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AncTpakr Abstract YBop

Ocnambajyhin ce Ha CTaBoBe NO3HaTOr
YMeTHUUKOT KpuTiyapa Xepbepta
Pupa (Herbert Read), no kome
peanu3am, ugeanu3am u
eKCNPecuoHM3am HUCY nocebH
npaBLy y yMeTHOCTH, Beh
NpeacTaBIbajy CTaHe 0CHOBHe
UMHMOLIE Y CBUM YMETHOCTIAMA, Y
0BOM pagy ce pa3matpa moryhiHoct
NnoCTojakba efieMeHTapHuUX
(TBapanaukux onpeferbera uy
ApXUTEKTYPU.

Monasehu oa 0cHOBHUX BJ0BA
onaxarba W NpefCTaB/barba (BeTa 0KO
HaC, MyTem KoMnapaTuBHe aHanu3e 1
npumepa u3 apyrux obnactu,
n3noxeHa je Te3a fa v ajekBataH
naHaaH PugoBum 0CHOBHUM
YMHUOLMMA Y YMETHOCTY - peanu3my,
UuGeanu3my u exkcnpecuoHu3my, y
ApXUTEKTYpY OUAN NOjMOBM MUMe3UCa
(Mumukpuje), acoyujamusHocmu u
ekcnpecuje. Y 3aBUCHOCTH 04
LPYLUTBEHO-MOAUTUUKIX, KYNITYPHO-
UCTOPU]CKMX U APYTUX OKONHOCTH,
HeKM 0 OBMX UMHWMNALLA C BpEMEHa Ha

BPeMe 13M1a3€ Ha NOBPLUMHY 1 3a0rPHYTU MIATLEOM
BPEMeHa, jaB/bajy Ce y HEKOM HOBOM WM CTapOM 061K,
KOj MOXEMO NPEN03HaT! Kao YMETHINYKIA NPaBaL} uiin

caumn.

KrbyuHe peum: BIU3yenHm 13pas, MUME3NC, MUMUKPU]a,

acoLMjaTUBHOCT, eKcrpecuja.

Evolution and overlaying of styles in
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Yauar, M. ,Osnovne tendencije u istorijskoj
arhitekturi”. ARD Review (beozpad) 6p.30

Relaying on standpoints of the renowned art
critic Herbert Read, according to which realism,
idealism and expressionism are not separate art
movements, but represent permanent basic factors
in all arts, this paper considers the possibility of
existance of elementary creative orientation in
architecture as well.

Starting from basic aspects of perception and
representation of the world around us, and
through a comparative analysis and examples
from other fields, a thesis is presented according to
which notions of mimesis (mimicry), associativity
and expression in architecture are adequate
counterparts to Read’s basic factors of art - realism,
idealism and expressionism. Depending on socio-
political, cultural and historical, as well as other
circumstances, from time to time some of these
factors come to the surface, wrapped up in time,
and emerge in some new or old form which we can
recognize as an art movement or style.

Key words: visual expression, mimesis, mimicry,
associativity, expression.

AHanu3upajyhin TokoBe ngeja n
CTUICKMX NPaBaLia y apxuTeKTypy,
MOXEMO NPUMETUTH Ja Cy Ce TOKOM
1CcTopuje MHore nojase NoHassbane, y
BIUILLIE UM Matbe U3MErEHOM 00MIUKY.
[ToBpeMeHo Cy Ha (BeT Jjonasiune HoBe
upeje, ca pasnuuutum moryhHocTMa
Kpeavyje apXUTEKTOHCKIMX 06/MKa U
CaApxaja, anu cy ce Hajuelwhe racune
jOLU Ha CAMOM MOYETKY, jep HUCY Morfie
[Yro 3 er3ucTupajy y CrBOPeHnm
yCN0BUMA, Tj. HUCY Bune npuMepeHe
aKTyeNHOM BpeMeHy 1 NpocTopy
(cn.1).

[Jlewasarno ce Aa Heke o4 naeja byay
npuxsafeHe wWupe v Aa ycnejy fa ce
pa3Bujy y HOBM, YACT 1 3HaYajaH
APXUTEKTOHCKM NpaBaLl. TakBu
(TBapanayku TOKOBM, FOTOBO HUOTKYA
HacTajy, 6p30 ce passujajy,
AOXUBIbABAjy KpaTak BPXyHal
nocTojakba, a 3aTHM ce Ayro 1
nocTeneHo race (roToBo HUKag y
noTMyHOCTH). FbUXOB HacTaHaK u
NaraHo raluerbe npetanajy ce y

,CUBUNO” NapanenHux Tokoa. Y BefinHu cnyuajea nojasa

APXUTEKTOHCKNX TOKOBA B€3dHa je 34 NnpejioMHe VICTOpVIjCKe
MOMEHTE, y KOjVIMa [0Na3n A0 KOPEHUTUX APYLUTBEHUX,
E€KOHOMCKUX U ApYyrux npomeHa. LmknuuHoCT 0BIX TEHHEHU,VIja je

[1aBHO npmmeﬁeHa 1N CMmaTpa Ce ia OHe Ha(Tajy Y OACYTHUM U

KPUTUYHUM TPEeHYLUUMA pa3|30ja dPXUTEKTYPE N YMETHOCTH, Kafa CY

(a3penun ycnosu fa ce ,D,Ed)MHVILlJE HoBO ocehatbe (BeTa 1 fja ce

1.

Pa3Boj 1 npeknanatbe cTunoBa y

apXuTeKTypn
Fig. 1.

architecture

(2004), cmp.31.

yobnuun gopma (Tpughyrosuh, 1969).
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Ako 6ucmMo mokywann fa csefemo 6poj apXWTEKTOHCKMX
TEHZEHUMjA Ha HEKONNKO OCHOBHWX, Moru 6ucmo Ja
pasnuKkyjeMo TpU enemeHTapHe rpyne: a) WHBEHTUBHY
(kpeaTuBncTMuKy); 6) nparmatuuHy (pauuoHanwy); B) Tpaau-
LIMOHANNCTUYKY (MCTOPULIUCTUYKY) apxuTeKTypy (Lenkc, 1986).

CpenuHom 20. B., Xepbept Pua, ymeTHUuKN Kputiuap, U3Heo je
Te3y Aa je ymeTHocT ,u3pa3 oceharba nojeAMHUX CTarba
UHTYMUMje, Nepuenuuje uan emoumje nojeanHua” (Puo, 1957). Y
AarbeM TeKCTy, nokylwahemo Ja ycnoctagumo penauujy usmehy
PugoBux TBpAWK 0 NOCTOjatby eneMeHTapHUX CTBapanaukux
YMHUNALA Y YMETHOCTU - peanusmd, udedausma u excnpe-
CUOHU3M, N OCHOBHWX apXUTEKTOHCKINX TeHAGHLM]a, C LuIbeM Aa
YKaXKEMO Ha eBEHTYanHO NoCTojatbe enemeHTapHUX CTBapa-
Naykux onpederbera W Yy apxutekTypu, Koje fiemo padHo
Ha3BaT1: MUME3UC, ACOYUJaMUBHOCM U eKcnpecuya.

UMUKPWIA - MIMEZIS

Mumukpuija (rp. mimikos - noapaxaBatbe) NpeAcTaB/ba CTasHy
UMM MPUBPEMEHY CIMYHOCT N0 067MKY, 60j11 U APYTUM COTBHUM
0C06MHaMa HeKiX efemeHaTa a OKOIMHOM Y Kojoj ce Hanase,
YCNeZ Yera ux je TELWKO pa3nukoBarty, nako u3mehy cebe Hemajy
HUKAKBe [pyre Be3e (eM CMOSbHUX CIMYHOCTU. YecTo je
nouctoBefinBatbe TEPMUHA MUMUKPUjE 11 MUME3NCA, UaKO Cy
OHM NOPeZ CIMYHOCTM Y 3HAUEHbY CYLITUHCKIA pa3nuuuTy. Mojam
MUMUKpUje je y ynoTpebu Kada ce roBOpU O MOApaxaBarby y
MPUPOAM, Tj. UMUTUPatbY BU3YENHUX U APYTUX KapaKTepUCTUKa
xuBux 6uha mehy cobom, foK je nojam MUMe3nca BuLLe €0
YMETHUYKe TEPMUHONOTIje M MpPeACTaB/ba MOApaxaBarbe Y
LuMpem cmuchy.

