


LA DIVINA PROPORTIONE




3natHa crimpana / Golden spiral

The book De divina proportione* by Fra
Luca Pacioli was published in Venice in 1509.
Its first part, dedicated to Ludovico Sforza, deals
with the theory of geometric proportions, pri-
marily the golden ratio. The second part of the
book is dedicated to architecture, and the third
is an Italian translation of a work by Piero della
Francesca, without acknowledgment of his au-
thorship**. Pacioli wrote the first part of the De
divina proportione treatise between 1496 and
1499, under the influence of two famous artists,
his friends. The first is Piero della Francesca, who
was also his teacher, and the second is Leonar-
do da Vinci. The two of them had substantial
knowledge of geometry and applied much of that
knowledge, including the golden ratio, to their
painting. Moreover, Leonardo himself painted
the illustrations for Pacioli’s book, thus making
the artistic value of his friend’s book unsur-
passed in mathematical literature.

Zoran Lucié¢

[Experiments from the History of Ancient Geometry]
The Faculty of Mathematics 1997 (second edition)

* Only two manuscripts of this book have survived. One is
in the library in Geneva (Code 250) and the other in the Am-
brose’s Library - Ambrosiana in Milan (Code 170)

** (48, p.106)

V Bereimju 1509. roguHe objaBrbeHa je
wrbura opa Jlyke IMavonwja De divina proportione.*
Hben mipBu feo, TocBehen Jlynosuky Cdopuu, on-
HOCU Ce Ha Teopwjy reoMeTpwjCKUX TIPOTIOpLvja,
TIpe cBera Ha 371aTHU TIpecek. JIpyrun [eo oBe Kibu-
re mocBeheH je apxuTexTypw, a Tpehwm je mipeBof
Ha UTanujaHcku jesux jemHor crimca Iljepa pena
®paHuecke, 6e3 TIPU3HABaMa HETOBOI AYTOP-
crBa.** [IpBK Oeo pacrpaBe De divina proportione
[Tavonu je Harmcao usmeby 1496. n 1499. ronuHe
TI0f} YTULI3jeM ABOjULle CIaBHUX YMETHUKA, Fero-
Bux ripujartersa. [Ipsu je yripaso [1jepo nena ®pan-
yecka Koju My je 6Uo n yuutesb, a Opyru je Jleo-
Happo na Bunuu. bux nBojuua u camu cy bunmn
TI03HaBAaOLINM reoMeTpuje U MHora reomerpujcka
3Harba, U3Meby ocTasor U 371aTHU TIpecek, KOpu-
CTWIN cy Y cBoMe cnukapcTsy. lllTtaBwiite, wiy-
cTpauuje 3a [TauonunjeBy Kiuury Hacnmkao je cam
JleoHapzio 1 TMME IMKOBHY BPeHOCT KibUre CBOra
TipujaTerba YYMHUO HEHAZIMALLHOM Y MaTeMaTu-
KOj InTepaTypu.

3opaH Jlyuuh

Olregu u3 uciiopuje aHiliuuke Teomeipuje
Martematnuxu axyntet 1997. (opyro nsname)

*CauyBaHa Cy caMo [iBa PYKOTIUca OBe KibUre. JeflaH ce Hanasu
y 6ubnuoren y XXeHesu (xozexc 250), a opyrn y AM6po3ujeBoj
6ubnmnoreLin — AMbposmnjaHn y Munany (xomexc 170)

** (48, cTp.106)



JoBan Yexunh

XOPH30OHT MHOLITBA

MenutepaH

MenuTepaH — 4uju caM Ha3UB, U3BELEH U3 NaTUHCKOT (medius
+ terra) 'ycpep 3eMibe’, 'OKPYyXXEHO 3eMJbOM’ — FOBOPY O jeTHOM
MODY Koje pa3fiBaja u craja. Ty HacTaje TUlypajHU YHUBEP3YM
Koju He bpuiiie pasnuke Beh oMmoryhaBa KoersucTeHLnjy Bullle-
CTPYKOCTH, U3Muuyhu ceakoM PpyHnamMeHTanmnsmy. Menurepax
je 3a ¢paHuyckor ncropnuapa PepHava Bpopmena (Fernand
Braudel 1902-1985), 610 xusbagy CTBapu y UCTU Max, He jeaH
Tej3axx Beh 6e36poj Tej3axka, He jemHo Mope Beh cnen Mopa,
He jenHa LMBWIM3aLMja Beh LMBUIMU3ALINje KOje ce CNaxy jen-
Ha Ha Apyry. YIpaBo u3 Tor TpoCcTopa pasnuke, u3 HeCBOAUBOT
TUlypanusma, Hapoza, jesuka, Kyntypa, pohexa je EBpora. Kao
MYNTUBEP3YM, FOTOBO HeTIPeKUHO Ha UBULIM Xaoca, MenuTe-
paH je xoneska EBporie n 3amagHe umBunusauuje. He moctojn
jenuHCTBeHa MeauTepaHcKka KynTypa jep je Mepurepad Tio-
JIMXPOMHa 1 TIoNMPOpPMHa LieNIMHa, Koja je oAyBeK u3Mulana
6wo xaxBoM cBobewy Ha jedHo, reductio ad unum.

