. Revisiting those ap-
plied arts exhibitions of the past allows tracking down the evolution of the genre, comparing
tradition and innovation, highlighting dominant stylistic trends, marking important specifics
from the borderline between unique works of art and limited production quota.

Keywords: tradition, modernity, applied arts exhibitions, gallery
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EVERYDAY AESTHETICS
IN ARCHITECTURE
AND APPLIED ARTS

IRENA KULETIN CULAFIC
Faculty of Architecture, University of Belgrade, Serbia

Aesthetics is a philosophical discipline whose object of interest since its creation has been
continuously developed and expanded to this day. Since its establishment in the 18th cen-
tury as a science of the sensual knowledge of the world and phenomena, the focus of aes-
thetics was primarily focused on theoretical, philosophical, axiological and critical consid-
erations of art, nature and beauty. Over time, aesthetics has expanded its research beyond
the framework of individual arts to relations that govern among different arts, then the
relationship between art and other disciplines, to eventually emerge from the fields of art
and spread to fields of science, technology, ecology, media and communication, sociology,
religion, politics, economics, etc. Therefore, today we can talk about the aesthetics of ar-
chitecture, aesthetics of music, aesthetics of media, aesthetics of science, aesthetics of reli-
gion, aesthetics of technology, aesthetics of computer software, environmental aesthetics,
aesthetics of everyday life, ecological or green aesthetics, etc.

Nowadays, at the time of proliferation of visual sensations and more perfect media-com-
munication technologies, the boundaries of art are lost, and the boundaries of aesthetics
have become more dispersive. Aesthetics in the 21st century has become one of the main
determinants of today’s global neoliberal capitalist society. As a special type of knowledge
and reasoning, aesthetics represents a specific relationship to the world based on which
everything that a person does, thinks and creates can be interpreted from an aesthetic
angle. Modern technology constitutes the basis and main mechanism of the process of
aestheticization subjected to science, art, society, production, politics, economy, religion,
philosophy, media, culture and everyday life. The aestheticization of everyday life is a
phenomenon that started with the rapid progress of technology, science and industrial
production at the beginning of the 20th century. Today our modern society lives and acts
aesthetically. Starting from art, architecture, applied arts, music, film, theater, religion,
politics, economy, social communication, technological gadgets, home interiors, gardens,
clothes, cooking, blogging and life coaching — everything can be a subject of aesthetical
consideration.

The aesthetic sphere has become one of the main infrastructural spheres of everyday
life. The process of aestheticization is present everywhere, whereas aesthetic values consti-
tute the primary domain of the emancipation of man today in society, politics, economics,
culture and art.

The aesthetics of architecture and the aesthetics of applied arts represent the subtypes
of aesthetics that will be examined in this paper from a common aesthetic position, in an
attempt to share the same or similar theoretical and practical aspects. The essence of ar-
chitecture and applied art is the artistic creation of buildings, structures and objects that,
in addition to certain aesthetic requirements, primarily seek to satisfy requirements of us-
ability, functionality, comfort and adaptability. Aesthetic considerations of the works of ar-
chitecture and applied arts also include considerations of style, poetics, artistic expression,
creativity, material adequacy and overall appropriateness in terms of the form and content
of the work itself.
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Since today’s man predominantly lives in cities, our environment is primarily determined
by the architecture and objects of applied arts that we use almost daily. Therefore, in a joint
interaction, architecture and applied arts form a specific atmosphere that will be explored
in this paper through the concept of everyday aesthetics. Everyday aesthetics is one of the
domains of modern aesthetics and constitutes one of the wider concepts of environmental
aesthetics. Everyday esthetics involves human common objects, environments and activi-
ties that constitute people’s daily life, for example: artifacts of daily use, chores around the
house, everyday activities, such as eating, walking, bathing, meeting with people, sport,
architectural and interior design, design of objects and tools, etc.

The main aim of the paper is to explore the complex relationships that govern the domain
of aesthetics of architecture and applied arts. From the point of view of the aesthetics of
everyday life and the aesthetics of atmosphere, significant concepts of modern aesthetics
of architecture and applied arts will be analyzed, such as: aesthetic objects, aesthetic recip-
ients, aesthetic experience, relationships between contemporary forms and their content,
aesthetic perception considering contemporary technological conditions, the idea of total
design and aesthetic unity, and others.

The paper seeks to clarify the contemporary movements of aesthetics, above all the phil-
osophical discipline which today deals not only with art, aesthetic categories and philoso-
phizing of art, butis directly presentin man’s everyday life —in the actions and thoughts that
man takes, in social connections and objects that man creates. The evolution of aesthetics
is now viewed through the evolution of technology that traces the development of archi-
tecture and applied arts. Technological innovations, change of work technology, and transi-
tion to computer-aided design have largely changed aesthetic thinking about architecture
and applied arts. The boundaries of architectural and design profession have opened up to
interdisciplinary and transdisciplinary connections of designers, architects, psychologists,
sociologists, IT designers, managers, experts, industrial engineers, and many others.

The results of this paper confirm the change of the focus of aesthetics from art to every-
day life and to people as actors, creators and consumers of aesthetic experience. In this
respect, a new aesthetic discourse of interaction of technology, applied arts, architecture
and art is realized. This disposition of the problem of aesthetics from the domain of art
in the domain of environment (both natural and built environment) and the domain of
practicality and everyday life caused by processes of cultural and general globalization can
be seen as a decline in the philosophical integrity of aesthetics. On the other hand, aes-
thetics in the domain of everyday human life tries to build a comprehensive humanistic
and philanthropic approach. Therefore, the environmentalist position of the aesthetics of
architecture and applied arts finds a mutual confirmation both in the philosophical tradition
of aesthetics and in the practical perception of aesthetics — especially through relations
that rule between man, nature, society, art and objects that man creates and consumes in
an intellectual and practical manner. Theoretical results of this paper are also supported by
practical examples, while the study as a whole raises one of the main issues of the mobility
of knowledge beyond the boundaries of aesthetics as a philosophical discipline. This points
to new ways of development of the essence through multidisciplinary, interdisciplinary,
cross-disciplinary and transdisciplinary approaches of the examination of art, architecture,
applied arts, science and life in the unity of the main philosophical values of beautiful, good
and true.

Keywords: everyday aesthetics, aestheticization, aesthetics experience,aesthetics
of architecture and applied arts, aesthetics of atmosphere
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EHLUHUKAOMNEONJA HA TTOPLUEJTAHY

BH/bAHA LLIPBEHKOBHR
Myszej nprmetrbeHe ymeTHocTH, Beorpan, Cpbuja

MoueTak 21. Beka OHEO je HOBe Hay4He NPHCTYMe y UCTPaXKHBatby UCTOPHje ecTeTHKe U Ax-
3ajHa npeaMeTa of nopLenaHa. Benuky noacTruaj y npoyyasary vy BanopusaL1ju Tor fe-
na KynTypHe dallUTHHe [ajy pafoBH yTEMeSbeHH Y MyNTUAHUCLMMIIMHAPHOM MPHUCTYNY KOju
carnepaBajy oBy BpCTy Hacreha Kpo3 Npu3My ApYLUTBEHHX, HHTENEKTYaNHUX U YMETHUYKHUX
KpeTatba, ank M y KOHTEKCTY rnodasiHe LMpKyaLuje HayYHUX AocTurHyha.

Ocnatvajyhu ce Ha locapallitba UCTpaXk1Batba Ha Mosby UCTOPHje eCTETHKE U UCTOpHje Ha-
yKe, Lin/b 0BOT paja npefcTaB/bao OH yjelHo U MOKyLLaj ia Ce Ha HOB HAYKH UHTEpMpeTHPajy
Ilena of, U3y3eTHOT 3Hayaja HacTana y BeJIMKHM eBPOMNCKMM MaHydakTypama nopuenaHa y
noda NpocBEeTUTELCTBA. Y TOM CMHCTY TeXHLUTe pafa daBuhe ce OHWMM ocTBaperHMa Npu-
MetbeHe YMETHOCTH Y NnopLienaHy Koja Cy HacTana nof AMPeKTHHUM YTHLLajeM MPBHX CUCTe-
MaTH30BaHWX MPHUPOAHAYKHUX CTyLHja nocnedhe yeTBpTHHe 18. Beka. [pumepw Koju he
OWUTH aHanMU3MpaHu Cy 3anpaBo NpBe MpUpoLalke eHUMKIonearje Ha nopuenaxy. Kao
Hay4He OWCLMI/IMHE KOje Cy 3aCHOBaHe Ha oncepBaLMjy 1 knachbHkaLMjy doTaHwrKa, op-
HHTOJIOrMja M 300110THja Cy Ce Of, CaMMX 3ayeTaka oCnarane Ha BM3yesHe npukase. Koja ou
duna w1xoBa ynora y Bpeme NpocBeTHUTENbCTBA M LTa OK OO HenocpeaHH pasnor 3a nojasy
eHLMKIIoNeu1ja Ha nopLienaHy Heka Cy of NuTatba Ha Koje 1 oBaj pag Morao ykasat. MNpu-
BMaYHOCT MopLieniaHa u rpapryuKux nprKasa 13 eHUMKIOoMNEeAHja, Kao K HHX0Ba NMOTPaXtba
Mehy He Hay4YHHUM KpyroBHMa yKasyje He CaMo Ha MyTeBe pa3Boja ecTeTHKe rnopLienaHa seh
W Ha TpaHcdepe 3Hara. M3 Tor pasnora jenaH oeo pana dasrhe ce pa3Bojem ecTeTHke nop-
LenaHa anu 1 ynorom EHuMKnoneauje, U He camo Kao NpoayKTa ernoxe NpoCcBETUTEbCTBA,
Beh H Kao noxxesbHK 0djeKaT He3aodKnasaH Mehy HajBHLLMM ApYLUTBEHHM ClojeBHMa. AHa-
nusrpahe ce v pasMuKTE NOjaBHOCTH KOje MOLCTHYY TEXHbE 3a NMPEHOLLEHEM HOBHUX OTKPH-
ha v casHaka y OKBMpY KOjWX Ce Kao pe3ynTaTH Mojassbyjy M M3BaHpenHa fena y nopLenaHy.

Krbque peuu: EHLI,HI(J'IOI'IE,D,Hja, nopuenaH, npuMerbeHa yYMETHOCT, MPOCBETUTE/LCTBO
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HOBO YHTAHKE HALUMOHAJTHOT

CTHUNA OPATYTUHA MHKHOCTPHJA
MELERAKA - CELLECHJA UTTH
TPAOWULHJA [ OU3AJH UTTH APXHUTEKTYPA

MAPHHA NAB/TOBHHR
3aBof, 3a 3aLUTHTY croMeHHKa KynType rpagda beorpapa, Cpdwja

CrBapanawwutso [lparytHa MHKHOCTpHja Koju ce cmaTpa pofoHayeTHMKoM Au3ajHa y Cpoujm
MoYeTKOM [BafeceTor BeKa M lasbe je HeJOBO/bHO NMPOTyMa4eHo v BpeAHOBaHO Y CBET/Y YTH-
Laja Ha hopMHpatbe HaLLMOHAHOT CTH/A Kao M Ha apXHTEKTOHCKO CTBapanaLLTeo Tor Aoda.
[LparytvH MHkrocTpr Megewak, poher y Cnnuty 1866. rogrHe, YWTaBor )MBoTa oMo je
nocseher ymetHocTH. Of HajpaHWje MNagocTH pasivo je Kao MOMONHKK CBOT 0L apXHTeK-
Te, Aa dv 1891. ronnHe 3aBpLUMo AKagemHjy NeKOpaTUBHHX YMETHOCTH y PupeHuH. [oHe-
CeH NaTpHOTM3MOM W NaHcnaBeHckom vaejom 1905. roguHe ponasu y beorpag, roe ce 3a-
noLu/baBa Kao npeAasay (QONKIOPHO OpHaMeHTaNHe AeKopaLHje y YMETHHUKO 3aHaTCKOj
wkonu bete n Pucte Bykanosuh. MHcn1palmjy 3a cBoje cTBapanaluTBo Lpnu U3 HapoaHe
LieKopaTHBHe YMETHOCTH, cMaTpajyhu Aa je oHa ofipa3 MCTUHCKOT ayxa jefHor Hapoga. [pu-
ApYxyjyhu ce reHepaLuju HayuHKKa KU CTBapanalia KojH Cy ce, CBaKo y CBOjoj 00/1acTH, no-
CBETH/IM TeMesbHOM M3ydaBaky Cpduje u pervoHa — kao wro cy Munoje Bacuh, MunytrH
Bantposuh, JosaH Linjuh, AHgnpa CreBaHoBuh — MHKHMOCTpH Benexu 1 n3yyasa HaponHy
LEeKOpaTHBHY W NMpHUMeHeHY YMETHOCT obrnasehn TepuTopHje Ha KojuMa cy xxueenn Cpdu,
o, MakepoHuje npeko Cpduje, LipHe rope, XepuerosuHe 1 [lanmauuje. Ha ocHoBy 1cTpa-
XXMBatba MOTKPEMIbEHUM COMCTBEHOM HHCMHpPaLMjoM GOpMHpa TEOPH]y HALIMOHAMIHOT CTH-
na Kojy h3naxe y odjaB/beHHM AenrMa Kao LTo cy Krbrre [peliopohaj cplicke ymeliHOCIU H
Hawa apxuttekypa, ode odjasrbeHe 1907. ronrHe. PasBHjarbe M yTemMerbHBatbe TEOPHjCKe
dase cTBapanavkor paga y OMeHy NMpUMereHe YMETHOCTH KOjH je Y TECHO]j HHTEpaKLHjH
Ca apXMTeKTYpoM, yKnanarnso ce y fyX BpeMeHa W TeXHH Ka ToTan f13ajHyY, LUTO je YHHH-
no ocHoBHe noctaske cTuna CeliecHje Koju je ocBajao deorpacky apXHTEKTOHCKY CLieHY.
Mehytum, HHkrocTpu cede Huje Buaeo kao npepactasHuka Ceuecuje, Beh kao cTBapaoua
Y HOBOM HapOAHOM CTHAy ocnodoheHom forMu akageMusma. Hberos pan Ha HCTpaXKHBatby
Cprcke HapoaHe AeKopaTHBHE YMETHOCTH M MOKYLLIAj hEHOT OXHB/baBatba KPO3 YMETHHY-
KW pap [Loduja notBpay y Np13Haky Koje je My je duno ypydeHo 1910. roouHe, a Yuju not-
MUCHHLM CY DUNK UCTaKHYTH CPMCKH YMETHHLM, apXHTEKTe, KYNTYPHH W HayYHH pagHHLH.
[lparyTHHOB YMETHHYKH W CTBapanayku onyc Tokom dopaska y beorpany odyxsatao je Liu-
pOKH OWjana3oH MocioBa of U3pade AeKopaluje U HamellTaja 3a yrieaHe npeacraBHuKe
WHTeNeKTyanHe enuTe, Kao wWTo cy reorpad Josax Lisujuh, ceHatop Jparocnas hophesuh,
nonutnyap hophe lenunh, npeko eHTepHjepa jaBHHUX W LpXaBHHX 3hara: HapogHor noso-
pHLLUTa, eHTepHjepa TpH code MUHKCTapCTBa YHYTpallhbKX fena, cBedaHe cane HapogHe
BaHke u cBeyaHe cane Tpehe beorpafcke rumMHaswje, cprnckor NaBM/boHa Ha bankaHckoj 1s-
noxdw y JTonpoHy, cee no fexopauuje nueHHLe Konapau, v kadaHe JapaaHenu. MehyTtum,
rnocne noyeTHoOr NpyxaaTama y deorpajickoj CpefiuHH, BpNio Op30 TeopHjcke NocTaBke, anu
v cTBapanaliTeo MHKHOCTpHja, B1Ba U3T0XKEHO KPHUTHKaMa M TO Of] pOJOHaYeNHHKa HaLHo-
HanHor ctuna y Cpduju Angpe CreBaHosuha v bpaHka TaHasesuha. brxoBom KpHUTHKOM ce
NpBEHCTBEHO ocropaBa MHKWOCTPHjeBO pasymeBatbe apXHTEKType OJHOCHO MHTepaKLvje
JeKopaLimje 1 KOHCTpYKLHje YMMe ce [oBOoJe Y MHTakbe W TeopHjcka NonasuLUTa NpUMeHe,
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anu W pasymeBara HapoOAHE OPHAMEHTHKE M HaLMOHAHOT CTHNA Y QYHKLH]H apXHTEKTOH-
cKor cTBapanalutsa. Mako npusHat W LemweH BaH rpaHyua KpamesuHe Jyrocnasuje, [pa-
ryTiH MHKHOCTpH je Tek npen cMpT noBogom 50 rogrHa papa [odHO Npu3Hake ca 0BHX
npocTopa 3a CBOjy AeNaTHOCT — MMCMeHO npu3Hatre KparbeBcke akagemuje Hayka.

Pap vMa 3a Lu/b KPUTHUKO NMPEUCTIMTHBAE TEOPHJCKOT M MpakTHUYHOr pada [lparyTyHa
HHkHnocTprja Meperaka y CBeTny KpUTHKe caBpeMeHHKa. [KOHTeKCTyanusaLmjom Teopwj-
CKWX MOCTaBKH K aHaNIM30M [iefnla Koja Cy duna npenmer KpUTHKe Texuhe ce oceT/baBatby M
00jeKTHBH3ALM]H NUTakba HHTEPaKLMje CeLlecHja — HaLlMOHAMHK CTHI1/ apXHTEKTypa-a13ajH.
YnpaBo mMTara WHTEepaKLHje HHCMHpaLHje W TEOPHJCKHMX MOCTaBKH, Kao M MHTEpaKuHuje
NpUMetbeHe YMETHOCTH M apXHTeKType Cy KpyLiMjanHa 3a KOHTeKCTyann3aLmjy 1 BpeHoBa-
tbe cTBapanatutea MHkHocTpHja. Dopmupatbe HaLMOHaNHOT CTHNa fydoKo je noBesaHo ca
LPYLUTBEHO MOJIMTHYKUM W KYNITYPHHUM [ielllaBatbkMa KojH Cy MMasii CBoj ofpa3s y GopmHpa-
FbY XKEJbEHOT/MOXEHOT HALMOHAHOT KOHCTPYKTa. AHANIM30M LLUIMpEr KOHTEKCTa Y OKBHpY
pafa, nonpuHehe ce pasymeBatby nosuLmje MHKHOCTpHjeBOr cTBapanallTBa Kao M HeroBrx
yTHLaja Ha pa3Boj HaLMoHanHor ctina. CBojeBpemMeHO ocriopaBaH, MPEBaCcXOAHO OfL CTpaHe
apxuTekata, 300r Hermo3HaBatba apXMTEKTYpe M KOHCTPYKTHBHHX 3aKOHHUTOCTH, NMEXOpaTHB-
HO eTHKeTHpaH Kkao dexopatep, OparytH MHknocTpn Meperwak faHac npeacTas/ba Hesa-
00MnasHo MMe y UcTopHorpadCckMM pafloBUMa U MoHorpadHjama Koje ce dase UCTOpHjoM
apxuTeKType W npumemeHoM ymetHolhy Cpduje nouyetkom ABageceTor Beka. CauyBaHa
Jdena MHKHOCTpHja NpencTaB/bajy Haj3HavajHHja eHTepHjepcka ocTBapetba y beorpagy no-
4eTKOM [iBafeceTor Beka YMMe OBaj CTBapanall 3ac/ly)xyje oTBapare LU1per OUcKypca y Uc-
MUTHMBakbY MyTa Of HHCMKpaLKje 00 HHTepaKLHje.

KmbyuHe peuu: [lparyTiH MHknocTpr Meperak, HaLuWOHaNHKW CTH, CeLlecHa,
NpUMetbeHa YMETHOCT, eHTepHjep
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YHHUBEP3HUTETCKA BHUBJTHOTEKA
KOCOBA (1971-1982) AHAPHJE
MYTHAKOBHRA U PETHOHATTU3MHU Y
[MO3HOJYTOC/ITOBEHCKOJ APXHUTEKTYPH

ANEKCAHOAP KAOHJEBHR
®unosodcku dakyntet, YHusepsuteT y beorpaay, Cpduja

Ha KocoBy 1 MeToxHjH, ayTOHOMHO] jyrocnoBeHCKOj MoKpajuHH y cactaBy Penydnuke Cp-
duje, op 1971. no 1988. roguHe je pa3BHjaH apXHUTEKTOHCKM NpaBaL, Ha3BaH ,,KOCOBCKH pe-
rMOHanM3am”, KojM je eKCrIMLUHUTHHUM CUMOOSTMYKMM Harnacuuma Tpedano na uspasu od-
jeaubeHy KynTypHY NOSIMTHKY paBHOMpPaBHHWX Hapoda W HapodHoCTH. M3pacTao Ha Tanacy
LpYyLITBEHHX pedopMH MO ycBajaky HoBOT dheaepanHor ycTaBa jefHONapTHjCKe CoLMjanu-
cTHuKe apxase (1974), napTiKynapHe KynTypHe TeHAeHLHje abrpMHCcao je 1 Ha NoJby rpa-
Hera. MoaenncTHiKM LOMHHAHTHO OCTIOHEH Ha AYTo MOTHCKUBAHY OpHjEHTaNIHY OCMaHCKy
TpalHLH]jy, KOJTMKO M Ha OrLUTE Haeasne NporpecuCcTHUYKOr MOJEPHHU3Ma, PErMCTPOBaH joLu Yy
CBOM BpeMeHY, pe3yNTHpao je ca HeKOSTMKO OPUIMHANTHUX OCTBapeHa, Y KojuMa Cy MaLlTo-
BMTO €BOLIMpaHH KOLIKacTo-cpeprHyHK MOTHBH MOKpPajUHCKe rpafHTesbcke TpadHLyje.

Y Kpeunpatby HOBOT KYNTYPHOT HOEHTHUTETA, Nopes, CTpyUtbaka U3 andaHCKor W TypCKor Ha-
LIMOHA/IHOT KOpnyca, y4eCTBOBao je U BENHKH dpoj cpnckrx aytopa U ypdaHucra. Noced-
Ha Naxkrba je NoknamaHa M3rpafri odjekata KynType v NpocseTe, Kao LWTo je HapoaHa M
yHH1Bep3HTeTcka dndnuoteka Kocosa (1971-1982) y MpHLwTHHK 3arpedaukor apx1tekTe AH-
Apwje MyTrbakosrha, MHCMIMPUCAH BU3aHTH]CKO-CPTICKMM CPeAHOBEKOBHHM HEHMMAPCTBOM
M OCMaHCKHUM MpHU3peHCKMM amamoM. OByxBaTHa M HaMeT/bKBa, NMocTana je He3aodHnasHH
rpafcku CMMOOoN, 3aCHOBaH Ha PerMOHaNIMCTHYKK MPeno3HaT/bMBOj CEMAHTHLIM, KOja je nof-
CTak/a CIMYHE eKCKypce Uy IPYrHM Y ApYTHM jyroCciIoBEHCKHM apXHTEKTOHCKHUM CpeauHa-
Ma. bbeH creurdryaH NpocTopHO-08MKOBHH CKIIOM, UCTOPHCKH 3HaYaj M CTaTyC y cUCTEMY
CMOMEHHYKE 3aLUTHTE NocnefbHUX rOAHMHa MPUBAaYe BENMKY Naxty MehyHapodHe KynTyp-
He jaBHOCTH.

KrbyuHe peun: apxuTekTypa, Jyrocnasmja, perMoHanuamu, [NputrHa,
YHH1Bep3HTeTecka OMdHoTeKa

3AXBAJTHHULIA: Oaj pap je pe3yntat UCTpaxkMBaha y OKBMPY Hayy-
Hor npojekTa ,Cprncka ymeTHocT XX Beka. HaunonanHo 1 EBpona” (&p.
177013), Koj1 bHrHaHCHMpa MUHHUCTapCTBO MpoCBETE, HAayKe U TEXHOMO-
wwiKor pasBoja Penybnuke Cpduije.
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DESIGN PRINCIPLES
FORACHIVING
INTERIOR SPATIALITY

DORDE ALFIREVIC

Studio Alfirevi¢, Belgrade, Serbia

SANJA SIMONOVIC ALFIREVIC

Institute of Architecture and Urban & Spatial Planning of Serbia, Belgrade, Serbia

Achieving spatiality is one of the essential topics in designing the ambience in which a cer-
tain visual effect can be carried out or a higher level of spatial comfort obtained. The meth-
ods relied on to achieve this are various: from shaping the physical boundaries of space by
use of open plan, flexibility, enfilade or circular connection, partial, directed or complete
opening of space towards its surroundings, up to application of some of the optical illu-
sions that redefine the experience of space boundaries. Depending on the method used,
spatial contours can be clearly defined or more or less obvious, or a space can be formed,
which does not reveal all its qualities through static observation, inviting the viewers to pass
through it in order to fully perceive it. If there is a lack of physical possibilities, and also as
an addition to previous methods, it is also possible to change the perceptive image of the
space through virtual build-up with the help of some of the optical illusions.

The aim of this paper is systematization and critical examination of basic designers’
principles which, in the domain of organization, shaping or materialization of the interior,
achieve a higher level of spatiality.

Keywords: architecture, interior, space, spatiality, design principles
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CLEHOIPA®HJA KAO MNMPEBOL
TEKCTA: CPICKA CLEHOTPADH)A
NOCJIE APYTOI' CBETCKOI PATA

HUHOC/TIABA BUREHTHR
DakynTeT NpUMereHHX YMETHOCTH, YHHUBep3HTeT ymeTHOCTH Y Beorpapy, Cpbuja

Papn HacTaje ca Hamepom fa fonpHHece ycrnocTaB/batby M pa3sBUTKY MCTOPHje U TeopHje cpri-
cKke cueHorpadHje v pasmaTtpa cTBapanallTeo Bogehux cueHorpada y nepromy of, negece-
THX A0 OCaMAeceTHX roarHa XX Beka. YnpaBo Tafia OroBOPHOCT M criodofa cleHorpaduje y
yodnryaBamy NOMMPOHHUUHHX ayTOPCKHMX TEKCTOBA Y je[IMHCTBEHE LieJIMHE CBE BHLLE pacTe,
Ma ce OHa yCrocTaB/ba Kao jefHa 0, AOMHHAHTHHX KOMMOHEHTH CLIEHCKOT M3pasa.

[NpBv Oeo pada ykasyje Ha cLueHorpade YHja je npakca odenexuna MoLepHH3aLIHjy cpri-
CKOT Mo3opuLUTa 1 omoryhina heroso ydp3aHo yknanare y akTyesriHa eBporcka M CBeTcka
Mo30pHLLHa KpeTarba. M nopen 3HavajHe ynore kojy je UMano y ocaBpeMetbrBatby Cprckor
nosopHLUTa, cTBapanawteo Bnagumupa Mapenwvha, lywana Puctrha, Muomupa Jenuha,
Munenka LepdaHa, Bnagrcnasa Jlanuukor M octannx cprick1x cleHorpacda, Ao caf HH-
je nodbuno TeopeTcky Naxmy Kojy 3ac/yyje, na je 0BO NpH/MKa fla ce UCpaBH HemnpaBaa
Mpema YMEeTHOCTH W KyITypH Halle cpefHe, a HCTOBPEMEHO W MOBOA Aa ce GopMHpa HC-
TpaxkMBauKo rnosbe de3 Kora du TeopHja M MCTOpHja CprCKe MpHUMerbeHe YMETHOCTH drna
HenoTnyHa.

OcBpTOM Ha HHX0Ba Haj3HaYajHHja YMETHHYKa BOCTHIHYha aHanr31pa ce v HaurH Ha Ko-
ju cueHorpadHja y4ecTByje y Tymayety TeEKCTa W HEeroBOM NMpeBoAy Y ApYrH 3HaKOBHH CH-
cteM. OBO YMHHK OKOCHHMLY Apyror Aena pana koju he cueHorpadHjy nocmaTpati Kao HOBH
TEKCT, NpeBof, AeNa Y BU3yenHW 3HakoBHHW chcTeM. CLeHorpaduja ce TyMauu ca CeMHo-
LUKOT acrekTa, Kao 3HaK CaulteH Of, pa3fMYMTHX BHU3Yye/IHHX OJHOCa U HaYMHa HHXOBOT
pacnpocTipara M KomOHHoBama. [Kako Ou ce LWTo NoTnyHMje carnefana beHa KoMMieKkcHa
ynora y onpeheHoj noctasum duhe rctakHyTe W dyHKUMje cLeHorpadHje NpUIMKOM TyMa-
yetba fiefla M HauYMH Ha KOjW HacTajy Be3e 3a CaMHM TEKCTOM Ha KOjH Urpa pedepHLue.

KrmbyuHe peun: cueHorpaduja, cpncko nosopuiute, Bnagumup Mapenwuh, [lywan Puctuh,
Muommp Jenuh, Munenko LLiepdaH
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DADA-JOKH ZENIT EKSPRES/DADA-JOK
VS. DADA TANK KU DADA JAZZ: CALPXA)
U OOPMA HACOIHCAY OYHKLUHJH
MPONMATAHOHE BOPBE

BECHA KPYJbAL],
@akynTeT NPUMERHEHHX YMETHOCTH, YHUBEP3HTET yMeTHOCTH y beorpany, Cpduja

I<ao MynTMMe[HjanHO KM KONEeKTMBHO Aefio HacTajano Mnof, OKpU/beM aBaHrapae, Yacormnmc
CafipXXH BHLLe acrekaTa Koju cy Y dyHKLMjK BepdanHOr 1 BHU3YeNHOTr akLeHToBatba, Ae-
MOHCTpaLHje 1 adbrpMaLmje KibyuHHX Haeja NoKpeTa. 3a pasymeBatbe cafapxaja U Gopme
vaconwca Dada Tank v Dada Jazz c jenre, a c ppyre ctpaHe Dada-Jok v Zenit ekspres/Dada-
Jok, kao cpepctaBa nponaraHaHe 6opde u nnathopmu KOHPPOHTHPatba aBaHrapLHHX, anu
KOHKYPEHTCKHX MoKpeTa Yy Jyrocnaeuju Tokom 1922, HeonxofaH je KpaTtak OCBPT Ha MCTO-
PHjCKH U YMETHHYKKM KOHTEKCT HacTaHKa 3eHWTH3Ma W jyro-gage, YMeTHUUKY HAEONorujy
OBMX MOKpeTa U YMETHHUKH NMPodHN HHUXOBHX HocHnaua — Jbydomupa Muuwrha, BpaHka Be
MoswaHckor 1 JparaHa Anekcuha.

BoheH npejom na ce nocne TpayMaTHUHKUX MCKyCTaBa M KaTacTpodanHux nocnenuua Mp-
BOT CBETCKOI paTa Ha MaprvHama eBporncKkor nofpyyja Kpenpa HoBa, NporpecHBHa W Apy-
LUTBEHO aHraXKxoBaHa yMeTHoCT, Jbybomup MuLmh je kao aKTHBHCTa, KHHKXEBHHK, MyONHLM-
CTa, ypeOHHK Yacommnca H KrbHra, IMKOBHH KpUTHYap 1 TeOpeTHYap YMETHOCTH, a0 KibyYaH
JOMPHUHOC apTHKyNaLMjK MOEoNorHje 1 NoeTrke 3eHWTM3Ma. bro je To NpBK M3BOPHO jy-
rOCI0BEHCKH aBaHrapAHHW NokpeT ca cegulutem y 3arpedy (1921-1923) v beorpany (1924-
1926), koju ce npodHnrcao kao cneuudrUHa YMETHHYKA, allk U CBOjeBPCHA MAEOOLLKA H
COLIMOKYNTYpHa Napajnrma. Y 0CHOBH 3€HHTHUCTHYKE HAeonorkje dro je vosek, ,,dankaHcku
BapbaporeHuje” Kao KpeaTop HOBOT, pEBOYLIMOHAPHOT KYNTYPHOT MOZENa M HOCHIaL, MaH-
C/IOBEHCKOT YMETHHUKOT MOEHTHTETA yTeMEEHOT Ha apHUPMaTHBHUM Tymadetbuma dan-
KaHCKOT MPUMHTHBH3Ma W BapBapH3Ma, a MPOTHBHOT He CaMO AOMHHAHTHUM ECTETHUKHUM H
COLIMOMONMUTHYKMM MaTpHLIama, Beh 1 cMcTeMy BpeAHOCTH Ha KOjeM je BEKOBHMMaA MoYHBana
3amnagHoeBporncka LMB1nK3aLuja. Y nutary je cneulmdryHa hopmyna aBaHrapie, Koja je Ha
KpeaTWBaH HaulH ancopdoBana MHOLUTBO pa3/IMUMTHX, HHOBAaTHBHHX MNOETHKa (ekcrpecHo-
HH3aM, nocTkydr3am, PyTypHusam, fafansam, KOHCTPYKTHBHM3aM, cynpemaTtrsam, bayxayc,
ancrpakumja, Hagpeann3am). 3aCHOBaHa Ha CHHTE3W YMETHOCTH W XHBOTa, HOBHUX MefHja,
Pa3NUYMTHX CTUIOBA M )XaHPOBA, OHa Ce yknanana y npodnemcku auckypc mehyHapoaH1x
nokpeta aBaHrapge. Kao nporpamcko rnacuno 3eHUTUCTHUKOT MOKpeTa, Yaconuc 3eHull
je 3axBamyjyh1 MHTepHALMOHAHO] OpHjeHTALMjH, NPOTPECHBHO] KOHLEMNLMjH — CoLHjan-
HO aHra)xoBaHOM acrneKkTy ¥ HHOBaTUBHOM BH3YEe/THOM WAEHTHTETY CTeKao pecneKkTaduiHy
nosnuHjy y mehyHapooHOM KOHTeKcTy. Tome y MpHUIor roBOpH BENMKH HpOoj MHOCTPaHHX H
nomahux capafiHHKa, ayTopa UyCTPaTHBHHX M TEKCTYaIHUX MPHIIOra, YHje Cy ce YMETHHY-
Ke KoHuenuHje pednekToBane y cagpxajy U dopmu vaconuca 3eHuT. Mehy trma dunu
Cy W eKCMOHEHTH dafe, npe cBux [paraH Anekcuh, NecHHK, ecejucTa, TMKOBHHK M GHUIMCKH
KpUTHYap K TeopeTHYap, OCHMBAY NokpeTa jyro-gaaa (1921). 3dor Texme Aa jyro-nanq odes-
delv ayTOHOMHY MO3HMLIHjy Y OBHOCY Ha 3EHUTHUCTHYKH KPYT M3 KOjJEr je HHHULHjaNHO MpOMcC-
Tekna, Anekcuh 1922. y 3arpedy ocHuea [laga knyd v nydnukyje nanauncruuke pesuje Dada
Tank v Dada Jazz, kojuma je BEMOHCTPHUpPAo packunp, ca 3eHHTHM3MoM. KoHcekBeHTHO, foNasu
y CyKo0 ca loHe,aBHO DIMCKHUM, anu puruaHum Muurhem v rerosum dpatom bpaHkom Be
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MormaHCKKUM, KOjH Kao MpOTHBOLroBOp HUcToBpeMeHo nokpehy pesujy Dada-Jok, nonjenHa-
KO MosneMHYKy W adbrpmaTHBHY Npema fafanamy. Anexkcrh v MomaHckK drnK cy kpeaTopw
W CeNneKTopH BU3YENHHX U TEKCTYasIHUX MpHIora y MOMEHYTUM 4acoMUCHMa, Ha YHjUM ce
CTpaHH1LIaMa 0[lBHja0 CBOjEBPCHHM MpoMaraHOHK paT 3a XereMoHHjy 3Hauetrba BoheH He ca-
MO MHcaHoM peujy, Beh 1 rpadryuKrM OU3ajHOM HACNIOBHHX W YHYTpaLLItbKUX CTpaHHL, TH-
norpadckMm peLlerbimMa, BU3yeTHUM CHMDONMMA U HITyCTPaTHBHUM NpHI0o3uMa (KomaxH,
LpTexH, poTorpaduije, unycrpaumje).

Bopehu ce 3a npropHTETHY MO3MLMjY jyro-fafe W 3eHUTHM3Ma Kao MCTUHCKHMX HoCHnaLa
pafMKanHor npespata y jyrocloBEHCKOM APYLUTBY, KyITypH M YMETHOCTH, oba ayTopa cy
ce y KOHLemnuMnupamy NOMeHyTHX Yacomnuca ocnamana Ha MCKyCTBa W pellierha Hemadke
nafe. Y nuTatby Cy CeMaHTHYKK NapagoKcasHe, anorvyHe 1 popmanHo HecTaHhapAHe Bep-
daniHe W BU3ye/He TBOpPEBHHE ayTOpa U3 3eMJbe M MHOCTpaHCTBa: THNorpadcke (poHeTcke
v onTodoHeTCKe) Necme, HCKasK 3aCHOBAHKW Ha MYNTHUIM/IMKALIM]K peYur W yaBajatby CroBa,
MPOBOKATHBHH CIIOraHK W NaM(IeTCKH TEKCTOBH, HITYCTPaTUBHH MpHIo3K odoraheHH ayTo-
rpatbCK1M HHTEpBEHLIMjaMa H jyKCTano3HLMOHHPAHH Ca HU30M rpadHyKKUX cCHMBoNa K TH-
norpadckrx 3HakoBa pasfIM4MTHX JUMEH3H]a U HecTaHAapAHWX hopMK. TakaB KOHLLeNT Ya-
ComMuca y AaTOM BpeMeHy W CpefHHH NpencTaB/bao je GopmMasiHO-CaapKMHCKY HHOBALIH]Y H
3HaYMo CcydBep3Hjy ecTeTUUKHMX KaHOHA AOMHMHAHTHHX Y KOHBEHLIMOHANHO KOHLMMUPaHUM
nepuoaryHMM nydnuKaLmMjama. 3axsamyjyhu 0Boj yMETHHUKO] KOHPPOHTALLHjH M KOMMETH-
LMjH MojaM YMETHHYKOT Aefa MPOLUMPEH je Ha MoAapyyje MpUMEHEHWX YMETHOCTH M, Tako,
OTBOPEH MyT apTHKYNaLHjH KaCHHjHX, HeoaBaHrapAHHUX POPMH YMETHHUKOT HUCTO/baBakba y
JyrocnaBuju (KrHra yMeTHHKa Y KOHL,eNTyasTHOj YMETHOCTH).

KmyuHe peuu: 3eH1TH3aM, aaan3aM, Yacomuc, nponaraHaa, KoHdpoHTaLuja, Jyrocnasuja

3AXBAJTHHLIA: OBaj pap, je pe3yntaT UCTpaxx1Bata y OKBHMPY Hayu-
Hor npojekTa ,Cpricka ymetHoct XX Beka. HaunoHanHo 1 Espona” (6p.
177013), Koju bHrHaHCHMpa MUHHUCTapCTBO MpoCBeTE, HayKe U TEXHOMO-
Likor pasBoja Penydnuie Cpbuje.
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[PAOHUBHE, JEKOPATHUBHE
1 JESHYKO-TNMTOJMOBHE
OCOBEHOCTH

[MTOBE3A KbHTA

ANNEKCAHOAP REK/THR
YNYNYAOC, beorpaa, Cpduja

Y oBoM pagfy npencraBMheMo MCTOpHjy MoBe3a CPMCKUX KibHra ca MocedHWUM OCBPTOM Ha
noBesWBayKe U3pase, UMajyhi y BUAY YHHEHHLY 0a KOA HAC KHHIOBE3auYKH MOjMOBH HHUCY
joLL yBEK HOPMHpPaHH, LUTO OTEXaBa MUCTPaXKMBaYuKH paf, Kao W NMpeHoLlere KhbHrosesay-
KOT 3Hatba. PasjalLbaBatbe TEMATCKHMX MUTaka U MCTOpHjcke rpahe nogpasymesa Tymavere
cneuurdHYHOr MOjMOBHHKA.

IKao ocHOBa 3a HUCTpaxHBatbe OBe TEME MOCTYXKHIH Cy NMOBE3W U3 dDHdNHOTEKa MaHaCTH-
pa XvnaHgapa, [levara, Hukosua, Apxvea CAHY, HapoaHe dudnuoteke Cpduje, Matuue
CpricKe, Kao M HEKONMKO DoraTHx MpHBaTHHUX Konekuuja. MocedHa naxta nocseheHa je 3a-
N1CcHMMa MajcTopa noeesrBava KhHra. Ha ocHoBy oBe rpaf)e npeactasuhemo rpaa1BHa, fe-
KOpaTHBHa M je3MYKO-TOjMOBHa oDenexja NnosBesa KM ra of, cpefrer Beka Ao AaHac, Kpo3
TPH HajBaXKHW]a nepropa:

- Cpncko-BH3aHTHjcku nepuof,. Opf HajcTapyjux nose3a [oO MoBe3a Lpyre NoNoBHHe
XVII Beka, ca onrosapajyhum cpnckoc/ioBEHCKHM NOjMOBHME;

- Cpncko-bapokHu neprog Tokom XVIII Beka, ca ogrosapajyhum cnaseHocepdckum
u3pasuma, Te

- [Nepvopn cpenroeBponckor K 3anagHor ytuuaja og kpaja XVIII Beka no naHac, ca Ty-
HrLama npeTexxHo HemauKor nopeksa.

Ca TepMHHONOLLIKOT acnekTa, y pafy Cce MOMHibY M Ha3WBH 3a NojeiMHe MaTepHjane, Npw-
dop 1 opyha, anu ce roBopu 1 0 oapeheHHM rpanrBHUM eNeMeHTHMA KibHra YKj1 Cy Ha3HBH
3ayBeK U3rydrbeHu ycnep npekuaa Tpagrumje v HegocTaTka NUCaHKWX M3BOpa, Na ce CTHYe
noTpeda HHXOBOr MOHOBHOT MMeHOBaa. Takohe, yKasyje ce M Ha pasHOMKOCT je3UYKHX
TpagHLHja y CaBpeMEHOM CPIICKOM je3nKy, rae apxeorpathcki MCTPaXHBaUuM Texe jesuy-
KOj YHCTOTH, a rpacHyapH 1 3aHaT/IHje KHHIOBECLIM KOPHCTE CreLdHYaH peyHHK NojMoBa
npeyseT U3 HemauKor jesurka. AyTop HacTojM Aa pasjaCcHH pasfiHuMTe je3ryke Tpaduumje 1
pasfitynTe yTHLaje Kako DK MCTaKko HOraTCTBO YMETHHUKOT M 3aHATCKOT M3pa3a M KOHTHHY-
UTEeT NoBe3rBayke TpaauLHje.

Krbque peyH: NnoBes Kkbura, KibHUroBecCLH, KbHroBesa4dku I'IOjMOBH, rpafuBHH ENEMEHTH
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COOPERATION OF THE NATIONAL BANK
AND PAVLE PAJA JOVANOVIC DURING THE
PERIOD 1928-1939. A CASE STUDY: ARTISTIC
DESIGNS FOR THE 1000-DINAR BANKNOTE
WITH THE PORTRAIT OF QUEEN MARIJA
KARADORDEVIC

GORDANA JAUKOVIC
National Bank of Serbia, Belgrade, Serbia

This paper will presenta manner in which visual culture in the process of making visual solu-
tions was developed, i.e. drawings for banknotes of National Bank in the period of National
Bank of the Kingdom of Yugoslavia. Namely, as a result of cooperation between Nation-
al Bank and Pavle Paja Jovanovi¢, emerged a proposal of standards regarding appearance
of banknotes, i.e. through forming new concept of visual identity and in order to prepare
banknotes for Kingdom of Yugoslavia. Mentioned drawings for banknote that originates
from collection of The Institute for Manufacturing Banknotes and Coins in Topcider we at-
tribute to artist Pavle Paja Jovanovi¢. The review of the drawing, recording of the drawings
and development of clichés were produced in Paris, at the Banque of France, where the
engraver for this banknote, Emile Deloche, was employed. One precious source of data are
minutes from the sessions of the National Bank’s Governing Council, kept at the Archives
of the National Bank of Serbia. They can be used to track the procedures and decisions nec-
essary for drafting the concept designs for banknotes. This led to the identification of the
use of standardised symbols required when producing artistic designs, and subsequently
the money in circulation.

Keywords: Pavle Paja Jovanovi¢, drawings for banknotes, National Bank, Kingdom
of Yugoslavia, Banque de France
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CJTIOBOAHHJA O MTHLLE
U NAKLIA O JTIEMTHPA - LUHUPKYC
IKAO YMETHHUYKA UHCTTUPALLHJA

MAPHJA B. AUBAL,

Bucoka rpahesrHcko-reopetcka Wwkona, beorpan, Cpduja
CAPA M. MHJTOLLEEBHR

Bucoka rpahesrHcko-reopetcka Wwkona, beorpan, Cpduja
KATAPHHA X. JEBTHR-HOBAKOBHR

Bucoka rpahesrHcko-reopetcka Wwkona, beorpan, Cpduja

Linpkycku cnekTakn y MHOTMM YMeTHHULMMa dyaro je MHcnrpalujy Hocehu y cedu fnHa-
MHKY, ApaMy W y3dyniBe BU3yesHe edekTe ca jefiHe, a ca Apyre CTpaHe MEeNaHXomu1jy
CeTy, Koje cy ocTaBWne Aydoke TparoBe y yMeTHHYKWM Aenrma. M cam Hacnos oBor pafa
npencTaB/ba HaM A0 YKja je HHCMMpaLiMja ynpaBo LMpKYC (LMTHpaik CMO pey 13 npHno-
BeTke MBe Anapwha, y KojuMa je cappkaHa nuLYeBa hacLMHaLmWja M3HeHahyjyhux moryh-
HOCTH apTUCTKHHbE Ha XXHLH). PasniMunTH BUAOBH YMETHOCTH, MPUMEHEHE YMETHOCTH, CIH-
KapcTBO, My3HKa, KHHXXEBHOCT M DKM MPaTHIIK Cy pa3Boj LIMPKYCKOT criekTaksia K yrpaBo
FHXOBa Aena NpencTaB/bajy rMaBHE CBeIOKe hEroBor NocTojakba Kpo3 uctopHjy. Cama apxu-
TEKTypa LIMPKYCK1X odjekaTa, teHe CrioxeHe reoMeTpHjcke Gopme, Hoce Tparose cehama
Ha LIMPKYCKH CTEeKTak/ M3 Neproia HeroBor HajBHLLET HUBOA pa3Boja. Y 0BOM pafy, Kpo3
MpHKa3 YMETHHYKHX AeNa MHCMMPHUCAHHX LIMPKYCOM, MoKyLLaheMo [a OCBETIMMO HHTepak-
LLHjy MOjedHHHX YMETHOCTH W LIMPKYCKOT CreKTaka.

DeHOMEH LIMPKYCKOT CreKTakia MMa 3Ha4yajHO MECTO Y COLIMOMOLLKHM, NMCHXONOLLIKHM H
aHTPOMOMOWKKM CTyLHjamMa, anu Kao Aeo KynTypanHor namhera nocedHy naxmy npysna-
4K YMETHOCT, KOja je HapaxHyTa MpH3opHUMa LMpKycke clieHe. PeneBaHTHHM nojam 3a 0BO
MCTPaXKMBatbe YMHH MojaM LIMPKYC, Na je HEOMXOAHO TEPMHUHOOLLIKH ra OAPEeNHTH, jep LMp-
KYC MMa [iBa 3Hauetba — NMpencTaB/ba BPCTY CLEHCKOT U3Bohetba W yje[Ho odjeKaT y KoMe ce
OH ofpaBa. [1peaMeT 0BOr HUCTpaXk1Batba TEMATCKK NMOLAPa3yMeBa KPUTHUKO pa3maTpatbe
M aHaNM3y apXHTEKTOHCKHMX hOPMH LIMPKYCKHX odjekaTa M YyMeTHHUKHX Aena nocseheHux
LMpKyCy — miakaTa, YMeTHHUKKX doTorpadHja, crmka, ckynnTypa, KibHXEBHHUX pafoBa,
My3HKe W PHIIMa, jep CBE CY TO ENIEMEHTH KOjU YHHE MCTOPHjY LIMpKYCKOT cnekTakna. Hc-
Tpak1Batbe Ce 3aCHWBa Ha JocaAallibiM casHatbhMa W oyekyje ce aa he omoryhuth dome
pasymeBatbe CIIOXEHOCTH (heHOMEHa, KOjH MpeACcTaB/ba LIMPKYC, LUTO CMO MOCTaBHIIM Kao
LIMJb UCTpaXkMBatba OBOT paja. Ha weros pasBoj, MMase cy yTHLaj HCTOPHjCKE K MOMUTHYKE
MpPOMEHE W HEOMXOLHO je Y3eTH y 003Mp Npeknanarba CoLMjanHHX, MOIMTHYKKX, MPOCTOpP-
HHX, YMETHUYKHX, ODITMKOBHHX M DPOjHHUX OpPYrHX yTHuaja. 3a mpoyyaBame THX yTHLaja,
MpPHUMEeHEHa je METOAA MCTPaXHBata UCTOpHjcke rpahe y3 MeToAe aHanM3e, KoMrapaluje
v cuHTese. [pernenom oBx 3dMBaka MocMaTpa ce akTyeTHOCT LIMPKYCKOT CrieKTaksa y pas-
NIMYHUTHM NEePHOLMMA H MPOMEHE KOje Cy MMasie YTHLAj M Ha [aHaLLHbe CTarbe YMETHUUKHUX
Lena MHCMMPHUCaHKUX LIMPKYCOM, LUTO NMpeLcTaB/ba OYeKMBAHH PE3YNTaT UCTPaXKHBatba.

Lupkyc kao ymeliHuuka hopma u Helosa apxuiiekmypa

Y MHOTMM 3em/baMa LIMPKYC je [ODHO CTaTyC Apamcke YMETHOCTH U CaCTaBHH je fieo nporpa-
Ma Y OKBHPY HHCTHUTYLIMOHANTHKUX NO30pHLUTa. 1ojedMHH ayTOpH ra Tymaue Kao CrekTaksl, a
LpYru ra cBpCTaBajy y M3Bohauke yMeTHOCTH. Heku LnpKycko H3Bohere cMaTpajy CHHTe-
30M MHOTHX BpCTa YMETHOCTH, KOjMMa je MpHAOLAT CMIOPTCKH yX W M3a30B, HocehH y cedu
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n3pas msHeHahyjyhux moryhHoctH YoBekoBor Tena M gyxa. OHO 0 YeMy ce Marbe pasmu-
LW/ba, jecTe TyMauyere LipKyca Kao NpocTopa, 0fHOCHO Kao MeCTa of1rpaBatba LIMpKycKe
npencrase. Tako NPOCTOp LIUPKyca MOXKeE BUTH OMKcaH KOHKPETHUM (DH3HUUKHM NPOCTOPOM,
OAHOCHO MpeACTaB/baTH CTaLMOHApHH 0djekaT u3rpaheH o uBpcTor matepujana. Ca apyre
Tauke rnefuLUTa, MPOCTOp 3a OApXKaBatbe LiUpKyca MOXe OHUTH MpenasHor odnuKa, MoHTa-
KHOT TMMa, NO3HaTHjer MoA MOjMOM LIMPKYCKH wwatop. Tpehun obnanK npocTopa 3a LMpKyc
je oTBOpeHor, Hajmare ofpeheHor THNa, U faHac ce oBe NpencTaBe MorynapHoO HasuBajy
YNHYHKUM nepdpopmarcrima. OBaj NpocTop, hH3HUUKK HEOTPaHHYEH, YITaBHOM Ce Npeknana
ca ipyrum, HameHcku oapeheHrM ypdaHHM MecTMa, MPETEXHO YIULIOM UK TProm. Apxu-
TEKTypa NojeAHHHX CTaLMOHAPHHX 0bjeKaTa M hHXOBa reoMeTpHjcka popma HHCMHpaTHBHE
Cy 3a [la/ba MCTpaXKHBatba.

