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KPAJ BEKA, BEKAOEHTHA MACKAPAA U CNTYYAJ TPATETKUIHE
BEJIE HUTPUHOBE'

ATICTPAKT: AexapeHuuja, Kao yHuBep3asHM (DeHOMEH, ODEAeXMAA je YMETHUYKY U MHTe-
AeKTyaAHy clieHy mrpoM EBpone kpajem XIX Beka. XepooHM3aM YyAa M CTUAM3ALIMjA IPOU3BEAU
CY ecTeTu3aLyjy LIeAOKYITHOT KMBOTA. YMETHMLY Cy y KpeUpamby CBeTa AeKaA€eHLMje MIMaAY UCTa-
KHYTY yAory. V3oaaumja u oryheHOCT, Kao peakiyja Ha MUHAYCTPUjaAM3aLIMjy APYILTBA, BU3yaAL-
30BaHM Cy OpOjHUM MeAMjcKMM akuujama. VHcueHaunja Beae Hurpunose, npsakumwe HapopHor
nosopuita y beorpaay, mpousBoa je moMmeHyTe AekapeHuuje. HecBakuaaimy nepdopmMaHc caa-
BHE TPareTKMib€ Kao CAeIle TycAaapke 36010 ce y aremey ¢pororpada Muaana JosaHosuha. OBeko-
BeueH ¢ororpadckuM anapaTom mnosHaror ¢ororpada, Tpebaso je Aa MOCAYKM Kao MpeAAO>KAK
3a canky Caeiiuya ca upamuoyem, Kojy je y Ayxy cumboamsma Hacaukao Bopbhe Kpctuh 1906.
ropuHe. MackrpaHa raymuiia IpeACTaBMdeHa je y CTalby eKCTAaTUYHOT TPAHCA, Ia je TaKo MOCTaAa
MeAVjyM dMja ce paAtba OABHUja y TOTOBO OeCBECHOM, ayTOMAaTM30BaHOM cTamwy. CUTyalMja ca XUI-
HOTM3VPAaHUM MEAjyMUMA A€O je OLITe KAUME AeKaAeHLje. Y MHOTOOpOjHIM aTeserMa MupoM
EBporie aemraBase Cy ce ceaHce y KOjuMa Cy YU€CTBOBAAU UYYBEHM MEAVjYMMU U ITO3HATE TAYMMLIE
TpeTUPaHE Ka0 MEAUjYMI, uuje OecBeCHe KpeTHe IIPON3BOAE MCKOHCKY, UA€AAHU TIOKPET. Y Tak-
BOM KOHTEKCTY IIOCMaTpaHa je 1 uHcueHauyja Beae HurpuHose, Kao ekcriepMMeHT, MUHTePaKTUB-
HY TIep(HOPMaHC C LM/pbeM OXKMBASABabA ITATAHCKOT AyXa U TPAKeha MAEAAHOT PACHOT M HAL[IOHAA-
Hor uspasa Kpajem XIX Beka. Y ymMeTHMYKOj MHTepaKLuj1, rpabaHcka aBaHrapaa je KpajeM Beka
AOXMBEAA KYAMMHALIY.

KMYYHE PEYM: gekagenyuja, cumborusam, Beaa Huipunosa, iieaitiap, depphopmanc, MacKka-
paga, mequjym, gpoilioipagpuja

FIN-DE-SIECLE, DECADENT MASQUERADE AND THE CASE OF THE TRAGEDY ACTRESS
VELA NIGRINOVA

ABSTRACT: Decadence, as a universal phenomenon, marked the artistic and intellectual scene
throughout Europe in the late 19th century. Sensual hedonism and stylization resulted in the overall
aestheticization of life. Artists played a prominent role in creating the world of decadence. Isolation
and alienation, as a reaction to the industrialization of society, were visualized in numerous actions of
mediums. The inscenation of Vela Nigrinova, the leading actress of the National Theatre in Belgrade, is
a result of the mentioned decadence. The extraordinary performance of the famous tragedy actress as
a blind gusle player was staged at the studio of the photographer Milan Jovanovié. Eternalized by the

1 Pag je HacTao y okBMpy npojekTta MMHWUCTapCTBa Npo- Hoctlu U 8epbanHo-8u3yesnHoj Kynlypu Hosol goba,
CBeTe, HayKe ¥ TeXHOMOLKOr pa3Boja Penybnuke Cp- peAHv 6poj 177001.
6uje, non HasmeoMm [pegcitiage ugeHullettay ymeti—
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photographic camera of the famous photographer, it was meant to serve as the model for the painting
Blind Woman with a Companion, painted by Porde Krsti¢ in the spirit of Symbolism in 1906. The masked
actress was shown in the state of ecstatic trance; she thereby became a medium acting in an almost
unconscious, automated state. Various situations involving hypnotized mediums were typical of the
overall atmosphere of decadence. In many studios throughout Europe, séances were staged in which
famous mediums took part and renowned actresses were treated as mediums whose unconscious actions
were believed to create the primordial, ideal movement. The inscenation of Vela Nigrinova has been
analyzed in that context as an experiment, an interactive performance aimed at reviving pagan spirit and
pursuing the ideal racial and national expression in the late 19th century. At the end of that century, the

bourgeois avant-garde reached its peak through artistic interaction.

KEYWORDS: decadence, Symbolism, Vela Nigrinova, theatre, performance, masquerade, medium,

photography

KPAJ BEKAZ2 U NY/IC BPEMEHA

Ecrerusanuja cBUX HOPMM KMBOTa obeae-
)KIAa je yMeTHOCT mmpom EBporie TokoM ppyre
noaoBuHe XIX Bexa.® Kyat aenor, ucropujcku
TpaHdopMucaH,* UMaO je U Y CPIICKOj CPEAVHY
TEOPUjCKY U IPAKTUUHY IprMeHy.” Tako je ecTe-
THU3aM Tapd AOXKMBEO KYAMMHALIMjy BapypambeM
cBUX nojaBHux popmu xusora.® Ecretusanuja,
KOja je mpousBeaa AOTapa HeBubeHu Tpujymd
AETIOT Y >)KEHCKOj TI0jJaBHOCTHU, AOCTUTAA je CBOj
BpxyHal.’” UyAHOCT, CEH3yaAHOCT, CBET MA€aA-
HUX $popMH, ca >KEHOM Kao LIeHTPAAHUM TOIIO-
COM, OAAMKe Cy enoxe ecTeTusMa. Kpajem XIX
Beka ecteTusaM he 3ap00UTU MpayHUjy HOTY,

2 Kpaj Beka je TepmuH (turn of the century, Fin-de-siécle)
KOjU He yKa3yje caMo Ha BpeMeHCKo oapeherbe Kpaja
XIX 1 nodeTka XX Beka Beh ce npeBacxoHO AebuHM-
Le Kao CTPYKTYPasHO 1 NMOJMOBHO MOVMarbe MHTeNeK-
TyasnHe K/IMMe Koja je TVX rofnHa Baxumna y Esponu, a
unji Cy MHOrOBPOjHY heHOMEHM AeTePMUHIUCAHW Ha-
rnalieHnmM Cy0jeKTUBK3MOM.

3 Stephen Calloway and Lynn Federle Orr, The Cult of
Beauty. The Aesthetic Movement 1860-1900 (London:
Victoria and Albert Museum, 2011).

4 O wncTopujckoM pa3sojy naeje nenor, y: Cathrin Gutwal
and Raimar Zons, Die Macht der Schénheit (Fink:
Wilhelm, 2007).

5 CreBaH MaBnoswh, Eclliettiuka unu Hayka o nedoliu 3a
wkosy u Hapog (Hosum Cag;: Litamnapuja 6pahe M. Mo-
noswuha, 1895).

6 Werner Telesko, Das 19. Jahrhundert. Eine Epoche und
ihre Medien (Koln: Bohlau, 2010), 179-195.
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Koja ce Hajuerrhe KapakTepuile TEPMUHOM Ae-
kapeHuuje.! Heyposa, meHTaAHe 6oAecTy, Ha-
YYHM U TIapaHayyHM (PEHOMEHU CTBOPUAU CY
jeAaH MUCTMYHMjY, CIMPUTYAAHUjU BUA ecTe-
TU3Ma, BUASVIB U Y YMETHOCTHU.

Kpaj XIX Beka, ka0 Bpeme HECTAOMAHOCTH,
MaHU(ECTOBaO ce 1 M3MEHOM CTaBa U M3pasa
y TapauimeM Tearpy. Ilepbopmancu® caaBHUX
TpareTKuba AETePMUHMCAHU Cy HOBUM W3-
pasom. Apeaampa Pucropu (Adelaida Ristori),
BeAlKa UTaAljaHCKa TAYMHULIA KOja je CAaBY CTe-
KAQ CPeAMHOM BeKa, IIpaBU je IpUMep reHepa-
LIMjCKOT pa3uAa>kerha, OAMYeHOT Y HAlIperHyTO-
ctu usMehy crapor cxBarama TAYMUIITA U Hbe-
FOBOT' HOBOI MouMama.'’ Y OKBMpY NMOMeHyTe

7 Elizabeth Prettejohn, Beauty & Art (Oxford: Oxford
University Press, 2005), 111-155.

8 Dennis Denisoff, ,Decadence and aestheticism’, in
The Cambridge Companion to the Fin de Siécle, ed. Gail
Marshall  (Cambridge: Cambridge University Press,
2007),31-52.

9 T[on nepGOpPMaHCOM MOAPa3yMEBAMO MB HEKOH-
BEHLIMOHaNaH aKT YMETHUYKE NPaKCe, CKyM TenecHux
NOKpeTa Koju y CafejcTBy Ca ApYrvM MeANjCKM 13pa-
3VIMa KOHCTUTYWLIE MYITUMEAV]ANHY BU3YETHN YNH:
Kpuictun Crajng, MepdopmaHc’, y Kputiuyku tepmu-
Hu uctiopuje ymettuHocttiu, npup. Pobept C. HencoH u
Pruapp Wnd (Hosm Cap: CeeToBw, 2004), 105-132.

10 Susan Bassnett, ,Adelaide Ristori’, in Threee Tragic
Actresses. Siddons, Rachel, Ristori, ed. Michael R.
Booth, John Strokes and Susan Bassnett (Cambridge:
Cambridge University Press, 1996), 117-1609.
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KOHKYPEHTHOCTM CTapoT U HOBOT, OHaA je AUY-
HocT u rAymy Eaeonope Ayse (Elleonora Duze),
3Be3A€ MTAAMjAHCKOT TAymmiTa ¢ Kpaja XIX
BeKa, OKapaKTepucaAa Kao ,eKCTPaBaraHTHY,
HeypOTUYHY MHTpPOCIeKLujy’,'' aa Ou morom
JICTaKAa ,KaKo ce cBypa oceha Heyposa u MeH-
TAaAHO oOomeme” U Ad Ce ,HAIlyCTHAA MA€ja O
caebewy nctuHe y ymernoctu'”.'? Tako Ha reHe-
paumjckoM cykoOy, Kao Metadhopy HecAaramwa
0uYeBa U Aelje, yo4aBaMO HOBY KAMMY Koja ce y
OKBUPY €CTeTM3Ma II0jaBMAA Ha ITO30PUIIHO]
CLIEHU KpajeM BeKa.

OmnuiTa yMeTHMYKA U MAEjHA CTpeMdera
MpaTuAa Cy ¥ HaCTyIe MO3HAaTUX TpareTKuiba
y Cp6uju Ha xpajy XIX Bexa. Tako hemo Ha
npumepy Beae HurpuHose' ykasaTu Ha BpXy-
Hal] eCTeTUKe AeKaAeHLMje y CPIICKOj CPEAVHM
KpajeM Beka. Tparetkuma ca npubAmxHo 400
OAUTPAHUX YAOTIQ, HEIIPMKOCHOBEHA AMBa Oeo-
IPaACKOT TAYMUILTA MOCAGABUX AelieHnja XIX
u npBe AeueHuje XX Beka, OMAa je KAaHOHCKU
TUII, UIA€AAHU MOACA MEAMjCKe MaHMUITyAALIMje U
TAQBHM aKTeP Y jeAHOM HECBaKUAAIIHEM YMeT-
HUYKOM €KCIIEPMMEHTY.

LlearoxkymHu mepdopMaHC Koju je 3abeae-
KMAQ KaMepa, OCMM Ha TAYMMUYMHY KPYLMjaAHY
yAory, ykasyje Ha ¢portorpada MuaaHa JoBaHO-
Buha,' 6pata ITaBaa JoBaHoBuha, 1 Ha yyeHOT
cumboAuctmakor caukapa BHopba Kpcrmha.'®

11 1Ibid, 117.

12 lIbid, 117.

13 OcHoBHM Brorpadcku, anu 1 rotoBo CBU Apyru Apa-
roueHn GakTv o rymMaukoj akTMBHOCTY Bene Hurpu-
HOBe Npey3eTu Cy 13 NMoHMPCKor TekcTa Onre Muna-
Hosuh, ,AyrycTa-Bena HurpuHoBa: npBakvta Hapoa-
Hor nosopuwTa 'y beorpagay’, [T6 XVII (1970): 237-287,
y narbem TekcTy (Munanoswh, ,AyrycTa-Bena Hurpu-
HoBa").

14 Buwe o Mwnany JosaHoswhy: Topan Manuh, Mu-
naH Josarosuh, gottioipag (beorpan: CAHY, 1997), y
pamem TekcTy (Manuh, Muna+ JogaHosuh).

15 Buwe o hHophy Kpctuhy: Hukona Kycosau, Crukap
hophe Kpcttiuh 1851-1907 (Beorpag: HapoaHu my3ej,
2001), y parsem TekcTy (Kycosau, Cnukap hophe Kp-
cnh).

16 Qotorpaduja ce Hanasm y BnacHWWTBY My3eja rpaga
beorpasa v 3aBefaeHa je noa uHe. 6p. FPUE 201, aun-
MeH3uje KapToHa Cy 18 x 23 cm. MocebHy 3axBanHocT
ayryjem rocnohu JacHu Mapkosuh, kyctocy Myseja

®Oororpaduja Ha Kojoj Beaa mosupa xao caema
rycAapka peAo je Muaana JoBaHoBuha u HaAa-
31 ce y BAacHUIITBY Myseja rpapa Beorpapa.’
VicToBpeMeHO je BEpOBATHO IOCAYXKMAQ Kao
npeaAoxak 3a KpcruheBy canuky nop HasuBom
Creituya ca tpainiuoyem, us 1906. ropuHe.

VYTucak Maryjckor peaausMa KOjUM OAMIIe
oBa ¢dororpaduja mocaepuia je Bese mamehy
YMETHOCTM, HaykKe U Icuxoaoruje. ITomeHyra
yMETHMYKA MHTEpaKLMja YKasyje Ha MUHTEAEKTY-
AAHU ¥ YMETHUYKM Mune y beorpapy y Tom me-
PMOAY, aAu U Ha 1upe okBupe. be3 cmemnTarma
y4eCHUKa OBOT M3y3€THOT yMETHUYKOT repdop-
MaHCa y eBPOIICKM KOHTEKCT He O1 ce MOraa pas-
YMETU CAOXKEHA TAYMMYMHA MHCLIEHALYja.

Kpaj XIX Beka oberexeH je Opojuum u pa-
3HOBPCHUM VHTEAEKTYaAHUM CTpyjamuma. Ilo-
HOBHO otKpuBawe IllonenxayepoBor (Artur
Scopenhauer) cBeTa ersucreHLjaAHe MeTa-
(duU3MKe 1, KAO HEroBe TOCAEANLIE, BEPE Y CBO-
jeBpcHU OecmucaeHu darym,” xao u Huueon
Tparu4yHM MaraHcKy Iecumusam,'® Ouau cy mo-
CAEAULIA, QAU U Y3POK ATlICOAYTHOT YMETHUYKOT
npojekra (Gesamstkunstwerk) Puxapaa BarHepa
(Richard Wagner).” Excrniao3uja ymeTHOCTM U
ecTeTu3alije AOK/BEAA je IMOETUYHY CyOAu-
Mauujy y AexapeHumju Ockapa Bajapa (Oskar
Wilde).* Y Bpeme pabamwa @pojaosor (Sigmund
Freud) Tymauema cHOBa* 1 HEroBor opjexka y

rpasa beorpaga, Koja je y nvKy crene rycnapke npe-
no3Hana rymuly Beny HurpvHosy. Ha dotorpaduije
Bene HurpuHose y BnacHuwTBy Myseja rpaga beo-
rpaga ykasaHo je y: Milanka Todi¢, Fotografija i slika
(Beograd: Cicero, 2001), HanomeHa 66.

17 Georg Zimel, §openhauer i Nice (Sremski Karlovci i
Novi Sad: lzdavacka knjizarnica Zorana Stojanovica,
2008).

18 Joshua Foa-Dienstag, ,Tragedy, Pessimism, Nietzche’,
New Literary History 35/1 (2004): 83-101, y pa/bem
TekcTy (Foa-Dienstag, ,Tragedy, Pessimism, Nietzche”).