Mumukpuja y npupoau

Mumukpuja Hije CBOjcTBEHa Camo JbyAnMa, Beh ce jaB/ba 1 y
OWDBHOM UM XMBOTUILCKOM CBETY, Kao jefaH Of OCHOBHUX
MpUHUMNA 3aWTUTe W camoodpXarba y npupoan. OncTaHak
(BaKe BpCTe 3aBUCK Of CTeneHa npunaroheHocT! ycnoBuma
0KONWHe, 6UNo Aa je y NuUTary 3alTuTa of rpabrmueava, uam
noApaxaBare C LWDbeM [Jonaxewa [0 NaKiler mneHa.
MoppaxaBarbe je yoBeky ypoheHo o4 AeTurbCTBa. Ha Taj HaumH
OH CTMYe NPBa (a3Hatba 0 OKOAMHU KOjoj ce npunarohasa. Mojasa
npunarofasatba OKONMHI jaB/ba Ce U KOA JbyAN W No3Hata je y
ncuxonorujm  Kao  uHmpojekyuja  (yKuB/baBare),  LITO
noApasymeBa npouec yHollewa o6jekTa y cybjekTUBHU Kpyr
UHTepecoBama (Jyxe, 2003). 0 oBom GeHoMeHy MnCao je U Haww
no3Hatu reorpad JosaH Ligujuh, nomubyhin mopanHy mumukpujy
W pajuHcke ocobuHe, Koje ce jaB/bajy y CyvajeBUMA Kada Ce
Hapog Koju je nopobibeH, nouctosehyje ca ocBajauem.

Mumesucy ymetHoctu

Buuie mpeba y3umamu oHo wmo Huje mozyhie, anu je 8eposamHo,
Hez01u 0HO wmo je moeyhe, anu HegeposamHo (Apucmomenn).

Mumesnc je jenaH of HajcTapujux aHTUYKUX NPUHLING HA KOM
MOYMBA OAHOC YMETHMKA W HEroBor ea npema CTBapHOCTH.
[Jleno He npeacTaB/ba Konujy Hekor Mogena, bneg obpuc uaeje,

Bef T0 LTO NpeAiCTaB/ba Kajl NOHABIba WM OMOHaLLA Huje 06jeKT,
Hero apTe(akT unu buhie dukumje (Koksen, 2005).

Monemuka o ToMe Ja u, UK He, YMETHOCT Tpeba ponckn Aa
nogpaxasa npupogy (Mnaton), u, ako Beh nogpaxasa Aa nu
Tpeba fia npeobpasu KOHKpeTaH uK, CTBapajyhin uaeanu3oBaH
™MN wnu napagurmy (ApuctoTen), Koja Hagunasi CTBapHOCT,
MPOBNAUM Ce Y UCTOM WIN CIMYHOM 06MMKY CBe [0 BpeMeHa
MOfiepHM3Ma, Kaja OuBa opbaueHa ca NpBUM aBaHrapAHUM
eKkcnepumeHTMa. 0 Camor noYeTKa yMETHUUKOT CTBapanaluTea
Ma A0 AaHac, MOCT0jao je HWM3 YMETHUUKMX Mpasaua Koju cy
MpeTnocTaB/baM MUME3NC Kao OCHOBHW MPUHUMN (TBapa-
NalTBA; PeNu3am, HaTypanusam, UMNpecuoHu3am, Xxunep-
peanusam u ap.

(ywTmHa cBaKor mokpeTa Koju ce 6asvpa Ha Mumesncy je y
Tt 33 JOCTU3aeM CTBapanaykor wheana, Koju moctoju
U3paXKeH Y (BOj0j CaBPLUEHO] NOjaBHOCTI jeIUHO jOLL Y NpUpoaMU.
3at0 BenmKkM  MajcTopu  Mumese nomyT  Mukenanfena
(Michelangelo), NNeonappa (Leonardo da Vinci) v Qupepa (Albrecht
Diirer), Hucy Texwnu Konupatby nojasHor, Beh cy ycneBanu ja
yOaXHy XMBOT CBOj/M BI31jaMa, YMME je tbUXOBO CTBApanaLUTBO
ycneBano Aa AoCerHe OKBUpe (aBplUeHCTBA. AKO MoCMaTpamo
MpUpoay Kao 0TeNoTBOPeHU UAean, UnaK nocToji U3BecHa Jo3a
penatuBuUTETa Y /byCKOM ONaXarby Koja je pa3nuumTa KOg cBake
WHAMBWAYe, Te Ce NOCTaB/ba NUTakbe (BPCUCXOJHOCTM MUMe-
TUYKOT (peanucTUuHor) u3pasa.

Mumesucy apxutexTypu

[Tpasa apxumexmypa je ysex peghniexc npocmopa. be3 063upa kad
je Hacmana, oHa je makea kao 0a je mamo odysek (Anew
Boodonusey).

C 0631pom A apxuTeKTYpa, 33 Pa3niKy Of 0CTaNX YMETHOCTH,
“Ma MHoro Befiln CTeneH orpaHuyetba, YCIOBIbEHa je MECHUM U
BPEMEHCKIIM GaKTOpMMa, NOCTaBIba Ce NUTakbE A JIN je yonLuTe
Moryfie ofiBojUT Ce 0 MUMe3NCa, jep objekaT mopa Aa byne
npunaroheH notpe6ama KopucHuka Aa 6u ce yoniwTe Morao
Ha3BaT apxuTekTypom. (Tora MOXeMO KOHCTaToBaT! ja je
MUMe3NC (Hajlumpe cxBalieHo) y CyLUTUHM CBAKOT apXUTEKTOHCKOT
J€Na, CaMo je NUTakbe LLMPUHE HEroBor TyMauetba.

OHor TpeHyTKa Kaja ce 3rpaja no3uumMoHupa Ha oppeheHo
MeCTo, MCNOWTYjy perynauuje v Apyri JIOKaLMOHW YCNOBM
(Mume3nc y wupem cMuciy), oteapa ce MoryiHOCT 3a npuMeHy
MUME3NCa Y YXKeM CMUCITY, Kao M acoLMjaTBHOCTH U eKcrpecije,
Koju ce ornedajy y apXUTeKTOHMYHOCTM OCHOBa M (acaja
(,MnacTuke” n matepujanusaumje).

3a Pa3nuKky oA onwTe YMETHOCTH, I'IOjaM MUME3NCa Yy apxu-
TEKTYpK C€ LUNPOKO TyMadu. Moxxemo I/I3£|,BOjI/ITI/I Tpu 0CHOBHE
KaTeropMje MUMETUYHOCTI:

1. Mumukpuja objeKTa npescTaB/ba Konuparbe enemeHarta
HEKOr CTUNA WA KOMMIETHUX apXUTEKTOHCKUX 06anKa u3
HENOCPESHE WIN LUMPE OKOSMHE.

2. Mumukpwja  oKOnMHe  nogpasymMeBa  BU3YeNHO
(jenuierbe UK ,HecTajaroe” y NPUPOSHOM UM BELITAYKOM
OKpy>etby — NpuHLUn demamepujanusayuje (Yapanufi, 2008).
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INTRODUCTION

Analyzing flaws in ideas and stylistic tendencies in architecture, it
may be noticed that many phenomena have been repeated in the
course of history in a more or less altered form. New ideas have
occasionally emerged with different possibilities for creating
architectural forms and contents, but they would very often
vanish at the very beginning, because they could not exist long-
term in given circumstances, i.e. they were not appropriate to that
particular time and space (Fig. 1).

Certain ideas have been more widely accepted and have managed
to develop into a new, pure and important architectural direction.
Such creative tendencies usually emerge out of nowhere, develop
quickly, experience their short culmination and then gradually
fade away over a long period (but almost never completely). Their
appearance and gradual extinction blend into a "grayness” of
parallel tendencies. In most cases, the emergence of architectural
tendencies is related to historical turning-points in which radical
social, economicand other changes take place. The cyclic character
of these tendencies has long been observed and considered to
have emerged in crucial and critical moments of the development
of architecture and art, when the conditions were ripe for defining
a new perception of the world and for establishing new forms
(Trifunovic, 1969).

If one tried to reduce the number of architectural tendencies to
only several basic ones, it would be possible to distinguish three
different elementary groups: a) inventive (creative); b) pragmatic
(rational); and ) traditionalistic (historical) architecture (Jencks,
1986).

In the mid-20th century, Herbert Read, an art critic, introduced
the thesis that art “is an expression of feelings of the certain
states of an individual’s intuition, perception or emotion” (Read,
1957). In the following text, we will attempt to make a relation-
ship between Read’s assertions about the existence of elemen-
tary creative factors in art - realism, idealism and expressionism
and the main architectural tendencies, with the aim of also indi-
cating the possible existence of elementary creative orientations
in architecture, which herein we will call: mimesis, associativity
and expression.

MIMICRY - MIMESIS

Mimicry (Greek mimikos - mimicking) represents a permanent or
temporary similarity of elements in shape, color or other external
properties with their surrounding, making it difficult to
distinguish between them, although there is no other connection,
except for these external similarities. The terms mimicry and
mimesis are often equated, although apart from their similarity in
meaning they are essentially different. The term mimicry is used
when talking about mimicking in nature, i.e. species that are
mimicking visual or other characteristics of each other, while the
term mimesis is related more to art terminology and represents
mimicking in a wider sense.

Mimicry in nature

Mimicry is not characteristic of people only, but it is found in flora
and fauna as one of the main principles of protection and self-
preservation in nature. The survival of the species depends on the
degree of their adaptation to the surroundings; whether they are
protecting themselves against vultures, or using mimicry for
capturing their food more easily. Mimicking is a natural trait of
human beings from their childhood. In this way, they acquire
their first knowledge about the surroundings to which they are
trying to adapt. The phenomenon of people trying to adapt to
their surroundings is known in psychology as introjection,
meaning the process of drawing objects into our subjective circle
of interest (Jung, 2003). Our famous geographer Jovan Cviji¢ also
wrote about this phenomenon, mentioning moral mimicry and
subservient mentality (rajinski mentality), which occur when
enslaved people equate themselves with their conqueror.