Kynt@ypanHo tamherve yupkyckol cliekakna

Cnukapcrso: Linpkyc ce jaB/bao Kao TeMa y pasfiMuuTHM YMETHHYKHM ernoxama. Linpkycku
MOTHBH 3a0KyM/bajv Cy NaXKty MHOTMX ciivKkapa. [1pu3opu Mory BKUTH pasnHuunTH, of 3a-
YCTaB/bEHUX MOMeHaTa M3 MpejcTaBa O OKOJIHUX CLieHa MydbnmKe, akpodaTa M XHBOTHHbA
y KaBe3uma. ¥ pagy hemo u3nBojuTH papose TpH cnimkapa — Mapka LLlarana (Mapk 3axa-
poBmy LLlaran, 1887-1985) v MNadna Mukaca (Pablo Picasso, 1881-1973), kao 1 AnekcaHapa
Iykosuha (1924-2014), umje cy cTBapanalLTBO 0OENEXHITH LLUPKYCKH MOTHBH.
MprMereHe yMETHOCTH — NakaTH, KepamHka. .. IKao npeM 0dnuk pekname, nocroje H3BOpH
Koju uyBajy doTorpaduje NpBMX NnakaTa 3a CnekTaksl, OHW JaTHpajy jow K3 18. Beka. UH-
TEPECaHTHOCT NIeXH Y NMpHKas1Batby YMETHHUUYKHX MOTyNHOCTH, jacHOM npuKasy ogadpaHor
CerMeHTa M3 npefcrase, Kao Teme Koja Tpeda Aa NpyByYe Maxty noceTynava, 3ajefdHo ca
onrosapajyhum cTMnom KomnosuuMje nnakara. Mnakatuma Xydepta Xunwepa (Hubert Hil-
scher, 1924-1999) nocseTheMo NocedHy Naxmy.

MpBu ,modunn” AnekcaHnepa Konpepa (Alexander Calder, 1898-1976) nocseheHu cy
ynpaBo LMpKycy. Fberos KMHETHUKK LIMPKYC Cce cacTojao of, Tpyrne of, npeko cejampaeceT
MHHHjaTypHHUX Hrypa K KHBOTHHa, Ca CTOTHHaMa [oAaTaka Kao LUTO Cy Mpexe, 3acTaBe,
TENWcH 1 Namne, a cam ayTop je HMNPOBH30BaO HACTyMe OBOr LiMPKyca 3a Bpeme CBor do-
paBka y lMapu3y. MHcnHMpaTHBHE Cy W LIMpKYCKe HaycTpauuje kepamuke o, lNrkaca, o ca-
BpeMeHHX ayTopa.
®unm m dotorpacduja: LiMpkyc je TeMa 1 HaCNIOB jefHOT 04, KYNTHHUX HEMKX brnmoBsa Yapsu
YannwuHa (Charlie Chaplin 1889-1977), a y p1nmckoj npoayKL1ji CHUMIBEHO je MHOTO dH-
MOBa, KOjMMa je LMpKyc dro nHcnrpauuja. Ockapom Harpahenu dunm ,Hajseha npencrasa
Ha cBeTy” je opama Kojy je pexxupao Cecun demun (Cecil DeMille, 1881-1959). Kpos oBa
ABa PrIMa M iHXOBY KpaTKy aHanr3y nokylwahemo ga npoHUKHEMO Y pasfiMuuTe NprcTyne
uMpkycy. Kao dpotorpada nsgsojuhemo Anekcangpa Muxajnosrua PonueHka (AnekcaHap
Muxaknosry Popguenrko, 1891-1956), koju je dHo jenaH of yTemMerbiBaya KOHCTPYKTHBHU3MA.
Mysuka: MHcnrpaumja Huje 3a00uLLna HH My3uyape, [a Yy CBOjUM CTMXOBHMA MPHKaxy
LIMPKYC. 3aHUM/BHBO je Aa CY C& MHOTH KOHLLEPTH 0[ipXaBaJii yNpaso Yy LIMPKYCKUM 0djeKTH-
Ma. 300r pasnuunTHX OMLKja MPOMeEHe CLieHCKe nnaThopme, pacBeTe, My3HUKe akyCTHKe W
ApYrux MoryhHOCTH, Yak OHAA Kaf, HWje drna paseHjeHa TEXHHKA, LIMPKYCH Cy TO NnoceoBa-
JH, LLTO je MHOTO 3Ha4MIIO 3a M3BONHere My3HUKHX KoHLepaTa. OHM ce 1 JaHac NoBpemMeHo
ofp)kaBajy Ha 0BMM MecThMa. Linpkyc je dr1o MHCNHMpaLmMja 1 jyrocnoBEHCKOj pOK My3HLM.
Heke rpyne cy y cBojuM necMama KOPHUCTHIIM LIMPKYC 3a pas/fiMim1Te XXHBOTHe MeTadope H
4€eCTOo Cy OMOTe MI0Ya KpacHK LIMPKYCKH MPH3O0pPH.

KrrxesHocT, yaconucuk: Kako cMo M 3anoyenuy Halwl paf, pevyrma m3 npunosetke ,Linp-
kyc” Use AHgpuha (1892-1975), Koja FOBOpH O MMMPECHjH fevaka LIUPKYCKOM NpeacTaBoM,
3aBpwrhemo ra ynpaBo odjaB/beHHM POMaHOM LLIBELCKOT nMcLa JoHaca KaprncoHa (Jonas
Karlsson, 1971), ca ©cTHM Ha3WBOM, y KOMe TOKOM MahjHOHHWYapcKe NpeacTase LOOPOBO/baL,
K3 nydrrKe MUCTepHO3HO HecTaje. MU3aBojuhemo krury ,,Anpua nae pane” Octoje hypvha
(1934), kao jeOHHy KrbHry ca OBHMX NPOCTOpa Koja denexwu UCTopHjaT jeaHor LupKyca. Tako-
He, HM NeCHHULM HUCY OCTaNiM paBHOAYLLHKW Npema 0Boj TeMH, necma Muke Antuha (1932-
1986), ,[TocMpTHH MapLL KNOBHOBA” ca CETOM eBOLIMPa LIMPKYCKe NpH30pe, KpO3 NECHHUKOBO
pasMMLL/bakbe O CMPTH. HacommcK 1 MarasmHH cy drM cactaBHH [0 LIMPKYCKOT XXHBOTA.
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Yaconucw ce Mory W faHac HahM Ha MHTEPHET CTpaHama, y kiMa Cy AaTh NporpamH M Ko-
MeHTapH NpeLcTaBa, NpHye apTHCTa, NPOCIaBe M roCToBakba.

YMeTHHYKa iena Koja Cy MHCMHpHCaHa LMPKYCKMM CNEKTakMoM, YHHE HEeroBo KynTypas-
Ho namhere 1 omoryhaBajy dorbe pasymeBatbe ClI0KEHOCTH heHOMEHa KOjW MpencTaBsba
LIMPKYC.

KrbyuHe peuu: LnpKyc, cnekTakn, MHCIMpaLuja, yMeTHocT, ceharbe, MHTEepaKLHja
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SOULFUL RHYTHMIC OBJECT:
SOCIAL ROLE OF ART
IN BAKHTIN, LEVINAS, KRISTEVA

EIICHI TOSAKI
Faculty of Philosophy, Monash University, Melbourne, Australia

Levinas’s “Reality and Its Shadow” is the only monograph on the condition of aesthetics
in art and its use in society among his writings. His key terms are ‘resemblance’, ‘morality’
and ‘rhythm’. Levinas warns that ‘resemblance’ in art is immoral when accompanied by the
enchantment of rhythm. To understand Levinas’s arguments on the ethical condition of
art, itis useful to reference Bakhtin’s concern about the condition of rhythm in terms of the
single subject (spirit/id) and in relation to others (soul/super-ego), and how these co-exist.
Kristeva’s understanding of Plato’s ‘chora’ provides theoretical grounds for consideration
of the role of rhythm and the independent condition of aesthetics and art, which she ar-
gues in terms of rhythm’s pre-linguistic (pre-symbolic) importance in the developmental
stage of the soul.

This paper will address how the condition of the artwork has been taken for granted; how
naive (or disingenuous) the proponents of modern art have been by advocating an ‘inde-
pendent’ status for art in social life. For Levinas, the critique of modern art’s dominant con-
dition is requisite for the possibility of post-Holocaust art practice. Aesthetic judgements
independent of ethical overtones are not so much useless as harmful for the basic human
condition. If we follow Levinas’s prescription of the condition of art, the question arises: is
it still art without subjective aesthetic judgement? Everything is a ‘text’ if all human activity
occurs within language. Art is not an exception. A bigger question is: how can art get out-
side the representational system? Can non-representational (or non-linguistic) expressions
of art be free from ethical problems?

Keywords: rhythm, Levinas, Bakhtin, Kristeva, aesthetics, Plato, chora, representation
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SALLUTHUTHH OBJEKTH

APXEOJTOWKOI HACJTEBA:

NU3MEBRY MHXEREPCKOI OBJTHKOBARA
N APXUTEKTOHCKE JTMKOBHOCTH

AHA [.. KOHTHR

Apxu1TtekToHCKH thakynTeT, YHuBepauTeT y beorpany, Cpbuja
PA1OJKO OBPAJOBHHR

Apxu1TtekToHCKH thakynTeT, YHuBepauTeT y beorpany, Cpbuja
MHWNHUUA NETPOBHR

Apxu1TtekToHCKH thakynTeT, YHuBepauTeT y beorpany, Cpbuja

Pap je ycmMepeH Ha aHanu3y KOHCTPYKTUBHOT CK/10Ma 3aLUTUTHOT 0DjeKTa apXeosoLLKOr Ha-
cneha, Kao M3pasa UHXKEeHEPCKOT 0DNTMKOBAtbA M aPXHTEKTOHCKE TMKOBHOCTH. Y NpBOM Lieny
pafa aHanu3WpaHe cy akTyesHe oapeade y 0dnacTu 3aLTHTe apxeonoLuKor Hacneha, koju-
Ma ce fedHHHLLY KPUTEPHjYMH 3a BPeOHOBAHE HHXXEHEPCKOT 0D/IMKOBatba NpUMereHOT
KOHCTPYKTHMBHOT Cklona. Y Apyrom Aeny pafa, UCTH KOHCTPYKTHBHHM CK/10M je MoCMaTpaH M3-
pa3 apXHTEKTOHCKE TMKOBHOCTH, KPO3 aHanM3y TeKToHHKe npocTopa. Linm uctpaxusata je
[a Ce KpO3 aHamnM3y NprUMepa M3 npakce yKkaxe Ha crnelrdHUYHOCT MpojekToBakba M YnTatba
3aLUTHUTHHX ObjeKaTa apXeosOLLKHX Hafla3HLUTa, KOjH MOXe yHarnpea1TH 0HOC Ca apXxeoso-
wkkm Hacnehem y dynyhem pagy Ha peKoHCTPYKLHjH.

CaBpemeHa AOKTpHHA 3alITHTe, Kpo3 MefyHaponHe W HalMOoHanHe noBesbe, AePHHH-
LLe KpHUTepHjyMe 3a BpeAHOBabE PasfMUHTHX NPHUCTYNa y NPOLIECY 3aLUTHTE apXeosoLLKOr
Hacneha. Y npsom feny pafa, HeONXo4Ha je TeopHjcka KOHTEKCTyanM3aluja, koja oMory-
hasa dore pasymeBarbe noctojehux KoHLenaTa U cTpaTeruja, Kao M aHan13a akTyesHUX
onpendr kako du ce MpenosHanM peneBaHTHHU KPUTEPHjYMH 3a BpeHOBatbe MHTepBEH-
LMje Ha apXeoNlOLKHUM HanasHLWTHMa (peBep3HOHUIHOCT, 04YBaHOCT OPHIHHANIHe CTPYK-
Type, KOMNaTHOUNHOCT yrnoTped/beHor MaTepHjana...). AHanM3a KOHCTPYKTHBHOT CKona,
ofabpaHe cTyauje cnyyaja, 3aLUTUTHH odjeKaT Haj pUMCKHM apXeoNOLLKHM HanasHLUTeM,
Mutepa LlymTopa (Shelters for Roman archaeological site, Peter Zumthor), BpLuu ce kpo3
NpeTxoaHo AedHHHCaH CeT KpUTepHjyma. Y Apyrom aeny pafa, KoHCTPYKTHBHH CK/IOM HCTe
CTyAuje cnyyaja, aHanM3MupaH je Kao U3pa3 apXUTEKTOHCKE JIMKOBHOCTH. M3paxaBare nu-
KOBHOCTH KpO3 00/IMKOBate KOHCTPYKLHje, AeHHHCAH je Kao TEKTOHHKA Y apXHUTEKTYpH.
Mopdupoc (Porphyrios) HaBoaK Aa je dpura TEKTOHKKe TPOCTpyKa M Aa ce orfeaa y orpa-
HHUY€EHOj MPUPOAH KOHCTPYKTHBHHX KapaKTepHCTHKa MaTepHjana; HaUMHHMMa OCTBapHBatba
Be3a M3Mmel)y KOHCTPYKTHBHHX eflemMeHaTa; BU3yenHoj cTaThLM hopMe, Mo N1Tatby cTadun-
HOCTH, jeAMHCTBA M paBHOTEXeE. Y 0BOM KOHTEKCTY, BaXKHO je AedHHHCabe TepMHHA Tek-
TOHHWKE, U HeroBo npeuusHuje ogpehrsame. OfadbpaHa cTynuja cnyyaja cmaTpa ce age-
KBaTHOM 3a OBY BPCTY aHasi13e, jep UCryraBa nocedHe dyHKLMOHAHE U ECTETCKE 3aXTeBE
KpO3 MpHUMeHEH KOHCTPYKTHBHH CKJIOT, Te Tako oTBapa MOryhHoCTH 3a pasnnumnTe HaurHe
4MTatba UCTOT.

MpenMeT UCTpaxk1Batba je apxeosnoLLKko Hacnehe, koje Mo cBojoj NpHpoaH yKasyje Ha He-
MoryhHoCT ycrocTassbatba reHepasHor, UCNpaBHOT M CBeodyxBaTHOT NpucTyna. [oped Tora,
YXXH NpeaMeT UCTpaXKMBaha jecte ofadpaHa CTyAMja ciyydaja, 3alTUTHH 0DjeKaT Hah pUM-
CKMM apXeosIoLLKMM HanasuwTeM, [MruTepa LlymTtopa. Y aHan1sm npumepa 13 npakce, npo-
dnematrKa ce 0fHOCH Ha NpernosHaBatbe NPUMEHEHOT KOHCTPYKTHBHOT CKJI0Ma, M HEroBo
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BpeLHOBake Kpo3 NpeTxoaHo AedHHHUCcaHe KpHuTepHjyme. McToBpemeHo, npodnematuka ce
0[JHOCH M Ha YHTatbe TeKTOHHKe MPOoCTopa Kao Aea apXHTEKTOHCKe TMKOBHOCTH.

MpHMapHH LMb UCTpaXxk1Bathba jecTe [a Ce yKaxe Ha [Bojaky npupomy KOHCTPYKTHBHOT
ckona, Kao M3pasa npoueca MaTepHjasHor 0dNMKOBara, M M3pa3a apXUTEKTOHCKe JIK-
KOBHOCTH. AHanM3a je cnpoBefieHa Ha KOHKPETHOj CTYLHjH Cryyaja, Kpo3 KpHUTepHjyme fe-
¢bHHHCcaHe MehyHapOAHUM W HaLlMOHANHKM MOBe/baMa, Kao M MPHUKasHBake YMETHHYKOT
00nMKOoBama KOHCTPYKLIMjE Y apXHTEKTYpH. 3afaLii HCTpaxkHBaba Cy popMHpaHH Tako fa
omoryhe cHCTeMaTcKo MCTpakMBame, Of, TEOPHjCKe KOHTeKCTyanu3aluje 40 npenosHa-
Bahba CTpaTeryja Ha KOHKPETHOM MPOCTOPHOM OKBMpY. ¥ 0[JHOCY Ha NnocTaB/beHe LiH/beBe,
neduHuwy ce cnenehu 3apaLM UCTpaXkHBatba: cenekluja peneBaHTHUX MehyHapooHHX U
HaLlMOHaNHKUX ofpeadH y odnactu 3alwTrTe Hacneha, chcTemaTH3alMja Npenopyka y Lniby
CTBapaha ceTa KpUTepHjyma 3a BpefHOBatbe, aHan13a CTyauje cydaja Kpo3 npemnoxeHe
KpHUTEpHjyMe, DedHHHCarbe TepMHHA TEKTOHHKE NPOCTOpPa, aHar3a CTyAuje ciyyaja 'y KOH-
TEKCTY TEKTOHHKe MpocTopa.

MNMonasHe x1notese HcTpaxuBatba: PopmMHpatbe 3aLUTUTHOT 0djeKkTa HaL apXeosoLKHUM
HaNasHLWTHMa, Ha CaMOM MoYeTKy OTBapa MuTake ofHoca Hacneha v HoBe cTpykType. Y
cknagy ca feprHHUCaHUM NpeamMeToM, MPodieMoM, LIM/beBHMMA W 3aaLlMMa HCTPaXHBatba,
nedurHHcaHe cy cnefehe nonasHe xunotese: — CBaka MHTEPBEHLIMja Ha apXEOOLLKOM Ha-
cnehy, c 0d031pom Ha heroBy crneliMdHYHOCT, 3aXTeBa CBEODYXBATHO M NPoaydsbeHo HCTpa-
XHBatbe NMPOCTOPHHX, KOHCTPYKLIHjCKHUX M ODNIMKOBHHX KapaKTepUCTHKa CBAKOT HaNnasMLUTa
MOHA0COD, M Yy TOM KOHTEKCTY Ce He MOXe YTBPOMTH jefiaH OCHOBHH, NpaBH/aH, CBeodyxBa-
TaH NpHCTYN, KOju BK ce Morao MPUMEHHUTH Ha pasnuuuTe 3agate npodneme. — KoHCTpyK-
TMBHM CK/10M 3aLUTHTHHUX 0DjekaTa, MoXe ce ynopeao NnocmMaTpaTH Kao U3pas maTepHjaiHor
00/1MKOBaHba M apXMTEKTOHCKE JTMKOBHOCTH, M OBE [1BE NMPUPOLE He UCKIbYYYjy jenHa Apyry.
Metope nctpaxwBatba: Y okBHpY paja, NOTPEdHO je KOPUCTHTH HEKOJTMKO HayYHHX METoAa
HCTpaXKMBatba: METOL, NPHUKYMJbakba NofaTtaka, MeTof, odbpajae nojataka, MeTof, CTpYKTypHe
aHanv3e, MeTop ancrpakuumje, MeTon AedyKLuje.

LinmbeBm M 3apaLm MCTpaxHBatba Cy NMOCTaB/beHH Tako [a Kpajtbu pesynTaT UCTpaXkHBatba
omoryhu carnepfaBame KOHCTPYKTHBHOT CKJI0Ma Kao rnpeceka Hayke M YMETHOCTH: MaTepH-
janHor obnrkoBara M U3pasa JIMKOBHOCTH, U THME CTBOPH HOBa MCKYCTa y O[HOCY Ca apXeo-
NOLLKHMM NOKaNMTETHMa, 3a JasbH paf Ha 3alUTHTH KyNTypHor Hacneha.

KrmbyuHe peum: 3aLuTHTa W NpeseHTalyja Hacneha, mehjyHapoaHe nosesbe 1 npernopyke,
KOHCTPYKTHBHH CK/10M, TEKOTHHKA NPOCTOpa
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MY3EAJTU3ALHJA SAOCTABLUTHHE
APXHUTEKTE MHUJTAHA 3/10KOBHRA KAO
[MPUMEP 3ALUTHTE KYJITYPHOI HACJIERA

AHTENTHHA BAHKOBHR
Mysej rpapa beorpapa, beorpag, Cpbuja

ApxuTtekta MunaH 3nokosuh (1898-1965) dHo je jenaH of MMOHHPa MOLEPHE apXHTEKTYpe
Ha TepuTopHju Penydnuke Cpduje u jenaH op ocHuBada [pyne apxuTekata mofepHor npas-
La Koja ce npBa 3anarana 3a MpUMeHy Hayena MoJepHe apXUTeKType Yy CpPrcKoj CpedHHH.
Hberoa nopognyHa kyha y Ynuuu MHTepHauroHanHux dprrapa 76 cMaTpa ce HajcTapHjum
[enom MmoJepHe apxuTtekType y beorpaay. CauyBaH apXHTEKTOHCKH OMYC, anu U pe3yntaTv
TEOPHJCKOT M MCTPaXKMBAYKOT pafa, kao W JyrorofMiltba nefarollka akTHBHOCT Ha MecTy
npocecopa Ha ApxHTEKTOHCKOM thakynTeTy YHHBep3WTeTa y beorpaay ycnosunu cy aa Mu-
naH 3nokoBHh y nuTepaTypH dyae UCTakHYT Kao jefaH Of, Haj3HauajHHjUX CPIICKHUX apXuTe-
KaTa npBe nonosuHe 20. Beka. 3aocTaBwTMHa MunaHa 3nokosuha, y Kojoj ce Hanase opu-
FMHaNHK NPOjeKTH W AOKYMeHTaLlMja 3a NMOAMIHYyTe 3rpafe, KOHKYPCHH pafioBH, 0djaB/beHH
Hay4YHH pafioBH W pyKommcH, denellike, poTorpaduje, TMUHK NPEAMETH U IOKYMEHTa 1 Koja
ce vyBa y nopoauyHoj kyhu y Ynuum UHTepHaumoHanHnx dpurapa 76 y beorpagy, nocro-
jana je joll 3a )XMBOTa apxMTeKTe, anu O CaBpPEMEHOr TPEHYTKA HHje drna My3eonoLLKH
BpedHOBaHa, 300r Yera HUKaAa HHje CTekna cTaTyc KynTypHor fodpa. HacnenHuuu MunaHa
3nokoBrha ocHoanu cy 2016. roarHe ®oHpaumrjy MunaH 3nokoBHh, ¢ LiMbeM a MoMor-
HY OuyBakby W 3alUTHTH rpaheBHHa NOAHIHYTHX MO MPojeKTHMa OBOT apXWTEKTe, anv U Aa
ocurypajy 3aocTtaBLUTHHY. HakoH nperosopa ca Mysejom rpaga beorpagaa, y majy 2017. ro-
OMHe je noTnrcaH MNpoTokon o capaftbk Ha OCHOBY Kojer he 3a0CTaBLUTHHA M3 MOPOLHYHE
kyhe duTH npexeta y Mysej rpapa beorpaaa 1 dopmupan Slerat Munana 3nokosuha, ynme
3ano4eo npoLec Myseanusaliuje npukasaH y osom pagy. Cam npouec odyxBata HEKONH-
KO aKTHBHOCTH, YHjHUM CpOBONHErEM Ce OCHIypaBa 3aLLTHTa NMOKPETHHUX KYITYpHHUX Aodapa
(My3ejckux NnpeameTa UM My3easuja), a Koje Cy: ouyBatbe npeameTa (YMHe ra cenekumja,
aKkBM3HMLMja, KOH3EpBaLHja K yrNpaB/bakbe My3ejCKOM 30MPKOM), HCTPaXKHBare U KaTanoru-
3aLMjy, a 3aTUM K KOMYHHKaLMjy Koja ce Moxe 0DaB/baTH MyTem U3Noxdu, nydnukosama
WKW OPYrHX HauWHa NpeseHTauuje npeameTa. Linm oBor pada je Oa ce, y 04HOCY Ha 3aKkoH
0 KYNTYpHWUM [0OpUMa M NojefMHEe My3€eoJIoLLKe TeOpHjCcKe MOCTaBKe, MNONyT OHMX [T1Te-
pa BaH MeHwwa vnn Mse Mapoesrha, npoLec My3seanvsaluje npeamMeTa M3 3a0CTaBLUTH-
He MunaHa 3nokosuha y Mysejy rpafa beorpafa npukaxe Kao jeaaH of OCHOBHX HauHHa
3alUTHTE KYNTYpHHUX fodapa, Kao W [a ce NocedHO Harnacu BaXXHOCT heroBe UCrpasBHe W
TeMesbHe peanusauuje, Kojom ce odesdelyje ouyBarbe CBHX peneBaHTHHX Mofataka Koje
npeOMeT cafpXH, NoAjefHaKo Kao W Heroe JOKyMeHTapHe BpedHOCTH, Kao npenyc/oBa
CBake Jasbe KOMYHHKaLlMje, anu U afeKBaTHe 3allTHTe.

KrmbyuHe peun: myseanusauuja, MunaH 3nokosuh, 3alutrTa KynTypHWx fodapa, nerat
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THE THRONE ICONS OF THE
ICONOSTASIS IN THE BIGORSKI
MONASTERY (THE SHADES
FROM THE PAST)

ANGELINA POPOVSKA

National Conservation Centre, Skopje, North Macedonia
SVETLANA MAMUCEVSKA-MILJKOVIC

National Conservation Centre, Skopje, North Macedonia

Introduction: Recognizing art through science raised higher respect and contribution for
the throne icons from Bigorski monastery. Settled in the womb of the church St. John the
Baptist, in the aura of the Bigorski monastery, the magnificent and huge icons from the
famous carved iconostasis, still retain our attention and breath. Modern scientific pene-
tration contributes to the identification of the painting palette, a stratigraphic layout of the
layers and especially to the discovery of the painting skills of the old masters performed by
the Samarians school of the zoographos, during their stay in Bigorski monastery (1831-32).
The father and son, Michail and Daniil monk, their painting has remained unrevealed until
the bliss of the modern magnifying glass of the highly developed scientific methods and
apparatus.

Scientific research: The exclusive technology of these icons was analyzed by qualitative
analyzes in combination with XRF analyzes made on 27 samples taken from different places
of throne icons. The system of painting layers and their material compound was displayed
through a stratigraphic presentation that identifies tempera emulsion as a traditional icon
style, finishing with several layers of natural resin varnish. Identified pigments used over the
centuries (lead red, cinnabar, red and yellow ocher, copper green, orpigment, carbon black,
ultramarine, azurite and lead white) were mixed with oil resin medium. Gilded-plated surfac-
es with golden leaves glued to the orange bolus, as well as the final strokes on the clothing
with liquid gold (golden pigment), were additionally enriched by the rare technique of punch-
ing and engraving, simply glorified the throne figures depicted in the central space, rounded
off with scenes. Analyzes, together with proposals and decisions on restoration methods and
treatments, discussed mostly about the old varnish and its degradation. The upper layers of
the varnish noted deeper cracking in the form of cracklelures, which did not reflect harmful-
ly on the deeper layers, or on the iconography. During these probes, it was established that
in the gold plating zone, the signatures as well as some outer brown contours of the figures
were performed between the two layers of varnish. The decision to regenerate a part of the
varnish using rapidly volatile solvents was sensitivity especially due to the duration of the
dissolution and fast varnish drying. By regeneration, it was possible to dissolve and distribute
the upper varnished layer which initiated the homogenization and dispersion of the entire
surface evenly. The biggest difficulty was due to the size of the icon and its dimension, that
is, the beginning and duration of the process, which once started, had to be carried out with-
out any interruption on the treated surface. Due to the rapid evaporation of toxic solvents,
the process had to take place continuously, and without protective masks for better visibility.
The dedication of the artistic presentation was extremely important.

Discussion: The legislative from 1991 until nowadays has pushed the idea of parallel au-
thority of the cultural heritage, based on the possession of the churches and returning to
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the former properties of the church. Through legislation, each conservation project is man-
datory with the approval of church authorities. Squeezed between the legislative and the
ecclesiastical authorities, conservation usually ends with the adoption of laws or courting
the church’s owners and their will, which in many cases does not approach the level of pro-
tection and reconstruction standards, but rather to the desired goals, remaining trapped
by the intentions or tastes of church authority. Empowered ecclesiastical authorities give
themselves the right to authorize private companies that work according to their order and
their needs, which is often in conflict with the rules of protection that have further become
the subject of future discussions about how cultural heritage should not be treated and
maintained. By changing the cultural environment with high-tech equipment, the intention
of mass tourism, along with the birth of a multitude of new believers, begins the era of
cultural consumption and the destruction of cultural landscapes by the monks community,
which brings the economy to the level of industry, slowly vanishing the spiritual sanctuaries
in monasteries. As a competitor, the statutory church also changes the type of conservation
into restoration, the reconstruction into the blur copy from the old cultural heritage, once
in the past registered and documented as a culture value.

Conclusion: The artistic and aesthetic presentation was the finish of the conservation
efforts that implemented European standards for preservation of all authentic layers, in-
cluding several layers of varnish, visibility and transparency that do not involve any distor-
tion or optical deformation. The aging of the natural-resinous varnishes and their yellow-
ing familiar to the old masters, further justified the method of regeneration of the surface
varnish layer or non-removing the old varnish. In response to all our efforts to preserve the
authenticity at the same time to respect the taste of the monks, we encountered a huge
effort in upbringing and the abolition of their own, despotic style mixed with a kitsch and
some sense of “purity”! Compared with the true values of pure, correct relation to the cul-
tural heritage and its compound, we could not in any way embrace a compromise with the
monk’s rigor in the term considered as “purity”. Nowadays these two icons still remain with
all layers of the varnish, and those once regenerated, as well as the lower ones, all authentic
and preserved with the restoration standards applied to the cultural heritage. Nowadays,
monks still consider our restoration as a “spoiled egg purred over” the iconography. In spite
of the modern technology, in spite of the church dogma, despite conservatism in conser-
vation and in the end - despite the professionalism of the expert team — Does empirical
science really contributes in the monk’s spiritual folder and behavior? What educational
tools should be used to break the mind’s frame for sympathy, empathy towards the values
of the cultural good and its quiet return to us, as believers? In this case, the conservators &
science can only and simply say in a return: Just Believe It!

Keywords: throne icons, Bigorski monastery, varnish, presentation
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CONSERVATION AND RESTORATION
OF ASPECIMEN FROM THE PRIVATE
LEPIDOPTERA COLLECTION

BOGDAN KNEZEVIC
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RADMILA DAMJANOVIC

Faculty of Applied Arts, University of Arts in Belgrade, Serbia
TIJANA LAZIC

Faculty of Applied Arts, University of Arts in Belgrade, Serbia
MINA JoVIC

Faculty of Applied Arts, University of Arts in Belgrade, Serbia

Subject of this paper relates to the restoration of a damaged Lepidoptera specimen from
the private collection. The specimen belongs to a group of three separately stored butter-
flies that were placed between glass sheets joined with aluminum frame. The bodies of
specimens were fixed for the back glass sheets with an adhesive. After fall, two of three
frames were damaged. The back glass sheet of one frame cracked, so it was necessary to
replace it with a new one. This was a delicate process as it included separating the body of
an undamaged specimen from the glass. The other frame broke into pieces, which caused
damage to body and wings of the specimen. After the current state analysis the following
problems were detected, which were to be treated during the conservation and restoration
process: reconstruction of missing body part, reconstruction of missing wing parts, joining
separated parts of wings, joining wings with body, reconstruction of antennas. It was also
necessary to place specimens on new glass sheets, so that they are framed in a way that
corresponds to the original frames. Before restoration was done the tests were performed
in order to choose an adequate material for repairing missing parts of body and wings, ad-
equate adhesive for joining separated parts of wings as well as adhesives for joining wings
with body, materials for antennas reconstruction and retouch techniques. By owner’s re-
quest it was necessary to attain the visual blending of original and added materials. The
principle of reversibility was followed as much as applied materials allowed.

Keywords: lepidoptera, conservation, restoration, insects
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o4 TPAOMUHOHANHOI O CABPEMEHOT
MPHUCTYTNAY KOH3EPBALKHJHU U
PECTAYPAUHIH APBEHUX HOCHJTIALLA
MKOHA - TIPUMEP PA3BOJA
KOH3EPBATOPCKE INMPAKCE T'AJIEPH)E
MATHLE CPCKE

OAHHUENIA KOPOJIH)A LIPKBEHAKOB
lanepuja Matuue cpncke, Hosu Cag, Cpdwja
NYKA KYJTHR

lanepuja Matuue cpncke, Hosu Cag, Cpdwja

[lpBo je BeoMa yecT HocKnaL, CivKe, a NocedHoO je pallrpeH y HKOHOMHWCY. TpadrLHoHanHe
BM3aHTHjCKE W NOCT-BH3aHTHjcKe, 3orpadicke W HapokHe HKoHe Hajuellhe cy cvMKaHe Ha fa-
cum. [lacka je yect Hocrnau, v 3a MkoHe 19. 1 20. Beka. Ca TPOMEHOM MCTOPHjCKHUX U CTUICKHUX
eroxa Metasna ce M TexHHKa M3paje MKOHa, ani CUCTEMATCKO MCTPaXKHBatbe MCTOPHCKHUX TeX-
HHKa W3pajie CPrCcKUX MKOHa A0 cajla HHje cnposedeHo. Mano o0djaBrbeHHx pafoBa O TeXHHY-
KHM MCMUTHBatbMMa MKOHa YrnaBHOM ce daBHo KapakTepH3aLMjom dojeHux cnojesa W npe-
napaType W1 Cy HCNWTHBaHba CripoBeieHa Kao 1eo KOH3epBaTOPCKHUX pafoBa NojedHHauYHHX
nena. Kaga je pey o KOH3epBaLMjH HKOHa CIMKaHHX Ha JacLy, pafoBH Ha ApBEHHM HOCHO-
LMMa cy Hajuellhe noBepaBaHH CTONap1Ma ca Matbe MK BHLLE KOH3epPBATOPCKOT MCKYCTBa
v npucTyna. M3 Tora y BeNMKOj MEPH NPOU3MIa3H M Manikh OOMM MCTpaXKHBatba U CUCTEMaTH-
3aLiMje UCTOPHjCKHMX KOHCTPYKTHBHHUX TEXHHKA, Kao M KOH3epBaTopcka Nnpakca 3acHWBaHa Ha
CTONapCKUM NpHHLKNKMMa. TpaguLMoHanHe MeTofe KOH3epBaLitje U pecTaypali1je gpBeHor
HOCHOLLa Cy UCTe OHE Koje ce KOPHCTe W KOJ, heroBe H3page: fierbete facaka, ykpyhusare
KyLUaLMMa U ojadaBatbe IPBEHUM IENTUPHMa. 3a HKOHE Koje Cy Ce jako BUTonepune, Hekap,
cy n3pahrBaHH HOBM KyLLIaLIM Ca KpHBHHOM Koja je MpaTH/a KpHBHHY facke Hockoua. OBakas
MPHCTYN y KOH3epBaLMjH U pecTaypaLmju LpBEHOT HOCHOLLA [laBao je CTadMIHOCT ako Jacka
HHje U3NToXeHa BESTMKMM BapHjalivjaMa Bnare 1 TeMnepaType Koju O1 YCOBHIM heH CTanHK
paf, v TeHOEHLIH]y MOHOBHOT KpHBJbetba, a MOTOM W M0jaBy HOBMX MYKOTHHA W NOTK/100yYetba
dojeHor cnoja. KoH3epBaTopcKH NpHCTYN HHje noapasymeBao nocseheHo NpoyyaBame opBee-
HHUX HOCHNaLa, jep HUCY cxBaheHH Kao BakHW AENOBHM YMETHHUKHX Aena. Takohe, HepocTa-
jano je npUMereHo 3Hatbe 0 KOMMIETHOM MOHaLLaky ApBeTa y pasnuynuTHM ycrnosrma. Y ca-
BPEMEHO] KOH3epBaTOPCKOj MPaKCH, APBEHHUM HOCHOLIMMA Ce MPHUCTYMa Ha ApYrayvjy HaumH.
lMonasu ce of aHan13e npodnema dojeHor cnoja, Kao HajBaXkKHHjer cerMmeHTa JIMKOBHOT Aena,
npoyyaBajy ce moryhu y3pou npodnema, a 3aTUM ce NaHWpa KOH3epBaLiuja 1 pectaypaLiy-
ja LpBEHWX HOCKNaLLa Tako [ia Ce CHIe Koje y3poKyjy fedopmalimje HocHoLa KU nociefryHe
MyKOTHHe Jacke K NOTKNodyYera DojeHor crioja CMatbe M pyKe Mo KOHTPOSIOM, Y ckiagy ca
NPUPOSHHUM KpeTakeMm 1 fedopMaLijama apBeTa koje Huje moryhe cnpeuntu. MpucTyn Koju
ce MpHMetbyje je NoLUTOBatbe HHTerpuTeTa MpHUpoe ApBeTa Ha CBMM PacrosioOXHMBHUM acrek-
THMa, Y LIM/bY KOHTpOJIe a He cripeyaBatba fAedpopmaliyja. [edopmalimja facke 1 cune Koju ce
Yy h0j pasBHjajy 0djallilbeHH Cy ca CTaHOBMLUTA NpUpoLe MaTepHjana 1 dhu13nKe, a KOH3epBa-
TOpCKa pellietba Cy M0/, cCapafbe HayuHHKa M MCKYCHWX KOH3epBaTopa.

Y konekuuju Fanepuju Matuue cprncke Hanase ce CTOTHHE HKOHa Koje Cy MpUMEepH CBHX
HaBeJEHHWX CTHIOBa W TeXHWKA HM3paje, a BENIMKK Dpoj je KOH3epBHUpPaH W pectaypupaH y
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NpoTeKkNnM JeleHHjama, TpaguLHMOHaIHHUM NprcTynoM. HMako cy MHdbopMaLmje o koH3ep-
BaTOPCKHUM TEXHHKaMa NPUMerEeHHM Ha [pBEHHUM HOCHOLIMMA, ako W MOCTOoje y AOKYMeHTa-
LiMjH, BpNo WType, konekuuja MkoHa lanepuje MaTtuue cpncke ocTaje U3y3eTHa da3a 3a fda-
/ba UCTPaXHBatba oBe TeMe. Jlocafa cy HacTanM TeKCTOBH (HeodjaBrbeHH) XabHnHUTaLMOHKX
pafoBa, Of, KOjUX Ce jefaH U3hBaja Mo KBasMTETY, a y HOBHje BpeMe BehH KOH3epBaTOPCKH
npojexTy NpaheHH cy NnpernenHUM CTyAHjamMa O TEXHHLIM U3pafe HKOHA, KOjH Ce MOTY Y3eTH
Kao 3ayeTak CUCTEMAaTCKHjer NMpUCTyna y npoyyasatby TeXHUKE W3pajde ApBEHHX HoCHaLa
nkoHa. CaBpeMeHH NpHCTYN KOH3epBaLlMjH1 OpBEHHX HOCHIIaLLA MKOHa MPHUMEtbeH je y pady
lanepuje Matwuue cpncke o kpaja 2018. roguHe Ha MkoHama M3 Myseja cprncke npaBocnas-
He enapxuje dynnmcke y CeHtanapeju v Pusnuue bauke enapxuje. OH je yisbyuHo CTyoujy
CTabMNHOCTH CHCTeMa Jacka — npernapaTypa — 00jeHH Cnoj, UCTpaxkHBartbe y3poka Aedopma-
LMja Jacke W MPOLLeHY HeHe CTadUIHOCTH HaKoH ocriodahara of, KpyTHX Kyllaka, NpoHa-
naxere afeKkBaTHOr 0JHOCa eCTeTHKe LieIMHe U CTPYKTYpasHOT MHTerp1TeTa yMeTHHUYKOr
Lena v u3sohere HOBHX eNacTHYHHjHX KyLlaKa, a CBe KpO3 aHanM3y crneLUpHIYHOCTH Npo-
dnema, f1janor 1 KOHcynTaumje.

Y pany he O1TH NprKasaH npernes cTapyux KOH3epBaTOPCKHUX TEXHHKA Ha OPBEHHUM HOCH-
oLMMa, aHan13a HxoBe eHKaCHOCTH W OMPaBAAHOCTH y CBET/TY HOBMX MPHCTYNA, Kao M
JeTarbHO 0dpasoxeH HOBH MPHCTYN KPO3 M3BEAEeHH TPETMaH KOH3epBaLlMje U pecTaypaLiy-
je npBeHoOr HocHoLa Ha NprMepy HKoHe Muxajna XXuskosuha ,Ckupame ¢ kpcTa” M3 doHaa
Myseja cpncke npaBocnasHe enapxuje dyarumcke y CeHTaHapejH.

KrbyuHe peuu: opBeHH HOCHOLM, MKOHA, KOH3epBaLlMja, pectaypaLimja
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THE INSPIRING MEDIATION
OF ARCHAEOLOGICAL HYPOTHESES
BY ARCHITECTURAL ABSTRACTION

DOMINIK LENGYEL

BTU Cottbus-Senftenberg, Germany
CATHERINE TOULOUSE

Lengyel Toulouse Architects, Germany

Subject: Architecture is the archetype of the synthesis of art and science. If architectural
methods help to mediate archaeological knowledge, art and science get even closer. Both
disciplines have common interests. Architecture creates spaces, first in the mind, than in
reality. Archaeology creates spaces in the mind as hypotheses of a lost reality. And both dis-
ciplines traditionally use similar tools like measures, drawings and models. Since the evolu-
tion of the digitalisation both disciplines emphasized different topics. Architecture focused
on formal design, archaeology on registration and annotation. Still both disciplines used
the ongoing technological developments to optimize their digital outcomes. Architecture
and archaeology coincide in the majority in using photorealistic imagery developed with
the help of computer aided design and rendering applications for the mediation of their
respective contents. Imaginary projects and hypothetical assumptions both appear in a way
that promises more than would be possible in a responsible way. But other than in architec-
ture where the promises of a photorealistic visualisation could meet the needs and could
even equal the latter realisation, in archaeology a photorealistic visualisation is always far
away from its scientific content. In practically any archaeological case of hypotheses con-
cerning lost architecture, its original appearance as presented in photorealistic visualis-
ations will never be known. It is simply impossible to ever find out exactly how lost building
looked like. This renders a fundamental distinction between projecting architecture and
researching archaeology also in their respective visualisation. Photorealistic visualisations
in archaeology necessarily mislead, their enormous amount of pure phantasy not only vis-
ually dominates any scientific core, they are suggestive in a way that the spectator believes
what he or she sees. Any reflection and notion of its scientific grounds, of its contemporary
interpretation or even of any scientific uncertainty or ambiguity, of science itself, is sup-
pressed.

Aim: This is where we developed a method of visualising archaeological hypotheses con-
cerning lost architecture. We re-established traditional methods of abstract modeling and
architectural photography, a combination that relies on traditional methods of perception,
of historical clay models and contemporary photographical compositing, in order to evoke
the traditional perception of architecture. The abstraction serves as a clear statement of
scientific knowledge. Scientific knowledge in archaeology contains certainty as of findings,
but it also contains obvious completions like walls on foundations, necessary complemen-
tations like roofs on walls as well as vague but justified assumptions like tympani on col-
umns whose alternative solutions can even contradict each other. This altogether well call
uncertain knowledge.

Method: Visualising uncertain knowledge via abstract geometry provokes self-reflection
by the spectator. The obvious lack of realism makes the spectator think about what he or
she sees — think about the content, but also think about the context and the origins on the
presented content. Science becomes obvious, and if presented properly, science becomes
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a work of art, simply because a verbal hypotheses has to be made visible by an architect
who is familiar in designing geometry that provokes certain ideas of architecture, just as in
projecting architecture to be realised. This way, abstract geometry presented as an archi-
tectural project serves as inspiration and therefore calls for interaction. It inspires archaeol-
ogists to think further. Being able not only to think about other archaeologists’ hypotheses,
but being able to see them, and this in a direct and not distorted way, not covered by pure
phantasy, inspires for ongoing hypotheses. These visualisations work as scientific tools. Just
as for archaeologists, these visualisations work as mediators of archaeology, of archaeol-
ogists’ hypotheses themselves as well as of their hypothetical character as such. The core
approach though is not to only literally depict the degree of certainty of every single archi-
tectural part of every building, but to create visions by abstract scenes, to literally translate
verbal hypotheses to their visual representation only as the first step, and then, in a second
step, to project this abstract geometry as if it was realised architecture. We call this virtual
photography as we do not consider the virtual model as the final piece of mediation, but
its projection as an equally important counterpart, its complement. Photographed just as
reality, abstract geometry can entirely unveil its architectural content. By working as vir-
tual photographers, another strong impetus of art influences the work. Sculptural design
and photography together present science in a way that addresses all senses, not only the
severe rational scientific perception but also the emotional perception of space. This way,
digital technologies are perceived as mediators of cultural heritage. In composing photo-
graphic imagery based on virtual and abstract geometry, the results resemble to a large
extent graphic design and illustration, so that several artistic disciplines are combined in or-
der to serve archaeological science. In creating new formal elements that stand for abstract
verbal archaeological entities, the challenge also consists of creating a visual terminology
that literally depicts the verbal archaeological terminology. This is an original architectural
demand, and this approach is very close to the everyday architectural effort, that is to de-
sign space in order to create visions the the spectators imagination, to make the spectator
think about what he or she sees, to provoke inspiration and interaction.

Results: The presentation aims to demonstrate and illustrate this method by several pro-
jects developed by the authors in cooperation with archaeological research institutions like
- Cologne Cathedral and its Predecessors (by order of and exhibited in Cologne Cathedral),
- The Metropolis of Pergamon (within the German Research Fund Excellence Cluster TO-
POI, lastly exhibited in Leipzig as part of Sharing Heritage, the European Cultural Heritage
Year 2018 and so being a European Commission Project regarding Cultural Heritage, in-
cluding 2D - 3D Digital Image Acquisition for the re-contextualisation of 3D scanned sculp-
tures in their hypothetical original architectonic context), — The Palatine Palaces in Rome
(by order of the German Archaeological Institute, both latter exhibited in the Pergamon
Museum Berlin), — The Ideal Church of Julius Echter (by order of the Martin von Wagner
Museum in the Wirzburg Residenz, exploring Human — Computer Interaction for Cultural
Heritage Applications by combining physical models, auto-stereoscopic explanatory video
and Oculus VR experience).

Keywords: architecture, visualisation, uncertainty, photography, cultural heritage
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ANALYTICAL INVESTIGATION OF TWO
LACQUER PANELS IN THE FACULTY
OF APPLIED ARTS MUSEUM - EGYPT

MONA FOUAD ALI

Faculty of Archaeology, Cairo University, Egypt
HEMDAN RABEE ELMITWALLI

Faculty of Archaeology, Cairo University, Egypt
YOSR ABDELATIF ELSAYED

Faculty of Archaeology, Cairo University, Egypt

The aim of this study was to identify the structural composition (grounds, pigments and
media) and the most important aspects of the damage of two lacquer panels in the Faculty
of Applied Arts museum. The first one is farm panel, and the second one is horses panel.
This study is based on a visual inspection and study the cross sections by USB optical micro-
scope, scanning electron microscope SEM provider with EDX unit, X-ray diffraction (XRD),
and FTIR. The results indicating that wooden support coated with a ground layer from a
mixture of Calcite and Quartz was used in the farm panel, while the support of plaster
support from a mixture of Gypsum and Hematite was used in horses panel. The results of
the study also demonstrated that type of lacquer used is the Japanese lacquer, and color-
ed materials used are from natural minerals such as litharge (Lead oxide PbO), hematite
Fe203,Crocoite PbCrO4, Sulaiminat Al2SiO2, goethite FeO (OH), graphite C, gold Au, as
and brass CuZn. The results showed that the most significant damage in these panels are
the separation between layers and support, micro cracks. The most important deteriora-
tion factor are changes in temperature and humidity, direct light in addition to poor storage
at the Museum.

Keywords: museum, applied arts, lacquer, USB, minerals, deterioration
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[MPUMEHA KOMMNO3HUTA HA BA3H
MHUKPO®HBEPHJTMCAHE LLENTYJ1O3E
Y KOH3EPBALHJH TTATTHPA

JOBAHA MHUJTAHOBHR

TexHonoLKo-meTanypLuKku dakynTeT, YHHBep3uTeTa y beorpany, Cpouja
THJAHA NA3HR

DakynTeT NpUMereHHX YMETHOCTH, YHHUBep3HTeT ymeTHOCTH y Beorpany, Cpduja
HPEHA )XHBKOBHH

DakynTeT NpUMereHHX YMETHOCTH, YHHUBep3HTeT ymeTHOCTH y Beorpany, Cpduja
MHPJAHA KOCTHR

TexHornoLKo-MeTanypLUKu dakynTeT, YHHBep3uTeT y beorpagy, Cpduja

YMeTHWuKa [iena Ha nanupy v apx1Bcka rpaha cy, c 003MpoM Ha CBoje IOMHHAHTHO OpraH-
CKO MOopeKs10, BeOMa OCET/bMBA Ha [1ejCTBO CMosballllbkX YTHLIAja M Kao TakBa CK/IOHa oLUTe-
hery Koje ce MoXe MaHWdecToBaTH y 0dIMKy MYKOTHHA, OKP3/HHa, LWYT/bHHA, ryduTKa
WHTerpuTeTa W cn, npaheHor noropllakemM MexaHHUYKHMX CBOjCTaBa, Ma CaMMM THM Hapy-
LeHoM cTadunHocTH Taksor fena. CtabunusoBatbe TakBMX [efa je BEOMa BaXKHO Kako Ou
Ce CMpeynso HHXOBO asbe olTehere U cauyBao HHUXOB HHTETPHUTET. Y Tparatby 3a HOBHM
MeToJama W MaTepHjasiMMa 3a KOH3eBaLlHjy W pecTaypaLiHjy YMETHHUYKHX Jena U KynTypHor
Hacneha, Hay4Ha 1 CTpy4Ha jaBHOCT Cy MocedHy Naxhy yCMepHK Ha HaHoMaTepHjane. Ka-
[a Cy y NUTakby YMETHHYKA fieNla Ha manupy W apxyBcka rpaha, a iMajyhiu y BUay YHtbeHH-
Lly [ia je LieflyNio3a OCHOBHa KOMMOHEHTa Manupa, HaHo- U MHKpo-(hHOpHnrcaHa Lenynosa
npencTaB/bajy BEOMa MHTepecaHTaH MaTepHjan 3a KOH3epBaLlMjy W pecTaypaLi1jy nanvpa
YMETHHUKKX [efa Ha nanupy.