19 Buwe o Barnepy: Dragana Jeremi¢-Molnari Aleksandar
Molnar, Mit, ideologija i misterija u teatrologiji Riharda
Vagnera (Beograd: Zavod za udzbenike i nastavna
sredstva, 2004).

20 Oskar Vajld, Slika Dorijana Greja (Novi Sad: Pan knjiga,
2010), y parmem TekcTy (Vajld, Slika Dorijana Greja).

21 Karl E. Sorske, Fin-de-Siecle u Be¢u (Beograd: Geo-
poetika, 1998), 171-197, y namem Tekcty (Sorske, Fin-
de-Siecle).
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ymertHocTi,” KaumroBor (Gustave Klimt) can-
KOBHOI' CBeTa (aTaAHMX AHTMYKUX XEePOMHA,
cBelTeHnla,” (QyHKIMOHUCAO je jeAVHCTBEH
YMETHUYKY U VIA€jHU CBET Ka0 KOHCTPYKT IPO-
XMUMarba cTapor M HoOBOI. CAMKOBHU CUCTEM
AEAMO je CYyAOMHY TpeHyTKa Kpajem Beka. Hec-
TabOMAHOCT, aAujeHalyja,** TOACBECHN HaroHu,
AYAMAO,%® Heypo3a, xucrepuja,” aau u MUpHOha,
IPATHAM CY AeAd OPOjHIX YMETHMKA.

Vaeja nAypaAMaMa ¥ MHTEAEKTYaAHO-YMeT-
HUYKKX €KCIIepMMeHaTa y TO BpeMe TpaHCde-
pucaHa je u'y 6eorpapcky cpeauny. OKyaTusam
Aparyruna Viamha,”® cnupuryasusam Yepo-
Mumsa MujaroBuha,” xaayuunartusHocT Ilepe
Topoposuha,® cumboamszam Mwuxauaa Baa-
TpoBuha u caukapa OAUCKMX HErOBUM MAeja-
ma (BHopbe Kpcrtuh),* aa HamomeHemo camo
HEKe OA HUX, HEM30CTABHO Cy OMAM HOCHOLIM
BOXHUX CTPYjama Yy UHTEAEKTYAAHOM >KUBOTY
1 KpeaTopu Ayxa AekaaeHLyje y beorpaay.

YMETHWUYKWU EKCITEPUMEHT: BEJIA
HUTPUHOBA KAO CJIENA TYCJIAPKA

AparoiieHa ¢ororpaduja ca Beannom un-
CLIEHAL1jOM HaAell/beHa je Ha KAPTOH U YOKBHU-
peHa paMOM Ha KOMe AOMUHMPA AEKOPATUBHA
OpHaMEHTMKA Ka0 OCODEHOCT eCTEeTUKE Ae-
KapeHuuje (ca. 1).** Kako cmo Beh momeHyan,
01Aa je BepOBaTHU IPEAAOKAK 32 3HAMEHUTY

22 Gemma Blackshaw and Leslie Topp, ,Erforschungen
des Koérpersnund Utopien des Irrsinns. Geisteskran-
kheit, Psychiatrie und Bildende Kunst in Wien zwis-
chen 1898 und 1914’ in Madness & Modernity. Kunst
und Wahn in Wien um 1900, eds. Gemma Blackshaw
and Leslie Topp (Wien: Wien Museum, 2009), 16—41.

23 Sorske, Fin-de-Siecle, 198-263.

24 Nigel Spivey, Enduring Creation. Art, Pain and Fortitude
(London: Thames & Hudson, 2001), 221-244.

25 Michael Fuhr,,Das Unheimliche in der Kunst’, in Edvard
Munch und das Unheimliche (Wien: Leopold Museum,
2009), 12-21.

26 Gemma Blackshaw and Leslie Topp, eds., Madness
& Modernity. Kunst und Wahn in Wien um 1900 (Wien:
Wien Museum, 2009).

27 Ankhi Mukherjee, Aesthetic Hysteria: the great neurosis
in Victorian melodrama and contemporary fiction (New
York: Routledge, 2007).

28 Hematba Pagynoswin, [logsemHu HoOK: €30lUepuyHO U
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cauky Creiluya ca tpaimiuoyeMm, Kojy je 1906.
HacAukao Hophe Kperuh. Mehyruwm, HecBaku-
AQIilba eKCTpaBaraHiyja Ha gpororpaduju Ha-
AVIAQ3M caraepaBarbe BeAMHOr mpepyiiaBama
Kao IMyKe MPUIPEMHE PAAIbE€ U CTEPUAHOT TO-
supama. Otyaa he, xao ayroHomHa ¢opma, y
¢dokycy 6utu dororpaduja uz Myseja rpasa
Beorpaaa, a He Kpcruhesa cauka, xao mro 6u
Ce MOTAO OYEKUBATHU.

ITomeHyTa capapma raymuie u ¢pororpada,
a MOTOM U CAMKapa, omoryhuaa je Kpeupame
IpeACTaBe HacTare y GpororpadCckoM MeANjy.
Vctu moctynak 36mo ce u y cayuajy lllapaote
Boatep xao Mecaauue.® Taymuna, gororpad
U CAMKap KOHCTUTYUCAAU CY CAMKOBHY UK-
uujy. Taxo je Ap Joszed Cexemnu (Josef Székely)
¢dotorpaducao lllapaory Boarep y yarosu Me-
caauHe (1875) kao mpeAAOXKaK 3a CAUKY Kojy he
1875. roputHe Hacaukatu XaHc Maxkapt (Hans
Makart) (ca. 2). Y ob6a cayyaja AOLIAO je AO
KpeaTuBHe MeAMjcKe padMeHe Y QYHKLjU ap0-
palyje CAaBHUX TPareTKuiba, aAul Ce YMHU AQ
je beorpapcka Mackapapa OTUILIAA jeAaH KOpak
Aame. MakapT je BEPHO NMPEKONMMPAO IPUPOAY
(cAmka je mocTaAa ob6ojeHa dororpaduja), AOK
je BeAuH mepdopMaHC y CYLWITMHM HaAUIIAO
IPUPOAY, 1A CY aKTepy MeAMjCKe pa3MeHe Ha-
MEHCKU U CAODOAHO Bapupasu popme u uaeje
TOKOM CTBapaAayKoI ITOCTYIIKA, 0COOEHOr 3a
BpeMe AeKaAeHLje.

OKyNHO y cplckoj KrbuxeaHocliu (Beorpaf: Cnyxobe-
HW rnacHuK, 2009), 167 1 pame.

29 Yepomub Mujatoswh, YcliomeHe 6ankaHckol guiino-
madue (beorpap;: PTb, 2008).

30 lMepa Topoposuh, Kpsasa ToguHa (beorpam: CK3,
1991), 60.

31 HeHan Makysrbesuh, LipkeeHa ymeluHocl y KparbeguHu
Cpbuju (1882—1914) (beorpan: Gunosodckm dakynTer,
YHuBepsuTteT y beorpaay, 2007), 93-99, 141-150.

32 Sibylle Appuhn-Radtke, ,Text als Bild und Bild als
Rahmen. Zur Wiederentdeckung kinstlerisher im 19.
Jahrhudert’, in Format und Rahmen. Vom Mittelalter
bis zur Neuzeit, eds. Hans Korner and Karl Mseneder
(Berlin: Reimer, 2008), 179-210.

33 Alexandra Steiner-Strauss, ,Kulissenzauber und
BUhnenstars. Hans Makart und das Theater’, in Makart.
Ein Kinstler regiert die Stadt, ed. Ralph Gleis (Wien:
Wien Museum, 2011), 92—103.
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Cnwuka 1. Munax JosaHosuh, Bena HurprHoBa Kao cnena rycnapka, dotorpaduja, noyetak XX seka (MI'b)
Figure 1 Milan Jovanovi¢, Vela Nigrinova as a blind gusle player, photograph, early 20 century (BCM)
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Cnvika 2. Jozed Cekerb, Lapnota Bontep kao MecanviHa v XaH3 Makapr, 1875.
Figure 2 Joseph Szekely, Charlotte Walter as Messalina and Hans Makart, 1875

Beh je mpumeheno pa je Beaa Hurpumno-
Ba 4ecTo Ios3upasa Inpep MuaaHom JoBaHo-
Brhem.** MoryhHocT raymnunHe metamopdo-
3€ ¥ KaHOHM30BaHM TUN AemoTe KpajeM XIX
BeKa (LlpHa KOBpILIaBa Koca, KpyIHe ouu, beaa
IIYT) 3aCUTYPHO CY Y4MHMAM Aa Beaa mocraHe
MOXKe/oaH MOAEA U NPEAMET YMETHUYKe VH-
cripauyje. Pa3Aor mweHor aHraxMaHa Huje 0uo
camo y ¢yHkumju npodecrnoHaAHOr BOKaOy-
Aapa, Kojyu IMO3Mpare YMHU CTPYYHUM YMHOM
6yayhu aa cy raymuie momohy dotorpaduja
Ca CBOjUM AMKOM MOTA€ AQ BUAE COTICTBEHU U3-
pas 1 Aa ra IOTOM Ha CLI€HU KOPUIYjy. Y3pok

34 Manuh, Munar JosaHosuh, 123.
35 Tako je Hhophe Kpctrh 13abpao npocTutyTKy fa My
6yne moaen 3a vk aHhena Ha MKoHocTacy y Yypyry:
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BeanHor yuemrha xkao moaeaa 61o je 1 y Tome
IITO je Mo3Mparme CMaTPAaHO HEAOCTOjHUM 3a
jeAHy rpabanky.*® Tako je mpodecuja raymuiie
omoryhuaa Bean pa Bapupa cBojy 10jaBHOCT, a
yMeTHMLMMA 00jekat moMohy Kora cy MOrau Aa
MAACHPA]jy CBOjY MHBEHTUBHOCT.

Y Tymauemwy BearHe uHceHaumje youuAu
CMO OpOjHe ITapaAOKCe, HalIPerHyTOCTH, KOjU CY
TAYMMYMHY MacKapaAy Ae(pUHUCAAY KaO CAUKY
eroxe ¥ TpeHyTKa. I IpBu BeAMKy rapap0Kc, Kao
€X0 BpeMeHa Ha Kpajy BeKa, jecTe MKOHOTrpad-
cko oppebeme came mpeacrase. Haume, Beaa
Hurpunosa y pykama ¥Ma MUTCKM HalLlMIOHAA-

*KueojuH Anekcvh, npup., TacuH gHesHuk 1870-1906
(Beorpaga: Bykonwh, 1991), 190-192.
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HU MHCTPYMeHT — rycae. CAMKa CAeTor Haluo-
HAaAHOI MeBaya, Kora TUIICKU peIlpe3eHTyje
Ouaun Bummwnh, jepaHa je 0A UKOHUYHUX TIPEA-
craBa cprckor HauuoHa y XIX Beky. Iycaap,
Kao cuMboAmyHa (Hurypa,*® peo je opaasHe 1 BU-
3yeAHe TpaAuLiMje CPIICKOT HapoAa. VicToBpe-
MEHO, HACTao Kao A€0 Ipou3Bohema TpapuLije
mpoM EBpome, MuTcku nesau je pedpuHucan
Kao TUIICKA (GUrypa HaLVOHAAHOI Oparopa 1
Mertadopa mohu Haiumje.’” Aoayiie, pep Kpaj
XIX Beka My)XeBHOCT HapOAHOT TpMOyHa ce
TpaHcdopMUIle Y AOMEH YHYTpallllbe BU3Uje,
TA€ TIOTEHTHOCT A€XMU Y MA€j!U, @ HE Yy TEAY U Ha-
paTuBy, O YeEMY CBEAOYM AMK IycAapa Kao IITO
ra je npukasao Pucrto Bykanosuh (1896). Aa-
kAe, Beh kpajem XIX Beka poArasu A0 TpaHche-
pa 3Hayemwa 1 A0 MOETCKOT IIpeobpaxaja UCTO-
puje, Ka0 U AO AEAMMUYHE AEKOHCTPYKLMje
dbopmasHe popHe audepeHijanyje. Y mome-
HYTOM MAEJHOM U CAMKOBHOM O0OPTY M3BpILIEHA
je popHa UHBep3uja. Tako je xepouHa 3aMeHU-
Aa b6pkary ¢urypy norpbmeHor crapiia, Kakas
je uxonnyuu Bykanosuhes Iycaap. Hacynpor
POAHOj AMXOTOMMjHY, OCTBAp€HA je CUHTe3a y
AMIKY T'yCAQpKe.

Kpajem XIX Bexka yoOAMYeH je KOHLENT
aHpporeHux 6Ouha. IlporuBHO AapBUHOBO]
(Charles Darwin) audepeHyujanmju morosa u
TaAa IOIyAapHOj TEMU O HUXOBOM CYKOOY,*®
ITOCTOjaAQ je MAeja O eTePUYHOj ACMIOTH KOja Y
cebu cmaja ob6a moaa. AuaporeHa 6mha,® kao

36 Mwupocnas Tumotujesuh, ,[ycnap kao cumOOnMuHa
burypa cpnckor HauvoHanHor nesava, 3HM XVII/2
(2004): 253-279.

37 Hju Trevor-Roper, lzmisljanje tradicije: brdanska tra-
dicija Skotske”, u lzmisljanje tradicije, ur. Erik Hobsbom
i Terens Rejndzer (Beograd: Cigoja $tampa, 2002),
27-64.

38 Sigrid Ruby, ,Mutterkult und Femme Fatale. Frau-
enbilder’, in  Geschichte der bildenden Kunst in
Deutschland. Vom Biedermeier zum Impressionismus,
ed. Hubertus Kohle (Minchen: Prestel, 2008), 511-
517.

39 Michelle Facos, Symbolist Art in Context (Berkeley:
University of California Press, 2009), 137-141, y aarmem
TekcTy (Facos, Symbolist Art).

40 Richard A. Kaye, ,Sexual Identity at the fin de siécle’,
in The Cambridge Companion to the Fin de Siecle, ed.
Gail Marshall (Cambridge: Cambridge University Press

MOCA€AMLIA HECTAOMAHOI CEKCYaAHOT MAEHTU-
TeTa,” MoCTaAa Cy 1 A€0 CAMKOBHOT cucrema.!
HeoppeauBuX LjpTa AULa, KOXXe Ka0 BOCAK MAK
MepMep, YYAHO YPaBHOTEXeHa, KpeTaAa Cy ce
y 0ajKOBUTOM, 3a4apaHOM CBETY, KOji BUAMMO
Ha carkama EaBapaa Buphuja IloHca (Edward
Burne-Jones). VcTe KapakTepucTHKe yo4aBaMo
U Ha TeAy U y cTaBy Beae Hurpusose y TpeHy-
LIMa AOK MHCLieHMpa rycaapa. AHAPOTMHMjA ¥
A0Da AekapeHIje HUje OMAa caMO IIPOU3BOA
yMeTHU4YKe QUKLje HacCTaAe Ha MeTaMopdo3u
aHTMYKor Hacaeba Beh je Omaa u ,Kpyuujaa-
HU OmoAoumky GaxkT™*? y AOKasUBaWwy AyaAHe
CEeKCYaAHOCTM Kao OMOAOLIKOT M CEeKCYaAHOT
¢dakTa, KakBUM je AedUHMUCAHA y IICUXOAO-
mko-¢puaoszopckom cucremy Ota BajumHrepa
(Otto Weininger).” Aakae, y OKBUPY TakBOT
MHTEAEKTYaAHOT MIbea AOTOAMAA Ce MyTaLuja
BUAMMBA U Y 0EOrPaACKOj MacKapaau, Y Kojoj
je TpeTIoCTaB,>EHM MY)KEBHM I'yCAAp IIOCTAO
aHAporeHo 6uhe koje ra capa raymu. Edemu-
Halllja je CIIpOBeAeHa, YMHU ce, Oe3 moTpeca,
rycaap je Makap Ha TpeHyTaK OMO HOCHUAAL]
AyaAHe CEKCYaAHOCTM, allCOAYTHA CMMOOAMY-
Ha cyOAMMalMja MA€eje C OHe CTpaHe POAHE ja-
cuohe. TTourpaBame ¢ OAOBUMA OMAO je A€o
MHTEAEKTYaAHOT CHCTeMA BpeMeHa. YOCTAAOM,
4yyBeHe cy Omae u myuike pore Cape bepHap
(Sarah Bernhardt),* xoja je raymehu Xamae-
Ta 3aMarsuBaAa PoAHY MpoduAncaHOCT,* Kao
U 1eHe MHCLeHaluje ca CAMKapKoM Ayjzom

2007),53-72.

41 Shearer West, ,The visual arts’, in The Cambridge
Companion to the Fin de Siécle, ed. Gail Marshall
(Cambridge: Cambridge University Press 2007), 131-
152.

42 Chandak Sengoopta, Otto Weininger. Sex, Sceince and
Self in Imperial Vienna (Chicago: University of Chicago
Press, 2000), 86.

