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PhD Rozalina POPOU&Z -Koskarova e-mail: rozalinapopovaS@gmail.com

Faculty of Pedagogy “StKliment Obridski” Skopje,
University “SS Cyril and Methodius” in Skopje

UDK 159.924.7:7.011

HISTORICAL BASICS OF AESTHETIC EDUCATION
AND CONTEMPORARY TENDENCIES

Aesthetic education together with: intellectual, physical, moral, work-
technical and emotional make up the complexity of the educational dimension
of the person. Considering the fact that man is not only homosapiens, but also
homo aestheticus it means that only he has the ability to notice, experience
and create beauty. That is why aesthetic education is an integral and necessary
part of personality development.

In the paper, we focus on two aspects: the historical-theoretical one,
where the development of the aesthetic education through social formations
is presented, and the contemporary one, where we emphasize contemporary
tendencies in European frameworks. In particular, the importance of aesthetic
education is realized through the fact that it contributes the most to the
development of student'screativity. Therefore, in the revised Key European
competencies adopted by the Council of Europe in 2018, artistic education
has an important place as: literacy, digital competencies, social competences,
personal etc.

As an integral part of every educational process, it is mostly expressed
through the teaching subjects: art as well as music education, dance, drama,
physical education, handcraft, but also through: an aesthetically designed
classroom, aesthetically designed textbooks, aesthetically designed schoolyards etc.

Key words: development, idea, theoretical foundations, aesthetic education
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ISTORIJSKE OSNOVE ESTETSKOG VASPITANJA I SAVREMENE
TENDENCIE

Estetsko vaspitanje zajedno sa intelektualnim, fizickim, moralnim, rad-
no-tehnic¢kim i emocionalnim ¢ini kompleksnost vaspitne dimenzije li¢nosti.
S obzirom na to da ¢ovek nije samo homo sapiens, ve¢ i homo estetikus, to
znaci da samo on ima sposobnost da uocava, doZivljava i stvara lepotu. Zato je
estetsko vaspitanje sastavni i neophodan deo razvoja li¢nosti.

U radu se fokusiramo na dva aspekta: istorijsko-teorijski, gde je pred-
stavljen razvoj estetskog vaspitanja kroz drustvene formacije, i savremeni, gde
se naglasavaju savremene tendencije u evropskim okvirima. Posebno se znacaj
estetskog vaspitanja ostvaruje kroz to $to ono najvise doprinosi razvoju kreativ-
nosti ucenika. Stoga, u revidiranim Klju¢nim evropskim kompetencijama koje
je Savet Evrope usvojio 2018. godine, umetnic¢ko obrazovanje ima znacajno
mesto kao: pismenost, digitalne kompetencije, socijalne kompetencije, li¢ne itd.

Kao sastavni deo svakog obrazovno-vaspitnog procesa, ono se najvise
izrazava kroz nastavne predmete: Likovno i Muzicko vaspitanje, Ples, Drama,
Fizi¢ko vaspitanje, Ru¢ni rad, ali i kroz: estetski uredenu ucionicu, estetski
oblikovane udzbenike, estetski uredeno $kolsko dvoriste itd.

Kljucne reli: razvoj, ideja, teorijske osnove, estetsko vaspitanje
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,ZZ oy. Paomusra H. JTusdex e-mail: lizdek.radmila057@gmail.com

Yuusepsumem y Hemournom Capajesy, Axademuja aurosnux ymjemnocmau y Tpeburny,
bocra u Xepyeeosuna

VIIK 7.038.55-055.2 (439.56)

EMITATUJA Y YCIIOBUMA PA3JIMIUTOCTU:
ITPOCTOPHA UHCTAJTAITUJA 2JKHBOT

Cgoje usmnarame 6asupahy Ha pagy 2Kusom (mpocropHa MHCTananuja,
2023), KOHIMIIMPAHOM W W3BENEHOM Yy PYPATHUM HU c1abo HacebeHUM
nozjpydjumMa cjeBepHe XepleroBuse. TamMomme HCKYCTBO U CBE OHO IITO MY
je MPEeTXOAMIIO, y IMIHOM U KOJEKTUBHOM CMHUCIY, YnHHhe TeMe/bHU MOTHB
obpahama. Bubeno y njenunu, oo he ¢ynxiponucarn xao TpociojHa
KOHCTPYKIMja, ypeheHa BpeMEHCKU M IPOCTOPHO, 3HAYAJHO HCIIPEILICTEHA
C OKOJHOCTMMA KOHTEKCTA W HUHAMBUAyanHHMX crama. [Ipsu je Besan
banckomhy cTBOpeHOM y roguMHaMa OfpacTama. Y KOHTAKTY C HPOCTOPOM
Y E€rsucCTeHIMjaMa TAMOUIBUX JKEHA, KOje Cy Ce 3HAYajHO PasaMKOBAJE Of
HAYMHA Ha KOjU CaM y TO BPHjEME JKUBjEIa, HapTHannpajth y OHJAIIKHEM
Mmogeny ypbanoctu. To 6u Ouma uHHMIMjaaHA Tauka, OHA IPBA, JOHEKIE
3adyJHA EMIIATHjA TIPEJ CAUYHKUM, a OIET PasanduTuM. Ta Me je Gummckocr,
Kao Beh speny ymjeTHuILY, AelieHHjaMa HAKOH BPATHJIA Y TOTOBO MCHTHYAH
ambujent. JKeHe, M3BaH CaBPEMEHOCTM U HEHUX YCUBEHUX TOKOBA,
EMIIATUjCKU Cy BE3aHE 33 CAMY METOJIOJIOTH)Y M MOj JIMYHM CTaB O HMMA U
yMjeTHUIKOM Tparamy. Ipehu cnoj pemanumonu je no xapaxrepy. Cauniben
j€ Ofl peakuuja MocMaTpada CyOueHHUX C L[jETMHOM Pajid UM TOje[UHAYHUM
objextnma, pororpadujama u Bugeo-caummma Kusoma. O cakoj of rope
CIIOMEHYTHX 4nbeHHIIa roBopuhy moxaoco6, obpahajyhu naxmy Ha ogHoce
usMely pasmuduTHX aKTepa U CafpIKajHUX eJeMEHATa, ¥ TO HAa HaduH fa hy
CBE ITPOMjEHE Y EMIIATUjCKUM MOMEHTHUMA MAXKJBMBO M3IOXKMTH U OCTABUTH
y o,umBapajyhe penanyje.

Kibyune pean: Xepyezosuna, npocmopna urcmasrayuja, sere, scugom
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Doc. Radmila N. Lizdek e-mail: rozalinapopovaS@gmail.com

University of East Sarajevo, Academy of Fine Arts in Trebinje, Bosnia and Herzegovina

EMPATHY IN THE CONDITIONS OF DIVERSITY:
SPATIAL INSTALLATION THE LIFE

This presentation is based on my artwork The Life (spatial installation
2023) which was conceived and executed in rural, sparsely populated areas of
Northern Herzegovina. The experience achieved there and everything that
preceded it in a personal and collective sense will form the basic motive of
my reference. Seen as a whole, it will function as a three-layer construction,
temporally and spatially edited, significantly intertwined with the
circumstances of the context and personal states. The first level is bind up to
closeness that was made in the years of growth in contact with the space and
existences of local women which differed a lot with the way I used to live at
that time, participating in the urban model of the time. That was the initial
point, the first one, up to a point an odd empathy in the front of the similar,
yet different. That nearness, got me, as an already established artist, back to
almostidentical ambient. Women, outside modernity and its affected streams,
are bonded emphatically to the methodology itself and to my personal attitude
about them and artistic research. The third layer is relational by its nature. Itis
composed from the reactions of the viewers faced with wholeness of the work.
I have delivered it in the form of photographs of objects and video works in
integral artwork piece The Life. I will talk about each of the above mentioned
facts separately, paying attention to the relationships between different actors
and content elements, in such a way that I will carefully expose all the changes
in empathic moments and place them in the appropriate relationships.

Key words: Herzegovina, space installation, women, life

15



,ZZ p Top&mm IIDy]%/LO e-mail: gordana.grujic@au.unibl.org
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YIK 78.036 + 781.22 A. ITlenbepr

INEHBEPIT'OBA EMITATUJA KA TPAJUIITUJU: MY3NYKA
CHUHTAKCA Y JOJEKA®OHHM YCIIOBUMA

Honexadponuja je HaBena OpojHe aHATUTHYApE [a H3HECY CBOje
MUIIUBEEE, T€ j& CTOra CBAKOM AHATUTHYAPY KOMOMHOBare MHOrOOPOjHHX
HaIMCa Ha JaTy TEMY Ca COIICTBEHUM aHATUTHYKYM Ca3HABUMA U 3aK/bYII[IMA
BesKu 13a30B. Maxo mocroju ycarmameno munusese aa je Apuong IHlenbepr
TpaguLroHanHe popMaiHe obpaciie KOMOMHOBAO ca JofeKapOHUM CafipIKajeM,
jomr yBujex ce 3aobmmasy MoOryhHOCT peuHTepIperalyje TOHATUTETHUX
CHUHTaKCHYKMX CTpyKTypa. OBaj pajg mMma ympaBo TakaB (OKYC, U JOHOCH
IPHUKA3 TPAJUIMOHATHUX CUHTAKCUYKUX CTPYKTYpa, KaO0 M NPHUKA3 HOBUX
CHHTaKCHYKMX CTPYKTYPa IIPOUBANITIMX U3 KAPAKTEPUCTHKA lofieKadoHwuje.