Mimesis in art

Something that is impossible, but probable, is more desirable than
something that is possible, but improbable (Aristotel).

Mimesis is one of the oldest antique principles, on which rests the
relation of artists and their work towards reality. Artwork is not a
copy of some model, a pale shadow of an idea, and what it
represents when it repeats or mimics is not an object but an
artifact or a fictional being (Cauguelin, 2005).

(n.02.

Mumetnuna kyha, Feevaghmore ([l. CtuBenc)
Fig.02.

Mimetic house, Feevaghmore (D. Stevens)

http://en.urbarama.com/project/mimetic-house



(n.03.

,3amarmeHa” 3rpapa, jesepo Neuchatel (Junep
u Ckoduauo)

Fir.03.

Blur building, Lake Neuchatel (Diller & Scofidio)

http://rebarcollective.wordpress.com/2009/10/

3. [pabemwe y pyxy mecta je OCHOBHM MPUHLMN KOHTEKCTY-
anu3ma, Kao HajBuLLEr HUBOA MIMe3e.

[pumepu Konupatba efemeHaTa Hekor CTUNA WK efiemeHaTa u3
OKpyetba uecTu ¢y y npakcu. Knacuyad npumep mumesuca
jaBIba ce KOA rpuKIX XpamoBa KOZ Kojux cy 06amLin npBOOUTHUX
XpamoBa npeBoheHn u3 1pBeTa y KameHW matepujan, y3
noJpakaBatbe CTUICKNX KapakTepucTuka. Y daHawre Bpeme
3aCTyname 0BAKBOT (TaBa (Be Makbe MMa OnpaBjatbe, (em y
(JlyyajeBMMa Kafja je HEONXOJHO Ja (e 0jaya LieNnoBUTOCT Heke
NPOCTOPHe Uni ambujeHTanHe LeNnHe, U TO aKo UMa 13y3eTHy
APXUTEKTOHCKY, KyNTYPHY WA HeKy Apyry BpefHOCT. YBoherbem
HOBUX CTWNCKUX KapakTepuctuka y Befioj mepu y Heku
3awTuhieHn ambujeHT, yMarbyje ce 3Hauaj 1 BpeAHOCT OpUr1Hana.

Jpyr BUA MMMETUYHOCTM jaB/ba Ce Kop objekata Koju cy BU-
3yeNHO KaMyGaupaHu 1 NPUBUAHO HECTajy Y OKpyxetby (cn. 2).
Mpumetbyje ce y cnyyajeBuma Kada ce u3 oppeheHor pasnora
(kanauuTet, HeogroBapajyfin nporpamcki caapxaji u cn.), He
MOXe YCNOCTaBUTU AMjanor a OKpyxewem. Y ToM cnyuvajy
Kopuctu ce ,unysuja” nematepujanusauuje, Tj. BU3YeSHO
HeyTpanucarbe BoyMeHa.

JenaH of nosHatux npumepa Aematepujanusauuje je HoBM,
peKoHcTpyncanu Aeo JlyBpa ca caapxajuma Koju cy cakpuseHu
UCNop My3ejckor nnatoa W €a [MaBHUM MPUCTYNOM Kpo3
Mpo3pauHy, CTakneHy nupamudy, Koja He OMeTa BU3ype ka
3awTuhieHom okpyxetby. Kop naBuboHa Blur Building, koju je
npenBuhen 3a ceetcky unoxdy Swiss Expo 2002. v u3BefeH Ha
jesepy y LBajuapckoj, ¢opma npuBuaHO Hectaje y o6naky
BOfieHe nape, Koja e BelTauku dopmupa oko dacase objekta
(cn.3).

KoHTekcTyanu3am y apxutekTypu je CTaB KOA Kora ce y NpBu nnaH
UCTMYe ToNepaHTaH OfHOC Npema OKpyerby (,8yXy Mecta”), U3
Kora ce Lpne MOTWBM M TPaX MHCMMpaLMja 3a CTBapanayko
AenoBatbe y npoctopy. OBaj NpUCTYN UMa Hajlumpe Tymauerbe
nojMa MIUMe3NC, YuMe ce Y BenuKoj Mepu npubnuxasa nojmy
acoumjaTUBHor.

(n.04.

Kyha na sogonagy, Mill Run (0. ]1. Pajr)
Fig.04.

Fallingwater house, Mill Run (F. L. Wright)

http://aaschorsch.com/_ae/01_
curriculum/06_3DDesign/3DDesign_Home.htm

Octapetba apxutekarte 0. J1. Pajra (£ L. Wright), no3xator no
NCTaHyaHoMm ocefiajy 3a CYWTUHY HEMOCPERHOT W LMper
OKpYyXetba, NpeAcTaB/bajy OANNYHe MpuUMepe OBAKBOT Kpea-
TvBHOr Bufera. MMonyT Jena Benukux MajcTopa MuUMe3smca
(Meonapaa n Mukenanfiena), Pajtoa kyha Ha Bogonagy (cn. 4)
He noapaxaBa AUPeKTHO OKpyXetbe 0Ko cebe, Be kopecnoHampa
ca fiyxom npupoge. Dopma objeKTa ce KackaZHo NPOBNauy Kpo3
Wwymy, eBouvpajyfin npukas okamerbeHe Boge koja ,Teue” Hu3
CTeHe.

COLIMJATUBHOCT

Acoumjaunja (nar. - Be3a, yapyxetbe, 6parcrao)

Acoumjaumja MUCIN je n3a3uBarbe MUCAM O jefIHOM NpeameTy
ycled mommmarba wnu noacefiarma Ha Apyra, Koju je
NpeTXoAHUM 610 y Hekoj Be3W, 06MUHO MO CAMUHOCTU WK
pasfuunToCTY.

AcoumjaTMBHOCT y NCUXONOTUjU

Acoumjaumje ce, Kao CneunduuaH BUA eCTETCKOr Omaxatba
O[JTyunBatba, MOTY jaBUTI Ha BMLLE KBANUTATUBHO PasnnuumuTIX
HaumHa. Y 3aBUCHOCTIN OF AYUHe Tpajatba JOXMBIbaja U AybuHe
KOTHUTUBHE aHanu3e, MOCToje TPU MOZYCa eCTETCKOr OMaXkarba,
Tj. HUBOA aHan3e BU3YENHUX, MOJMOBHUX 11 Ap. MHOPMaLUja,
Koja umajy yuewha y npouecy acoumpatba (Ozrerogufi, 1997).

X HuBO - nogpasymeBa npouec NojMOBHe U O0ONMKOBHe
(MNANQUKaLMje, MHCUCTUpatbe Ha fobpoj dopmu, Harma-
LUaBakby pUTMA, CUMETpUju 1 3naTHOM npeceky. OCHOBHa nAeja
0BOT HauWHa obpape jecte xapmoHuja u cknap (oTyaa v cioso X).
KorHuTMBHM npouecn Ha Kojuma Ce 3acHUBA 0Baj HUBO
acoLMjaTUBHOCTH, Y OCHOBM CY jefHOCTABHMjU U BPXI Y 0AHOCY
Ha npeocTana Jiga.

P HuBO - nogpasymesa npuHumun kufierba - pefyHaaHLe, Tj.
MOHOB/bEHUX MHdOpMaLKja, Kao 1 oborahere feTambuma u
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The controversy over whether or not the art should mimic nature
(Plato), and, if it does mimic it, whether it should transform a
concrete figure, thus creating an idealized type or paradigm
(Aristotle) which surpasses the reality, was waged in the same or
similar form until Modernism, when it was rejected with the first
avant-garde experiments. Since the very beginning of artistic
creativity until today, there have been many art movements
which have assumed the mimesis as a basic principle of creativity:
realism, naturalism, impressionism, hyperrealism, etc.

The essence of any movement based on mimesis is in the
aspiration to achieve a creative ideal which exists expressed in its
perfect manifestation so far only in nature. That is why great
masters of mimesis like Michelangelo, Leonardo da Vinci and
Albrecht Diirer did not aspire to copy the phenomenon, but
managed to breathe life into their visions, whereby succeeding to
reach perfection in their creativity. If nature is observed as an
embodied ideal, there is still a dose of relativity in human
perception that is different for every individual, thus raising the
question of the expediency of mimetic (realistic) expression.

Mimesis in architecture

True architecture is always a reflection of space. Regardless of when it was
created, it is as if it had always been there (Ales Vodapivec).

Considering the fact that in architecture compared to other arts,
the degree of limitation, which is conditioned by factors of time
and place is greater, the question arises as to whether it is at all
possible to depart from mimesis, because the structure must be
adjusted to the needs of the beneficiaries in order to be called
architecture in the first place. Therefore, it can be concluded that
mimesis (understood in its widest sense) is in the essence of each
architectural creation; it is only a question of how widely it is
interpreted.