43 Oto BajHuHrep, Mo u kapakitiep (beorpaa: No limits
books, 1998).

44 Carol Ockman and Kenneth E. Silver,,The Mythic Sarah
Bernhardt’, in Sarah Bernhardt. The Art of High Drama,
eds. Carol Ockman and Kenneth E. Silver (New York:
Yale University Press, 2005), 1-17.

45 Carol Okman, ,Was She Magnificient? Sarah Bern-
hartdt's Reach’, in Sarah Bernhardt. The Art of High
Drama, eds. Carol Ockman and Kenneth E. Silver (New
York: Yale University Press, 2005), 39-43.
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Abemom (Louise Abbéma), Ha kojuma ce Bu-
3yaAnsyje popHa MackKapaaa, rae IMpoKuMame
xeHckor (Capa) 1 mywkor (Ayjsa) mpuHImIIa
CTBapa jeAMHCTBEH POAHMU CyDjeKaT.*

Ho, ucrospemeno, BeanHa mackapaaa je u
aTllICOAYTHO POAHO yTeMemeHa IPEeACTaBa, 3a-
CHOBaHa Ha NPMHLMIY >XEHCTBEHOCTU. Aeka-
AEHTHH IIAEC KaO AQ je Y ceOy KOHKPeTU30Bao
CBY ¢aTaaHOCT >XeHe. Y CKAaAy C BPeMEHOM
/M TIOjauaHMM MHTEepPeCcOBameM 3a CeKCyaAHe
HaroHe, yoOAMYaBa ce U KOHLIENT 3aBOAHMIIE.
EpoTtuyHoCT, cTpax 0A KacTpauuje, XUIepcekK-
cyaausalyja, caMo Cy Heka 0A MHOTOOPOjHMX
yuuTaBamba y KEHCKY IPUPOAY,” Koja Cy KyA-
MMHMpaAa Y KOHCTPYKTY Has3BaHOM ¢aTasHa
KeHa. YMHMU ce aAa je yIIpaBo IIpea Hama yTKa-
Ha 1 Ta BpCTa Bubewa u camoBubewa. Muaan
I'poa he mHOro KacHuje okapaktepucatu Beay
Kao HeoAOMUBY XeHy,* a Beaa je To u Ouaa.
I'Aymuia, Koja HMKOra HHUje OCTaB/»aAd PaBHO-
AYIIHKM, OjaB/yje ce Kao CBOjeBpCHA aHTUY-
Ka MaTpOHAa 4Mja CUPOBA €pPOTUYHOCT, U IIO-
peA TpUKPUBEHOT (OAEBEHOr) TeAd, CHAXKHO
myacupa. IToskyaa M AQCIIMBHOCT Kao Aa Cy Y
OKBMPY KOCMMYKOT YPaBHOTEXeHa OXXUBEAU Y
MOHYMeHTaAHOj BeanHoj urypu. Mohna skeH-
CKa NPeACTaBa Koja AOMMHMPA KaAPOM OTEAO-
TBOpEHE je TPAXeHMX YHUBEP3aAHUX IMpaBU-
AQ, OHA je cMMOOA KOju je TIpMKa3aH MOjeAHO-
CTaB/oEHMM CAVKOBHYIM je3MKOM.

OMa’k aHTUYKOj AEKAAEHTHOCTU U MyTeHO-
cTU Aeo je KanMme KpajeMm XIX Bexa. MoHyMeH-
TaAHa ITAATHA, Kao 1ITO je MakapToBa TpoaeA-
Ha KoMmmosuuuja Qupenitiutcka kyia (1868),%
Ha IIPBU MOTAeA TPebaAo Ou pAa eBOLMPAjy KpU-
3y U AeKapeHUMjy PMMcKor napcTBa y CKAOMY

46 |bid., 44-54.

47 Facos, Symbolist Art, 115-144.

48 Mwunat pon, M3 Gosopuwittia GpegpaltHe Cpbuje (beo-
rpag: CK3,1952), 113,

49 Cnvika je penpoaykosaHa y: Agnes Husslein-Arco and
Alexander Klee, eds., Hans Makart, Painter of the Sense
(Vienna: Prestel, 2011), 41, y parmwem TekcTy (Husslein-
Arco and Klee, Hans Makart).

50 Werner Telesko, ,History as Poetic Invention. Makart
and Austrian Historical Painting in the Nineteenth

70

aAy3uja Ha caBpeMeHO ApyuTBo. VicTopuja 6u
Tpebaro aa Oyae yuuTensMLd SKMBOTA U areHC
MoOpaAHOr Ipeobpakaja. MehyTum, oHa je camo
OCHOB 3a I0eTCKY MMaruHauujy y Kojoj CAMKa
MOCTaje HOCUAAL], eCTeTM3Ma M3BaH MOPAAHMX
KaTeropuja.”® VICTOBpeMeHO je aAysujaTMBHU
je3auK oca0b60heH MOPaAM3aTOPCKOT AUCKYPCa,
Te MpeACTaBe U3 BpeMeHa AeKapeHLuje rmapa-
AOKCAAHO HOCe U TIOPYKY O Y>KUBAmY Y XUBOTY,
Ca peMMHUCLEHLMjOM Ha CAAAOCTPACHU XXUBOT
y Pumy u TokoM peHecaHce.”' Y TOM IHOTAeAy
Ha aHTUKY, KOjU HOCM aMOMBAA€HTaH YTUCAK,
A€KapeHLMja ce ysuMa Kao u3pas, CTaB, 0e3
HY)XHO KaTeropusyjyhe BaAopusauuje, uuja
AKLMOHOCT YCAOB/»aBa MOTHUCKMBAabe HapaTUBa
y KOPUCT M3BpIIeha PaAlbe M3BaH MOPAAHMX
Kareropuja.

BackaH cerMeHT y KOHCTUTYMCAly CLEHO-
rpaduje 3a BeanHy mMackapapy, Kao OMaXK aH-
TUYKOj AEKaAeHUju, cy pyuHe Kpaj Beaumnux
HOT'y, Koje cuMb0AM3yjy ryourak mohu, caom,
HecTajame. Tako pyuHe IOCTajy CEKYHAApHMU
AEKOD y NMaCUBHOj MEAUTALIMj/ O MTPOAA3ZHOCTU
U TIPOTIapalby CaBPEMEHOT YOBEKA M O Hero-
BOj CYMOpPHOj CTBapHOCTU U HeU3BeCHOj Oy-
ayhHocTu. Ha Taj HauMH cy pyuHe IpeacTa-
BmeHe U Ha Komnosuuuju Cpouja Ha Kocosy
(1872-1873)*2 'Hopba Kpctuha, rae ycammena
I'ycAapKa I'yCAa Ha OCTalliMa HeKapalllibe CpIi-
CKe CAaBe.

MebyTtum, pynHe y cucteMy AeKapeHLuje
MOTY M3a3BaTV U TO3UTUBHY €CTETCKY Iep-
yenuyjy. ITapapokcasHo, y)KuBamwe Y PY>KHOM,
AEKOHCTPYKLMjY, Y YOBEKYy MOXXe INOKDEeHyTU
3aA0BOMSCTBO, 4 PYMHE MOIY IIOCTaTU OeAer
n npeaaHa ¢Gopma eCcTeTUKe MUTOPECKHOr.>

Century’, in Husslein-Arco and Klee, Hans Makart,
39-40.

51 O ecteTnum aekageHuvje Ha npyumepy XaH3a Makap-
Ta: Werner Hofman, ,Makart. A Pioneer?’, in Husslein-
Arco and Klee, Hans Makart, 14-15.

52 Kycosau, Ciukap hophe Kpcttiuh, 181.

53 O KOopeHMMa KOHUENTa pymHa W HEroBoj NprMeHu
y dpaHuyckoj susyenHoj kyntypu XVIII Beka: Cawa
bpajosnh u TatjaHa bouwmak, MmaiuHapHu 8piiosu
Wéepa Pobepa (beorpan: HM, 2012), 59-65.
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VicToBpeMeHO, B1X0Ba CTPYKTypaAHa aMmbae-
MaTUYHOCT YMHU MX OCOOEHUM CTUMYAQTUB-
HVIM CpeACTBOM. Tako BM3yeAHa €CTETMKA OAY-
nuHe* Mmocraje A€o IMCUXOAOLIKOT MOACTULIA)A.
PyuHe cy Bu3yaAM3anuja CyIITUHCKE A€KAAEH-
nuje, onmapama. OHe Cy MOTBpAA KOHTEMIIAQ-
Luje, HecTajawa U ryoutka. Ilpomact aHTUUKe
LIMBMAM3ALIMje TaKo ce MOTBphyje cAOMOM He-
KaAQIIber CPIICKOTI CPEAOBEKOBHOT LIapCTBa,
Ha YMjUM pYylLIeBMHAMa, Y CBOM €AErMYHOM
naecy, rycaa Beaa Hurpunosa. Y omapamy
LUBMAM3ALIje MCIIOAUAO CE jeAHO, HaM3TAEA
Ma30XMCTMYKO VAU IaK NpedUbEeHO eCTETCKO
YKUBambe y MaAy M HecTajawy LITO, TapapOK-
CAaAHO, TTOCTaje TpUjyMd AeKaAeHIuje, Kapa I'y-
buTax nmocraje Aooburax.>

Tako je Beaa, momyr mwurtoasomkor 6mha,
cybaje uau Buae ca iycrama (1882), xako je
HasBaH jepaH usryomenn Kpcrtuhes uprex,
T10jaBa 13 HEKOT APYTOT UIIYe3A0r YHUBEP3yMa.
Ha pasBaAaMHama ApeBHe CpIICKe LVBUAM3a-
Ljvje, Y CBOM 3aHOCHOM IAecy uaMmeby eaerny-
HocTu U yprosHoCTH, pBakuba HapoaHor
MIO30PMUIITA je MPOM3BeAa CUMOOANYHY GUTYPY
rycaapa.

VY jyKcTamosuuyju IpoKMMajy ce aHTMKA U
CpeAbM BEK Kao ABa IIpaBLia 13 MPOIIAOCTY Ka
KOj/Ma je CBOje KpeTame ycMepaBaAa CaBpe-
MeHa YMETHOCT AeKaAeHLuje U cuMOoAu3Ma.
VmarrHapHa BM31ja aHTUYKOI CBeTa OuAa je y
CAY>KOM KOHCTUTYMCAtba HOBOT, MAEAAHOT, Ta-
Kobe mmarunapHor mopertka.”’ Mwurtcka, ¢daH-
TaCTMYHA MPOIIAOCT CTAllaAa Ce Ca HOBOM pe-

54 Hans Blumenberg, Shipwreck with Spectator: a Pa-
radigm of a Metaphor Existence (Cambridge: Mas-
sachusetts Institute of Techology, 1996).

55 Tomac MaH, bygeHbpokosu (beorpap: Eanumja A. .,
1939).

56 Kycosau, Ciukap hophe Kpcttiuh, 195.

57 Ekaterini Keptezis, ,Antike als Vision und Rekon-
struktion. Das klassische Altertum als Projektion einer
idealen Gegenwelt’, in Geschichte der bildenden Kunst
in Deutschland. Vom Biedermeier zum Impressionismus,
ed. Hubertus Kohle, (Minchen: Prestel, 2008), 325—
330.

58 HeHap Makymesuh, YmeliHocll u HayuoHanHa ugeja
y XIX geky. cucliem espolicke u cpUlcke 8usyesHe KyJsi-

aAHoIIhy, IITO je AOBEAO U AO KOHCTpYyMCamwa
BU3YeAHe KYATYpe y CAyXOu Hauuje y XIX
BeKky.”® YHMBep3aAHa, aHTUYKA MA€ja KOersu-
CTMpaAa je C NapTUKYAApHOM, HAallMOHAAHOM,
CPIICKOM, IITO CUMOOAMYHO BMAMMO U Ha Be-
AMHOM KocTuMy. IIpBU cA0j opehe nma opanke
HApOAHMX Ilapa, WTO je moTBpheHo u madra-
Ma U IITO je MOCAeAMIIA IIMpPeT MHTepecoBamba
YMETHOCTU AeKapeHLMje 3a eTHorpadujy, a y
KOHTeKCTy nosehaHor BpepHOBamwa IpUMee-
He YMeTHOCTH y eCTeTuLu AekaaeHuuje. C Apy-
re CTpaHe, CIIO/SHM OTPTay Ca Kaly/»>adoM MAOA
je APYTOT OAEBHOT U MAEJHOT CUCTeMa, KOjU MMa
KOpeHe y aHTMYKOM VAU OPUjeHTAaAHOM CBETY
u noaceha Ha urpauke nepgopmaHce ¢ BeAo-
BMMa Koje je uzBopnaa CaaoMa, OMUdbEHU AUK
yMeTHMKa y A00a AekapeHLuje.>

YuHu ce Aa HUje IpeTepaHo ako BeAnHy uH-
cueHauujy AepuHuiieMo kao Moryhu mpumep
AHTUYKOI CAYYaja Y CPIICKOj YMETHOCTU KpajeM
XIX Beka. TeaTapcka Be3aHOCT 32 aHTUYKE KO-
peHe je HeclopHa, Kao 4 Besa TeaTpa U yMeT-
Hoctu TokoM XIX Beka.”® Kyancha cauka AH-
toHuja KoBaueBuha us 1874, Ha Kojoj je npu-
kazaHa Vdurennja Ha Taypupn® (ca. 3), Huje
npuMep caMo obpaae Ha K0joj ce Hasupe Te-
aTapCKM KOHLENT U APAaMCKM KapakTep IpeA-
craBe. KoBaueBuheBa Mgpuienuja na Taypugu,
Kao BapyjauMja Ha TeMy uyBeHe Dojepbaxose
(Anselm Feuerbach) M¢puienuje (1871),°* y cy-
IITVHM je MCTOBETHA MPEeACTaBa 3AATHOT A00a
CTapor CBeTa, Tparama 3a PeKOHCTPYKLMjOM
MAaAHe TIPOLIAOCTHU, TA€ je TAaBHA jyHaKUIba

ype y cnyxbu Hayuje (beorpaf: 3aBoj 3a yLbeHvKe
¥ HacTaBHa cpeacTsa, 2006), 159-179, y aarem TekcTy
(Makyrbesuh, YmetuHocl u HAUUOHA/IHA Ugeja).

59 OskarVajld, Saloma (Beograd: Jugoslovensko dramsko
pozoriste, 1997).

60 Guy Cogeval and Beatrice Avanzi, eds. Drama and
Desire. Art and Theatre from the French Revolution to the
First World War (Milano: Skira, 2010), y Aasbem TekcTy
(Cogeval and Avanzi, Drama and Desire).

61 Cnwuka je BnacHMWTBO HapoaHor My3eja y beorpay v
3aBefieHa je nod 1HB. 6p. 1548.

62 Cnuka je penpopykoBaHa Yy: Bernhard Maaz, ed,
Views on Europe. Europe and German Painting in the
Nineteenth Century (Ostfildern: Hatja Cantz, 2007), 108.
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Cnuka 3. AHToHwje Kosaueswh, MguieHuja Ha Taypugu,
y/be Ha nnatHy, 1874. (HMB)
Figure 3 Antonije Kovacevi¢, Iphigenia in Tauris,
oil on canvas, 1874 (NMB)

TparMyHa XepoMHA, 3alpaBO eMaHaluja CceTe
U Yexme, usryomeHor BpemeHa.”’ HbeHu xo-
peHu cy, aAa ce uspasumo HudeoBum jesuxom,
y CokpaTtoBOM A0y, Y [1epMOAY €CeHLIMjaAHOT
ONnTMMM3MA M PpasyMcKor mnopaBHamwa.** Hu-
4e, OMO3UTHO, Y IPECOKPAaTOBCKOM BpEMEHY,
y Aoba ppame Ecxuaa u Codokaa, mpoHasasu
CBOj aAOrM4HU GpUA030(CKU HYKAEYC, KOjU Ce
usjepHauyaBa ca (QypMO3HOM M APaMaTUYHOM
CAMKOM CBeTa.

63 Hubert Locher, Deutsche Malerei im 19. Jahrhundert
(Darmstadt: Primus Verlag), 2005, 162-163.

64 Foa-Dienstag,,Tragedy, Pessimism, Nietzche": 86.

65 Qotorpaduja je BnacHWWTBO My3seja nosopullHe
ymeTHocT Cpbuje 1 3aBefeHa je nog viH. 6p. 312.

66 Nico Kirchberger, ,Geister, Hexen, Somnambulen-
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HuyeoB cBeT XTOHMYHOT, AMOHU3MjCKOT Xa-
oca, 13 unje ce AyO1He 0OHaBAdA MAY IIAK OCAO-
6aba cTapu, MOTUCHYTU )XMBOTHU HaroH aHTU-
Ke, VIMAO je CBOj CAUKOBHM €KB/BAAEHT.