Ienbepr je nsa cebe ocTaBHO U OPOjHE TEOPHUjCKE HAIIKCE, 4 Y /§BA HABPATA
Ce JI0TAKAO aHAJIM3€e COTICTBEHMX Jijesa. ¥ muTamy cy Bapujasuje 3a opxecrap om.
31 u gpyru cras us Iygauxor kBaprera 6p. 3 om. 30 koju je yrmopeano ca araHum
craBom Morjaprosor Iyaaukor ksaprera 6p. 21 KB. 575 y He-aypy. Ha nurame
7a i je pomexapoHMja jejaH Off JIOTUYHUX U MPUPOJHUX HACTABAKA MY3HUKE
YMjETHOCTH MMHYJIUX BPEMEHA, UJIU j€ TO MOTIYHU IPEKU]] Ca TPAJMLIAjOM 1
npouwtonthy, ogrosop je gao cam Illenbepr rosopehnu ga ,Hukaga Huje 6uma
HaMjepa HM aKIMja HOBE YMJETHOCTU Jja JJOCTUTHE WJIM YaK YHMIITH CTapy
yMjeTHOCT, cBOjy nperxopuuiy (Cxospas, 1963: 657).

YremerseHO y HaBegHOM, OBaj paj he Ha OpojHuM mpHuMjepuMa u3
IMTenbeprosor gopeKapOHCKH MUCAHOT ONyca AePUHUCATH My3HIKY CHHTAKCY
y YCJIOBMMA BaH TOHAIUTETa. Mysnuka cMHTaKca y 101eKapOHCKIM yCIOBUMA
IIOCTOjH, OHA je peArsajHUpaHa yobe ynorpebe nonekaponuje. Taxobe je n
€BOYJIMPAJIA U CAZIPYKU HOBA CHHTAKCUYKA Pjellerha, AT Ce YMHOTOME OC/Iakha
Ha TOHATUTETHY My3UUKY CHHTAKCY.

Koyane pean: Apros Illenbepe, mysuuka curmarca, dodexagponuja
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PhD Gordana ijz'c' e-mail: gordana.grujic@au.unibl.org

University of Banja Luka, Academy of Arts, Banja Luka, Bosnia and Herzegovina

SCHOENBERG’S EMPATHY FOR TRADITION: MUSICAL
SYNTAX IN DODECAPHONIC CONDITIONS

Dodecaphony has prompted numerous analysts to share their opinions,
making it asignificant challenge for each analyst to combine the many writings
on the topic with their own analytical insights and conclusions. Although there
is a general consensus that Arnold Schoenberg combined traditional formal
patterns with dodecaphonic content, the possibility of reinterpretation of
tonal syntactic structures is still often overlooked. This paper focuses precisely
on that, presenting both traditional syntactic structures and the new syntactic
structures that emerged from the characteristics of dodecaphony.

Schoenberg also left behind numerous theoretical writings, and on two
occasions, he analyzed his own works. These are the Variations for Orchestra,
Op. 31 and the second movement from the String Quartet No. 3, Op. 30,
which he compared to the slow movement of Mozart’s String Quartet No. 21,
K. 575 in D major. In response to the question of whether dodecaphony is a
logical and natural continuation of the musical art of past times or a complete
break from tradition and the past, Schoenberg himself stated that “it was
never the intention nor the action of new art to achieve or even destroy the
old art, its predecessor” (Skovran, 1963: 657).

Based on this, the paper will define musical syntax in non-tonal
conditions using numerous examples from Schoenberg’s dodecaphonic
works. Musical syntax in dodecaphonic conditions does exist; it has been
redesigned due to the use of dodecaphony. It has also evolved and includes
new syntactic solutions, but it still largely relies on tonal musical syntax.

Key words: Arnold Schoenberg, musical syntax, dodecaphony
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PhD Alexandra Ivanova e-mail: alexivanova@yahoo.com

Department of architecture, University of Structural Engineering and Architecture
“Lyuben Karavelov”, Sofia, Bulgaria

PhD Ivanka Marinova e-mail: m_vania@hotmail.com

Department of architecture, University of Structural Engineering and Architecture
“Lynben Karavelov”, Sofia, Bulgaria

UDK 7.01:616.8

MENTAL FUNCTION REFLECTION UPON LIVING
ENVIRONMENT COLOR PERCEPTION AND
INTERPRETATION: CASE STUDY

In all its forms art represents the mind of its creator. This is no less
true in treatment of psychological and neurological disorders than it is in
the analysis of established artists such as Zlatyu Boyadzhiev and Willem de
Kooning. The major areas of this research in creativity have centered on
neurological disorders, especially with stroke or frontotemporal dementia. In
fact, creativity may be maintained even while the neurology of an individual
is being transformed or degraded through neurological disorders.

Keywords: right hemisphere, art, neurological disorders
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Dr Ivanka Marinova e-mail: m_vania@hotmail.com
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Softja, Bugarska

REFLEKSIJA MENTALNE FUNKCIJE NA PERCEPCIJU BOJA
ZIVOTNE SREDINE I INTERPRETACIJA: STUDIJA SLUCAJA

Umetnost predstavlja um svog tvorca u svim njegovim oblicima. Ovo nije
ni$ta manje ta¢no u le¢enju psiholoskih i neuroloskih poremecaja nego u analizi
poznatih umetnika kao $to su Zlatju BojadZijev (Zlatyu Boyadzhiev) i Vilem de
Kuning (Willem de Kooning). Glavne oblasti ovog istraZivanja kreativnosti bile
su usredsredene na neuroloske poremedaje, posebno kod mozdanog udara ili
frontotemporalne demencije. U stvari, kreativnost se moze odrzati ¢ak i dok se
neurologija pojedinca transformise ili degradira kroz neuroloske poremecaje.

Kljucne reli: desna hemisfera, umetnost, neuroloski poremecaji
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UDK 7.01:616.8
SOCIETY OF MIND

I look at a brownish-red surface up close, very close, to the point that
my eyes almost touch it. I don’t focus on anything. I decide to move away a
few centimeters so I can see better and observe its irregular, grainy texture,
with some reliefs and depressions. I remain concentrated for two interminable
minutes. Then I get bored and move away a little further: enough to notice
that this surface takes on a rectangular shape, enclosed by a lighter, ocher-grey
border. I realize it’s a brick. Who would have thought? I take three steps back
and the brick becomes a set of bricks, that is, a wall. It’s not enough for me. My
cerebral cortex wants to know and translate that information. I retreat twenty
meters, keeping my eyes closed. I counted one, two, three to twenty, then looked.
The wall belongs to a bridge. On one side is limbo, on the other awareness. The
architect named that bridge: amygdala. This is what is written on the tourist
sign of the city of Verdana: Limbic Area, Amygdala Bridge, Neocortex. A
river of emotions flows below, in the current. ’'m on this side, in a peripheral,
messy and primitive region: pre-reptilian, and I'm interested in going further
and exploring the world. I head, step by step, towards the limbic area where
my journey begins. I take the bridge towards its center. There is a customs that
forces me to present my documents. Name, surname, gender, address. While I
wait for the green light, I look over the edge and watch the current of emotions
flow and disappear into the distance. I see the reflection of my face in the waters.
It’s me and I recognize myself. The features belong to me: the small mole on the
lower right, the thin scar on the forehead. I mirror myself. At one point a small
leaf that was floating on the surface stopped above my left eye, taking its place.
Replacing it. An insect lands on it and remains suspended with the reflections of
light above its wings. A fish runs and eats him. I'see it. “You can go.” the customs
officer tells me “Cross and concentrate.”