Y oBOM papy npoy4aBaHa je MpUMeHa KOMMO3MTHHX (hHIMOBa Ha Bask MUKpOhHOpHK-
caHe Lesnynose, NaMyyHor JIMHTepca OKCUIOHCAHOT Y cHCTeMy 2,2,6,6-TeTpaMeTUNHMIEPH-
IuH-1-oken papukan (TEMTMO)/ NaBr/NaClO, y3 kopuwhetse CaC03 1/unu Al(OH)3 kao
MyHWNaua M rMKona Kao nnactudukaTopa, 3a cTadunnsalujy namnupa W teH yTHuaj Ha
MexaHHuUKa, OMTHYKa KU COprLMOHa CBOjCTBa nanypa. MukpodprdpunrcaHa Lenynosa fo-
dujeHa je ynTpa3ByyHoMm nesuHTerpauujom TEMIO okcupucaHor namyuHor nuHTEpCa,
npema npouenypH onucaHoj y nutepatypu. BoneHe ancrnepsuje MukpodudpunucaHe Le-
nynose pasnuuuTnor cactasa: 1 v 3% mukpocbHrdprnrcaHe uenynose, 5o13% CaC03 m/unu
Al(OH)3, no 16% nponaH-1,2-ru1kona K fo 21% TEMIO okcuarcaHor namyyHor MHTepca,
HaHOLLEHe Cy YETKMLIOM Ha MOAen nanupe noBpLUrHcke mMace of 140 v 200 r/m2, be3 no-
LaTHOT afxe3uBa. [lonasHW Mofen namnup W narnypH HacnojeHH KOMMO3UTHUM hHIMOBHMA
Ha 6a3u MHKpodHOpHIHCcaHe LieNyo3e okapakTepHUcaHH Cy ca acrekTa U3rnefa noBpLUHHE
CKkeHWpajyhoM eneKkTpOHCKOM MHWKPOCKOMHjOM, XeMHje MOBPLUMHE MHPALLPBEHOM CrieK-
Tpockornu1jom ca PypHjeoBOM TpaHCHOPMALIMjOM K MPHTYLLEHOM TOTasIHOM pedIeKCHjoM,
LOK je 3aTe3Ha uBpcToha ofpeheHa npema ctaHpapay TAPPI: T 404 cm - 92, kpyTocT (Tj. oT-
MOPHOCT Ha caBHjatbe) npema ctaHgapay SRPS I1SO 2493-1:2014, cnocodHocT ynujarba Boae
(Metopa no Kody) npema ctangapay SRPS EN ISO 535:2014, a onTH4YKka CBOjCTBa OKapaKTe-
pHcaHa MepereM KpHUBHX pedrekcHje K cTeneHa denvne (CIE ctenex denvHe) npema cTaH-
napay SRPS 1SO 11476:2014. JodujeHn pe3ynTtaTi cy nokasanu [a ce HacnojaBarbem nanu-
pa GHIMOBHMa Ha da3u MHKpohHOpHNHcaHe Lienynose nodosbllaBajy MexaHHUKa CBOjCTBa
nanupa, npu Yemy nodosbllake 3aBUCH Of, KOHLEHTpaLHje MUKpohHdpHrcaHe Lienyno-
3e y oMcrepsuju anu 1 og, Bpcte nyHuoua (CaC03 n/nnu Al(OH)3). Y cnyuajy kopuwhera
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CaC03 kao nyHWoua 1 gucnepsuje ca 1% MUKpodHOpHIKHCcaHe Lienynose 3aTe3Ha YBpCTO-
ha je nosehaHa 3a 7,2%, a y cnyyajy aucnepsuje ca 3% MHkpodrdprn1caHe Lenynose 3a
10,1% y onHocy Ha 3aTe3Hy uBpcTohy HemonudHrkosaHor nanupa. Kopuwhere Al(OH)3 kao
MyHWoLLa pe3ynToBaso je y HELUTO MakeM rnosehatby 3aTe3He uBpctohe MOLHMPHUKOBAHHX
nanupa: 2,4% 3a aucnepsujy ca 1% MukpodHdprnucaHe Lenynose, ogHOCHO 3,7% 3a A1c-
nepsujy ca 3% mukpocbrdprnrcane uenynose. CBu MoaHdHKOBaHH Y30pLIM KapaKTepHLLy
ce 3HaTo BeNHUM NpeKHOHHUM U3LyXKeHwEeM Yy OAHOCY Ha MONasHK nanup, nosehame npekua-
HOT W3ayxetba y oncery of 53,6 00 571%, WTO y NpakcH 3Ha4YK onakllaHo pyKoBare OBHUM
nanuprma. Hacnojaarse nanupa KOMMNO3UTHKUM BHIMOBHMA Ha Da3n MHUKpodpHdpHHcaHe
Lienyno3e AOBENO je A0 CMakbera hbHUXOBE CMOCODHOCTH YnHjarba Bofe Yy oncery of 0,7 fo
26,8%. Kapa cy y n1Tatby onTHYKa CBOjCTBA MOAH(HKOBAHHX NarMpa HACY youeHe 3Hauaj-
He NMpoMeHe y 0HOCY Ha nonasHe, Hemog1dHKOBaHe narnupe.

KrbyuHe peun: MukpodHdprnmcaHa Lenynosa, KoH3epBaLi1ja nanypa, MexaH1yKka
CBOjCTBa, CMOCOOHOCT yMHjaka Bofe, ONTHYKa CBOjCTBa

3AXBAJTHHULUA: Osaj pan je neo npojekta @yHKyuUoHanu3auuja, ka-

pakiiepusayuja u GpumeHa uenynose u gepusaiia uenynose bpoj npo-
jexra: 01172029 (2011 -)
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WOODEN ROMANESQUE DOORS
OF THE SPLIT CATHEDRAL - VIRTUAL
RECONSTRUCTIONS

MLADEN CULIC

UMAS, Split, Croatia

ZANA MATULIC BILAC

Croatian Conservation Institute Split, Department for Conservation, Split, Croatia

The theme of the presentation is the result of the completion of the conservation and res-
toration project of the Croatian Restoration Institute, which has been carried out by Zana
Matuli¢ Bila¢, consultant conservator-restorer from Split Department for Conservation. In
the period from 2014 to 2018, she has preserved the doors themselves, but also 65 of their
fragments which are owned by the Museum of the City of Split. Apart from studying the
history and technical properties of this monumental and fragile monument (whose excep-
tional preservation stems partly from the fact that they were preserved in the place where
carved and painted), the research also involved a much wider history of wood and carving
monumental heritage on the Croatian coast, establishing already now a significant data-
base of various professional and scientific data. The whole venture was presented in May
2018 with a separate exhibition at the Gallery of Art in Split, a scientific colloquium and a
series of lectures.

On that occasion, a virtual reconstruction of the original polychrome of three figural re-
liefs was presented, based on the mapping of the preserved microparticles of paint, and
in the virtual concept of Mladen Culi¢ who also made a computer 3D CAD model - visu-
alization of the structures of the gate itself. The knowledge of the original polychrome of
Buvina’s masterpiece has become even clearer in the meantime. A complete overview of
the pigment residues on the doors, the targeted sampling and the analytical interpreta-
tion process, where Zana Matuli¢ Bilac and her associates spent five years, has presented
enough elements to propose a complete reconstruction of the original polychromy - as
they could be imagined by their author, Andrija Buvina, pictor de Spaleto (as mentioned
in the contemporary record), back in 1214. All this was at help for Mladen Culi¢ to create
a suggestive virtual colored model of the whole door, painted with computer-tailored pig-
ments. In the restoration process in 1908, the gateways were given a new visual identity of
the unified color and optical effect, but almost all traces of the original polychromy were
irreversibly lost. At this time, virtual model is our only link with the possible original appear-
ance of the Buvina’s Gate, a complete and authenticly painted sculpture of the 13th century
in Split. The first presentation of the virtual model was held in the same cathedral, within
the Science Festival in April 2019, under the title: De Coloribus Andreae Buvinae, with the
introductory presentation of the excellent conossieur of Buvina, a well-known art historian,
dr.sc. Josko Belamari¢ from the Institute of Art History. Therefore, in the basic lines, the
problems of conservation and restoration of the gate will be presented, and the method of
reconstructing the original layout, i.e. the computer visualization of the constructive door
elements.

Keywords: virtual, reconstruction, Buvina, color, computer, polychromy
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BUOOPA CATITHUAMA - CJTOXXEHOCT
[MPOLECA PEUHTEIPALLH)E SATTALHE
OACALE BOTOPOOHNYHMHE LIPKBE Y
CTYAEHHULH

HEBEHA JEB/bOBHR PHCTHR

Penydnuukwm 3aBog, 3a 3aLLTHTY cnomeHHKa kynType beorpag, Cpdwja

FOPAH YNAJAK

DakynTeT NpUMereHHX YMETHOCTH, YHHUBEP3HTET yMeTHOCTH Y Beorpapy, Cpduja
THUXOH PAKUREBHR

Manactup Crynenuua, Cpduja

OpnHoc Hayke mpeMa yMeTHHUYKMM npakcama, 0COOMTO npema pectaypaLmju UCTOPHjCKHUX
crioMeHHKa, H1je moryhe pasymeTH y NoTnyHOCTH YKOSIMKO Ce Y heroBO pasmaTpatbe, Mopes
NPETXOAHHX UCpaKHBatHba POPME M CafLpPXKHUHE, KA0 U MPUMEHE TEXHHUKHX M TEXHOOLLKHX
nocTynaka, He yK/by4u MpUMapHO M1Tatbe NpUpoe MaTepHjana of, Koje je cCa4rHbeHo ymeT-
HHYKO/apxHTeKTOHCKo Aeno. OBaj pan HacTojM a Kpo3 CIIOXEHOCT npoLieca pafa Ha pe-
KOHCTPYKLIMjH K pecTaypaLimjy jedHOT CErMEHTa apXMTEKTOHCKE CTPYKType 3anafHe pacaje
BoropoguunHe upkse y CTyaeHHLHM, KOjU je TOKOM BpeMeHa CTpajao M HecTao, yKaxe Ha
3Hayvaj Hay4He BepHdHKalLlmje BpCTe MaTepHjana of, KOjuX je casfaHa LipKBa, 3apaj, Beposo-
CTOjHHje perHTerpaLmje, Kao He3aodMIasHor MOCTynKa y 0OHOBH Koja MoApasymeBa UHTep-
LHCUHNIMHApHK NpHcTyn. MehycobHa npoxumarba pasiMunTHX OUCLMMIMHA, OGHOCHO
TEOPHjCKHX, TEONMOLUKHX, apXHTEKTOHCKHX, MeTporpadCkmx, Bajapckux, pectaypaTopckmx
3Hatba W BeLUTHHA, oMoryhune cy ycnocTaBbakbe KOHCTUTYTUBHHX efleMeHaTa npBoOHTHe
tbopme HepocTajyhux enemerata ceBepHe dudope 3anasHe dacane boropoanumte Lpkse,
Y OPHUIMHNIHOM MaTepHjany — CTyA€HHUUYKOM MepMEpY.

HUcTpaxkrBatba koja Cy NpeTxoAna NpakTHYHOM CripoBofetby KOH3epBaTOpCKO-pecTaypa-
TOPCKHX MOCTyNaKa 3axTesasia Cy NpUKyr/bake CBUX perieBaHTHUX NoAaTaka, apXeooLLKHX
Hanasa, ynopenH1x aHanusa npBoduTHe popme, TyMayera HKOHOJOLLIKE NpeLCTaBe ca ca-
uyBaHWX LienoBa nyHeTe dudope, Kao 1 popMupatba agekBaTHe rpaduyke LOKYMEHTaLH-
je 3a peanusauujy npojexta. [1a hparmeHTa nyHeTe ca CKynnTopaaHum pessedom nruua,
npoHaheHH cy Np1nrKom KoH3epBaTOpPCKHX papoBa 1956. roauHe. CauyBaHW pparmeHTH
H1CY 03DMIbHH]je pa3MaTpaHH 3501 HepgocTaTka MaTepHjaHKMX NoaaTaka Koju O1 ynoTrnyHH1-
1M Benose npBodHTHe dopme. TOKOM KacHHje CrpoBefeHUX apXeomnoLKUX HCKoMaBatba Y
MaHactvpy CTyneHWUH, HaeHTMdHKOBaH je jow jenaH dparmeHT koju je omoryhuo dnmxy
nedHHHLKjy apxuBonTa dudope. Mehy cauyBaHuMm dbparmeHTHMa MepMepHe NnacTHke ca
BoropoomnunHe LpkBe, Ha cebe je,Tek HelaBHO, Naxtby CKPeHYo bparMeHT ca HEOdUUHOM
Knecapkom Mekohom obpane, HenpenosHaT/bHBeE Hrype raTKor ABOYMAHOT NpeneTa, ca
dnarvMm KpvBHHaMa Criosballibe W YHyTpalltbe MBHLE. Y peKoHCTPYHCaHOj reOMeTpHUCKO]
CXeMH ca N1akonoM je aeHTHdHKOBAHO MeCTo KOMe je 0Baj parmeHT npunagao. Mytem Tu-
MosoLLIKE aHanK3e yTBpheHH cy U Apyri HepocTajyhi eneMeHTH KOHCTpyKLHje drdope. MNo-
nasehu op nenote, BapujeTeTa W TpajHOCTH MepMepa o[, Kojux je carpaheHa boropoauuu-
Ha LpKBa, heH1X dacafia M OpUrMHaNHUX apXHTEKTOHCKMX efleMeHTa BUCOKOT K/ecapCKor,
yMeTHHYKor ymeha, npoLiec pafia Ha PEKOHCTPYKLMjH K pecTaypaLi1ju 3anoyeo je n3dopom
WCTOBPCHOT MaTepHjana 3a Kiecare M yMeTHHUUKY odpafly HepocTajyhux fenosa ceBepHe
dudope 3anaaHe dacane. Ysoproare Mepmepa ca pacafa boropoauumHe LpkBe ca CBUM
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neTporpadckim 1 XeMHjCKUM HCTpaXKHBarbHMMa CNpOBeAeHa Cy CpeAHHOM AeBeAeceTHX ro-
[H1Ha npoLusor Beka.

LocTynHOCT pesynTata HayuHHX UCTpaxHuBaha omoryhuna cy ynopehusare netporpad-
CKHMX M XEMHjCKHMX MCTpaxKHBara 3 HOBa HaMeHCKHM M3adpaHa y3opak mepemepa, ca ABa
HCTOpHjCcKa KAMEHOMOMa M3 HEMOCPEAHOT OKPYXKeta MaHacTHpa. 3axBarbyjyhu ersakTHumM
Hay4YHWM [IOKa3HMMa M3BpLLEH je 0fadHp MaTepHjana opyrhHanHe rpahe. Mako je yHanpepn,
duno jacHo pa cactaB maTepHjana Mako XeMHjCKH FOTOBO MCTOBETHWX KapaKTEPHUCTHKA He
MOXeE NMPEHETH ayTEHTHYHY MaTEPHjy paHHjer apXHTEKTOHCKOT H/WW YMETHHUYKOT Aena, jep
he ra UcTOpHU30BaTH paf CaBpeMeHOT YMeTHHKa, heroBom yrnorpedom d1no je HeomnxoaHo
MPHOIMXHTH Ce NPBODHTHOM jeAMHCTBY aKpXHTEKTOHCKOT, KOJTMKO W Bajapckor aena. MeTo-
LOJOLLIKM HajcrioxeHHja hasa 0AHOCHNa ce Ha MPHUMEHY TEXHHYKHX KNecapckux NMocTynaka
KOjUM Cy Ce M3BOOMIIM W yKnananu Hefnoctajyhu dparmeHTH NiyHeTe, a Koje je 3axTeBaso
TyMayeme hopMe apXeonoLLK1X Ae0Ba KanuTena, ylaxehe y TyMayere 1 peKOHCTPYKLIH-
jy MCTOpHjCKOT MeTOLOOLLIKOT NpoLeca U yMeTHHYKe odpage, fa ou ce Morna ohopMHTH
yKyrnHa reomeTpHja drdope 1 MOHOBHUTH M3y3eTHa BeLUTHHA Kilecapckor noctynka. [peno-
3HaBatbe NITaxka MPeKpUBEHOT MAaTHHOM, paspeLletbe M1Tarba CTBapHUX AUMEH3H|a, TEoNo-
LIKO M CUMOONTMYHO TyMayehe KpeTaha TpunneTta y pemedy, pagu pectaypaluje Aenosa
KOjW Cy He[oCTajan, YTarbe KIecapckMX MeToAa cadyBaHWX Ha OPHIHMHANHUM enemMeH-
THMa, [OBENH CY Y MHTEPAKLIMjH CBHUX yYeCHHKa, A0 3HaYajHHX pe3ynTaTta, yBogehu YMTaB
onepaTHBHK NPOLLEC Y jeAUHCTBEH CTPYKTYpaslHK U eCTeTCKH chcTeM. PenHTerpaumjom ce-
BepHe drdope ca NTHLLaMa Koje y KIbyHOBHMa HOCE YBHjeHH TPHIET N03e, CUMOoH3yjyhn
Cs. Tpojuuy, BpaheH je NyH apXUTEKTOHCKH, YMETHHYKH W MKOHOTpadCKM CMHcao 3arap-
Hom npouery boropoanunHe upkse y CtyneHnuM. Kpos cnoxeH npolec npy peanusatiy-
ju obHoBe ceBepHe drdope ca 3anafHe dacane boropoanumHe LipKBe, jacHo ce carnenasa
BaXXHOCT aKTHBHOT M XHBOT NpennuTatba pasnUyunTHX OUCLMMIMHA MNOYEB Of, TEOPHjCKHX
M NPUPOAHO-HAaYUYHHX acnekaTa, MPeKo apXMTEKTOHCKHX, YMETHHUUKHUX W pecTaypaTopCKmX
npaKkcH, koje cy y Meh)ycodHOM noBesrBary U yrNoTrnyHaBakby 3Hatba M BELUTHHA, JOBESH O
BHUA/BMBOT yBeNata KyNTypHO-HCTOPH]CKHX, ECTETCKHX W LyXOBHHWX BpenHOCTH boropoau-
4nHe upkse y CTyOeHHLM.

KmyuHe peun: mepmep, netporpaduja, pectaypalimja, peKOHCTpYKLHja, HKOHOMOTHja
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LLUTA TMOBE3YJE TEOJ1OTH)Y JYTOUCTOYHE
CTHUPH)EH JEOAH O MNMPBHUX AYTOITOPTPETA
Y CPINCKOJ) YMETHOCTH?

HATALLA HTUR
HaponHu mysej y beorpany, Cpduja

Tokom nepuopa op, BuLLe BekoBa, nocedHo y XVII n XVIII, ymetHuuu y EBponu cy yecto
CNIMKanM Ha MaaTHUMa NpunpemMaHnM — Hajuelwhe KOMepLMjaHO — Cl0jeM LipBEHE [MH-
He, eKcrioaTicaHe Ha HpPOojHUM NOKaNUTETUMA LLMPOKOT eBporckor npoctopa. Kako cy cee
FJIMHE MCTOT, anyMO-CHIIMKATHOT CacTaBa, CBako MPHOMMXKHHje NoLMpatbe NPOBHHHjeHLHje
maTepujana mopano O ia MoyMBa Ha creLrdHUHUM odenexjima Koja ykasyjy Ha nope-
kno. OHa ce KpHjy y MHUKpPOCTPYKTypama U efieMeHTHMa NPHUCYTHUM Yy TparoBuMa. AHanusa
y30paKa CTpyKTypHHX cnojeBa crivke ,,Aytonoptpet” Hukone Helukosrha, notepaunna je na
je BpLuadkn ymeTHHK 13 XVIII Beka cTBapao y ckiafy ca TeXHONOLLKHUM 081YajuMa y OKBHPY
reorpadckrx, M ofpenHHLa ernoxe, KojuMa je nprnapao. McnutrBama MHCTPYMEHTaNHHUM
MeTofama, ca MocedHUM POoKYCOM Ha MOAJIOTY Of, LIPBEHE INIHHE, OTKpHIIa Cy eNeMeHTap-
HH Y MHHEPOJTOLLIKK CacTaB MPHUMPEMHOT HUBOA CITMKE M HeroBe 3HauvajHe crelrbHUYHOCTH.
AHanusa nodujeHnx pesyntata Nocnyxuna je npenMMHMHapHUM pasmaTpamrma aycTpHjcke
jyrorcrouHe CTupHje, Kao NMoTeHLMjaIHOT MecTa reorpadckor nopeksia MatepHjana.

KnyuHe peun: ncTopHjcke CnuKapcke TexHHKe, nogore y doju, donyc, kapakreprsalimja
CNHUKapCKKUX MaTepHjana
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HOBH MNMPHUCTYTTH HHULLI'AEHY
NATMNMHUPHE APXUBCKE 'PARE

CAHA BEJTHR

MpuponHo-maTemMaTHukH bakynteT, YHuBepsuTteT y Hosom Cagy, Cpduja
CNTOBOLAH FALIYPHR

MpuponHo-maTemMaTHukH bakynteT, YHuBepsuTteT y Hosom Cagy, Cpbuja
HATALLA IHMHUTPHR

MpuponHo-maTemMaTHukH bakynteT, YHuBepsuTteT y Hosom Cagy, Cpbuja
MAJA KAPAMAH

MpuponHo-maTemMaTHukH bakynteT, YHuBepsuTteT y Hosom Cagy, Cpbuja
OAHHUENA KOPOJTH)A LIPKBEHAKOB

Axagnemuja ymeTHOCTH, YHuBep3uTeT y HoBom Capy, Cpduja

MHWAH BPAHELL

MpuponHo-maTemMaTHukK bakynteT, YHuBepsuTteT y Hosom Cagy, Cpbuja

Y 0BOM pafly NpefioxeH je HOBH NpHUCTYN Ynwhery nanupHe apxrMecke rpahe o, rbHBHLA
v dakTepuja NoMohy HOBHX EKOMOLLIKK MPHUXBAT/bMBHMX pacTBapaya Koju Ce Ha31Bajy joHcKe
TEYHOCTH Koje nocenyjy H3BpCHa CBOjCTBa M MOTY [ia NMOC/TYXe 3a 3aMeHY KOHBEHLIMOHANTHKX
HcnapsbUBKX, Harpr3ajynux v TOKCHYHKX pacTBapaya Koju ce faHac LIMPOKO NpHUMEtbYjY U Y
npoLecy KoH3epBaLHje 1 pecTaypaLuje KyntypHor Hacneha. Hasusajy ce v ausajH pactea-
payM MOLLTO UM Ce y TOKY CaMe CHHTEe3e MOXe MoJeLlaBaTH CTPYKTypa, a THMe H XesbeHa
CBOjCTBA Kao LUTO Cy HEMCMApP/bHBOCT, HETOKCHYHOCT M HEKOPO3MBHOCT YHUMeE Ce Y 3HaTHO]
MepH CMatbyje pH3MK o[ 3araf)etba XKMBOTHE CpefivHe, a M LUTeTaH yTHLaj MO 34paBIbe Camor
KOH3epBaTopa. Y3 To, Mory fia ce MeLlajy ca BOLOM, aIkOXOTMMa W ApYrMM Matbe TOKCHY-
HWM TEYHOCTHMa U be3depHo NprMemyjy. CTora je npenMeT oBOT paja ynpaso npeasior Ho-
Be MeTofe unlihera nanupHe apx1acke rpafe nomohy AeBET jOHCKMX TEYHOCTH KOje CMO
CHHTeTHCaNM, NOTMYHO OKapaKTepHUCanM K UCMHTaNIH HHXO0BY TOKCHYHOCT Npema BHLIWM U
HHXXMM OpraHU3MHMA, Y Li/by MPUMEHE Y KOH3epBaLMjH KynTypHor Hacneha. MpeanoxeHe
jOHCKe TeUHOCTH Cy NpUNpeMsbeHe Y LiMIby NpoyyaBaba HHX0BEe aHTUMHUKPODHE aKTHBHO-
CTH 1 Moryhe npuMeHe yKknaratba IbHBHULA M DakTepHja ca oluTeheHe nanMpHe apx1BcKe
rpahe, Kibrra v nosesa. TecToBH cy paheHH Ha feceT dUnamMeHTO3HHUX MMbHBHYHKX COjeBa M
LBa baKTepHjcka coja H30/10BaHHX M3 CeLlMdHYHE MUTMEHTHE NMOBPLUKMHE OLLTENEHNX KtbH-
ray Yewwkom maraumuHy dudnuoreke Matuue cpncke y Hosom Capy. PesyntaTtv oBor paga
nokasyjy Aa Ha aHTUMHKPOOHY W aHTHdYHTanHy akTUBHOCT 04adpaHHX jOHCKMX TEYHOCTH
3HayajHo yTHuy crieLdHryHe PyHKLHOHAMHE Tpyne Y hUXOBOj CTPYKTYPH, @ CHCTEMATCKUM
npoyyaBarem duhe obesbehera AetasbHa M WKpa NpUmeHa. OBe YHHbEHHLE Cy OTBOPH-
ne MoryNHOCT fin3ajHHparba HOBHX jOHCKHMX TEYHOCTH Ca jaKMM MHXHOUTOPCKMM CBOjCTBH-
Ma npema dakTepHjama, NnecHMMa M KBacLlMMa KOjH ce YeCTo Mory Hahu Ha MOBpLUMHaMa
oweherux krrra. OBum pafom notepheHa je nprmera y unihemy v yyBamy aptedakarta,
Kao U MoryhHocT cMatbeha ynotpede KOHBEHLIMOHAMHKUX pacTBapaya v OpraHCKMX CyrcTaH-
LIM KOje Cy TOKCHYHe 3a Jby[1e H XXMBOTHY CpefIHHY.

KrbyuHe peun: oop)xrBH pa3Boj, 3eN1eHH pacTBapayu, aHTHMHUKPODHa aKTHBHOCT

3AXBAJTHHLLA: OBaj paa je neo npojekTta lNpuctiytiu ogp>kusociiu u
3e/1eHe xeMuje y pa3Bojy eKonowKu TologHUX, AHANUUYKUX Melioga u
cknaguwilierby eHepluje. bpoj npojexta: OH172012 (2010 - ).

48 | SmartArt | Krbura anctpakarta | Book of Abstracts



FUNORI: NATURAL SEAWEED EXTRACT
FOR THE RESIZING OF PAPER MATERIALS

Francesco Baudone
Institute for Art and Restoration Palazzo Spinelli, Florence

In the past decades it has often been observed that the synthetic products used for conser-
vation operations contained harmful products for the environment, for humans and espe-
cially for works of art, frequently exacerbating the state of conservation. For this reason,
finding products that could provide a greater guarantee of stability over time is becoming
an increasingly widespread necessity, with a view to performing reversible, compatible and
less invasive interventions on the works of art. With an eye turned to this necessity, re-
search and experimentation on the adhesive seaweed extract product, commonly known
as Funori, was introduced. In the last few years, Funori has become more and more wide-
spread in the field of conservation of works of art, but is still poorly studied. The objec-
tive of this study was to identify whether its application for the resizing of paper materials
could be a valid substitute for the commonly used cellulose ethers. All the tests performed
on different types of ancient and modern paper supports, making a continuous compar-
ison with the cellulose ethers used, gave the same result: the Funori seaweed extract is
able to strengthen the bonds between the cellulosic fibres, giving them the right physical
properties of elasticity, flexibility and rigidity suitable in relation to the thickness of the
support, also leading to the creation of a neutral chemical environment that has remained
unchanged after four years of monitoring in conservative environments at different levels
of relative humidity and temperature.

Keywords: Funori, seaweed, resizing, conservation, paper materials, cellulose ethers
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EKOJTOWKH MOrogHH
PACTBAPAYH Y KOH3EPBALHJH
KYJITYPHOI HACJTERA

CNNOBOOAH FALIYPHR

MprponHo-maTeMaTHuKH dakynTeT, YHHBep3uTeT y HoBom Cagy, Cpduja
CAPA BEJTHR

MprponHo-maTeMaTHuKH dakynTeT, YHHBep3uTeT y HoBom Cagy, Cpduja
MHWJT1AH BPAHELL

MprponHo-maTeMaTHuKH dakynTeT, YHHBep3uTeT y HoBom Cagy, Cpduja
HATALLA IUMHTPHR

MprponHo-maTeMaTHuKH dakynTeT, YHHBep3uTeT y HoBom Cagy, Cpduja
OAHHUENIA KOPOJTH)A-LUPKBEHAKOB

Axagemuja yMeTHOCTH, YHuBep3uTeT y Hoom Capy, Cpbuja

JenaH op, ocHOBHHMX MpaBaLa yHanpehera capaamwe H3mehy ymeTHHKa (KoH3epBaTopa) W
Hay4YHHKa (xeMHyYapa) jecTe nodosbluame NocTojehMx KOH3epPBaTOPCKHUX METOAA M TEXHHKA
ynwhetrba pasnUUMTHX NpeaMeTa KynTypHor Hacneha nonyT nanvpHe rpahe mnu dojeHmx
crojeBa Kao jefHe Of HajpHUCKaHTHHjKX (asa KoH3epBaTopcKor TpeTMaHa. KoHsepBaTopH
TpaAHLHUOHAIIHO KOPHCTE NIaKo UCMapsbMBE W TOKCHYHE OpraHcke pacTBapaye 3a yknakba-
He MOBPLUMHCKKMX Hacnara, rbHMBHLa, NOXYTEMX NlakoBa HITH HeXesbeHWxX npecnuyka. Pu-
3HWK KOjH OBa orepaLija HOCH He CaMO 3a OKOJIHHY HEero W 34pas/be /by[H je cacTaBHH [,e0
cBakogHeBHor pafa. [a du ce cTpyka KpeTana Hamnpep 1 OBaj PU3HK CMakbHO, CBE BHLLIE Ce
pafu Ha U3HanaXKety HOBUX METOLa H NPUMEHH HOBKX pacTBapaya y Ty CBpXY, NMpH Yemy je
HajBeha nakwa yCMepeHa Ha joOHCKe TEYHOCTH Koje Cy 03HayeHe Kao pactBapayu 21. Beka.
To cy no aebHHHLMjK OpraHCKa joHCKa jeduberba YHja je Tauka Torbera Maha of 100 C.
To je naHac Hajseha rpyna jegutberba Y XeMHjH Koja HOCH Ha3MB WM A13ajHUpaHK pacTBapa-
UM, jep ce iHXOoBa CTPYKTypa, Na Tako M CBOjCTBa, MOTY MoJeLlaBaTH Yy ToKy CHHTese. 36or
CBOJWUX OJ/IMYHKMX CBOjCTaBa Kao LUTO CYy HEWCNAP/bMBOCT K HU3aK HamMoH nape, HETOKCHY-
HOCT M HEKOPO3HMBHOCT Ha3MBajy Ce joLL W 3e/leHUM pacTBapayvMma. HencnapsrsocT UM da-
je NpenHOCT Hal KOHBEHLMOHATHMM OpraHCKHUM pacTBapaylMa, a MoryhHoCT fa ce MeLuajy
ca BOAOM, allkoXoJIMMa W OPYrMM Matbe TOKCHYHHM TeYHOCTHMa faje MoryhHOCT 3a npu-
MeHY Y KOH3epBaLHjH KU YHLLNery YMETHUYUKHX NpeaMeTa. Benrka BUCKO3HOCT ycioB/baBa
cnady neHeTpaLHjy y CnojeBe CIIMKE WK XapTHje W NaKo yKNarare APYrHMM HETOKCHYHUM
pactBapaurma. CTora je MpeAMeT OBOT pafia yNpaBo W3Hanaxete HOBMX U MOLH(HKOBA-
He KNaCHYHKWX KOH3epBaTOPCKHX MeToAa NPUMEHOM EKOJILLKH MPHUXBAT/bUBHX — 3€EHHX
pacTBapaya. ¥ MHOHUPCKUM pafoBhMa [Maheko v capagHHka M Koponwja-Lipkeerakos v
capaJlH1Ka OrHcaHa je NoTeHLHjanHa NPUMeHa jOHCKHMX TEYHOCTH Kao HOBHX MaTepHjana y
KOH3epBaLMjH KynTypHor Hacrneha koja ce basvpa Ha YHLLhery MPUPOAHHX M CHHTETHYKHX
CMoa M nMpemasa Ha ogadpaHuM cirMkama v MkoHama. Y pagy lalypuh v capagHHKa cy Ho-
BOCHMHTETHCaHe jOHCKe TEYHOCTH MO MNpBH NyT yrioTpedrbeHe 3a yKnatbatbe IbHBHLA M DakTe-
pHja ca owTeheHe nanupHe apx1ecke rpahe npu yemy je noctojeha metoaa moardrKoBaHa
M ONTHUMM30BaHa Tako Aa He 0DyxBaTa TOKCHYHE M NIaKo MCMaprbrBe CyncTaHLe Kao LTo je
LUIKpOKO KOpHLITEHH THMON. C 003MPOM Ha Halla Aocafalliba UCTPaXKHBaHha U YHHbEHHLY
[a ce jOHCKe TeYHOCTH MOTy [W3ajHHPATH H HHUXOBa CBOJCTBA Ha Taj Ha4YMH NodeLlaBaTH, y
narbeM pagy he dUTH MCMMTHBaHa pacTBOP/bMBOCT HOBMX pacTBapaya M dp3vHa AenoBatba,
a HaYWH MPHUMEHe joLU BHLLIE NPHIAroAWTH noTpedama koH3epBaTopa. Takohe, HOBOCHHTe-
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THCaHe jOHCKe TeYHOCTH Ca LIMTPaTOM W [oJeLUCy1POHATOM Kao aHjOHHMa Cy CKITOHE MH-
Lenu13aumju v rpahetby xenata, Tako da je TMHMe W3derHyTa fofaTtHa ynotpeda TeHsnaa w
NMraHaga, a nocTynak npyMrnpeme pactsopa 3a Ydiherbe 3HaTHO MojefHOCTaBIbEH.

KrbyuHe peun: oop>x1BH pa3Boj, 3e€HK pacTBapayvm, TOKCHYHOCT.
3AXBAJTHHLLA: OBaj pan je neo npojekta lNMpucitydu ogpsku-
BOCWIU U 3€/leHe Xemuje y pa3sojy ekonowKu UologHUX, aHa-

NuliuvKux mMelioga u cknaguwiiery eHepluje. bpoj npojexra:
OH172012 (2010 -).
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KOH3EPBATOPCKO-PECTAYPATOPCKH
PALOBH HA T1TOJIMXPOMHKHUM MEPMEPHKHUM
MNOBPLLUHMHAMA U KAMEHO) INMNACTHLH
BOITOPOOHNYHHE LUPKBE Y CTYAEHHULH

CTOJAHKA CAMAPLIMR

Penydnuuky 3aBof 3a 3alUTHTY CoMeHHKa KynType — beorpag
OECUMHP TAHOBHR

PenydnmnuKy 3aBoA 3a 3aLLUTHTY COMeHHKa KynType — beorpag,
BOJWUH HHKOJTHR

PenydnmnuKy 3aBoA 3a 3aLLUTHTY COMeHHKa KynType — beorpag,

[o cana je mano obpahmrBaHa Tema NOMXPOMH]je Ha CTYAEHHUYKO] KAMEHO] MACTHLIM KOja
je cauyBaHa 3axBasbyjyhu KacHWjUM Npemasnuma, K 350r Tora LUTO je yHyTap odjekTa na je
duna sawtnhera op ytuaja atmochepunuja. Osaj pag he ce daBuTH noctynurma ytephu-
Batba 3aTEUEHOr CTaa, 3aLUTHTE U CBHUX NpPHUMereHHX 00J1MKa OOHOBE OBAaKBHUX MOBPLUMHA
KOjW Cy CrpoBef€eHH ynopeno ca pafoBMMa Ha KOHCONMMAALMjH Oydokmx owTehetba Mep-
MEpHHMX YKpaCcHHX efleMeHata y eHTepHjepy Lipkee npeaxonHux 15 roguHa.

HajpaHuje nHTepBeHLuje Ha MepMepHoj dacaan boroponunurHe upkse y CTyaeHHULM H3-
BefeHe cy Tokom odHoBe 1839. rofinHe, aHraxoBarem majctopa Hacraca CredaHosuha, ko-
joM NMprnrKom cy kopHLheHH BeOMa jakK LIeMEHTHH ManTepH, na cy yrpaheHe v HaorpodHe
nnoye y BeHaL, KydryHor nocrosa. Y nepropy of 1952-1956. roomHe y maHactypy Cryne-
HHLLM M3BEOEHH CY ODMMHH HCTPaXKMBAYKO H KOH3epBaTOPCKO-pecTaypaTopcku pafoBH Mog,
pykoBoacsom apx. CnobogaHa Henaznosuha. Tom NprunrKom je M3BpLueHa KOH3epBaLHja 1
pecTaypaLuja MepMepHHX dacafa, LekopaTHBHE NIacTHKe 1 ckynnType boropoanumHe Lp-
kBe. KoH3epBaTOpCKH pafoBH Ha KAMEHWM enleMeHTHMa boropoauumHe LpkBe ycMepeHH
Cy Ha yKnatbatbe NPeTXOAHUX HHTEpBEHLM]ja M HhHUXOBOM 3aMEHOM HOBUM MEPMEPHHM ene-
MeHTHMa (ypafeHHX Ha OCHOBY cauyBaHUX OpPHUIMHANHKX enleMeHata). HajaHauajHuju pago-
BM M3BEAEHH Cy Ha 3anaaHoj dacanu. MHTepBeHLUMje Ha nopTany odyxBaTHe cy npe cBera
pecTaypauujy boropognurHe ckynnType y TAMNaHy nopTana, 3aTMM pecTaypaliyja [ABa lasa
“cnpep, noprana, kao M niomdrparbe HEKMX MakbHX NMYKOTHHa.

PenydnnuKu 3aBop, 3a 3aLUTHTY crioMeHHKa Kyntype Cpbuje, nop, pykoBOACTBOM apXHTEK-
Te Cnodopnara bapuiwmrha, 3anoyeo je 1992. roauHe ca peanusaLujom NpojekTa KOH3epBa-
LMje K pecTaypalivje MepMepHHX dacafa W AeKopaTHBHe nnacTvke boropoguumnHe Lpkee
MaHacthpa CtyaeHuue. Pagu ce o Beoma cneLlMdpHUHOM NofdyxBaTty, jep ce Mo npBM MyT cBa-
KW MEpPMEpPHH eIeMEHT TPETHUPao MO CBUM KOH3EpPBaTOPCKO-pecTaypaToOpKUM MPHHLMMH-
Ma, y3 MpUMEHY CaBpeMeHHX MaTepHjana, Aok ce TO paHHWje pellaBano 3aHaTckH. M3paau
npojekTa NpenxXoAHSK Cy BEOMa OOMMHH M CHCTEMATHYHK pafioBH Ha yTBphHHMBatby CTarba
CBaKOT MOjeAHHaYHOT KaMEHOT efleMeHTa, Y LiMby AedHHHCama y3poKa, BpCTe W CTemneHa
owTehetba, kKao U AedbHHHCary ycnoBa, onadrpa U nabopaTopHjckux NMpoBepa ofroBapa-
jyhrx maTepujana koju &1 y NOTNYHOCTH 3a40BO/bMIM NOCTaBbeHe ycnose. Mnak, obHose
Koje cy BpLueHe TOkoM npenxofHux 150 roguHa H1Cy odyxBaTane NOBpLUKMHe Koje cy 0doje-
He 1 nosnah1BaHe y cpentbeM Beky. YrNaBHOM Cy ce CBOAHMIE Ha OOHOBY YKpacHHX eneme-
HaTa KaMeHe NNacTHKe Y Linby YCroCTaB/batba apXMTEKTOHCKe (yHKLMje NojefMHHX fenoBa
upkse. Kako cy octauu doje U nosnate Ha NojefHHHUM MECTUMa UMM MHUIUMETapCKHUX AH-
MeH3Hja, YecTo Cy OCTaja/i He3amnaXXeHH MK OKapeKTepHUCaHK Kao 3arnpsbaHe MOBpPLUMHE Ha
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denom cryneHnvkom mepmepy. OHH Cy yrnaBHOM W UK NpekprBeHH Aedennm Hacnarama
MacHe Yahu nnu npemasa.

Tokom 2010. obaBrbeHH Cy UCMHMTHBAYKH pafoBH Y PapocnaembeBrbeBoj npunpat Ha 3a-
nafgHoj dacanm v noptany WTo je yodnrueHo y [MpojekaTt 3a KOH3epBaTOPCKO-pecTaypaTop-
CKH papoBe Ha 3anafiHoj hacaau U NOSIMXPOMHO]j KAMEHOj NNaCcTHLLM Ha 3anafiHOM rnopTany.
Osw paposH cy Tpajanu cy of 2010. no 2012. roguHe. lNpojexat d1o nof pyKoBOACTBOM ap-
XHTeKTe W KOH3epBaTopa pectaypaTopa C/iMkapcTBa ynpaso 3dor Tora LTo je Tpebano 0d-
pafHTH NONIMXPOMHE KOHCTPYKTHBHE M YKpacHe efleMeHTe y eHTepujepy Lpkse. Tome cy
NpeTxoamnu obaBesHH YBH[, Y CTatbe, MCTPaXXHBAUYKKW PafloBH W MpUMpema npojekta KoH-
3epBaTOPCKO-pecTaypaTopckux paaosa. [1peBeHTHBHKU pafoBH Ha HECTaDHTHUM JeNoBUMa.
Y HapefHHM ce30Hama 0daB/baHH Cy KOH3epBaTOPCKO-pecTaypaTopCcku pagoBH Ha TUMMa-
HOHY 3anafHor noprtana 1 KOMMIETHH KOH3epBaTOPCKO-pecTaypaTopckH pafjoBH Ha Mep-
Mepy W Ha MOMXPOMHHM MepPMepPHHUM MOBpPLUMHMA. [TpUIMKOM peKOHCTpYKLHje KameHe
onTapcke nperpage v NPoCKMHUTapa U KOH3epBaTOPCKO-pectaypaTopCcK1X pafoBa Ha feny
ctydaua ncnof npocknHmtapa 2011. ronrHe, 0daB/beH je yBHUA,Y CTarbe BeHLLa NPOCKHHHTapa
1 OKOJHOT )XHBOMHCa. Ha OCHOBY yBMAA Y CTare AeKOpUCaHHX [e/10Ba Ha BEHLLY MPOCKUHH-
Tapa yTBpheHo je Aa je 3eneHa doja koja ce onakana Ha MOBPLLUKMHH 3aMpaBo OKCHAMUCAO Yrba-
HW Npemas. Mcnog, tera cy ce Hasupana cnoBa Kydckor MMcMa Koja Cy y CpereM BeKy A0CTa
kopwuLheHa 1 3bor cBor fekopaTuBHOr H3rnefa. [pee npode cy u3BeneHe jol feBenece-
THMX rofIMHa U Ha OCHOBY THX MCKYCTaBa Npeny3eTo je yKkNatbatbe Mpemasa npemasa v Hacna-
ra conu W yahu. Cnosa cy npBodHTHO d1na nosnahena. Mo3nata je drna Ha MUKCTHOHY |, Tj
MaT nosnarta, npenakMpaHa KacHHje y/baHuM nakom. Kako je cee noTaMHeno, TOKOM KaCHH-
jx odHOBa NpemasnBaHo je DpoH3aHOM DOjOM W NaKOM, OTYA, 3eNeHH TaMHH CI10j KOjH ce
(hopMHpao okCHAALHjOM KOMMOHEHTH OBHX NpemMasa. TokoM HapeaHe ce30He 00aB/beHH Cy
KOMMIETHH pafioBH YrLLhera oBHUX Npemasa. [la ce He O oLITeTHNH OCTaLyM croBa YHLheH
je nocedHo cBakn mehynpoctop 13mehy 0dnuka, Tako LUTO je YK/IO/beH Npemas ca mecta
rae HWje d1no cnosa a TparoBM nerka ca ocTallMma nosnarte HUCY AnpaHH fa du ce cauyBao
NpBOOHTHH 0dpHC cnoBa. Y cynpoTHOM OH ocTane caMo NMoBpLUMHE ca OCcTallMa rnosnate
3ayBeK b1 U3rydunu uenokynaH nsrneq Hatnuca. OBaj AenrKataH nocTynak npUMetseH je u
Ha CBMM OCTaJIMM MeCTHMa e Cy OTKPHUBEHH TparoBH NMosIMXpOMHje HITH OpHAMEHTHKE Ha
KaMeHWM NoBpLUHMHaMa. TOKOM pafioBa Y YHYTpaLLHO0j MpUNpaTH MCTHM MOCTYMKOM je OUM-
wheHa MepmepHa NOBPLLMHA Koja Ce Hanasu Ha KaMeHOM OKBHpY oko hpecke boropoauua
ca XpH1CTOM Ha Kojoj je HaTn1c nocseheH boroporuM Koju ce Hanasu M3Hag, ynasa y Haoc.
Ty NOCTOjH M MONMXPOMHa OPHaMEHTHKa BeoMa bHHe U3page Koja ce MpoCTUpe Ay MyUHOr
Aena vsHap dpecke. Takohe y OkBHpY KOH3epBaTOPCKO-pecTaypaTopCkMX pagoBa Ha dpe-
CKama y onTapckoj ancuan seh yTBpheHrm nocTynumma cy yKInoweHH HakHagHH CIojeBH K
np/baBLUTHHa ca [optber MecTa y camoMm ueny ontapa.

KrmbyuHe peun: CryneHuua, KOH3epBaLiMja, pectaypaLiuja, MoIMXpOMHMja, no3nata, Mmepmep
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MAKETE CPTTCKHUX CPEOHOBEKOBHKMX
LIPKABA YYHUTEJBATIETPA 1. TETPOBHRA:
HNOKYMEHTAPHA, EAYKATHUBHA U
MCTPAXHUBAYKA OYHKUHJA MAKETA
CIMMOMEHHYKOI HACJIERA

JENEHA NMAB/THYHR
@akynTeT yMETHOCTH, YHHBep3uTeT y MprLuTHHK, Kococka MuTposHua, Cpbuja

Y papy he d1TH peur o MakeTamMa CprcKUX CpefHOBEKOBHHX LipKaBa Koje je M3pafiio yuu-
Tesb Metap [. Metposuh (Meh, 1881-1963) y KOHTEKCTY KYNTYpHHUX MPHIHKa Y KOjUMa Cy
HacTajasnle, Kao M O HHXOBOj MOTOHO] CYADHHH W HamMeHH. [eTpoBrheBO MHTepecoBatbe 3a
CprCKO CpenroBeKOBHO Hacnehe, MckasaHo NocedHo y cTBapatby MakeTa LpKaBsa, y AeLieHH-
jama HakoH ocnodoherba Crape Cpduje of, 0TOMaHCKe BNacTH, OOHOCH Ce Ha XeJby 3a pasy-
MeBateM UCTOPHjCKMX MPOMEHa Koje Cy yTHLIarne Ha 0dIMKoBatbe KOHKpeTHHX rpaheBHHa, a
pani MOryhHOCTH HHXOBE 3aLLTHTE M MPOMOLIMje, Tj. LUMpEtba 3Hatba O UCTUM Mehy cTaHoB-
HWLUTBOM, OLHOCHO pajiv CTBapatba OCHOBE 3a [la/ba NpoyyaBatba aator Hacreha. Metposuh
je M3pagMo OpBeHe MakeTe, Ha pack/anatbe, YeTUPH Haj3HavajHHje Lpkee Ha KocoBy n Me-
TOXHjH, LipkBe MaHacTHpa lpavaruue, [evaHa, Mehke natpujapLumje v upkee boropoauue
JbesHLuKe, y LBy MpoyYaBatba apXMTEKType OBHMX 3Ha4YajHUX CIOMEHHKa CPrCKe CpeaHo-
BeKOBHe WcTopHje U ymeTHOCTH. CBe MakeTe Cy NpOMOpLMOHAIHO YMatbeHe Y OOHOCY Ha
OpHrHHanHe rpaheBrHe K CBe Cy pack/IoNMBe Kako W ce nakiue carnenany apXMTeKTOHCKH
MNaHOBH, OJHOCHO MPOCTOPHH OLHOCH Y XpamoBHMa. McTopHja M cyndrHa OBMX MakeTa
HHWje 3a cafla CaCBMM MO3HaTa, HWTH npoyyeHa. Hanme, makeTa boropoauue Jbesuiuke je
3adenexeHa Ha dotorpadujama Koje cy Aeo fokyMeHTauMje [MokpajuHCckor 3aBoda 3a 3a-
LUTUTY criomMeHHKa KynType — lNpHLITHHa, a Nydn1KoBaHe cy KacHHje y 0djaBrbeHoj Arcep-
Tauuju apxutekTe CrnodopaHa HeHaposrha. MakeTa ykasyje Ha [NeTpoBrheBo pasymeBate
HcTopHjckor pa3soja boropoauue JbeBuLLke — OH je NPeTNocTaBHo Aa je NeTOKyMOoNHH Aeo
LipKBe CTapHju, a aa cy y MunyTHHoBOj 0BHOBM fofaTH ONXo4HHW BpoaoBH KOjH Cy Ha Ma-
KeTH W NoKpeTHH. MakeTa AevaHcKke LipKBe je Kao MOK/IOH gocrnena y MemopHjanHu ueH-
Tap Jocun bpo3 TuTo, unje cy 3dMpke npeameTa HakoH ykuaara LleHTpa HkopnopurpaHe
y cagawitbn Mysej Jyrocnasuje, roe ce MakeTa M JaHac 4yBa. Ha 0BOj MakeTH Cy MOKpeTHH
rMp1npaTa 1 Kyrorna, Ho He NMocCToje Nofdaliv 0 BpEMEHY HacTaHKa M HauuHy pocneha y mysej.
Hako 3Hamo Ja je HacTana, H1je HaM NO3HaTo rae ce AaHac YyBa MakeTa KOMMJeKca LipkaBa
MNehke naTpujapLumje, LOK CMO MaKeTy rpadyaHHyKe LIpKBE HOEHTHM(HKOBAMH Y MPOCTOPHja-
Ma Penybnuukor 3aBofa 3a 3alLTHTY cnomeHHKa kyntype y beorpany. Ha woj cy nokpetHu
Kyrona W npwunparta. 300r Hempoy4YeHHWX OKOMTHOCTH MOJ, KOjuMa Cy HacTajane, kopHilhexe
W MpeHoLLEeHe 0Be MaKeTe, OHe NpencTaB/bajy NOCedOHO UCTpaXKMBaUKo MHTatbe Kome hemo
Ce MOCBETHTH 0BOM NpHKKoM. Y pafy he b1t ocseT/beHa W nnyHocT MeTpa [. Metposrha
W3 yrnefHe BapoLuke nopoauue, ciHa Jumutpuja M. Metposuha, yuntesa v nucua. bro je
y4WTesb, BELUT Y pady ca OpPBETOM, Kako Ce YMHH, alv je AenoBao M Kao JOMHCHHK ,Llapu-
rpancKor rmacHWKa”, mprumnoBeaad, BacHKK NpBe WTamnapHje Tor BpemeHa y Mehu v doto-
rpac. Kao oyeBnpaL, opyLITBEHHX NpomeHa y [pu3peHy y npe1Mm deleHHjama 20. Beka, a
notom y lNehu roe je Takohe paaro Kao yunTer, denexHo je XHBOT rpafa, y mpryama Kao u
y doTorpadujama. Hekwr o npsrx hoTorpadckrx cHimaka boropoamua JbesuLuke 13 Bpe-
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MeHa KaJa je duna Llamuja cy ynpaBo herosu. Y NpB1M AeLieHHjaMa NpoLLior Beka, Kafa 1
Metposuh menyje, y beorpany je MHCTUTYLIMOHANHO Npeno3HaTa BaXXHOCT KOMHja, MakeTa M
OAJIMBaKa KojHu YyBajy o[, 3adopaBa yrpoXeHO WiH He[OCTYMHO CpefhoBeKOBHO Hacnehe.
TakBe vHHLMjaTHBE Cy oxpadpHBaHe y 19. Beky, noyeTkom 20. Beka cy y Cpduju nprxsahe-
He Yy My3ejCKOj MpaKCH Kao [eo NpeBeHTUBHE 3alUTHTe, OOK Cy CaMe MaKeTe Wmarne Hajnpe
epykatueHy ynory. OHe cy dvne feo v 3HaTHO MO3HM]HX, Na U CaBPEMEHHX U3NOXOH Koje
npeseHTyjy BpeLHOCTH CrIOMeHHUKor Hacneha. Y Tom cMucny npoyyaBake makeTa [Netpa [1.
MNetpoBrha HacTanux y npBuM felieHHjama 20. Beka, faje BOMPHHOC HHXOBOj BanopH3aLu-
jH Kao My3ejcKHX npeameTa (LUTO HeKe jecy) Kao W MO3HMLIMOHKpatby HCTHX Y AYTOj HCTOPH)H
MCTpaXxkHBatba KOCOBCKO-METOXHjcKOr Hacneha 1 HanoprMa fia ce OHO cavysa.