Taj cBeT oTeAaoTBOpYje Beaa npuankom cBo-
je uMHCLeHaLje. YMecTO M30Aauuje Teaa (AO-
muHupa mnejzax) KosaueBuhese Mpuienuje n
ackese ocehama, y nmpeactaBu HurpuHose po-
MMHMPa HellITO CyIpoTHo. VIHBep3uja je moTmy-
Ha. CybAauMupanu cBet ocehajHOCTY, HOTUCHYT
y VidurenujuHom Tteay, ocaobaba ce y Beau-
HOM. [AymMUYMHO TeAo TIIOCTaje eHepreTCKu
HyKAeyc. AaoKOOHOBa caleTa eHepruja 6uBa
CAODOAHA, YHYTpALbHM [IATOC TIOCTaje eKCTeH-
3UBHa cMAa. Xepojcku AaOKOOHOB IAaToC He-
cTaje Aa O CBe IIPETXOAHE paplbe OMAe MaHU-
¢decroBane y BeanHom mapapokcaaHo caebe-
HOM IOKpeTy. 3aMp3HyTa, nyAcupajyha eHep-
rvja, Kojy BUAUMO y BeanHoMm msBohewy Ma-
rAe, jyHakumte CyaepmanoBor (Herman Sud-
dermann) 3asuuaja® (ca. 4), 0BA€ ce AaraHum,
aAu eeKTHUM IIOKPETOM MCKasyje Kao cybAu-
Malja MpOIIAMX TOKpETa Y HaroBeluTaj Oy-
Ayhux.

BearHa mackapapa u OpVKAUBO M3BEAEH
MOKPET HUCY NMAOA HACYMUYHO M3abpaHe Io03e.
3a excriepuMeHTe ca MeAujymMuma, ¢ororpa-
¢duja je kpajem XIX Beka Omaa MeAMj mpBoOr
panra.®® OMumeHU MeAVj Y CAYXOU HayKe U
nmapaHayke, pororpaduja je 6uaa MpeAMeT, aAu
" GYHAYC ca3Hama, KOjU je Be3MBAO HAU3TAEA
OIIO3UTHE CBETOBe, HayKy U Marujy. BepoBa-
e Aa Ha ¢poTorpaduju, 60me HEro Ha MjeAHOM
YMETHIYKOM M3Pa3y, OCTaje 3a0eAe>keHa CTBap-
HOCT MUKPOKOCMOCAa M MaKpPOKOCMOCa yTU-
LJAAO je Ha IojaBy uMTaBor HMU3a doTorpaduja
Ha KojuMa cy OeAae)XeHU MEAMLIMHCKM eKCIle-
pumeHTH, momexyhemo camo Illapkoose (Jean-
Martin Charcot) us poomeHa xuctepuje,” aau u
BEAMKU OpOj CIMPUTYaAUCTUYKMX IpPeACTaBa
Yy CAyXOM IapamlCHUXOAOTHje, ca MeAUjyMKMa

Versuch Uber das Geistersechen in der Bildkunst der
19. Jahrhundert’,in Edvard Munch und das Unheimliche
(Wien: Leopold Museum, 2009), 45-46.

67 Mary Bergstein, ,Freud’s Moses or Michelangelo:
Vasari, Photography, and Art. Historical Practices’, Art
Bulletin LXXXVIII/1 (2006): 165-168.
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Cnuka 4. Bena HurpuHosa kao Marga y CynepmaHoBOM
3asuyajy, doTorpaduja, nodetak XX Beka (MIMYQC)
Figure 4 Vela Nigrinova as Magda in Hermann
Sudermann’s Homeland, photograph,
early 20" century (MTAS)

Kao LIEHTPAAHUM 00jeKTUMa. YXBAaTUTU IPaBU
IIOKpeT, O1Aa je moTpeba 1 HayKe M YMETHOCTH.
VIpeaAHM TTOKDET, Kao MOCAEANLIA YHYTpaIlbe
CaBpIIEeHEe CTPYKTYpe YOBeKa, IOAPa3yMeBao je
Be3y ICUXe U KopropasHe MoTopuke. [IpocTop
n3mebhy cBecHOr u HecBeCHOT, MaHU(PECTHOT U
AQTEHTHOT, I0BE31BAO0 Ce C TEAECHUM IeCTOBU-
Ma. H13 KOHTMHYMpaHMX [TOKpeTa OBeKOBeve-
Hux ¢ororpapckum objekTBOM omoryhuo je
Kpeupamwe CAMKe KOja ce BPXYHU Y jeAHOM 03-
HauuTe»CKOM MOMeHTY.*® Taxko je Buiire paptbu

68 Ibid., 165.

69 Philippe-Alain Michaud, Aby Warburg and the Image
in Motion (New York: Zone, 2004), 83, y narbem TekcTy
(Michaud, Aby Warburg).

70 Cornelia Zumbusch, Wissenschaft in Bildern. Symbol

CYyOAMMMPAHO Yy 3aBPIIHOM, APAaMaTU4YHOM re-
cry. Bapbyproecku (Aby Warburg) peueHo,
TpebaAO je yXBaTUTU T'eCT KOjU je PENpOAYK-
LiMja jeAHOT, Y CTBAaPHOCTY 3aMP3HYTOI IOKpe-
ta.* To je, mo BapOypry, BpemeHcKa CTPyKTypa
CAVIKE, MHTEeperHyM, npoctop wusmeby omoj-
HOT AOXKMBAaja U pedaeKcuje, Koju ce 3araxka
npexo GopMe Koja je ayToMaTcKa, CyLITUHCKA,
MOYeTHA CTPYKTYpa IOCTOjalba U AEAOBamA,
MaHU(ECTOBaHA jEAMHCTBEHUM IOKpPeTOM.”
Kao Hexa BpcTa rapaHTa 3aMp3HYTOT ITIOKpeTa,
Kao MeAuj Koju OeAexxu HeBUAMSUBO, GpoTorpa-
¢duja je mocTasa HEM3OCTaBAH A€O YMETHUYKUX
eKcIllepMMeHaTa ¥ TaKBy je BUAMMO U Yy Hayu-
HO-YMETHUYKOM OIIUTY KOjU Ce 3010 y aremey
Muaana JoBanoBuha.

Ocaobabatbe, 0AMp3aBambe UCKOHCKE eHep-
ruje, IPMMOPAMjAAHOT HaroHa Koju je 61uo om-
AeMemeH MAM 3aKOMaH Yy OKBUPY KAacUYHe
YMETHOCTH, AelllaBa ce ToMohy My3uKe, IAeca,
MOKpeTa.

Kpajem XIX Beka My3uka je 000roTBopeHa,
3aA00MBIIM TOCEOHO MECTO Y OKBUPY CUCTEMA
yMeTHOCTU. CAMKOBHI €AeMEHTHU ce 0bjalimba-
Bajy My3MYKIM €A€MEHTIMA, 00ja TI0CTaje TOH,
CAVIKa Ce TpaHCpOopMULLEe Y MY3UKY.

Mysuka je Tokom XIX Beka npe cBera nose-
3MBaHa ca )XeHoM. Haapa’kajHa 4yAHOCT XeHe,
KOja je U3 AOMeHa MYIIKOTI MOTAeAd CMaTpaHa
JKEHCKMM €KCKAY3MBUTETOM, Y MY3ULIU je MMa-
Aa CBOjy CMMIITOMATCKy adexrauujy. UyBeHu
Maxkaprtos uuxayc [leii uyra, uz 1872-1879.
(MUpHC, YKYC, CAYX, BUA, AOAMP),”' TTAACTUYAH
je mpuMep IOBe3MBamba KEHCTBEHOCTHU Ca 4Uy-
AuMa 6yayhm pa cBako uyAo perpeseHTyje jea-
Ha Hara >keHcka ¢urypa. HeHappaskeHa uyaa
VPUTUPAjy APYTra 4yAa, Koja y IOBE3aHOCTU
omoryhyjy 4yaHy pasmeHy, mnposouupajyhu
YMeTHMYKA OCTBapemwa. Tako ce peuy, TOHO-
BU U 0oje HaAOMyYjy, moTBphyjyhu KoHenT
CUHecTes3lje, YyMja je Hajllo3HaTHja BapujaLyja

und dialektisches Bild in Aby Warburgs Mnemosyne-
Atlas und Walter Benjamins Passagen-Werk (Berlin:
Akademie Verlag, 2004).

71 Cnuka je penpogykoBaHa y: Husslein-Arco and Klee,
Hans Makart, 80-81.
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BarHepoB TOTaAHM YMeTHMYKM Ipojekar. My-
3M4YKa CTPYKTYpa MPEHOCH Ce Y CAMKOBHU CBeT,
Ha 1Ta ynyhyjy 6pojHa peaa ymeTHMKa y A0Oa
AeKapeHuuje U cuMboAm3ama.”

Kpajem XIX Bexa My3MUKM MHCTPYMEHTU
MIMajy UCTaKHYTO MecTo. OHM Cy IIPEHOCHOLN
yyaHux ocehaja. Kurape, xapde, aupe, paayre
y PyKaMa raaBHMX aKTepa 4ecTo Cy MpUKa3uBa-
He Ha CUMOOAMCTUYKMM CAMKaMa.

I'ycae y pykama Beae Hurpmnose noaynupy
Te3y O 3HAYajy My3UKe U MY3UYKUX MHCTPY-
MeHaTa. ApEeBHM HAlMIOHAAHU WHCTPYMEHT,
03Ha4MTes MYIIKOCTHU, Capd Ce HAAa3M Y pyKa-
Ma jepHe raymuie. OBAe je Ha AeAy OIeT Iep-
myTauyyja. HallMoHaAHM MHCTPYMEHT IOCTaje
apredakT aHTMYKe NPOBeHMjeHUMje, yHocehu
HEMUP Y POAHO oApehere Mys3MYKMX MHCTPY-
MeHaTa KOje je BAAAAAO Y POAHO TOAEHSEHVM
C oHe cTpaHe HeXHe, TaKTHUAHE
rpabaHcKe >XEHCTBEHOCTM, 4Mja je MeTadopa
KAaBMp Kao aptubumpany KyhHu (oatapckm)
MHCTPYMEHT, I0jaBayje ce Beaa ca rycaama y
CBOjeBPCHOM MY3WYKOM TPAHCY. AMOHM3MjCKa
CHara Kao A2 u3Bupe U3 BeAMHOr raymauxor
3aHoca. Muctepuja, opduuka crpact nokpehe
LjeAy KOMITO3MLIMjy KOja, HUYeOBCKM MpereBa-
Ha, II0CTaje MOKpeTHa cAuKa.”? PuryaaHu naec,
Kao CTapu PYAMMEHTApHU, LIMBMAU3ALVjCKU
00uyaj,’”* penHTEpIIpETUpA Ce Y aTesey Muaa-
Ha JoBaHoBMha Ha caBpeMeH, eCTETU30BaH Ha-
YMH U TocTaje TeaTapcku naec. CueHa nocraje
theatrum mundi, KOCMOAOIIKYU CIEKTaKA, ap-
TUPULMjeAHO CUMIITOMAT/30BaH, Oalll OHaKaB
Kao ILTO je CTapo MaraHcko 1 HOBOBEKOBHO ¢Gu-
penruHcko nosopuiure (XVI-XVII Bek) nmose-
3a0 E6u Bap6ypr.”” Crape cuae Kao pa U3BUpYy
Yy TaKTy TOHOBA KOjU ce ca Irycaaa 4yjy. Hauuo-

CBETOBMMaA.

72 Hans H. Hofstatter,,Symbolismus in Deutschland und
Europe’, in Seelen Reich. Die Entwicklung des deutschen
Symbolismus 1870-1920, eds. Ingrid Ehrhardt and
Simon Reynolds (Minchen: Prestel, 2000), 18,y aarbem
TekcTy (Hofstatter,, Symbolismus in Deutschland).

73 Foa-Dienstag,,Tragedy, Pessimism, Nietzche": 86-88.

74 Andreas Kotte, Theaterwissenschaft. Eine Einfihrung
(K&ln: Béhlau, 2005), 154-159.

75 Michaud, Aby Warburg, 147-170.

76 Hofstatter,,Symbolismus in Deutschland’, 23.
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HaAHM MEAOC eMaHMupa Ce y TOHAAHOj XapMo-
HUjU 3ByKa U TecTa.

ITosHara je pacmpoOCTPameHOCT TyCAama
TokoM XIX Bexa. HapopHu meaoc, moppsxkan
€MICKVMM HapaTMBOM, MOTA0 je 13a3BaTU eK-
cTpeMHO mnoBeharbe €MOLIMOHAAHOCTM peLy-
nujenara. OBae Beaa HurpmHoBa penerupa
CUTYalMjy Ha ceH3yaAaH HauuH. OHa je y cTamy
TPaHCa, KOju ce Mpero3Haje 1 Mo nokpery. My-
3MKOM Cy OCAOOODhEHM HaroHM 1 TEAO je Iove-
A0 Aa BubOpupa. TlopctakHyTa ocaoboheHom
BO/AOM, TAYMULIA ITOYMIbE AQ Ce DECIIOTOBOPHO
nokpehe; 1 Kkao pa ryou anyHoct. lecTom, nako
oBAe 0Aaro HaraameHuM, YKasaHo je Ha MOTO-
PUKY TeAa KOja IIOCAEAVTHO IIPATy jeAHOAUYAH,
YHUCOHU 3BYK IrycaAa. TeaTpaAHa NMaHTOMMMA
U BUAMSVIBA PUTMUYHOCT AOBOAE Beay y cTamwe
eyputumuje. Tepmun xoju je canxap Pepau-
HaHp Xopaep (Ferdinand Hodler) yBeo y cBoj
TEOPUjCKU U CAMKOBHM CBeT’® 03HayaBa pUT-
MUYHO ITIOHaBmaibe oApeheHux craBoBa TeAa
" BUANUB je y 0BOj BeanHoj durypaaHoj mH-
cueHayuju. 3anpaso, Beaa y cBom opduukom
3aHOCY AaraHVMM PUTMOM BpIIM XUITEPECTETU-
30BaHy MICEYAOPEAUTH)CKY, YMETHUYKY CAYXXOY.
Y poba ecretusauuje rpabaHckor XUBOTA, U
HallMOHAaAHa MAeja’’ AeAMMMYHO IIPOAa3y KpO3
CAMYaH Ipoliec, Te Y BeAnHoj unTepnperauuju
rycaap IoCTaje 1 eCTeTU30BaHU o0jekar, a Beaa
IIPBOCBEIITeHN]a HOBe YMeTHUYIKE PeAUruje.

Y okBupy BeanHe nHcueHauyje, paunjasHa
eKCIIpecHja Kao A€O je3MKa TeAd MMaAa je UCTa-
KHYTY yAory. TeAo mocTaje jacaH yHUBep3aAaH
3HAKOBHU CHUCTeM, aAu BeanHe oun, Kao jepaH
0A BKHUjMX YMHMAAQLIA TAHTOMUME,”® TOTOBO
Cy 3aTBOpeHe U yoOu4ajeHM KOHTaKT O4uMMa
C aApecaHTOM Kao Aa je mpekuHyT. Oun cy Ha

77 O HauMoHanHoj uaejn 1 BrsyenHom cuctemy y Cpbujm
y XIX Beky: MakymbeBuh, YmeliHocli U HAUUOHAHa
ugeja; o TeaTpanHoj HauvoHanM3aumju rpahaHcTsa:
Mrop bopo3saH, EcteTnsnparse, TeaTpanusaupja 1 Ha-
UMoHanm3auvja rpahaHcTea: npocnasa beorpanckor
nesaukor apywrsa 1903", Hacnehe Xl (2011): 33-56, y
farbem TekcTy (boposaH, Ectetnsnparse”).

78 O npopopHum BenuvHum ouvma cBefoude HeHn ca-
BpemeHuLm: MiunaHosuh, ,Ayrycta-Bena HurprHosa™
249.
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OCHOBY TEOPMjCKMX IOCTYAaTa TAyMe Ba’kaH
A€o KOMYyHUKaluje mybAMKe u raymara, oyayhu
Aa cy mpeHocuouu ocehamwa ayme.”” Beanne
3aTBOpEHe OYM HUCY CaMO IOCAEAMIIA eBeH-
TyaAHe HY)KHOCTM CKpeTarba IIOTAeAd Ka MH-
CTPYMEHTY Koju cBupa, Beh cy o3Hauntesu u
MIMPUX MMIAMKALMja.