Key words: travel, mirror neurons, limbo, cortex, art
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DRUSTVO UMA

Gledam braonkastocrvenu povrsinu izbliza, veoma je blizu, do te
mere da mi je o¢i skoro dodiruju. Ne fokusiram se ni na $ta. Odlu¢ujem da
se odmaknem nekoliko centimetara da bih bolje video i posmatrao njenu
nepravilnu, zrnastu teksturu, sa nekim reljefima i udubljenjima. Ostajem kon-
centrisan dva beskrajna minuta. Onda mi dosadi i odmaknem se jo§ malo:
dovoljno da primetim da ova povrs$ina poprima pravougaoni oblik, ograden
svetlijim, okersivim rubom. Shvatam da je u pitanju cigla. Ko bi to pomislio?
Vratim se tri koraka unazad i cigla postaje skup cigli, odnosno zid. Nije mi
dovoljno. Moj cerebralni korteks Zeli da zna i prevede te informacije. Povla¢im
se dvadesetak metara, zatvorenih ociju. Izbrojao sam jedan, dva, tri,... do dva-
deset, pa pogledao. Zid pripada mostu. Na jednoj strani je limbo, na drugoj
svesnost. Arhitekta je taj most nazvao: Amigdala. Evo $ta piSe na turistickom
znaku grada Verdane: Limbicko podrudje, Amigdala most, Neokorteks. Dole,
u toku, te¢e reka emocija. Ja sam na ovoj strani, u perifernom, neurednom
i primitivhom regionu: predreptilskom, i zainteresovan sam da idem dalje i
istrazujem svet. Krecem, korak po korak, ka limbickom podrudju gde pocinje
moje putovanje. Idem mostom prema njegovom centru. Postoji obicaj koji
me tera da pokaZzem svoja dokumenta. Ime, prezime, pol, adresa. Dok ¢ekam
zeleno svetlo, gledam preko ivice i gledam kako struja emocija tece i nestaje u
daljini. Vidim odraz mog lica u vodi. To sam ja i prepoznajem se. Karakteris-
tike pripadaju meni: mali mladez dole desno, tanak oziljak na ¢elu. Ogledam
se. U jednom trenutku mali list koji je lebdeo po povrsini stao je iznad mog
levog oka i zauzeo svoje mesto. Zamena. Insekt sle¢e na njega i ostaje zakacen
sa odsjajima svetlosti iznad krila. Riba tréi i pojede ga. Vidim to. ,Mozes i¢i€,
carinik mi kaZe. ,,Predi i koncentrisi se“.

Kljucne reli: desna hemisfera, umetnost, neuroloski poremecaji
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VIIK 75 M. Todoposuh (439.55)
JJEBOJYUILIA 13 BOCHE: MHUITA TOJOPOBU'H 1938.

Msnarame he 6utu Teme/beHO Ha HOBMHCKOj PEIPOAYKIMU CIIHKE,
ucedeHe us yaconuca Kena danac (1938). Y nuramwy je Jjesojunya us bocne,
capajescke cnuxapke Mune Tomoposuh. Heobumuna y wmmmocranumju u
TEeMATCKUM MMILUIAKALN]aMa, IPeACcTaBba Murys ayronoprper (yMeTHUIA je
Taja y IO3HUM TPHUJECETHM FOJMHAMA) U JOTIOjacHH aKT, yryhyjyhu Ha meny
TAJIAIIBY TPEOKYNanujy moprpeTuMa Managux Pomkuma/Iluramxm, xoje
Cy, K40 IITO je M yMETHHMIA CaMa, HacesbaBaste nepuepujy rpaga Capajesa.
Kao TaxBa, ciMka OTBapa HHM3 CYIITHHCKMX IIMTAKA, KOjad OATOBOPHMA U
TparameM 34 UCTHMA BOJIE Y HOAPYyUje 3HAYAjHO MIKUPE Off YMETHHUIIE U HEHHUX
buorpadckux orpaga. Kao gururomupana cmmkapxa, saspmmna je JIukosuy
akazemujy y 3arpely, y kinacu npodecopa babuha, 1926, u 6ysyhu na je 6mma
0301/BHO 06pasoBanHa 0coba, mocseheHa MOEPHOCTH BIACTHTE PEUH U fieIIa,
opynmapaia je y ambujenty rpaga, arpeba nnu Capajesa, u Mehy noMuHaHTHO
KOH3EPBATUBHUM KOJIETaMa TOKOM pBafeceTux. Jla OmcMo pasymenu meHe
OKOJIHOCTH, MOTyhe je u moTpeOHO moreaT: Ha MUPU €BPOIICKU aMOHjEHT.
Cmuxapxa Jlore Jlasepmraju u kmmxesnuna JKan Puc npepcrasmane cy
ynamsuse npumepe. bes pasymesama mehy xonerama, spyraaujy u nocsehery
YHUBEP3AIHCTUIKIM KOJOBHMA IIOCTOjarka, Muily je 3aTexsa onmTa mpoMeHa
COLMO-TIONUTHYKKX CTaHfappa tpupecerux. IllosuHmsam u dammcrruxe
npereHsuje ofbaipe Cy MpaKcy U Wpejy >KeHHHE MopjepHoCTH, a Muimy
IPHUHYAMIEC HAa HEKYy BPCTY CAMOHAMETHYTOT €r3HJIA Y CTApPOj MOPOAUIHO]
kyhu. Ty he xpajem fenenuje 0OHOBUTH CIMKAPCKY aKTUBHOCT, Beayjyhu ce
APYradnjoM, IIyHKTYaTHOM U BPJIO JIMYHOM EMITATHjOM 33 MAPTHHAIH30BAHE
IIeBOjKE jeJlHE ETHUYKE 3ajeJHUIIE, 32 CBOje pasymeBame OpujeHTa M 32 OHO
mTo je bocHa KOHaYHO MOCTaNa y BeHOj UMAarHHALIU]H.

Kiwyane pean: Muya Todoposuh, bocna, modeprocm, nepugepuja
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PhD Dra gan D. CVZ'IOOI"Z'C, e-mail: draganciboric@gmail.com

University of East Sarajevo, Academy of Fine Artsin Trebinje
GIRL FROM BOSNIA: MICA TODOROVIC 1938.

The lecture will be based on the photo-reproduction of Mica Todorovi¢’s
lost painting. Painted in 1938 and named The Bosnian Girl it represents
thematic and formal challenge. Self-portrait as well as nude it was produced
by her then art preocupation with poor and social marginalized young Gipsy
girls. Structured around similar existential position (Mica and young girls were
proudly cultivated by their lives as an outsider position) The Bosnian Girl
examines the wide range of the completely different conclusions. Graduated
in 1926 at the Fine Art Academy in Zagreb, Mica represented rational and
deeply modern being, genuinely different in comparison with her young
colleagues. Seriously connected to the idea of the New Woman (similar to the
artistic ambitions of then German painter Lotte Laserstein or literary aspect of
modernity represented by the shortstories of Jean Rhys) she was finally defeated
at the begining of the 1930s by the political and anthropological conservatism,
defending herself she returned from Zagreb in her old house in Sarajevo making
very subtle and deeply emphatic connection with local and already named girls.

Key words: Mica Todorovic, Bosnia, Modernity, periphery
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UDK 792.3,,19/20

OSJECAJNOST IZMEDU MIMEZE I STILIZACIJE:
PREDMODERNI I MODERNI TEATAR

Teatar, kao umjetnost u kojoj mimeti¢nost najocitije dolazi do izraza,
najintenzivnije je popriste i problema kako rijesiti prikazivanje ljudskih osje¢a-
ja. Ma koliko malo i u tom pogledu znali o nestalim teatarskim tradicijama, ne
moze biti sumnje da se i tu glavna razdjelnica provlaci izmedu tradicionalnog,
tj. predmodernog, i modernog teatra, kakav se stao radati na Zapadu u doba
baroka, da bi zreo oblik zadobio s naturalizmom. O tradicionalnom teatru
uopde mozemo ipak Stosta zakljuciti na osnovi sa¢uvanih teatroloskih teksto-
va, ali i prezivjelih vrsta, bilo izravno (razna kazaliSta juzne i jugoisto¢ne Azije
ili pak japanski no, sa statusom cak i klasi¢nog teatra), bilo neizravno (npr.
natya, klasi¢ni sanskreski teatar, u koji, uz teatroloske rasprave, uvid mozemo
dobiti i kroz zive dramske vrste u koje se on prelio, kao $to su juznoindijski
kathakali i katiyattam). Pokazuje se tako da, ma koliko nekom neobi¢no, a
zapravo sasvim dosljedno, i prikaz osjecaja podlijeze u predmodernom teat-
ru sveop¢oj nuzdi stilizacije, a za razliku, Stovise nasuprot modernom diktatu
mimeti¢nosti. Iznimku u predmodernom teatru mozda doista predstavljaju
jedino farse i druge komicne vrste, koje se izrazito oslanjaju na tzv. realnost.
Najtemeljitije je to obradeno u staroindijskoj teatrologiji, koja strogo razlikuje
— a nerijetko i suprotstavlja! — ,,stvarne®, svjetovne, psihicke osje¢aje (bhava)
od ,nestvarnih®, umjetnickih, estetiziranih (rasa). U takvoj perspektivi javlja
se i sasvim drugadiji niz pitanja: s kime, ili ¢ime, mi u umjetni¢kom djelu su-
osjeamo? Je li umjetnost imitacija vanjskog svijeta, ili imaginativno stvaranje
novog? Odgovor, i ovdje, predstavlja umjetnost kao bitno metafizicku disciplinu.