Ha MepurepaHcko - wnn Cpeno3eMHO — MOpe, CMELITEHO W3-
meby EBporte, Asuje (Bnuckor ncroxa) n Appuxe - nsnase pas-
JIUUTE KYJITYPe U HapoAu W fiefle Taj TIPOCTOP KOjU UX yje-
oumyje n paspsaja. To Mope je LieHTap CBeTCKe UCTOpuje ca
I'puxom, cBeTNIOM Ta4KOM Y UCTOPUjU, 3aTUM je Ty Jepycanum
LleHTap jyAaus3Ma W XpPUIINAHCTBA, jYTOMCTOUHO Ce Hanase
Mexa u MefiHa TIOCTOj6MHA MyC/IUMAaHCKe Bepe, Ha 3amazny
Oendn n AtuHa, 3anagHunje Pum, Ha Cpeno3eMHOM MOpY Cy 1
Anexcanapnja n Kaprarnna. Kao cpie crapor Bexa Cpenosem-
HO Mope je 3a Xerena, moyeTaxk U Kpaj CBeTCKe UCTOPUje, HeH
W yCTIoH 1 Tag!

MenuTtepaH, xoju yryhyje Ha yHyTpalltbU UOEHTUTET CBeTa U
xaoca, haosmos, fa yrmotpebumMo Jlene30B TEpMUH TI033jMIbEH
on ILlojca (Deleuze/Joyce), HeTIpeXAHO je Melllarbe, CTBapambe
MHOLITBA KOje V Pas/UYUTUM erioXxama 3anobwja mpyrauuje
obpuce. VmpaBo cTora LITO HWjé MOHONUTHU UIOEHTUTeT Beh
TpeficTaB/ba MyNTUBEP3yM, MeantepaH, xaxo uctuue dpaHko
Kacano (Franco Cassano), puripemMa yM 3a KOMTTJ1IEKCHOCT CBe-
Ta, XMOPULHOCT, YKPLITatbe, UOEHTUTET KOjU He TeXU YUCTORU
n unthetwy, Beh je o0aBHO OBNafao TUM HEYXBATILUBUM Me-



11aBuHaMa. MickycTBo MeiUTEPaHCKOT MYJITUBEP3YMA CBaKako
MOXKe TIOCTaTV o6pasall HoBe rnobanHe KoHUrypalmje cBera,
anu, UCTO Tako, MaTpulia 3a cee byznyhe MelllaBuHe xeTepore-
HUX EHTUTETA.

VTonuko He Tpeba Za uyaw WITO ce XOPWU30HT MemwrepaHa y
,La divina proportione“ nsgBaja of ocTanux; WITO HEMaA jacHe
JIMHUje KOoja cTiaja Mope 1 Hebo Beh TIOCTOjU HeKa UsMarnuiia,
HELITO WITO 0Baj CTOj UMHW 3aMyheHuM, HeoapeheHUM, Heyx-
BaT/bUBUM, 6e3 owTpux obpuca. Hajsap, camo ce Ha Toj cnu-
LM MOTy BUZETU obnalm (oHo durypatmsHo y wITa je Moryhe
yTIMCaTUN HajpasnnunTuje purype) [Jok ce CBU OCTalN XOPU30H-
TU TIPUONIVKABAjy aTiCTpaKLinju Koja cexxe Y Hefornen, rae ce
Mope 1 Hebo TIpenamajy jenHo y apyroM. Tako MeauTepaHCKu
XOpPU30HT yTiyhyje Ha 30HY Ko0ja 4ecTo OCTaje HEYXBaTI/bWBA,
30HY HeofpeheHOCTU Koja ce CBaKOI' TPeHYTKa MOJKe YPYLINTU
Y XaoCcMOC — OHO U3 Yera usnasu kocmoc. He ttoctoju jegHa no-
MWHaHTHa HUT Koja TIoBe3yje CBe Y HeKY ypeheHy Xxujepapxuj-
CKy CTPYKTYPY, Beh MynTUBEP3YM HajpasnuunTUjuX CKI10TIOBA
KOju HacTajy Ha oboanma LiMBUAM3aLNja U KOHTUHeHaTa. To je
XOPU30HT MHOLITBA KOjU je UCTOBPEeMEHO U 3aTBOPEH U OTBOPEH,
Koju yriyhyje Ha HY>KHOCT YHYTpalltbUX IpaHulia Kao ycroB Ort-
CTaHKa, alin U Ha HeOTIXOAHOCT TTpeBasuilaXketa CBAKOr 3aTBa-
parba, Ha OTBOPEHOCT TIpeMa HeTTI03HATOM U jOLI HEUCTPaXKEHOM.

Wucranauvja

Wncranaimja Mapuje IparojnoBuh ,La divina proportione®
cacToju ce of jemHor uUpTeXa n cegam cnuka. CBeneHa, ro-
TOBO MWHWMAJIHA WHCTanauuja, eMpaTuuKu TIOHABbA jep-
HY CUTYyallnjy y K0joj ce TtocMaTpay CyodaBa Ca PasnuyiuTUM
Xxopu3oHTUMa. OB XOPU3OHTW HACTajy U3 crioja cefjamM Mopa
(Lpro, LipBeno, MpamopHo, MptBo, Capraiuixo, CeBepHo u Cpe-
I103eMHO) ca HeboM Koje 3azi0buja mpyrauvje KapakTepucTu-
Ke y 3aBMCHOCTU Off MOpa Ca KOjuUM ce IrpaHnun. XOPU3OHT je
,MareMaTuukun“ ogpebeH jep y meroBoj OCHOBU 1€KW 371aTHU
mipecex, rae upTexxk duboHauunjese (Fibonacci) ,3natHe crmpa-
ne“ ogpebyje MecTo Ha KojeM ce y CBaKOj 0fi C/IMKa yTIUCyje Xo-
Pn30HT. ,BoxxaHcka mporoplmnja“, MpoXknuMa YnMTaBo YCTPOjCTBO
CBeTa CTBapajyhu ycinoB 3a jefjaH MyZITUBEP3YM Unje CMO TIpBe