Iaymmua je mpuankom nepdopmaHca rnaaa
y TpaHc, cramwe xubepHauyje. OHa ce HamAa y
XUBYheM CHy, a mapapuMrma TakBOI CTamba CY
3aTBOpPEHE O4l, MAKO je HbeHO TEeAO Y IOKpeTYy.
3aTBOpeHe 04U jeAQH CY OA OMU/AEHMX MOTUBA
ymeTHMKa kpajeM XIX Beka. Caemny 4oBeK BUAU
6ome, BuIlle, OH 3HA TajHe CKPUBEHE OA 00MY-
HUX CMPTHMKA, OH je HewTo Apyro. Ortybeme,
HaIylITakbe MHAYCTPUjCKM YCTPOjeHOI CBeTa
cybAuMupa ce yrecty 3arBopeHnx ouujy.*’ Cer
4yyAa obuTaBa y japcTBy Ayute. Herarjom orm-
TUYKE CAMKe yoOAMYaBa ce OecrepCreKTUBHU
YHYTpAaILbL IPOCTOP, Home ca 6e30p0ojHUM MO-
ryhHOCTMMa MeHTaAHe NpojeKLiyje, TA€ BUALU-
BUM CBeT IIOCTaje MpousBop cumyaauyje. Cu-
MmyAakpym npe boapujapa (Jean Baudrillard)®
YCAOBMO je Kpeupame CBOjeBPCHOI MaTpUKCa
kpajeM XIX Beka. C oHe cTpaHe KacTpaTuBHe
cuMb0AMKe TryOuUTKa BMAQ, EAUIIOBO CAEMMAO
IpeTBapa ce y yHyTpalllle BU3MOHAPCTBO.

3HamenuTa camka Caeduya Ha meceyesom
iory (1889) Dbpyna ITuraxajHa (Bruno Pigl-
hein)® KaHOHCKM je CAMKOBHM IIpMKa3 CTBa-
pama YHyTpaulber Xaburyca, 3a unje caraepa-
Barbe Hitje MOTpeOHO uyAao Bupa. O OTBOpeHUM
oulMa KoOje He BYAE U 3aTBOPEHMM KOje BUAE,
Kao MepMyTalLMju TaKo OMUAEHOj ¥ Aoba Ae-
KaAeHLuje, IIPEHOCHO OAroBop mpyxa Ockap
Bajaa. Ha nurame npujatema Ko je oH, BajapoB
TAABHM jyHaK, Xepoj AekapeHuuje AopujaH Ipej

OATOBapa ,ja caM KHe3 ImapapoKc’® caskeBuIN

79 Robyn Asleson,,She was Tragedy Personified. Crafting
the Siddons Legend in Art and Life’, in A Passion for
Performance. A Sarah Siddons and her Portraitists, ed.
Shelley Bennett, Mark Leonard and Shearer West (Los
Angeles: J. Paul Getty Museum, 1999), 43.

80 Hofstatter, ,Symbolismus in Deutschland’, 20.

81 Zan Bodrijar, Simulakrum i simulacija (Novi Sad:
Svetovi, 1991).

82 Cnuka je penpoaykoBaHa y: Michael Buhrs, ed., Seces-

y CB0jOj apTU}ULMjeAHOj TI0jaBU CBY aHTUTE-
TUYHOCT A00a AeKapeHIje kpajeM XIX Beka.
Arnopuja, Ka0 CKAOI HaAAOTMYHUX Kay3aAuTe-
TQ, €X0 je BpeMeHa U MHTeAeKTyaAHe KAUME, Y
KO0jOj Cy CBOje MeCTO MMaAU U Xepoju AeKaAeH-
uuje.

3aTBOpEHe OYM Ka0 OAAMKA CHA, 4 CaH Kao
ryOuTaK CBECTU, A€O CY MAEJHOI CHUCTEMa TOT
BpeMeHa. Y Tapallllboj ICMXOAHAAM3M, CaH je
010 cpeACTBO 3a ocaobaharbe MOTUCHYTUX Ha-
roHa. OHOCTpaH! CBeT CHA je MCTVHUTHUU OA
YMHOT, BUASUBOT, U Taj CBET eMaHupa Beaa y
CBO0jOj TAYMA4KOj POAM I'yCA2pa.

ITaec y cHy Huje msoaoBaHa mojasa. Ilo-
Be3aH Ca MY3MKOM, OTKpUBA jepaH (eHOMeH
Koju ce oABUjao mupoM EBpone Ha Kpajy XIX
BeKa. 3aueTak HOBe IICUXOAOIVje OOeAeKeH
je ¥ pa3sHOBPCHUM eKCIepMMEHTUMA Koju Cy
BpIIEHM OOMYHO Ha >KEHCKMM MeAujymuma. Y
TUM TIAPallCUXOAOIIKMM, OKYATHMM CeaHCa-
Ma MCTAaKHYTO MeCTO MMAaAM Cy U YMETHMLM,
KOjU Cy IpaTMAM INOHAIIalbe MeAMjyMa Y Tpa-
rawy 3a MCKOHCKMM YOBEKOBUM M3paszuma. Y
OpaHyyckoj je 1900. objaBreHa yyBeHa MyOAU-
Kauuja Les Sentiments, la Musique et le Geste
(Ocehamwa, mysuka u ieciii), y Kojoj ce mory Hahu
YIIyTCTBA TAAQIIBYX TO3HATUX MAPUCKUX eCTe-
TUYapa, Kao U NpUPOAMaKa. IbeHy HacAOBHY
cTpaHy mnayctpoBao je Aadonc Myxa (Alfons
Mucha). Ha naycrtpaiiuju je npeacTaBseH Mo-
3HaTU MeaujyM, urpaunua AuHa ae Depkea
(Lina de Ferkel), xao Mapcemesa, aseropuja
Opanyycke.** AadpoHc Myxa, 1 cam TO6OPHUK
Tapd MOMOAHMX CEaHCU KOje Cy Ce OAP’KaBaAe
y IMapusy, monyaaprsoBao je MAejy XUIIHO3€e Ha
MHOTO0OPOjHUM IIPeACTaBaMa >KEHCKUX MEAN)Y-
Ma, 1 TO Oalll y CBOM aTemey, Koji je Ouo cleHa
Ha KO0joj cy ce ceaHce opurpasaae.®

sion 1892-1914 (Minchen: Museum Villa Stuck, 2008),
158.

83 Vajld, Slika Dorijana Greja, 318.

84 Pierre Arnauld, ,Musikalische Ekstase und Fixierung
des Blicks. Mucha und die Kultur der Hipnose’, in Alfons
Mucha, eds. Agnes Husslein-Arco et al., (Wien: Hirmer,
2009), 26, y parsem TekcTy (Arnauld, ,Musikalische
Ekstase”).

85 Ibid., 25-30.
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ITyrem Mysuke M peun, MEAUjyM je yrapao
y cTame 0ecBeCHOCTH, aKTMBHOI CHa. Mysu-
KOM ce TIOCTM33aA0 AQ AOCIE Yy CTapAUjyM XU-
OepHallMje, Aa IOCTaHE IMAHTOMUM Y pyKama
XUITHOTU3€EPA, a IOTOM je IIPeAasto Y HUPBaHYy.
YnpaBo Tapa Mounmbao je aa ce kpehe Ha Haj-
rpauMO3HMjY U HAQjyMEeTHUYKMjM HaulMH, KOjH je
MHOTO HapAMONHUjM Hero NMPUPOAHU, CBECTaH
noAoxaj. Tapa mocraje xao Bocak, Tabyaa pasa,
AOBEAEH Y CTame M3BOPHE OPUTMHAAHOCTY, AQ
6u ce nmorom, momohy mysuke, aptuduimpao,
€CTeTM30Bao.

/PYACKO TeAO OMBa IOKPEHYTO MY3MKOM,
OHO ce TOHAIIA Kao ayTOMAaT, TIOKPeTHAa AyTKa.
Crapu AMckypc o ¢urypu koja ce xpehe pas-
Ha je 4eXmbha yMEeTHOCTU. TakBa MA€ja UMaAa je
CBOjy aKTUBHY YAOTY 1 Y GOPMMU AeKapeHLuje.

BeanHa KpeTma Kao Aa eBOLMpa MUIMAAU-
oHcku edexar.® Op ayromara y Aoba mpocse-
TUTEeSCTBA (TIOKpETHE AyTKe),* Mma A0 MOKpeT-
HUX GUAMCKMX XyMaHOMAQ, HOIYT aHAPOMAQ
Mapuje y Aanrosowm (Fritz Lang) Meiipoiioaucy
(1927),%8 oxxuBmeHe AyTKe Ccy MeTadopa xeme
A Ce OA HEXVBe CKYANIType HalpaBy poOoT.

Y xoHTekcTy Beaune mpodecuje u meHe
CAVIKOBHE MHCIIeHauuje, Mu hemo ykasaTu Ha
HoMeHYTy TpaHcopMaiyjy. IIpuankom aoae-
muBama Opaena Ceeror Case V pepa (1894),%
Beaa je mmurTupasa ckyanrypaaHy ¢opmy.”
VnreHnosHa pemnpeseHTalyja U 3aMP3HYTOCT
CTaBa acoLMPajy Ha YIOTPeOHY BPEAHOCT MA€ja
110 KOj/Ma Cy BeAMKe TpareTkumbe 13 XIX Beka
HAAVK QHTUYKVM IPYKMM cTaTyaMa (CTaB, KOXKa
Kao 0A MepMepa, CAOHOBe KOCTH).

3aMp3HyTa, MAeaAM30BaHa BeAmHa mpea-
CTaBa [TOYEAQ je AQ CE OAMP32aBa, Aa OU y eHOj

86 Horst Bredekamp, Theorie des Bildakts (Berlin: Suhr-
kamp, 2010), 144-150, y parmbem Tekcty (Bredekamp,
Theorie des Bildakts).

87 Horst Bredekamp, Antikensehnsucht und Maschinen-
glauben. Die Geschichte der Kunstkammer und die
Zukunft der Kunstgeschichte (Berlin: Wagenbachs,
2007).

88 Bredekamp, Theorie des Bildakts, 130-138.

89 (Qotorpaduja je penpomykoBaHa y: MunaHosuh, ,Ay-
rycta-Bena Hurpunosa”: 253.

90 CnaBHe TpareTkurbe BM3yanu3oBaHe Cy MO yrnegy
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VHCLieHallWjX CAeTle I'ycAapKe MOKpeT I0CTao
CB€, YCAOBMBIIN AA TAYMULA TIOCTaHe >XMUBU ay-
TOMAT, CKyAIITYypa Koja ce Kpehe. Beaa je mocra-
Aa daHTa3Ma, aBeT, LITO U3 AyOMHe II0A3EMHOT
cBeTa urpa urpy usmeby >xusora u cmpru. Kao
KpeaTypa HU 113 Yera CTBOPEHa, OHa Ha Pa3BaAll-
HaMa MMarMHapHOI APEBHOT CPIICKOT 1lapCTBa
OyAM CeTHY Hapy HaLMOHY. YocTasoM, BeanHa
MacKapapa U BeH IAeC Ce y3 IOMOh eTHMOAO-
ruje Mory nosesatu. Peu larva Ha AaTMHCKOM
MCTOBPEMEHO O3HayaBa MaCKy U AyX MPTBUX.”!
ABojakocT 3Hauewa Huje caydajHa Oyayhm aa
je y Pumy moctojao obuyaj pa ce MpTBU Ioja-
B»Yjy Kao Hocuouu Macku. Tako ce aoyx Kocosa
(kOCOBCKUX jyHaKa) eMaHMpa y BeanHoj macka-
paau. AHTUKA, IIPEKO CpeAler Beka, IOoCTaje
MaTpukc caBpemeHe Cpbuje kpajem XIX Bexa.
IMTomyT Aejronose (Frederic Leighton) Exex-
iipe Ha AlamemMHOHOBOM ipoby, n3 1886-1889°%
(ca. 5), mohHo, MOHYMeHTaAHO BeanHo Teao,
Kao CMMOOAMYHA MOKpeTHa (GUIypuHa, BPLIU
Ha Ipo0y CPIICKOI CPeAOBEKOBHOI 1IapCTBa
PUTYaAHY paamy ecTeTusauuje Hayuje. Ilepco-
HAaAHA TYra, TPaHCHUTYPAAHO Y AUKY BeanHoM,
MOCTaje OTEAOTBOpEeHhe KOAEKTMBHOTI >KaAa 3a
APEBHOM CAQBOM. 3AaTHUM BeK CPIICKE Ap’Ka-
Be, Ka0O CPIICKA Bep3uja aHTUYKE MPOIIAOCTHU,
MOCTaje AOKYC I'PYIIHE YKaAOCTHU, KOjy CUMOO-
Ausyje Beaa. Taymmua nocraje 361pHO TeAo,
CpIICKa YAOBMILIA KOja UTPa XAaAOCHY UIPY, AQ Ce
nocayxumo benjamnuoBom (Walter Benjamin)
TEPMUHOAOIMjOM,” aAM capd Kao 3aCTYIHMK
KOAEKTMBHOI TeAa Haluje, a He IMOjeAVHaYHe
Tyre. [lepdopmaHc ce opurpapa no TaKTOBMMA
CeTHe eIcKe rnecMe (KOCOBCKU LIMKAYC) Y KOjOj
ce oreBa ryourak cprckor apcrsa. ComHa0ya-

Ha aHTWuke durype: Sarah Betzer, ,Ingres’s Studio
between History and Allegory: Rachel, Antiquity and
Tragédie”, Art Bulletin LXXXVIII/3 (2006): 525-551.

91 Thomas Macho,,Steinerne Gaste vom Totemkult zum
Theater”, in: Quel Corps? Eine Frage der Reprdisentation,
eds. Hans Belting, Dietmar Kamper and Martin Schulz
(Mdnchen: Wilhelm Fink, 2002), 53-65.

92 Cnuka je penpopgykosaHa y: Cogeval and Avanzi,
Drama and Desire, 216.

93 Valter Benjamin, Poreklo njemacke zalobne igre (Sa-
rajevo: Veselin Maslesa, 1989).
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5. Opepepuk Jlopa JejTon, Enekilipa Ha AilameMHOH0BOM
Ipoby, 1886—1889.
Figure 5 Lord Frederic Leighton, Electra at the Tomb of
Agamemnon, 1886-1889

94 Albert fon Keller. Salons, Séancen, Secession (ZUrich:

Hirmer, 2009), penpoaykuuja 107.
95 Kycosau, Cnnkap hophe Kpctuh, 181.

Ha ¢urypa, usmeby jaBe u cHa, Beaa urpa cBoj
cHeHU nAec. [TonmyT 4yBeHOT MeAMjyMa, TAYMU-
ue Xuseae pou Benep (Gisela von Wehner),
Kojy je oBekoBeuno AabepT ¢poH Keaep (Albert
von Keller) Ha canum Y cuy/Kacangpa (1911),%
n Beaa, y crawmy oHocTpaHocTH, ymyhyje Ha
(beHOMEH aHMMM3Ma U Bepe y OIUIIASUBOCT AY-
1IeBHe eHepruje.

Hoge uspaxajue dbopme u crape upeje Ko-
ersyCTUpaAe Cy OUUTAEAHO Uy YMETHOCTU Kpa-
jem XIX Bexa. CTora u He YyAM AQ je YIPaBoO
npsu Kpcruhes npuxas us 1872-1873, Ha kome
je mpeacTaBdeHa KeHCKa Gurypa Kako Iycaa,
HasBaH Cpbuja.”® HaunoHaaHa MysuKa y )eH-
CKOj aaeropujckoj purypu sapobuja 3apoBoma-
Bajyhy, omurTu M HauuoHaAHU u3pas. Tako, y
OKBMPY YMETHMYKOI TIOMIpaBama GpopmMama 1
M3pasyMa, M CPIICKa MYy3MKa, MPEACTaBMmeHa
y auMky Beae HurpuHose, mocTtaje aseropuja
cpricke necme.’

MeanjyM, Kao XMWIEpeCcTeTU30BaHU o0bje-
KaT, AeAyje MOIyT eHepreTckor nomsa. OHo, Kao
JKUBY TaABaHOMeTap, PerucIpyje M MPOAYKYyje
ocLrAaLyje eTpa Koje jeAQH opraHu3aM IpeHo-
CU Ha APYTH, CTaB je OHAQIIHMX MaparCUXOAOra.
Ha 1aj HauMH pAeayje 1 ceaHca Beae Hurpusose.
VicroBeTHa nmpakca o0eaex1Aa je ieHy I0jaBy U
Ha IIO30PUIIHUM AaCKaMa, Ha 1iTta ynyhyjy MHo-
roOpojHe eMOTMBHE MMIIpecCyje Be3aHe 32 heHe
rAyMauke HacTyme. TakBy BpCTy peakuuje Io-
cmarpaya, praosod Ioa Cypuo (Paul Souirau),
BeoMa YTMIIAjaH Y YMETHUYKMM KPYTOBUMAa, Ae-
¢duHMCaO je y cBOM ecejy La suggestion dans lart
(Cyiecitiuja y ymeiinocitiu) us 1893. roaune. Ox
3aKmyuyje: , 1o IITO HAaM Ce AOIMaAa KOA eCcTeT-
CKOT TOCMATpama jecTe CaMo MOCMaTPame, XUII-
HO3a"” AaKkae, MOCMAaTpaHU MEAMjYM A€Ayje Ha
rocMarpaua, oBaj Takobhe, MIHBEP3HO MarHeTCKU
IIpMBYYeH, I0CTaje MEAUjYM y OKBUPY jeAHOT
€HepreTCKor Ioma. YINpaBo Tako U boxupap
HuxoaajeBuh omucyje cBojy rOTOBO XUITHOTU3U-
pajyhy uyaHy onujeHocT BeAoM mpuankom mbeHe

96 boposaH,,Ectetnanparse”: 48-49.
97 Arnauld,,Musikalische Ekstase”, 28.
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npeacTase y HapopHoM nosopuuty y beorpaay
1894. ropnne.”