KmyuHe peun: makete, cpenhoBekoBHo Hacnehe, Metap [. MNetposuh, 3awwTkta Hacneha

3AXBAJTHHLA: OBaj pag je aeo npojexta Tpaguuuja u TpaHcpopma-
uuja — Hacnehe u HauuoHanHu ugeHmued y Cpduju y 20. sexy. bpoj
npojexta HO47019.

55 | SmartArt | Krwura ancrpakarta | Book of Abstracts






I TIPUMEFERE
YMETHOCTH
U OUTHUTAJIHE
TEXHOJIOTHJE
I APPLIED ARTS
AND DIGITAL

TECHNOLOGIES







APPLICATION OF THE PRINCIPLES
OF PARAMETRIC MORPHOLOGY
IN THE DESIGN PROCESS OF
AUTONOMOUS VEHICLES

DIMITRINKA TASHEVA

Faculty of Applied Arts, National Academy of Art, Sofia, Bulgaria
RANGEL CHIPEV

Faculty of Applied Arts, National Academy of Art, Sofia, Bulgaria

This research explores features of creating autonomous vehicles by using modern combi-
natorics computer tools to create digital models (forms) in the Creative phase (synthesis)
of the Design process. The object of research is the creative search of the form by digi-
tal tools — algorithmic morphogenesis. The aim of the report is to demonstrate that dig-
ital approaches to vehicle modeling are better than traditional analog techniques in way
of the synergy of the function-form relationship. The comparative analytic methods are
used to achieve the goals. Attention is drawn to exemplary concepts of vehicles, whose
functional character is visibly influenced by such process as the Mercedes Sculptures, Sina
Rahmani’s Sentire, The Cirin, DS E-TENSE, Delta7, Ross Lovegrove’s Renault Twin'Z, EDAG
Light Cocoon, BMW Vision next 100. As a result of the analysis are derived methodological
approaches of morphogenesis (creation of forms) for every example, and as a conclusion,
it can be said that they should be applied in design education.

Keywords: function-form, digital combinatorics, parametric design, automotive design
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EOEKAT KOHTPOJTMCAHA TTPOMEHJ/BHUBE
CBET/IMHE JIHKA HATIPOLLEHY KAPAKTEPA
THUMNOTPADGCKOI NMHUCMA

JEJIEHA XXAPKO

@axynteT TexHHUUKKHX Hayka, YHHBep3uTeT y Hosom Cany, Hosu Cag, Cpbuja
YPOLWI HEAE/BKOBHHR

@axynteT TexHHUUKKHX Hayka, YHHBep3uTeT y Hosom Cany, Hosu Cag, Cpbuja

Mpenmert pafda: OnpeheHe KapakTep1cTHKe crielMdpHYHe 3a [13ajH MMCMa OCTaB/bajy pas-
NHYMTE YTUCKE Ha NOCMaTpaYe, asii OBAE Ce jaB/ba UCTPaXKMBAYKHK NPodieM y KOMe He Mo-
YKEMO jacHO Aa YOUHMO Koje CrieLiMpHYHE MKW YHHUBEpP3asTHE KapaKTEPHUCTHKE MHCMa yTHYY
Ha AOXHBIb] KapakTepa nMcMa. YecT npodnem koju ce jaBsba y 4OCAAALLBHM UCTPaXKHMBatbH-
Ma jecTe fa DOHTOBH BapHpajy Ha MHOTO BapHjadiii v HCTOBPEMEHO Ce passinKyjy Mo LLMpH-
HH CNOBa, TEXHHH, KOHTPacTy K CTpyKTypH. CaMHUM THM, TeLLIKO je 0ApeAHTH KOHKPETHO Koje
YHHBeEp3asHe W creLMdHYHE KapaKTEPHUCTHKE NMMCMa yTHYY Ha cam fiojam n1cma. MNpeamet
OBOr pafia je U30/10Batbe BapHjadne CBETIMHE NIMKA M UCTPaXKMBate Y KONMKOj MEPH M Ha
KOjH HaYMH OHa YTHYeE Ha LOXKHBIbaj KapakTepa THnorpadckor mMcma.

Lnn papa: OcHOBHM LM/b OBOT pada je npyxare eMnUpHjcke NMOoApLLKE Ha TeopHjcKe
npeTnocraBke, HafOBE3HWBatbe Ha MPETXOHA HCTPaXKHBatba Ha TEMY KapaKTepa MMCMa U Th-
norpadcke peToprKe ca Kpajib M LiMIbeM [la MoKaxe Kako KOHKPEeTHa crielrdHryHa Kapak-
TeprcTHKa NMUCMa yTHYe Ha caM AOXHBIbaj NMcma. OBO MCTpaxkHBatbe 3a JYropoyHH Liu/b
MMa nedHHH1Carbe HoBe, PYHKLHMOHAHE KnachbHKallvje MMcMa npema Kapaktepy nucMma,
OLHOCHO, BU3YeNTHO PETOPHUKOM MOTEHLIHjany THNorpatckhx nucama.

Metopn: Obnu1koBaH je MPOTOTHN HK3a C/IOBA KOjHU BapHpa camMo Mo CBET/IMHHM. [1poToTHN
je nedrHncaH npema mopeny AnpuaHa @pyTurepa o ,3ajeAHHYKOM CcKeneTy”, Koju npef-
CTaBJ/ba HeyTpanaHu 0DNMK CIOBa, jep Cy heroBe 0COOMHE MOEHTHYHE ca 0CODMHaMa KopH-
wheHnx oHToBa. McnuTrBaHo je 20 kapakTepa nicma 3a 10 pe3oBa CBETIMHE JIMKa HKU3a
‘Hafonurmtgesbiv’. OBaj HK3 je y3eT ca Ln/beM Aa ce He dH BPLLHMO HHKaKaB 0DJTHK CyrecTHje
Be3aH 3a cafpyKaj TekcTa, oK caM ofadMp CloBa Koja YMHe HM3, cafipkH cBe duTHe opme
cnosa. JedrHucaHo je 20 feckprnTopa 3a NpoLEeHy KapakTepa MMCMa, KOjH Cy OLieHHBaHH
JlnkepToBOM CKanom, Koja ce kpehe on 1,40 7.

Pesyntath nctpaxmBama: Pesyntath ekcneprmeHTa ca MCMMTaHHWLMMa AOoKa3syjy fa yde-
CHHLM JocreAHo Npunu1cyjy oapeheHe kapakTepe nicma ogpeheHUM CBETIMHAMa NTHKa fa-
TOr N1cma. PesyntaTh cy Takohe MOTBpAWMM MpeTNocTaBKke Aa MOCTOje 3HavajHe passivke
n3mehy kapakTepa nicma. @akTopcka aHanM3a rnaBHUX KOMMOHEHTH, Y KOjoj cy 0dyxBahe-
HW CaMo pEe30BH CBETIMHE /IMKa, NMoKasyje HaM La Cy ce pe30BH rpynucand y Tpu akTopa
KOja ce pa3/IMYMHTO MpoLietbyjy 3a CBaKy CBET/IMHY MHMCcMa. Pe3yntaTv cy HamM Mokasasiu Koju
KapakTepH n1cama y Hajsehoj 1 HajMar0j MepH OMK1Cyjy CBaky MojefiMHauHy rpyry pe3osa
cBeTNMHe nrKa. [TpuMeTHO je Ja cy ce pe3oBH CBET/IMHE NInKa rpynMcani npema nucMmMma
13mMehy KojHx je Matbk MPOLIEHTYaNIHH KOHTPACT, LUTO CE MOXE YMOpPeArTH ca pe3ynTaTima
BPeLHOCTH Cpeltbe CHBe, U3MepeHe COPTBEPOM 3a AWTHTaNHY aHanu3y cruke. Ha ocHosy
pesynTtaTa (hakTopcke aHasIM3e rMaBHUX KOMMOHEHTH Ha KapakTeprMa nricma, npumeheHo
je na ce u3pBajajy TpH rpyne dakTopa Kof Kojux nosehatbe/cMamete CBETIMHE JIKa yTHYE
Ha noeehame/cmatbetbe CTaBa Mpema NpUNMcaHKM KapakTepruma nucMma.

KmyuHe peun: kapakTep n1cma, BU3yenHa peToprka TMnorpadckor nicma, yHMBep3asHa
CTPYKTYpa N1cma
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BIO-INSPIRED PATTERNS
IN DESIGN OF SPATIAL
STRUCTURES

JELENA MILOSEVIC
Faculty of Architecture, University of Belgrade, Serbia
ALEKSANDRU VUJA
Faculty of Architecture, University of Belgrade, Serbia

The effectiveness of using biology as a knowledge and inspiration source, frequently com-
bined with other sources, has been demonstrated many times. This paper focuses on the
application of bio-inspired generative strategies in the design of spatial structures in ar-
chitecture. Spatial structures encompass structural typologies made of an assemblage of
elements interconnected to each other in space that distribute influences spatially. Due to
the formal and physical complexity of these structures, their design often seeks for appli-
cation of unconventional generative approaches heavily relying on computer technologies.
Generative design strategies imply the use of systems for autonomous formation in the de-
sign process. In these processes, designs emerge as a result of the manipulation of diverse
parameters of the applied system.

The diverse natural or artificial system could be used, but the application of automated
computational systems is the most frequent. Furthermore, current computational systems
increasingly feature a great deal of openness, dynamism and unpredictable behavior, forc-
ing to shift design from traditional, centralized approaches to nature-inspired, self-organ-
izing techniques. Although different techniques have been proposed in order of improving
these processes, still there is a lot of opportunities to study, analyze, classify and develop
them in terms of design patterns, and how they could be potentially systematically applied
to solve design problems.

Correspondingly, this paper is directed at modeling bio-inspired mechanisms in terms of
design patterns, exploring whether some fundamental behavior can play the role of basic
design patterns to define higher-level patterns featuring more complex behavior. In this
way, the aim is the creation of mechanisms from the adaptation of existing biological be-
haviors underlying each pattern in order to enhance the design of spatial structures.

Starting from the brief analysis of available methods and tools we propose and test
through design experiment an approach that combines biological and technical knowledge,
in a way that it is compatible with both. Information related biological functions are translat-
ed in terms of technical functions to solve design problems. In this set, computer-generated
design artifacts are produced by an algorithmically determinate system of rules. Generative
design activity needs to define with accuracy the problems to solve, in order to understand
accurately relation, flows, and performances and obtain design solutions which have desira-
ble attributes of biological systems. The suggested approach enables avoiding preconceived
solutions and psychological inertia, due to the finite experience, creative methods drive de-
signers through the problem abstraction and after through the abstraction of solution.

The connection among different domains provides logic abilities that can be visualized
and analyzed in a CAD environment. This is important because currently designs are creat-
ed and visualized in CAD systems. The modern CAD systems enable constraint-based mod-
eling in which every element may be connected by means of parameters, relationships, and
references. The logical set of rules can be implemented to automate the entire or part of
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the modeling process providing the possibility to create an integrated functional structure,
and obtained designs demonstrate the sustainability of the suggested approach.

Using nature as a model, mentor, and appropriating biological patterns can lead not only
to the rational design solutions but to the optimization of the design process. Finally, this
paper may be interesting not only for those related to the design of spatial structures but
since it can be generalized and applied to different design domains also to those generally
concerned with design methodologies and especially to computational generative design
strategies. The paper concludes with a discussion of an open question for the field of bio-in-
spired design.

Keywords: biomimicry, bio-inspired mechanisms, design patterns, biological system
modeling, spatial structures, architectural design

neo npojekta MUHHUCTapCTBa MPOCBETE, HayKe M TEXHOIOLLIKOT pa3Boja
Penydnuke Cpduje non HasuBoM: ,Pa3Boj M npruMeHa Hay4YHHX MeToaa
y npojekToBaky W rpahety BHCOKOEKOHOMHMYHHX KOHCTPYKTHBHHX
cHCTeMa NPUMEHOM HOBHMX TEXHOSOTHja”, eBHAEHLMOHK dp. TP36008.
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THISTHEORYDOESNOTEXIST: HISTORICIZING
AND UNDERSTANDING THE HYPER-REAL
IN PHOTOGRAPHIC DATA VISUALIZATIONS

KRIS BELDEN-ADAMS
University of Mississippi, USA

The website thispersondoesnotexist.com offers a refreshable, seductively realistic, series
of images of exactly that: amalgamations of fictional people. Built from an unknown num-
ber of photographs gleaned from the open archives of the internet, these photographically
hyper-realistic images enjoy the appearance of veristic “truth” yet are framed their own
irony as synthetic products generated by “Artificial Intelligence.”

Like other images generated using Artificial Intelligence algorithms called General Ad-
versarial Networks, or GANs, thispersondoesnotexist is known as a “DeepFake” genera-
tor. Sites and applications such as thispersondoesnotexist, FakeApp, DeepFacelab, Deep-
Dream, Lyrebird, among a proliferation of others, create images (and even videos) so seem-
ingly realistic using an archive of materials that they hardly - if at all - can be distinguished
from actual footage and/or photographs of people.

As such, this technology prompts us to re-examine what Florian Rétzer suggested in 1996
was “photography after photography,” or the medium’s departure from one of a part of its
essence: its relationship to “truth.” In addition, Fred Ritchin has argued that the medium’s
“status as an inherently truthful pictorial form” has been compromised since the introduc-
tion of digital-manipulation software in the late 1980s undermined its indexicality. W. ). T.
Mitchell has even suggested that photography has been “dead - or, more precisely, radical-
ly and permanently displaced” since 1989. And recent “Post-Photography” debates about
the work of Andreas Gursky have raised questions about whether a composite still can be
regarded as a “photograph” at all, given that its impetus is arguably rooted in painting.

In this paper, | will argue that digital photomontage is not a new approach to making photo-
graphicimages, even if the use of Artificial Intelligence (human-generated algorithms) to make
them is. A look at photography’s history will reveal that the practice of composite photogra-
phy was pioneered by Hippolyte Bayard, Edouard-Denis Baldus and Gustave LeGray in the
mid-nineteenth century, and was continued by Oscar Reijlander and Henry Peach Robinson,
the Dada photomontagists and others through the 20th Century and up to today. Algorithms
merely have provided a new tool for produce composite, or montaged, images so realistic that
they are uncanny. Moreover, they also prompt another discussion that has its own history:
photography’s basis as a machine-made image with questionable relation to the human hand.

After situating digitally amalgamated images and their “rhetoric of realism” historically,
this paper will address the above debates through a case study of exemplary portraits from
the GAN-algorithm-employing sites such as thispersondoesnotexist. This paper will argue
that photography’s capacity for temporal complexity and multiple degrees of authenticity
has been a condition of the medium since its invention. The emergence of digital media
simply calls us to the task of addressing and articulating the complicated nature of the
photographic medium’s ability to function as “data portraits” that can be synthesized inde-
pendent from human agency. Truly, digital composite photographs point out the need for a
new kind of history, one that addresses the multiple identities of “the photographic” rather
than simply the monolithic “photograph,” and one that is responsive to the technology of
Artificial Intelligence.

Keywords: data visualization, General Adversarial Network, GAN, thispersondoesnotexist,
Lyrebird, photographic realism, hyperreal, Photoshop, Deepfake

63 | SmartArt | Kibura anctpakarta | Book of Abstracts



,[K(LANGFARBENMELODIE”
BHULEO UTPHULA

KCEHHJA KOBAYEBHH
Cydotuua, CpdHja
METAP BAJUR

Hosu Cap, Cpduja

Klangfarbenmelodie B1aeo urpuua je HacTana Ha OCHOBY MarmcTapckor paga 13 npenmerta
BusyenHa kyntypa (KceHuja Kosaueswh, BusudunHocili Gapuliulypa caspemeHe My3uke
docne LLlendepta) non meHtopctom npoo. Kocre borpaHosuha Ha AkageMHju yMeTHOCTH
y Hosom Capy. OBaj npojekart je Haarpafihba camor UCTpaXk1Barba M xesba Aa ce haeja (cnoj
NIMKOBHE W MY3HYKe YMETHOCTH) MPHUMEtbYje KPO3 UrpHLLy.

Mpennpunpema je peanrsoBaHa Kao My3HUKO-CLEHCKH forahaj Kpo3 ynoTpedy u 13Bo-
hetbe My3HKe Ha KNTAaCHUYHHUM MHCTPYMEHTHMA Y3 capagmy ca npodecopHuom [paraHom
Hukonuh Puctuh 1 npodecopuiom naHtomume paraHom CrojmeHoswh. [Moctoju cHUmak
KOHLIepTa Kao 3amnmc. Y 0BOj UIPHLIM je CNOjeHO 3Hatbe M3 ABE YMETHOCTH, IMKOBHE H MYy3H1Y-
Ke, rae KOPUCHHK HrpHLe drpa doje — LpBeHa, XyTa, HapaHLlacTa, 3efeHa, Jbydryacra, nna-
Ba, po3a, CBET/IOLLpBEHA — KOje cnaxe y ofpeheHH H13 1 BU3YenTHO KOMIOHYje CIMKY, a Yjel-
HO KOMMOHYje 1 My3uKy. OpeheHa doja je ogpehera HoTa. KopHcHHK UrpHLie je 1 KpeaTop.

KoprcHHK Moxxe fa M3abepe cnepehe HHCTpyMeHTe: ruTapa, MeTanodoH, dpyna, Tpom-
doH, dydatb, xapda, BUONKHa, cakcodoH. Hall Liu/b je NpUMeHa 3Hara M MCKYCTBa W eKc-
nepumeHTHcatbe ocehajem 3a puTam, ojy, KOMMOHOBatE, HCTPAXKHBaHbE JTMKOBHHX efle-
MeHaTa... Mcxop rrpuue je mpenaxerse U3 MCKYCTBa K/TaCHYHOT MefHja y BHLLEMeOH|CKH
npocTop. MrpHua ce Moxe KOPUCTHTH W Y elykaTMBHE CBPXe, Y HaCTaBH IMKOBHE W My3HUKe
Ky/nType, jep ce yknanay HacTaBHH MNaH K Mporpam Kao [eo JHUrMTanHor Yaca.

Ll vrpuue je jadare camonoysaama M YNopHOCTH KOPHUCHHKA, jep OHa HHje HH npenaka
HH arpecuBHa, Beh je enyKaTHBHA M NMpHUMeHHBa, OTBOPEHA 3a pas/iMuMTE y3pacTe — 3a CBe
OHe KOjH Xere fia ce ornpodajy Y jedHOM HOBOM CTBapasia4yko-yMEeTHHYKOM HCKYCTBY.

KreyuHe peun: urpuua, boje, MysmKka, TMKOBHO, My3HUKO, AUTHTaNHO
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BELLUTAYKH PAJEBHU - CUMYNALHJA
YTOIMH)CKHUX TTPELOEJIA METOAOM
[MPOLWKHMPEHE CTBAPHOCTH

MHJ/bAH CTEBAHOBHR
DakynTeT IMKOBHUX YMETHOCTH, YHUBEP3HUTET yMeTHOCTH y Beorpany, Cpbuja

[NpeameT yMETHHYKO-TEOPH]CKOT MCTpaXkHBatba NpeacTas/ba y3ajaMHW OOHOC MaTepHjaHoTr,
peasnHor CBeTa U BUPTYesNHOr CBeTa Yy 00N1acTH NIMKOBHHX, BU3YyenHWX yMeTHOCTH. OKBHp Teo-
PHjCKOT MCTpaXKHBatba ce Hasrpa Ha NpoyyaBatby MMcaHor MaTepHjana o heHOMeHHWMa W Npes;-
CTaBama [BE NPHPOJE Kao U hHX0BOM MehycodHOM ofHOCY: Ayann3am peasiHe v BUpTyesHe
npupoge. lNpakTHyaH LH/b YMETHHUKOT MCTpaXKMBatba je peasivsalivja Maeje o OBOCTPYKOM
CBETY, CBETa peasHor 1 CBETa M3BaH rpaHHLia, U hHxoBe MefycodHe 3aBHCHOCTH KopHLherem
TpafAMLIMOHaNTHHX M HOBHX MeTo[a U3paxkaBatba. PeanaH cBeT je npefcTaB/beH y Meaujy CliMKe.
MotuB papoBa je TpaHCMOHOBaHa, ancTpaxoBaHa NPUPOAA Y jeAHOCTaBHE JIMKOBHE efleMeHTe:
doja Kao rmaBHK HOCHNALL, KBANIMTETa C/IMKe W DOjeHH aKLeHTH Y BUY MatbX MOBPLLMHA U MO-
Te3a. BupTyenHu cBeT, cBeT M3BaH rpaHMLLa ce HanasH Ha MHTEpHeTY Y deckoHauYHOCTH cajbep
npocropa. OBaKko BHM3yanM30BaHW MPOCTOpPH MoApa3ymeBajy HM3pady TPOAMMEH3HOHAHOT,
BMPTYeNHor, AurkTanHor mogena. KpervpaH Moaen pana npeseHTyje ce y hopmH BUpTyenHe
peasiHoCTH WK NMpOLLHMPEHe CTBapHOCTH, a HOBa TEXHOJIOMHja Kao MeHj YBOAH YOBeKa y HoBe
“MarvHape ceetoBe. Menujym namel)y opraHcKor cBeTa W CBETa BeLUTaUKH1X Mej3axa jecy aH-
ApoMackn ypehaju 1 annrkalmja crielmjanHo KperpaHa fa omoryhu npeknanatbe peanHor v
BMPTYenHor npocropa. Ann1kaLmja b1 ckeHuparem CrvKke, Koja d1 npencTaBbao jenHy BpCT
kOaa (MapKepa) M Koju BH Cly)KHO Kao OCHOBA, MpoHanasu1ne apyry feo paga. pyrv neo npu-
ofie, CKNafHLUTEH Ha MHTEpHeTY, BHo DK NpojeKToBaH Npeko NPBOr MaHa — NOBPLUKWHE MnaT-
Ha. OBaj nocTynak JOBOAH Yy OOHOC M CHHTETH3Yje BUPTYeSTHH NPOCTOp Ca peanHHM.

Lin/b oBOr yMETHHUKOT UCTpaXk1Batba je U3BONebe CIMKa Koje ca CBOjUM eCTETCKHUM KBa-
NUTETMMa K Ca BUPTYe/THOM HaJorpafhOM OAroBapajy TeOpHjCKO-HAEJHHM MocTaBKama.
KoHuenuKja 0BHX pagoBa NogpasyMeBa M OCMHLL/baBakbe MOCTynaKa 3a YMeTHHYKY npe-
3eHTaLlMjy BUpTyesiHe Npupofe MeTo[OM MNpoLLUHMpeHe CTBapHOCTH. [Tpema TomMe cam KOH-
LenT papoBa je QyHKLHOHHCahe ABa palMinTa EHTUTETA NMPHUPOLE KAao LESMHE, a He Kao
[Be NMoABojeHe KOMMOHeHTe.

IKao nonaswuiuTe y npodnemartvLu cMMynaLmje yTONMUjcK1X nejsaxa, nepuunupare npu-
pofie y epH HOBMX TEXHOMOTH]ja M O ecTeTHLM Doja, Kao KIbyUHHX 33 MPAKTUUHK pafl, KOpH-
wheHu cy KoHuenTH dpunosoda XaHa boapujapa (dbpa. Jean Baudrillard)  bepHapa [deno-
wa (dppa. Bernard Deloche). 3a aHanusy v ynotpedy npolumrpeHe CTBAPHOCTH Kao METOS, 3a
H3paxkaBatbe 1 0 KOMMIEKCHOCTH CTBapatba BUPTYeSTHOT NPOCTOpa KOPHLLNEHH Cy TEKCTOBH
apxwuTekTe Netpa Mejuha.

TeopHmjcko-KoHLEeNTYyanHH peHomeHH (M3bop):
- EcteTuka cnuka: 1. MoAepHHUCTHUKK KOHLLENT CKKe — 50ja Kao HoCHNaL, A0XKHBIbaja

2. NOCTMOAEPHHCTKHYKA HHTeprpeTaLivja CBeTa U MpUpoae HOBHMX MeaHja
- Mepumnnuparse nprpone y3 nomMoh aHAPOHACKHX TEXHOMOTH]a
- KomnnekcHoCT cTBapatba BUPTYyeIHOT MpOCTopa

Ecltiettiuka cnuka

MonepHHUCTHUKHK KOHLENT ciMKe- Boja Kao HoCKNaL, JOXKHBIbaja
[MaBHKW KBaNMTET NPaKTHUHO-YMETHHUKOT fena paaa je npyuaat doju. boja kao rnasHK HocH-
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nal, KaBasmMTeTa 1 ecTeTHKke CIMKa MMa 3a Linib [la NpHKaxe JoxHB/beHo. bepHap [enow y
CBOjOj KhH3H ,BUpTYenHn mysej” HaBoaM fa NpHKa3HBibE HHje HULLITa ApYyro [0 npeodpasu-
TH HeKy CTBap Y C/IMKe W [ia je jedHHH 3a[aTak YMEeTHOCTH fla MpaBH C/HKe Koje du M3asBarne
eMoLiHjy, anu He 0daBe3HO M CBeCHM yTHcak. boja ce cmaTpa HocHoLem ocehama. Peu je o
MaHHMyICatby JOXKHB/LEHHUM Y UHMCTOM CTatby U Taja Ce YMETHOCTH CTana C AOXHBIbEHHM.

[loctumogepHucitiuyka uHlieplipeliayuja csellia u dpupoge HoOBUX Meguja

JeneHa lyra, TeopeTHyap HOBHX MeAMja U YMETHOCTH, UCTHYE Aa Ce NMOCTMOAEPHHUCTHYKH
TEXHOECTETHYKH paf, Ca BUPTYENIHUM WK Cajbep MpocTopuMa 3acHHBa Ha yBepemy fa je
LlenoKkynHa npyupoaa yeefeHa y KndepHeTHUKH CUCTEM NpoU3BOAbe Hose peanHocTH. Caj-
depnpocTop ce cmMaTpa yTOMHjCKOM BU3HjOM NMOCTMOLEPHOr BpPEMEHa, a CaM TEPMHH O3Ha-
4aBa BeLUTa4YKH TPOJUMEH3HUOHANHK NMPOCTOP, FeHEepPHUCaH Yy KOMMjyTePCKUM NporpamHuma, y
KojeM ce 0fiBHjajy KndepHeTcKke, NoBpaTHe Be3e U KOHTpona.

Mepyutuparee Gpupoge y3 Gomoh aHgpougckux WexHonoluja

Bonpwjap cmatpa fa je TexHonoruja nponyxetak Tena. [la npencraBmba GyHKUHMOHaNHY yca-
BPLUEHOCT jeHOT /by ACKOr OpraHK3Ma Koja My [,03BO/baBa Aa Ce HU3jefHayvr ca NPUPOLOM M
ha je nodenHHYKH Nprceoju. AHOpona omoryhasa CTBapHY CHHTE3Y peasHor, NoBe3rBabe
Te ABe npupofe y peanHom spemeHy. Ca BUPTyeTHOM HaJorpaftoM CITMKe, Ha MPBH Nnornes,
NacHBHKW MOCMaTpayM MocTajy akTHBHHjH jep ynoTpeda HOBMX TEXHO/OTHja 3aXTeBa BOJbHe
noctynke. lNocmaTpay Mopa fia AoHece oa/yKe y BU3yelTHOM H3Dopy NpH pyKoBatby Mallik-
HaMma, anu cy werose ofJlyke IMMHUTHUpaHe yHanpen oapeheHrnm moryhHocTima 13dopa.

KomiinekcHociu citisaparea supiliyenHol pociiopa

3a Kperpatbe BUPTyesiHOr MpocTopa yMETHUK Tpeda [1a npey3me ynory apxutekTe, jep Kom-
nneKkcHocT Npodnema 3axTeBa No3HaBame, ynotpedy v npoyyasarbe BHLLE 0dNacTH Kao LUTO
Cy reomeTpuja, BU3yenusalmja, apxMTeKTypa, ayToMaTlka KM nporpamuparse. Apxutekta
Metap Nejuh je KOMMIEKCHOCT Kperpatrba CaMOCTaSTHOT BUPTYEHOT MpOCTopa NoLodHO 0d-
jacHHo y objaB/beHUM Hay4YHHUM CTyAMjama Kao My [OKTOPCKOj AucepTauumju “Cructem npe-
3eHTaLMje TPOAHMEH3HOHANIHMX MOAeNa apXMTEKTOHCKHUX odjekaTa METOAOM NpoLLHpeHe
cTBapHOCTH”. JenaH op pesynTata [lejuheBor UcTpaxkHBatba je v pa3BHjatbe CaBpeMeHOT Xap-
[Bepa Kao W terosa ynotpeda y cuctemrma npoLLMpeHe CTBapHOCTH.

Peanusaumjy papa ,Bewdiauku pajesu” — cumynauuja yiiodujckux tpegena melliogom
dpowupeHe clisapHocliu NopesbeHa je y Ae dase. Npsa dasa je 3Boherbe cvKa Ha nnat-
HY KJTaCHYHHM CNIMKapCKMM TeXHWKaMa, a apyra dasa je Kperpame TpoAHMEH3HOHaNIHOT
BMpPTYye/HOr npefena MeTooM NpoLUMpeHe CTBapHOCTH. [ToBesnBarbeM NpBOT K Apyror ae-
na pafa CMHTETU30BaH je MpoLec Kperpaka yMeTHUYKOr pada Belutauku pajesu, cumyna-
LHja YTOMMjCKUX Npeaena MeToAoM MpoLUMpeHe CTBAPHOCTH. YcneluHa npuMeHa meTtoae
NpoLU1peHe CTBAPHOCTH Y LiMIbY Kpeupatba pafoBa Koju OM LUTO peanHHje OAroBOPHIIH Ha
OCHOBHa MocTaB/beHa Havena. PesynTtat ucTpaxvBama je peanusalmja pagoBa Koju y not-
MYyHOCTH Npe3eHTYjy Uaejy o ABOCTPYKOj NpHpoaHr KopHLLhermeM TpaauLMOHaAHHX H HOBHX
MeTo/a M3paxaBatba.

KrbyuHe peum: BUpTyenHa peanHocT, MaTepHjanHa v BUpTyesiHa NpUpoaa,
aHApomraCKa TEXHOSONHja
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®Y3HJA HAYKE, AU3AJHA TEKCTHNA H
PELLERA KOJA HAM OAPY)E NMPHUPOLA

MAJA MUTHHHWR BOTOAHOBHR
Bucoka wkona cTpykoBHHX cTyauja beorpaacka nonutexHuka, beorpan, Cpduja

TpaHcdopmaLimja nepLenLmje Ax3ajHa TEKCTUNA YKIbYYHBabEM MYNTHAHCLHMIMHAPHOCTH,
roe ce npuMetsyjy HoBa AoCTHrHyha Hayke, Kpo3 ynoTpedy HOBHX TEXHOMOrH]a, Ca aKLieH-
ToM Ha ®IM TexHonorujy (TexHonoruja MofenoBama TonbeHHM GrUnameHTHMa Koju ce
HaHoCH y cnojeBrMa cTapajyhu TpofrMmeH3suoHanHe odjexTe), yTvuahe Ha pa3Boj A13aj-
Ha TeKCTHNa Kako ca TeXHHYKO-TEXHOMOLLKOT acrekTa pa3Boja NpHUBpeae U TEKCTHUIHE HH-
DYCTpHje, Tako W ca acnekTa ecTeTCKUX KBasMTeTa HOBMX AM3ajHEPCKHX pellema. [NpaTehu
aKTyenHH, cCaBpeMEeHH TPEHL, KOjH CBOjY MHCMMUpPaLIHjy LIpMH U3 HEMOTPEeLLIHBOCTH NpHUpoae
W pellietba Koja Cy yCTaHOB/beHa BEKOBMMaA pa3Boja Haller YOBEYaHCTBa, JaHac, BHLLE Hero
HKap, je HeonxoLHo fia ce foroaum ysuja Hayke AW3ajHa U NpUpose.

Ynora aguTHBHE NPOM3BObE Y TEKCTHITY CE KOHCTAHTHO pa3BHja, ca 3Ha4ajHHM NOpacTom
CBECTH M MHTepeca Be3aHHM 3a Yro3HaBatbe ca HOBUM TEXHOJIOrHjamMa o[l CTpaHe f13ajHepa.
Pact 3HaTHXerbe M pajo3HaNoCTH J0NasH M3 KOMMETHOT cnekTpa x3ajHepcke cTpyke. [o-
jaM afMTHBHE NPOM3BOLHE jOLI YBEK HHje JOCTUIAa0 MacOBHO TPXHLLUTe, MehyTUM pa3ma-
Tpajy ce UMNNKKaLWje peLletba 3a TakBy NpoM3BOAY. HeonxonHo je pa ce Au3ajH TekcTrna
Y MHAYCTPHjH BpaTH Ha OOPXHMB MOAEN MPOU3BOAHE, KOjU NOApa3yMeBa BHLLE SIOKaNU30-
BaHe Npou1sBofhe, omoryhasajyhu Manim ansajHepckim KM nporssoaHKM Kyhama aa dyany
KOHKYPEeHTHH Ha Tpxu1LTy. Kakse he S1TH nocnenuue ysohera anUTHBHE MPOH3BOLHE Y
LM3ajH TekcTUna, NuTatbe je koje he y dyayhHoctv Hahu cBoje oaroBope. Y CBETY KOHCTaHT-
HHUX TEXHOMOLLKMX AOCTHrHYha, TEKCTH Ce Takohe MoXKe CMaTpaTH KIbyYHHM CpeLCcTBOM 3a
npuKas Benrkux moryhHoctu 3/ nporssoftbe. Y A13ajHy TEKCTHA Ce 0TBapa HOBH HaYMH
noBe3M1Batba ca TexHonorujama dynyhHoctn u omoryhasa Behe yyelhe 1 ose rpaHe nu13aj-
Ha y tbeHoM HanpeTky. OrpomHe MoryhHOCTH Mp1Narof/bHBOCTH alMTHBHE NPOU3BOAHE CY
jow jenHa BaXkHa NpefHOCT 3a MHAycTpHjy. Cafa je AOCTYNHO KpenpaTH MallKHe Tako Aa
caBpLueHo dyny npunaroheHe oapeheHoj BENHUMHH M eprOHOMHjH CBaKOT Aesa Tena, oMo-
ryhaBajyhu cTBapHy nepcoHanusauujy.

AIMTHBHa NpOM3BOAHba CEe MOXe MOoCMaTpaTH Kao MOTMNYHO HOBa MHAOYCTpHjcka peBoy-
LHja. YMETHHYKO-HCTPaXXHMBaUKH AOMPHUHOC MMa MOTEHLMjaN Y CMHCIY carnefaBakba HHO-
BaTMBHKWX obpa3alia 3a pa3Boj AM3ajHa TeKCTHa. TeXHOMOLLKH pa3Boj OA/IMKYje ce HU30M
HOBMX TEXHONOTH]a, Craja f1ruTanHe 1M duonoLLKe cBeToBe, a cBakako he MMaTH yTHLaj Ha
WHOYCTPH]y TEKCTHNA W MO3MLMjY AM3ajHepa y JaHalltbeM pafHOM OKpyxetby. AIMTHBHa
NPO13BOAbA MOXE Aa YHanpenu ynotpedy oTnafa Koju yBenrKko 3arafyje Hallly XHBOTHY
cpenvHy. Omoryhasa u3pagy A13ajHepCcKUX NMPOM3BOAA KOjH CY eKOMOLLIKH MPHUXBAT/bHBH.
3a pasfiMKy o[, MHOTMX TpafAMLIMOHANHKX MOCTynaka NpPOU3BOAHE, KOjH UMajy pasfiMu1Ta
orpaHuuetrba, alMTHBHOM Mpor3Boawom oMoryheHa je seha dnekcndunHoct npoussoh)a-
YMMa La onTHManusyjy, dp3o 1 ecdukacHo, AM3ajH 3a NpousBoamy. OTnan 0BakBOM Mpo-
M3BOAHOM Ce eNMMHHHLLE. ATUTHBHOM NPOH3BOLHOM MOCTHXE Ce MOryNHOCT TOMosoLLKE
onTHManusaluje Ou3ajHa, a THMe ce noeehasa QyHKLHMOHAMHOCT NPOM3BOAA, LUTO Aasbe
CMatbyje KONTMYMHY YTpOLLEHE eHepruje U OCTanrx MPHUPOJHWX pecypca HEOMXOAHHX 3a
(YHKLHMOHHCatbe HEKOT MPOM3BOLHOT MpoLieca.

IKapa ce npucTyna cloXeHOCTH pa3Boja HEKOT MPOM3BOAa HaMeHEHOT YOBEKY, BaXKaH cer-
MeHT 13ajHepcKor NpoMHULLIbaka je eproHoMHja. OHa noapasymeBa Hayky Koja ce daBH
LH3ajHOM MpOM3BOLa Tako Aa OHK Hajdosbe Oyny npunarohenw sbyackom Teny. Monasehu
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0[] CTaBa [a je eproHoMHja y CyLUTHHH, ali W CadpXajHO MYNTH U UHTEPAMCLHMNIMHAPpHA
HayKa koja ce baBM CMCTEMOM YOBEK-MPHU3BO[, Kako O1 ce AM3ajHepCKH NPOM3BOL, NpHna-
roflMo 4YoBEKOBHM OHO-MCHXO-COLMjaTHUM OrpaHHYebHMMa K 3aXTeBMMA, Te Kako b1 ymno-
Tpeda Tor au3ajHa duna edukacHHja, de3denHuja 1 NoysaaHHja U NpunaroheHa /by ACcKom
Teny W eroBUm orpaHuyersima. [laHac ce He MOXe 3aHeMapHTH 4a YOBEKOBA MCHXHUKa U
coLiMjanHa orpaH1yeta, notpede, 3axTeBH Mory OUTH Takohe TMMHUTHpaHH y kopHLLhemy
HeKor NMpoW3Boda W Aa M tHX Tpeda yuuTaBaTH NPHUIMKOM NpojeKToBatba TEXHHUYKOT Cpef-
CTBa MK TEXHHUYKOT cMcTeMa. HactaHak eproHoMHje ce Besyje 3a Op3r pa3Boj TEXHHKE M
TEXHHYKHX CpeaCTaBa Koja cy duna cBe caBpLUeHH]ja v edHKacHH]a, afik ce OHLA jaBHO YoBEK
Kao OHaj KOjH CBOjUM OrpaHHYeHMMa NocTaje TMMHUTHpajyhiu hakTop herosor passoja. Tex-
HWYKH y3€eBLLH, HEeKO HajcaBpLUEHH]je CpeACTBO HWje eproHOMCKO ako ra YoBeK ca CBOjHUM
BHO-NCKHxo-CcoLMjanHKM KapakTepUCTHKaMa He MoXe eHKacHO KOPHUCTHTH, W TO je AaHac
NUMHTHUpPajyhK hakTop TEXHHYKOT M TEXHOMOLLIKOT pa3Boja. [ToKpeT je Tako of, CyLUTUHCKOT
3Hayvaja 3a Teno, Na TMM W U3Y3EeTHO BaXkaH y pa3BHjatby TEKCTH/THKX MOBPLLMHA KOje Cy Ha-
MetbeHe yrnoTpedu y ofeBHom TekcThny. Cjenumyjyhn hopmy, CTpyKTypy W MaTepHjane Ha
HOB Ha4WH, Moryhe je 0CTBapHTH OMTUMaHY KOM(OPHOCT U HECMETAHO KpeTatbe.

TekcTrnHe nospLUHHe U3paheHe afdHTUBHOM NPOM3BOAHOM Moryhe je MpUMeHHTH y Ou-
3ajHy CaBpeMeHor ofeBatba, allv U A13ajHy eHTepujepa. [JarbMm pa3Bojem OBHMX TEXHOSO-
rMja [DOCTHXe ce HOBa Cr1odofa AW3ajHa YMMe he ce OTBOPHUTH HOBe rpaHHLEe MK MOXAA
npeLMsHuje, rparHuLe he drTn cpylieHe. Kao jenaH op 3akbyyaka je W 1o aa he ce nusajH
y dynyhHOCTH cBakako MemaTH, a ca THM NpoMeHaMa cBakako he ce MemaTH 1 Ou3ajH Tek-
ctrna. OcBajarbeM jelHOT HOBOT CBETa MaTepHjasna 1 CaBpeMEHWM Ha4YHHOM pasMHLLIbatba,
a THMe W HOBMM KOHLieNTMMa CTBapanallTsa, JOCTHRK he ce HOBW KBANMUTETH TEKCTHIHHUX
MOBPLUMHA KOjH MOPajy MPaTHTH K Hay4Ha JoCTHrHyha.

NoBe3rBatbe Hayke W [M3ajHa ce Nperno3sHaje Kao jefaH of, KibyYHHX dakTopa 3a Hampe-
foBatbe, a la b1 ce KOXe3Hja [oroama HeONXoHO je OBakBe MOCTaBKe YBECTH y 0dpa3oBa-
te. OBo nNpefcTaB/ba MeToAy NpHUMeHe cBera HaBefeHor. Moxe ce npenosHaTH xesba 3a
MHOBALLHjOM H Y OKBHPY 0Dpa30BHOT CMCTEMA jep CBe BHLLE akafeMHja, CTPYKOBHHX LLKONa,
CpenHX LLIKOMa, MHTErprLLY aIMTUBHY NPOM3BOLtY Y OKBHPY CBOjHUX CTYAMjCKHX Nporpa-
Ma. To je cBakako dynyhHOCT YoBeUaHCTBa. Y OKBHMpY LiM3ajHa, TEKCTHN Ce W fasbe Da3upa Ha
TpaZdM1LIMOHaNHOj METOLOMNOrMjH. 3a fodap Hanpeaak y 0dnacTH LWTaMnaHor TeKCTHAa, anu
W'y OpYrMM CErMEeHTHMa TeKCTHa, Kao LUTO Cy TKake U TanucepHja, NoTpedHo je cayyBaTH
TpaZM1LIMOHaNHa 3Hatba, anv Npu TOM U pa3BHjaTH HOBa 3Hatba M BELLTHHE ynoTpede caspe-
MeHHWX CpefiCTaBa U3pafe TEKCTUIHUX MOBpLUKMHA. HoBe TexHonoruje omoryhaBsajy Tectmn-
HWMM [M3ajHepHMa Aa NpoLUMrpe CBoja fOCTUIrHYyha M3BaH TpafHLMOHANHKMX rpaHrLa AW3aj-
Ha, [a Ha Taj Ha4MH NpeTBOpe HeKke Of, HajM3a30BHMjUX KOHLEenaTa A13ajHa y CTBapHOCT.
NpenosHaje ce eBonyLMja Npeko TpagHLHOHANIHHWX METOAA NMPOM3BOAE TEKCTHIA Npema
TEKCTHUNY KOjH je KOMMIETHO H3pacTao U3 OHUIHTa/THKUX TEXHOMOTHja. JeAaH of LubeBa paja
je abrpmaumja ®M TexHonoruje (FDM - engl. Fused Deposition Modeling) y odnactu
[lM3ajHa TEKCTHUNA, KpenparmeM HOCHBHX MaTepHjana. Mpaeja na TekctnnHo odbpasoBame cafa
00yxBaTa OBE MHOBATHBHe TEXHOJOTHje NpeacTaB/ba oxpadpyjyhu kopak Hanpen. Odpaso-
Bake HOBE reHepaLMje OM3ajHepa, kao K yBohere 3[] TexHonoruja v codTeepa y AH3ajHy
TeKCTHNa je NPUPOAHO NocTeneH M TpajaH npouec. TuMe ce Moxe 00jaCHHUTH 3aLUTo je npo-
MeHa Y MHIYCTPHjH TEKCTHNA Ha NPBH MOr/e[, yCnopeHor KapakTepa, MefyTHM H3BecHo je
na he ce 1 Ha 0BOM Mosby AM3ajHa cuTyaluja y dyayhHocTh npoMeHHTH. CKion AUrMTanHUX
TEXHOJIOTHja je TpaHCPOopMHCa0 TpaaHLIMOHAHE NPHUCTYE y CaBPEMEHOM [IM3ajHY K YMeT-
HOCTH W [JOBEO A0 MOTMYHO HOBHX (hOpPMH.

Krby4He peun: MynTHOHMCLMMNIMHAPHOCT, AW3ajH TEKCTHUNA, aAMTHBHA NPOH3BOAba,
®IM TexHonoruja
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RESEARCH ON THE COLOR ENVIRONMENT
IN THE DESIGN OF THE 1960S
BY THE METHOD OF COLOR QUANTIZATION

RANGEL CHIPEV
Faculty of Applied Arts, National Academy of Art, Sofia, Bulgaria

By research of the iconic color images of material environment (Interior design) from the
‘60s of the 20th century, created under the influence of different stylistic features in design
and applied arts, the paper aims to collate the color schemes that adequately reflect the
ideological and practical features of various modern and postmodern movements. For this
goal is used method of color quantization of images to derive raw color palettes. Interaction
of art movements from this period is tracked, through a comparative analysis of colors,
used as a basic compositional tool.

Keywords: theory of color, design basics, color schemes, color quantization
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WHAT DO WE SEE WITH OUR EYES, AND
WHAT DO WE ‘'SEE’ WITH OUR FINGERTIPS?:
UNDERSTANDING PAINTINGS WITH A
SURFACE RELIEF

TAMARA TRCEK PECAK

Academy of Arts and Design, University of Ljubljana, Slovenia

DEJA MUCK

Faculty of Natural Sciences and Engineering, University of Ljubljana, Slovenia

Conservators-restorers often deal with artworks that need to be moved to safe storage
spaces and replaced with copies specifically made for this purpose, all due to unsuitable
exhibiting environment conditions. Another reason for potentially making artwork copies
is that people, especially those with impaired vision, wish to touch artworks, which again
is not in agreement with accepted preventive conservation practices and does not ensure
basic heritage preservation conditions. Which is why the Restoration Department students
of the Academy of Fine Arts and Design (ALUO) at the University of Ljubljana have been
producing technological studies of artwork details in collaboration with the Museum of
Modern Art in Ljubljana (MG+MSUM) within various projects. This allows museum visi-
tors to get acquainted with artworks also by touch, which is especially valuable with those
artworks that have rich and interesting surface textures. These are difficult to completely
recreate when making copies. Which is why 3D technologies have become known as a way
of producing reliable copies of canvas paintings. Questions are being raised if and when
this way of copying artworks will fully replace handmade copies, whether handmade copies
even make sense anymore, and which of the two copying options resemble the original art-
work more. These are the key questions behind this project. Criteria are credibility of visual
image, sensation when touching, production time frame and cost of expenses.

The research was set in motion with a pilot project combining four faculties of the Uni-
versity of Ljubljana (ALUO, Faculty of Natural Sciences and Engineering / NTF, Faculty of
Arts / FF, Faculty of Education / PEF) and the MG+MSUM, and was co-funded by the Slo-
venian Ministry of Culture and the European Social Fund.

Two paintings from the MG+MSUM and a painting from an art student where chosen to
have details copied to carry out this project. The two museum paintings were not and the
student’s paining was allowed to be touched when gathering results.

The selected paintings were:

- Gabrijel Stupica, Girl at Table with Toys, around 1967, tempera on canvas, 128 x 168 cm,

signed bottom right: Stupica G., Municipality of Velenje, Gallery Velenje

+ Gojmir Anton Kos, Three Women at Table, 1938, oil on canvas, 95 x 78,5 cm, signed and

dated top right: G. A. Kos /1938, Museum of Modern Art, Ljubljana, inv. n. 427/s

- Sara §torge|, Dance, 2019, acrylic on canvas, 50 x 50 cm, owned by author

A detail was selected from each painting, which was copied using 3D printing, and also
copied twice by hand - once using the same materials as its original, and once using similar
but more durable materials.

It was studied:

- Whether the same surface relief, same colour or same material contributed most to

perceiving an artefact?
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+ Whether a handmade copy is more similar to the original as a 3D printed copy?