obpuce Mornu BUZETU Ha MeauTepaHy Kpo3 TperuInTame pas-
JIMUUTUX LUBUAU3aUMja. AN M OPYyrU XOPU3OHTH, 32 HeKora
XJ1aiHU U HeTIPUCTYTIaYHW, UMajy CBOje MYNITUBEP3YME U CKPU-
BeHa MHOLWITBA, Taja je HeoTxonHo, TomyT Bymwyena (Bufiuel),
WCTUHCKW BojleTu xnaaHohy, CeBep M Kuiile, Aa 6U OHU TIOCTa-
IV BUATbUBK U caomITUBU. Ca TIPEeLM3HUM TIOHAB/batEeM XO-
PU30HTA, 0Ba MHCTanaluja kao fa OToMUMbe [a je y [oby aH-
TPOTIOLIEHA, MOXK[la BULLIe HEro UKaza y Aocazalliboj UCTOPUjn,
HEOTIXO[IHO [1a YOBEYAHCTBO TIPEUCTTIUTA BJIACTUTE XOPU3OHTE.
Ca aHTpOTIOLIeHOM UOBeK TIOCTaje reonoliKa Cuia Ynja HEKOH-
TPOJIMCAHA aKTUBHOCT, WITO je OCHOBHW 06pa3all peay3eTHUY-
KOr' XaruTanu3mMa U UIeoJlornje HecryTaHor pacTa, Moxe a
Hapylmn GYHKIIMOHUCAHE KOMTTIEKCHOT CUCTEMA 3eMJbE.

XOpuU3oHT

Mapa ce eTuMonoruja mojMa XopusoHT Besyje y3 ,TToCTaB/batbe
rpaHulie, orpaHuyYaBare, pasrpaHuMyaBame’, Tla Ce YTONIUKO
MeTadopa XOpPU3OHTa Hajuelllhe KOPUCTU Kao pedrnexcuja o
JbYACKUM IPaHuliaMa; MOhY, 3Hatba, pasyMeBatba, OUuekuBatba
W C1., TI0jaM XOPU30HTA, CUCTEMCKU 3a1061ja ABOCTPYKY YI10-
ry. To je KOHLeTT Koju MoApasymeBa ABOCTPYKOCT; OTBapama
W orpaHunyaBarba, YHYTpalIber U CTIojballiber, YKibyUnBama n
VCKIbyUMBarba, UMaHeHLnje 1 TpaHcLeHAeHLje, ogpebeHocTn
W HeonpeheHOCTH, TIPUCHOT U Tyher, TpernefHocTU U Herpe-
I71eHOCTW, JOBPLIEHOCTU U HE[IOBPLIEHOCTU, KOHTUHYUTETA N
IVUCKOHTUHYUTeTa U 1. 3aTo ce MeTadopa XOPU30HTa KOPUCTU
KaKo 6w ce TIpefiCTaBWJIa OTBOPEHOCT WU 3aTBOPEHOCT TIEP-
criextTuBa. OBa MeTadopa TPeTrocTaBiba arconlyTHU XOPU3OHT,
KOju Hac TipuUcubaBa Aa pasMullybamo 0 ,XOPU30HTY forahaja’
Kajla ce TocMarpau cyo4aBa Ca OHUM BUIJbUBUM WU HEBU-
ITbUBUM, CAOTILITUBUM WU HECAOTILUTUBUM.

Ca HOBOBEKOBHOM WI€jOM HarpeTka cxBaheHor Kao Tepma-
HEHTHO TIpeKopauere IpaHulle, ca HOBUM TeXHOJlOTMjaMa Kao
W OeNUMUTALINjOM TIPOCTOpa U BPEMEHA KOjy [OHOCU rnobanu-
3aluja, AOMUHUPA AUHAMUYKN XOPU3OHT TEXHUUKE LIMBUIN3a-
1Mje KOoju TiapaZfoKCasnHo AOBOAW OO0 UMIUIO3Uje XOPU30HTa. Y
XXI Bexy, xaja ce njeja HampeTKa nsjefHavaBa ca HeOrpaHu-

YeHOM VlHOBa].lVleM, Tpchrpecmja T[OCTaje TIeEPMAaHEHTHaA, LITO



He caMo 1A je TIpOMEeHWUs10 KapaKTep IpaHulie 1 XOpU30HTa, Beh
je DmoBeno [0 HeroBOr KOHAYHOI ykupaarka. EcteTnka mopep-
He OLIpTaBa jeqHy HOBY PEAajHOCT, & TO je XXMBOT Yy CBeTy 6e3
XOpU30HTa. MICTOBpeMeHo ca He3ayCTaB/bUBUM pa3BojeM HOBUX
TexXHonoruja, (ntdo, HaHo, 61o, Heypo... tehne) Hamehe ce Heo-
TIXO[HOCT Jipyrauujer MpoMUlIbatba OTBOPEHO U 3aTBOPEHOT
XOPWU30HTA, Kako 6u ce olpTtana Ayboka MpoMeHa He camo Ha-
l1Ier ofHoca TpeMa cBeTy Beh U caMor CBeTa.