ITomeHyTa MOh ecTeTCKOr AeAOBamwa M3BP-
nieHa nyteM BeanHe TpaHchopMmanyje ocTasa
je mocpepHo 3abeaexeHa Ha ¢oTorpaduju Ha
KOjOj je TAyMMLA IPEACTaB/odEHA Y YAO3U CAEIIe
rycaapke. Dororpaduja je kpajem XIX Beka 6u-
AQ CIMPUTYAAHU MeAMj IPBOT PaHra, OMUMLEH Y
CAY>XOM HayKe ¥ MapaHayke, aAu U QyHAYC ca-
3Hama KOj! je Be3/BA0 HaM3TAEeA OIIO3UTHE CBe-
TOBE HayKe U Maruje.

VcTtoBpemeHo, doTorpaduja je ymerHuu-
KMM CPEACTBMMaA 3aMarnliBasa IOMEHyTe CBe-
ToBe. MuaaH JoBaHOBMh Kao aa je, Y CKAaay ¢
BPEMEHOM, jeAHY CUMOOAVICTUYKY CAMKY IIpe-
Heo Ha Apyry, potorpadcku mepnj.” Kputuka
AQ je MCYBMUIIle PEAAUCTUYHA, KOjy Cy TeHepaA-
HO Ha pauyH ¢dotorpaduje ynyhmBaan cauka-
pM Y BpeMe AeKaAeHIMje, Kao Aa je u3ryouaa
cMucao. ApamMaTuyHa UTpa CBETAOCTU U CeHKe
omoryhnaa je aa Ha JoBaHoBuheBoOj dororpa-
¢duju Ha Kojoj je mprkasaHa BeauHa uHclieHa-
Lja yOuUuMMO jeAMHCTBO KoHTpacrta.'” Ha 10j
3amakaMo M I0jaBy cHauujaAHe AyOuHe, Koja
MIPOM3BOAM MAY3Ujy Aa ce Beaa mojaBmyje us
ayoune. @otorpad je Takobe ycmeo aa Kop
IocMaTpaya 13a30Be YTUCaK AMdysHe AyOMHe,
6yayhu aa je yobuuajena ¢pororpacduja crapa-
A AOXNBAAj MPTBAYKe 3aMP3HYTOCTU IPeA-
cTaBmoeHux AukoBa. CBa yoOuuyajeHa MmecTa y
dbopmupamwy ymeTHnuke ¢ortorpaduje y ao6a
AeKapeHIMje KpajeM BeKa HamlAa Cy MOTIOpPY
y JoBaHoBuheBoj mpeacTtaBu Beae Hurpunose
Kao rycaapke. Tako uMIIpecyuja oBe peAaTBHO
MpauHe, 3amarmeHe ¢ororpaduje mopceha Ha
HEKY OA CAMKA M3jCTOpa A€KaAeHLMje.

Ha xpajy ummpecuja o BeanHoj mHcleHa-
LUju [OCTaBda Ce NMUTAme ayTOPCTBA TIPEA-

98 MwunaHosuh,,AyrycTa-Bena HurpuHosa”: 252-253.

99 O peunnpoyYHOM OHOCY CMKapCTea 1 doTorpaduje:
Ulrich Pohlmann and Johan G. Prinz Hohenzollern,
eds. Eine neue Kunst? Eine andere Natur! Fotografie und
Malereiim 19. Jahrhundert (Schirmer: Moses, 2003).

100 Christian Drude, ,Licht Bild Kunst. Deutsche
Fotografie im 19. Jahrhundert’, in Geschichte der
bildenden Kunst in Deutschland. Vom Biedermeier

78

craBe. Ko je ocMMCAMO 1I€AOKYITHU YMeTHUY-
K/ €KCIepVMeHT: raymuia Beaa Hurpuxosa,
dororpap Mwuran JoBaHoBuh wuAM caukap
Bopbe Kpctuh? Byayhu Aa cy cBe Tpoje 6uaun
A€0 MCTe VHTEAEKTYaAHE /I YMETHUYKE KAUME
KOja ce y CB0jOj pasanuuTocty MaHudecrona-
Aa kpajem XIX Beka, Mmoryhu oAroBop jecte pa
je OMAO KO 0A IMX MOrao OUTHU UAEjHYM TBOpaL]
oBor nep¢dopmaHca. Beau je, peLjumo, cBakako
OuAa mosHara OCOOEHOCT BEAMKMUX TAYMULIA
y ToM mepuoay. IIpusHaTe oA jaBHOI Mibema,
OHe Cy YBeK OMA€e MITaK HEIITO APYro, XuBehu
y 3ajeAHULIM 1 u3BaH we. OTyA je ¥ TAyMUYMHA
MHCLIEHalVja MIMaAa CBE€ OAAMKE YMETHUYKMX
ceaHCU C MeAMjyMuMa Koje cMo Beh omucaau u
KOje cy Be3aHe 3a mapucky armocdepy. Tako cy,
BEPOBATHO, TAACKHe Koje cy Kpyxuae o Capu
BepHap 6uae nmosHate u Bean Hurpunosoj. Ca-
PMHO OApacTame y MaHacTupy, Busuje ca boro-
POAVMMHUM AMKOM, MCKallldaBambe KPBU, Kao
MPMMepPU ayTOCYTeCTHje YCAEA TOHABSAbA PU-
TyaAa, IOTBPAQ Cy Aa je buaa Khepka cBor Bpe-
MeHa,'"! kao mTo je To 6uAa u Beaa Hurpuno-
Ba. Ha ocHoOBY TakBuX npuMepa Huje Hemoryhe
Ad je Beaa aKTMBHO y4eCTBOBaAa y PeXXUparwy
€KCTpaBaraHTHOI CIIEKTaKAd, Kao IITO Huje
JICK/oY4eHO HU A2 je CBOj KOCTMM caMa MCKpe-
Mpara MAU 0Apabpasa, MONYT APYIUMX MUCTO-
PUjCKMX KOCTMMA KOje je MmakpuBo bupaaa.'”
Vcto Taxko cy Kpearopu uutaBor aorabaja
MorAu 6utu u Muaau Joanosuh u Hophe Kp-
ctuh. O6ojunia A06pu mosHaBaouy 36MBama y
BEAVKUM €BPOIICKUM LIEHTPUMA, OMAU Cy MO-
ryhu pexucepu Beannor HacTyma, Iororoso je
To Morao ypaautu Hopbe Kpcruh Oyayhm aa
je oH 6mo moryhu mopyumaall 1eae IpeacTa-
Be. Takobe cy obojuua, a ocoburo Hophe Kp-
ctuh, OuAa yrosHara ca 3HauyajeM UCTOPUjCKIX

zum Impressionismus, ed. Hubertus Kohle (Minchen:
Prestel, 2008), 411-422.

101 Karen Levitov, ,The Divine Sarah and the Infernal
Sally. Bernhardt in the Words of Her Contemporaries”,
in Sarah Bernhardt. The Art of High Drama, ed. Carol
Ockman and Kenneth E. Silver (New York: Yale
University Press, 2005), 125-143.

102 MwnaHosuh,,Ayrycta-Bena HurpuHosa”: 248.
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1 eTHOrpadCKMUX MOTUBA KOjU Cy BUAMSUBU Ha
BearHoMm xoctumy. VicTroBpemeHo, oba ymer-
HUKA Cy [O3HABaAd MUHXEHCKY KYATYPHY U
VHTEAEKTYaAHy CLeHy,'” MO)XKpaa 4aKk U Kao
CBEAOLM OpPOjHIMX CeaHCH KOje Cy C MEAMjyMU-
Ma Yy CBOjUM aTeserMa UBBOAUAE UyBEHe CAU-
Kapcke 3Be3pe KpajeM Beka y Munxeny. Tako
CY Ce CIIMPUTYAAUCTUYKE CeaHCe OAPKaBaAe y
atemeuma Aabepra pon Keaepa'™ u l'abpuje-
Aa pon Maxca (Gabriel von Max).!'® Beauxu
6poj pororpaduja Ha KojuMa Cy IPeACTABAHEHN
XUITHOTU3MPAHU MEAMjYMU OCTAO je cavyyBaH, a
HeKe OA BUX CY U MOCAYXMAe 000jULIM CAMKa-
pa Kao MpeAAOXKaK 3a KaCHMja ypa Ha maaTHy.
Ha jeaHoj oa dotorpaduja xoje je 1887. ropu-
He cHuMuo [abpujea don Makc y cBoM aTemey
npeacTaBoeH je meaujyM AunHa MauyHrep
(Lina Matzinger) (ca. 6)."” YaaHoBu Ilcuxo-
AOILKOT APYIITBA Y MMHX€eHY OMAU CY aKTUBHU
y4yecHULIM Y Kpeupary coMHabyAHe aTMOChepe
y Munxeny kpajem XIX Beka.'” Kao npunapu-
LY Kpyra MMOHMPa HEMAYKOr CIMPUTYaAU3MaA
Kapaa pu Ilpeaa, cTBOpUAM Cy KAMMY OKYATHOT
BU3MOHAPCTBA.

T'robaamsam kpajem XIX Beka 3acurypHo je
yMHOrome oppeano u Beauny uncreHauujy. C
0031pOM Ha CTpyjarbe 1A€eja, CBA TP yIeCHMUKa
BeanHe Mackapape MOry OMUTH yoOAMYMTeNSU
nepdopmanca. Kpaj Beka AOHeO je amOMBaAeH-
TaH OAHOC IIpeMa JKeHU: HelloBepelbe, IpeApa-
CYA€, aAU U KYAT, 000)KaBatbe, IITO je BUAMSUBO
M y CTaBy NpeMa BEAUKUM TAyMHUL[AMa U3 TOT
nepropa. MebyTtum, oBaj Apyru acnekr 6uo je
1 Mepa [ToMMatba CTaBa YMETHMKA IIpeMa CAaB-
HUM TpareTkumwama. Apopaunja xxeHe (TAyMu-
1je) 060roTBOpMAA je 3HAMEHUTE APTUCTKUIbE
Y Y3AMTAQ UX Y CTaTyC YMETHUYKUX My3a. Tax-

103 Ha JosaHoBuhes 6opaBak y MuHxeHy y nepuoay
1884-1886. ykazaHo je y: Manuh, Muna+ JogaHosuh,
55.

104 Gian Casper Bott,,Salons, Séancen, Secession. Albert
von Keller zwischen Tradition und Aufbruch’ in
Albert fon Keller. Salons, Séancen, Secession (ZUrich:
Hirmer, 2009), 58-74, 139-168.

105 Christine Walter, ,Gabriel von Max und das spi-
ritistische  Bild", in  Gabriel von Max. Malerstar,
Darwinist, Spiritist, eds. Karin Althaus and Helmut
Friedel (MUnchen: Hirmer, 2010), 212-217, y narbem

Cnwka 6. labpujen doH Makc, JlnHa MaumHrep kao
meamnjym, 1887.
Figure 6 Gabriel von Max, Lina Matyinger
as a medium, 1887

By No3uuyjy 3ayseo je u Xanc MakapT npema
Ilapaotn Baatep (Charlotte Walter), cBom
UAEAAHOM MOAEAY. JeAHa MpeHTUTeTcKa ¢o-
Torpaduja AodapaBa Be3y YMETHUKA U TAYMU-
ye. Ilpmankom IllapaoTuHor MHCLIeHMpawa Me-
caAMHe, a 3a norpebe doTorpaducara, XaHC
MakapT je KAeKao IpeA 1Y, jaCHO YKa3aBIIM Ha

TekcTy (Walter,,Gabriel von Max").

106 Ibid, 193.

107 Andreas Fischer,Gabriel von Max und die Fotografie
des Okkulten’, in Gabriel von Max. Malerstar, Dar-
winist, Spiritist, eds. Karin Althaus and Helmut Friedel
(Mdnchen: Hirmer, 2010, 218-228.

108 Eberhard Bauer,,Gabriel von Max und der Spiritismus
und Okkultismus seiner Zeit’, in Gabriel von Max.
Malerstar, Darwinist, Spiritist, eds. Karin Althaus and
Helmut Friedel (MUnchen: Hirmer, 2010), 187-196.
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AOMMHAHTAH CTATyC TpareTkumbe (ca. 2).'% Kao
urto je lllapaoTa Baarep, y capapwmy C YMETHU-
L[IMa KpeKrpaAa CBOjy 103y, CTaB 1 opehy, Bepo-
BaTHO je 1 Beaa HurpuHosa, 3ajepHO ca ABOjuU-
LJOM YMETHMKA, M3PEXMpPaAa CBOjy MacKapaay.
Tako cMo BeAy M3BYKAM M3 eBEHTYAAHOI Ae-
TEPMMHMCAHOT MapMOHETCKOI TI0AOXaja, Ha
OCHOBY Kora 011 oHa 61Aa caMO AyTKa Ha KOHLY,
XUITHOTUCAHU Cy0jeKaT y pyKaMa XMUITHOTM3e-
pa. He Hermpajyhu moryhhnoct aa je raymumua
y CTamwe ONMjeHOCTU AOCIleAd IIyTeM CcyrecTuje
M 4YapoAMje KOja je KOHCTUTYMCAHA YyAHUM
HaApaXkajuMa MCIPOBOLMPAaHMM peyjy U My-
3MIKOM, MOKE€MO 3aKAYUUTU AQ je OHA Y TPAHC
MOTIAa 3alacTV U ayTOCYTeCTUjoM KOjy je, Kao
[IpaBa FAYMUIIA, KAPAKTEPHO OATAYMMAAQ, YILIAB-
IIM Y CBECT CAeIle I'yCAapKe.

Y OKBMPY YMETHOCTH A€KaA€eHLMje 1 CUMOO-
AU3Ma, HapaTUB je TIOTUCHYT Y UMe eCTeTU3a-
Lyje, eTUYKa AMMEH3Mja IIpUYe je UPeA€BaHTHa,
cybjekaT paprbe je CKPEHYT, AOK y IpPBU IIAQH
130ujajy xapmoHuja u Aenora. CAMKOBHU CU-
cTeM je y pyHKLMjM Happakaja, myTeM eMoLja
Tpeba HaBeCTH [MOCMaTpaya Ha YYAHY peakui;jy,
AOK OV MHTEAEKT Ha acOoLMjaTMBaH HauMH Mao
A2 CYAU O CaMoOj NPEACTAaBU U HbeHOj CYIITUHMU.
Papma He Tpeba Aa ce 3aBpIIM Y [TOCMaTpaye-
BOM yMy, OHa Tpeba Aa ce KOHTMHYMPAHO AO-
BpILIABA, Y BEUUTOM KPyry oOHaBmarba UMIIpe-
cuja. OTyAQ je M 3Ha4aj UCTOPHje YMak€eH, leHa
yAora rocraje nepudepHa 1 CeKyHAapHa, OHa je
CaMo TI0BOA, a He U pabyaa. Y KOHTEKCTY Bese
Beanne mHcueHalje ca My3ukoM, ykasahemo
Ha IOTeHLujaAHy MoryhHocT (urpy) mpenme-
HOBamwa IIpeACTaBe, KOjy CMO OCTBapUAU Y
CKA3AY C NPaBOM KOje HaM YMETHOCT M3 A00a
AeKapeHLVje IpyXa, CYOAMMUPAHOj Y CAODOA-
HOM ITocMaTpamwy TeMe. CyIITMHA YMETHOCTU Y
AoDa AeKaAeHLje AeXM Yy allCTpakuuju, a 0y-
Ayhu Aa HeMma ancTpakTHUjer MeAuja OA My3u-
Ke, I3HeAM CMO MOI'YRHOCT Aa ce oBa mapapoOK-
CaAHa [IPEACTaBa HA30Be U CUMPOHUJA Y CUBOM.
ITonyT ancTpakTHMX, TOHAAHMX BuctaepoBux

109 Cnwika je penpogykosaHa y: Husslein-Arco and Klee,
Hans Makart, 210.

110 Cnvika je BnacHUWTBO HapoaHor my3eja y beorpaay
1 3aBefieHa je noa VHB. 6p. 1187.
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(James Abbot McNeill Whistler) ocamxanmx
cuMdoHuja, 1 Mu 61cMo Morau BeanHy uHcie-
HallMjy Tako HasBaTu. Haume, dpokxyc paptbe,
Beaa HurpunoBa, Huje KOHKpeTHa IIOjaBa,
OHa je AMBA, allCTPAKTaH I0jaM, IIpeAMeT Me-
AUTaLMje 1 YyAHOT xepoHu3sMa. OHa je cAMKa-
Ha MY3MKa, TOHaAHa popma. O3HaueHa CHBOM
60jom, cennjom (bapem Kako je mocmarpay ¢o-
Torpaduje BUAY), YCAOBSEHA MeAMjEM Y KOMe
je HacTaAa, Kao 1 AOOOM y KOME je MCKpeMpaHa,
Beanna MHclLeHalMja IPOU3BOAU KOHTEMIIAA-
LIMjy PacllOAOXKeHa. ANICTPAaKTHOCT U OACYCTBO
KoAopuTa (YKOAMKO CuBa Huje 6oja) 1 He uyae
jep cy ce ynmpaBo AyxoBu Kpajem XIX Beka y
BM3MjaMa MeAujyMa MaHU(eCcToBaAu y Oecko-
AOpDHOM TOHAAUTeTY. BearHa mojaBa je u 360r
TOra 3amIpaBo Busuja, GpaHTasma. Hbexa cepxa
je Aa MpoBoLMpa, HacTaAa Kao CeH3alOHaAHA
MaHudecTalyja yMETHUYKE CapaAbe.

l130A0BaHU (DeHOMEH, CAYYaj MHCLeHalMje
Beae HurpuHosBe, ocTaje jepaH 0A peTKUX NpH-
Mepa yYMEeTHOCTU AeKapeHuuje y Cpbuju us
Tor nepuopa. Tpujymcpasna mackapapa Beae
HurpuHoBe ykasaaa je Ha 000roTBOpetbe BEAU-
Ke TAYMULE, Kao U Ha LIMPe aCleKTe MOhY JKeHe
y TIOCAEABUM AelieHMjaMa Beka, Mohu koja ce
OrAepaAa M Yy MHOTOOPOjHUM A€AMMA CAUKO-
BHOT CUCTeMa.