Only when a structure is positioned in a certain place, and when
the regulations are met together with the other location
conditions (mimesis in its wider sense), there is a possibility of
applying mimesis in its narrower sense, as well as associativity
and expression, which are reflected in the layout and elevation
("plastics” and materialization).

Compared to art in general, the notion of mimesis in architecture
is widely interpreted. Three main categories of mimetism can be
singled out as follows:

1. Mimicry of structures means copying elements of a
certain style or complete architectural shapes from
immediate surroundings or a wider surrounding area.

2. Mimicry of surroundings implies a visual unity with or the
"disappearance” in the natural or artificial surroundings —
principle of dematerialization (Carapi¢, 2008).

3. Development in the “spirit of the place” (genius loci) is
the main principle of contextualism, as the highest level of
mimesis.

Examples of copying elements of a certain style or elements from
the surroundings are often found in practice. A typical example of
mimesis is found in Greek temples where original forms of
temples have been translated from the wooden into stone
materials by mimicking the stylistic features. Today, advocating
such an attitude is less justified, except in cases when it is
necessary to strengthen the wholeness of a spatial or ambience
entity, and only if it has an exceptional architectural, cultural or
some other value. By introducing new stylistic features to a
greater extent in some protected ambience, the importance and
value of the original is diminished.

Another form of mimetism occurs with objects that are visually
camouflaged and seemingly blend into the surroundings (Fig.2).
It is applied in cases when, out of certain reasons (capacity,
inappropriate program contents, etc.) it may not be possible to
establish a dialogue with the surroundings. In such a case, the
“illusion” of dematerialization, i.e. visual neutralization of volume,
is employed.

One of the well-known examples of dematerialization is the new,
reconstructed part of the Louvre Museum with facilities hidden
beneath the museum plateau and the main access through a
transparent, glass pyramid which does not disturb the view of the
protected surroundings. In the exhibition pavilion “Blur Building”,
which was built for the world exhibition Swiss Expo 2002 on a lake
in Switzerland, the form seemingly disappears in a cloud of steam
artificially created around the building’s facade (Fig.3).

(Contextualism in architecture is a viewpoint where tolerant
relationship to the surroundings ("spirit of place”) is brought to
the fore, from where the motives and inspiration are drawn and
sought after for creative action in the space. This approach
involves the widest interpretation of the notion of mimesis, thus
getting close to the notion of the associative.

Achievements of architect F.L.Wright, known by his refined
feeling for the essence of both the immediate surroundings and
the wider surrounding area, provide an excellent example of such
creative perception. Like the works of the great masters of
mimesis (Leonardo da Vinci and Michelangelo) Wright's house on
the waterfall (Fig.4) does not mimic its immediate surroundings,
but corresponds with the spirit of nature. The form of the house
cascades through the forest evoking an image of stoned water
“running” down the rocks.

SSOCIATIVITY

Association (in Latin — connection, association, brotherhood)

Association of thoughts means causing the occurrence of a
thought about an object as a result of mentioning or recalling the
other object, which has been in some connection with the
previous one, usually by its similarity or difference.
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Cn.05.

Hauuonanuu uentap ,Hemo”, Amctepaam (P. ljano)
Our.05.

National center Nemo, Amsterdam (R. Piano)
hmmn.//www.2nowumazec.com/ceapch/Hemo.hmmn

YKpacuma. (eH3MOUANTET 33 0BAKAB HAUNH OMaXatba U oany-
YiBatba (BOAM C€ Ha KONUYIHY, 6p0j [€Ta/bay cmmynaumjm, nmn
Ha bUXOBO NCTULAHE N YNENLIaBakbeE.

[l HUBO - BOAM Ka MUCTEPUO3HMjUM TYMaueHMMa 1 0f/yKama,
BEpPOBATHO, HAa OCHOBYy OTBapatba HOBOT  (CEMAHTMUKOT,
ecTeTckor) npoctopa 3a Beh BufeHo, CTora je 3a 0BakaB HaulH
omaxara M OANyuMBata MOTPEOHO HajBULIE BpeMeHa.
OceT/bMBOCT 33 0BAKaB JOXMBIbA] MW eCTETCKU U3Pa3 CBOAM ce
Ha CMoCcoBHOCT 3a BULLIECTOjHY M NapanenHy 06paay nHdopmaumja
MPUANKOM Koje ce MOjMOBM Koju Cy npeTxodHo Beh 6umn
carnefaHn, Buge Ha Apyrv HauuH. OBakaB HauMH acoLMjaTUBHOT
Buherba HajBuLLE ce NPUONMXABA yMETHUUKOM.

AcounjaTUBHOCT Y YMETHOCTH
YmemHocm He noHaswa 8UOLUBO, 0Ha YUHUY sudrsusumM (o Kne).

Mojam acoumjaTUBHOCTY Y YMETHOCTU MOXe OUTH BULLE3HAYaH, Y
3aBUCHOCTY 0/ acMeKTa carnefaBatba npobnema. CjefHe cTpaHe,
NocMaTpay AOXMB/baBa (Onaxa) yMeTHUYKO IeN0, TyMauM ra Ha
OCHOBY ,MeHTAJHUX CIMKA” Koje Cy YCKMaguwiTeHe y ymy U
ancTpaxoBaHe W3 MpeTXoAHor WckyctBa. OHe he JupeKTHO
YTULATU Ha HauuH obpaje omaeHux UHdopmaumja, Tj. Ha
npeno3HaBatbe oppeheHor npeameTa i teme. C apyre cTpaHe,
YMETHUK MOXe da NnyTem acouujauuja npeHece nocmatpauy
MOPYKY, Koja BpNO uecto 360r CMeLnPuUHOCT YMETHUUKOT
Buherba, Moxe OUTKH xepmeTuuHa (kao Ko [l Moayca).

3a 0By Temy 04 BAaXHOCTW je Cnyyaj Kaja ce acouujaumje
YMeTHUKa Y Matb0j unu Behoj Mepy Noknanajy ca acoLnjaTuBHIM
BuherbemM Nocmatpaya, WTo NpeAcTaB/ba jeaHO 0 OCHOBHMX
NUTaba OJHOGA YMEMHUK - yMemHUYko 0efo — npumanay
(nepyunujexm).

C 063upom fJa ce acounjaTUBHOCT Hanasu y Camoj CYLUTMHW
YMETHUYKOr HauMHa CTBapatba, BEOMa je TELUKO MOUCTOBETUTY
ofpeheHN YMETHUYKM npaBal, (a WCK/bYYMBUM NOSbEM
[AeNnoBatba acoLMjaTUBHOT 0XMBIbaja. Takohe, o4 Tpu HaBefeHe
acouujaTuBHe Kateropuje, AMCTaHTHU Mogyc (1) Hajsuwe ce
npubnuxaea ymeTHMUKom Bulewby, jep npeocTane Age
Kateropuje npeAcTa/bajy NpuMapaH  HauuH  onaxaja

Cn.06.

Aepoppom, JinoH (C. Kanatpasa)
Fig.06.

Airport, Lyon (S. Calatrava)

http://thedenverelement.com/tag/denver-international-airport/

(aupexTHUje acoumjaLmje). IMCTAHTHU MOBYC ACOLMjaTUBHOCTU Y
Hajefioj Mepu je U3paxeH KOA YMETHWUKMX (TaBOBA
KOHLIeNnTyannu3ma u cumoonu3ma, nytem ancrpaxoBara obnmka
11 M0jMOBa — Ufeanu3auuje.

AptxajmoBo (Rudolf Arnheim) nopefetbe Kopoose (Camille Corot)
,Majke ca getetom” u Mypoe (Henry Moore) ,[ie Gopme” To
A06po unycTpyje. Hanme, ApHxajm yka3yje Ha UCTOBETHOCT Tema
0Ba [IBa [ieNna 1 pasnuuuTe BULOBE acoLMjaTUBHOCTY KojuMa Cy
OHe u3paxeHe. Y o6a MpuUKasa OCHOBHA Tema je CaomuTeHa
CTPYKTYPASHAM CKeNeToM KOMMo3uLmje, noBujeHoM Qurypom
(majke) Koja ce 3aLITUTHUYKM HafBWja Had Matby dopmy (MK
JeTeTa), Koja je CTaTUYHO MoCTaB/beHa W 6naro Texu Behoj
dopmu (ApHxajm, 1985).

AcoumjaTMBHOCT y apXUTEKTYpH

[pumepu Koju Ha aleKBaTaH HaulH Npe3eHTYjy 0BO KpeaTus-
HO omnpederbetbe Y apXUTEKTYPU HUCY TONMKO YecTH, jep ¢y Y
BefiHK CyyajeBa y nuTaby 06jeKTU jaBHOT KapaKTepa (My3eju,
KyNTYPHU LEHTPU M (1), KOju UMHe Marbll [eo (BETCKOr
apxuTekToHckor doHpa. YobuuajeHu MeToan Kojuma ce
ApXUTEKTI KOPUCTe NPUANKOM CTBapatba HeKOT apXUTEKTOHCKOT
fiena cy NojMOBHO U GOPMaNHO acoLmparbe - CTunu3aLmja.