Ha jenHoj cTpaHu, 3aTBOPEHU XOPU30HT MOXKEMO Pa3yMeTUu Kao
Mehy3aBUCHOCT T1aHeTapHWUX IPaHulia Koje rapaHTyjy QyHK-
LIMOHUCabe cucTeMa 3emibe, Tla CaMUM TUM U OTICTaHaK XXUBO-
Ta Ha 3eMsbu. Y 0BOM CIy4ajy XOPU30HT 3aTBOpeHOCTH yTiyhyje
Ha TO [ia YKOIWUKO Zjohe A0 036WLHOT HapyliiaBatba OBUX Ipa-
HULIA XXMBOT Ha 3eMibi MOXe HBUTU HertoBpaTHO yrpoxeH. Ca
pasBujameM I'eja (Gaia) Teopuje Kojy je cemamueceTux roguHa
dopmynucao xemuuap Ilejmc JIaBnox (James Lovelock) 3ajen-
HO ca MuKpobuornoukuwom JIuH Maprynue (Lynn Margulis)
3aTBOPEHW XOPU30HT 3a706uja Iipyraunje 3Hauveme. ['eja xuro-
Te3a TIPeTTIOCTaBsba Aa XXMUBW OPraHU3MU CTYTIajy Y UHTepak-
LIMjy ca CBOjUM HEOPraHCKUM OKPYIXXeHeM Ha 3eMibU Kako 6u
dopMupanu cCUHEpreTcku W camoperynuinyhu, KoMriieKcHu
cuUcTeM, Koju TioMaxke oApXkaBatbe W OOHaBJbatbe YCjl0Ba 3a
KMBOT Ha TUlaHeTu. JIaBnoK UCTU4e MarKaBOCT TIPeTToCTaB-
Ke 0 jeqHoj CTabWHOj 30HU HACTarbUBOCTU — OHOj KOja HUje HU
TIpeBULIIE Bpesla HUTU TIpeBULLE X7afiHa — jep ce Tako TpeBuba
MoryhHOCT fia TnaHeTa Koja Cafp>ku XMBOT UMa TeHOEeHLNjy
Ia Moandukyje CBOjy OKOIMHY Kao U KIUMY, Ha Ha4iuH Koju
dbaBopu3yje XXMBOT Kao WITO je TO cny4daj Ha 3emmu. ['eja Te-
opuja Tonasun of Tora Aa je o CBOI' HACTaHKa >XMBOT pazino
Ha Tome Aa MoaudukKyje cBoje OKpyXKete, TO je KOMTUIeKCaH U
MYNITUOUMEH3NOHAJIHU TIPOLIEC KOjU jOlI YBEeK U3MUUYe HalleM
pasyMeBamy.

KoHuenT 3aTBOpeHOr XOpun30HTa yTiyhyje Ha TocTojare jenHe
KpuTUuHe 30He (Bruno Latur /Latour/), koja — 3a pasnuky of
CTaTU4HE 30HE HACTakWUBOCTU, KOjOM ce Hajuelthe obyxBaTa
UnUTaBa TUlaHeTa (BejuKa TlaBa J10TiTa) — 03HavaBa HeU3BeCTaH
cTaTyc, HejacHn obpuc n ysHemupasajyhy atmocoepy. Ha Taj
HauuH ce ckpehe TaXwa ca ,Teputopuje’, ,3emrme’, ,Tna’ ,no-

MOBUHe® Wn ,Tiej3adka’, a Tipe cBera ca TjlaHeTe 3eMJbe Kao Us-
BOpa Hajpasnn4nUTUjUX FoTOBO HEUCLIPTTHUX pecypca. Kputnuna
30Ha je 3arpaBo TIa4BOPK, XeTEPOreHNX U AUCKOHTUHYUPAHUX
He-INHeapHuXx forahaja Koju caunmasajy jenHYy KOMTUIEKCHY
MpEXY XXMBOTa. MU Tipe6uBaMo yHyTap AUMUTUPAHOT TIPOCTO-
Ppa, TaHyuIHor 6uo-dunma, He Beher ofi HEKONIMKO KujloMeTapa
rope W Ao7e Of TIOBPLUIMHE 3eMJbe, U3 Kojer He MOXEMO TIOo-
6ehn. Y ToM cMUCILy KPUTUYHA 30HA je TIPOCTOP MHTepaklunja
(xemMujcxmx pasmeHa, reosnoUIKMX MeXaHu3aMa — reoXeMumjcKmx
LIMKJ1yCa, Kao W COLMjaIHMX TIpoLieca) KOju HaMm joll yBeK YMHO-
roMe OCTaje Herlo3Hart. 360r Tora je KPUTUUHA 30HaA jeflaH Tipo-
BU30PHU MOZieNl Koju Hac cyo4aBa ca GpeHOMEHOM >XXUBOTa Kao
TaHYLUIHUM 1 GParuHUM J1€jepOM, UUCTOM UMaHEHLINjOM, MHO-
WITBOM KOje Huje Moryhe HaTKoaMpaTu HEKUM TPaHCLieHIEeHT-
HWUM yCTpojcTBOM. Ha HeKu HauuH KpUTUUHA 30Ha HeiBOCMUC-
neHo ToTBphyje Aa je XXMBOT Moryh camo yHyTap ozpebeHor,
3aTBOPEHOr" XOPU30HTA, UNjy GParusiHOCT Y CBOjOj aHTPOTIOLIEH-
TPUYHO] 3aCTeTJbeHOCTU CyBULIe YeCTo TpeBnbaMo.