Vpentuduxanmonn kapToH BeamHy wma-
CKapaAy MMeHyje y CKAaAy ca MKOHorpadckom
Mpero3HaT,AUBOIINY, Kao CAelly rycaapky. AHa-
aorujom ca KpctuheBoM caukoMm Koja je Ha3Ba-
Ha Caeliuya ca dpamuoyem, AOTUYHO OU OUAO
Ad ¥ weH ¢dororpadCcKu MPEeAAOIKaK O3HAYU-
MO MCTUM VMMeHOM. MebyTuM, oBaj usyserHu
YMETHUYKU eKCIIEPUMEHT AOXKUBEO je U3BECHY
metamopdo3sy. Kpaj nmporeca poBeo je po Kp-
cruheBe cauke Careduya ca tpaitivoyem (CA.
7).1° Tako je myTeM LeAOKYITHOI YMETHUYKOT
npoieca oMmoryheHo Aa Ha A€AY BUAMMO €BEH-
TyaAaHy (UHY pasauKy usmeby aekapeHije u
cumboansma.'!’ YKOAMKO MPUXBATUMO Ad Cy
YMETHULIM A€KaAeHLYje MOAA3MAM OA TIPUPO-

111 Sharon L. Hirsch, Symbolism and Modern Urban
Society (Cambridge: Cambridge University Press,
2004), 28-38.
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Cnwka 7. hophe Kpctuh, Cretiuya ca dpatuuouem,
y/be Ha nnatHy, 1906—1907. (HMB)
Figure 7 Porde Krsti¢, Blind Woman with a Companion,
oil on canvas, 1906—-1907 (NMB)

A€ YV LMoY KOHCTUTYHCAhA MA€Ej€,  YMETHULU
cuMb0AMBMa OA YNCTE ANCTPaKTHE MAeje, Oe3
noMohu TpUpPoAe, OHAA TIOMEHYTU AyaAM3aM
caraepaBaMo 1 y mopebemwy ABejy cauka. Be-
AVHA MHCLEHaluja OCTaje y OKBUPMMA IIpH-
POAHE anCTpakuuje AeKaAeHTHOr M3pa3a, AOK
je KpcruheBa cumboAmcTMYKa CAMKa OApa3s
4IICTe aNCTpakTHe MAeje, mojma, Oyayhm aa
HU caMm ¢doTorpadCcku MpeAAOXaK Huje HYX-
Ho Kpcruha ob6aBesuBao. Ilpuaarobhasajyhu
ce HopMama 1 yKycy cpeauHe, Hophe Kpcruh

112 Facos, Symbolist Art, 141-144.

je BeAauHy MHCLeHalLVjy M3pa3uo ApPyrauujuMm
AVIKOBHVMM U MAEJHUM je3uKOM. YMecTo Moh-
He, (haTaAHe >KeHe, KOja je OMAa 1 0CTaAa caMo
npeaaoxak, Kperuh je Ha maaTHy npeactaBno
¢dparuaHy 0co0y Kao OMO3UT ITyTEHOj XEPOVHIA
HexxHa, roToBO OecTeaecHa >KEHCKa IpeEACTa-
Ba, KOja MOXKe OUTU 1 A€Te, Ka0 OMM/peHa Ba-
pujaiuja Ha TeMy AeBojaukor rmybeprera y Aooba
AeKaaeH1Mje, ImocTaje amMbAaeMaTuyHa Qurypa
AQHKCMO3He HEBMHOCTU U CeKCyaAHe HeAope-
4eHOCTU''? Mpe Hero MajecTeTUyYHa IyCAapKa.
Mebyrtum, rycae u ocobuto xaeueha cumbo-
AanvHa ¢urypa CpbuHa, sepunncator decom,
y CTaBy IPOCKMHe3€e yKa3dyjy Ha Moh >KeHCKor
MPMHLIMIIA KOjU 3aA00Mja HAllMOHAAHO Tpa’ke-
Hy HOoTy. CTOra HU OPUTMHAAHU Has3sUB CAMKE
Caretiuya ca dpaitivoyem, YMHU ce, HUje Oe3
3Havewa Oyayhm pa ce y wemy jacHo youaBa
dbopmarHa M MAejHA CyOOpAMHaLMja IpUKa-
3aHMX AMKOBa. Tako KAQCMYHO MeCTO y A00a
AeKaAeHlLlje, O jeAMHCTBY II0AOBa ¥ MOhU My-
31Ke, 3ap00uja y KpcruheBoj untepnperanuju
HaLMOHAAHY M XMjepapXMjcKy CTPYKTypy. Ha
CAMYaH HAYMH POAHY CUMOMO3Y y OKBUpY Ha-
L[IOHAAHOT CAMKOBHOTI TaTOCa NpEeACTaB»da U
Japocaas Yepmaxk (Jaroslav Cermdk) (ca. 8). On
cTapoj, cuMO0ANYHOj GpUIypu rycaapa npuao-
Aaje MAaAy IIpaTHpy Kao aAeropyjy Haluje, Koja
ce capa M3pakaBa Y YHMBEP3aAHOM, CAUKOBHOM
cuctemy. CAMYHA BM3yeAHa IpeACTaBa IIOHO-
B/bEHaA je TIOBOAOM TIeAeCeTOTOAUIIIe MTPOCAA-
Be beorpaackor nesaukor Apywrsa 1903, kapa
Cy jaBHO IIpMKa3aHe )XMBe CKYANITYpe rycaapa u
Cpb6uje.'? Tako ce y jyKCTano3nLuju MyApOCTU
(rycaap) u BuTaAHOCTH, pereHepauyje (Cpobuja)
Hallja Be4uTOo 0OHaB»da. POAHO jeAMHCTBO, Kao
3aA0T MIPOCIEpPUTETA 3ajeAHMUYKOT TeAa Haluje,
y KpctuheBoj unrepnperaunju ce youasa, aau
ca joml jeAHMM MCKOPAaKOM Yy KOPUCT HOBOT
Bubemwa >XeHCKOr MpuHUMIA. Tpujymdp >xeH-
CTBEHOCTU HUje eKCHAMLMTAH, aAM ITOCTOjU.
OH ce caMo u3pakaBa CyITUAHUM CAMKOBHUM
U MAEJHUM je3MKOM TOTI BpeMeHa. Pasrpaama
TeAad je jacHa, ¢pparvAHa cAemuiia HOCHAAL] je
jeABa mpobybeHe cekcyaaHOCTM U TIpeACTa-

113 bopo3saH,,EcteTnzmparse”: 48-49.
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Cnuka 8. Japocnas Yepmak, Criedu Tyciap, pasrnefHnua,
noyetak XX Bexa
Figure 8 Jaroslav Cermak, Blind Gusle Player,
picture postcard, early 20" century

B/ TPWKEHM YMETHUYKU UAEAA AEKAAEHLje,
AQ OM IOTOM HbEHY HALMOHAAHY IOAOOHOCT
Kpctuh octBapuo xopuirhewem akiiecopHmux
earemenara (rycae, mpatuaai). HaumonaaHu
KaHOH je UCIIONITOBAH U CAETINILIA je HOpMUPaHa
Ka0 KAACUYHA aAErOpMjcKa TPEACTaBa, U3BaH
CTPUKTHOI ceKcyaaHor oppebemwa. PopHO He-

114 O BM3yanusaumju acekcyanHor nuka JosaHke Op-
neaHke Kkpajem XIX Beka n Capu bepHap y ynosn
dpaHuycke HaumoHanHe xepouHe: Venita Datta,
Heroes and Legends of Fin-de-Siecle France (New York:
Cambridge University Press, 2011), 168-176.
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AOpedeHa, OHa je 03HauaBaAa 00a I0Aa, YMMe je
cebu 06e30epMAa MECTO Y TAHTEOHY KAACUYHO
KOHLMIMPAHKX TI0jaBa Koje ce AebUHUIIY Kao
HallMOHAaAHE MKOoHe, !

Maapu Dopbe Kpcruh je 1875. nayprao
BapujaLujy Ha Temy rycaapa (dega u ywyx).''s
Ha pasBaauHaMa CpICKOT CPeAHOBEKOBHOT
LapcTBa cepe rycaap (Aepa) u yHyK. ABapecer
TOAVMHA KaCHMj€ OH je HACAMKAO CAETIULY Y BUAY
CcaBpeMeHe MHTepIIpeTalyje CAelle IyCAapke.
Ha HOBOj mpeacTaBM youaBa ce papMKaAHA
nsmena. Kpcrmh tpanchopmuine aAmpakTny-
HJ OKBMP MACKYAO3He IIpOjeKLyje ca cTapujer
MKOHOIPaCKOr peliera, Te MaTPUOTCKM Yac
HALMOHAAHE eAyKaluje OMBa KOHKYPEHTHO
M3MelbeH, 00/be PEUEHO AOIYHEH jeAHOM ecTe-
TU30BAaHOM IIPEACTABOM y CAAQBY HallMIOHAAHE
YMETHOCTM Y YHUBEP3aAHMX TPUHLNIIA, IIO-
TBPAMBILM TIAypaAM3aM CTHMAOBa, U3pasa U
MA€ja y OKBUPY CPIICKE YMETHOCTH.

AHTUUMNALWIA BYAYRHOCTU: CNIENA
F'YCJIAPKA KAO PACHM EIF3EMITIYM

CTpyKTypa aHTMKe KOja je y CBOjoj MeTa-
Mopdo3u oxuseraa y Beaunoj tpaHcdopma-
uMyju Ha nmodeTky XX Beka yKasyje Ha IIupe
acrmeKTe TpeHyTKa. BeauHa Mackapapa, Kao U
IeH AVK, TPeDaAO je Aa PEMUHUCLIEHLIjOM Ha
AQHTUKY OTEAOTBOPU jeAaH HOB, HALMOHAAHM,
pacun Tuim. IloueB op ¢opme, Tparaao ce 3a
cywTHOM. [AyMMuMH rpuxu npodua (3aceueH
HOC) 01O je TpaKeHM MOAEA aHTUYKE AeIoTe.
Ecrercku upeaa, uuja je mepa 6uaa u Dojep-
OaxoBa M¢puieHuja v 1eH 3HAMEHUTU POPUA,
YUMHIUO je A TaKBa KOHTYpa AULA IOCTaHe Ka-
HOH Y3BUIIEHOCTH, IIPENO3HAT U Y A€AY CPIICKe
eanre.!'® BeAuH rpuku IpoduA, Ka0 OTEAOTBO-
pebe BeuuTe, MAeaAHe cuMeTpuje, 6110 je mo-
KenoHM U3pas. Tako je MoceOHOCT AMLA TIOCAY-

115 Cnwka je penpoaykosaHa y: Kycosau, Crukap hophe
Kpctuuh, 147.

116 Mwunan Crojmuposuh, Cunyellie cttiapoi beoipaga 1
(beorpag: MpoceeTa, 1971), 75.
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Xuaa Bean pa mocraHe mpupopAHM M360p HOBe
HallIOHAaAHe, pacHe eCTeTMKe, 3aCHOBaHe Ha
CcTapuM aHTUYKUM popmama.

BeanHa uHcueHanuja y pexxuju Muaasa Jo-
BanoBrha n, moxaa, Hopba Kpcruha eBouu-
pa aHTuKy. OHa y CYIITHHU ITIOCTaje CUMIITOM
(KpUTMYKM ¥ KAMHUYKM TI0jaM) AepMHUCAH Y
npejuuM cucrtemrma E6uja BapOypra m Cur-
myHpa Dpojaa. Op ucropuje objekra Ka UCTO-
PUju [ICKIXe, CjeAlbeHa Y jeAHOj BUASUBOj op-
MM, VA€ja Y3BUIIIEHE aHTUKE OTEAOTBOpHMAA Ce
y BeAuHOj Ayl 1 MOTOM Ce eMaHMpaAa y be-
HOM TE€A€CHOM MeAMjyMy. Tako Ha AeAy BUAMMO
perpecujy MOTUCHYTOT. VIaeja aHTUKe MaHMU-
(decToBaaa ce y jeAHOM MEAUjYMY, Y OKBUPY AO-
MMHaHTHe xpuinhaHcke cpeanHe. TIpuaarobe-
Ha, 60/re peueHO MUMMKPUCAHA, OHA je IPEeKo
aHTporiomopdue Beanne c¢opme aejcTBOBa-
Ad CHaroM CHUMIITOMAa. YHMBEP3aAHa MAgja,
yckaabeHa ca aKTyeAHUMM ITQHTEM3MOM, Kao
Bapbyprosa martoc dopmyaa (Pathosformel),
MarepujaausoBasa ce. IloBparak, ImpeXxuBma-
Bamwe (Nachleben) norucuyror,'” Ha excrpe-
CUBaH HAYMH IMPEACTaBbeHM Cy BeamHum Te-
AoM. EKcTaTuyHa YMETHOCT M eAOKBeHLMja
recTa IOCTajy MaparoHa TeaTpaAHOT M3pasa y
ymerHocTM Kpajem XIX Beka,''® momrto ce Be-
AVH nep$opMaHC usjepHadyje ca eHepreTCKUM
nyAcupasmbeM cBerta.''” Bosa 1 HaroH cyoAumu-
pajy ce y BeAHOM ITOKpeTy, KOju HaroBelTasa
KOCMOTOHMja y AeTanmy. Apamnepuja Kao u3pas
AYLIEBHOT CTala, y KOHjyrauuju yHyTpallibe
CTAaOMAHOCTY U €KCIIAO3VBHE APaMaTUYHOCTH,
BM3YaAM30BaAd Ce y jeAHOM 3aMP3HYTOM MO-
MEHTy MUCTepuo3Hor BeauHor maeca. Ha Taj
HauMH je AOIIAO AO MaTepujasusauuje Auja-
AEKTMKe KOHTPAAMKTOpHOCTU Oyayhu apa cy
MOKpPeT I MUP aHTUTETUYHO CTIOjeHU Y jeAHOM
MEAUjyMY, Y jeAHOM TMOKPETY, Ca CHarOM MCTO-

117 Georges — Didi Hubermann, ,Dialektik des Mon-
strums: Aby Warburg and the Symptom Paradigm’,
Art History 24/5 (2001): 621-645.

118 Peter Kofler, ed, Ekstatische Kunst-Besonnenes
Wort. Aby Warburg und die Denkréume der Ekphrasis
(Innsbruck: Studienverlag, 2009).