Crunmsaumja  noppasymeBa MoOCTynak Kojum ce  myTem
ancTpaxoBatba, Tj. M0jeiHOCTaB/bUBAkba NPOCTopa 1 06anKa Ao
dopmanHe cywTuHe, 6e3 HemoTpebHux Aetamba, ¢opmupa
MOTMYHO HOBA KOMMNO3MLMOHA LieNNHA, Koja je pasnnuuta oA
NpBOOUTHOT Y30pKa, anu Ha Koju y Befoj unn Maroj mepu
nopceha (Mapuhi, 2006). Cunsaumja cnaga y rpyny Gopmantmx
acouujaTMBHNX MeTofa, KOA Kojux ce CTBapanay 0aBu
UHTEpnpeTaLujom Bu3yenHux npeactasa. Moctynak nojMoBHor
acouyparba BoAY Ka Ay6rbum chepama cTBapanaukor 4enosarba,
MPUINKOM Yera HacTajy fena Koja y 06NMKOBHOM CMUCTTY Mory
OUTW y NOTNYHOCTY Pa3nuunTa y OBHOCY Ha OPUTMHAN, anu Koja
1Majy AMCTaHTHE, CEMAHTIYKe Be3e (a y30pOM.

Mehy ycnewHe npumepe acoumMjaTMBHOCTI MOTY ce CBPCTAT
Aena P. Mjana (Renzo Piano) (cn. 5) u Kanatpase (Santiago
(alatrava) (cn. 6), Koju uecto y CBOM pafly Kopucte 0BO
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Associativity in psychology

Associations, as a specific form of aesthetic observance or
decision-making, may occur in several qualitatively different
ways. Depending on the duration of emotional experience and
depth of cognitive analysis, there are three types of aesthetic
observance, i.e. levels of analysis of visual, phenomenal or other
information, which are involved in the process of associating
(Ognjenovic, 1997).

H level — implies a process of phenomenon and shape
simplification, insisting on a good form and emphasizing the
rhythm, symmetry and golden section. The main idea of such a
way of processing is harmony (therefrom the letter H). Cognitive
processes on which this level of associativity is based are basically
simpler and faster compared to the other two.

R level — implies a principle of decoration, redundance, i.e.,
repeated information, as well as enrichment with details and
ornaments. Sensibility for such a way of observing and decision-
making is reduced to quantity, number of details in stimulation,
or to their highlighting and beautifying.

D level — leads to mysterious interpretations and decisions,
probably based on opening of new (semantic, aesthetic) space for
“déja vu”. Therefore, such a way of observing and decision-making
is the most time-consuming. Sensibility for such an emotional
experience or aesthetic expression is reduced to the ability of
multi-layered and parallel information processing, whereby
previously perceived phenomena are perceived in some other
way. Such a way of associative perception is closest to the artistic
perception.

Associativity in art
Art does not reproduce the visible; rather, it makes visible (Paul Klee).

The notion of associativity in art may have a multiple meaning
depending on the aspect from which the problem is perceived. On
the one hand, the observer experiences (perceives) a work of art
and interprets it based on “mental images” that are stored in his/
her mind and abstracted from the previous experience. They will
have a direct impact on the way of processing the observed
information, i.e. on the recognition of a certain object or theme.
On the other hand, an artist may convey a message to the observer
through associations which often, due to specific artistic
perception, may be hermetic (as with D mode).

The case when the artist’s associations coincide to a lesser or
greater extent with the associative perception of the observer is of
importance for this theme, and this is actually one of the basic
issues of the relationship artist — work of art —percipient.

Considering that associativity is in the very essence of the artistic
way of creation, it is very difficult to equate a certain art
movement with the sole field of associative experience action.
Furthermore, out of the three associative categories, the distant
mode (D) is closest to artistic perception because the remaining
two categories represent a primary way of perception (or more
directly - association). The distant mode of associativity is to a

greatest extent expressed in artistic stands of conceptualism and
symbolism through abstracting shapes and phenomena -
idealization.

Rudolf Arnheim’s comparison of Camille Corot’s "Mother and Child”
and Henry Moore’s "Two Large Forms” best illustrates this. Namely,
Arnheim points out that the themes of these two works are
identical. He also points out the different forms of associativity by
which they are expressed. In both cases, the main theme is
communicated through the structural skeleton of the composition,
areclining figure (mother) which in a protective manner is bending
over the smaller figure (child), which is statically placed and
slightly moved towards the bigger form (Arnheim, 1985).

Associativity in architecture

Examples that in an adequate way depict this creative orientation
in architecture are not often found, because, in most cases, it is a
question of public buildings (museums, cultural centers, etc.),
which account for a smaller part of the world architecture stock.
Usual methods employed by architects in creating an architectural
work are phenomenon and form association - stylization.

Stylization implies a procedure by which a completely new
wholeness of the composition, different from the original model
but resembling it to a lesser or greater extent, is formed without
unnecessary details through abstraction, i.e. simplification of the
space and shape by reducing them to formal essence (Maric, 2006).
Stylization belongs into the group of formal associative methods,
whereby the creator deals with the interpretation of visual
perception. The phenomenon association procedure leads to
deeper spheres of creative action, during which works are created
that may be completely different compared to the original in the
sense of their shape, but which have distant, semantic ties with the
model.

Among successful examples of associativity are the works of Renzo
Piano (Fig. 5) and Santiago Calatrava (Fig. 6), who have often
employed this orientation in their work. The following works may
also be singled out: the Daniel Libeskind's Jewish Museum in Berlin
(Fig. 7), which may be considered as an expressive rather than
associative work, because the associations it carries are distant by
nature (abstract composition of the train), and the Frank Gehry’s
Guggenheim Museum in Bilbao (reminiscence of ships and one of
the ports from which the conquest of the New World has began), as
well as interpretations of birds with airport buildings, etc.

In most cases, the form is abstracted to the level of main elements,
lines or surfaces. In certain examples, and at first glance, it is more
difficult to realize what is the association which the form carries,
like in the example of the embassy of Nordic countries (Fig. 8)
where the common head office has been represented by an
embracing envelop and thus, unifying the dismembered elements.



(n.07.

JeBpejcku my3ej, bepnun ([./lubeckunn)
Fig.07.

Jewish museum, Berlin (D.Libeskind)

http://www.daniel-libeskind.com/projects/show-all/
jewish-museum-berlin/

onpenebetbe. Takohe, upgajajy ce: Jubeckunpos (Daniel
Libeskind) JeBpejckin my3ej y bepnuny (cn. 7), 3a Koju 6u ce npe
morno pefin Aa je eKCnpecuBHO Hero acoLmjaTMBHO eNo, jep cy
acoumjaumje Koje HoCu ca C0BOM ANCTAHTHe NPUPOAe (ancTpaKT-
Ha komno3uumja Bo3a) u lepujem (Frank Gehry) TyrenxajmoB
my3ej y bunbay (ceharbe Ha 6pogioBe 1 jeaHy oa NyKa U3 Koje cy
noyena ocajatba ,HoBor (BeTa”) u MHTepnpeTaumje NTMUA, Kaga
Cy aepoApOMCKe 3rpage y nuTarby u ap.

Y BefinHn ciyyajesa ce dopma ancTpaxyje 0 HUBOA OCHOBHMX
enemeHarta, IMHMja an noBpLUnHa. Y ofpeleHUM npumepuma
je, Ha npBU norned, Texe LOKYYMTW HA LTa je obnMKOM
acouupaHo, Kao Koa ambacaze Hopaujckux 3emMarba (cn. 8), rae je
33je[HNYKO CefuiuTe NMpefCTaB/bEHO OMHOM Koja 06aBWja U
yjeauibyje pawlunarene enemente.

KCMPECHJA

Ekcnpecuja wnu  ekcnpecuBHOCT (mat. expressio - u3pas,
U3paxaBarbe) NoapasymeBa jacHO U ayTEHTUUHO MCKa3VBatbe
KapakTepa 1 MYHOCTM MHAMBMAYe. YecTo je nonctoefinBarbe
eKkcnpecuje a NpaBLEM eKCMpecuoHn3ma, Kojem je rnaBHO
MCXOQMLITE W LW/b NPUKA3MBabe W U3paaBatbe OHOrA LUTO je
YHyTpaLLtboLLfy, cpuem v aywwiom, ,BuleHo” n fOXKUBILEHO, Tj.
u3paxaBarbem CyOjeKTUBHUX pacrionoxera u ocehara, 6e3
0CBPTa Ha KOHBEHLIMOHaNHe 1 ,00jeKTUBHE” BpeAHOCTH, CYA0Be
nuctuve (Byjaknuja, 1970).

Mojam eKCMPecuBHOCTY je y 0BOM TEKCTy MOCMATpaH Y mMpem
KOHTEKCTY, C HaMepoM [1a ce 06yXBaTe 1 OHe, Ha MpBI Mornes
Matbe BUA/bUBE MaHUecTaLmje KapaKTepa IMYHOCTH, Koje Cy
300r BOje UHTPOBEpTHe Mpupoge edemepHe. (Tora fie Jabe
6UTM peun o eKCTPOBEPTHO] U UHTPOBEPTHO] eKCMPECUBHOCTH, Tj.
0 eKcnpecujama npocTopa 1 061MKa, MACTN U Uaeja.