Ha ppyroj ctpaHu, ca OTBOPEHUM XOPW3OHTOM He TIOCTOjU
Kpajtba 1 CBeobyXBaTHA TIEPCTIEKTUBA, Hak U Kazia b1 oHa Tpefi-
cTaBrbana 36up cBux mMoryhux mepcrextusa. Tako je 3a Huuea,
40BeK jeiuHa 0ji CBUX >KMBOTUMA 3a KOjy He TIOCTOjU HUKaKaB
BEYHU XOPU30HT U BeYHa TepcrieKTUBa. Taj OTBOPEHV XOPU3OHT
OLIPTaH je y 3aBpluIHuM cleHaMa Kjybpukose (Stanley Kubrick)
Onuceje 2001, xapa actpoHayT [lejna BoymaH npenasu ,xopu-
30HT forabhaja“ n mponasehn Kpo3 MPOCTOPHO-BPEMEHCKY LIPBO-
TounHy (wormhole) ynasu y Hexy HOBY OUMeH3Ujy. VHyTap Te
IUMEH3Uje TIPOCTOp-BpeMeE ce TIpeBUja Y HEOOUUHWUM TIpaBLIU-
Ma, a OH Kao y KaKBOM 300J10LIKOM BpPTY 6UBa mocMartpaH of,
EHTUTeTa Hajuk 60roBUMa, CTBOPEHhUMA Off UNCTe eHepruje u
UHTenureHuuje, 6e3 obnuka u ¢opme. Yrpaso osaj BoymaHoB
Tipenasak ,Xopu3oHTa Aorabaja“ BUA/bUBUM UMHU pacTakarbe
3aTBOPEHOT" XOPU30HTa U3 Kora he HacTaTu TIOTTIYHO Apyravnjn
" HeBepoBaTHU CckJ10ToBU. [Ipe cBera To 3HauUM HATTyCTUTU KPU-
TUYHY 30HY, OHaj TIPAaUCKOHCKU MeAWUTEPaHCKU MYJITUBEP3YM
Y UMe jeqHOr Apyravuvjer MHOWITBA, OHOI 4UjU je TIpefycioB
6pucare MHOIUX TPaHULIa, a TIpe CBera oHe U3Meby 1oBeKa U
MallnHe, Kako 6u ce CTBOPUIN YCI0BU 3a cniefehn flux uHrenm-
reHLnje U CBEeCTW.



[Tporopuumja

Takobe, Tpeba UMaTW Yy BULY W Pa3nUKOBatbe ABe BPCTE XOPU-
30HTa KoOje TIpaBu acTtpodusudap n ymetHuk, JKan-Iljep JIn-
MuHe (Jean-Pierre Luminet). Ha jenHoj cTpaHu oH pasnukyje
penaTuBHU XOPU3O0HT Kao 1UTO je TO C/1y4aj ca 3eMasbCKUM XO-
PV30HTOM KOjU UMa CBOje CpefullTe y TocMarpady u kpehe
ce 3ajeiHO ¢ UM. Ha opyroj, arconyTHU XOPU3O0HT, ,XOPU30HT
pjorahaja“ xoju je He3aBUCaH Of CBakor TocMaTrpada U Koju
norahaje menwu y ABe KaTeropuje, BUAbuBe U HeBUATbUBE, Ca-
OTILUTUBE U HecaoriuTuBe. Ha Hexu HaunH 1 y ciy4ajy 3aTBope-
HOT Kao U KOofj 0TBOPEHOI XOPU30HTa, TIocMaTpay ce cyovana ca
TUM aTiCONyTHWUM, ,XOPU30HTOM pJorahaja“, xaja TocTaje cBe-
CTaH YHYTpalllbUX FPaHula MallMHa BUAJLUBOCTU U PeXXuMa
MUCKAa3UBOCTU YHYTap ucropujcke dopmalivje Kojoj mpuraza.