Kljuéne re€i: teatar, mimeza osjecaja, stilizacija osjecaja, predmodernost,
modernost
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The Juraj Dobrila University of Pula, Pula, Republic of Croatia

SENSIBILITY BETWEEN MIMESIS AND STYLIZATION:
PRE-MODERN AND MODERN THEATRE

Being the art in which mimesis acquires its most obvious expression,
theatre happens to most intensely include also the problem of representing
human feelings. Despite our limited knowledge of bygone theatrical
traditions, here too the main division certainly runs between the traditional,
i.e. premodern, and modern theatre (as evolving from Baroque through
Naturalism). Much can be inferred about traditional theatre from the extant
treatises in theatre studies, as well as from the still living forms (either directly,
like the classical Japanese nd or various forms from South and Southeast
Asia, or indirectly, like the classical Indian natya, partly surviving through the
forms it influenced, e.g. kathakali andkatiyattam). Perhaps surprisingly, but
actually quite consistently, in premodern theatre representation of feelings
also submits to the universal necessity of stylization, as opposed to the modern
dictate of mimesis. The farce and other comic forms significantly relying on
the so-called reality may truly be the only exception in premodern theatre.
The subject was most thoroughly treated in ancient Indian theatre criticism,
which sharply distinguishes — and not rarely opposes! — the “real”, worldly,
psychic feelings (bhava) and the “unreal”, artistic, aestheticized (rasa). Such a
perspective gives birth to a wholly different set of questions: who, or what, do
we empathize with in a work of art? Is art imitation of the outside world, or
imaginative creation of a new one? This is another area in which the answer
highlights art as an essentially metaphysical discipline.

Key words: theatre, mimesis of feelings, stylization of feelings, premodernity,
modernity
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UDK [159.942:7] 057.875

VIZUALIZACIJA EMOCIJE RADOSTI
KOD STUDENATA UMETNOSTI

Istrazivanje se bavi analizom vizuelnog prikaza radosti kod grupe stu-
denata vizuelne umetnosti. Uzorak ¢ini 110 ispitanika — studenata likovnih i
primenjenih umetnosti. Postupak: ispitanici su slobodno popisali li¢ne izvore
ose¢anja radosti, a potom su crtali svoju radost slobodnom tehnikom.

Analiza rezultata je kvalitativna i opisuje sadrzaj ose¢anja radosti. Rezul-
tati pokazuju da su studenti umetnosti otvoreni za ovu emociju, imaju visoku
produkciju u navodenju izvora radosti — u proseku se navodi Sest razloga.
Analiza sadrzaja pokazuje da su najéeséi izvori radosti poreklom iz socijalnih
odnosa i unutrasnjeg zadovoljstva. Najces¢i odgovori su: bavljenje umetnoséu
(crtanje/slikanje, muzika, ¢itanje, filmovi/serije); zatim socijalne relacije (porodi-
ca, prijatelji, decko/devojka, druzenje i interakcija sa ljudima); fizicko zadovoljst-
vo (hrana, posebno slatkisi i kafa); Zivotinje; priroda (prizori); ali i li¢ni napredak
i razvoj, bavljenje sportskim aktivnostima (treninzi, Setnje), putovanja, zabava
(drustvene i video-igrice) i subjektivna stanja i/ili emocije podeljene sa drugima
(ljubav, sreca, dobra energija).

Radost se najcesce prikazuje kroz kompozitni crtez. Najcesée se prikazuju
ljudi — sami ili u interakciji sa drugima, Zivotinje (pas, macka...), scene iz sva-
kodnevnog zivota, enterijer, priroda i apstraktne forme. Takode, radost se prika-
zuje i kroz pojedinacne objekte ili niz objekata koji predstavljaju izvore radosti.
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Najcesce se crta: hrana, pejzaz, prijatelji, Soljica kafe, sunce, knjiga, umetnicki
(slikarski) pribor...

Nalazi pokazuju da ispitanici sa lakoéom imenuju veéi broj izvora radosti.
Dozivljavaju je i kao li¢nu i kao prosocijalnu emociju u interakciji sa drugim
ljudima, prirodom i Zivotinjama. Cesto je povezana sa kreativnim aktivnostima
i razli¢itim objektima i oblastima iskustva — vide je kao deo samorazvoja. Najées¢i
prikazi radosti se odnose na svakodnevne situacije koje omoguéuju da se pojavi
ova emocija, $to pokazuje da se ova emocija vise vidi kao stalno prisutna prateca
dimenzija svakodnevnog iskustva, nego kao izuzetno stanje u izuzetnim okol-
nostima.

Kljucne reci: radost, vizuelizacija, konstruktivna osecagnost, prosocijalna emocija
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VISUALISING JOY IN ART STUDENTS

This research explores the visual representation of joy amongagroup of art
students. The sample consists of 110 participants — students of fine and applied
arts. Procedure: participants freely wrote down their personal sources of joy and
then drew their joy using free technique. The analysis of the results is qualitative
and describes the content of joy. The results show that art students are open to
this emotion, are productive in reporting sources of joy — on average, six reasons
are mentioned. The content analysis reveals that the most common sources of
joy stem from social relationships and inner satisfaction. The most frequent
responses are: engagement in artistic activities (drawing/painting, music,
reading, films/series); social relationships (family, friends, boyfriend/girlfriend,
socializing and interacting with people); physical pleasure (food, particularly
sweets and coffee); animals; nature (landscapes); as well as personal development,
engaging in sports activities (training, walking), travel, entertainment (social
and video games), and subjective states and/or emotions shared with others
(love, happiness, “good energy”). Joy is most commonly represented through
composite drawings. Most frequently, people are depicted — alone or interacting
with others, animals (dogs, cats...), everyday life scenes, interior, nature, and
abstract forms. Additionally, joy is also represented as individual objects or
a series of objects that symbolize sources of joy. Most commonly drawn are:
food, landscapes, friends, cups of coffee, sun, book, artistic (painting) tools...
The findings show that participants easily identify a larger number of sources of
joy. They experience it as both a personal and prosocial emotion in interaction
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with other people, nature, and animals. It is often associated with creative
activities and various objects and areas of experience — seeing it as part of self-
development. Themost commonsources of joy relate to everyday situations
that enable this emotion to emerge, indicating that this emotion is more seen as
a constant, accompanying dimension of everyday experience rather than as an
exceptional state in exceptional circumstances.

Key words: jo0y, visualization, constructive emotion, prosocial emotion
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»CTBAPAILE” EMITATHUJE KPO3 YMETHOCT

IIwp Hamer paja je ga MCIUTA ¥ aHAIU3UPA PA3TUYUTE €JIEMEHTE U
TeMe Koje Cy YMETHUIIU MOJIEPHOT 002 KOPUCTUIIU Y CBOJUM PaJOBUMA KaKO
6u xop mocmarpada npoOymuau ocehaj emmaruje. 3axBamyjyhu ncropuju
yMeTHOCTH, ¥ MoryhHOCTH cMO Ja yourMmo jkesby cBe Beher Opoja ymerHuka
Zla OBEKOBEYE U §04apajy oBaj peromen mybmuuu. [Toderak mogepHusanuje
HABEO j€ YMETHHUKE, HAPOYMUTO Of JApyre nojosuHe 19. Beka, Ja HamycTe
NPUKA3UBAKE MUTOJIOMKUX XEPOja U TEMA KOje€ C/IaBE XKUBOT, M OKPEHY
Ce OHMMA y KOjUMa IJIABHY YJIOTY UTIPajy obuuHU Tby Iy, cyoanajth ce ca
cBakogHeBHEM Hepahama. Ilopcraknyra gpymTBeHUM TpOMEHaMa, Koje Cy
y3[IpMaJie TEMEJbE EBPOIICKOT IPYLITBA, K0 U HE3ayCTaB/bMBUM ITOCIEAMLIAMA
UHJIyCTPHjCKE PEBOJIYLIMj€E, KOja j€ 3ayBEK IPOMEHMIIA YOBEIAHCTBO, OBA JKE/bA
j€ JoBeNa U O HEMUHOBHUX IIPOMEHA Y YMETHOCTH.