(n.08.

Komnnekc Hopawnjckux ambacapa, bepnun (beprep-+apkunen)
Fig.08.

Nordic embassy complex, Berlin (Berger+Parkkinen)

http://www.arcspace.com/architects/bergerparkkinen/cbmp_index.html

KapakTep 1 TemnepameHT IMYHOCTH

KapakTep jenvHke ogpeheH je xapMOHUYHUM OFHOCOM MCUXe 1
Oywe, Tj. CKynom (BUX OyHKUMja Koje dopmupajy jeaaH
MCUXONOLIKN TUM, Kao 1 HeroBoM MaHudectauujom npema
00jeKTy y OKONMHM, UNKM Camoj jeNUHKN Kao 06jeKTy, y Buay
[ylweBHe u3pasHe dopme - TemnepamenTa (Byjaknuja, 1970).

Mcuxonowkm Tun, no Jywry (Carl Gustav Jung), npeactasiba npu-
mep uin 0bpasal, npema Kome e Ha KapakTepucTyaH HauuH,
KOHCTaHTHO W3paX<aBajy OCHOBHE MCMXONOLIKe QyHKUMje Kao
LUTO Cy: MULLTbetbe, oceNarbe, 0CeT (CeH3UTUBMTET) U UHTYMLMja,
yMme jeauHKa fobuja oppeheHo, cneunduuHo obenexije. Tunosu
KOj1 Cy 3aCHOBAHY Ha OBUM NCUXONOLLKIM QyHKLMjaMa, Mory ce
Ha3BaTi: MIUCAOHN, oceRajHi, onaxajHu (OCETHM) M UHTUYTUBHY,
1 MOTY Ce NOENNTY MPeMa KBNUTETY Ha: paLlioHaNHe (MUCaoHM
n ocehajiu) n upaunoHanHe (oceTHu u WHTYuTUBHM). Mpema
KpeTatby M YCMepeHoCTH NCMXIUKe eHeprije (nubuaa) mory ce
M0jaBUTM Kao eKCTPOBEPTHI MW UHTPOBEPTHMU.

TemnepameHT npeacTaB/ba CKYN KapakTepucTuka jeaHe nny-
HOCTM, NyTeM Kojux ce MaHudecTyje 0AHOC teHOr NCUXONOLLKOT
TMNa npema o6jeKTMmMa y Cno/balmbOocTi, Kao W npema
HecBecHOM, Tj. 0bjeKTy y yHyTpawtocTh (JyHe, 2003). Hajnos-
HaTja 1 Hajuewhe KopuwheHa Tunonoruja je Xwnokpatosa
(Hippokrates), npema Kojoj ce TemnepameHTH MOry NOJeNuTH Ha:
KONePUYAH, CAH2BUHUYAH, (HAIe2MAMUYaH U MEaHXOUYGH.

BupoBu eKcnpecnBHOCTH

(C0631pom Aa je y nuTepatypu Beoma Mano nucaHo o BUJOBUMA
N3paxaBatba, y Aarboj aHanuu ocnoHuhiemo ce Ha Xunokparose
W JyHroBe (TaBoBe O KapakTepy NMYHOCTM, jep Cy jowl YBeK
aKTYeNHU 1 Hajnofo6HNju 3a Nojalliberbe eKCNpecuBHYX NojaBa.
HeonxofHo je pa3rpaHnumMTy, Aa NN Ce N0jaM eKkcnpecuje OAHOH
Ha TeMMepameHT CTBApaoLa WM Ha KapakTep apXUTEKTOHCKOT
gena. [lutame noBe3aHOCTM OBMX MOjMOBA je W3y3eTHO
KOMMNEKCHO M MpeBa3wunasi OKBUpe 0BOT paja, Mehytum, y
TeKCTY ce NPBEHCTBEHO MUCTN Ha KapaKTepHe 0cobuHe fiena Koje



Hophe Andupesufi/AY31/2011/ctpana 3-15/BusyenHin upas y apxutektypu

XPRESSION

Expression or expressiveness (Lat. expressio — expression) implies a clear
and authentic displaying of the character or personality of an individual.
The expression is often identified with the art movement of expression-
ism, whose main starting point and aim is to present and express what
has been “seen” or experienced in the inner eye of the mind, heart and
soul, i.e. to express the subjective moods and feelings without referring
to conventional and “objective” values, judgments and truths (Vujaklja,
1970).

The notion of expressiveness is herein considered in a wider
context with the aim to also comprise those, at first glance less
visible, manifestations of a person’s character which are
ephemeral due to their introvert nature. Therefore, we will discuss
below the extrovert and introvert expressiveness, i.e. expressions
of space and shapes, thoughts and ideas.

Person’s character and temperament

A person’s character is determined by a harmonious relationship
between the psyche and the soul, i.e. a set of functions forming a
psychological type, as well as its manifestation to the object in
the surrounding, or to an individual as an object, in the form of
spiritual expression - temperament (Vujaklija, 1970).

A psychological type, according to Carl Gustav Jung, represents an
example or pattern based on which main psychological functions
such as thinking, feeling, sensation and intuition are continuously
expressed in a characteristic way, whereby an individual acquires
certain specific characteristics. Types based on these psychological
functions are: feeling, thinking, intuitive and sensing types, and
may be classified according to the quality into: rational (thinking
and feeling) types and irrational (sensing and intuitive) types.
According to movement and orientation of psychic energy (libido),
they may be extrovert or introvert types.

Temperament is a set of characteristics possessed by a person
through which the relationship of his/her psychological type is
manifested to outer objects, as well as to unconscious, i.e. inner
objects (Jung, 2003). The best known and most often used
typology is the Hippocrates' typology according to which
temperaments are classified into: Sanguine, Choleric, Melancholic
and Phlegmatic.

Forms of expressiveness

Given that there is very little literature on the forms of expression,
we will hereafter rely on the Hippocrates’ and Jung’s views of a
person’s character because they are still valid and most suitable
for explaining the expressive phenomena. It is necessary to clarify
whether the notion of expression refers to the creator’s
temperament or to the character of architectural work. The issue
of how these phenomena are related is extremely complex and
beyond the scope of this paper. However, herein, it is primarily the
matter of “character traits” of the created work, i.e. how it is
interpreted; which does not explicitly mean that the creator also
has the same or similar character traits.

Therefore, we can recognize two main expressive personality

types:

a) Extrovert (choleric and sanguine types);
b) Introvert (phlegmatic and melancholic types).

The notion of choleric could imply a fierce and energetic
expression (Fig. 9), with a great dose of exaggeration and angry
and aggressive release of energy, due to which the shape becomes
crumpled, broken, split or cracked, whereby the edges and
fractures are brought to the fore as a main composing motive
(Palmier, 1995). Creation is spontaneous and accompanied with a
large amount of coincidence, with very little or no meaning. An
excessive extroversion is mostly initiated by a strong desire for
putting one’s self forward in relation to the surrounding —
principle of contrast. Rhythmicity, as any other repetition, almost
does not exist as it disturbs the unique quality of visual expression.
Dramatic and energetic quality is additionally intensified by the
contrast of colors.

Sanguine expression is cheerful, moderate and optimistic (Fig.
10), where liveliness and delightfulness of shape and space are
brought into the fore (Hrnjica, 1994). Expression of energy is
controlled with occasional accentuation, which by its nature may
be in the heat of the moment. Extroversion is a natural tendency
by which an object opens itself towards its surrounding and
engages in dialogue with it. Some of the main characteristics of
this expression are expressions of naturalness and the
spontaneous and arrhythmic composition which emphasizes a
playful form. The use of colors and materials is also in accordance
with the above stated.

It seems that the notion of phlegmatic is the farthest from
expressiveness. However, if there is a notion of expression of
thought, then anybody could be related to the phlegmatic
expression which, by its nature and at first glance, seems
expressionless (Fig. 11). It is characterized by a minimal and
visually barely noticeable expression of energy, while a great and
“unarticulated” power of thoughts and ideas, which is sometimes
feltinthe power of gesture, liesin its essence. Natural introversion
leads to deliberation and accentuation of a concept and idea over
objectivity (Jung, 2003). Abstraction, as well as the need for
harmony and meaning, to a great extent contributes to
mystification and thoughtfulness of statement. Colorism is
reduced and most often based on symbols.

Melancholic type is the opposite of sanguine type and is
characterized by deep and very strong feelings which are
pessimistic by their nature. Emptiness and reduction to ultimate
reality-limit (Fig. 12), as well as the need for introversion, are
deeply rooted in this expression and represent a prime “moving
force”, because the static quality and extra-temporal existence lie
in the essence of this expression. The power of melancholy
emotions is expressed in excessive abstraction and dema-
terialization, but not uncommonly, the monumental emotions
also occur as a thoughtful and formative counterpart. The use of
colorism almost does not exist, or occurs to a lesser extent, in the
form of a cold color tone scale.
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n.9.