,La divina proportione®, cyouaBa mocMaTpaua ca arconyTHUM
XOPWU30HTOM, UCTOBPEMEHO O0TBapajyhn TyKoTuHy usmeby no-
rahaja, oHaj MehyTipocTop Kaja ce HUWITa He Agoraba, unme ce
CTBapajy YyCJ0BU 3a carnefiaBarbe caMor Toka BpeMeHa (,long
term thinking”) usBaH y6p3aHor >XMBOTa CaBPEMEHOI 410Be-
xa (,short term thinking”). Tex n3BaH xpoHoca, U3BaH XPOHO-
JIOLIKOT BpeMeHa, TocTaje Moryhe carnefatu He-IMHeapHO
YCTPOjCTBO CBeTa Kao Mpexke Aorabaja unje KOMIIEKCHO TKatbe
40BEK CBOjUM aKTMBHOCTUMA Y CBaKOM TPEHYTKY MOXE HETIO-
BpaTHO Aa Hapyliun. YTONMKO je MecTo TocMaTrpaya MapruHan-
HO, KaKo 61 Ce Ha Taj HAUMH LOMWHAHTHU, OaBHO Beh HOpMa-
JIN30BaHU aHTPOTIOLIEHTPUYHMU TIOTT1e[} [ECTabUIN30Ba0 a XOMO
camujeHc TIPEeUCTIMTA0 BNIACTUTO MECTO Y CBETY. YBYUYEH Y OBY
VHCTasnauwjy, mocMaTpay TipecTaje fa 6uea cy6jeKT Koju KOH-
TeMTUIMpa 6eckpaj LITO Ce OTBapa Ca OLPTABaeM ariConyT-
HOT' XOPU30HTa, Beh TIoCTaje CUHIYNIapHOCT Koja ce cyo4ana ca
BUIJbUBUM U HEBUAJbMBUM, CAOTIUTUBUM W HECAOTILITUBUM.
YmpaBo xafia ce HuILITa He fjoraha n Kaja ce CUHIYJ1apHOCT U3-
MeCcTU U3BaH GUKCHe Tauke I7leAMLITa OHA 6MBa y MOryhHOCTU
Ila carziefja CBeT Kao KOMTIIEKCHY MpPeXXy W CTiieT 6e36pojHux
norahaja. CamMo Tako XOMO carnjeHc Tpectaje zia byne cybjexr
Kao ,Mepwiio CBUX CTBapu® 1 ,Tayvka CBUX ToBe3uBawa“ Beh 1o-
CTaje CUHIYNIApHOCT fakje jeAHo oA MHOTMX YBOPUILUTA CBeTa
Kao KjacTepa KOMTUIEKCHUX Mpexka pgorabaja. [ToryT ¢paxra-
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7la yIUCcaHor y ,60XKaHCKy TIPOTIOPLIMjY* Koja TpoXKMMa camo
YCTPOjCTBO CBETA, CUHI'YJIapHOCT je Tek craballlHun 6necax yHy-
Tap fluxa mocrajama.

Ha ppyroj crpatwn, uHcranaumja ,La divina proportione* yrpaso
ynyhyje xonuko foraharba ocTaje HEBUIJLUBO W HECAOTILITUBO,
y TIOTTTYHOCTU U3BaH Haller ,XOpU30oHTa forahaja“. vV tom cny-
Yajy XOPU3OHT XOMO carnjeHca oApeheH je HeroBuUM uynmma
Koja TipeficTaBIbajy GuiTep Koju He TIPOTTYLITA HULLITA LITO HUje
dopmupaHo ox camux uyna. OBaj KOHCTPYKTUBUCTUYKWU TIPU-
CTYTI, TIpeMa KOMe HaM je CBeT [AOCTYTaH CamMo Kao y4uHax
Hallle UHTePTIpeTaTUBHE [e/1aTHOCTU, Ca Pa3BojeM LMBWIN3a-
LiMje HEMWHOBHO TIPETTIOCTaB/ba YTOTPeby Heke tehne. Taxo
zIa he OHO WITO ce cajla YMHWU aTICTPAKTHO U HETIPUCTYTIAUHO
6UTU leKoOMpPaHO Kako 6U ce OHW HEBWUIJbUBWU W HECaOoTIUTU-
Bu forahaju YUMHWIN BULJBUBUM W CAOTILITUBUM, Ha HEKU 3a
Hac joul yBeK HeTo3HaT HauuUH. YTONNKO UHCTalalnja ca cefam
mopa - cnenehun omacky Aptypa Knapxa (Arthur Clarke) pa
je ,CBaKy LOBOJbHO HaTipedHy TEXHOJOIWjy HeMoryhe pasnu-
xoBatn ox Maruje“ (“any sufficiently advanced technology is
indistinguishable from magic”) - 3agp>xaBa MomeHaT 6ajKoBU-
Tor 1 Marujckor. He TocToju camo jegHa TiepcriekTuBa, HUTU
caMmo jefaH orpaHun4aBajyhun XOpU30HT, ca Kojer je moryhe ca-
rnefaT CBy KOMTUIEKCHOCT MYJITUBEP3YMa, Beh TT0CTOju MHO-
WTBO MOryhHOCTW KOje, 3axBasbyjyhu Hekoj HOBOj tehne Tipu-
TpeMajy yM 3a pafuKanHo Apyrauvuvje mepcriektvBe. Moxza
hemo Tex Tapa, ynasehn y emoxy novacena, y X0joj XOMO caru-
€HC IPajy HOBE W HeoudeKuBaHe CKJIOTIOBE Ca WHTEIUIEHTHUM
MalumHama, kako To tipeauba Llejmc JlaBnox, 6UTK y cTamy
Zla ce MpubMXUMO oHoM boxkaHckoM. Tek hemMo ca HacTaHKOM
TUX HEOOUUHMX CKJIOTIOBA HACJIYTUTWU CBY CJIOXEHOCT ,60XaH-
cxe TIpOTIOpLMje” Koja ToTyT KakBe MyNTUANUMEH3UOHAJIHE pe-
LIeTKe CTBapa TIPOCTOP 32 HacTajarbe KOMTUIEKCHUX WMHTepak-
Luuja porahaja ns Unjux rperuinTarba HacTaje MHOLITBO CBETOBA.