Kipyane pean: emnamuja, peasusam, undycmpujcxa pesosyyuja
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University of Nis, Faculty of Arts in Nis, Republic of Serbia
CREATING” EMPATHY THROUGH ART

Our paper aims to analyse different means and themes artists of modern
times have used to provoke the feeling of empathy in the viewer, by employing
them in artwork. Throughout art history we can witness the artists’ need to
capture and communicate this phenomenon to us, the observer, trying to
awaken the feeling of empathy in the spectator or capture and represent the
emotional state of his work’s subject. As the industrial era rolled in this need
increased and took on many life forms. The paper compares artistic elements
and subjects used to communicate and awaken this feeling. The artists’ need
to share and provoke such a feeling has culminated and is especially noticeable
from the time of Realism in art. This was when the artists started to represent
the other side of the medal, which does not illustrate deity-like war heroes
and mythical life-celebrating themes, but those in which ordinary people play
the role of heroes in facing everyday hardship of life and struggle to survive.
This was probably provoked by social changes which shook the foundation
of Europe’s society and by the unstoppable consequences of the Industrial
Revolution, which changed humankind, and art, forever.

Keywords: empathy, realism, Industrial Revolution
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VIIK 94(497.11)04/14 " Kocapa Teodopuma, xnes Josan Baadumup

MIPUHIIE3A 1 KHETUIbA KOCAPA TEOJOPUTA —
JEIIAH ITPUIMEP EMIIATHUJE

Jenuo on HAjCTAPUjUX OPTUHATHUX KIMDKEBHUX JeIa KOp Cp6a je
Kumauge Cs. knesa (xpawa) Baadumupa, snagapa lyxmse. OBo eto je cauyBaHo
y ckpahenom obmuky u yuero y Jemonuc nona /[ykwanuna. Hajcrapuju, mo
HaIlleM MUIIUbERY, TPUMEP eMIaTHje ucrnoskaBa Bragumuposa sxena Kocapa
Teopopura y XKutujy.

IToraknyra [lyxom Ceernm, oHa opyasu csome omy, napy Camyunmy
op Kora Tpaxu u jobuja GmarocnoB fma obube oxoBame saTBOpeHHKE U
oIepe BUXOBE HOTE M IVaBe. IbeHa mocera 3aToYeHHUIMMA, TIpake IJIaBE U
HOTY ITOKa3yje U IbEHY EMIIATH]y IPEMA OHUMA KOjH CY, Oe3 CyMIbe, HajHMDKH
apywrseru cnoj y CamynnoBoM napctBy. UuH mpamwa HOTY je M3BEJEH IO
yraepy Ha Xpucra. Pasnuke nmak uma: Xpucroc je mpao HOTe armoCTOIMMA,
a oHa OKOBaHUM pobujamuma. Mebhy muma je cpena Bragumupa xoju joj ce
VIMHU JIEII, CMEPaH, CKPOMaH, IIyH MYAPOCTHA U OOTrOIOIITOBAbA, 4 HErOBE
peun crabe op caha mepa. 3a cBojy emmaTujy 6usa Harpahena tume mro ce
ynaje 3a Bnagumupa, Bpahajy ce y Jlykimy 1 mocraje Bragapka — KHETHbA.

Kocapa apyru nyT mokasyje emMmarujy npema ceome cynpyry Bragumupy
Kazra HoBU b6yrapcku nap Biagucias, koju je ybro nperxonsor napa Pagomupa,
nosusa Bragumupa ga gobe xox wera. Bragumupa op ognacka kog Brnagucrasa
sagprkaBa Kocapa, xoja orBopeHo uckasyje 60ja3aH na he u on, men MYK, ouTu
ybujen xao Pagomup. 3ato oprasu xox Biasucnasa ga ako tpeba ona crpana,
a e Bmagumup.

Kipyune peun: Kocapa Teodopuma, xnes Josarn Baadumup, lemonuc nona
Hyxwanuna, seumuje, emnamuja

34



PhD D]Oi"d]é‘ N. D]@/e il e-mail: djordje.djekic@filfak.ni.ac.rs

University of Nis, Faculty of Philosophy, Nis, Republic of Serbia

PRINCESS KOSARA TEODORITA — AN EXAMPLE OF
EMPATHY

The Hagiography of Saint Prince (King) Vladimir is one of Serbia’s
oldest literary works. An abridged form of this text has been preserved and
is included in The Chronicles of the Priest of Dioclea. We believe that the
first example of empathy is shown in the Hagiography by Kosara Theodorita,
Vladimir’s wife.

Driven by the Holy Spirit, Kosara went to her father, Tsar Samuel, and
asked permission to visit his bound prisoners and give them a head and foot
wash. She demonstrates her compassion for those who are unquestionably the
lowest social category in Samuel’s empire by visiting the prisoners and cleaning
their heads and feet. The foot-washing ritual was carried out as an imitation of
Christ. However, there are differences: while Christ washed the apostles’ feet,
she washed the feet of the chained prisoners. She spotted Vladimir among
them and noticed him to be charming, modest, and full of wisdom and
reverence for God. His words were also sweeter than a honeycomb. She gets
married to Vladimir as a reward for her empathy and ascends to the position
of ruler-princess in Dioclea.

When the new Bulgarian Tsar Vladislav, who assassinated the previous
Tsar Radomir, invites Vladimir to see him, Kosara expresses empathy for
her husband Vladimir for the second time. Kosara prevents Vladimir from
visiting Vladislav, publicly expressing her concern that her husband will meet
the same fate as Radomir. To defend her husband and, if necessary, to take his
death place, she goes to see Vladislav.

Keywords: Kosara Theodorita, Prince Jovan Viadimir, The Chronicles of the
Priest of Dioclea, bagiography, empathy
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KOHUEITT EMITATHUJE 1 BB ETOBO UCITMTHUBAIBE HA
IIPUMEPY INTPUYE CBE BE TO HAPOJ IIO3JIATHTH
JIA3E JTIABAPEB'RA

Y papy ayrop nomasu op aHanuse mojma emmnaruje. IIpBo ysmuma y
003HUp MUPU XCPMEHEYTHIKH KOHTEKCT a4 3ATUM YIKU IICUXOJIOMKH. Y OBOM
APYTOM yKasyje Ha PasjMKy y OBHOCY Ha CUMIIATH)y U caXabeme. EMmarujy
TIOHEKAJ, BUAUMO K40 pasyMeBame M caocchame ca emonujama fpyrux, a
HAPOYUTO KA0 HACHTU(HUKOBAME Ca NATHOM Jpyre ocobe, a Caxabeme
Ka0 JKa/belhe 300r JIOMMX CTBAPH KOje Cy CE JeCHIIEe Apyruma, amu Oe3
HAIJIAEHOT HJICHTU(PUKOBAKA; JOK CHUMIIATHjy PasyMEMO K40 YOIIITEHO
TIOZPYKaBAkbe HEUMje CTBAPHU, 9ECTO Ha JIMIHO]j OCHOBH, TaKobhe Oe3 cHaKHOT
uneHTuuroBama. Huje cmoprHo ga y cBakopgHeBHO] yHOTpe6H JIIOJIA3U JO
CEMAHTUYKHX NPEKJIallaka OBHX IIOJMOBA, IITO j€ U PasyM/bUBO, HE CaMO
300r BUXOBE CeMaHTHYKe OIECKOCTH Beh U 3aTO INTO je KOHIIENT eMITaTuje y
TIICUXOJIOIIKOM CMUCJTY HACTA0 KACHUjE U Off CAKAJbEHA U Off CUMIIATH]E, 114 je
ZyTO HOCHO M HEKa HUXOBA 3HAYCH:A IIPE HErO IITO CE EMAHIIUIIOBAO Of 00a.
ITorom ayrop paga Ha mpuMepy KJIaCHYHE IPHIIOBETKE CPIICKOT PEaTH3Ma
mesetHaecTor Beka, Cse he mo napod nosaamumu Jlaze Jlasapesuha, ucniuryje
OIPYKUBOCT ¥ BPEAHOCT OBUX KOHIIENTYaIHUX JIUCTUHKIIM]A.

Kmyane peum: emnamuja, xepmeneymuxa, caoceharwe, caxcawewe, Jlasa
Jlasapesuh
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THE CONCEPT OF EMPATHY AND ITS EXAMINATION ON
THE EXAMPLE OF LAZA LAZAREVIC’S STORY
THE NATION WILL GILD IT

In the paper, the author starts from the analysis of the concept of
empathy. He first takes into account the wider hermeneutic context and then
the narrower psychological one. In the latter, he points out the difference
between sympathy and pity. We sometimes see empathy as understanding and
sympathizing with the emotions of others, and especially as identifying with
the suffering of another person, and pity as regretting bad things that have
happened to others, but withoutemphatic identification, while we understand
sympathy as generally supporting someone’s cause, often on a personal basis,
also without strong identification. It is not disputed that in everyday use
there are semantic overlaps of these terms, which is understandable not only
because of their semantic closeness, but also because the concept of empathy
in the psychological sense arose later from pity and sympathy, so it carried for
along time some of their meanings before he emancipated himself from both.
Then, the author of the work examines the sustainability and value of these
conceptual distinctions on the example of the classic story of Serbian realism
of the nineteenth century, The nation will gild it by Lazal.azarevié.