+ What is the difference in perceiving a handmade and a 3D printed copy when visually

observing and touching?

« Which of the two copying techniques is more suitable for a target audience?

« Which is more efficient time and money wise (production time, cost of resources)?

3D print copies were made in two different ways, depending on how elaborate the mo-
tif was. In paintings with a more of a relief surface structure, an Artec Space Spider laser
scanner (from brand Intri) was used to capture the surface. AZMorph multipurpose printer
was then used to extrude thermoplastic layers and print, and an Apex 60 x 90cm Flatbed
Digital Inkjet UV Printer to capture the colour and graphics. In paintings with less surface
relief and black surfaces the scanner did not produce satisfying results, so additional 3D
modeling in Blender was necessary. After, the same steps as outlined above applied.

When producing handmade copies, it became apparent it is nearly impossible to produce
the exact same surface as in the original artworks. The student’s painting was created on
a pre-grounded, store-bought canvas using acrylic modelling paste, which allowed for re-
lief brushstrokes. Gabrijel Stupica created the surface relief in his painting using a collage
technique and a thickly layered ground. The thin paint layers were then applied in egg tem-
pera. Gojmir Anton Kos painted his picture in oil on canvas, in which the relief was achieved
by squeezing oil paint directly from the tube, which also meant his painting had the least
textured surface. For making a copy of a detail selected from Sara Storgel’s painting, an
acrylic paste was used on pre-ground, store-bought canvas. For reproducing the chosen
detail from Gabrijel Stupica’s painting, the canvas was primed and prepared by gluing a
fan-shaped piece of a smaller canvas on each copy, one copy then painted in acrylic, and the
other in the egg tempera technique. In the case of Gojmir Anton Kos’ copy, the spiral detail
was painted once in oil and another time in acrylic paint.

Tests with blind and sighted individuals were then carried out in the MSUM so that those
with sight also saw the original paintings and were able to compare the copies to the origi-
nal paintings. When talking to blind people who touched all three copies of the same detail,
it was found that each of the copies demonstrated different information and each could be
valuable when presented as part of a story.

In people with sight, colours played a crucial role in determining the results. Therefore, if
the copies are not held and touched, and 3D printing was produced in correct shades, this
technique beats other copying methods.

With this research, it was shown that new, contemporary 3D technologies produce relia-
ble copies of art and contribute to the field of preserving and promoting cultural heritage.
Considering technological equipment is becoming more and more affordable and there are
less and less specialists for traditional painting techniques or complicated contemporary
painting procedures, 3D printing makes for quicker and more reliable copying with a lot
of applicable value. This project represents a great baseline for continuing studies in the
areas of improving copy making and working together with blind as well as sighted museum
visitors.

Keywords: museums, canvas paintings, copying, 3D technologies, painting techniques,
blind and sighted visitors
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HAJBOJbE YHMTALL OHO LLUTO HA)BHLLIE
YHUTALL: CTYOHJA TTPARERA TOTTIELA

YPOLL HEAE/bKOBHHR

@akynTeT TeXHHUKKX HayKa, YHHBep3uTeT y HoBom Cany, Cpbuja
KATA JOBAHYHR

@akynTeT TeXHHUKKX HayKa, YHHBep3uTeT y HoBom Cany, Cpbuja

»Hajoore ymTaL oHo wTo HajBHLwe YuTaww.” OBOM YyBEHOM MakcMMOM 3y3aHa Jlnuko TBp-
IM Aa nosHate popme THNorpadCckrx nucama YMTKOCT Ayryjy BHLLIEAELLEHH]CKOj OOHOCHO
BHLLIEBEKOBHO] M3/TOXEHOCTH, Kao W a OH CBH HOBM, MPOTOTHIMCKH HeMoAyAapHH 0BNHLM
dMNK nopjenHako YUTKH YKOMMKO DK ce yyecTano KOPUCTHIIH.

[pegmett

Y oBoM pafly theHa TBpAtba NpeopMy/icaHa je y UCTPaKHBAUKO M1Tatbe, a 3aTHM MOABPT-
HyTa emMnupHjckom TecTy, momohy crelmjanHo 0dnMKoBaHKUX TUMOrpadCKUX CTHMYyIyca,
MaX/bHBO MCMPOjeKTOBaHWX MHCTpyMeHaTa, codTBepa 3a aHanu3y civke Image), ypehaja
3a npahetse nornena Ha ekpaHy (eHrn. eye tracker) Tobii X120 v rwemy ogrosapajyher cott-
Bepa Tobii Studio 31.3.

Mettioga
Y noTpasw 3a 0AroBOpOM Ha MCTPaXHBAUKo NuTatrbe ,[la nu je nofeluasarbe Ha POHT 3aBHCHO
04, hamHMjapHOCTH ca KOHKPETHUM MUCMOM HITH haMHITHjapHOCTH Ca OCHOBHHM CKENETOM
n1cma?”, y pagy je Hajnpe [at npernes eMnupHjckUX UCTpaxkMBakba y odnactima bamunujap-
HOCTH Ncama 1 ecexTa npunarohasatrba Ha HOHT, a 3aTHM je cnpoBefieH ekcriepuMeHT. Ede-
KaT Npunarohasara Ha HOHT AeHHHLLIE ce Kao MojaBa NpH Kojoj ce YOBEKOB NepLeNnTyanHu
cucTem npunarof)eBa NpaBUIHOCTHMa THNorpadckor NucMma, Tj. ,dp3oaenyjyhe nogetuasa-
tbe BM3YeSTHOT cMCTeMa”, Koje ,HacTyma Kaaa YMTanal, npernosHa onpehere kapakteprcTHke
TUNorpadckor nMcma” U MeMopHLLIE HX Kao MapamMeTpe Koju uMmajy oapeheHe BpegHocTH. Ha
OCHOBY Hekon1ko cTyauja (Sanocki, 1987; Walker, 2008; Guthier et al, 2006; Beier&Larson,
2013) y kojuMa je oBaj ecbekaT ioKasaH, KOHKPeTH30BaHa je xunoTesa: [ogeLuasate Ha GOHT
3aBHCHO je 0f1 CTPYKTYype N1cma. [1pema mogeny no Kojem cy cnpoBefeHe CTyAHje YUUTKOCTH 1
edekTa npunarohasatba Ha hOHT, Tpedaso je kao jegrHy BapHjadny H3onoBaTH Gopmy TUMoO-
rpacbckor nMcma v ctora ofadpatk THnorpacdcke cTMMynyce no cnegehem NpUHLKMY: NPBO
MHCMO je No3HaTo W NoAYAAPHO Ca YHHBEP3aSIHUM CKeSTeTOM; APYTO je HEMo3HaTo, anu nogy-
DapHO ca yHHUBep3asHWM ckeneToM; Tpehe je Hemo3HaTo 1 HemomyfapHO Ca YHUBEP3aIHKM
ckenetom. Kao npeu Tvnorpadcku cTimynyc ofgabpaHo je WHpoKo [OCTynHO de3ceprdHo
n1emo. [lpyro nucmo je odMKoBaHO Npema yHUBEP3arHOM CKeseTy, Y3 MHOLLTBO HeyodH-
yajeHHX, CneLMPpHUUHKUX KapaKTepUCTHKa, Koje Ce Of, MPBOT pasnvKyje Y LUIMPHUHH M CBETSIMHH
JIMKa, OTBOPEHOCTH (hOpMe W CrieLjanHHM KapakTepuma. Tpehe nrcmMo 0bnMKoBaHO je Mo
y3opy Ha n1cmo lNerwo A. M. KacaHapa 1 cagpyH jeBHHCTBEH CeT KapakTepa (eHr. unicase).

MonynapHOCT NPBOT M Apyror, O4HOCHO OfACTynatbe Tpeher N1cma of, yHUBep3anHor cke-
neTa UCMKUTaHO je OWrMTaslHOM aHanM3oM MaTpuue buHapHor 3anmca. O6nuK yH1Bep3an-
Hor ckeneTa fobujeH je no y3opy Ha OpyTHUrepoB XYMaHUCTHHKHU NPOTOTHI — NpeKanarmem
ocam Hajuelhe kopuLheHnx NMcama. AHan13a CIMYHOCTH CTPYKType onpaehana je usbop
n1cama, LWTO je cBa TPH CTUMYyITyca KBaMHKOBAO 3a Aasbe TECTHPatbE.

Ha ypehajy 3a npahetbe nornena, y CTporo KOHTPOMMCaHWM YCII0OBMMA NPOMHCaHUM CTaH-
LapLoM, CripoBefieH je TecT 6p3uHe YnTaka Npe W HAKOH H3JI0XKEHOCTH jeIHOM Of, TPH TH-
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norpadcka ctumynyca. MHCTpyMeHTH ekcriepuMeHTa cy obnrkoBaHH y codTeepy InDesign,
y3 HacTojatbe fa 6yne obesbeheHa LTO 6OBA YHMT/BMBOCT Ha KpaHy, Kako bW jenMHH npo-
MeHJbHBH NapameTap npencTassbana yrnpaso dopma Tunorpacdckor nicma. Mpu Tome je na-
XHa yCMepeHa Ha ONTUMasHo rnofellaBate NapameTapa TeKkcTa (X-BUCHHY, Ly>XHHY pefa,
npopen, cfiora, KOHTPACT TeKCTa U No3afduHe). EkcneprmeHT ce cacToju of Tpu Aena, Kojuma
npetxone KanubpaLuja Ha CBaKOM HCMHTaHHKY W KOHTPOJTHO YMTatbe. Y npBom W Tpehem
Leny ekCcrepruMeHTa 3a fleprHHUCaHO Nosbe MHTEpeca Ha eKpaHy MepeHa je AyXHHa dHKca-
LiMja, KOja ce Ha Kpajy nopenu, AOK ApYTH [ieo NpencTaBba NepHo, H3N0XKeHOCTH TUMorpad-
ckom cTmynycy. [la 61 ce pasnuka usmelhy pesyntata npe U HakoH NepHoaa H3NI0XKEHOCTH
yTBpAMna, KoprwheH je BUnkokcoHoB TecT paHra.

Pesynttiatiu

Pe3yntaTv UcTpax1Batba Cy nokasasnu fa M3narare TMnorpapckim MMCMHUMa Koja 3Ha4ajHo
He OACTyNajy o[, YHWBEP3asHOT CKeneTa HWje pe3ynToBaso 3HayajHOj MPOMEHH Y DP3HHH
YMTatba Ha eKpaHy, AOK je NMepuof 13naratba THNorpatckom NMUcMy HemonynapHe CTpyk-
Type pe3y/nToBano CTaTUCTHYKK 3HadvajHo Behem yBehamy Dp3nHe YnTama Ha ekpaHy. He
CMeMO 3aHeMapHTH DHUTHe dakTope KojH yrpoxaBajy yoriuTaBatbe pesynTata, a Koju cy y
OBOM EKCMEPHUMEHTY DMK NMPHUCYTHH — pasnuyMTe nepdopmaHce y yCioBHMa YMTarba ca
nanMpa v ca ekpaHa M ocehaj UcnuTaHHKa fa cy ,nof MruKpockorom” dyayhu na je excne-
PHUMEHT crpoBefeH y U3onoBaHoj nabopatopHju. CarnefasLuu jow jefaHnyT eMnupHjcke
pesyntaTe, MOXeMOo Aa YOUMMO [OMPHHOC Tparatby 3a OATOBOPOM ,,[ia H je pamMHjapHOCT
y Cny>kOM TMnorpadrcor nMcma” M noHadamo ce fa Hehemo 3aucTa ,IPOBeCTH HapeaHa ABa
BeKa yyecrtasno ce Kopucteiin aTUMHYHKM NMUCMKHMa” Kako DHCMO OBY NOTpary JOBPLLMIIH.

KmyuHe peuu: TMnorpadcko NMcMo, YHTKOCT, baMHHjapHOCT, edekaT npunarohasara
Ha boHT, MeTofa npahetba nornena, ekpaH
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Pattern means repetition, and as a visual approach it uses echoing the single element to
construct a sense of rhythm, balance, contrast or movement. Patterns are used by artists
as a technique of composition, often as the structure that organizes the parts of a compo-
sition. As well as in art, patterns are used in architecture as elements of language present-
ing certain rules. In architecture there is wide variety of meaning attributed with the term
‘pattern’. In this paper the term pattern is used to describe regularity in shape in which the
repetition of visual units is ordered by some rules. In architecture patterns vary from simple
translational or rotational symmetry to complex ordered patterns that have a large infor-
mation content, which is organized and coherent (Salingaros, 1999). Patterns by their logic,
organization rules and application are firmly linked to technology. Mutual mathematical
background as underlying structure in patterns and technology organizes surfaces or struc-
tures in a consistent, regular manner. Advanced tools allow integration of the technology
into the design process in a contrast with basic tools which are only used after the design
process. Such technological advance shifts the paradigm of the design process towards the
human-machine symbiosis which has certain advantages (Youngs, 2016). Advanced tools
allow high complexity to be incorporated in the design process, and hence make the base
for the expansion of pattern design in architecture in a new way.

One of the ways of generating patterns with the support of the technology is use of a
parametric design tools. Basic parametric tools became available in the last few decades
in software used by architects, and more recently the tools used for parametric design are
much improved and offer the possibilities to create more complex relationships between
the parameters. In this paper, the challenges and opportunities of parametric design tools
used for pattern generation in architecture are analyzed. The aim of the paper is to explain
and present the possibilities and constraints of parametric tools applied to architectural
pattern design.

Parametric design is based on algorithmic thinking and definition of rules, rather than
definition of the design result. By selecting the parameters and setting the rules, designer
creates the design intent which indirectly leads to the design result. In that way it is possible
to examine the whole range of possible solutions and variability of the design. The process
eliminates repetitive tasks and minimizes the effort needed to create and test design var-
iants. With less energy put into manual work, more space is open for a creative work. The
simplification of the manual tasks in design process can also serve as a base for achieving
more complexity in the design (Dinu, 2012). In parametric environment the complexity of
the patterns can be achieved in two main design aspects: a) definition of the shape and
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appearance of the pattern units and b) taking into account external influences such as ma-
terial, structural properties and fabrication tools (Poli, 2001).

By introducing parametric tools into the design process, complex variations of shape
and appearance of pattern units are possible and easily controllable by the designer. The
complexity is applicable to two dimensional as well as to three dimensional shapes or any
attribute of the pattern unit such as color, tone, texture, etc. Complex patterns (man-made
or observed form nature) can be generated by transferring the simple rules which define
the pattern (Holland, 2010). Simulation of random distribution, irregularities and organic
structures can be introduced as variable and controllable parameters directly into the de-
sign process. Such variety of parameters and relationship rules changes the way of thinking
about and applying patterns in architecture. The application can be seen in many recent
designs such as Zaha Hadids designs or Marc Frones pavillions.

In architecture variability of the parameters provides more advantages than mere visual
appearance (Gerber, 2014; Moussavi, 2011; Meredith, 2008). The main benefit of paramet-
ric design is that the material and structural properties as well as the advantages and lim-
itations of fabrication tools can be considered during the design process. There are many
examples where complexity in architectural design is achieved by applying structural and
material simulations in parametric environment. In recent applied researches such simu-
lations are used to determine and/or improve repetitive pattern and its variability in order
to achieve best structural performance. In the case of Armadilo pavilion in Venice biennale
(Block research group, 2016) very thin complex shell structure is made out of irregular cubi-
cal stone blocks without the use of glue or ties. Lace wall (Cita, 2016) is large highly complex
stiff structure made completely out of materials with low stiffness by repetitive variation of
a single unit.

Models made in parametric environment can also be easily adjusted to the properties of
latest digital fabrication tools, such as CNC machines, industrial robot arm or the 3D print-
ers. High precision of such tools makes complex patterns possible in architectural practice.
Tools can be used to make complex shapes which can be arranged into the irregular pattern
asitis designed in 3D printed facade reconstruction for Munich’s Deutsches Museum or to
achieve higher complexity of patterns made by simple elements such as bricks patterns in
designs of Gramazio and Kohler who use industrial robot for brick lying.

After the blind review, design projects (designed and made by authors of the paper) in
which the previously described ideas are applied will be shown and described.

When the designer is more familiar with parametric design tools it became more likely
to create wider variety of designs, use more optimization and advanced fabrication tools.
Thinking about the concept and design patterns via rules and relationships between dif-
ferent aspects of architectural designs makes new designs possible. For many designers
main obstacle in application of parametric design are the limitations of software tools and
requirement for scripting knowledge. However, with the recent development of the para-
metric environment adjusted for designers and large variety of extensions which can be
incorporated in the design process, the limitations can be overcome. When embedding is
involved there are no limits on creativity using rules (Stiny, 2011) and the capacity of digital,
computational architectures to generate new designs is still highly dependent on the de-
signer’s abilities (Kolarevic, 2003).

Keywords: parametric design, architecture, digital fabrication, complexity
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KOPHULIRERE LIPTEXXA
U OOTOIPAOH]AY TCUXOAHUHAMCKOM
OPTAHHU3ALUHOHOM KOHCAJTTHUHTY

O/TUBEPA MHRYHOBHHR
YHuBep3auter MetpononuTtaH, beorpan, Cpduja

[yT [o HecBecHoOT, KOjH je oflyBeK SO HajMHUCTHUHHjH U HajyarbeHHjU Ae0 HaC K Hallle NCH-
Xe M Kao TakaB NpeameT UCTPaXKMBatba CBUX HayUYHHX AenaTHUKA U3 0DNacTH ncuxonoruje,
NCcHxujaTpuje, ncuxoaHanuse, coLMoaHanMse U Apyrvx rpaHa MoMeHyTHX npasala, Tpaje
Beh Beoma yro. OTKako ce M3[BOjHa Kao caMoCTasiHa HayKa K3 drnosocdHije, ncuxonoruja
je 3anoyena pap Ha cMCTeMaTH3aLMjH, CTPYKTYHpatby U METOLONOrMjU papa, kako &1 cadu-
parbeM MCKYCTBeHHX peanuTeTa MOMOra M MPOoLLMpHIIa pa3ymMeBatbe npoLieca yHyTap rnoje-
IMHaLa, BHX Y MHTEpaKLUHjH ca ApyrMMa, NCUXOAMHaMKKa rpyra 1 bHXoBUM MehycodHHM
onHockma. ColioaHanusa Koja ce daBH UCTpaXKMBarbeM yrora nojefuHada y apyLuTsy, cna-
ja meToponoruje 1 Teopuje U3 0dnacTu NcuxoaHanuse, rpyrHe aHanuse, aHanMse opraHu-
3aLlMOHe yrore, rpyrnHuUx ofHoca (group relations), ApyLuTBeHor cakatba (social dreaming)
W Opyre ncuxocoLmjanHe MeTofe W TEXHHKE, o[l KOjux hemMo Heke [ENMMHYHO W YKpaTKO
OMMcaTH Yy OBOM CaXeTKYy.

MHorobpojHu no3HaTH TeopeTHYapH 1 NpaKTHYapH OBHUX rpaHa CUCTEeMaTCKOr NpoyyaBa-
Hba MCHUXO-COLMjaNHMX yiora HYoBeKa, OCTaBMIIM Cy MHOFODPOjHY NMTepaTypy HamMcaHy Ha
OCHOBY eMMHpHje Y CBOM Hay4HOM pady U UCTpaXKMBatby LUTO MHOWBHOYaNHHX LUTO rpyn-
HMX MoHaLlama. [1cMxoguHaMHKa JbyACKHX COLMjaTHUX MHTepaKLMja, YHjH OrpoMaH Oeo
YMHHM yMpaBo Nocao W paf y rpyrnama W opraHusalimjama, ykasyje Ha pasHa JellaBatba, CBe-
CHa M HECBECHa, KOjW YTHUY Ha Hally DUXEBHOPHUCTHKY, KOTHHULM]Y 1 eMouMjy. OnHocMma
YHYTap nojeauHaLa v rpyna daBWIH Cy ce roTOBO CBM HayuYHH AenaTHHLM U3 OBe Npodecje,
anu My heMo ce 0CBPHYTH Ha MPHCTYM KojH je 3anoyveo Ppoja, a HaCTaBHIIH HEFOBH MHOTO-
OpOojHH yUeHH LM, capafHHLM K cneadeHHLM. IcMXoAMHAMCKH OpraHHU3aLMOHK KOHCANTHUHT
TWYe ce yrnpaBo MoHallatba M pasymeBatba AMHaMHKa yHyTap rpyna, opraHvsaliyja, 3aje-
H1La W DaBK ce ocBelLNMBaHbeM YHYTpaLLHbHX NMPOLIECa, U HHXOB YTHLAj Ha AeLlaBatbe YHY-
Tap nojef1HLa, nojeArHaLa 1 rpyne/a. Mayyasare 0Bako CI0OXXEHHX NpoLieca NofpasymeBa
MHore (haKkTope KOjH AOMPHHOCE PasfIMUUTHM [ellaBakbiMa YHyTap rpyre, NoyYeB Of, OHWX
NIMYHHKX (CBECHHX M HECBECHHX), MPEKO rpynHKX (M3mehy unaHosa, M3mehy naposa, uamehy
rpyna, Takohe cBeCHHX W HECBECHHX), CBE IO OpraHH3aLiMje Kao OMnLTer MecTa okyrnsbatba 1
3ajeHUYKOT HMEHHTE/ba Ca CBOjUM (3ajedHHYKHM) LiM/beBHMa, OJpefHHLaMa 1 OpraHH3a-
LIMOHOM KYNTYpPOM.

JenHa on, MeTofa 3a ByboKO pasymeBatbe opraH13alitja jecte ApyLUTBEHH GOTO-MaTPHKC
(Social Photo-Matrix). To je enykaTMBHa MeTOAa 3aCHOBaHa Ha WCKYCTBEHOM MW OrcepBa-
TOPCKOM NMocMaTpatby M pasyMeBatby OpraHH3alivja MCrof NoBpLUKHE. FbeH Lu/b je Ja Kpo3
LpPYLUTBEHH (POTO-MATPHKC, LLITO MOXeE Aa Ce NpeBene Kao KONEKTHBHO MPaB/beE H NMOTOM
nocmaTparbe AHruTanHux dotorpacdHija Koje poTorpaduLLy U Npe3eHTYjy camH 3aMocieHH
YHYTap KONeKTHBa HUITK opraHv3alLvje, ohH [0 CKPUBEHHX CafipKaja YHyTap opraHu3aLyja.
YuecHHUHM poTo-MaTpHrKca NpBO KPo3 0djeKTHB (LUTO MpyXa jelHO cacBUM HoBoO ‘BHhetbe’)
BH3YesTHO JOXHMB/baBajy MPOCTOP M AellaBatba YHyTap OpraH13aLiuje, a moToM Kpo3 nocma-
Tpatbe npeseHToBaHWX doTorpaduja MHCIe, acoLMjaTUBHO OUCKYTYjy, MOTOM pednekTyjy
M (CMCTEMCKH) NPOMULLIBAjY O PasfIMYUTHM CKPUBEHMM 3HauyerblMa OHOra LUTO OOHYHO
0CTaHe HEBHMOJbMBO, @ CAMHM THM W HenpuMeheHo W HenpomuLubaHo. PoTorpaduje HU-
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Cy 03HayeHe ayTopckH, Beh cy feo 3ajeHHYKOT MaTpHUKCa M NpHnaaajy Lenoj rpynu (Mnu
OpraHM3aLi1jK), LUTO je UCKYCTBO M MeToLe ApYLUTBEHOT cakbatba (Social Dreaming). ®oto-
rpaduje cy, a He poTorpadu — dr1no fa cy MHTEpHH (3anocieHK) UK eKCTepHH (ONCepBEpH,
MCTPaXHBAYK MITH KOHCYNTaHTH), MeLIMjyMH MOBe3HBarba U Kperpatba TPaH3ULMOHOT Npo-
cTopa M3mel)y peanHor 1 MpeasnHor, jacHOT W HejacHor, 3HaHOT W He3HaHor. CTora ce y4YecHH-
LM Nno3uBajy y boTo-maTpHKe, a He ,rpyny”, u3derasajyhu Besy ca nMuHUM, Beh nosesyjyhu
ca KoneKTUBHUM/c1cTeMcknM (,we-identity” — Elias, 1987), kako b1 cnobogHe acouujauuije
3amcTa dune ocnodoheHe Moryhux OpyLITBEHUX/OpraHW3aLMOHKX CTera. JedHOM Kana ce
YCMOCTaBH Ta C/I0d0AA M MPHUXBATH Ce acoLMjaTHBHA ,Urpa‘“, MouMbe fa ce MaHHbecTyje He-
cBecHO. TakBa KpeaTHBHa acOLMjaTUBHOCT Ha doTorpadHje npy»xxa MHOTO BHLLE YBHUAA, HETO
dMno KakBa paLlMOHarHa OUCKYCHja, O OHOME O YeMy Ce He MpHYa, He MUCITH WK ce ,He
3Ha". ,The photos allow access to the organisation-in-the-mind” (Hutton, Bazalgette & Reed,
1997), the ,institution-in-the-mind” (Armstrong, 2005) or the ,institution-in-experience”
(Long, 1999) - notions that refer to the inner landscape of organisations, that is, to the per-
son’s inner experience and perception of the organisation (Sievers, 2007a).

Lipuarve kao meiiog paga y aHanu3u oplaHu3ay,uoHe ynoie

AHanusa opraHusaumoHe ynore (Organizational Role Analysis) nnu couno-aHanMTHuKo ca-
BeToBah-e 0 yno3u (Socio-Analytic Role Consultation) nogpasymesa mHoro mehycodHo no-
BE3aHWX MHTEPAKTHBHOCTH, YTHLIaja, MHTEPKOHEKLH]a M3Mehy yrore KnujeHTa Unu ocode,
ApYruX ynora v opraH13aLMOHKX CTPYKTYpa 1 Tako ux Tpeda carnepasatu. ¥ ceom paay Dra-
wing From Role Biography in Organizational Role Analysis (Coaching In Depth) Cy3aH JToHr
TBpAM Oa ce ocode He Mory, HUTH M Tpedarno, nocMaTpaTH 0fBOjEHO Of, cHcTeMa, Beh y
CBOjWM ynorama yHyTap cuctema, kopucrtehu uspas ,01orpaduija ynore” (,role biography”).
Buorpadwuja ynore canpu cBe ynore y Kojuma je KIMjeHT NpPeTXoaHo dHo, a Koje cy yTHuane
Ha Heros pa3Boj M OQHOC NpeMa TPeHYTHOM HaMeLlTeny. OHa pasnukyje drorpadmjy ynore
oL ,uctopuje ynore” (,role history”) koja ce ooHOCH Ha caMy MO3MLMjy YHYTap opraHH3a-
LiMje KOjy Cy MPeTXOAHO HOCHITH HekKr Apyri 3anocneHy. Ocoda Koja ce Hahe Ha ogpeheHoj
MO3WLHjH Y Ty YNOTY YHOCH M CBOja NMPeTX0Ha UCKYCTBA, a/lk Ha hby YTHYE U CaM CUCTEM M
HCTOpHja Te ynore y cuctemy. JIOHr y CBOM pafly KOPHCTH LipTeX Kao odjekaT TpaH3HLMje
KOjH (haLMNUTHPa KOMYHHKaLMjOM, Aa OW MpUMeHKWNa Ty MeToLy W Y aHanMu3Mpatby opra-
HM3auHoHe ynore. [la je To ycnellHa MeToa, MOXeMO BHMAETH M Y KhbH3n bprxmna Hocan
(Nossal, 2010) koja Takohe KOpHUCTH LipTatbe Kao opyhe y ekcnnopaLmju v UCTpaxHBaky CO-
LiMoaHanMse v beH1x MeToga.

KKako Hocan HaBoaH, LpTarbe 00e3dehyje orpoMHy KoMUMHY nofaTtaka, UCTOBPEMEHO M
CBECHOT M HECBECHOT Y OKBHPY MCKYCTBA KOje 3anocieHn MMajy yHyTap opraHu3aumja. OBa
couMoaHanuTHyKa metoga omoryhasa y4yecHHLMMa L@ MHCTIEe KPeaTMBHO W OTBOPEHO O
CBOjOj YNO3H y OpraH13aLWjH, aHanu3npajynu LpTexe K CBe cagpiKaje yHyTap HHX. 3aBHCHO
0[, KOHCY/ITaHTa KOjW pafik ca K/WjeHTOM, METOL0JIOTHja ce pasnukyje y drUHecama, [oK je
Cp)X TaKBOT paja ynpaso yCrocTaBlbatbe Be3e Ca HeCBECHWM, Kao W carfiefaBate ConcTBeHe
y/nore y opraH13aLiMjy 0 Kojoj ce 0OMYHO HE MHUC/TH Ha TakaB HauvKH. LipTex Hac HaTepa, no-
MyT NPeTXoHO HaBeleHHX doTorpacdHija, Aa pasMHLL/baMO W O CTBApHMa O KOjHMa 0OHYHO
HEe MHCIIMMO, Koje CMOHTaHO M3al)y Ha BMAeno, Aa OCBECTUMO CBOjy YNIOTY Ca MHOIO BHLLIE
[ieTarba Koju Ham MOTOM NMOMaxy Aia OyAeMo BHLLE Y KOHTaKTy ca COOOM y 0[HOCY Ha pafHO
MeCTO, Kao M Yy O[HOCY Ha CHCTEM W Y OKBHpPY CHCTeMa ofHoce ca Apyrima. Kao v BehrHa
MeTo[a y OKBUpHMa rpyMHUX 0fjHOCa, 0OBa 3adaBHa MeToja y MHOTroMe NoMae rnojefrHLH-
Ma [la pacTy Kpo3 [i1janor 1 TakBy BPCTY KOMYHHKaLLMjCKe KynType.

KrbyuHe peun: LpTex, ncMxonoruja, GoTo-MaTpHKC, APYLUTBEHO Cakbatbe,
opraHusaL1je v rpyne
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PERSPECTIVE AND SCULPTURE:
THE SEARCH OF AN ARTIST

STELLA BATTAGLIA
Museo Galileo, Florence, Italy

Subject and aim: Perspective geometry applied to sculpture
I am a sculptor, for over twenty years | have worked in perspective and anamorphosis, en-
gaged in both theoretical and creative research.

Geometry has marked my artistic activity both in large-scale projects, installations where
the viewer is called to travel through a scenographic space, as well as in medium and small
dimensions where the geometric framework of the perspective, albeit hidden, supports
the composition of the artwork and induces the observer to move around the sculpture.
The forms of expression were varied according to the needs of projects and occasions, from
ceramics, to drawing and painting, to video installations and installations with light and
shade, including terracotta and bronze. These latter techniques gave me the possibility of
reconciling two passions: the moment of modeling, more impulsive, and geometry of the
relationship between form, space and observer.

In this activity the first part of my artistic career in the field of dance and theater could
converge, where the movement of the human body in space and its geometric analysis
were protagonists.

Method: Geometric grid, composition and creativity
In creating prospective and anamorphic plastic works | worked on the relationship between
the two dimensions of the image and the three dimensions of the object.

It has been fascinating to us to discover in perspective geometry a compositional grid
that can be used not only to create highly dynamic forms sustained by the force of the ge-
ometric scaffolding, but that can also express, by evoking or narrating, the relationship be-
tween the various deformations and ‘proportioned’ vision. Moreover, the link between the
observer and the work as a sort of continuum arouses emotions, reflections and sugges-
tions attuned to contemporary sensitivity. The work itself becomes the creator of images
that are different, but intrinsically connected to one another, while the observer becomes
an active part of the work as he moves around it.

Some results: Installations, Educational Workshops, Consultations
Collaboration with the artist Gianni Miglietta for a long period of time has been fundamen-
tal, and our constant and continuous dialogue was a great stimulus and enrichment.

Together we developed many projects between art and science for the Galileo Museum
in Florence, as exhibitions and educational workshops.

Recently | was requested by the Opificio delle Pietre Dure to study some Renaissance and
ancient sculptures, in particular the perspectives of Donatello’s bas-reliefs.

| had the opportunity to revisit the ancient conception of the arts, where Geometry was
part of the liberal arts with Arithmetic, Music and Astronomy, and where Perspectiva, sci-
ence of vision, was considered ancilla of Geometry, as a study of appearances based on the
geometric model of vision developed by Euclid in the Il century BC. This represented for me
a grid of thoughts and knowledge supporting what is commonly called creative inspiration.

Finally | would like to emphasize that perspective and anamorphosis are purely interdis-
ciplinary topics, because they involve anatomy (the eye), psychology, physics, mathematics
and geometry, philosophy.

Keywords: anamorphosis, optical distorsions, sculpture, geometry, shadow

81 | SmartArt | Krbura anctpakarta | Book of Abstracts
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This research was inspired by the exhibition “Marko Celebonovi¢”, held in SANU Gallery, in
the end of 2018, and also by exquisite professional guidance of Sofija Milenkovi¢, young art
historian, co-author of the exhibition monograph.

The aim of this paper is to explain the complex concept of painting perspective on exam-
ples of Celebonovi¢’s paintings. His opus, through different phases of his work, deals with
a different presentation of space, both in each phase and within each one. Usage of inverse
perspective, which is to be thoroughly analyzed here, characterizes the entire artwork of
Marko Celebonovi¢. The notion of space is undoubtedly an important feature of this artist’s
work which has been studied through: the colour scheme, form, genre, topics, portraits,
landscape, interior, etc., but with no particular geometric analysis.

Methods applied in analyzing Celebonovi¢’s painting perspective are derived from the
field of applied geometry, optic-physiological perspective, a theory of colours, etc. The
comparative method emphasizes the connection of his space presentation with Serbian
medieval fresco painting, the works of Giotto, Vermeer, Zurbaran, Chardin, Corot, Cézanne,
and especially of Celebonovi¢’s contemporaries: Bonnard, Signac, Segonzac, Vuillard, Sou-
tine, Chagall, Klee, Aralica, Milosavljevi¢, Milunovi¢, Lubarda, Tabakovi¢, etc. With many of
them, he was friend in Saint-Tropez.

A faded map of black and white reproduction of frescos from the Scrovegni Chapel
brought the painter to Padova. He reflected the space in Giotto’s paintings as “poetic”,
named the perspective “primitive”, referring to pre-renaissance; so “mesmerized” with the
space presented in this manner, Celebonovi¢ thinks that for Giotto layout in space is more
important than the theme itself, so he concludes: “it’s that type of space that we cannot
prove nor define, but we can feel...” (paraphrase M.C.). However, a stay in The Patriarchate
of Pe¢ (Celi¢, 1957:10) enables Celebonovi¢ to perceive and comprehend the space of in-
verse perspective as a new way of dealing with depths on the surface of the monumental
composition. Through the symbiosis of two mentioned influences (one of Giotto’s and of
Serbian medieval paintings), we can approach the analysis of space in Celebonovi¢’s paint-
ings, i.e. to his way of dealing with the volume.

While studying sculpture in professor Bourdelle’s studio in Paris, he developed a fine
sense for volume in the paintings and the need to paint an empty volume - air. His painted
plaster heads seem like alive, and are closer to portraits than in stone presented figures. His
connection to sculpture studying is emphasized in the painting “Portrait of an architect”
(1947) where the head presented looks like a plaster model.

As a high school graduate, Celebonovi¢ had an opportunity to see Cézanne’s paintings for
the first time in Gallery Vallotton, in Lausanne. Later on, when he dropped out of studying
sculpture and decided to devote his artistic activities to painting, we believe that Cézanne’s
inverse perspective, as the method of dealing with object presentation in space, became
immanent through all phases of his work.

Regarding the space in paintings, the painter himself says: “It appears to me that the
main feature of my imagination lays in the way | perceive the space, and not, as it is the
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case with many modern painters, in colour exaltation. The air that stands between two
objects creates the rhythm which generates a sense of large. Architectural rhythm, within
the space.” (Kusovac, 1987:43) To solve the aerial perspective is always a great challenge for
master painters. Celebonovi¢ managed this in his landscape paintings in which ocher tones
prevail. Celebonovi¢ was interested in the problem of painting the air since his first works
up to glass painting in his later period.

A few vanishing points in the painting provoke the effect of the unsteady observer, like
the effect of the fishbone perspective. The effect of two overlapping frames is mostly ex-
pressed in a series of compositions that present double still life, and in which the effect of
observers’ moving eye is fully achieved. This successful space experiment contributes to
the rhythm of the composition-the element crucial to Celebonovi¢.

Given the example of numerous paintings from almost every phase of his work, it seems
as if he deliberately omits to accentuate the visual centre, which puts all the composition
elements into a harmonic rhythm.

According to scientist Alhazen, things in “visible form” appear to be differently shaped
from their existing shape. Given the example of Celebonovic¢’s globes, we notice that paint-
ed globes are getting closer to their “visible form” because their painted outlines are never
regular circular lines.

By analyzing the painting “Buildings in Cviji¢eva Street” (1949) we realize that the unusu-
al effect of its composition is achieved by dividing it with a vertical rectangle in dimension,
whereby the aesthetics of ugliness emphasizes the gloomy atmosphere of postwar poverty
years in Belgrade, here in a winter setting.

Celebonovi¢ manages to achieve a distinct film effect in the painting “A woman by the
fireplace” (1927) not only by intersecting the figure but also by intersecting the interi-
or. (Zivkovi¢, 1977:22) Frontal orthogonal projection is used, for example in composition
“Abundance 11" (1957/58), with the purpose to annul the depth of space. The effect of space
duality is expressed with a white background: “like space closing, but like the opening to
endless depths of the unknown as well; like the wall or deep space...” (Jankovi¢, 2009:7).
Likewise, landscapes of Kotor Bay are characterized by a vertical division of composition in
zones, along with a presentation of “empty” space-air, which brings the effect of perspec-
tive from the Far East.

In Celebonovi¢’s experiments with space relation within the painting level, axonometric
projection, constructive interior perspectives, colour in perspective and perspective of col-
our, pseudo-perspective and anti-perspective can be distinguished. Previously mentioned
methods of space presentation and visual effects that Celebonovi¢ achieved in his entire
work confirm the fact that we are dealing with an artist who managed to unite his inborn
sensibility, with refined French painting tradition, and thus to create a remarkable work of
artin a genuine way, unique in every way and thus extremely special, both for Serbian and
for French painting.

Keywords: painting perspective, geometric space analysis, inverse perspective, Serbian
medieval fresco-painting, space composition, visual effect
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KOMMNJTEKCHOCT
CTBAPAJIALLITBA
N KOMYHHUKALHJE

MHowl MUTOBAHOBHR
Matematnuku uHctuTyT CAHY, CpbHja

Y oBoM papy pa3MaTpamo MHTarbe OPHIMHAHOCTH Y MOjMOBHUMA (DH3HKE KOMTIEKCHHUX
cvcTema. YBonehu Mepy KOMMIEKCHOCTH Koja OAroBapa cTBapanaykom unHy (Crutchfield
2003), nokasyjemo fa oHa Takohe ofMKyje KOMyHHKabWUIHOCT yMeTHHYKOr Aena. Ane-
KBaTHOCT Mepe je MoTBphHeHa Ha ayTOPCKUM pemniMKama, Ydja je KOMMIEKCHOCT Mo npaBuy
Matba Hero 3a M3BOpHO feno uctor aytopa (Rajkovi¢ & Milovanovi¢ 2015). Y Tom norneny,
OBa Mepa 03HayaBa MpeBasHaXxere YCOB/beHOCTH, LUITO NpeAcTaB/ba CaMOOpraHM30Ba-
He KOMMIeKcHor cuctema. Bpeme je kbyyHH nojam oBe opraHu3aLiuje, na cy CXogHO Tome
YyMETHHUKa Aefla BpeMeHCKH YCTpojeHa He3aBHCHO O CPefCTBY HM3paxaBata. [eoMeTpHjckH
MofeN CTBaparnallTea, C THM Y BE3M, NofpasymMeBa ppakTanHe obsIMKe KOju Cy AHHAMHYKH
obpacLim reomeTpHje. FbrxoBa nojaBa y yMETHOCTH je MaxoM clyyajHa v U3HeHa[Ha, Npea-
ctaBsbajyhu 6UTHY 0cobeHOCT BasbaHOr CTBapanallTea.

MNapagurmy oBor Mofena YMHH TpagHLMOHaNHa HKOHOTpadHja BU3aHTHHCKOT CTUNA, YH-
ju je AMHamMK3aM ycrocTaB/beH 0BpHYTO-MepCnekTHBHUM LiKpetbeM crnke (Milovanovié
& Tomi¢ 2016). Crora He 4yau LITO cy hpakTasy NpenosHaTi Ha MKOHaMa CKopo Mosa Be-
Ka rMpe Ho LUTO je oBaj nojam Manaenbpot passro 1 06jaB1o y cBojoj KiH3n (Mandelbrot
1982). Munow Pagojunh (1940) mx je ogpenno mohy npeobpaxkaBatba MPeBacXo4HO pac-
Mo3HaT/LMBOM Y 06/MYjy 3eMasbckor perbeda, Koja Cce THUe CYLUTMHCKMX Be3a Yy CBEOMLUTO]
cpofHocTH 6uha W cTBapH. Ha Taj HauMH, reomMeTpHja CliMKe NPEeTrocTaBba TMYHK MOMe-
HaT KOjH Cce orneaa y AMHaMUUYKHUM 0BIMLIMMa — LUITO je 3ajeAHHYKH UMEHHTED CaBpEMEHE
YMETHOCTH ofi Kyb13ma K PyTypH3ma 0o cynpemaTiama K GpakTaHor eKCripeCHOHU3MA.

Pasmatpare ppakTanHux obpasalia U HHXOBE MPHjEMUYHBOCTH MPEACTaB/ba HOBO MOJbE
MCTpaXk1Batba Of, CyLUTHHCKOT 3Hauaja, NpH Yemy Tpeba MMaTH y BUAY TpafHLIMOHAHH KOH-
TEKCT OBOF MHTaka YCTaHOB/bEH MKOHOrpathcKoM napafrrmom. Y Tom rornefdy cXxBaTaMo
onacky llekcoHa Monoka fa je cnrKapcTBO CaMOOTKpHBatbe LITO BK1 3HAYKMO Aa CBAKO CIK-
Kka oHo wro jecte (O’Conner & Eugene 1951). OBa u13jaBa ynyhyje Ha IMYHKW MOMeEHaT OpH-
FMHaJTHe YMETHOCTH, KOjH 3axTeBa KOMMIEKCHO NorMatbe nprupoge. PUsrKa KOMMIEKCHHUX
cucTeMa ce Mpema TOMe MCrocTaB/ba afekBaTHUM OKBMPOM 3a pa3maTparbe YMETHHYKOr
CTBapasnaluTea M KOMyHHKaLuje. FbrxoBo AetHHHLMOHO CBOJCTBO je BpeME, YHME Ce MoMa-
/ba Be3a ca Hay4HOM ecTeTHkoM MunyTtrHa bopucasmesuha (M. Kynetun Rynacduh 2012)
KOja je 3acHOBaHa Ha NCHMXOdH3MLIM OMaxarsa K nocenyje Benrke moryhHoCTH paspage.

KnbyuyHe peun: KoMNNeKCHOCT, OpUTHHANHOCT, BpeMe, ppakTanHa reoMeTHpja,
HKoHorpadHja, TMYHOCT
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Modern studies of computer graphics have very broad application. While students of many
industrial education programs, such as design and game development, benefit from these
skills they can also help students of artistic persuasion. Modern society encourages Life-
long learning, but it doesn’t offer shortcuts for obtaining knowledge. Even for simple ar-
tistic application of computer graphics for 3D animation it is necessary to have skills in
modeling, texturing, rigging and animating.

In this paper we have presented one method for introduction of students to computer
animation which allows them to express their creative idea while they still have minimal
knowledge in necessary areas. Usage of simple geometrical shapes was already present
in traditional animation, as shown in Jones and Noble (1965). By use of bodies based on
regular polyhedral, students have less technical details to solve. As shown in KneZevi¢ et
all. (2011) , it is possible to create movie of great artistic quality, while maintaining cost
of necessary computer hardware low. This leaves much of responsibility on shoulders of
screenwriter, the director, and the art team, but also leaves more room for their compo-
nents to impress viewers.

The basic idea of this paper is to use four convex regular polyhedra (tetrahedron, hexa-
hedron, octahedron, and icosahedron (Wildberg, Christian 1988 and Plato’s five regular pol-
yhedral (2015)) for the design of 3D characters. They are also called Plato’s solids, as Plato
found importance in them. To his disciples they were connected to four elements: fire, wa-
ter, earth, and air, and universe as fifth element. Plato connects a tetrahedron with fire, ico-
sahedron with water, hexahedron with earth, octahedral with air, dodecahedral with space.

Western astrology also relies on the idea of four elements, but also the theory of four
temperaments, in the ambition to understand human behavior and their fates. In astrol-
ogy, there is a connection between people and certain celestial bodies, which influence
a particular zodiac sign. Saturn affects the fire signs, Aries, Leo, and Sagittarius, who are
passionate, energetic and ambitious in temperament. The Moon affects the watermarks,
Cancer, Scorpio and Pisces, which are introvert, emotional and sensual. Mars affects the
earthly signs, Taurus, Virgo and Capricorn who are stubborn, practical, and materialistic in
temperament. In the end, Jupiter influences air signs, Gemini, Libra, and Aquarius, which
are abstract, intellectual and analytical.
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Characters in animation presented in this paper were inspired by previously described
principles. They are created such that each limb is one of regular poyhedra, and their per-
sonality was related to constructive element. Their texturing consists of vector graphics,
which can be animated. Thus, much of animation is conducted in more traditional, 2D style,
and allows for artists somewhat more freedom, as they can achieve effects impossible in 3D
animation.

Human memory stores structural descriptions of objects or characters, such as man,
horse, dog etc. When observed, visual objects are represented in structural descriptions,
such as that a man consists of one head, one body, two arms and two legs, and a bird of one
head, one body, two legs and two wings. These structural descriptions may also be unreal-
istic. As early as 1978 Marr and Nishihara (1978) offered a model in which all objects can be
presented with cylinders.

What contemporary practice in animation shows is that such representation of objects
can be carried out using polyhedra. In observation, visual objects are represented by a
structural description and then a comparison is made of the currently observed image with
characters stored in memory. So, in the first step, visual stimulation needs to be divided
into constituent, primary, elements (polyhedra), and in the second, compare the structural
descriptions and what we see with what we know about the character.

Keywords: 3D animation, regular polyhedra, computer graphics
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Concave polyhedra of the second sort (abbreviated: C-1I-n) constitute a group of polyhedra
formed over regular n-sided base polygons and having a deltahedral lateral surfaces. This
group includes: concave cupolae, concave pyramids and concave antiprisms of the second
sort (CC-ll-n, CP-ll-n and CA-ll-n, respectively). The common feature of these solids is that
their lateral surfaces consist of a double row of equilateral triangles which can be assembled
in two ways, making two different solids’ heights: major (C-ll-nM) and minor (C-1l-nm). The
geometrical regularities and a high level of symmetry that characterizes these polyhedra,
makes them suitable for joining and combining, so they can be arrayed infinitely in space, in
X, y and z direction forming 3D lattice structures. For some representatives of these solids,
the congruity of their lateral deltahedral surfaces occurs, so 3D tessellations are formed.
In this paper, we focus on a single “layer” of such a structure, a panel-like 3D lattice. It is
generated by multiplication of the chosen unit cell - the selected C-ll-n representative -
along the x-y directions. In the z direction the lateral surfaces form a deltahedral structure
which makes the thickness of the panel. The method we used is based on the continuous
connection of the edges of the two adjacent units, by joining relevant vertices. When we
remove the base polygons, the unit cells become hollow, so they can create a honeycombed
structure, more desirable for the purpose of application. Then, observed in 2D, by apply-
ing symmetry transformations, we form patterns similarly to the formation of wallpaper
groups. In this way, we get visually interesting patterns in 2D, which transform into 3D
lattice depending on the viewing angle.

The thickness of the panel can be halved in some cases, so we get a thinner structure
with “face” and “back”, having different tessellations of polygons appearing on them. As an
artistic intervention, these panels can be modified by joining deltahedral surfaces of other
C-ll-n onto the compatible faces, whereby we add another layer of patterns to the resulting
structure.

3D patterns and lattices are currently experiencing real boom in the design and industry,
thanks to the 3D printing capabilities. As for architecture, they can be applied not only as
an element of ornamentation, but also as a functional component of the project, especially
concerning climate responsive facades.

Due to the simplicity of the geometry of C-II-n, such 3D structures are feasible and easy
to perform in terms of production and assembly. They are achievable not only with 3D
printing, but can also be manually assembled or folded like origami, which allows the use of
a much wider range of materials. What makes an additional convenience in using the C-ll-n
is that their faces, regular polygons, allow and provoke various plays with symmetries. With
a skillful composition of these patterns, an additional level of decorative design opens.

Surely, in order to materialize these structures, thickness must be added to the delta-
hedral surfaces. It is also possible to make such a 3D structure as a space truss composed
of equal length rods. If we want to soften the sharp edges and introduce curved lines into
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these forms, or do any other modification of the form, we can do this during modeling pro-
cess, via tools of the software we use, and then produce the structure through 3D printing.
By development of new building technologies, especially parametric design, geometric or-
nament returns to the design of buildings on a large scale. 3D patterns have already found
a large application in architecture, so in this study we go a step further and suggest the
application of these 3D structures as architectural elements: decorative panels, room divid-
ers, brise-soleil, etc., which change their appearance depending on the viewing angle, and
can also be performed in a quick and easy way, not only as 3D prints. In several examples,
we propose models of such structures that can serve as a visually interesting ideas in design
(or redesign) of the exterior and interior of the architectural objects. Not only the complete
structure, but also its fragments can be used for this purpose.

One of the aims of the paper is to point out the possibilities offered by C-1I-n geometry
in artistic (visual and decorative) sense, linking the geometrical generation of 2D and 3D
patterns with architectural design. This paper gives a few ideas that provide some new di-
rections in creative thinking.

Keywords: polyhedron, concave, 3D pattern, 3D lattice, ornament, architecture
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The rosette becomes a dominant architectural detail in the first half of the 12th century
in France, when the builders of religious architecture, under the influence of Neoplatonic
ideas, became fascinated by light as a means to connect with God. Conceptually, the Chris-
tian church became the temple of light — a temple bathed in the light of God. With an al-
tered construction system and the use of new constructive elements, it became possible
to install spectacular stained glass windows, through which the filtered sunlight entered
the cathedral. In this system, the unique rosette-shaped window opening stands out. Its
circular shape and complex geometry have made this architectural element the most rep-
resentative product of Gothic applied art.