Crata yentap, MUT (0. Fepu)

Fig. 9.

Stata center, MIT (F. Gehry)
http://www.flickr.com/photos/atelier79033/2769238162/

j& CTBOPEHO, Tj. KaKo Ce OHO TYMauu, LTO He MOpa eKCMUNTHO
JA 3HauM fJa (TBapanay Takohe Hema WMCTe WM CIMYHe
KapaKTepHe 0cobuHe.

I'Ipema TOME, MOMeMO0 Mpeno3Hatn [Ba OCHOBHA Tuna
eKCnpecnBHOCTH:

a) eKCTPOBepTHa (KonepuuHa 1 CaHrBUHINYHA);
6) WUHTpOBepTHa (pnermaTiyHa I MenaHxoNNyHa).

Mon mojMom KOmepUYHOr MOrao 6u ce CMaTpaTh XecToK u
eHepriyad u3pas (cn. 9), ca BeMKOM A030M NMpETepaHocTy,
GecHUM 1 arpeciBHUM Npaxtberem eHeprije, NPUINKOM yera
ce 00NMMK ryxBa, NOMM, Lena WAM Mmyua, yume ce MBULE W
dpaKTypa UCTUYY y MpBM NAaH Kao OCHOBHU MOTUBU KOM-
noxoBata ([Tamuje, 1995). (TBapatbe je CNOHTaHO 1 npaheHo
BENMKOM KOMMUMHOM CNyyajHOCTW, @ BeoMa mano mnu 6e3
3Hauetba. [TpekomepHa ekCcTpoBep3nja y YrnaBHOM MHULMPaHa
jaKOM erboM 3a UCTULAEM Y OZHOCY Ha OKONMHY —NpUHLMN
KOHTpacTUparba. PUTMUYHOCT, Kao 1 6uno KakBo NoHaBmbarbe,
roTOBO /ia He MoCToje, jep HapylaBajy YHUKATHOCT BU3YeHor
u3pasa. [lpamaTMyHoOCT 1 eHePriyHOCT AOAATHO Ce fojayaBajy
KOHTpacTUMa 60ja.

CaHrBUHUYAH 113Da3 je Beceo, yMepeH W ONTUMUCTUYAH (cn.
10), y NpBOM MNaHy je XMBaXHOCT M pa3urpaHocT obnuka u
npoctopa  (Xpwuya, 1994). Wcnomasatbe eHepruje je
KOHTPONMCaAHO, (2 NOBPEMEHMM aKLIeHTMParEM Koje Moxe utu
adekTBHe npupoge. EKCTpOBEpTHOCT je NpUpOfHa TeHAeHUM]a
Kojom ce o6jekat oTBapa mpema OKONMMHM M BOAM Aujanor ca
HOM. Heke of rmaBHUX OfSIMKA OBOT U3pa3a Cy WCKa3uBatbe

Cn. 10.

"Wozoco” anaptmanu, Amcrepaam (MBP/1B)
Fig. 10.

Wozoco apartments, Amsterdam (MVRDV)

http://scophy.com/category/architecture-mondays/

MPUPOAHOCTM 1 CMOHTAHA M apUTMUYHA KOMMO3MLMjA KOjoM ce
Harnawaea pasurpanoct dopme. Kopuwhetbe 6oja u Matepujana
je, Takofje, y CKnafly ca MPeTX0/HO HaBEAEHUM.

UnHn ce da je nojam ¢mermaTUYHOr Hajaibe 0f eKcnpe-
CMBHOCTM, MehyTIM, aKo NOCTOju Nojam ekcrpecije MUCIN, OHAA
6y ce (Bakako Morao Be3atu 3a dnermaTiyaH u3pas, Koju no
CBOj0j Npupoau, Ha NpBI Nornes, fenyje 6esuspaxajHo (cn. 11).
Onnukyje ce MMHMManNHUM UM BU3YeNHO jefBa MpUMETHUM
CKa3NBarbeM eHepritje, A0K Y Herogoj CyLUTUHW XM BeNnKa I
+HeunckasaHa” cHara MucM 1 ufeja, Koja ce noHekag oceha y
jaumnm note3a. lpupogHa WHTpOBep3Mja BOAW Ka MPOMALL-
JbEHOCTM W MCTULAtby KOHLENTa W upeje u3Hap objekTuBHOr
(JyHe, 2003). AnctpaxoBatbe, Kao 11 notpeba 3a XapMOHMjOM,
CKNafioM 1 3HauyerbeM, y BENMKOj Mepu AOMPUHOCH MMCTU-
duKaumjn 1 MmcaoHoCTu uckasa. Konopuctuka je ceepeHa u
HajueLufie 3acHOBaHa Ha cUM6ONUMA.

MenaHXonMyHo je 0N03WT CaHTBUHUYHOM W OAINKYje ce
Ay0OKIM 1 BeOMa jakim ocefiatbiiMa NecumMncTiyHe npupoge.
Mpa3HuHa M CBeAEHOCT A0 Kpajtbux rpaHmuua (o, 12), Kao u
noTpeda 3a MHTPOBEP3UjOM Y OBOM U3pazy Cy AY6OKO yKOpeHEHU
"l NPeACTaBIbajy OCHOBHE ,MOKPETaye”, jep je y CylTMHN U3pasa
CTAaTUYHOCT ¥ BaHBPEMEHCKO NOCT0jatbe. JaunHa CETHUX emoLinja
nCKasyje Ce MpeKOMEpHUM amncTpaxoBatbeM W Jemarepu-
janu3auujom, anu ce HEPETKO jaB/ba U MOHYMEHTANHOCT Kao
MWCaOHM M 067MKOBHM NaHaaH. Kopuwhetbe KonopuTa rotoBo
/12 He MOCTOjU, WK Ce jaBJba Yy Makb0j MepH, Y BUAY XNajiHe CKane
TOHOBA.
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(G RER

Mopryrancku naBumboH, Niucabon YnpasHa 3rpaga [luop-a,
(A. Cu3a) Tokuo (Ceyuma &
Fig.11. Huwuzaga)
Portugal pavilion, Lisbon (A. Siza) Fig.12.
http://www.mimoa.eu/projects/ Dior building, Tokyo (Sejima
Portugal/Lisbon/Pavilion%200f%20 & Nishizawa)
Portugal http://ookaboo.com/o/pictures/

topic/20926123/SANAA
Expression in art

Most of the authors dealing with art criticism equate the notion
of expressiveness with the art movement of expressionism,
which has not been only an art movement, but a vision of the
world with hopes, dreams and hatred. It has actually been a
special sensibility. In order to make a clear distinction between
these two phenomena, it is necessary to explain the main
characteristics of this art movement.

The very origin of the notion of expressionism is quite unclear. It
emerged for the first time around 1850 (Taits Edinburgh
Magazine), describing expressionists as those “who wish to
express a particular emotion” (Palmier, 1995). It has often been
the case that works of artists such as Henri Matisse, Wassily
Kandinsky, Georges Braque and Pablo Picasso, having some
features of expressionism, have been called expressionistic
artworks, and this has led to confusion. In France, artists with
expressive elements in their works have been called “cubist
artists” or "fauvists’, while in Germany they have been called the
"expressionists’, and in Italy the “futurist artists”. Kandinsky, for
example, makes a difference between his Expressionist period
and Cubist period and the period of transition to abstract art,
while the same phenomenon has also been observed with other
artists — visual characteristics of their works have been changed
(they belonged to some other art movement) but the kind of
expression, i.e. expressive features, have not been changed.

It is definitely certain that the term “expressionism” primarily
refers to works which have been considered to be reactionary in

the time when created and to works with rather clearly defined
attitudes towards themes and techniques (fierceness of
expression, denial of reality, abstraction, high intensity of colors
and lighting, furrowing, breaking, tearing), while a work which is
authentic and recognizable and which expresses the essence of
an artist’s personality and character may be called an expressive
work in its more general meaning.

If we consider things in this way, we will notice that the
phenomenon of expressiveness has existed in art since ancient
times, having culminated in a unique art movement -
expressionism in the beginning of 20th century.

In this context, we can say that certain works of Rembrandt,
(aravaggio, Jusepe de Ribera, J. M. W. Turner, Caspar Friedrich
David, or EI Greco represent spiritual precursors to expressionism
given that they possess a high level of expressiveness. We can
also conclude that notions of expressionism and expressiveness
also imply expression of thoughts and ideas, and not only
expression of emotions.

g) Expression in architecture

Expressionism in architecture occurred somewhat later than in
other arts (around 1913), although the idea of glass and steel
architecture was promoted earlier (in the mid-19th century).
Evidently, there is a similarity between expressionism (Glass
Pavilion designed by Bruno Taut and Crystal Crown designed by
Hans Poelzig) and Gothic architecture which has emerged out of



Hophe Andupesnhi/AY31/2011/ctpana 3-15/Busyentun u3pas y apxutektypu

Excnpecuja y ymeTHOCTH

BefinHa aytopa Koju ce 6aBe KpUTMKOM YMETHOCTW mMojam
eKcnpecuBHOCTH MouctoBefiyje a MOKPETOM eKCPeCoHN3Ma,
Kojuu 3anpaBo 1 Huje 6110 CaMO YMETHUUKM MOKPET, Hero Bu3mja
(BETa (a HajjaMa, CHOBMMa U MPXHama, 61o je jenaH nocebau
ceH3nbunuTet. [la 61 ce HanpaBuna jacHa AMCTUHKUUMjA 3Mehy
0Ba [Ba MOjMa HEOMXOAHO je YKPaTKo 06jacHUTM OCHOBHE
KapaKTepUCTIKe OBOT yMETHUUKOT NpaBLa.