Keywords: Empathy, hermeneutics, sympathy, pity, Laza Lazarevic
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INPUCTYII TPAJUITMOHAJTHUM ITECMAMA
Y HACTABU COJI®EBHA CA IINJBEM YIIO3SHABAIHBA U
OYYBAIA TPAJUIITMOHATHUX BPEJJHOCTHN!

Mmajyhu y Bupy aKTyesqHO CTame KylType M YMETHOCTH Ha HallleM
IPOCTOPY, MOpaMoO mopByhu orpomaH 3Ha4aj KOju MysmdKko obOpasoBame
MMa 32 €CTETCKU pasBoj jAeue U obpasoBame Mysuukor ykyca. Kaga je y
NUTaky HacTaBa coiadeha y cucTeMy OCHOBHOr MysHYKOr 0OpasoBama
U BaCIMTaka, y TMPOILECY PpasBoja NpepepeHIHja MOXKEMO YOUMTH [IBa
NpaBIa. JeaH MojpasyMeBa YMETHHYKY MY3UKY KOjy YYECHMIIH Hajqemhe
H3BOJOEC Ha I/IHCprMCHTa.TIHOj HaCTaBu, a ﬂpyFI/I yHOSHaBaH;C nu HpI/IMCHy
TPAJIMLUOHATIHOT CTBAPAJIAINTBA, YMME CE€ OCTBAPyje jedaH Off ILM/bEBA
My3HYKOr 00pa3oBama KOjU CE TUYE O4YyBakha HAIMOHATHOT HICHTHUTETA,
HALIMOHAJIHE U CBETCKE KynTypHe Oamrrmue. Tpapgurmonanue mecme ce y
Hacrasu condeha najuemhe Beayjy sa mimahe paspene OMII, xaga ce kopucre
Ka0 MOJEM 33 ITIOCTABKY OCHOBHHUX TOHOBA, PUTMHYKHX BPCTa U QuUIypa,
WM 32 00pajly MeTOAUjCKUX 3axTeBa. MopaMo IPUMETUTH fia je 0Baj IIPOLeC
YCMEpEH MPBEHCTBEHO HA OCTBAPMBAME 33/]aTaKa MY3UYKOT OIMHCMEHABAMA,
TE y HEMY HEJOCTAj€ NETAbHUjE YIIO3HABABE HAPOJHOT CTBAPAIAMITBA KOje 6u
HpOGy,ZLI/IJIO MOTHBAIHjy YYEHHUKA JIa TEMEJbHUE YIIO3HA)y €JIEMEHTE HAPOJTHE
Mysmdke Tpaguiyje. CBeony cMO YMIBEHUIIE JIA YIEHUIM CBE MAFhe MO3HAjy
TPaJULIMOHAIHY IIECMY, KA0 U JIa CABPEMEHUM I€HEPALIUjaMa TPAJULMOHATIHU
HAIIeBU JIeayjy n3actapeno. [lpucTyn TpagunroHatHuM necMama Kojum ou

! Pap je Hacrao y oxsupy npojexra Orpanxa CAHY y Humy ,Mysuuxo Hacnehe
jyroucroune Cpbuje, caBpemMeHO cTBapaIamTBo U obpasosame ykyca” (O-10-17).
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ce menu HpI/I6J'II/I>KI/IO OBaj JKaHP yK/bydyje IPeACTaBbame aTMOcPepe y K0joj
cy oppehenn Hanesn opuruHanHO u3BoheHu (06udaju, IPUITKKe, TPASHULIHY,
f06a ropuHe U CI1.), y3 HACTOjambe Aa ce ,mpobyau’ emmaTuja mpema ocobama
KOje Cy Te HalleBe M3BOAMIE. Y TOM CMHUCIHY, IOCTAB/bA CE MHUTABE: fjad JIH
he pasymesame occhama HapogHux mesada sa Bpeme m3Bobema mecama y
pasmuduTHM nputuKaMa (re Tpeba nMaTH y BUAY A Cy U el y9eCTBOBaIA
y usBOhewy HameBa) MOSUTHBHO YTHUATH HA INPUXBATAkE HAPOFHOT
CcTBapasamTBa, mamhere ecama 1 OdyBambe My3HUdKe TPaULuje?

Kiyune peum: mpaduyuonaina necma, cosgpeho, mysuuka nacmasa,
emnamuja, 0bpasosare yKyca
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APPROACH TO THE TRADITIONAL SONGS IN SOLFEGGIO
TEACHING WITH THE OBJECTIVE OF PRESERVING
TRADITIONAL VALUES*?

Bearing in mind the current state of culture and art in our area,
we must underline the enormous importance of music education for the
aesthetic development of children and the education of musical taste. In
elementary music school solfeggio teaching, we can see two directions in the
process of developing preferences. One involves art music, which students
usually perform in instrumental classes, and the other is application of
traditional creativity, which achieves one of the goals of music education —
the preservation of national identity, national and world cultural heritage.
In solfeggio classes, traditional songs are most often associated with the
younger grades of elementary music school, when they are used as models
for setting basic tones, rhythmic types and figures, or for processing melodic
requirements. We must note that this process is aimed primarily at achieving
the tasks of musical literacy, and it lacks a more detailed introduction to folk
creativity that would motivate students to experience the elements of folk
music tradition more thoroughly. We are witnessing the fact that students
know less and less traditional songs. That music seems “outdated” to modern
generations. The approach to traditional songs that would bring children
closer to this genre includes the presentation of the atmosphere in which
certain songs were originally performed (occasions, holidays, time of year,
etc.) with an effort to “awaken” empathy towards the people who performed
those songs. In this sense, the question arises: will understanding the feelings

> The work was created within the project of the SASA Branch in Ni§ “Music heri-
tage of Southeast Serbia, contemporary creativity and taste education” (O-10-17).
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of folk singers while performing songs on different occasions (considering
the fact that children also participated in the performance of songs) have a
positive effect on the acceptance of folk creativity, memorization of songs and
the preservation of musical traditions?

Key words: traditional song, solfeggio, music teaching, empathy, taste education
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KMHECTETHUYKO MCKYCTBO U EMITATHJA Y
KJIABUPCKOM HM3BOBALITBY

KunecreTnyko HCcKycTBO, KOje CE OHOCH Ha CBECT O ITOJIOKAjy M KPETAHbY
71€7I0BA COTICTBEHOT TEJIA, X EMITATH]4, O HOCHO CIIOCOOHOCT 14 C€ EMOLIIOHATTHO
pasyMe mmrTa ;pyra ocoba JoXKHBIbaBa, Cy II0jaBE KOje y KIIABUPCKOM H3BODaruTBy
MMajy IpBOpaspesHu 3Havaj. F1sBohad mHTEpIIpeTHpa MysHIKO €710 TAKO IITO
TyMadu opHOC usMeby HOTHOT 3ammrca 1 usBoberma fena Kpos mpodurcaHe
TIOKpeTe PyKy, T3B. neppopmartusHe recrose. KommosuTop y maprurypy
3aIIUCyje HU3 KOPEOrpadCKUX ITIOKPETa KOjU Ce U3BOfE Y JePUHUCAHUM
IIPOCTOPHKM U BPEMEHCKHM oKBupuMma. KsBobheme nmogpasymesa Gpusmaky
peanuMsanyjy OBMX IOKPETAa KOjU KOMYHUIMPAjy KPO3 3BYYHE, BHUSYEIHE,
KMHETHUYKE U KMHECTeTHYKe ceHaanuje. Kunermdka eHepruja koja ce Hamasu
y sanucy neppOpPMATUBHOT TeCTa MMa MOTEHIHM)aT Ja CTBOPU cy6jeKTHBHe
KHHECTETHIKE CeHsanuje y cBectu usBobhada. Pexpempajyhu nHa Tenecmom
HUBOY 3aIIMCaHE TIOKPETE, usBohay OCTBapyje HajIUPEKTHHU]Y EMIIATUIKY BE3Y
Ca YYJIHUM ¥ EMOLIMOHAIHUM Ca[IP’KajEM MY3HKE.