CEJAM MOPA

CpegrvesexosHa espoiicka U apaiicka Kroudkes-
Hoctll yeciio lomurby Cegam mopa. OHa cy bura
otiwiia ¢pasa y MHOTUM gpeBHUM KHUXKEBHO-
cuuma Upe Helo wilio cy je upeyseau I'pyu u
Pummanu; ipsu lyill ce tiomutve y lipesogy jegHe
Enxegyanume xumne HHanu (Xumna 8), HallucaHe
oxo 2300. I1H.e. y Cymepy. Bpoj cegam je y mHo-
Tum tipaguyujama u cam t1ocegosao coticiiBeHy
gpesHy matujy. ,Cegam” xao HeogpeheH bpoj gyio
je 6uo CUHOHUM 30 HEKOAUKO...

SEVEN SEAS

Medieval European and Arabic literature often
mentioned Seven Seas. They were a general phrase
in many ancient literatures before being adopted

by the Greeks and Romans; it is first mentioned

in a translation of one of Enheduana’s hymns to
Inanna (Hymn 8), written in Sumer around 2300
BC. The number seven itself possessed its own an-
cient magic in many traditions. “Seven” as an in-
definite number was long a synonym for several...




CEBEPHO MOPE

Boaum cesep, xaagHohy u Kuwy.
(TIync Bywyen, Moj tiocreghou y3gax,
WHctutyT 32 dunm, 1983, cTp.182)

NORTH SEA

I love the north, the cold and the rain.

(Luis Bunjuel, Moj poslednji uzdah [Luis Bufiuel,
My Last Sigh], Institut za film, 1983, p.182)
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LIPHO MOPE

LIpHO MOpe ce Yy aHTUUKO 1062 jemHOCTAaBHO Ha3w-
Bano Pontos (Mope). Jeman on kacHujux HasuBa je
6uo Pontos Aheinos (Heroctomby6uo mMope). Hasus
Aheinos ToTuue ol npaHcke peuun ahaina (TaMHo)...
Beowma je 6orato BofoHUK-CyndUIOM Y CBOjUM Lyou-
HaMa Tako [a CBaKu TipeMeT KOju CToju Oyro y Boaun
TIOKPUBEH je I'yCTOM LIPHOM TIPEBJIAKOM...

Takobe, Ha [HY UMa TIYHO Beretaluje u LpHor bna-
Ta.. OTyAa 360r ofpasa Tna Haje yTucak TamHe 6oje
Koja oHemoryhaBa [a ce HELITO BUAU Ha YAAJbeHOCTU
oz oxo 100 metapa...

Moryhe je 1 na mopexsio Ha3uBa TMOTUYUe 0] O3HAYa-
Batba CTpaHa CBeTa 6ojama y aHTU4KO fAoba, rae je
LIpHa 03HauaBana CeBep...

BLACK SEA

The Black Sea was simply called Pontos (sea) in
ancient times. One of its later names was Pontos
Axeinos (Inhospitable Sea). The name Axeinos comes
from the Iranian word axSaina (dark coloured)...

It is very rich in hydrogen sulfide in its depths, so
that every object that stays in the water for a long
time is covered with a thick black coating...

Also, there is a lot of vegetation and black mud
at the bottom... and, due to its reflection, it gives
the impression of a dark colour, which makes it
impossible to see anything at a distance of about
100 meters.. The name may have come from
associating the cardinal directions with colours in
ancient times, where north was associated with
black...
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LIPBEHO MOPE

ViMe BepoBaTHO TIOTWUYe OF, LPBEHOr TIMTMEHTa anre
Trichodesmium erythraeum Koja >XUBW WUCTIOf caMe
TIOBpLIVHE BOAe.. TaKo JAa je TIoBpeMeHo 60ja Mopa
LIpBeHa Kao KpB...

ITo HexnM TeopujaMa UMe je fobuno 1o cmehum cre-
HaMa Koje Ha TIpelioMUMa UMajy LpBeHy 60jy... TaKo
Zla Cy U37aCLiM U 3aj1acLiyt CyHLIa UHTEH3UBHO BaTpe-
HO 060jeHn 360r LIPBEHKACTUX OLCjaja...

RED SEA

The name probably comes from the red pigment in
Trichodesmium erythraeum algae, which live right
below the surface of the water... so that occasionally
the sea is red as blood...

According to some theories, it is named after the
brown rocks that have a red colour at the fractures...
so the sunrises and sunsets are intensely fiery due to
the reddish reflections...
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MPAMOPHO MOPE

Mapmapa Jerusu (Typ.)

Mope je no6wno nume o MpaMopHWUM OCTpPBUMA TZie
cy borarta HanasuiitTa MpamMopa LprieHa joll of aH-
TUYKUX BpEMEHa...

SEA OF MARMARA

Marmara Denizi (Turkish)

The sea is named after the Marmara Islands, where
rich marble deposits have been exploited since
ancient times...
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MPTBO MOPE

Hasusa ce jour n Mope cmpiiu, CraHo mope wn Jlo-
T0B0O MOpE... Y 1eMY JXXUBOT He TIOCTOjU OCUM BPJIO
OTTIOPHUX MUKPOOPraHusama — 6aKTepuja...