Approximately at the same period of time, Islamic geometrical patterns are used as a
matrix for shaping decorative architectural elements. Their application is a full integration
of geometry with architecture. The base of these patterns consists of regular constructible
polygons (such as hexagons and octagons) and star-shaped polygons that are formed from
them. These shapes represent the rosette leaves. Depending on the number of apexes (n)
of regular polygons generated from them, a new term is introduced in the classification
- the ‘geometrical n-point pattern’, where the type of the rosette depends on the poly-
gon from which it is derived. The evolution of Islamic geometrical patterns can be followed
through the type of use of n-sided polygons, from the hexagon to more complex polygon
types and through the rosettes formed from them.

In this paper, the link between these two concepts is made through the application of
concave polyhedral surfaces. Forming composite polyhedral structures based on the ge-
ometry of concave deltahedral surfaces over a n-sided polygonal base, we have demon-
strated one possible method of geometrical generation of three-dimensional rosettes. The
concave polyhedral surface is the surface layer of the concave polyhedrons of the second,
fourth and higher sorts, consisting of series of equilateral triangles, grouped into spatial
hexagons. Positioned polarly around the central axis of the regular polygon in the polyhe-
dron’s basis and linked by connected triangles, the spatial hexagons form the deltahedron’s
surface area. The sort of the concave polyhedron is determined by the number of equilat-
eral triangle rows in thus obtained polyhedron’s net. In this study, composite polyhedral
structures whose surface areas form the three-dimensional rosette are obtained through
the combination of concave cupolas of the second sort (CCll), concave cupolas of the fourth
sort (CCIV), concave antiprisms of the second sort (CA Il) and concave pyramids (CP). By
means of elongation, gyro-elongation and augmentation of the listed concave polyhedrons
it was possible to generate complex polyhedral structures, which can be used to create
three-dimensional rosettes. The parameters of the solids were determined constructively
by geometric methods and analytical methods which useiterative numericalprocedures.
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The orthogonal projections onto the basis plane of thus formed composite polyhedral
structures are the rosettes in the plane, with distinct geometry. They are, just like Gothic
and Islamic rosettes, characterized by multiple symmetry, proportion and order. The com-
plexity of their configurations is the result of the very procedure by which the deltahedral
surface area is generated, although they contain a single geometrical shape - the triangle.

We examine the applicative potential of three-dimensional rosettes as architectural de-
tails. Modern architectural trends recognize the value of modular solutions, as these are
quick and less expensive to install. When three-dimensional rosettes are observed as a
composite structure consisting of polyhedral surfaces, their modularity is reflected in the
fact that complex patterns are obtained through the application of a single standard ele-
ment - the equilateral triangle. On the other hand, the same structure can be observed as a
three-dimensional grid, whose modularity is reflected in the application of the same-length
bars - the sides of the equilateral triangle.

In this paper, the building blocks of three-dimensional rosettes (equilateral triangles) are
also treated as glass surfaces of different colors, whose light refractions and cast shadows
are examined as an asset in architectural design. In this manner, analogously to the Gothic
architecture, the filtered light penetrates and refines the modern interior. Three-dimen-
sional rosettes based on the geometry of concave polyhedral surfaces can be applied as an
architectural detail on the facade, as an interior detail, as cupolas, roof constructions or as
independent spatial constructions (entire objects).

Three-dimensional rosettes, contrary to two-dimensional, allow for the overlapping of
the shadows cast by their (triangular) sides, depending of the angle of the light shining on
them. These shadows, in turn, create dynamic pictures (patterns or compositions), which
change with hours and seasons. Furthermore, these will neither be mere projections of flat
images nor familiar pictures, but complex compositions obtained through an interplay of
their positions and spatial relationships. Future research can focus on the engineering of
these compositions — on how to obtain a certain distribution of light and shadows at a given
time of day or on a given day in a year, as an additional architectural accomplishment.

Keywords: rosette, polyhedron, architecture, light, shadow

ACKNOWLEDGEMENT: This research was supported by the Serbian
Ministry of Education and Science, Project No. I11 44006

90 | SmartArt | Krbura anctpakarta | Book of Abstracts



[EOMETPHJCKH MPOTMOPLUHJCKH MOLET
LPKBE MAHACTHUPA JbYBOCTHHA

MATOAJTEHA IPATOBHR
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Caobpahajuu dakynteT, YHuBep3uteT y beorpagy, Cpbuja
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MponopuHje apXUTEKTOHCKKX 0bjekaTa ce cMaTpajy jellHUM Of, HajCTapHjHUX TEOPETCKHX M-
Tatba apxuTeKType, Mprbnrxasajyhu ce ca jenHe cTpaHe MaTeMaTHLM, a ca Apyre YyMeTHO-
CTH-KpPeaTHBHOCTH Y MPUMEHH CKNTaAHHX-XapMOHHYHKUX OfHOCa Y HeHOj nojaBHOCTH. Pag,
npHKasyje NponopLHje jefHOT Of, HajUCTaKHYTHjHX 0bjeKkaTa Hallle CpearbeBeKOBHE cakpar-
He KynTypHe 6alluTHHe — LpkBe MaHacTHpa Jbyboctuma (1387) kon TpcTeHuKa.

Lipksa JbybocTHibe, UYHjH je KTUTOp KHerrtba Munuua, y CBOM apXMTEKTOHCKOM Mporpa-
My CafipXXH MpHMpaTy, HA0C U ONTapCKK NPOCTOp, a 3MAaHa je No NpuHuMnMma Mopascke
CTHIICKe Tpyre, ca KapakTepUCTHYHHM OBSIMKOM OCHOBE TPUKOHXOCOM, MK ,TPOSTMCTOM”.
Y KOHCTPYKTHBHOM CMHCNY, Haf, LieHTpasHKM MpOCTOpOM je rnaBHo Kybe, Koje ce ocnatba
Ha YeTHpH jefHaKa Nyka, Koju Hoce KpcToobpasHo pacrniopeheHe NonykpyxHe CBOAOBE, Y
npasLy ancuae 1 60YHKX MEBHUUKKX (MONYKPYXXHKX) npocTopa. [prnpara, Koja je 3uhaHa
jenHoBpemMeHo ca oCTaMM [enoBUMa LipKBe, je MpHbrxXHO KBaapaTHor obnuka, ca cne-
MOM KasioTOM M3HYTpa, y TO Bpeme 3HauajHor pacrioHa. OBakBa apXHMTEKTOHCKO-Tpaf)eBHH-
CKa KOHLerLHja, Koja je KapaKTepHCTHUHa 3a TpafHLIMOHaNHe CBETOropcke LIpKBe, y OBOM
pagy Hanasu CBOjy reoMeTpHjCcKy MHTepnpeTaLMjy NponopLHuja.

HcTpaxknBarbe ce jenHHM JenoM ocnaka Ha NpoMopLMjCKH KaHOH (3a MpojeKToBame Lip-
kaBa) MBa LLITambyka, Koju je ayTop NpUMEHHO Ha LipKBaMa LLMper NpoCTopHor okBrpa Me-
LMTepaHa, y BpemeHckoM pacnoHy o IV o kacHor XV Beka, ycrnoctasbajyh nponopumjcku
oaHoc 1:V3 uBpcTMM penaumjama aBa kapaKTepUCTMUHa Kpyra W jedHOr jeAHaKOCTPaHHYHOT
Tpoyrna. Y KOHTEKCTY NpUMerEHOT KaHOHa, yKasyje ce Ha CUMBOSTMUKO NoBe3rBatbe GyHK-
LIMOHANHO 3HaYajHUX MecCTa Ha 06jekTy (LeHTpa ancuae — y OCHOBH, Tj. LieHTpa kynone —y
npeceky) ca npatehomM reomeTpujckom Lemom. Hako je TexHHKa rpahera y cpenreBekoB-
Hoj Cpbuju Baprpana y HUBOY MPELIM3HOCTH (OPTOrOHANHOCT 3MA0BA, CUMETPH]a M CI1.), Lip-
TEXH — NPOTOpPLIMjCKe aHaNM3e OCHOBE W Npeceka LipkBe MaHacTHpa JbybocTHiba, y3 Make
rpaduuke rpeLuKe, ykasyjy Ha npumeHy nponopuMija 1:1, 1:v/2, 1:1.618 (3nathw npecek), 1:V3
W 1:V5, y AedrHHCary NpoCTopHe Len1He 1/Wnu aenosa objekta. MHTepecaHTHO je Aa ce,
Kao My MPeTXOOHUM HCTpaXKMBakMMa ayTopa, y KoHTeKcTy Pallke ctincke rpyne objekara,
LipKBa MOXeE ,MpemepHTH” jefHaKoCTpaHHYHWM TpoyrioBumMa. MeTofom ynucueama MM
onucuBaka AMHaMHYKKUX NMpaBoyraoHHKa (Yuje cy fujaroHane BpeAHOCTH KBaJpaTHHUX KO-
peHa Len1x 6pojeBa) y KOHTYpe objekTa, ycrocTaB/beHa je ,,CKpUBEHA" reoMeTpHjcKa Lema,
KOja AeTEpMHHHLLE rpah)eBHHCKO-apXMTEKTOHCKY KOHLIEMLHjy oBoT 0bjekTa. McTpaxHBare
je nmokasano Aa CNMYHK MPHUHLMIK NPOMopLMOHHCaka NocToje U Kog, objekata ca npemo-
PaBCKHUM Pa3BHjeHUM TPHKOHXOCHWUM nnaHom (CB. ApxaHrenu y Kyuyesunwity v Phesal, kog,
KKocoBcke KameHHue), kao 1 mopasckom Jlasapuuom (y KpyLuesLy).
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MNponopuujcke aHanW3e ocHOBe M Mpeceka LpkBe MaHacThpa JbybocTHiba, roe ce Kao
OCHOBHe (hHrype KOpHCTe jefHaKoCTpaHHYHK Tpoyrao, KBaApaT U KpyT, ca jeaHe cTpaHe, 1
OWHaMHYKH NpaBOYraoHHLM, ca Apyre, yKa3syjy Ha TO Aa Cy cpeareBeKOBHHW MajcToph Mo-
paBcKe CTHICKe rpyne NnocefoBasiv 3aBHaH CTeNneH reoMeTPHjCKOr 3Hatba M KpeaTHBHOCTH
y MponopLiMoHHCcaty cakpanH1x objekaTa, YMjH je pe3ynTaT XapMOHHWYaH CKaf AenoBa
LesrHe.

KrbyuHe peuu: LipkeeHa apx1TekTypa, nponopuwje, TpraHrynadmja, BMHaMHUYKH
NpaBOYyraoHHLK
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O OBJTHKOBHHUM MOTYRHOCTHMA
OOKAJTHO - AUPEKTPHUCHHKHX
[EOMETPHJCKHUXTTIOBPLUH

MAJATIETPOBHR

Caobpahajuu axynTeTt, YHuBep3uTeT y beorpapy, Cpbuja
PAJOBAH LUTYTHR

DakynTeT TEXHUYKHX HayKa, YHHBep3uTeT y HoBom Cany, Cpbuja
MAPKO BYYHR

DakynTeT TEXHUYKKX HayKa, YHHBep3uTeT y HoBom Cany, Cpbuja
MAPKO JOBAHOBHR

DakynTeT TEXHUYKKX HayKka, YHHBep3uTeT y HoBom Cany, Cpbuja

Mpenmet UcTpakHBarba OBOT paja NpencTaB/bajy Gopme reHepHcaHe Kao reoMeTpHjcka Me-
CTa Ta4aka 4Yuja je cyma/mpom3Bog, pactojatba A0 M PHKCHHX Tadaka (okyca), n hHKCHHX
MpaBHX (AUPeKTpHCa) U g PUKCHHUX PaBHH KOHCTaHTHA, Kao M MOTEHLMjasl 0BaKo reHepm1ca-
HHX MOBPLLHK 3a NMPHUMEHY Y AH3ajHY KaKO Y apXHUTEKTYPH Tako U y YMETHOCTH. TpoarMeH3H-
OHa/lHK efleMeHTH (MOBPLLH) Ca MOMEHYTHM FeOMETPHjCKHM CBOjCTBMMa, MOTY Ce FreHepH-
caTh Npema yHanpep, 3afaTiM 3axTeBMMa 06/1MKoBarba npocTopa.

Y oBOM pafly pa3maTpajy ce NOBpLLK Koje Cy HacTasne Ha OCHOBY N oKyca MOKIOMbEHHX
Ca TEeMEHWMa MPaBHITHHX MOSTUIOHA K N AUPEKTPUCHHUX PaBHH KOje CafipXKe CTpaHe MoJnro-
Ha W OpTOroHasHe Cy Ha paBaH OBOT MOJIUrOHa.

lenepucaHu 3D enemeHTH cy NMOBPLUKM Ca KOHCTAHTHOM CYMOM W MpencTaB/bajy reome-
TPHjCKO MECTO Tayaka y MpocTopy YHja je CyMa CKanMpaHHX pacTojara oo k dokyca v g Au-
PEKTPUCHHUX PaBHH KOHCTaHTHa M flepHHHCaHa je Y UMMIMLKUTHOM 06/1KKy. OBaKBe NoBpLUH
cy Bebeposckor THMa aKo je KoedHLHjeHT ckanupatba pasnuunT of jenaH. okanHe, ou-
PEKTPHUCHE W OUPEKTOPHE MOBPLUM Ca jedHHHYHHUM KoedhHLHjeHTMMa Mo CBOjOj reHesH cy
MoBe3aHe ca NpaBHIOM apUTMETHUKE MK TeoMeTpHjcke cpedrHe. byayhu aa cy Heke of,
noBpLuK BebepoBsckor THNa a koje cy reHeprcaHe nomMony NpaBUIHKX MOMMIOHa Ca TaYHO
nedrHHUCaHHUM CBOjCTBMMA, CHMETPUYHOCT MOBPLLH OCTaje 04yBaHa y ckflafly ca reoMeTpHj-
CKOM (HrypoMm Koja Ty MoBpLL reHepuiue. CBakK MpaBUIHK MOMMIOH ca k cTpaHa MMa 2k
pasnHuMTHX ciMeTpHja: k pednexcuja v k potauuja. OBa cBojcTBa omoryhaBajy jefHOCTaBHO
nedrHHCcatbe OCHOBHOT MaTepHa 3a HeroBy Aaby MaHWMynaLHjy y L/by KOMOHHaTOpPHOT
yKnanatba OBHX [Ie/I0Ba Y Hajpasnnyu1THje cnoxeHe hopme.

Ca pasBojeM pauyHapa 1 copTBEpa KOjH1 Ce MPHUMEYjY Y apXHTEKTYpH W rpah)eBrHapCcTBy
CTBOPEHHM Cy YC/I0BH [ia ce ybp3ajy MCTpaXKMBatba y BE3W Ca HOBHM W CIIOXKEHH]UM reome-
TpHjckim opmama. MoTeHuHjan npuMmeHe (GOoKaNHO-AUPEKTPHUCHHX MOBPLUK MK [eNoBa
TUX NMOBPLUH Y apXHTEKTYPH U NPUMEHEHO] YMETHOCTH Orfefa ce Y HhHXOBOj FeHe3H U reo-
METpPHjCKHUM cBojcTBHMA. [pomeHoM Maror 6poja napameTapa (nonoxaja dokyca, LUpek-
TpHca, KoedHLHjeHaTa cKanrparba UK BENIMYMHE KOHCTAHTHE CyMe/Mpon3BOLa) MOXeE ce
3HaTHO YTHULLATH Ha NPOMeHY 06/1MKa reHepHcaHor efleMeHTa, na ce oe Gopme Mory noae-
LaBaTH, NpunarohaBatv U TpaHchOpMHCaTH NMpeMa KebEHHM 3aXTEBHUMA.

KrbyuHe peun: pokyc, AMpeKkTpHrca, AUPEKTPHUCHa paBaH, hoKanHO-AHPEKTPUCHA MOBPLL
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DESIGN PROCESS OF SOLAR RACING
AUTOMOBILE “EMILIA 4” FOR NATIONAL
ITALIAN TEAM ONDA SOLARE

MARKO LUKOVIC
Faculty of Applied Arts, University of Arts in Belgrade, Serbia

Solar car EMILIA 4, produced by national Italian team Onda Solare, is the result of a project
financed by the Region Emilia-Romagna, which had the objective to use concurrent engi-
neering tools for developing a unique product of its kind: a solar 4-seater, with 5 m2 of solar
photo-voltaic panel, about 300 kg in weight, with maximum speed of 100 km/h and 700 km
of battery autonomy. The focus of the design and construction activities were efficiency
and lightness, fundamental in getting a competitive car. The use of composite materials is
therefore wide (carbon fiber, kevlar, nomex) for the construction of surfaces aerodynami-
cally effective and lightweight. The weight reduction also involved chassis, structures, elec-
trical and mechanical components, using materials used in the aerospace field or in auto-
motive competitions, such as aluminum and titanium alloys. Vehicle dimensions — Length:
4,610 mm, Width: 1,775 mm, Height: 1,230 mm, Mass (incl. batteries): 336 kg, Aerodynamic
coefficient (Cx): 0.20

The World premiere of Emilia 4 was in Ferrari Museum in Maranello, Italy 11.06. 2018.
Emilia 4 is the Winner of American Solar Challnge 2018, race of 3000 km in USA. Emil-
ia 4 participates in the most famous World Solar Challenge 2019 race, Australia. Emilia 4
represents a realized PhD in Art thesis of Prof. Marko Lukovic, at Alma Mater Studiorum,
University of Bologna, Italia. Emilia 4 was awarded for design by the National Association
of Applied Artists and Designers of Serbia (ULUPUDS) in June 2019.

Keywords: car design, industrial design, 3D modeling, prototyping, car styling
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DESIGN OF TOMORROW

ZAHARI GANCHEV
National Academy of Art, Sofia, Bulgaria

How will Technological advancement reshape our way of design thinking and creating?
The current paper focuses on several aspects of modern production methods which are
expected to reshape our world in the near future. The article shows how different space
technologies and printing methods will change the way we design and manufacture. The
research shows a historical correlation between the first appearance of Design disciplines
at the beginning of the 20th century as a speculated model of the same revolution in design
today. Some authors call it the third industrial revolution.

As a practical contribution, the article shows several modern methods of production used
in space and Earth which are examples of drastic changes in design basics. Also, today de-
sign software is able to create a complex variety of different bionic structures based on
mathematical equations and algorithms. This scientific contribution is possible by imple-
menting large data from the field of Bionic research in the software development of CAD
and Design programs. The article shows that the production of such complex geometric
structures is only possible by today’s and future printing technologies. The bionic 3d print-
ed structures promise to be more energy-efficient, more compact and more advanced than
conventional shapes produced today.

The article reviews examples such as concepts of Mars habitat constructions, spacecraft
designs and materials used in spacecraft manufacturing. Acquired knowledge from these
massive projects will reshape and change the way we build houses on Earth and construct
vehicles for everyday use.

In conclusion, this paper overviews the fast-expanding private space sector, which opens
new challenges and opportunities in the field of Industrial Design. Private companies and
space entrepreneurs need and exploit increasingly specialists in the Industrial and Product
Design sector.

Keywords: design, space, bionics, manufacturing
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YINOTPEBA BUBPALIH)A
Y OBJTHKOBARY
BHU3YEJTHOT EJTA

MAPH]A NABYJOBHTR NAHTE/IHR

DakynTeT NpUMerEHHUX YMETHOCTH, YHHUBEpP3HUTET yMeTHOCTH y Beorpapy, Cpbuja
®HJTHN NAHTEJTHR

Bucoka Lkona enekTpoTexH1Kke K padyHapcTBa, beorpan, Cpbuja

Y oBOM papy MpencTaB/beHH Cy pesynTaTH MCMHTHBatba yTHLAja CMO/bHO FreHepUCaHHX BH-
6paumja Ha nepuenuMjy TekcType U hopMe BH3yenHor fena. McnutrBara cy BplueHa Ha
TEKCTMIIHKM MaTepHjanima U MaTepHjairma Koju MMajy 0cobeHoCTH TekcTrna. Ako objekat
no6yheH BrubpaLmjama ocuunyje hpekBeHLMjaMa Koje Cy M3Haf, FpaHHLLa Omaxara Jbyackor
OKa, Koje MMa CrocobHoO Aa BUIOH caMo 25 ciivKa y CeKYHAHM, [oNasK Lo MPOMEHa OHora LUTOo
Halle oKo perucTpyje. [p1BHAHO [oNa3H [0 3amaryberba, rybrTka hokyca M Metbatba hopme.

JenHa o, rnaBHKX 0COBHHA TEKCTHITHMX MaTepHjara je TaKTUITHOCT KOjy perncTpyjemo no-
Mohy MexaHopeLlenTopa Koju ce Hanase y Halloj KoxH. TekcTypa kojy ocehamo nopa mp-
CTHMMa je NponyKT pHHHX BHMOpaLIKja Koje, HacTane y MHTEpaKLIMjK KOXe W TEKCTUNA, Perk-
CTpyjemo Tako3BaHWM MajcHepoBHM (peLLenTopH Koju AeTeKTyjy bnarv npruthcak) v Maun-
HHjeBHM (peLlenTopH KojH pearyjy Ha BENMKK NpHUTHCaK) Kopnyckynama. 3a nobyay Tokom
HCTpaxk1Batba KOpHLLNeHH Cy enekToOMHaMHYKK NPEeTBapayM Koju Cy CUrHan ca payyHapa
npeTBapand y MexaHWuke BHbpaLuje. Y3opuu cy nobyhrBaHH y LLUMPOKOM (PpeKBEHLH)-
ckom oncery (of, 20 no 800 Hz) cvrHanom criopo npomeHsbHBe hpekseHLuje. 3a AedHrHHca-
He PpH3HUKe KapaKTePHUCTHKE MaTepHjana (reOMEeTpH]y, Macy M enacTHYHOCT) MpoHanaxeHe
cy PpeKBeHLHje Ha KojuMa cy BHUOpaLMje Haju3paxeHHje 1 Ha KojuMa ocTBapyjy Hajborbm
BM3yeNiHW edekaT NpomeHe popme.

OBH pesynTatv he 6WUTH 3HaYajHK y NOCTYNKy 0b6/IMKOBatba OTBOPEHOT fiefa Koje yKIbyuyje
yueluhe nybnuke. MoryhHocT Metbara BUbpaLija omoryhaBa KOHTPOSIMCaHe NMPOMEHE BH3Y-
€JTHOT M TaKTHJTHOT MepLUMnMparka pafa, yoaehu y mpoLiec cTBapatba jeaHy HOBY OHHAMMKY.

KrbyuHe peun: B1bpaLimje, TEKCTHN
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OPBO-TEPMOTIJTACTUYHH KOMITO3KHTH
3ACHOBAHHW HA UHOYCTPHJCKOM OTIALY

CPRHAH NEPHLLHR
TexHonoLko-meTanypLiku dakynteT, YHunsepsuTteT y beorpany, Cpbuja

HoBH KOMMNO3WUTHK MaTepHjank, Kao KOMMOHEHTY OjayaBatba, Cadp)Ke MPHUPOSHa BNakHa, Kao
3ameHy 3a apyra (Hnp. kKapboHcka MnK cTakneHa). Hajseha npegHocT nprpodHKX BnakaHa je
tHxoBa GropasrpagmBocT. [MpupodHa BnakHa nopen Tora UMajy BenWKy 3aTesHy uBpcTohy,
Many rycTHHY, HUCKY LieHy ekcroaTaluje 1 norogHa cy 3a NpouecHparbe LUTO X YMHH CKO-
PO MIeanHWM MaTepHjasioM Kao MyHHnaL, 3a ojayatbe komnosuTa. [locToju Benuku 6poj pas-
NTHYKUTHX BPCTa KOMMO3HTHHUX MaTepHjana ca MpUpOOHUM BRakHHWMa, a jeOHH Of, Haj3HauajHHX
Cy KOMIMO3WTHK MaTepHjanu apso-nnactika - WPC (wood-plastic composite), koju ce cactoje
0f, [pBEHKX YeCTHLA OOHOCHO BflakaHa y TEPMOMIACTHYHO] MaTpHLM. 360r CBOje MOCTojaHO-
CTH W B1Opa3srpalMBOCTH, [pBeHa BMakHa HalLna cy ynoTpedy y pasnuuuTUM HHOYCTPH)CKUM
ob6nacTimMa, Kao LUTo cy rpaheBHMHapCTBO, AU3ajH eHTEpPHjepa 1 ekcTepHjepa U NpencTaBsbajy
OA/IMYHY anTepHaTUBY MOSIMMEPHHM KOMMO3WTHMA Ca HEOPraHCKHMM BlakHWMa. Hepoctatak
WPC komnoswrTa je Telukoha Be3uBarba XHAPODHIHHUX APBEHHX BlakaHa 3a XuapodobHy Tep-
MOMIaCTHYHY MaTpHLLY, LUTO 3a MOCNEAHLY HMa CMatbehbe jayrHe W XKMNaBoCTH. ADXe3HBHOCT
KOZ, OBHMX MaTepHjara ce MOXe NMobosbLlaTH KopHLLNerem pasnuunTHX Besyjyhux areHca, Kao
LLITO Cy CH/IaHH, U30LIHjaHaTH, aHXHOPHOH ManerHCKe KUCENMHE K MOMIMETHNEH Wi MOMHMNpPOo-
nuneH. Op, cB1X NoiMMepa Koju ce Kopucte Kao matprua y WPC, nonv(metun metakpunar)
(PMMA) je nonrmep koju 3Ha4ajHO yTHYe Ha CBOjCTBa KOMMO3HWTa NpH yaapy. Kapa ce kao Kom-
no3uTHa mMaTprua kopucth PMMA pesyntyjyhu WPC nopen £obprx MexaHWUKKX CBOjCTaBa
MMa M OfJTMYaH ecTeTCkH u3rnen, 36or TpaHcnapeHTHocTH PMMA, wo je W jepaH of pasnora
3a reroy yrnotpeby. [NocToje pasnrunTH NprUcTynu y nobosbluamy afxesuvje PMMA v npseHmx
BflaKaHa, a jefiaH of, iHXx je yroTtpeba areHca 3a moaudHKaumjy. MNopen npenHocTH Koje 0BH
MaTepujanu Hyne, 3a onpeheHe npuMeHe HeonxXo[HO je U OAATHO OjayaTi KOMMO3WUTHH MaTe-
pujan. PeLere oBor npobnema 61 Moriu 6HUTH XHOPHOHK KOMMO3HTHH MaTepHjasiu, Koju b1 ce
npoLecHpani LofaBareMm BrakaHa peLKInpaHor nonneTuneH Tepadranata (PET) u/wnu ye-
CTHUa anymuHHjym okcnaa (AL O,). PET uma LuMpoky KomepuujanHy ynotpeby W npeacrassba
jenaH of, HajBaXKHHjMX TEPMOTIACTHYHKX NMOMIMMEPa Y NPOMU3BOLHH BlakaHa, hrnimosa, Kany-
na W 6oua. Kao pesyntat nocrynka ojavara WPC ca PET BnakH1Ma, LOOHjeH je HOBH KOMMO3HT-
HW MaTepHjan ca NobobLLIAHWM YOAPHUM M 3aTE3HHMM CBOjCTBMMA. YecTHLIEe anyMHUHH]YM OKCH-
[a ce HajueLLhe KOpHCTE Kao KepaMHUKK MaTepHjarni 3a ojadyatbe KOMMO3MTa ca NoIMMEpPHOM
MaTpHLIOM. MexaHHUKa CBOjCTBa KOMMO3WTa ce Aasbe Mory fedHHUCATH CUHTE30M YecTHLa
anyMHHHjyM OKCHAa, LUITO Aaje BenrkK 6poj moryhHoCTH 3a fobHjare KPpUCTanHKX CTPYKTYpa.
TonnoTtHW TpeTMaHK Koju MOTy MPOM3BECTH pasfUyHTe CTPYKTYpe anyMHHHjyM OKCHa Cy Of
nocebHor HHTepeca 3a NpHNpemMy KOMMO3HTHHUX MaTepHjana. Ynotpeba kepaMHUKHX MaTepHja-
nay WPC 6asrpaHim Ha PMMA je nosxerbHa 360r HHUXOBHX M3BPCHUX CBOjCTaBa, yKIbyuyjyhu
XEMHjCKY H3OPXIBUBOCT M 3HaTHO NOBObLLIAHA MEXaHHYKa CBOjCTBA [OOHjeHOr KOMMO3HTa.

KrmbyuHe peun: xubpHaHH KOMMO3KT, ancoprLuja BoAe, yaap KOHTPOSTMCAHOM eHeprHjom,
anyMHHH]YM OKCHA,

HanomeHa: Npojexat MuHHCcTapcTBa NpocBETE, HayKe M TEXHOOLLKOT
pa3Boja nop, Ha3WBoM ,Pa3Boj onpeme W npoueca fodHjara nonMmep-
HUX KOMMO3HTHHUX MaTepHjana ca yHanpep aedbHHHUCaHUM PYHKLIMO-
HalIHKUM CBOjCTBMMA”, Ca EBMAEHLIMOHKM dpojem TP 34011.
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MCINTUTHUBARE YTHULAJA KPHCTAJTHE
CTPYKTYPE HA CBOJCTBA TNPEBJTAKA
HA BA3H Cu-Mn OKCHIA

JENEHATO/TYBOBHR

TexHonoLuKo-MeTanypLLKH dakynTeT, YHuBep3uTeT y beorpaay, Cpbuja
BH/bAHA BABHR

HUHcTuTyT 3a Pursmky y beorpany, YHuBep3utet y beorpaay, Cpbuja
TAKA BAPYLIHJA

HMHCcTUTYT 3a HyKkneapHe Hayke ,BuHua”, YHuBepsuTeT y beorpaay, Cpbuja
MHOIOPAT MHUTPHR

HMHCcTUTYT 3a HyKkneapHe Hayke ,BuHua”, YHuBepsuTeT y beorpaay, Cpbuja
MHNTHULATBO3OEHOBHR

TexHonoLuKo-MeTanypLLKu dakynTeT, YHuBep3uTeT y beorpaay, Cpbuja
BOJAH JOKHR

DakynTeT NpUMerEHHUX YMETHOCTH, YHHUBEpP3HUTET yMeTHOCTH y Beorpapy, Cpbuja

HaHomaTtepujanu Ha 6a3u 6akap-mMaHraH CiHena Hanase LWHPOKY NPUMEHY Y pasHunTHUM
0bnacTima Kao LUTO Cy: KaTalIMTHYKa OKCHAaLIK]ja, CyreprpoBOLHHLM, NCeyA0KOHAEH3aTO-
pa, cenekTWBHa agcopnumja UTA. Ll oBor pana je 6vo Aa ce vcnuTa yTHLaj napameTapa
CHHTE3e Ha CTpyKTypy, Mopdonorujy 1 onThyka ceojctBa Cu-Mn oKCHMOHKX MpeBnaka Ha
BaTpPOCTa/IHUM MaTepHjanima, Koje OH HMane ynory AeKOpaTUBHOT 3aBPLLHOF C10j Ha Ke-
pamun. Cul+xMn2-xO4 npesnake cy ycrelHo popmHpaHe KopHLLhembem YUCTHX OKCHaa
6aKpa M MaHraHa Kao MosasHUX CHPOBHHa.

PeHareHcka nudpakuUMoHa aHan1sa je notspauna hopmupame npesnaka HectTexMome-
TPHjCKOT 1 CTEXHOMETPH]CKOT cacTaBa y 3aBMCHOCTH oA, monasHor ogHoca Cu/Mn, Temnepa-
Type 3arpeBatba, Aeb/bHHE NpeBiake W CBojCTaBa MaTepHjana Ha KoM ce hopMHpa npesra-
Ka. 3HauajHe pa3nuke cy npumeheHe y ONTHYKKM CBOjCTBMMA Y 3aBUCHOCTH Of, MOPO/IOTH-
je dopmupaHmx kprctana Cul+xMn2-xO4 w1 cTeneHa NOKPUBEHOCTH MOBPLLMHE CyrCTpaTa.

KmyuHe peuu: cnvHen, npeBnake, HaHoMaTepHjanu

HanomeHa: [Mpojexat MuHHcTapcTBa npocBeTe, HayKe U TEXHONMOLLKOD
pa3Boja Moz, HasuBoMm ,EnekTpoxemujcka cHHTE3a W KapakTepH3aluja
HaHOCTPYKTYPHHX PYHKLIHOHANIHUX MaTepHjana 3a MPUMeEHY Y HOBUM
TexHonorujama”, esnaeHumnonmr dpoj OHU172046 1 ,Pa3Boj, kapakTepw-
3aLMja M MpUMeHa HaHOCTPYKTYHMPaHHX KOMMO3HTHKX KaTasiM3aTopa 1
MHTEpPaKTUBHHUX HOCaya Y FOPUBHHUM CMIPEroBUMa M eNeKTpOsSIM3K BO-
ne”, eBuaeHUHoHH dpoj OHU172054
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NMAMETHH TEKCTHIT - MATEPH)AJTH
CA MEMOPHCAREM OBJTHUKA

BPAHHCNABA JTIA3HR

Brcoka TekcTHIHa CTPYKOBHa LLIKONMA 3a [IM3ajH, TEXHONOTHjy M MeHalIMeHT, beorpag,
Cpbuja

BH/bAHA MOMNOBHR

Brcoka TekcTHIHa CTPYKOBHa LLIKONMA 3a [IM3ajH, TEXHONOTHjy M MeHalIMeHT, beorpag,
Cpbuja

CHEXXAHA NMO3HAHOBHHR

@akynTeT NpUMEHEHHUX YMETHOCTH, YHUBEP3HUTET yMETHOCTH Yy beorpany, CpbHja

lameTHH TeKCTHN NpeacTaB/ba HajHOBH]Y reHepaLiMjy TeKCTHIIa YKja Cy CBOjCTBa AH3ajHHpa-
Ha Tako Aa pearyjy Ha nobyhaje 13 okpyxetba M Yak fia HHTESTMTEHTHO OArOBOPE Ha BapHpa-
tbe CriosbalLlitbkX YCnoBa Wik nobyhaja. MHor1 nameTHW TEKCTHIHKM MaTepHjany pasBHjeHH
cy 3a notpebe Bojcke U CBEMHPCKHX Mporpama, 0fakse ce h1xoBa NpUMeHa rnpeHena Ha
LIMBHIIHK CEKTOp, Y CBE 06/1aCTH TEXHUYKOT TeKCTHNa (rpah)eBHHCKH, TPAaHCMOPTHH, MeAH-
LIMHCKH, OAEBHH, TEKCTHN 3a LOMaNHHCTBO MTA,.), YAMe Cy 3Ha4ajHO nobosbLuaHe GyHKLIMO-
HanHe 1 ecTeTcke NepdopmMaHce TEKCTHUITHKX MaTepHjana, OAHOCHO MPOM3BOAA Y Koje Cy TH
maTepujanu yrpaheru. MNocToju MHOTO rpyna NaMeTHHUX MaTepHjana, Koju nokasyjy creLu-
tHyHa cBojcTBa.

Y pafly cy pasmaTpaHW maTepHjanu ca MemopHcarem obnuka (SMM - Shape Memory
Materials), koju LeTekTyjy TonnoTHe npomeHe (CTabWNHK Cy y ABa WK BHLLIE TEMMepaTyp-
HHX CTaka), MPOMEHe OTMopa eNeKTHYHe CTpyje, MarHeTHe WM MexaHHuKe npomeHe. Y
CTamy Cy fla ce BpaTe y CBOj M3BOPHH, NPETXOAHO AedHHHCaHH, 06K, HaKOH LUTO Cy Ce
nLedopmucanu npu usnaraky ogpeheHom nobyhajy. To cy Hajuewhe nerype (SMA - Sha-
pe Memory Alloys) unu nonumepu (SMP — Shape Memory Polymers), renosw 1 ctaksno ca
MeMopHcakem 06/HKa, aii Mory BUTH 1 kepaMHyikK maTepHjanu (SMC - Shape Memory
Ceramics), komnosuTi (SMCp - Shape Memory Composites) 1 xubpuan (SMH - Shape
Memory Hybrids). Hekw og trx MMajy M NceynoenacTMyHOCT, BUCOK KamnaLHTET NpHryLLIr-
Bakba M NpHNaroA/bMBa CBOjCTBA, Koja Cy nocneauua (peep3nbunHmx) dasHux TpaHcdop-
MaLlKja y maTepHjany.

MprMeHOM OBHX MaTepHjana, caH ,MaTepHjan je MallKHa“ NocTaje CBe ONUM/bHMBHjH. 3a-
xBasbyjyhu pasnuuntim SMM, naHac ce Mory NpojekToBaTH MaTepHjanu 1 NporpaMmupaTH
3a aKTMBaLMjy/noKpeTame Koju npaTe npeTxonHo oapeheHe cekBeHLe, 6aLl Kao MallHHe,
anu ca Behom MHTENHreHLHjoM K hiekcHbrnHoLwhy y CMHUCIY fia MaTepHjan MoXe fa 0CETH
W OHAa [a pearyje carnacHo TOMe, Yak Ha MOSIEKYSICKOM HHUBOY.

Y pagy je nocebHo McTakHyT 3HaYaj SMA/SMP, koju uMajy Wwrpoke moryhHocTH 3a pas-
NIUYHTE HHXKehepCKe U Apyre NpUMeHe, Koje cy YecTo npobnematHyHe 3a TpagHLMOHanHe
maTepHjane U MpUMeHe, Kao U MpUMEHe Yy An3ajHy TeKCTHA.

KrbyuHe peun: nameTHH TEKCTHI, MaTepHjani ca MeMopHcakem ob1Ka,
NpUMeHe NaMeTHOr TeKCTHNa
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TPAHCOEP LUTAMITA TEKCTHNA

BPAHHUC/TIABA JIASHR

Brcoka TeKCTHIHA CTPYKOBHA LLIKONMA 3a [IM3ajH, TEXHONOTH]y M MeHalMeHT, beorpag,
Cpbuja

BHU/LAHA MOIMOBHHK

Brcoka TeKCTHIHA CTPYKOBHA LLIKONMA 3a [IM3ajH, TEXHONOTH]y M MeHalMeHT, beorpag,
Cpbuja

CHEXXAHA NO3HAHOBHHR

DakynTeT NpUMErEHHUX YMETHOCTH, YHHBEP3HUTET yMeTHOCTH y Beorpaay, Cpbuja

3a WTamname TeKCTHNa NpUMEtYjy Ce pas/IMYMTH TEXHONOLIKH MOCTYMUH — OUPEKTHO
WTamMnatrbe, LTamMname pasapareM OCHOBHe 6oje, LUTaMMame pe3epBHcatbeM, Kao M Crie-
LMjanHK NOCTynuM WTamnama. [1pBa TpH NocTynka npyMetbyjy ce 3a MacoBHY M3pafdy ap-
THKana WHpoKe MoTpoLLbe, AOK Ce Pas/IMUHTHM CneLnjanHUM NocTynuuma wramnajy ma-
TepHjanuy eeKTHOT M3reaa v crieliMdHYHe HaMeHe, eKCKITY3MBHH apTHKIH W TKaHWHE Koje
Cce KOpHCTe y crielMpHUYHUM NpHIHKaMa K 360r Tora ce Hajuelhe KOpHCTe Y MPOH3BOAHH
Matbhx cepuja. CBakK 0f, NOCTyMnaka MMa CBOjHMX NPeAHOCTH K HeJocTaTaka.

IKako 6H ce NpeBasMLLIM HEAOCTALM Y MHAYCTPHjH CHTO LWTamne, no npeu nyT 1970. roau-
He NpeAcTaB/beHa je vaeja KoMbHHaLMje MeTofa LWTammatba Nanupa v TKaHWHe, YUME je Ha-
ctana TpaHceep (M cybnrmauMoHa) Wwramna. TpaHcdep LWTamna je BpcTa WTamne y Kojoj
Ce Kosop LemMa ofLTamnaHa Ha nanupy NpeHocH UpeKTHUM npenasom boje U3 upcror y
racoBMTO CTatbe (CybMMaLIMjOM) Ha TKaHHHY (YT/1aBHOM TEPMOMIIACTHYHY, KakaB je nosve-
CTap) WK HeKW Apyru CyncTpaT, Nof KOHTPOSIMCaHHM YCITIOBUMa TemnepaTtype, BpeMeHa M
MpHTHCKa, MPUMEHOM pa3nHUKTHX MeToaa. OBa TeXHOMOrHja je rodMHama pasBHjaHa y Lu-
/by nobosbllatba nepthopMaHcH, Npe cBera narnupa v KBaauTeTa M bp3rHe LWTamne, afik K ca
acrekTa eKoJioLLKe NpHxBaT/bHBOCTH. LLIMpoka naneta npounssona crelujanHux TpaHcdep
nanupa, oNTUMM30BaHHX 3a cybniMMaLMoHe 6oje 3a pasfiMunTe TKaHWHE W TBpAE nogsiore,
ybp3ana je Mpofop Ha TPXKHLLTE 0Be MofepHe TexHonornje. CaBpeMeHH nanupu Hyae 13-
BaHpeLaH KBaJIMTET LWITAaMMe, ca OAJIMYHO AepHHUCAHUM KOHTYpama U LUHMPOKOM ManeTom
60ja, BUCOKOM epeKTHBHOLLNY M KpaTKMM BpEMEHOM LUTaMMaka, LUTO, y3 MofepHe ink-jet
wTamnaye BeNIMKKUX 6p3rHa, Boau noeehaty NpofyKTHBHOCTH M KOHKYPEHTHOCTH. CneLiu-
janHKUM nanuprma KOSMYMHE OTNaaa CBeAeHe Cy Ha MHUHUMYM, LUTO, Takohe, AOMpHHOCH
€KOJIOLLIKOj MPUXBAT/bUBOCTH OBE TEXHONOTHje.

Y pagdy je pasamaTpaH nocTynak TpaHcdep LTamne, Hherose NpefHOCTH HaL KNacHYHHUM
LTamMnatbeM, MEXaHW3aM LITammatba, rMaBHK eKOMOLWKK acnekTH. MocebHo cy HcTakHyTH
TpeHA0BH pa3Boja y 0BOj 06/1acTH, KOjH Ce OAHOCE Ha UCTpaXkMBaha MoryRHOCTH MpUMeHe
TpaHcdep LUTaMmMe Ha LTaMnake NPUPOLHHX MaTepHjania — NaMmyka W ByHe, kao W noseha-
HY BpHry 3a KHBOTHY CpELHHY.

KrmbyuHe peun: TpaHcdep wramna, cybnrmatimja, TeKCTH
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NEW CERAMIC TECHNIQUES
AND TECHNOLOGY:

FROM INDUSTRY TO ART
AND DESIGN IN JAPAN

NAHO YAMASHITA
Ishoken/Tajimi City Pottery Design and Technical Center
Tajimi, Japan

The history of Japanese pottery dates back to the Jomon period 16000 years ago. Even to-
day, there are many ceramic production areas all over the country. The lecture addresses
issues of research and approach through explanation of the exchange between science,
design and art, mainly in The Mino Ware Production Area, the largest ceramic production
area in Japan. As examples, it introduces the technology of “recycled tableware project”
and “microwave firing furnace” with the background of reducing environmental impact,
and “3D printing” based on the background of system conversion to high-mix low-volume
production.

In addition, it introduces the significance of the “International Ceramic Exhibitio Mino”,
which aims to further develop the ceramic industry and enhance culture through interna-
tional exchanges between ceramic design and culture, and “Ishoken /Tajimi City Pottery
Design and Technical Center” which promotes people-to-people exchanges.
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VI TEPMHUHOJ10LLKH
M3A30BH Y
NMPUMEFEHHWUM
YMETHOCTHMA

VI TERMINOLOGICAL
CHALLENGES

IN APPLIED ARTS






CONTEMPORARY TERMINOLOGY
IN THE FIELD OF TYPE

OLIVERA STOJADINOVIC
Faculty of Applied Arts, University of Arts in Belgrade, Serbia

With the development of new technologies, new professional terms are introduced. The
new terminology is, as a rule, defined by the authors of the innovation, each in their own
language, and users from the other linguistic areas accept this term in original, or custom-
ized form or find adequate expressions in their own language.

In the Serbian cultural area, printing from its beginnings uses foreign resources, by im-
porting not only printing technology, but also printing material. In practice, this means that
typefaces used in our printing industry, before the digital age, were designed and produced
abroad, as a rule. Accordingly, the terminology used in printing, typography, and especially
in the field of the type, is often taken from other languages. In this respect, the foreign
languages that influenced our professional terminology in the field of printing and typog-
raphy are, in addition to classical Greek and Latin, Russian, French, as well as German, from
which most of the adopted terms originated. By introducing digital technology in the field
of printing, a new set of terms emerged, originally derived from English. In addition, there
is a pool of authentic expressions in the Serbian language.

During the 1970s, in the Serbo-Croatian linguistic scope, there existed a relevant liter-
ature, where terminology of printing and typography could be found. Comprehensively
explained terms, with references in foreign languages, covering technology of the time,
as well as newer inventions in the field were available there. Since that time, revolutionary
changes have taken place in the field of typography, especially in the field of the typeface
design, bringing new terms to the vocabulary. The task for experts in the field is to find
suitable terms in their own language. Such a task requires a complete understanding of the
meaning of these new terms with the aim of finding adequate terms in the own language
which are precise, unambiguous and suitable for use. Bearing in mind the lack of relevant
publications in the Serbian language that deal with the contemporary terminology in the
field of the type, the focus of this paper is to review, classify and analyze the most impor-
tant expressions in this field that emerged with the introduction of digital technologies in
printing and the development of digital media. The terms belonging to the latest terminol-
ogy were formed on the basis of professional documentation and work experience in the
field of typeface design, and also from the comparison of terms in several languages carried
out by the analysis of professional literature.

Their review was organized in the following areas:

« basic terms in the field of letter and typography

- geometry of type

- elements of type

« classification of typefaces

- typeface design

- typeface programming and advanced technology.

For the listed terms, the original form, explanation of the term, proposed word or syn-
tagm in the Serbian language, as well as possible variations are given. If necessary, ade-
quate expressions in other languages are also explored. If the translation is not possible or
not applicable, the original expression will be proposed in its native or an adapted form. The
aim of this paper is that all these terms, as well as the expressions for which an appropriate
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term was not found, will be made available to the experts in the field, in the expectation
of exchanging opinions and for better solutions. The type is part of a wider area which
includes different graphic media, and this review would contribute to the completion of
contemporary terminology in the Serbian language in this field.

Keywords: typography, type, terminology, Serbian, digital, print

108 | SmartArt | Kibura anctpakarta | Book of Abstracts



TERMINOLOGY OF DESIGN

MIRJANA TEOFANOVIC
Belgrade, Serbia

The simple word design means many different things to different people. Somewhat more
than a half century ago the term design was used mostly by designers and those who wrote
about design. Nowadays, we all know what design is. But, there is a small problem — do we
all interpret the term in the same way?

The aim of this paper is to analyse the use of the term design in order to contribute to
its clearer interpretation. It would therefore be valuable to describe the term retroactively,
that is, in the light of the development of the history and theory of modern design, and to
name the previous terms which were supposed to denote the activity and results of design.
In that way it would be possible to point out in the remnants from the past, terms that are
outdated and wrongly used even today, such as so-called applied arts, for example. The
difference of interpretation of the term design we owe to the interdisciplinary nature of
design as such. Extreme examples: people from marketing think that the role of design is
to sell a product; on the other hand, in industry, they look at design as a way to make profit.
Both of the explications are true, but not enough to define the whole meaning of the term.
One of the possible ways to contribute to an acceptable interpretation of the term design
is to base its explication on research into the etymology of the numerous meanings of
the English word design, which is both a verb and a noun, and refers to both material and
non-material things. From that point of view, the term design is the most appropriate to
interpret the wholeness of the meaning of the complex conception of design as a creative
activity; it implies both the process and the result of that process - the product.

Keywords: remnants of the past, design is not art, design is not posible to translate
in other languages
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THE GLUE THAT

HOLDS US TOGETHER:
CHALLENGES OF TRANSLATING
CONSERVATION-RESTORATION
TERMINOLOGY FROM

AND INTO SERBIAN

ALEKSANDRA ORASANIN

Faculty of Philology, University of Belgrade, Serbia
ALEKSANDAR VULETIC

Faculty of Applied Arts, University of Arts in Belgrade, Serbia

Cultural heritage as a concept in social legacy is meant to represent a culture and its signif-
icant achievements and artifacts to the rest of the world. Conservation-restoration helps
keep and preserve that heritage for future generations and relies on international coopera-
tion and sharing of research and experience for the betterment of the practice. What hap-
pens, though, if there is a lack of a unified terminological front when preparing to present
the work done on the international stage? When translators who help promote that work
hit a wall while looking up terminology and encountering an abundance of different phras-
es relating to a single concept?

The paper presented focuses on just a sample of vocational terminology issues the au-
thors experienced while translating conservation-restoration related material. Starting
from the basic concept of cultural heritage (kynitiypHo godpo) as cited in the Republic of
Serbia’s law, the binary state of terms 3awiuiia vs koH3epasauuja, all the way to the in-
stance of deciphering types of adhesives used in restoration and the confusion ensuing
from the terms being loan words from different languages.

By using contact-contrastive, analytical and descriptive methods, the authors wish to
contribute to the ongoing debate bridging the fields of humanities and applied arts. The
aim is to underline the importance of having a standardized glossary of terminology, and
furthermore the need for participating in a national and transnational (e.g. EwaGlos) data-
base to be used by both art-field professionals and those aiding them en route to interna-
tional presence.

Keywords: conservation-restoration, translating, terminology standardization
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BULGARIAN ‘DIALECT’ OF DESIGN
EDUCATION: PERSPECTIVES IN
THE YEAR OF ITS 50TH ANNIVERSARY

DOBREVSKI DIMITAR
Department Industrial design, Faculty of Applied Arts,
National Art academy in Sofia, Bulgaria

The report aims to examine and analyze the framework of the Bulgarian “dialect” devel-
opment in design education on one hand and to mark the main overlap in cultural coop-
eration on the other. It reveals the social responsibility of design in Bulgaria and highlights
Bulgarian design organizations. The report also identifies the nature of design research,
direction and management. It provides vision and proposals for future development of de-
sign education.

Furthermore, focusing on historical events contributed to the development of design
structure, in timely short retrospective fashion, the report succeeds in shedding light upon
major stages in the Bulgarian design development. One can distinguish three main periods
which play key roles in its development: 20s - 40s, 60s - 80s, and since 90s to date.

Bulgaria is a country situated on the Balkan Peninsula which occupies a small part of the
European territory. Founded in 681, it has its own long history and cultural development.
In Bulgaria, a number of cultures and nationalities coexist and mature, finding a way to fur-
ther develop their technical and artistic skills - yet the very skills, which later push and give
impetus to design activities and contribute to Bulgarian “dialects” in design.