HemocpeaHo KMHECTETHYKO M €MIIATHYIKO MCKYCTBO M3BOhEHa My3HKe
Jaje jefMHCTBEH KBAJTUTET HEHOM pasymeBamy. OBa Tesa eKCIUIMIUpaHA je
Ha npumepy [lebucujesor xmaBupckor mpeaupa ,lllTa je Bumeo samazHM
BeTap”, ONHCHBAKEM HCTPLKUBAKGA MYySHUKOT JeId KPO3 HMHAUBULYAIHY
usmuKy peanusanyjy HoTHpaHUx rectoBa. IToxasano je kaxo ocehaj kojum ce
TIEPLIUIKPA COIICTBEHH MOJIOXKAj TEJIA, TEKHMHA, HAIETOCT Muinrha i moKper
omoryhasa usBohady ma pasyme nepopmaruBHe rectoe. Pasymern ose
TIIOKPETE KPO3 COICTBEHO TEIECHO UCKYCTBO 3HAYH OUTH CBECTAH AYTCHTHIHOT
KuHecTeTHdKor ocehaja, popmupanor crenuuIHIM IPOTOKOM KUHETHIKE
eHepruje Kpos MpCTe, ImaKe, pyke u Teno usBobaua. Murepmperaruja
U3BEJICHUX TECTOBA KPO3 AHAJIOTHE KOTHUTUBHE MpeJcTaBe Popmupa y
CBECTH TI0Jb€ KOHOTATUBHUX 3HAYEHA KOje YKIbydyje ocehama u uzieje Koje ce
MOTy IOBesaTH ca uspasom recta. Ha Taj Hadun ce octBapyje ysuz y nybme
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CCH3UTHUBHEC CHOjCBC KOMHOSI/ITOPOBC MUCIN U cyrepI/Ime ce pCU,I/IHI/IjCHTI/IMa
HapaTI/IBHI/I HOTCHU,I/IjaII Aciaa.

Kibyune peun: x.1asupcro u3gohammaeo, nepgﬁopmamwﬂuzecm, KUHECTEMUYKO
UCKYCINBO, EMNATNULKA NOBESAHOCTI
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KINESTHETIC EXPERIENCE AND EMPATHY
IN PIANO PERFOMANCE

Kinesthetic experience, which refers to the awareness of the position
and movement of one’s own body parts, and empathy, which is the ability to
emotionally understand what another person is experiencing, are exceptionally
important phenomena in piano performance. The performer interprets the
musical piece by understanding the relationship between the notation and
the performance of the piece through profiled hand movements, the so-called
performative gestures. The composer writes the score as a series of choreographic
movements that are performed in defined space and time frames. Performance
brings the physical realization of these motions, which communicate through
sound, visual, kinetic, and kinesthetic sensations. The kinetic energy contained
in a notated performative gesture has the potential to create subjective
kinesthetic sensations in the consciousness of the performer. By recreating the
notated movements on a bodily level, the performer achieves the most direct
empathic connection with the sensory and emotional content of the music.

The immediate kinesthetic and empathic experience of performing music
gives a unique quality to its understanding. This thesis is explained using the
example of Debussy’s piano prelude “What the West Wind Saw” by describing
the research of the musical piece through the individual physical realization of
notated gestures. The way in which the perceived sense of one’s own bodily
position, weight, muscle tension, and movement enables the performer to
understand performative gestures is shown. To understand these movements
through one’s own bodily experience means to be aware of the authentic
kinesthetic feeling formed by the specific flow of kinetic energy through the
fingers, hands,arms,and body of the performer. Theinterpretation of performed
gestures through analogous cognitive representations forms in consciousness a
field of connotative meanings, which includes the feelings and ideas that can
be associated with the expression of the gesture. In this way, an insight into the
deeper, more sensitive layers of the composer’s thought is achieved, and the
narrative potential of the work is suggested to the recipients.
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Key words: piano performance, performative gesture, kinesthetic experience,
empathic connection
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E®EKAT YYEIbA CBUPAIbA HA YCBAJAFLE MY3UYKOT
3HAIbA U PA3BOJ BOKAJITHE PEITPONYKIIHJE CTYIEHATA

Y OKBHpY IEJaroImKor AeI0Bama Ha PasBOj MYSHUYKHX CIIOCOOHOCTH
YYEHHUKA Y Pa3PEAHOj HACTABU U CTUL[AhE MY3UUKOT 3HAHA, YECTO CE TOTEHLIUPA
YTHLAj BOKAJIHE PENPOAYKIMje HA YYEHE CBUPAkA HA HEKOM MHCTPYMEHTY,
YHME CE PasBUja CJIYIIHA MaXKH:a U IIOCPEJHO YTUYE HA PA3YMEBAHE MY3UUKUX
1ojaBa Kpos $peHOMeH emitaTuje. 3ab0paBbaMo fa ce KOj yIeHHKa ca c1abo
pasBujernM ocehajem 3a BucHHY TOHA IpHbEraBa CBUpaby Ha HEKOM Off ICYjUX
PUTMHYKUX HHCTPYMEHATA, 4 BPJIO OP30 U YK/bYIHBAkLY Y HOCTAB/bAIbE TOHOBA
Ha METaI0(OHY Y3 IIOBE3UBAME BUCHHE TOHA CA HOTHOM CIMKOM H 00joM.
Hakon gyrorogummer pazia y Mysuukoj Hactasu Ha [ Iegaromxom ¢axysmrery,
JOIJIO CE 10 MMITO3aHTHUX 3aKJby4aKa O CYIPOTHOM YTHUIIAjy IIPH BOKAJIHO-
MHCTPyMeHTAIHO] penpoaykuuju. Hawume, ¢ 06supom Ha To fma cy cTyaeHTH
KOjU Ce efiyKyjy Ha 0BOM aKyureTy y Bpamy mperesxso ocobe ca HefOBOBHO
PasBHjEHUM MySHYKUAM CIIOCOOHOCTHMA M CKPOMHUM MY3HYKHM 3HAHEM,
IPUMETHITH CMO Ja C€ MHTCHSUBHHUJIM BEKOAHhEeM HHCTPYMEHTA Ca JUPKAMA,
y3 HCTOBPEMEHO TIEBAKSE, JIAKIIE CAB/IA/IABA]y MEIOU]CKH TOKOBU U PUTMHUYKE
¢urype. OBakaB HAYMH CTUIIAKA TPAJHUjET MY3HYKOT 3HAHA U3HCKYje JETJbHU]Y
AHAJIM3y CUCTEMa Pajd y OBOM M3JIaramy. Y30paK je Beauku Opoj cryaeHaTa
IIOMEHYTOT paKyJITeTa y HepUoRy of fecerak roguna. OBuM ce Bepuduxyije u
CHCTEM Pajia y HACTABHOj TEOPH)HU U ITPAKCH.

Kiwyane peam: soxa.no penpodykosare, uHcmpymenmanno penpooykosare,
CIMULAE MYIULKO2 3HAMA, MYIULKE BEMIMUNE, MY3UYKA HACINABA
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THE EFFECT OF LEARNING TO PLAY ON THE ACQUISITION
OF MUSICAL KNOWLEDGE AND DEVELOPMENT OF VOCAL
REPRODUCTION OF STUDENTS

Within the framework of pedagogical action on the development
of students’ musical abilities in classroom teaching and the acquisition of
musical knowledge, the influence of vocal reproduction on learning to play
an instrument is often emphasized, which develops auditory attention and
indirectly affects the understanding of musical phenomena through the
phenomenon of empathy.We forget that students with a poorly developed
sense of pitch resort to playing on one of the children’s rhythmic instruments,
and very soon also get involved in setting the tones on the metallophone by
associating the pitch with the note image and color. After many years of work
in music teaching at the Faculty of Pedagogy, impressive conclusions were
reached about the opposite influence in vocal-instrumental reproduction.
Namely, given that the students who are educated at this Faculty in Vranje
are mostly people with insufficiently developed musical abilities and modest
musical knowledge, we have noticed that, by more intensively practicing the
instrument with drums while singing at the same time, melodic flows and
rhythmic figures are easier to master. This way of acquiring more permanent
musical knowledge requires a more detailed analysis of the work system in this
presentation. The sample is a large number of students of the aforementioned
Faculty over a period of ten years. This also verifies the system of work in
teaching theory and practice.

Key words: vocal reproduction, instrumental reproduction, acquisition of
musical knowledge, musical skills, music teaching
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INKLUZIVNA DIMENZIJA MUZICKOG OBRAZOVANJA?

Inkluzija u obrazovanju predstavlja klju¢an korak ka stvaranju drustva koje
prihvata i postuje razlic¢itosti. Ovaj rad istrazuje ulogu empatije u inkluzivnoj
praksi muzickog obrazovanja, naglasavajudi znacaj prilagodavanja pedagoskih
metoda specifi¢cnim kulturnim i socijalnim uslovima. Empatija se pokazu-
je kao klju¢na za izgradnju drustvenih i kulturnih mostova, omogucavajuci
svakom detetu da ravnopravno ucestvuje u kreativnom procesu i socijalnoj
integraciji. Cilj rada je da se sagledaju trenutno aktuelni i dostupni nacini u
muzickom obrazovanju koji doprinose razvoju svakog pojedinca, kao i da se
sagledaju metode koje bi se mogle primeniti u nasem muzi¢kom obrazovanju
kako bi ono bilo jos raznovrsnije i u¢inkovitije u pogledu muzicke inkluzije.
Zakljucak rada isti¢e vaznost razvijanja empatije kroz muzicko obrazovanje
kao klju¢nog elementa inkluzije, pokazujuéi kako lokalno muzi¢ko naslede
moze doprineti Sirem drustvenom ukljucivanju i unapredenju obrazovne
prakse u savremenom muzickom obrazovanju.