119 Christoph Asendorf, Kraft, Trieb, Wille-Munchs ener-
getishes Welt-theater im Kontext des Fin de Siecle’,

pujckor u pujaxponujckor. DopmMa 1 KOHTYpa,
Kao eMaHallija eKclpecuje 1 maToca AeKapeH-
Luje y jeAMHCTBEHOj CTPYKTYpU Apamnepuje,
MCKa3aAU Cy u3pas pyie. Tako je TeAO IOCTaAO
MPOTOYHO CPEACTBO 32 OTEAOTBOPEbE IaToca y
xasyHu. CUMIITOM, TaKO IIPEMO3HAT, Y MOKPeTy
oaehe Haaasu cBoje KOHayHO yrouuiuTe. Mu-
rpupajyha noreHuuja cuMITOMa, Kao y TEOpUj1
THe3A2, HaAa3) CBOje CKAOHMIITE y M3PakajHoj
¢$bopMM MaTeprjaAHOr OMOTa4a, YCAOBMBIIM AQ
MacKapapa IOCTaHe OMMIIASMBA CAMKA, MOH-
TaXHN ¢oTorpam y PpyHKuMju nsasuBamwa ¢a-
cLMHaLyYje, a TAYMMLA Y CBOjOj jeAMHCTBEHO]
YAO3U TIOCTAAQ je MEAMjyM, eHIpaM, y KoMe Cy
ce CyOAMMMpAaAU HMOACBECHUM MCEYLM KOjU Cy
KOHCTUTYMCAAU HOBY peaaHoCT. IlpukpusBeHn
CBeT CUMITOMCKMX MeTaMopdo3a je y pazMeHU
CBECHOT U MOACBECHOT AOBEAEH Y ONTMMAaAHO
ucropujcko cramwe. ITepdopmanc ce 3610 capa
1 OBA€, KaO M3y3eTaK OA IpaBMAd, HaMemeH
nyoAnnyu  (eAMTHOj), ca LMMSEM M3a3MBama
moka.'* Aucumyaanuja cumnroma omoryhuaa
je Aa ce OH IPUAAroAM CeMaHTULIM NO/ba OAU-
4YeHOj Y APYIITBEHMM KOHBeHLMjama. Tako je
VICKOHCK/ CUMIITOM y HOBOM MEAUjYMY BU3Y-
AAM30BA0 OTEAOTBOPEHE TPEHYTHUX IHOTpeba
CpIicKe cpeaMHe (6apeM HeHUX eAUTHUX YAa-
HOBA), CIIOjUBIIM UHAMBMAYAAHY PEAUTMO3HOCT
Cca KOAEKTMBHMM MCIIOBEAAbEM TPABOCAABHE
AOTMeE y jEAHOM MEAUjYMY U Y jJEAHOM MOMEHTY.

Aa moxakxeMo Aa Tesa O aHTULM, CUMIITO-
My U HETOBOM MEAMjCKOM MaTepujaAu30Bamy
y BeaunHoj uHcueHauuju Huje 6e3 mokpuha,
nocAay>kuhemMo ce MHTEAEKTYyaAHUM XaOuUTy-
COM BEpPOBAaTHOT MAEOAOTA LIEAOKYITHOT Iep-
dbopmanca, Muaaua Joanosuha. [Tpumeheno
je Aa je JoBaHOBMh 0COOMTO LIEHMO AEAO aH-
TMYKOr TMcua, ¢uaoszoda enukypejua Tura
Ayxpeuyja. 3HaMEHUTM MMCAMAQALl OCTABUO

in Edvard Munch. Thema und Variation, eds. Klaus
Albrecht Schréder and Antonia Hoerschelmann,
(Wien: Hatje Cantz Verlag, 2003), 83-90.

120 Buwe o Teopujn nepdopmaHca: Christoph Wulf,,Die
performative Korper. Sprache-Macht-Handlung’,
in Quel Corps? Eine Frage der Reprdsentation, eds.
Hans Belting, Dietmar Kamper and Martin Schulz
(Minchen: Wilhelm Fink, 2002), 207-218.
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je opurmHaaHo Aero O idpupogu cilizapu.'™

MaTepujaAMCTUUKM CINC, TIPOXKET Te3aMa AQ
ce MOMOhy 4yAHOCTM MOXXe MaTepMjaAu30Ba-
TU AyIIa, MMAo je yTuliaja u Ha JoBaHoBuha. Y
nocraBKaMa Koje JopaHoBMh M3HOCH O XUBOTY
(Ayxy) Koju HaAMAQ3M TEAECHY CMPT,'** roBopu
ce 0O HEeYHMIITUBOCTM AYyILe, KOja IOCTaje Be-
yuTo nayrajyha marepuja. OnmunsuBoCT Ayiie,
IbeHa U3MepP,SUBOCT, A€XKAAA je Y CP’KU MHOTO-
OpOjHMX CIIMPUTYAAUCTUYKKX CTPYjarba KpajeM
XIX Beka. YXBaTUTU AYIIy, CMAaTPaAO Ce MO-
ryhum. BeckpajHa emaHaumja Ayiie modmBasa
je y 6UTM ceaHCM KOje CMO criomMMibaAu. Tako
AOAA3MMO U A0 Beanne mackapape. Ayx aHTHU-
Ke, Kao npedurypaiyja KOCOBCKOI AyXa, yILIao
je y dopmy came cauKe, unju je Hocuaal Beaa.
Hamusraep mapapoOKcaAHO, aAM AyX Marepuja-
AM30BaH y BeAnHoj nojaBu jecte M aHTUYKU U
xpyirhaHCKM, ¥ AEUCTUYKM UM HMaHTEUCTUYKY,
Ml YHUBEP3aAH! U HALIMOHAAHY, BU3YaAM30BaH,
OIeT MapapOKCAAHO, U Y apTUULIMjeAHOj, aAU
U Y UICKOHCKOj, TOTOBO CUPOBOj NPUMOpPAUjaA-
Hoj ¢popmu u m3pasy. [laraHcka HOTa KoOjoM
oauie BearHa MHCLIeHalIMja MOYKe €BEHTYaAHO
OUTU U NAOA peMUHMCLeHLje Ha AyKpenuja.
IpanamosHo mnojaBmuBamwe BeHepe y Aykpe-
yujesoM cniucy O ipupogu citiBapu Huije MOTAO
npomahu Hu JoBaHoBuhy. Beh je HamomeHnyTo
Aa je AykpenujeBa opa BeHepu yruiasa Au-
pPeKTHO Ha cAMKOBHU cBeT.'” KyaTHa Bornue-
aujeBa (Sandro Botticeli) cauka Pafjarwe Benepe
(1486)"** pupekTHa je ocaepuua Aykpeuujese
Busuje. MonymeHTaaHM BeArH HacTynm Kao Aa
je AeAOM M OMaX BeHepu 1 aHTMYKOj MyTeHO-
CTU, Ca00OpaXkKeH AYXy CpeAMHe, LITO YKasyje
Ha moryhy aHaaorujy usmeby ABa cBera. Hara

121 Nykpeuuje, O tpupogu ctusapu (beorpag: lNpoceeTa,
1951).

122 Manuh, Muna+ JosaHosuh, 58.

123 Ha Be3y Jlykpeuuja v botuuennjese cnuke Paharee
Berepe, noacTakHyTa Bapbyproerm pasmuilibarbem,
yka3zana je AHwuua CaBuh Pebal, npesogmnal Ha
cpncku jesunk Jlykpeumjesor cnvca O Gpupogu clisa-
pu: AHnua Casuh Pebau, npearosop 3a Jlykpeuuje, O
Upupogu ctueapu (beorpag: MNpocseTa, 1951), XXXIII.

124 Hoswja 3anaxarba O CMLM, Y KOHTEKCTY nopTpeTa
Kao meTadope WCKOHCKOr 13pasa, y Michaud, Aby
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BeHepa, KaO OTEAOTBOpEH€E MAEAAHOI aHTUY-
KOT TeAa, O01Ba opeBeHa. Y BpeMe pabama mcu-
XOAOILIKE aHTPOIIOAOTHjE, Y A0Da AeKapeHLuje,
BeHepa je mocTraBmeHa Kao MAEAAHUM aHTUUIKU
KaHOH TeAeCHe Aemnore.'”” Y30p NpomAoCTU
MIOCTAO je 3pa3 capalimboCcTy. BeHepa je pedu-
HYCaHa Kao MeTadopa 3a HOBYM MAEAAHM MOAEA
Aenote mpom Epporme. Tako u Beaa Hurpu-
HOBa IIOCTaje aAeropuja CpICKOr PACHOT MAe-
AAHOT TeAd, AOAYIIIEe TIOKPUBEHOT Xa/obUHOM Kao
MMOCAEAUIIA HOPMMPAHOT Mopaaa. IlaraHcko
TeAO OuBa 3a0AeHyTO XpuurhaHCKOM KoIIpe-
HoM. CrieKTaKyAapHa Mackapapa KyMyAaTUBHO
y3pacrta u Beaa rmocTaje oTeAOTBOpeHa A€IOoTa,
HallMOHaAM30BaHa Benepa Ha Kpajy Beka.
VYIIpaBo y TMM Ham3rAep MapapOKCuMa Ipe-
MIO3HaBAO Ce U Ae0 YMeTHMUKe eAuTe y beorpa-
Ay kpajeM XIX Bexa. Ctora MacoHCTBO MuaaHa
JoBaHoBuha He Tpeba Aa uyan.'*® YHuBep3aAHe
MA€je KOEerauCTUpaAe Cy YIOPEAO C AOKaAHUM
AeTepMMHAHTaMa, IIOIyT IPaBOCAABHE Bepe U
CpIICKe HalliOHaAHe MAeje. BeanmHa MHcieHa-
Luja 01Aa je Ha KOpaK OA MA€je M YMEeTHUYKe
cTpyje koja he y poeay VMiBana Memurposuha nma-
TU CBOj BPXYyHall, a KOja je y U3BOPHOj KYATYpHU
CTapor CBeTa BUAEAA MAeaAHU obpasarl 3a ca-
BpeMeHM U3pas. Y OKBUPY TaKBOI MaHMpa MOTY
ce ymuuTaT peun Aumurpuja Mutpunosuha
y Be3u ¢ Kputukom MemrtposuheBux ¢pparme-
HaTa 3a KOCOBCKM xpaM.'” VIHTeAeKTyaaall, Ha-
LIMOHAAMCTa, MaCOH, Ha TPaHMLIM €30TepUuHe
Teo3oduje, y cBojoj oan Memmrrposuhy'? xao aa
je cybaumupao u Beauny mHcueHauujy. Bean-
K HALIMOHAAHM AYX OK1BeO je MemTpoBuhese
¢duryprHe. AHTUYKA y3APXXaHOCT U (Gypuos-
HOCT CaBPEMEHOI 4YOBeKa MaTepUjaAM30BaAU

Warburg, 67-82.

125 Athena S. Leoussi, Nationalism and Classicism. The
Classical Body as National Symbol in Nineteenth-
Century England and France (London: Macmillan,
1998), nocebHo 144-146.

126 Manwvih, MunaH JosaHoguh, 59-60.

127 Oumutpurje MutpuHosuh, Mewiliposuh: o Krbuxes-
Hoctuu y ymjetuHoctuu (Capajeso: Csjetnoct, 1990),
297-308.

128 Ibid, 384-423.
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Cy Ce Y XepOjCKMM CKYANITypaMa. YHUBEP3aAHU
AyX A00MO je CBOjy pacHy GOpMY 1 y CHAOBU-
TOj eKCIIpecuju ce 0TeAOTBOpHo. Ayx caobope
U AyX OCBeTe, TO cy o MutpuHoBuhy ocobe-
HocTu MewmrtpoBuheBe KocoBcke Busuje. Mo-
HyMeHTaAHe pUrype BeCHMULM Cy Hedyer HOBOT,
IITO HMYe Ha TeMemMMa CTape, MMarmHapHe,
yHUBEpP3aAHe CAOBEHCKe (CpIICKe) LiMBUAM3a-
uuje. MutpunoBuheBe peun ce Usraeaa AEAOM
MOI'y NpUMEHUTU U Ha BeAmHy uHcueHauujy.
CBeaeHa, MohHa, ekcrpecuBHa >xuByha ¢ury-
puHa Kao Aa je aHTMuunauuja MemrpoBuhe-
BMX PaCHUX CKYANTYypa. EXcrAo3uBHU moKpeT
3ayCcTaBdeH je Yy MONHOj Apamepuju, Koja je
IocTaAa o3HaunMTes GU3NUKe aKiyje U Aylle-
BHOT CTama. Beaa, IpBOCBeIITeHNIIA IICEYAO-
PEAUTHjCKOT KOCOBCKOT KYATQ, CjeAVHUAA je Y
cebM aHTUUKY eAeryjy, ykasaBiu Ha pabamwe
HOBe yMeTHOCTM. HalmoHaAHHM, MapTHUKyAap-
HU (cprcku) Ayx BeanHe uHcLieHalMje npenao
je Ha BUIIM HMBO, 3aA00MBIIM OCOOEHOCTHU
PaCHOT, YHMBEP3aAHOT, CAOBEHCKOT TIPMHLMIIA.

Y nepdpopmancy Beae HurpuHose, xocos-
CKM KYAT Kao yHU}UKaLuMOHU areHC Oyayhe
3ajepHuue Jy>kHux CAoBeHa 3aA0010 je TIpeA-

129 Michaud, Aby Warburg, 254.

CTaBy IO BOAU U YKyCYy Oeorpapckor rpabas-
cTBa. bAM3y cMMNTOMAaTCKOTI AeAOBama, Koje
OV eHePreTCKY OXKUBEAO CAMKY Y HOBOj popmu,
Beanna mackapapa MIIaKk OCTaje Y OKBUPY OpU-
TMHAAHOCTY YMETHUHe KOja alpUOpU UCK,Y-
Jyje MHTepaKLujy ca mocmarpavem.'” Hapomax
MeurrpoBuheBe ¢yprosHOCTH, Y IpaHMLaMa
rpabaHcke aAexapeHUMje Kojy je MutpuHoBuh
KPUTHKOBAO, HA AVHUjU 3aXTeBaHe eTUIHOCTH,
Ha MBULYM MOPAAHOT IIpeoOpa’kaja cBeTa yMeT-
Hohy, HUjeAHy MapKalLIOHY AVHUjy He IIpe-
maBuy, usMehy ABa cBeTa, cBeTa ayTOHOM-
HE M aHTa)KOBaHE eCTeTMYHOCTMU, AeXKaAa je
ctuMyaaTyuBHa BeamHa mackapapa. IlormyHa
TpaHCrpecuja je UIak uM3ocTasa 1 BeauH mnep-
dopmaHC je ocTao y rpaHuiaMa AO3BObEHe
yMeTHU4YKe 1 HaunoHaaHe omebeHocTu. Tako
je y Bakyymy usmeby ABa yHUBep3yMa, MO3UTHU-
BUCTUYKO-YMETHUYKOT U MaTOAOMIKO-CUMIITO-
MAaTCKOT, OCTA0 OBaj HECBAKMAQIILY CAYYA].

Be3 pAebuHUTUBHOr cMelITama, HEOOMYHA
rpabaHcka MacKapajpa HalllAd je CBOj eCTeTCKU
u3pas Kao Haropeuraj 0yayhHocty, cydoanmu-
paH y CUMYyAaLju, U3BODhelbY, He U Y AOBPILEY
papme.
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FIN-DE-SIECLE, DECADENT MASQUERADE AND THE CASE OF THE TRAGEDY ACTRESS
VELA NIGRINOVA

SUMMARY

The artistic and intellectual climate in Belgrade in the late 19" century was influenced by various
phenomena. The pluralism of styles and ideas left its imprint on the period known as the time
of decadence. Artistic experiments, activities of avant-garde artists and masquerades fused into
a hedonistic atmosphere which marked the atmosphere of major artistic centres in Europe.
Introspection, the lart pour lart approach, sensuality and the overall aestheticization of life
marked the closing decades of the 19™ century. It was in that sort of atmosphere that an unusual
masquerade focused around the actress Vela Nigrinova was staged in the early 20" century.
The pre-eminent diva of Belgrade’s theatrical scene, the leading actress of the National Theatre
in Belgrade took part in an extraordinary performance eternalized by the photographer Milan
Jovanovi¢. The masquerade of Vela Nigrinova into a blind gusle player was meant to serve as the
model for the painting Blind Woman with a Companion, painted by Porde Krsti¢ in 1906. The
actress’s performance is a result of collaboration among an actress, a painter and a photographer. A
comparison with similar artistic performances staged at the same time in Paris or Munich leads to
the conclusion that Vela’s inscenation was modelled on the most modern artistic performances of
the time. The famous mediums of the time were involved in parapsychological séances. Hypnotized
mediums in an unconscious state performed perfect movements and made perfect forms. In the
late 19" century, these extraordinary séances were staged at great painter’s and photographic
studios. The artists who were intimately familiarized with the ideas of Symbolism and decadence
actively participated in these séances led by the desire to reach the ideal bodily expressions
through mediums’ movements. In a very similar manner, Vela Nigrinova made her performance
in an almost hypnotized state, in a state of trance, with a gusle in her hands, in a rhythmic dance,
verging on ecstatic trance. Just like the antique matrons revived in the period of decadence, Vela
also evoked the pagan spirit which revealed the racial determination of the national, Serbian and
universal, Slavic spirit. For a moment, the form, expression, drapery, movement and sensuality
revived the spirit of antiquity. That is how the performance was staged. What occurred at the
studio of Milan Jovanovi¢ was spiritual exchange through a psychic medium. A live performance
and a theatrical manner of staging the scene were caught by camera eye. The event, which was
staged in Belgrade, confirms the existence of artistic interaction. The modernity of the event is a
testimony of a decadent climate among the elite strata of the bourgeois society. The avant-garde
spirit of the bourgeois class is confirmed by a decadent performance happening ‘now’ and ‘here,
designating Belgrade’s media sphere in the late 19" century as a part of a broader artistic universe.
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