(amo nopekno nojma ,ekcnpecuoHn3am” focta je HejacHo. lpau
nyT ce jama oko 1850. ropune (Taits Edinburgh Magazine),
03HauaBajyfin ekCMpecuoHUCTe Kao OHe ,KOji Xene fAa U3pase
nocebHe emouuje” (Mlanmuje, 1995). Yect je 6uo cnyuaj pa cy
[iena ymeTHuUKa Kao wro ¢y Maruc (Henri Matisse), KaHEuHCKu
(Bacunuii Kanounckuti), bpak (Georges Braque) w Tukaco (Pablo
Picasso), koja cy umana Heke Of OAJNKA EKCTIPECUBHOCTH,
Ha3BaHa eKCMPEeCMOHNCTAYKIM, LUTO je ZOBOAMNO 0 3abyHe. ¥
OpaHLycKoj Cy YMETHULN (A eNemMeHTMaA eKCPecMBHOCTI Y
(BOM 13pa3y Ha3mBaHu ,Kybuctuma” uan ,poBuctuma’, y
Hemaukoj ,ekcnpecuonnctuma’, a y Wranuju ,dytypuctuma”.
KaHAWHCKM HIp. pa3nunKyje CBOj eKCMPECMOHNCTIYKI NepUog o
KybucTuuKor 1 off Mpenacka Ha ancTpakTHy YMeTHOCT, 0K ce
UINYHA N0jaBa jaB/ba W KOA APYTUX YMETHUKA — HbUX0Ba Jena
Merbajy CBOje NUKOBHE KapakTepuctuke (npunagajy apyrom
npaBLy), a He Metbajy BpCTY u3pasa, Tj. WU3paxajHe
KapaKkTepucTuke.

(acBuM je M3BECHO 1A Ce TEPMUH eKCMIPeCoHU3aM NPBEHCTBEHO
O[JHOCY Ha Jiena Koja Cy CMaTpaHa peakLuOHapHUM 3a nepuog
(BOT HaCTaHKa 1 Koja Cy UMana npuanyHo jacHo AeduHucaHe
(TaBOBeE Y NOre/ly TemMa 1 TeXHUKa (ecTUHa u3pasa, nopuuate
peanHoCTy, ancTpakumja, xecTuHa 6oja n ocBeTibetba, 6pas-
[iatbe, IOMbetbe, Kufjatbe), 0K (e eKCMPecuBHIM, Y ONLUTIjeM
3Hauetby, MOXe Ha3BaTu [eno Koje je ayTeHTWUHO, mpenos-
HaT/bUBO 11 M3PaXaBa CyLUTUHY IMYHOCTI U KapaKTepa yMeTHUKaA.

YKonuko CTBapyu N0CTaBMMO Ha 0BaKaB HauuH, npumeTihiemo Aia
deHOMeH eKCNpecUBHOCTY er3uCTupa y yMeTHOCTI 0Off JaBHUH,
[ia 61 noueTkom 20. BeKa KyNMUHMPAO Y jeIMHCTBEH YMETHYKM
MOKpeT - eKCNpecuoHn3am.

Y Tom KoHTeKCTY, Moxemo pefin fa v oppefeHa fena PembpanTa
(Rembrandt), Kapasaha (Caravaggio), [le Pubepe (Jusepe de
Ribera), Tapuepa (). M. W. Turner), K. ©. laBuga (Caspar Friedrich
David) wnw En Tpeka (E/ Greco), npepcTaBIbajy AyXoBHe npeTeye
ekcnpecuonmsma, 003upom fa  nocedyjy BUCOK  CTeneH
eKCNpecuBHOCTH, a Takohe MOXKEMO 3aK/byuuTu Aa NojMoBY
eKCNpecuoHM3Ma U eKCNpecuBHOCTU MOJpasyMeBajy U u3pa-
XaBatbe MUCIN 1 Mfieja, @ He Camo U3paxaBatbe emoLyja.

Excnpecuja y apxutekTypu

EkcnpecvoHi3am ce y apxuTeKTypu jagiba HelwTo KacHuje Hero y
0CTanuM ymetHocTuma (oko 1913. rog.), uako je upeja o
APXUTEKTYpU Yenuka W C(Takna MpOMOBMCAHA 3HaTHO paHuje
(cpeamHom 19.8.).

EBUIEHTHa je CTMUHOCT ekcnpecnonnama (CmakeHu nasusboH
b. Tayta (Bruno Taut) w Kpucmanna kpyna X. NMenuura (Hans

Poelzig) w roTuuke apxuTekType, Koja ce jaBuna u3 Aybokor
MowIToBakba Npema roTMykom JemarepujanusosaHom Guhy u
Cpear-0BeKOBHOM rpalieBUHAPCTBY, Kao U3pa3y enoxe 3ajjojeHe
LYXOM 1 METaQU3UKOM.

i3pa3ute  npumepe  eKCMPecMBHOCT Y  apXUTEKTYpM
npefCcTaB/bajy Aena rotuke, 6apoka, vewwkor Kybusma, ceLecuje
1 eKCNpecuoHn3Ma, na ee J0 caBpeMeHnx npumepa hi-tech-a u
JeKOHCTpyKLMje.

MehyTim, nopes HaBefieHUX NpuMepa, NOCToj1 yuTaBa obnact
APXMTEKTOHCKOT CTBApanaluTBa, Koja y eKcnpecuBHOM CMUCTTY
Huje TOANKO OYMIefHa, jep je 3acHOBaHAa Ha MUCAOHOM U
MojMoBHOM u3paxaBaty (Bacuncku, 2008). OBakaB BuA
U3paxkaBatba noceayje BeNUKY HenckasaHy eHeprujy Koja octaje
(MyTaHa ~ OKOBWUMA  MmatepujanHor. [lpumepn  0BaKBor
(TBapanawTea Mory ce Hahi y npaBuUMMA KOHLENTyanu3ma,
cMM60NM3Ma U MUHUMANN3Ma.

3aKmyyak

AHanu3upajyfin ocHoBaHOCT PuaoBux TBpAHM 0 MOCTOjakby
OCHOBHUX CTBapanaykux onpegesberba y yMeTHoCTI (peanusma,
ngeanMama 1 eKkcnpecuoHusma), Koja cy 0OasmpaHa Ha
eneMeHTapHIM BIJ0BIMA ONaxatba Ko YoBeKa (mepuenumju,
UHTYMLMjU 1 eMOLWjk), HEOCOPHO Ce 0Na3l A0 3aKbyyka Ja
nocToju penauuja u3mehy oBMX onpedeberba U OCHOBHMX
C(aBpeMeHUX apXUTEKTOHCKUX TeHAeHLMja y CBETY, Koje je Kao
Te3y noctasuo Y. LleHKc.

Komnapaumja PupoBux u lleHkcoBux (TaBOBa [0BOAM /10
cnepehinx 3a K/by4aKa:

1. JepHo O OCHOBHMX CTBapanaukux onpefesberba, Koje ce
jaBma y ymetHoctw peanusma (Pug), a mpucyTHo je u y
MpaduyuoHANUCMUyYKUM TeHaeunjama y apxutektypu (LleHKc)
jecte MUMMKpPUYAH U3pa3 Unu MUMe3UC.

2. Wpeanusam y ymetHoct (Pup) M paumoHanucTuuKe
TeHpeHumje y apxutekTypi (LleHKc), 3acHoBaHe Cy Ha acouu-
jaTMBHOCTIA.

3. Ekcnpecionmzam y ymetHocT (Pup) M KpeaTuBUCTUYKe

TeHAeHUMje y apxuTekTypn (LleHKC), 3acHoBaHe cy Ha eKcnpe-
CMBHOCTM Kao CTBApaaykoMm onpefebetby.
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deep respect to the Gothic dematerialized being and medieval
architecture, as an expression of the epoch imbued with the spirit
and metaphysics.

Prominent examples of expressiveness in architecture are works
created during the Gothic and Baroque periods, periods of (zech
Cubism, the Secession and Expressionism, up to the contemporary
examples of hi-tech and deconstruction.

However, besides the listed examples, there is an entire field of
architectural creativity which, in terms of expression, is not that
much obvious because itis based on thoughtful and phenomenal
expression (Vasilski, 2008). Such form of expression has a great
unuttered power which remains hampered by the frameworks of
the material. Examples of such creativity may be found in
movements of conceptualism, symbolism and minimalism.
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architecture (Jencks) is a mimicric expression or mimesis.
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Creative orientation.
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