Kljuéne redi: inkluzija, muzicko obrazovanje, empatija, muzicko naslede

? Rad je nastao u okviru projekta Ogranka SANU u Niu ,,Muzic¢ko naslede jugois-

to¢ne Srbije, savremeno stvaralastvo i obrazovanje ukusa” (O-10-17).
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THE INCLUSIVE DIMENSION
OF MUSIC EDUCATION*

Inclusion in education is a key step towards creating a society that
accepts and respects diversity. This paper explores the role of empathy in
the inclusive practice of music education, emphasizing the importance of
adapting pedagogical methods to specific cultural and social conditions.
Empathy proves to be key to building social and cultural bridges, enabling
every child to participate equally in the creative process and social integration.
The aim of the paper is to review the current and available ways in music
education that contribute to the development of each individual, as well as to
review the methods that could be applied in our music education to make it
even more diverse and effective in terms of musical inclusion. The conclusion
of the paper highlights the importance of developing empathy through music
education as a key element of inclusion, showing how local musical heritage
can contribute to wider social inclusion and improvement of educational
practice in contemporary music education.

Key words: inclusion, music education, empathy, musical beritage

* The paper was created within the project of the SASA Branch in Ni§ “Music heri-
tage of Southeast Serbia, contemporary creativity and taste education” (O-10-17).
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EKCITPECUBHOCT XAPMOHCKOT JE3UKA
Y CHEH MAKCHUMOBE U AHHEJIMJUHE CMPTU
(MY3UYKA JIPAMA KHE3 O/] 3ETE IIETPA KOEbOBHU'RhA)

Y pany ce ykasyje Ha ucropujcku suadaj Ilerpa Kowosuha y passojy
HALIMOHAJIHE IIKOJIC ¥ CTBAPAkbY HALIMOHAIHE MYSHUUKE ipaMe, y3 Kopuurheme
EKCIIPECHBHUX CPEJCTaBa IIMPOKOT PajiUjyca CTHJICKH ITO3UIJMOHUPAHUX
y mpeoBrasaBajyheM HeOpOMaHTU3MY, MPOXKETOM HMIIPECHOHUCTUIKIM
BaJiepaMa M CHOKHUM EKCIPECHOHHCTUYKMM H3Pa3oM KaJja TO 3aXTeBa
CIIOXKEHA JJPAMCKO-TICUXOJIOIKA pagwa. IlpegMer Hamer wncTpakuBara
NPESCTaB/bajy YIPAaBO My3HUUYKO-M3PAXKAjHA CPEACTBA, y IPBOM  peay
X4PMOHCKA KOMITOHEHTA C ITOYETKA YETBPTOT YMHA MysudKe apame Kwes 00
3eme, Tj. y Tpunaectoj ciunu — Cynbe cyn, rae Kowosuh nnrensusnpamem
APaMCKO-IICHXOJIOMIKOr Hab0ja y IpajaliiOHIM Talacuma Hapacrajyher ogaja
IIOCTYITHO BOAY MY3UYKHU TOK Ka KaTacTpodu — MaxcumoBoj u Aubennjunoj
CMpPTH Ha (QOHY JpPaMaTypIIKU YyBEHE, jeJHOCTABHE IECME TOHJONIHUjepa Y
mauHY, cuMbomdHOr 3Hadewa. CMpT rmaBHux jyHaka omepe Komosuh
IIPO>KUB/BABA JyOOKO MHTUMHO, garanuu ucxop mobybyje y memy cHaxHe
eMonyje, Koje CIyIaoMa IPEHOCH KPo3 OpKecTap, Tymadehu u Hajmamu
TpenTaj Ayuie mpoTaroHucra Ha cueHu. CMenu XapMOHCKH obprtu ca
OYHITICFHOM €MAHIJUITALI]OM JUCOHAHIIE YKa3yjy Ha CUMOMO3y TOHAIHOCTH
¥ MOJAJIHOCTH, KOja y TPEHYLIMMA BUCOKE JPAMCKO-TICMXOJIOIIKE HAMETOCTH
BOJM y TOHAJHM CYICTPAT TEIIKO OAPENUBE NMPUIAJHOCTU Ca HCIIO/bEHHM
LIEJIOCTENIEHUM 3BYYHOCTHMA, aNTepalijaMa U XPOMATHKOM Yy IPHMApHO]
EKCIIPECHBHO] YJIO31 JPAMCKO-TICUXOJIOMKE pajtbe. JKUBOMMCHU XapMOHCKU
jeSHK YHHHUIALL je arMocdepe MPHUTYLICHOT 00, Ka0 M KapaKTepusaruje
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NPOTATOHUCTA, HWHMXOBUX IPEXKMUBbABAA W HWHTEH3UBUPAWA [yHIEBHUX
CTama, CBE JJO CHOKHMX JPAMCKHUX aKieHaTa. Boxamau rosop, popmupan Ha
OCHOBY IPUHIIUIIA TOBOPEHE MEJIOAM)E, EMOLMOHATIHUM HAPACTahEM BOJH
Ka eMPaTUYHUM CKOKOBHMMA, MOBPEMEHO ;[ocex(yhm KBAJIUTET aPUO3HOT
13pa3a, JOK TPUTOHYCHU UHTEPBAIH Y ,UCTUHUTO] BOKAIHO] JEKIAMAIIUjHU
cUMOOIU3Yjy MCUXONOMKN KOH(IUKT jyHaka Ha cueHu. KoHadHo, Kpo3s
AHAJIUTUYKO CaIJIENABAMbE OBOT CJIOXKEHOT YMETHUYKOT JIeNa, noxymahemo
7la OATOBOPUMO Ha TIMTAE O YJIO3U EMIIATH]jE€ y MPOLECY €MOLUOHATHOT
TO>KMBIbAja YMETHUYKOT JIENIA, KOja Off KOMIIO3UTOPA BOJIY K PELUIIH]EHTY.

KJLque peunm: Kowosub, xapmonuja, mcopa, Moéy/mp;uja, excnpecusrocm,
emnamuja
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EXPRESSIVENESS OF HARMONIC LANGUAGE
IN THE SCENE OF MAKSIM’S AND ANDELIJA’S DEATH
(MUSICAL DRAMA PRINCE OF ZETA BY PETAR KONJOVIC)

The paper points out the historical importance of Petar Konjovi¢ in the
development of the national school and the creation of the national musical
drama, by using expressive means of a wide range, stylistically positioned
in the prevailing Neoromanticism, imbued with Impressionist values and
strong Expressionist voicingrequired by a complex dramatic-psychological
plot. The subject of our research is precisely musical expressive means,
first of all the harmonic component from the beginning of the fourth act
of the musical drama Prince of Zeta, i.c. in the thirteenth scene - Court of
Fate, where Konjovi¢, by intensifying the dramatic-psychological charge
in gradational waves of growing despair, gradually leads the musical flow
towards catastrophe — Maksim’s and Andjelija’s death within the setting of
the dramaturgically famous, simple song of the gondolier in the distance, with
asymbolic meaning. Konjovi¢ experiences the death of the main characters of
the opera deeply intimately, the fatal outcome arouses in him strong emotions,
which he transmits to the listeners through the orchestra, explicating even
the tiniestsoul tremblingof the protagonists on stage. Bold harmonic twists
with an obvious emancipation of dissonance point to a symbiosis of tonality
and modality, which, in moments of high dramatic-psychological tension
leads to a tonal substrate of hard-to-determine association with manifested
full-scale sonorities, alterations and chromatics in the primary expressive
role of the dramatic-psychological plot. The vivid harmonic language is a
factor in the atmosphere of muted pain, as well as the characterization of the
protagonists, their survival and intensification of mental states, up to strong
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dramatic accents. Vocal speech, formed on the basis of the principle of spoken
melody, through emotional growthleads to emphatic jumps, occasionally
reaching the quality of an arioso expression, while tritone intervals in “true”
vocal declamation symbolize the psychological conflict of the heroes on stage.
Finally, through the analytical observation of this complex artwork, we will try
to answer the question about the role of empathy in the process of emotional
experience of the work of art, which leads from the composer to the recipient.

Key words: Konjovic, harmony, chord, modulation, expressiveness, empathy
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