In 2013 Bulgarian design celebrates its half a century anniversary of its institutionaliza-
tion on 26th May 1963. Intentionally or not, the year coincides with the establishment of
“lcograda” and “IFI”. Thus, in 1963, with this act of government, the State created three
main institutions in Bulgaria:

- “Council of Industrial Aesthetics” - incorporated in the State Committee for Science and

Technical Progress;

- “Centre for Industrial Aesthetics and Artistic design” — part of the Ministry of Industry

and Engineering

- Specialty “Industrial forms” — part of the National Academy of Art (NAA)

Although the first two no longer exist, nowadays various forms and types of design dis-
ciplines are taught in more than 15 universities and several specialized high schools. Each
year, hundreds of Bulgarian designers graduate and contribute with their creativity to the
Bulgarian industrial production. The most significant value of creative development is the
continuous evolutionary path followed by designers — path built up on the achievements of
these artists devoted to the noble cause of improving the quality of life.

The paper also lists the results obtained from the design practice for the last fifty years.
While focusing on the future development of design and education, it covers the impact of
multiple factors - social, cultural, political, technological and market as well. Today, Bulgaria
is different, but the world around us also evolves. Moreover, a major problem of theoretical
understanding of design still remains: that is the question of the very nature of design work
and creativity, as well as its relation to other arts and human project activities.

Keywords: third industrial revolution, eco-design, design education, Bulgarian
“dialect” in design
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INNOVATION ON ARTISTIC TERMS -
DEVELOPING ATOOLBOX

TO TEACH AND INSPIRE FOR SOCIAL
PROGRESS THROUGH INTERACTIONS
OF ART, SCIENCE AND TECHNOLOGY
(THE MASTMODULE.EU PROJECT)

PETER PURG
Akademija umetnosti, Univerza v Novi Gorici, Slovenia

Subject

This conference contribution shall discuss a specific process of curriculum development
that seeks to teach (across) artistic disciplines for future-oriented innovation, and on artis-
ticterms. On the background of the Social Europe agenda, MAST project is developing such
a master module that would offer to all stakeholders in the educational model, including
both industrial and social enterprises, an eye-level and deep engagement with one another.

Aims

In the case of MAST, the applied function of artistic practice in the currently trendy model
of blending Art, Science and Technology for Innovation, is not only critically reflected, but
also positively articulated to improve the quality of life and offer sustainable yet still tech-
no-optimistic models for both the industry, and the everyday.

Surpassing the ‘Silicon-Valley’ modelled technical culture that in its deep structures prin-
cipally opposes the social cohesion in both the national and local, as well as a global sense,
MAST promotes a clear European vision as well as academic practice that aims to succeed
in integrating the values of social equity and fair labour into the entire chain of technology
creation, including its everyday use and education. Studies agree [European Commission:
“Mapping the Creative Value Chains. A study on the economy of culture in the digital age.
Executive Summary,” 2017] that Europe is hamstrung by the tension between regressive
technological ideology and what this project considers to be essential European social val-
ues of its creative media (incl. ICT) practitioners and their communities. If the world is to
develop positively, it needs such media and applied arts or design creators that will be able
to consider the social costs, as well as implications of humanity, within a design as readily as
they can do that with power, efficiency or the ergonomic aspects of a design or prototype!

Thus the MAST module [MAST Consortium: “Mast Module”, project website] will attempt
to develop an academic profile of an ‘innovation catalyst’, a graduate who should not only
be able and empowered to switch between, but also meaningfully translate different lan-
guages that currently hamper the Babylonian collaborative practices in the fields of applied
arts, especially when crossing with science. The MAST project thus also develops a tool-
box along with a coherent methodology that this new profile will not only liberally browse
through - but also be fit to innovate within, develop new, (as if) ad-hoc combinations of
artistic and design thinking approaches and custom-made tools, or creative concepts alike.

Methods

Mostly in a descriptive way, the present contribution shall discuss the ideological backgr-
round ranging from euphoric to pessimistic (if not phobic) relationship of the arts (includ-
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ing design) with the (‘hard’) sciences, and the (‘*high’) technologies. It shall also not circum-
vent the issues around teaching and learning methodology to be applied in the much hyped
cross sector among art, science and (high) technology.

More critically, the discussion shall then delve into the paradox of how progressive So-
cial Europe agenda values can be coded into innovations, as well as how social groups and
movements may use media and (high) technology to forward these values promoted by the
current progressive political discourse — and against some openly regressive tendencies of
the current moment.

In a practice-based yet critically moderated master study curriculum that is currently be-
ing piloted, MAST seeks to bring together experts from different fields of science and tech-
nology to learn how to understand artists (i.e. their poetical, metaphysical, philosophical
and ethical premises) and translate these divergent ideas into possible solutions that may
reach all the way from industry-oriented innovative technologies to social innovation.

Along the way of developing efficient solutions to meaningful challenges in the realm
of technological innovation, the growing MAST community continues to explore how key
choices in art, design, and technology can help or harm a virtuous circle of progressive Eu-
ropean social values. Among many other policies, documents, proclamations and practices
on both European and national as well as local and non-governmental levels, these values
are perhaps best reflected in the current European Pillar of Social Rights [European Com-
mission: “European Pillar of Social Rights”] that is about delivering new and more effective
work-related rights for citizens, built upon 20 key principles along the chapter of Equal
opportunities and access to the labour market; Fair working conditions; as well as Social
protection and inclusion.

Results

The contribution will present the interim results of the MAST project that will have arrived
half way (2018 - 2020) at the point of the Conference event, attempting at a first holistic
assessment of its impacts and potentials. This may be particularly necessary after a full
academic cycle will have been finished: it included a challenge to the topic of ‘The Future of
Work" as well as a series of six intensive workshops at different locations and institutions
across Europe. The creative concepts that were brought to the Nova Gorica, Slovenia ‘FU-
TURE.HUMAN@WORK’ event from the November 2018 workshop on ‘Progressive Prod-
uct Prototyping’ in Funchal, Portugal were further iterated at the events in Graz (‘Algorith-
mic Spatial Studies’), Austria, and then in Ljubljana, Slovenia (‘Work Without Humans’), to
be eventually evaluated, jointly reflected and prepared for the next academic year in the
Rijeka, Croatia “Interfacing Academy” event due in July 2019.

The underlying assumption so far is that the future of (electronically supported, digitally
dominated) work should belong to (or at least be championed by) profiles who are able to
think about future independently and freely, in trans-disciplinary manner, inserting and
transforming existing solutions and products into new scenarios. These should then be
transferred to industry realms, ranging from Cultural and Creative Sectors to high technol-
ogies, and not least social services. As an innovation catalyst, the MAST graduate should act
as coordinator and integrator in these realms, remaining in positive (if not utterly creative)
control over her or his (our common!) digital tools and electronic platforms, both virtual
and analogue. This multi-skilled and cross-knowledgeable person competently switches
among different professional realms, interconnects and develops new paradigms, finds
unconventional, art-thinking based solutions, as well as provides necessary translations
among essentially different realms.

Innovation shall be considered in its transformative potential in both social and tech-
nical realms, preferably combining both - and yet foremost technological progress is to
be applied in the interest of a truly future-oriented, ecologically and culturally balanced
[Giesecke, Michael: Von den Mythen der Buchkultur zu den Visionen der Informations-
gesellschaft, Suhrkamp, 2002] social reform.

Keywords: innovation, art thinking, curriculum, master, interdisciplinary, social
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AESTHETICS DESIGN
FOR MECHANICAL
ENGINEERS

ZORANA JELI
Faculty of Mechanical Engineering, University of Belgrade, Serbia

This paper gives a scope of a course called Aesthetics Design at the Faculty of Mechanical
Engineering, University in Belgrade, Serbia. At this course students learn about standards
and laws in process of product design. With the knowledge gained at the course students
are able to develop more profound ability of aesthetic evaluation and form aesthetic judge-
ment in creating certain mechanical products such as cars, motorcycles, etc. Practical part
of this course includes creating a product by using a 3D CAD software which has both aes-
thetic value and practical usage. Students present their products to other students and
then evaluate each others’ achievement. This course is taught at undergraduate studies
(B.Sc.) and it is in the group of general subjects/courses.

The origin of the word cesthetics comes from Greek word aisthesis that can be rough-
ly translated as sensation or understanding through perception. It usually represents a
branch of philosophy that studies creation and appreciation of beauty in art. There are
many applications for aesthetics - in architecture, fashion, website design, music etc. Basi-
cally everything that surrounds us can be subjected to certain kind of aesthetical judgment
and that is the reason for the rising of awareness of importance for aesthetic in all occupa-
tions. For instance, while designing a product an engineer must take in consideration many
aspects before dispatching product on market. These aspects include: robustness, lifetime
expectancy, price, ergonomics, etc. One of this aspects is the appearance of a product. Av-
erage buyer makes its firstimpression based on product appearance. The more appealing a
product, the higher probability that buyer will purchase it.

Keywords: course, design, aesthetics, industry design, 3D CAD software
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YMETHOCT KAO MOTHB Y OBJIMKOBARY
OTBOPEHHUX JABHHUX TTPOCTOPA HA
NPEAMETY ,MOP®OJIOIHJA TPAOCKHX
[TPOCTOPA” APXUTEKTOHCKOI ®AKYJITETAY
BEOIPALLY

ANNIEKCAHOPA M. RYKHR
[enaptmaH 3a ypbaHuzam, Apx1TekToHCKH hakynTeT YHHBep3uTeT y beorpany, Cpbuja

YpbaHusam npepctaBsba 061acT rae ce yMETHOCT Npeknana ca TeXHoMorujama v ApyLuTse-
HHUM W NPUPOLHHUM HayKaMa. YMETHHUKH eNleMeHT y ypbaHH3My Aonasu nocebHO [0 H3pa-
Xaja y yp6aHHCTHUKOM NpojeKToBatby, Koje HarralllaBa 3Hauaj eCTETHKeE Y 0B/TMKOBatby Mpo-
ctopa. [prMepr yMETHHUKH 06TMKOBAHWX OTBOPEHHX jaBHHMX NMPOCTOpPa Cy MOCEOHO BaXKHH,
jep rHxoBO 0611MKOBaHE 3aXTEBa Of, YMETHUYKOT M3pa3a Aa byae W ApyLUTBEHO OATOBOpPaH,
[.a CBOjMM KapaKTepOM OAroBOpH Ha NoTpebe 3ajenHHLIE KOja ra KOPUCTH M 3a KOjy je OH [ieo
NOKaNHOT UOEHTHTETA.

Mpenmet ,Mopdonoruja rpanckuix notesa” Ha ApxMTEKTOHCKOM akynTeTy YHHBEp3HTE-
Ta y beorpapy je 3amuLubeH aa Besy Mamehy ypbaH13ma K 0CTaIMX YMETHOCTH M3LHMIHe Ha
BMLLIM HWBO. [TonasuLLTe y UCTpaXKHBakbHMMa Ha NpeaMeTy Cy Aena JIMKOBHHWX, APaMCKHX,
MY3HYKHX WK MPUMEREHHX YMeTHOCTH. CTyLeHTH aHanu3upajy noctynate msabpaHux
YMETHHUKHX [iefla ¥ MPEBOAE X Y TPafiCKK MPOCTOp Y BUAY Manor ypbaHUCTHYKOT NpojexTa
Tpra, napka, BOpHLUTa N fena Keja. [ocebaH Harnacak y oBoM npoLecy je noBesuBa-
tbe efleMeHaTa M3abpaHor Aena ca U3abpaHWX MPOCTOpoM, Kpo3 ,npeBohere” enemeHata
YMETHHUKOT AeNna Y HOBH YHKLHMOHAIHHU U BHU3UYKH OKBHP.

Linsb oBor papa jecte KpUTHUKK OCBPT Ha MpoLiec pafa Ha npeameTty ,Mopdonoruja rpaa-
CKWX MoTe3a” Kao CTyAWje cyydaja, Kpo3 Mprkas UCTpaXkMBara M HajOO/bHX CTYAEHTCKHX
panoBa Kao ucxoga. lNpe Tora he 61UTH objalLbeH MOTHB 3a yBOhehe 0BOT NpefMeTa Kpo3
Kpahy TeopHjcKy pacrnpaBy O MOBE3aHOCTH yp6aHHW3Ma K OCTaNMX rpaHa YMeTHOCTH. Kom-
61HOBabe TEOPHjCKOT MPHCTYNa Ca CTYAHjOM Cllyyaja je OCHOB 3a 3aK/byyYHa pa3maTpatba o
KBasNMTETY NpenmeTa.

KrbyuHe peun: ymeTHOCT, ypbaHH3aM, OTBOPEHH jaBHH MPOCTOPH, ApXHTEKTOHCKH hakynTeT
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YMETHOCT U3MERY CTPATELLUKOT
U TTOETHYHOT Y MPOLECY MNMPOJEKTAHTCKOT
OBPA3OBARA Y MNEJ3AXHO) APXHUTEKTYPH

JOPATAHA hOPOBHHR
Oncex 3a MmejsaxHy apxuTekTypy W xoptukyntypy, LLlymapcku dacynter, YHuBepauTeT y
Beorpapny, Cpbuja

Mwupua Envjape (Mircea Eliade) y cBom peny Ceeto 1 npodaHo, 0 cakpanu3oBatby HeKor
MecTa, nuiue: ,HacTtaH1TH ce Ha jedHOj TEPUTOPH]jH, TO Y KpajibeMm Clyydajy 3HauM cakpasu-
30BaTH je. [...] ‘CMecTUTH ce’ Ha jeHOM MeCTY, OpraHW30BaTH ra, HaCTaHWTH — TO 3HaYK 13-
BECTH HW3 YMHOBA KOjH NMPETMNOCTaBsbajy jenaH ersucTeHLmMjanHK U3bop: n3bop YHHBep3yma
[0 Kora ce fonasu cteapajyhu ra.” (Enuvjane, Mupua, Ceemo u npogparo, Hosn Can: Krbu-
XeBHa 3ajenHunua Hosor Capa, 1986, uutat 69). BpT, kao noeannsoBaHH Mcevak Npyupoae,
YHHBEpP3yM, OpraHM30BaH M OTPrHYT Of Xaoca — M3pas je cTBapanavkor oyxa U UCryHeHe
cepxe. [1ej3axkHa apx1TeKTypa, KOja je HacTana U M3 ApeBHe YMETHOCTH CTBapatba BPTOBa,
MOYMHbE CBOj CaBPEMEHH XHMBOT NMOSIOBUHOM [ieBETHAECTOr BeKa, NpojekTom LleHTpan napka
(Central Park) y Hbyjopky, ®peneprika Slo Onmctena v Kansepta Boa (Frederick Law Olm-
sted, Calvert Vaux). Of Tafa, npouec npojektoBaka noctaje cBe KOMMIEKCHH]H, a Tako M
IedrHWUKWja fnobpor npojekTanTa. Kako pasymemo Llejmca KopHepa (James Corner), To je
OHaj Ko je crocobaH Aa y CIIMKY CBETA YTKa M UMarkHaLMjy v palMoHanHocT, uiu “[...] to
weave the diagram and the strategy in relationship to the tactile and the poetic” (Corner,
James, “Terra Fluxus”, in: Waldheim, Charles, ed., The Landscape Urbanism Reader (New
York: Princeton Architectural Press), 2006, 21-33, uutat 32-33).

Ha ocHoBy pator Teopujckor, Mpo61eMCKOr M TeMaTCKor OKBHpa, y OBOM pady pasmartpa
ce 06pa3oBHK MPOLIEC Y MEj3aKHOj apXHUTEKTYPH, NOCEOHO METOLOSOMMja HacTaBe Y Mpojek-
TaHTCKOM CTYAM]Y, H Y TOME BaXXHOCT HHTEPAMUCLIMIMIIMHAPHOT efyKaTHBHOI KOHTEKCTa 3a paj
CTyAeHaTa Ha nej3aXHOapXHTEKTOHCKHMM NpojekTHMa. [COHTeKCT npoyyaBatka y OBOM pafy je
npenmert [lejzaxxHoapxHTeKTOHCKO npojekToBatbe 1, Ha lll roguHK ocHoBHHMX cTyauMja Onceka
3a Mej3axkHy apXuTeKkTypy v xopTHKynTypy LLlymapckor dakynteta YHuBep3uTeTa y beorpagy, y
TOKy TpH LuKoncke roguHe of, 2016. no 2019. Nprkasom meTogonorvje pana Ha NnpBoMm 3afaTky
y NeTHeM CEMECTPY OBOT MpenMeTa, KOjH NnofpasymeBa npojekaT 06HOBE HEKOT Of, TPaACKHX
rMapKoBa, UCrHTYyje ce kopHLhere YMETHHUKHUX POPMH, y OBOM Cly4ajy Konaxa, y npoLecy
npojekToBaa. CTyLeHTH Hajnpe carnenasajy, a 3aTHM K aHanuampajy, noctojehu coLo-KynTy-
POJTOLLKH, YPOAHUCTHUKH M BMOEKONOLLKH KOHTEKCT, Ha OCHOBY Yera ce paspahyjy KoHLenTy-
afHa peluetba 3a AaTy nokauHjy. Ha ocHoBy Ao6HjeHHX pesynTaTa 1 MporpamMckrMx CMepHHLIa,
topmHpa ce Mnej3aKHOapXHTEKTOHCKH MpojeKaT, KojuM ce fedHHHLLY acrekTH NpocTopa, of,
(yHKLHOHaNHOT o 06/IMKOBHOT. Y MpoLiecy cTBapathba KOHLIENTYaIHOT pelleta, paj, Ha Koma-
Xy NpeacTas/ba nnathopmy 3a popmupatrbe Maeje 0 HOBOM MPOCTOPY M HeKy BPCTY Aujanora
Ca COMCTBEHHUM KpeaTHBHHM, @ UCTOBPEMEHO W aHANIMTHYKUM MOTEHLIMjanMMa. TEXHUKOM KO-
naxa, CTyLeHTH y TOKY jenHor Bexbarba CTBapajy MOYeTHH KOHLUENT ypehera NpocTopHO-yp-
6aHHUCTHYKOT pelletba NokaLje. Konax Tpeba Aa npHKaxe NMoOYETHY 3aMHcao 0 aMmbHjeHTy, o
aTMocdepH NpocTopa, a He KOHKPeTHa peLLetba. Kao yMETHHUKM METOL, KOjUM Ce UCTpaxyjy no-
TeHLMjanu TPOOUMEH3HOHATHOT MPOCTOpa Y ABOAMMEH3HOHATHOM Me[H]y, KONaX je HCToBpe-
MEHO M MPOjEKTaHTCKH M aHaNIMTHUKK anaT y CTBapatsy HoBe KoHLenuUuje npoctopa. (Shields,
Jennifer, "Collage and architecture”, The International Journal of the Image, 2/3 (2012): 85-106).

YMEeTHHYKe UCTpaxHBaYKe METOJIE CE Y HAaCTaBH Mej3aXKHe apXHTEKType KopHcTe fa bu ce
topmMHpana HckycTBeHa, CybjeKTHBHA, MyTH(OKaIHa ClIMKa HEKOT KOHKPETHOT NMpoCTopa,
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y Kojoj he 6UTH abMpMHCaHK NojefHHAYHK AOXKHBIBA] U Pa3IUUUTH edeMepHH WK Matbe
NMPHUMETHH acnekTH npoctopa. Kpos nMkoBHe pafoBe CTyAEHTH Nej3axkHe apXHTeKType no-
KyLLaBajy Aa OLroBOpe Ha OCHOBHa MWTatba, Koja ce NMpoB/aye M Kpo3 [Ba BaXkHa acrekTta
rnej3axkHe apx1TeKType: criekynaTHBHY 0611acT Kao LUTO je YMETHOCT U KPO3 NMPaKTHUHY, HH-
XerepcKy AenaTHocT, a To cy: LLita Hekom npocTopy Aaje Ayx K KapaKkTep W YMHM ra me-
ctom? KOMMKO ce HMBOT Ha HEKOM MECTY yKJiana y MpeTXo4HO 3aAaTte Kanyne, Ui X mera?
LLIta mecTo roBopu 0 Hama? LLita M1 ymeMo a BUOMMO W KaxkeMo o MecTy? Kako je 61UTH
Herae? YMETHHYKO MCTpaXKHBatbe NPoTeXe Ce KPOo3 rofMLUba Aoba, npaTh ce30HCKe Npome-
He, aNli W [HeBHe LeMe kopHLlhena npoctopa. ObyxBaTa TeXHHKe LOKYMEHTapHCTHUKOT
toTorpadmcara, aynMo U BUAEO 3arMce, OMUCHO Benexere LpTEXOM, aHaIMTHUKO Ma-
nypatbe U Lujarpamcky BU3yanusaLKjy nofataka, PoTOMOHTaXe, KoNlaxe Koju objenuibyjy
aHanMTHYKe W cybjeKTHBHe TeXHHKe NpHKasuBatba. CBpxa OBaKBHX UCTPaXHMBatba He Hana-
3K Ce HW Y TaYHOM perpoayKoBatby H MpUMeHH obpasaLia Ha KOHKPETHO] CUTYaLHjH, HUTH Y
HeomeheHOM ayTOpPCKOM YMETHHUKOM M3pa3y, Beh npencras/ba NoKyLaj Aa Ce apTUKyHLLIE
3ajeAHHYKH NofaH TepPeH KOjH YMETHOCT [efH ca NPakTHYHKUM AUCLMMIIMHAMAa Koje 0b1ik-
Kyjy npocTop.

TexHHKa Konaxka NpeAcTaBsba jefaH of Yecto KopHLLheHHX anata KojUM CTyOeHTH Herno-
CPenHO W jeQHOCTaBHO YBOAE pa3sHOPOOHEe YMHbeHHLE K acoLMjaLmje Y npoLec reHepmca-
ta Maeje npojekta. He-uenoct konaxa, y kome ce dhparMeHTH He ClMBajy Yy LennHy, Beh
tbopmupajy obnake — KOHCTeNaLHje enemeHata, omoryhasa youaBatbe HOBMX BE3a M OLHOCA
mehy rrma. [1o6po cy nosHaTH 1 6€36pojHUM NpUMEPHMa UITYCTPOBAHH MPHUHLMMK aCOLLH-
jaumje K cnyYajHOCTH y KONaxy, KOjH CIy>e Kao CpefcTBo fa ce 3aobuhe npenBra/bHBOCT
M 3aTBOPEHOCT cHcTeMa. [ToyeTHe HaMepe W NpeTrnocTaBbeHH OQHOCH Mehy eneMeHTHMa
Bp/10 lako Mory fia ce MpoMeHe, nocTtojehe xujepapxuje NpoTpecy v Tako yBene HOB rnpaBsal
pasmMHLL/bakba. Ha 0Baj HauMH KoMax MOXe fia OfMrpa 3HavajHy ynory y mehynpoctopy vs-
mehy aHanM3e nopataka ca TepeHa M reHepHcama NnpojeKTaHTcke Uaeje.

KmyuHe peum: nejsaxkHa apxuTeKTypa, Konax, yMeTHOCT, aHanu3a, efykaluja, obHoBa

Mporpam: ,MHTerprcaHa 1 HHTEpAUCLMMNIMHAPHA UCTPaXKMBaHba”
Hasus npojekta MHUHHCTapCcTBa NPOCBETE, HayKe M TEXHOMOLLKOT pas-
Boja PC: ,McTpaxuBarme KIMMaTCKUX NPOMEHA H HHXOBOT yTHLaja Ha
XXHBOTHY CpeluHy: npahetbe yTWUaja, apganTauulja v ydnaxasare”,
dpoj npojekra: 43007
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OHUTHTAJTTHH YPOREHHM LA
U JTMKOBHO HACJTERE: YHEHHUYKE
UHTEPTTPETALHJE JTUHKOBHOT

HBA CYBOTHR KPACOJEBHR
Oumerveme 3a UCTOpHjy yMeTHOCTH, Dunosodckr dakynteT, YHHBep3uTeT y beorpaay,
LleHTap 3a My3eonorujy 1 xeputonorujy, Cpbuja

KKako 61 Kapasaho 1 bepHWHW NpeacTaBunmM cBoje jyHake Kpo3 CTpH; Kako 61 1M3rnenanv
Bepmeposu eHTepujepu BuheHH okom doTorpada, a kako cendy Magam MNomnanyp vnu
Mapuje Tepeswuje; kako 61 ce PembpaHT 0AHOCHO Npema CaBpeMeEHHM MaTPOHHUMa; Kako ce
6apokHa LpamMaTHUYHOCT CrIMKe npeTBapa y TB cepHjy unu ¢unm, unu kako PybeHcosa Ma-
pvja Mennum nocraje jyHakvra Mapyenose necme? OBo cy caMo HeKH 0f, pe3ysiTaTa BH3y-
e/THUX MHTeppeTaLitja yYeHHKa Kafia MCKOPHUCTe CaBpeMeHe MefHje kako 61 MpoTyMaursu
Llena CTapux MajcTopa M OAroBOpHIIH koje 61 ciMbone 1 MopyKe OHa AaHac HOCHIa, K Kako
MX MOXEMO [MefaTH 1 pasyMeTH.

Pap npencrae/ba [e0 BHULLUErOAWLLIEN akKLLMOHOM MCTpaXKHBarba 006aB/bEHOT Y CPELHO]
wkonu ,TexHoapT beorpan”, y ofemernima yMETHHUKKUX NpodKna, y Kojuma ce aeLa MHH-
LLMjaJTHO LLIKONYjY 3@ YMETHHUKE 3aHaTe/MpHUMerbeHe YMETHOCTH. YMpaBo CKIOHOCT yYeHH-
Ka Ka cTBapatby/13Bohetby BU3yeHHMX pagoBa HCKopHLLNEeHa je y OKBUpY HacTaBe UCTopHje
YMETHOCTH, Kako 6W W OHa mocTana KpeaTWBHa, OLHOCHO MHTeprnpeTaTiBHa. Cnelnduy-
HOCT KOHTEKCTa HacTaBe jecTe LUTO je KO OBHMX y4eHHKa JOMHWHaHTaH BU3YeHH THM NpH-
Matba NnopyKka W M3paxaBatba y yyewy (Kpmaja, 2009, KoHTeKkcT y yyery W nogyyasatby,
3anyx6uHa Anpapejesuh, beorpan). MehyTum, majyhu y Buay na je cnvka (Makap W'y
KOHLLeNTy mix media) noctana [OMHHaTaH MefiMj 1 cafipkaj caBpeMeHe kynType (Mitchell,
Belting), To Moxe 61TH NorofHo 3a yoniuTaBatbe METOLA Y HACTaBH W LLUMPY MPHUMEHY Y
obpasoBarby.

PasfMunTHM 3afaLMma M akTHBHOCTHMA 3a YUEHHWKE UCTHTY]y ce, MpobrnemaTusyjy 1 no-
Ka3yjy moryhHocTH kopuLluhera HOBMX MefHja M CaBpeMeHe BH3yeNiHe KynType y Kojuma
YYEHHLM aKTHBHO YUeCTBYjy, y MOKyLUajy TyMayerba TMKOBHOT Hacneha/criMKa npoLiocTH.
YuyeHuUMMa je pata MoryRHOCT fia 3Hayeha peHecaHCHUX W 6apOKHHX CliMKa MHTeprpe-
THpajy He camo BepbanHo, Beh W cTBaparmeM pafoBa Yy HHMa 6IMCKOM BH3YENTHOM MeLH-
jy (potorpacmija, BHAeo, unm, aHMmauuja, cTpun...). CBaka NprMeHa MeToAa nov1sarna
je Ha UCTOM KOHLIeNTYy perHTeprpeTaLlMje 1 TpaHCNoHOBatba C/iMKa y caBpemMeHe MeaHje v
CaBpeMeHH KOHTEKCT, afii je cBaka KOHKpEeTHa c1TyalHja 61na ycrnosbeHa cnelupryHum
npobnemMrUma UK NoACTHLAjHMa.

HcTpaxkiBameMm cy ce UcnuTHBane MoryRHOCTH MHTepRpeTaLitje TMKOBHOT Hacneha y Ha-
CTaBH Koja MOYMBaA Ha HaYMHKWMA Ha KOjW A1ruTanHu ypohenuun (Prensky, 2001, Digitalni
urodenici, digitalni pridoslice, On the Horizon NBC University Press, 9. svezak, br. 5, 2001)
rnefajy v BoXHBIbaBajy ctape civke. Mako 3a nojam HoBHx MefHja Moxxemo pehu aa je cTap,
jep je yBeneH jow 3a menuje XIX Beka (of M3yma coTorpaduje, oNHOCHO AarepoTunuje),
nof HOBMM Me[HjHMa y OBOM pafy NoApa3ymeBajy Ce CBH BHU3YeNTHW MeOHMjH Koje YYeHH-
LM KOPH1CTe Kao CpencTBa Npou3BoAtbe (CrHKa), AUCTpHbYLHje 1 KoMyHHKauuje (Manovic,
2012, Sta su to novi mediji, Mo¢/mediji/&, FMK, Beograd, 325-362). basehu ce nHtepnpe-
TaLlMjOM yYeHHKa Kao OuruTanHux ypoheHuka (digital natives), kopucte ce Mefmju kao hu-
XOBH ,ypoheHH” anaTu 3a 0XXHB/baBake CIMKa, jep 1 MOpen HOBUX TEXHOMOLLIKKMX ypehaja
Koje AaHac KOPUCTUMO Aa BUCMO CKNAAHLLTHIIH M MPOW3BOLAMIIH CITHKE, YOBEK je Taj KojH Te
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CliMKe pa3ymeBa, MHTEPMpeTHpa W faje UM cMmucao (Belting, 2011, An Antropology of Ima-
ges. Picture, Medium, Body, Princeton University Press).

Linm nctpaxkrBarba je 61no McnuTrBarbe HayrMHa M MoryhHOCTH TyMadera JIMKOBHOT Ha-
cneha NocpencTBOM HOBHUX MefiMja y HacTaBW. MefduWju W TEXHONOTHja Y HacTaBH HUCY KO-
pvwheHn Kao HOBa CcpefcTBa 3a TPaLHLIMOHAIHK NMPHKa3 3Hama KM obpady CTapyx CruKa,
Beh tHxoBe HoBe MOryNHOCTH Kao KOHLENTH nepLenLuje, KOHTEKCTyanu3auuje, cTBapara
3Hauera M MHTeprpeTauuje 6alUTHHe Y CaBpeMeHOj KyNnTypH. JenaH of rnaBHHX LiM/beBa
MCTpaXKHBatba je MCMHUTHBarbE OHOCA [HIHMTaNIHKX ypoheHHKa npema Hacnehy Kpo3 ouja-
NOT y4YeHHKa ca CTapHM criMkama. Y noctojehoj cuTyaLmjH y Kojoj y4eHHLH YecTo gonase
y wikony 6e3 TpaguLMoHanHor nprbopa 3a LLKONCKKH paj (cBecka, onoBka, yLbeHHK), anu
HWKapa 6e3 nameTHMx TenedoHa, 6vno je moryhe nogcrahu kKopuwhere oBHUx caBpeme-
HHX TEXHOMOLLIKMX anaTta fja NoCTaHy UCTpaXKMBaUKku W cTBapanayky anatv. Ca gpyre cTpaHe,
KOH3YMHpatbe K yXKHBatbe Y MonynapHoj KynTypH npepacso je y KpUTHUYKO-UCTPaKMBa1KH
rMpoLec y KoMe Cy ce UCMHTHBase caBpeMeHe crinke Hacneha.

ToKoM HcTparkHBatba YHEHHLM Cy MOCTaB/bEHH Y aKTUBHY YNIOTY Y KOjOj je rnedare peHe-
CaHCHHWX M BapOKHHX CrMKa 6KI0 MOBE3aHO Ca MO3HaBakeM, Nperno3HaBakbeM U pasymMeBsa-
HeM Cnuka caBpemeHe kynType. CaBpeMeHHW Me[lHjH YCI0B/baBajy YYEHHUKY peLienLiHjy, He
caMo caBpeMeHHX cafipaja, Beh 1 KynType npoLunocTH. YBUOOM Y y4eHHUKe pafoBe, asu
W cam MpoLiec 1 eBanyallyjy pafa, nokasasno ce Aa Cy caBpeMeHH Meurju Moryh HaurH Aa
ce youe, NpUMeHe W 13pase CroHe yfabeHHX KynTypa. Mako y4eHHLH ycMeHo U nucme-
HO onM1cyjy cBoje papoBe ynpaBo obpasnaxyhu ycnoctaBbeHe Bese, MPUMETHO je Aa cy Te
Be3e NaKLle U3paxeHe Kpo3 caM MpoLiec CTBapama U Kpo3 came pafoBe, Hero Kpo3 HHXo-
BY Bepbanu13auujy. Peyntat ncTpaxkvBatba nokasyjy fa Kpenpame pafgoBa y caBpeMeHHM
BM3yeSTHUM MeAHjMMa UMa BENMKH NMoTeHLHjan y TyMadeny Hacneha, Te aa vx Tpeba gane
pasBHjaTH W UCTPaXXMBaTH. TakBa TBpAHa NojavaHa je TMMe LUTO Ce CBOjUM CITHKOBHHUM HH-
TepnpeTaLi1jama y4eHH LM ocBphy Ha OMLUTe TeMe, BaXKHe, Kako 3a Bacr1Tatbe/obpasoBatbe
NHYHOCTH (NocebHO NokasaHo Ha MpUMepy cenduja), Tako U 3a pasyMeBatbe KyIType Yy Kojoj
ce bopmupajy. Mopepn Tora, NokasaHo je fia y4eHWLM pafo NprUxBaTajy U pafie OBakBe 3afaT-
Ke, a [la TeK TOKOM MpoLieca yyeta/cTBaparba NnocTajy cBeCHK MorynHOCTH 1 NMpoLLMpHBatba
CTaBoBa, Ma M BPeLHOCTH O OHOMe LUTO y4ye. Takohe je nokasaHo foa pe-Kpeupame CrivKa
MpOLUIOCTH NPeacTaB/ba CIOXKEH U HHAWBHAYaNaH NpoLLec, KOjH Ha OBaj HAYWH MoCTaje BH-
LJbMB W NpencTaBba HaMm BUhehe yuyeHHKa (Y CBOj CIIOKEHOCTH TOT NpoLieca) Kao nocMaTtpa-
Ya W KpeaTopa THX 3Haueha/cruKa.

Ll pana jecte v fa ce moKkaxe HEOLBOjMBOCT CTBapanaykor pafa v npoueca yyera. Yye-
HHYKe aKTMBHOCTH Cy yCMepeHe Ka pe-Kpeupamy ClMKa, KOjUMa YYeHHLM Aajy CBOje HH-
TepripeTaluje cTape yMeTHOCTH. [1pomeHe BHMAbHBE Y A€NIMMA KOje JOHOCH peHecaHCHa,
a 3aTMM W bapokHa KynTypa (pa3Boj MHOMBHAYANHOCTH, HOBH BH3YeSTHH MeLH1jH, HOBA KOH-
LernuMja cimke, yMeTHHK Kao cTBapanal,) npeacraesbajy ,HactaBHK matepujan’”. ,IKoHTeKcTy-
allHW MaTepHjan” YMHE CaBpEMEHH MeLHjH W hbrxoBe MOryhHOCTH, Kao M JIMYHa MCKYCTBa
yyeHuka. Op vcnuTHBakba COMNCTBA 0 pa3ymMeBaha MHTepMenHjanHocTH (Belting), on peHe-
CaHCHe v bapoKkHe [0 caBpeMeHe KynType, peKoHTeKCTyan13alHja je buna moryha ycrocra-
B/batbeM Be3a M3Mel)y KapakTep1CTHKa CTape K CaBpeMeHe KynType, MPOHanaxeneM OHUX
BaXKHMX Tauyaka/YBOPHLLTA KOje ce TOKOM MCTOpHje (YMETHOCTH) CTanHo noHasmbajy (Pre-
ziosi). Oxx1B/baBatbeM C/IMKa, OLHOCHO NpeamMeTa ballTHHE Kao NpeaMeTa HacTaBe, ,0KH-
B/baBaMO” WM CaMe y4YeHHKe KOjW MpecTajy Aa 6yny nacMBHW KOH3YMEHTH (KyNnType W 3Ha-
tba) M 0bpasoBatbe LOXKHBIbABAjY KAao IMYaH, CMUCIIEH, BpeAaH M KpeaThBaH/cTBapanaykm
npouec. HactaBa Tako nokasyje MoryRHOCT ia CMoju TeXHby 3a CaBlafaBakbeM YMETHHYKOT
pajia Kao BELUTHMHE Ca M3PaXaBaHeM CITMKOBHHM je3HKOM KOjUM ce 360pH/roBopw/Kasyje/
noKasyje MHLLbEHE O COMCTBEHO] CTBAPHOCTH.

KmyuHe peum: cnivka, Menuju, Hacnehe, HactaBa, MHTeprpeTaLi1ja, KpeaTHBHOCT
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YI'POXXEHE BPCTE - MATTE
[MPOIMHAHHUX KAPTOI'PA®A

HATAJTHJA CHMHR
Akapemuja ymetHocTH, Hosr Cap, Cpbuja

KKapTorpaccku Bokabynap jeaaH je of yHWBEp3anHHUX je3nka, BUCOKO MpPHIaroa/bUBHX Ha
MHOre JOMeHe BH3yesiHe KOMyHHKaLMje. Mana pekoHCTpyHLLEe NPOCTOP KOju Npe3eHTyje,
opraHu3syjyhu 1 onTUMH3Hpajyhu HeroBy YMT/BHBOCT M BHABHBOCT. YNPKOC KOHBEHLHjaMa
O/IMYEHHUM Y CUMBOTMMA, OBaj je3uK je Moryhe Npencrn1TaTi Ha MHOMO HauYKHa, a yNpaso
caBpeMeHe B13yesTHe npakce oTBapajy LLMPOKO Mosbe NMPUCTyNa ekcneprMeHTanHoj KapTo-
rpacduju. Op Wwe3neceTUx roarHa LBafeceTor Beka BUIJbHB je eKCNOHeHLWjaNHW Hanpena-
KY Y YMETHHUYKHM Mpakcama Koje NpercnmTyjy Manupanu npoctop. lNpe caera cxsaheHe kao
MecTa yKpLUTaha HayKe, TeXHHKE U YMETHOCTH, Marne roBope o nepLenLuuju ceeTa y Kojem
HacTajy. Y dbokycy oBor pafa je aHanu3a BU3yenHHX yTonuja, Mecta NpoCTOpHe floKaLi1je ny-
Tem KapTorpaduje, apxuTekType  aHumanHor. O nocebHor 3Hayaja je KOHCTPYKLMja apXH-
TEKTOHCKMX LieNTMHa, cMMbonHKe Kyha Koja roBOpH O U3ryB/beHOM CTaHHLLITY. Y TOM CMHCITY,
eMMHUpHjckKn NpocTop fobHja CBOje ancTpakTHO perpe3eHToBate, rpaneh HoBYy BU3yen-
HY peasiHOCT y LOMEHY CaBpeMeHe MycTpaLiMje, rae je LO3BO/beHO M3ahu 13 yobruajeHor
topmara. MocmaTtpajyh KHUBOTHUHCKO TENO Kao Nosbe MHCKPUMLKje, pad npobnematusyje
HapyLLaBatbe broaMBep3nTeTa NosuBajyhu ce Ha nofatke LipBeHe nucTe yrpoxeHUX xH-
Botutba IUCN (The IUCN Red List of Threatened Species), kopuctehu BeponoctojHo 3a-
6enexxeHe parmeHTe 3emsprLLTa. [TpeamMeT aHanMse pafa ce Hanasu Ha penaumju ymeT-
HocT-KkapTorpadwja-6ronoruja, ca KpaTKMM OCBPTOM Ka TaKCOHOMMjH xH1Bor cBeTa. Kako je
rMaBHK LMCKYpC OBOT NpojekTa KapTorpactwija, onabpare Bpcte ce Hanase y En 1 Cr Takco-
HHUMa, Ha CaMOM pyOBY M3rHAHCTBa, aJik Cy joLL YBEK NMPHCYTHE Yy OrpaHUYeHHUM NPHPOAHHM
TepuTopHjama. Moapyuja y kojuMa ce Kpehy NOMeHyTH TakKCOHHM Cy AeTasbHO ManupaHa of,
ctpaHe IUCN-a, npema cneuujanHim 6asama nogataka, a Bu3yenHe hopme koje obpasyjy
HHMXOBa CTaHWLLTa Cy jefaH o[l K/by4HHUX enleMeHaTa y OBOM pafy.

Y pafy ce BpluM TpaHcOpMHcatbe MOBPLUMHE apeana eHAEMHYHOT TakcoHa Y JbyACKO
06/Muje — roe ce CTPUKTHOCT M jeAHO3HAYHOCT Hay4HOr MoAaTka noarMdoHUpa, OH nocTa-
je cumbon Koju KopecnoHaupa ca ocTaniuM LefloBUMa nocTajyhi NMKOBHK enemeHT. Tpu
HWBOA BM3yanu3aLuje pafia — Manupatbe, apxMTeKTypa 1 pHrypalmja onpeheHux Bpcta —
MehycobHO ce NpoXKHMajy OHaKO Kako Ce Tefla KMBOTHHa CTanajy ca mpoCcTOpoM, YKIbyuyjy-
Nu pasHoBpCHE TEXHHKE LUTaMMe, LipTakba, M3N1axeta y npoctop 1 moaenauuje. Onabpaxe
BpCTE YHjOM Cce CUMBONMKOM BaBHMMO Yy HUCTpaxknBaykoM MnpojekTy cy: Gavialis gangeticus
(Gharial), Pseudochazara cingovskii (Macedonian grayling), Phyllobates terribilis (Golden
poison frog), Eretmochelys imbricata (Hawksbill turtle), Ramphastos ariel (Ariel toucan),
Achalinus jinggangensis (Zong’s odd-scaled snake).

KrbyuHe peum: aujanektrka npocropa, [UCN, TakcoHoMMja, unycTpaLimja
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THE SMARTART CONUNDRUM

ALLAN SIEGEL
Hungarian University of Fine Arts, Budapest, Hungary

The concept of a SmartArt presents us with a riddle or conundrum. It offers a label or ar-
chetype; a label for a concept whose definition is yet unclear or ambiguous. A label for a
product that actually has yet to come into existence. It represents a kind of wishful thinking
and assumes that SmartArt actually exists. In suggesting a creative actuality it evades the
question: what exactly is the relationship between ‘smart-ness’ and art?

To begin the discussion we need to unpack the disciplinary relationships that connect
‘smart’ with ‘art’ The connections between these two terms are not simple nor are they
confined to one or two or even three disciplines. Nor is any one discipline better than an-
other. In this regard a statement from Bruno Latour is useful: “it is now possible to compli-
cate the hierarchy of voices and make the conversation between disciplines move ahead
in a way that is more representative of the twenty-first century than of the twentieth. No
discipline is the final arbiter of any other” In other words, the flow of ideas and practices
between the ‘smart’ and ‘art’ is multi-directional with a diversity of inputs.

Furthermore, what exactly does being ‘smart’ mean? Is there a hierarchy of ‘smart-ness’
whereby it can measured? Does it suggest that there are objective criteria that allow us to
evaluate different degrees of smart-ness? If we accept that such narrow forms of evaluation
and categorization exist then the concept of smartart implies a linear framework wherein
the relationships between smart AND art become tenuous at best; smartart becomes little
more than a cleverly marketed commodity; a collection of banal objects inserted into the
constantly shifting realm of consumables either to be digested on social media or displayed
in an appropriate institutional setting. More precisely, within this one dimensional defini-
tion, SmartArt is reduced to little more than label or brand; a collection of products adding
color to the materiality of the neoliberal landscape; fueling the illusion that the material
boundaries of daily life are extendable beyond the proscribed vacuum-packed realities of
consumer societies. Thus, we need to neutralize the hierarchical positions attached to the
concept of SmartArt. Rid it of its value based systems that relate to the commodification of
the realms of art and culture.

Instead of refining marketing and branding schemes we need to further our ability to
articulate or define expanded processes of representation or discovery; Within this context
processes are not necessarily bound by a rigid set of rules or regulations but rather are de-
fined by a range of possible creative trajectories: as starting points and not end points OR as
paths of exploration with no preordained destination or fixed conclusion. These trajectories
in themselves can be blended and combined. Within them can be found places of conver-
gence between art and science; between the imaginary and the real; between analog and
digital; between practices embedded in the histories of diverse disciplines that continue
their relevance alongside the evolving tools that emerge from new technologies and crea-
tive processes. These convergences signify emerging social spaces of discovery and inven-
tion; as well as creative processes of human intervention that enable the materialization
and representation of new ideas and concepts.

Keywords: smart-ness, art, convergence, disciplines, hierarchy
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OBJEKTUBHA TPABHUJTIA: HAYHHA OCHOBA
CJTUKE Y , TPAKTATY O CJIMKAPCTBY”
JIEOHA BATHUCTE AJIBEPTH)A

AHIEJTHHA MHNTOCABJ/BEBHR
@akynTeT 3a Mefivje U KOMyHHKaLuje, YHHBep3uTeT CuHrnayHym, beorpan, Cpbuja

foBOp O TEMEbHUM NpodneMHUMa K efleMeHTHMa YMETHUYKOT U3pa3a ce, bapem KONTMKO Mo-
YKEMO [ia CYAHMMO Ha TeMesby CauyBaHWX NMHUCcaHKX M3Bopa, 3a4eo Beh y aHTHuKO foda, anu
je cBoj MyH KM3pa3s Kao anonorwja ,cnuke” fodro Tek noyetkom 15. Beka, 3axsaryjyhu 3Ha-
FpHMa W Tpyay jefHOr He-yMeTHHKa, JleoHa batrcte Andeptija. Hbemy ce npunucyje npso
cHcTeMaTcko daBrbere NpodnemMrma YMETHUUKOT CTBapaa y HoBHje foda, 1y csom O ciu-
kapcisy (1435) je roBop 0 YMETHOCTH Npecenro y [OMEH Hay4HOr casHatba, y AeHHHULM]Y
OCHOBHHMX e/lemeHaTa JIMKOBHOT je3HKa, y HayKy O C/IMKapCTBY (CLMeH3a Aenna nuttypa). He
camo pa ce Andeptu nosadbasBrno NpodremMom CTBaparba XapMOHHWYHE, jeJMHCTBEHE KOMIMO-
3HLIMje — Ha MPBOM MeCTY NpecTaB/batby TPOAUMEH3IHOHANTHOT NPOCTOPa M TeNa KojH je Tpe-
darno fa paspelun matemaTHuka nepcrekTiea — Beh je MOHYAHO W HK3 NOjMOBa YMETHHYKe
TeopHje KOju Cy y 3HayajHOj MepH opeauIii CMep KOjJUM ce KpeTana YMeTHHUYKa TeopHja
HOBOTI BeKa o cpefuHe 15. Beka Hafasbe.

AnbepTH je NpBY KrbHry CBOTr TpakTaTa NMoCcBETHO MaTEMATHLM M heHUM NPaBHUIHMMa, Be-
pyjyhH fla yMETHHK, YKOIMKO Ce Lp>KH THX NpaBHia, MOXe flako fa npeBasvhe cee Telukohe
y NpefcTaBbatby NPUPOLHOr CBETA Ha paBHOj NoBpLUMHK. Ho, AnbepTH ce noceeTHo 1 fe-
(HHHCaky BELUTHHE W 3afaLMMa YMETHHKA M UCTakao Aa ClIMKapCTBO MMa DoXxaHCKy Moh
KOjOM HEBHJbHBO MOXeE [1a Y4HHH BULJbHBHM, OACYTHE MPUCYTHHUM, MPTBE XXHBHM, a Npe[-
CTaB/ba U TEMESb apXHUTEKTYpe W BajapCTBa, jep je CBako YMETHUYKO Aefo Npou3Bo Oyro-
TpajHOr NPOMHULLbaka M AOOPO OCMMLLILEHOT MPHUMPEMHOT MOCTYMKa, KOjH Ce peanusyje y
uptexxy. CMKy YMHe LpTex, KOMMO3HLHja U OCBET/bEE, a Y TyMauery NocTyrnKa LpTatba
AnbepTH HCTHYe CBOj NpOHanasak — KOMpeHy UK BeNyM — Koja MOMae y CTBapatby yTHCKa
NNacTMYHoCTH. KOMMO3KLIKjy OH TyMauu Kao fLodpo NPOMHMLLbEHH CKyM NMPHKa3aHWX Npea-
MeTa KOjH CKNagHWUM OOHOCHMa W Jbynkolwhy npounssofe nenoty. [pencraBmbeHH npysop
AnbepTH je Ha3MBaoO MCTOpHja, LITO Kao Nnojam nocefyje BesMKK dpoj KoHOTaLM]ja Koje yny-
Nyjy Ha AMHaMHKKY, pafiby W NpyunoBeaamne. [pu3op ce fenu Ha Tena, cactTaB/beHa oA, yooBa
Koje YnHe nosplurHe. CBMM OenoBHMa Bnaja OCHOBHO MpaBHIIO MoApaxasatba Npypose,
OHHW W HHXOBH OOHOCH MOpajy DWUTH CkNafHH, a MOpanHa CTpaHa ClIMKapeBe WHBEHLWje
ornefa ce 'y Hayesy npyKIagHoOCTH U [OCTOjaHCTBa, Te AeKOPYMa; CBE LUTO HHje NpHKIaaHO
Tpeda NoKpHTH MnK nonpasuTH. Cnrkap, HapaBHo, Tpeda Aa NpuBYyYe Naxmy nocmaTpaya
npenctaBom ocehata NpeacTaBbeHUX JIMUHOCTH Y CkNady ca CTyAHjOM NMpUpoLe Kojy He-
he cneno noppaxasatH, Beh Koja he My dWTH BoLMY 3a CTBapatbe KOMMO3HLIMja Y HEroBOM
COMCTBEHOM YMY, NMpH3HajyhK ayTOHOMH]y YMETHHKOBOT CTBapaha y OQHOCY Ha OMaeHy
cTBapHOCT. ToMe HapouHTO fonpHHocK AndepTHjeB caBeT Aa ce CliMKap CIYXH CKynnTopan-
HHUM MoJienMMa, DKo y npoLiecy yuetrba, dKno y npolecy paga Ha nopyLidrMHama, Koju 3HaT-
HO OnaKLLIaBajy NpoLec pajia U HEMCKYCHOT W MCKYCHOT cirKkapa. AndepTH je kopuctehu mc-
KyCcTBa cNodoAHHX BeITHHa (OAHOCHO, ,HayKka”) MonyT MaTemaTHKe, NoKyLIAo [1a yCTaHOBH M
CNUKApPCTBO Kao HayKy, OJHOCHO Kao 0dnacT Koja UMa COMNCTBeHe ,HayuHe” MeTofe, LUTO je
Morno fa My obesdenn dorbe MecTo y LienlokynHOM NopeTKy YOBEKOBHX aKTUBHOCTH. Moxe-
Mo pehu, a 0BO je caMo jedaH acrekT npodniema o KOME je pey, ia ce 0Baj KOHLIEMT pa3BHo
[0 KpajtbHX rpaHrua y 16. Beky y KOMe ce y CBaKOj rpaHH YMETHHYKE MPOH3BOLHE MHCUCTH-
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pano Ha TEXHWLM, BELUTHHH, METOLY, Ha OHOME LLTO Ce jol yBeK Ha3WBano ,apc”, a omoryhu-
no je pany koaudHKaLHja yMeTHHKOBE BELUTHHE Y KOHTeKCTY AkadeMuje TokoMm 17. Beka.

Y pagy xenumo ga: (1) carnegamMo KOHTeKCT peHecaHcHe Andeptujese scienza della pit-
tura y cBeTny anonoruje ciiMKke, ofH. Hy3Hje Ha ABOAUMEH3UOHASTHOj MOBPLUKMHH, Ha CamMO
Kao dH3KYKK rpaheHOoM cBeTy cnvke, Beh Kao CMHCNeHe LieIMHe Koja y cedu caapxu cee
efleMeHTe BH3yesTHOT M adeKTHUBHOT; (2) yKaxeMo Ha To fda ce cBe AndepTujeBe npenopyke
MOTry NlaKo Mpeno3HaTH Y TIMKOBHUM OCTBaperHMa HeroB1x caBpeMeHHKa, roToBo Kao A0-
CNOBHe WnycTpaLje, anM CBakako Kao MpUMepH AUPEKTHOT YrnBa TEOPHjCKHUX pa3maTpa-
tba M peLlerba Ha YMETHHYKY NpaKcy.

KrbyuHe peun: JleoH bat1cra Anbeptw, TpaktaT o cniMKapcTBy, Hay4Ha OCHOBa CITHKe, nep-
CMeKTHBA, TMKOBHHU €NeMeHTH

3AXBAJTHHLA: OBaj pan je peo npojekTa Koju noapxasa MuHHcTap-
TBO NPOCBETe, HayKe K TexHonoLLkor pa3soja Penybnuke Cpbuije (npo-
jexaT: MopepHH13auja 3anagHor bankana, OK 177009).
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THUTOTIPA®CKO INMHUCMO
N OHUJTIO30DHJA NYABHUTA
BHUTITEHLLUTAJHA

AHA NPOJAHOBHR
DakynTeT NpUMereHHX YMETHOCTH, YHHBep3HTET ymeTHOCTH y Beorpapny, Cpduja

MpenmeT oBOr pafa 3acHWBa Ce Ha MPOjeKTOBakby XPOMATCKOr THMOrpadCckor MMCMa BH-
LUeCsIojHe CTPYKTYpe, KOoje je MHCmHpHcaHo dunosodujom Jlyasura ButreHwTajHa. [Jok ce
LleHTpasiHa NWTama BuTreHwwiTajHoBe drno3odHje THUY OQHOCA je3KKa U MHLL/bEHA, jE3UK
Yy CBOjOj BH3yeNiHOj GOPMH — MUCMY YMHKW MPEAMET MHTepecoBatba f13ajHepa TMMorpad-
CKor nrcMma. YeuhareMm a THnorpadcko MMCMO, KOjUM ce 0DHKyje NhcaHa pey, v Butren-
LTajHoBa pHno3oduja MMajy 3ajeAHHYKH MOTHB Y je3KKy, HacTana je WAeja o MpojeKToBatby
n1McMma Koje O1 NpefAcTaB/baio CBOjEBPCHY MYCTpaLMjy M BU3yenHy AOMyHy cadpxaja w3
ButreHwrajHoBor fena. Limm paga je na ce Ha npuUMepy NpojeKToBaHOr MMCMa MoKaXe Kako
XPOMaTCKO TUMorpadcko MMCMo Moxe Aa dyae ynoTpedsbeHo y CBOjCTBY BM3yenHe Hapo-
rpagde nMTepapHUx cagpxaja. To 3Ha4M Aa TakBO MMCMO MOXe [ia MoCpeACTBOM CBOjHX JTH-
KOBHHX KBaJIUTETa NOTMYHHje MpeHece 3Hayetbe ofpeheHor TekcTa, OAHOCHO [ia je MMCaHKM
MCKa3rMMa Ha Taj Ha4MH Moryhe M3pas|TH K OHO LLITO Ce HE MOXE M3Pa3HTH CaMo peyrMa.
HsBohetby pania npeTxonune cy MeTofe aHan1se 1 ancrpakuuje. AHanusom ButreHwTaj-
HoBoOr Aena, v MmoryhHocTH AetHHHcama CTpyKType NMHCMa, W3ABOjeHe Cy AOAMPHE Tauke
n3mehy TeopHje 1 OCHOBHHX KapaKTepHUCTHKa pada. M3nBojeHa cBojcTBa Cy KOHKpPETH30Ba-
Ha M HarnalleHa NpUMeHoM MeTofe ancTpakuuje. Kako je pag y BenMKoj MepH 3acHoBaH
Ha TEOPHjH, BaXKHY YJIOTY UMase Cy TEOPHjCKO-EMUCTEMOIIOLLIKE METOLE: NpeaMeT TeopHje
THYe ce ofHOCa THMorpadckor nMcma K ButreHwwTajHose drnosoduje, Aok ce Nposepa Te-
opHje peanusyje y u3Bohetby M Tymadety camor pafa. Y OCHOBHE H3BOPE KOjH Cy TOM MpH-
nrKoM KopuwheHu crafajy Aena nosHe ButreHwTajHoBe dunosoduje, y KojuMa oH BUAH
je3HK Kao aKTMBHOCT 3aBHMCHY O, )XMBOTHHWX CHTYaLiMja, M KOjH je U camM NMPOMeEH/bHUBH 0BSTHK
xmnBoTa. CxBaTarbe 3Ha4era peyr npema 0BOj TEOPHjHU OLroBapa CxBaTatby je3rka Kao XH-
BOTHe (opMe: 3HaUehe peyr 3aBUCH Of, HaulHa HHXOBE ynoTpede, Na peyn 1cryraBajy
yniory 3Hauetba TEK Kafa ce cTaBe y ofipefheHH KOHTEKCT. Y npumMeprma KojumMa BuTreHwTajH
MNYCTpyje OBO CXBaTatbe, HaNasu Ce MHOLUTBO acolMjalivja Ha BHU3YesIHE efleMeHTe Kao
wro cy doje, 0dnuLK 1 ncmo. MNopen Tora, oH pasMaTtpa M MoryRHOCT 13paxaBatba oceha-
ja M pasymeBarbe dpojeBa M MaTeMaTHUKKX onepalivja. YNpaBo cy y OBakKBUM MpHUMeprMa
npumeheHe noarpHe Tauke M3mehy ButreHwtajHoBe rnosoduje M opgIMKa BULLIECTOJHOT
XPOMaTCKOr THNorpatckor NMcMa: 0CUM AHUPEKTHHUX any3uja Ha TUNorpadHjy Koje oM y Ta-
KBOM MHCMY Hallne HM3pas, XpOMaTCKH KapakTep yBOOM enemMeHTe boje, a BHULLECIOjHOCT
moryhHoct npomeHe odnwka. Mopen, Tora, cBako TMNOrpadCcko MMCMO CaipXKH M 3HaKoBe
3a dpojeBe 1 MaTemaTHuKe onepaluje. LLITo ce THYe U3paxaBatba eMOLIMja, padyHa ce Ha
eKCNPEeCcHBHOCT JIMKOBHHX efleMeHaTta — 5oje M MpoMeHbHBOT 00/11Ka cnoBa. lNprmepH y Ko-
juma BuTreHLTajH roBopu o ofHocy nepuenuuje doje 1 jesrka nompxasajy NpeTnocTaBky
[la XpOMATCKO MMCMO MOXKeE [Aa NMpencTaB/ba MOCT U3Mely onaxatba M caoriUTaBatba onaxe-
Hor, 1 [a je ynoTpedom xpomaTtckor THnorpadckor nicMa moryhe BU3yenHHUM CpeacTBrma
oru1caTH YysHe onaxaje Kao LTo je doja, be3 nocesama 3a OMNLHMPHHUM jE3UUKUM OMUCOM.
MeTonom crHTese ogpeheH je mehycodHH oaHOC M 3Hauaj yTBphHEHHX YMHKMMALA W CBOj-
CTaBa y Kpeuparby LIefIoBUTOr pafa. 3anpaBo, HajBaxHH]ja 0COOHMHa NpojeKTOBaHOT MUCMa je
BHLLIEC/IOjHA CTPYKTYpa, jep oHa omoryhaBa nprMeHy edekTa BULLEDOjHOCTH, Kao W BapHja-
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Luje y odnurumma cnosa. lNocTtojame BapHjaLmja y 0dn1LKMMa 3Ha4H Aa OHW HHUCY Kpajibe fde-
tHHHCcaHH, a HeoppeheHocT 0bnKka pedrekTyje BUTreHLLTajHOB MPHHLMM MO KOME je yrora
onMcHBaka Yy jesnKy 3HavajHHja o ynore ogpehrBatba M fdedrHHcara. To Aa onucHBatbe
MMa BaXKHH]y ynory y oHOCY Ha UMeHoBahe W AedHHHLH]Y, 3HaUYH [la je HaYMH Ha KOjH ce
MHOpPMaLLHje opraHH3yjy BaxHHjW oL MHbOpMaLija caMux no cedr. A opraH13saluja Tek-
CTyallHHX cafpiaja, YHja ce KONMYMHa Y AWUruTanHom Aody nosehasa BelIMKoOM Dp3nHOM,
cnafa y ocHoBHe yrnore Tunorpacdwije. 3dor Tora faHalma THNorpadcka nNMcma, Koja ce
cama npojekTyjy y AUrMTanHoM odnKKy, Lodujajy HoBe dyHKLMje H 0CODMHE, KaKo dH TUMO-
rpacduja LUTO NEeNOTBOPHHje UCTyHHMa CBOj 3aJaTak.

Y ocHoBHe pe3ynTaTe 0BOr pafa Crafajy M3BedeHO THUNorpadcko MMCMo K U3noxda koja
ra npyKasyje y cBojCTBy WHTeprpeTaLluje BuTreHwTajHOBHX Haeja. 3Hauaj npojekToBaHor
n1cma ornepa ce, M3mehy ocTanor, y YubeHHLM Aa OHO MHTErpULLIE MHOTe PYHKLIHje U 0Co-
BrHe Koje ocHaxyjy HoBe yrore caBpeMeHe THUMorpaduje, Yume ce aaje nonprHoc dyayhum
“oejama y odnactv npojekToBarba TMNorpadcKkor nMcMma.

KmyuHe peuu: n1cmo, jesuk, ButreHwwtajH, Tunorpaduja, doja
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TRANSFORMATIONS OF ATTITUDES TOWARD
SCIENCE AS A SOURCE OF FUNDAMENTAL
ANSWERS TO ARCHITECTURE IN AN EXAMPLE
OF PHENOMENOLOGY OF ARCHITECTURE
AND CH. NORBERG-SCHULZ

JIRI TOUREK
Faculty of Humanities, Charles University, Prague, Czech Republic

“For some time now architecture has been uncertain of its way.” (Karsten Harries). When
constructing his theory of architecture in 1960s, Ch. Norberg-Schulz first turned to sciences
for backing his thought. Latter, however, he left constructing the scientific base and started
elaborating his phenomenological positions, so science became only a secondary helping
mean. This change was connected with new questions and goals (issues of existential foot-
hold). On the other hand, recent (phenomenological or ontological) theories use results of
contemporary sciences, especially cognitive theory or neurology, for developing their way.

My paper should not be considered a historical account of development of attitude to
science in the theory of architecture. The topic is used to present some ideas of what | see
it ought to be done in the present situation. It seems to me that the “main battlefield” of
contemporary architecture is not the architecture itself (what, how and why is being built),
but the destiny of our cities. Urban development is today carried mostly by techno optimis-
tic forces, smart technologies, technocratic ideas, or by capitalist economic interest of “The
Icon Project” (Leslie Sklair) or “Starchitecture” (M. Nastasi and D. Ponzini). Nothing of this
is necessarily wrong, but is surely highly problematic and ambivalent. What we need is not
yet another technology or more science, unaware of particular people, tradition, context
and culture, but clear view of situation and a way out. Regardless of any scientific novelty
and progress we do not know what to do with our cities (civilisation, culture...). At the mo-
ment we can only believe, hope and love to live on our deep-rooted culture. What sciences
are good for is to teach us understand ourselves better.

Keywords: theory of architecture, phenomenology of architecture, urban development,
visions

130 | SmartArt | Kirra ancrpakata | Book of Abstracts



KPHUTEPHJYMHW ECTETCKE
EBAJTYALHJE ©OTOIPADH)A

IPATAH JAHKOBHH

®unosodcku dakyntet (Ofervetse 3a ncuxonorujy), Yusepsutet y beorpaay, Cpduja
MAJA MAKAPEB

®unosodcku dakyntet (Ofervetse 3a ncuxonorujy), Yusepsutet y beorpaay, Cpduja

CBaKo[HeBHO CMO Y NpHIIHLIK [la OMnaxamo cBeT oko cede (odjekTe, Npupomy, 3rpade, ymeT-
HWYKa Aena...) U 3a CBakK O[] TMX acrnekaTa CBeTa pPenaTHBHO /Iako MOXEMO [a KaXemo
KOMMKO Ham ce cBuhajy WK He cBHhajy, KOMMKO Cy HaM Nenu MK pyxHK. Nokyluaj oa ce
MPY>XH OAroBOP Ha MHTakbe 3aLLTO HELLTO JOXHB/baBaMO Kao N1EMO Ui PYXHO H Koje Kapak-
TEPUCTHKE MOCMaTpaHHX 0bjeKTa Cy K/byYHe 3a Halll eCTETCKH [OXKHB/baj ce, MehyTHM, no-
Ka3ao Kao HMUMano nak. Mcrpaxmsarba Koja ce CripoBofe y OKBHUPY NMCHUXONOrHje YMETHOCTH
1 eMMNUpHjCKe eCTETHKE Kao rpaHe Ncuxonoruje Mamehy octanor ynpaso nokyLluasajy Kpo3
emnupHjcKka UcTpaxkMBatba fa Aohy [0 OAroBopa Ha OBO M C/IMYHA NWTakba. [peTxoaHa uc-
TpaXkMBatba Koja Cy 3a NpeameT UMana UCNUTUBaHE KPUTEPHjYMa Ha OCHOBY KOjHUX AOHOCH-
MO eCTeTCKy OAJyKY Cy YIrNaBHOM pafheHa Ha YMETHUUKHM ClIMKama Kao CTUMynycruma (Par-
sons, 1987; Clayton, 1974; Machotka, 1966; Lin & Thomas, 2002; Jankovic, 2015, 2018), fiok
CY KpHTepHjyMH ecTeTcke eBanyaLuje dpotorpaduja petko dune y hokycy UCTpaxuBatba.
Ll ncTpaxxunatba Koje CMO CMpOBESIH je ynpaBo OHNI0 UCMHTHUBatbE NPHUPOIE H CTPYKTYype
KpHUTEPHjyMa Ha OCHOBY KOjHX [OHOCHMO eCTeTCKe OfTyKe Kafa Cy y NuTamy doTorpadHije.
Hcnutannum (H=39) cy Ha MOHMTOpY padyHapa Hajnpe npoLerrBany YeTpHaecT dhoTorpa-
tHja Koje cy nprKkas1Bane pasfiMunTe CLeHe U3 CBaKOAHEBOT XMBOTa Ha dunonapHoj cep-
MOCTeMeHOj CKaNu neno-pyxHo. HakoH ceake npoLietbeHe crinke, y npeasrheHrm nomrma
MCMog, ClIMKe HAaBOLMIH Cy HEKOSTMKO pasfiora 3aLUTo UM ce aata potorpacdHija cauha nnu He
cBHha, 0OHOCHO LUTa Cy UMK Ha YMY Kajia Cy [IOHOCHITH CBOjy €CTETCKY MpOLIEHY.

MpukynpeHo je 554 onroBopa MCMMTaHKKa KOjU Cy MOTOM KBASIMTaTHBHOM aHasIM30M
rpynucadu y 11 yxkux 1 3 wipe kateropuje. MNMpunukom popmupatba kaTeropuja ysete cy
y 0631p W KaTeropusaLimje NPeTXonHHX HCTpaXkMBatba Koja cy paheHa ca BU3yelHUM yMeT-
HUUYKMM OeNMMa, NPeBacxofHO Ha YMETHHUKKMM cirkama (Parsons, 1987; Lin & Thomas,
2002; Jankovic, 2015, 2018). HakoH pedmrHHcarba KaTeropmja Tpu He3aBHCHa MpoLiebrBaYa
Cy NPHCTYMNHNa KaTerop13aLyjyv OAroBopa, a yCrIoB 3a YCreLLHY KaTeroprsaLHjy je 61o KoH-
CeH3yC ABa of, TPH He3aBHCHa npoletrBaYa. Pesyntatv cy nokasanu ga NnpHanKom ectet-
cke npoueHe doTorpaduje UCNHTaHKLLM CBOje NpoLieHe HajBHLLe 6asupajy Ha GopManHUM
acnektima dotorpacdmije (231%), 6oju/60jama Koje ce Ha woj Hanase (16.6%), TeMH, onHO-
CHO cappyajuma nprkasaHum Ha otorpadmiju (13.7%), TMYHUM TyMadetbrma 1 HHTeprpe-
TaLMjK OHOTa LUTO je NpHKasaHo Ha doTorpaduju (7.6%), Kao U Ha TOMe KaKas je HHX0B
€MOLMOHAHK JOXHBIbaj poTorpaduje, Npy Yemy HajBHLLe Ha TO Aa 1K UM je poTorpadHja
yneyat/brMBa M 3aHHMIbMBA HITH HeyneYaT/bhBa v JocagHa (121%), 1 Aa Ny je LoXHB/baBajy
Kao NpHjaTHY WK HerpHjaTHY (6.68%).

Hanasu uctpaxwuBarba cy y ckiagy ca pesyntaTimMa NpeTxoHUX HCTpaXKHBatba Koja Cy ce
6aBWna KpUTEpHjyMHMa ecTeTcKe NpoLieHe YMETHUYKHMX CNIHKa, Kao M OHKMMA Koja cy ce 6a-
BMNa KpUTEPHjyMHMa ecTeTcke npoleHe dunma. MNopeherem 3acTyn/beHOCTH KpHUTEpH]y-
Ma [o6HjeHHUX Y OBOM MCTPaXKHBatby Ca pe3yntaTima HeKMX Of, MPETXOLHHUX HCTPaXKHBatba
KOja cy KOPHCTHNa Apyre BpCTe YMETHUUKHUX CTUMYITyca, LOOHjeHO je fla Cy 3a eCcTeTCKH A0-
XM1B/baj boTorpadmja 3aCnyxHH KPUTEPH)YMH Y BPIIO CTMUHOj MEPH Kao M 33 ECTETCKY Mpo-
LleHy YMETHHUKHKX cniuKa. [Mopeherem pesynTaTta OBOT MCTpaXKmBatba ca KpHUTEPHjyMHMa
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KOjH Cy ofi 3Hauaja 3a eCTETCKH [OXHB/baj PHUIMa, MOKA3aHO je Aa je 3a eCTETCKH LOXHBIbaj
toTorpaduje 60ja of Beher 3Hayaja HErO LUTO je TO Cnyyaj Kob prima, AoK je Tema, 0L HOCHO
NpHKasaHW cadpikaj M OHaj acnekT eMOLIMOHANIHOT AOXHBIbaja KOjH Ce OQHOCH Ha nobyhe-
HOCT (YneyaT/bMBOCT, 3aHUMJ/BHMBOCT) 3HaUajHHjH 3a eCTETCKHU LOXHBYjaj hHnMa. AKo aHa-
NTM3MPaMO 3aCTYMbEHOCT TPH LLMpPE KaTeropuje KpUTeprjyma KojumMa npunanajy HaBeaeHH
VXKW KPHUTEPHjyMH, pe3ynTaTh cyrepHLLy Aa ce y nopehemy ca h1iMom ecTeTcku [OXKHBIbA]
toTorpaduja HELLTO Marbe 3aCHWBA Ha MepLENTHBHUM 1 apeKTHBHUM KPHUTEPHjYMHUMA, [OK
CY KOTHHUTHBHH KpUTEPHjyMH NMofefHaKo BaXKHH 3a eCTETCKH LOXHB/baj 06a THMa eCTETCKUX
cTUMynyca.

Hanasu oBor ncTpaXkuBatrba CyrepuLly Aa je 3acTyMn/beHOCT KpUTepHjyMa Ha OCHOBY KOjHX
nocmaTpayu JOHOCe ecTeTCKy OAJlyKy BeOMa C/IMUHA MPHIIMKOM MpoLiebHBatba pasitun-
THX BPCTa YMETHHUYKHUX CTHMynyca, nocebHo doTorpadmja U YMETHHUYKHX CIHKa, anu K [a
noctoje ogpeheHe cneurdHUYHOCTH Y 3aCTYN/bEHOCTH NOjeAHHHX KPUTEPHjyMa Ha Koje je
noTpebHo 06paTHTH NOCEBHY NaXKky Y HAPEOAHHUM UCTPaXKMBarbHMA.

KrbyuHe peun: emnupujcka ecTeThka, ecTeTCkH LOXHB/baj, hoTorpaduja, KpUTEpPHjyMH
ecTeTcKke eBasnyaluje
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OOTOINPADOH)A KAO MEXAHHU3AM
MWOEHTHUOHIKALHJE
U PEMPE3SEHTALMJE NMPOCTOPA

OAHHJENA JUMKOBHR
DakynTeT NpUMereHHX YMETHOCTH, YHHUBep3HTeT ymeTHOCTH Y Beorpapy, Cpbuja

MoyeBLwK of dotorpacuja eHtepujepa Mpusunerosare HaponHe daHke ¢ kpaja XIX Beka,
OBaj pag aHanM3upa K UCNHTyje H13 MehycodHMX MeTofa paa Ha MEMOPHjH U UCTpaXKHBa-
tby 0D/MKa M cBakoOHEBHe yroTpede doTorpadHje 1 heHor 0AHOCa Ha MPOU3BOLHY MEMO-
puje. DoTtorpaduje Npenctassbajy 3HauajHy ynory y kyntypHom cehatby, potorpaduja kao
HOCHIIaL, MEMOpHje NpeAcTaB/ba OAJIMYaH MaTepHjas 3a pasyMeBatbe CoOLMjaTHUX K KyNTyp-
HHWX acnekata namhema.

3anpaBo, caM 4nH doTorpaducatba NpeacTasba nponssom oapeheHe mctopuje. Ucrpa-
XHBatbe TaKBe UCTOPH|e je jedaH o[l 3afaTaka OBOT pafa, Urak TakBa aHasM3a He Mopa Hy-
XKHO LLlEKOHCTpyHcaTH Bedy namehy namhera v dotorpaduje. Carnenasare potorpaduje
Kao MefHja Nnamhetba 3axTeBa aHaNIM3y U3 0611aCTH Pa3IMUUTHX AUCLMIMIIMHA, Kao W KaTero-
pHja kynTypHor namhena Koje obyxsaTa cBe 06/IMKe apXHBHpatba M 3aLUTHTE KYITYpHOT Ha-
cneha. CnocobHocT hoTorpaduje fa cavyBa ycroMeHe NpeacTaB/ba MHTENEKTYaNnHy KMy
XIX 1 noyeTka XX Beka. OBakaB cTaB, Be3aHO 3a NpobnemaTHky namhetba, je pa3Bujatbe cBe-
CTH O HenmoBpaTHOM MPOTOKY BpEMEHa M MpeokynaliMja 3a o4yBatem H NpeLr3HUM npea-
CTaBsbakbeM MPOLLTIOCTH, Fae MenHj oTorpadHje U ykibyurBarbe HOBE TEXHOMOTH]Ee MOXe
[aTH 3HayajaH ponpuHoc. OfHoc oTorpaduje M MeMopHje NpencTasba jefaH LHHAMHYHK
npoLec Mpor3BoAhbe, LIMPKyNaLHje U MpHjema NpOLLIOCTH U HeroBe MHTeprpeTaL1je y ca-
DaWHOCTH. Y 0bni1koBatby npoctopa ceharba GUTHO MECTO 3ay31Majy MAEOMOLLIKH OKBHPH.
OHu 3HavajHO yuecTByjy y AedHHHUCatby KapaKkTepa jaBHOT MPOCTopa M herose GyHKLHje 1
MOMMTHYKMM MaHWdecTaLHjama. JenaH of, NpUMepa ofHOCa HAEO0OTHje-NONTMTHKE W Mpo-
ctopa cehama npyxa beorpan y XIX n XX Beky. Tokom XIX 1 XX Beka beorpap ce Hanasu
Y pas/IM4HUTHUM OpPXKaBHHUM H MOMHUTHYKHUM cucTeMruMa: OcMaHCKoj MMNepHjH, [KHeXeBHHH,
KparsesrHn Cpbuiju, KparseBHHH JyrocnaBHju v KacHHje COLMjanMCTHYKO]j JyrocnaBujH.

KmbyuHe peun: dotorpaduja, eHTepujep, cehame 1 namhetbe, KynTypHO Hacnehe

133 | SmartArt | Kirra ancrpakata | Book of Abstracts



oL ®OTOCA KAO CBEOOKA O
OOTOIPAOHUCARHA KAO BALLUTHHEHA

OPATAH BYJTIATOBHR
LleHTap 3a My3eonorujy 1 xeputonorujy ®unosocckor pakyntera
Yuusepsuteta y beorpany, Cpduja

Cnepehu Hy)KHOCT 0 NocTaB/batby NMONAa3HKX NPETNOCTaBKM 3a HapeyeHy Temy, pehuhemo, y
MaHWpy rnaBHOT NpeaMeTa UCTpaXKHBata, Aa, XMypehu Ha jenHo oko, doTtorpadujy Basba
aHanMsMpaTH kao anar, a xmypehu Ha gpyro, kao Mefuj. OBaj anat je y BpeMeHy Kaja je
naTeHTHpaH dHO BIIXKK Yy IOTBOPCTBY HETO PYKOAENCTBY, HO CBaKaKo Ca BUCOKMM CBOjCTBH-
Ma 3amp3aBatba M3rneaa creapy. CBOjCTBMMa Koja MPOM3HIIA3e M3 BETMKMX TEXHOMOLLKHX
noTeHuHMjana, Te je cTora MorofaH anat 3a pervcTpaLmjy: U BU3yenHOr MAEHTUTETa M CTatba
CTBapHM anu v npotieca passoja fgorahaja. Ha 1aj HaumH je botoc nocrao apredakT Koju dene-
XM, [0 Tafla y MCTOPHjH pyKOTBOPCTBa He3abenexeHy nepcrnekTusy yHanpeheta. MNoaceha-
MO [1a je HW3 JOKyMeHTa Kao cepHje botoca, dopmrpaHmx y hopeHsnuke cBpxe Beh Tokom
ocMe petieHuje XIX Beka AUpeKTHO NMPOBOLIMPAO Pa3BOj MOKPETHHUX C/IMKA, MOTOHE Ha3Ba-
HUx unm. C opyre ctpare, dotorpaduja kao meauj je Beh HHTepnpeTaLHja, TO jecT BULLE
MpHAKKa Hero cirka cteapy. MehyTum, 1 kao MegHj, hoTtorpadHja Moxe fa peructpyje:
npeosnahyjyhy cnvky cTBapH (CTEpeoTHN — ja Kao MH), MPHKEbKMBAHO CTakbe CTBApH (ja kao
Lleua), anu 1 paharbe HOBHX MOEHTHTETCKKUX NpHYa (ja Kao ja).

Y Bpeme Kapa je onodpero otkpuhe dotorpaduije, onodpeH je jow jesaH Hosyc — da-
WTHHa (patrimonium) kao Hacnehe (cnoMeHHK) 3ajefHHYKOT (HALMOHAMTHOT) HOEHTHTETa.
OBOM NOTOHEM je, 3a 11100a/THO MAEONOLLIKO LUKpeHe K yuBpLUhete, Of OArPOMHE KOPHUCTH
d1o Taj HoBK anat — dotorpadmja. Mako n3pasuTo ycnyxaH, oBaj ofiHOC [iBa HoBYyca je 1o
jenHaKko napagokcanaH jep je cnajao nocnenry TeXHOMOLLKY HOBHUHY C H3rpagtHoM MHTa O
BaXXHOCTH cTapHHe. DoToc Kao MefHj, NaK, HWje Morao Aa CKpHMBa OrPOMHH MHGOPMaTHB-
HW NOTeHLMjan Koju je anaTka 3a 3amp3aBarbe U3rnena nporssoguna. C jegHe ctpaHe, oHe
LOKYMEHTa 3a OfpXatbe MH1Ta 0 CTapHHama, poTorpadHija je AodpaHo NoArpesana AOKTPH-
HapHy OpHry o penpeseHTaTMBHOCTH Hacreha, To jecT U3rpafbH HaLHOHaMHKX daluTHHa,
a c opyre, Mmeaujcke, NpoBoLppana nodyHe Aa ce ca UCTHX GOTOCa M3UHTaBajy M OHW Matbe
»penpeseHTaTHBHK” OJHOCH MpHKa3MBaya M NPUKa3aHHWX, Hapy4HoLLa MUTOBA M KOHCTPYK-
Topa MHTOBa, Te HXO0BEe HHAMBHAYaN13aLMje. CBefoLH CMO CBOjeBPCHE ManeoHToNoruje
capawmoctv (T. . Muuen) kaga ctape $oTO JOKYMEHTE BUCOKHX M3adpaHHuKa daluTHHe
MCYMTaBaMO [aHaC M Kao CBEAOKE MasMX MPHUBATHUX UMK CNOPefHHUX UCTopHja. TBpAMMO
[a je OTKNOH Of, penpe3eHTaTHBHOr Ka0 MHTErpasHoOM, KOjHU Ce OEeCHO Yy CaBPEMEHO] Hay-
LM 0 DaLLTHHK, [OOPHM LienioM BKo M3BefeH ornefareM Yy reHesu Koja je vina of doToca
Kao anaTta 3a NpoM13BOLY fOKyMeHaTa fo doToca Kao MeaHja Koju MpoBOLMpa KpeaLjy
corcreeHe dalUTHHe. Y NpHor OBO XOMOOTHje KOjy CMO MOCTaBHIIW Hie Kao fodap apry-
MEHT W pasrpaftba MHTa 0 ayTEHTHYHOCTH, Kao M3BOpa AUCKPUMHHATOPCKHUX H decMmucne-
HHUX cHcTeMaTH3aLmMja Ky poTorpadHju (AOKyMeHTapHa, yTHIIMTapHa, YMETHHYKA, YHHKATHa
— YMUHOKHHETH, HIMP.) U Y XepUTONOTHjH (OpPHIHHAN W KOMHja pU3HHYKOT Hacneha Hacnpam
cBefoka namherba Koju Mory dKUTH Bpnio eHKacHH K Kao KOMHje UM Kao HHAOWBHAYaNHU3o-
BaHa cehatba, 3BaHW HapaTHBH).

OTkaKo ce nojaBua Kao TexHWKa 3aapykaBarba CBETNONMCA, hoTorpaduja je y cedu cjeau-
tbaBasia OHy CIIMKY KOjy ypesyjemo y namhere v oHy Kojy U3a3nBamo Ha nanupy. Yoniwra-
Bajyhu, Moxe ce pehu Aa je cBaKo 3anucHBatbe Ha Nanupy noserake y ABOAHMEH3HOHAHH
DOKYMEHT OHMX Cri1Ka Koje cy Beh TpesopupaHe y Haliem Mo3ry. Kako je oBo, U3peyeHo
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marnouyac, cBefileHH OMuc NPo13BoAHe JOKYMEHTa MOXe Ce MOTBPAHTH Ja je doTorpadcku
3anm1c oflyBeKk TeXHHKa AOKYMEHTOBaa Koja padyHa Ha GpakCMMHICKY MOy3[aHOCT HCTOCTH
OHe MHLLbeHe W oBe cBeTnonucaHe cnvke. OBa JOroBOpHa MCTOCT C/TMKA KOJ, CBAKOT JOKY-
MeHTOBaka (,MonrMM Bac cknoHm1Te Kocy ca nuua, renajte NpaBo y kKamepy H...”) yMHorome
rnojenHOCTaBIbyje CBaKoAHEBHY KOMYHHKALIMjy ank ce 3a ofpXaBatbe KynTypHor namhera
daLll Ta HeMCTOBETHOCT BUNHEHHUX (MEHTANTHKX) K 3aMHUCaHKUX (BOKYMEHTOBAHHX) CMKa, 3001
KOje MPpHCTajeMO Ha JOFOBOPHY MCTOCT MOPa OLPXKaBaTH Kao HEM3DpHUCHB YMHKNaL, cehajy-
hux npoueca. PonaH bapT je HanKcao YMTaBy KibMIy MHCTPYKLUMja 3a nodyhurBame cehatba
onucyjyhr [oKyMeHTapHOCT Nap CBOjUX NOpoAHYHKX doTorpadHja.

Ho, ocvM oBoOT IMpeKTHOT KaHana Kpo3 Koju ce NMpoBJiaye civke y4ecHWKa forahaja v npo-
“3BeaeHe crikke dpotorpadCkrx BelUTaka, Ha HCTOj pas/iMLM MOYMBA KM OHaj KaHas y KoMe ce
OBe cri1Ke BeluTaka cycpehy ca crikama Koje Npor3BoAH peMHUHHCLIEHLIMja H3a3BaHa HHXO-
BOM KOMOHHaLMjOM Kao JOKYMEHTa C MPUYOM Koja UX NpaTH. ¥ TOj CUTyaLLMj1 MHOHWPEKTHOT
OXHB/baBaka Koje He U3BOLe AMPeEKTHHW cBefouu Beh nodyheHu cnywaoum deluasajy ce
PEKOHCTPYKLIHje KOje 3aBHCe Of, MHOTO pa3fIMiMTHX MEHTATHHX C/IMKa U MOTY Ce cMaTpaTH
aKTMBHWM 0dnHLMMa Hose yroTpede namhema Kkoje je nocpenoBaHo HOTO LOKYMEHTOM.
Y ToM 0DHIBY KOje je Many HEMCTOCT MPETBOPHIO Y BENWKY GaMHITHjy pasnHyMTe UCTOCTH
“Ma MHOrO CaMOMpOM3BOAE, CTBapatba C MHOTO JIMYHUX ODENexja anu C jaCHUM LiMIbem
- OXHBJbaBateM Namhera. A To je Beh onwiTe BpefiHa KpeaTMBHa NPOM3BOAHbA, Na Ce MO-
)€ 3aMMCITMTH jedaH [0CTa jacaH MpoLec KpaTHBHOT dallTHbetba Kpo3 HoBe doTorpadcke
WHTepnpeTaLMje. [laHac cy ce yMHOXHIE pa3nivuKTe BapHjaHTe doTorpadckrx namhersa aa
MX Oflaka CBPCTaBaMo y MacoBHe nomMoaHocTH. OHO LITO ce cMaTpa yCTarbeHHM MOCTYMLM-
Ma KOju ce npeTBapajy y 3aKOHHWTO MoHallake — Na UX 30BeMO 001YajMMa, 3axBaTa jefHaKo
Da3HuHy, ersmcreHuHjasiHy CTBApHOCT KOMIMKO M yKpallaBatbe, KOje je OHaj BHLLAK 3a KOju
HHKO He DMje Mo yLIKMMa, afik Ce YBEK jaBsba 3a pag AyLue. Y oBOj Apyroj odnactu je BUAbH-
BOCT OACTYMNaha o[, jeflHOT cTepeoTHna — 0d14aja, cTBapao HOB ,,001Ya]”, cafa dnKnxH MMeHy
nomoaHocT. OHa nak BHLLE UCTHYE XeJby 3a U3/iBajatbeM U3 YODHUUajeHor, OrpaHUYeHor, no-
3HaTOr W CHIypHor, 3a paf, Hever WTo he uctahn MHAKMBHAYanHo noctirHyhe, nHyHe cko-
HOCTH M CMOCODHOCTH MK jakor cTBapanaykor Hadoja... Ha npumep, cTepeoTtvne rotoso aa
HEe MOXeMO Aa 3aMHCIIMMO de3 doTorpacdrcara, OHO MM je MPOMOTOP W AaBanaL, HOEHTH-
TeTa: HWje HajBaXkHHje Aa W T nyLuM1Ll Beh fa CBM NOCTaHy CBeLOLIM TBOT 3aHeCeHor norneaa
KOjH ce MyTH y 0dnaky ouMa C LurapeTe Koja TH y dnaroj AujaroHanu npeceua ¥ npodun!
Jycyd KapLu je noctaBHo mofen CTporor penpeseHTaTMBHOr GOTO MopTpeTa, a 0CTanu cy ra
30yLHO Tpowwwrnu, nonyT OparaHa TaHacHjesuha.

LemoHcTprpanu b1 nodpe npakce KpeaTHBHOT AOKYMEHTOBaka Yy MHCTUTYLMjaMa jaBHe
MeMopHje, C jelHe CTpaHe, Kao U AOKYMEHTOBaHe KpeaTMBHOCTH Yy CBETY YMETHOCTH, Kao
CBe BHLLE NIETMTUMHH CHHKPETH3aM, C Apyre cTpaHe (Kakas je mpojekat Hucmo kog kyhe
ymeTHHKa b. Hrukonosa). Hbrx 01, kao Marbe BHLLE KOMMNNEMEHTapHE MHUCH]jE BOKYMEHTOBA-
Hor oYyBata namhema, CynpoTCcTaBHIM MOMOLHHWM HapaTHBHMa KynType namhema.

OcHoB oBe cTyOuje Npousmnask 13 ayTpoOBHMX MCTPaXHBata CEMHOTHUKMX MOAATHOCTH
toToca (noyes of 1989), koja cy nposouHpaHa, y cMHUcIy oHTonoruje dotoca baprosom
CBelliloM KOMOPOM, @ y aHTPOMOJIOLLKOM CMHCIY MHOpMaLiMjcke napagurme, Epricero-
BoM TupaHujom tipeHyiika. CouMjann3alLimje ceMro3a Koje Noanrpyjy hoTocH KpUTHUKH Cy
TymadeHe y3 ocnamare Ha . Bypaujea n M. Anbeakca. KOHTEKCT cnuke v npunvke dasuny-
HO Ce ocnama Ha pasymeBarbe penpeseHTauuje kof 1. Pukepa u M. @ykoa. XepHTONOLLKH
acnekT Teme npunaga ayTeHTHYHOj ayTOPOBOj TEOPH)H.

KmyuHe peun: doTtorpaduja, potoc, nokymeHT, cehatbe, CTapHHa
3AXBAJTHHLIA: OBaj pas je neo npojekata Tpaguuuja u WpaH-
ccpopmauuja, nopnpojext: Clipatietuje dawttiurbera (Il op.

47019) v Teopuja u Gpakca HayKe y gpywisy: Myniugucuu-
anuHapHe u mehyleHepauujcke tepcliekmiuse (OH 179048).
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NOJIMTHUKE MEPLETTUHIE Y YMETHOCTH:
CTPATEIMJE PACJT1OJABARA TTEPLETNLH)E
IKAO YMETHHUYKH MOCTYTIAK

MHJTHULIA CTOJLLIWR
DakynTeT TeXHUUKHX HayKa (JlenapTmaH 3a apxHTeKTypy KU ypdaHH3am,
Ouncek 3a yMmeTHOCT W AM3ajH), YHuBep3uTeT y Hoom Capy, CpbHja

Teopmjcku OKBHMP pafa NofpasymeBa MCTpaXKMBarbe MOJSIMTHKA MepuerLMje, OOHOCHO Ha-
YMHa Ha Koje cneLrdHYHOCTH JbyACKe MepuenLluje W KorHuuMje ypehyjy oaHoc M3mehy
cydjekta u cBeTa. Mako [oxHB/baj OHNO KOjer yMeTHHUKOr fena, Na U CBECHO MCKYCTBO
yorniiTe, nogpasymeBa HenpeKuaHO OfBHjatbe rpoleca nepueriuje U KorHuuMje, y pa-
ny he pasnuunTh heHoMeHH onaxara OUTH HCTPaXXeHH Kao OCHOBA YMETHHUKOT MOCTYM-
Ka. MpedaLmMBarbeM TEXHLLTa Ca MaTepHjaTHOCTH YMETHHUKKX CpefcTaBa Ha nepLernLujy
W KOTHHLHK]y nocMaTpaya, CTBOPEHH Cy YCII0BHM 3a pasmaTtpatbe JbyACKor Tena Kao HoBor
MefiHja, @ Ha OCHOBY MaTPopMe Kojy HYAH aMepHUKH TeopeTHyap Meauja Mapk XeHceH
(Marc B.N. Hansen). 3a pa3snuky of Jlea MaHosHua (Lev Manovich), koju ce y Tymauetby
CreurpHYHOCTH HOBHX MeaHja okpehe OUrHTH3aLMjH 1 HhOME YCITOBIbeHO] AeMaTepHjaiu-
3aUMju hH3HUKOr NpocTopa, XeHCeH ryduTak pasrpaH1yersa U3mehy nojearHauyHUx meau-
ja YMETHHUUKOT HU3paxaBatba BHAM KAo LLAHCY [a JbyACKO Teo 3ay3Me UCTaKHYTH]y ynory
y CeneKkuuju MHpopMaLitja 1 0dnHKoBaky MCKycTBa: ,Moxemo pehu Aa Teno — 0fAHOCHO
PacroH nepuenTyanHuX v ahekTMBHUX MOTYNHOCTH Koje OHO HyAH — fAedHHHLLE HHTepdejc
MegnHja. Ycnen hnekcdHUIHOCTH Kojy IOHOCH AWTHUTH3aLM]ja, ByHKLHja yoKBHpaBatba (MH-
topmaumja, MprM. NpeB.) ca MHTepdejca Mefuja Bpaha ce y Teno, ofaksie je OpuUrkHamHo
notekna. YnpaBo 0BO M3MeLLTake YMHK HOBOMEOMjcKy yMeTHOoCT HoBoM.” Ocnamajyhu ce
Ha beprcoHoBy (Henry Bergson) dunosodujy acdektrBHor casHarba, XeHCEH nepLenTHB-
HW anapaT TpeTHpa Kao MHTepdejc HOBHUX MeAHja, YUME Ce NIOKYC [MCKYCHje OKO KapaKkTepa
HOBOMeE[HMjCKke YMETHOCTH NpemMeLlTa M3 Nosba TEXHOJOTHje Ha JbyACKy nepLenuumjy 1 Kor-
HUUKjy. [MKTara koja ce Hamehy je LWTa jeaaH [OXHBIbA] YHUHH YMETHHUKHM, H KaKBO je TO
YMETHHYKO Leflo LOMHWHAHTHO ofpeheHO ecTETCKUM PEeXMMOM Halle nepuenLmje, yMecTo
TEXHOJSIOTHjOM Me[IHja Y KOjeM je CTBOPEHO.

PeHecaHCHH M3yM NUHeapHe nepcrnekTyBe, NOTOM [oda NPOCBETHUTELCTBA, Y KojeM [le-
kapT (René Descartes) KoHauHO pa3fiBaja 3anp/baHOCT Tena U YMCToNy paLHOHaHor, No-
FMKOM YNpaB/baHOT yMa, OTBOPH/IH Cy MOryNHOCT 3a MOCTOjakbe HemaTepHjaHoT, TpaHCLie-
LeHTanHor cydjekTa, KojW y3 4OBO/BHO pasyma Moxe Aa npesasuhe cse npefdpacyae koje ra
0[1Bajajy OfL MCTUHCKOT ca3Hama. KapTesujaHckHM cydjeKar je anonUTHYaH; OH CTOjH y uaean-
HOj MO3MLIMjK — DeCKOHaYHO Masioj TaukK K3 Koje je Mmoryhe carnefath anconyTHY UCTHHY.
TokoMm cBoje 1CTopHje, McHMxonorHja je Takohe nokyLuana Aa odjacHH mpoliece nepuenLuje
W KOTHHLIMje KpO3 MaTemMaTHuke MoAene, cBoaehu oBe, AENMMHUYHO PHU3HOSOLLIKE MpoLiece
Ha ancTpakuHje, UrHopHLwyhH y npoLecy cneUUdHUUYHOCTH TMYHOT MCKYCTBA. 3@ UCTpaXH-
Bakbe je 3HaYajaH eKOJOLLIKH MPHCTYN paLMOHANTHOCTH, KOjU NofdpasymMeBa Aa byacka duha,
Y HHTEpaKLHjH ca CpeJMHOM Y KOjoj Ce Hanase, CTH4y COMaTOCEH30PHO 3Hate, OC/TIOHEHO
Ha BHXOBY JIMYHY UCTOPH|y. EBONyLIKja je ycnoBuna pa3Boj pasfiMyMTHX XeypHCTHYKHX Mpo-
Lieca, MEHTa/THKX NMpeyrLa, koje Ham omoryhaBajy fia Ha OCHOBY MPOLL/IMX MCKYCTaBa [AOHO-
cHMMo dp3e 1 [oBoJbHO TauHe ofnyke. CeH3opHe MHbOpMaLIMje U3 CBETa KOjU HaC OKpYXKyje
HeMajy cMHcrna de3 3Hauema, Koje MM eKOMOLLIKH MO3aK Iofiesbyje Ha OCHOBY MpPOLLIIOT HC-
KYCTBa M XeypHUCTHUKHX MpoLieca KOjH Ce Ha hbera ocnatajy. CBako o Hac ogpeheH je oBako
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tbopMHpaHOM Marnom nepLenTHBHE HUCTOpHje, Koja fedbHHHLle cneurndHyuHy CydjeKTHBHY
nosuuHjy. OBa KoTBa CyDjeKTHBHOCTH — MpOLLeC COMNCTBA , Kako ra fAedpuHuie Jamacro (An-
tonio Damasio), npencraBiba HyNTy KOOpPAMHATY Y OOHOCY CydjeKTa M CBeTa, U NpefycoB je
CBECHOT MCKYCTBA, Kao W JIMYHOT MaeHTHTeTa. /byacky BpCTy jeIMHCTBEHOM YMHHK CMOCOd-
HOCT ancTpakTHOT MHLLI/bEHa U NoceoBatbe KOHLLEMNTa BpEMEHaA , Ha OCHOBY KOjHX MPaBUMO
npetnocrtaske o dynyhHOCTH, yMecTo Aa caMo OAroBapamo Ha CTUMynyce y CafallhbOoCTH.
MNepuenuuja npencras/ba BUCOKO ayTOMaTH30BaH MpOLLEC, KOjH Y CMPe3H Ca KOTHHLMWjOM Aa-
je 3Hauetbe cBeTy, ofpehyjyhu Tako Halle akLHje, a Ha OCHOBY MCKYCTBA M3 MPOLUIOCTH H
npetrnoctaBkama o dyAyhHOCTH Koje 13 hera npousmnase. AKo cy Hallie nepLenLmje v ak-
LMje y cafallboCTH yHanpen ofpeheHe Manom concTseHe nepLenTHBHe HCTopHje, Hamehe
Ce NWTame Kako, v Aa N je yoniwTe moryhe 3meHHTH ux y dyanyhHocTtH. HeypoHayuHHk bo
JToto (Beau Lotto) yBoam npetnocraBky Aa ce LaHca Aa H3MEHMMO CBOje CTaBOBE M MOHa-
LLare KpHje y MHTPOCMNeKLHjH, OOHOCHO OMnaxkatby npoLieca ConcTeeHe nepuenuuje U Kor-
HHLHje, U CBMX MPUCTPACHOCTH KOje OHK ca CODOM Hoce.

IKBanMTaTHBHO HCTpaXKHBatbe KOPHUCTHU MeTOAY CTyLHje ClyYaja, Kako 1 McnuTano npetno-
CTaBKYy Aa Pas/IM41TH heHOMeHH oraxaka Mory dUTH KOpHLLNEHH Kao OCHOBa YMETHHYKOT
noctynka. TepMHH pacrnojaBatbe NepLenuyje yCBojeH je kako du ce o3Haumne cneuudryuHe
CHTyaLlMje Y KOHTEKCTY YMETHOCTH — KOHCTpyHCaHa O[CTyNama 0f, O4eKHMBAHOT, Y KOjMMa na-
XHa MnocMaTpaya MocTaje ycMepeHa Ha came npotiece nepuenuuje 1 korHuuunje. PeHomeH
MyNTHCTabMNHe nepLenLuje, AeKOHCTPYKLHja MPOCTOPHOT M BPEMEHCKOT KafpHpatba ofpe-
HeHor nepuenumjom, koprwheme raHudens edpexra 1 edekTa cnenvna 3a npomeHe, perne-
TUTHBHOCT CajipXaja, M3aBajatbe MoJan1TeTa nepLenTHBHE CIMKe BaH KOHTeKCTa, npeacra-
B/batbe jeAHOT YYJIHOT MOLANHUTETa APYTUM W KOHPNHKT U3Mely mofanuTeTa nepLenTUBHe
C/IMKe — HeKH Cy of, (PeHOMEHa OMnaxara, Koju he Kpo3 cTyAuje cryyaja SUTH MCTpaXKeHH Kao
OCHOBAa YMETHHUKOT MOCTYKa, H, YKOJTMKO OBaj KpUTEPHjyM 3a[,0BOSbE — DUTH O3HAYEHH Kao
cTpaTeruje pacnojaBatba nepuenuuje. PebepeHTHa ymeTHHYKa fena ofadpaHa cy Ha OCHOBY
acrekTa yMeTHUYKOT paja 3a KOoju ce NpeTrnocTas/ba fa, KopHUlhereMm jefiHe UK BHLLIE CTpa-
Teruja pacnojaBama nepuenumje, YMHK fa NaxKra nocmarpaya dyne ycmepeHa Ha npouece
nepLenumje 1 KorHHLMje. 3HayajHa je NpeTrnocTaBKka da ce, MpPoiackom Kpo3 oBe MeTa-Mnpo-
Lilece y KOHTEKCTY YMETHHYKOT pafia, MoX[a oTBapa MoryhHoCT 3a ocellhrBarbe KOTHHUTHB-
HO-MepLENTHBHHX MPHUCTPACHOCTH K Y OCTalIMM CETMEHTHMA XHBOTA.

KrbyuHe peuu: ncvxonoruja yMETHOCTH, MCHXOMOrHja NepLenLuje, HOBU MeOujH,
CyDjeKTHBHOCT, MONMUTHKE NepLenLuje
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