DEAD SEA

It is also called Sea of Death, Sea of Salt and Sea
of Lot... there is no life in it except for some very
resistant microorganisms - bacteria...
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CPEOO3EMHO MOPE

[IpeBon HasmBa MenutepaH je wsBejeH w3 na-
TUHCKE peuun mediterraneus ca 3HAYEHEM ,yCpen
3eMJbe (KOTTHA)“ uin ,,u3Meby KorHa (medi-; mpunes
medius, -um -a (cpeaunHa, usmehy) u terra .. (KortHo,
3eMrba)“....

MEDITERRANEAN SEA

The name Mediterranean is derived from the Latin
word mediterraneus - meaning “in the middle of
land” or “between lands (medi-; the adjective medius,
-um -a (middle, between) and the noun terra (land,
earth)”...
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CAPT'AIITIKO MOPE

JenuHCTBEHO je TI0 TOMe LITO HeMa obana... oMeheHo
je MopcxuMm cTpyjama... IMe je nobusno 1o menaruy-
HUM anrama poga Sargassum bacciferum >xxyhxacre
60je Koje TIpW 3anacky CyHLA U3IrNefajy 371aTacTo
360r mMexypuha Ba3fyxa Koju UX oApXaBajy Ha Tio-
BPLIMHW BOAeE... TO je HajTIPO3UPHUje MOpe Ha CBeTY...
YBEK je y CTarby MUPOBama...(30Ha MOPCKe TULLUHE)...
jeryrme 13 cBUX KpajeBa CBeTa TyTyjyhu mo map ro-
IVHa Ty [o7ase W y BeIUKUM AybuHama ce Mpecre

U yMUDY....

SARGASSO SEA

It is unique in that it has no shores.... it is bounded
by sea currents... The name comes from the pelagic
algae of the genus Sargassum bacciferum, yellowish
in colour, turning into goldish at sunset due to air
bubbles that keep them on the water surface... it is
the most transparent sea in the world... it is always
dormant... (a zone of calm at sea)... eels from all over
the world travel for a couple of years and come here
to spawn and die in great depths...
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I ,Ball yM n Bu cte Haute Capraiixo Mope*
(E3pa ITayHp, Portrait d'une Femme)

Capraiuko mope Hanasu ce y CeBepHoM ATnaHTUKy. AKBaTOpuja My je ouBu-
yeHa CeBepHOATNaHTCKOM MODPCKOM CTpPYjoM Ha ceBepy, KaHapckom Ha ucToky, CeBep-
HOEKBATOPCKOM Ha jyry u 'ondckom Ha 3amazy. V oBasHOM TPOCTOPY KOju 0OIUKYjY
dopmMupa ce jenuHo ,Mope Koje Hema obasny”. Hberoea TOBpIIMHA VBEK je Y CTawy pe-
JIATUBHOT MUpOBatba — ,30He MOPCKe TULIMHE® — a 360r aHTULIMKIIOHA KOjU ra HaT-
KpWbyje BpeEME je MaxoM MUPHO 1 cyBo. He6o 6e3 obnaka UMHU ra U3pasuTo CBETIIO-
TU1aBUM, [I0K MY TIPOBUIIHOCT Jocexke Hajehu cTerteH Meby cBeTckuM mopuma. Yenen
OZiCYyCTBa OOGWIHUX KULIIA, HUBO CaJIMHUTETA MY je jefaH off HajBUILMNX Y ATIaHTUKY, Te
TUIAaHKTOHW He MOTY Iia ce PasBUjy y 3HATHUjUM KonuuuHama. PasHopopaHocT puba n
IPYTUX XXUBOTUMA 3aTO je MUHUManunsoBaHa. M ympaBo Te BUCOKe TeMriepaType U MuUp-
Hoha, 360T KOjUX Ce UecTo HasuBa U ,yCTUHOM Y 0KeaHy", TIOrofyjy LBeTamy Crielm-

CumoHa Yyrnumh

CJIOBO C: CAPTAIIIKO MOPE!

dnunnx cmehux Sargassum anru kKoje he My yCTyTIUTU U UMe.

HNaxo cy HaBogHo PeHuua-
HW TIpBU TUoBUAKM CapralikuM Mopem
— Y TIOBPILIHOM TIPUTTUCUBAKY CBAKOT
TIOMeHa IyCTUX MOPCKUX TpaBa TIyTo-
Batby Kpo3 OBe Bofle — TIpBa Toy3AaHa
LIlecKpuriivja Hanasu ce y 6poackum
IHeBHUIMMA Kpucrodopa Konymba, n3
1492. roovHe ca HeroBor TIPBOT TIYTO-
Batba Tipexko ATnaHTuxka. Mope moxpu-

BEHO 3€J1IEHUM U XXYTUM anramMa HaBeJlo

Sargassum anre © David Doubilet

je Tapja rocazly Aa roBepyje Aa je KOTHO
y 61M3uHU. Y TO BpeMe jolll yBeK ce CMaTpasio kako ce Tpase cpehy camo 671m3y obana.
HeouexuBaHu, oyroTpajHn HacTaBaK TyToBatba [OBEO je A0 36yHeHocTu U ctpaxa. Taj-
He (1 TauHe) pyTie benelike, Koje je Konymbo BoAMO UCTOBPEMEHO Ca ‘3BaHUUHUM’ Koje
Cy yMUPUBaJle TaHUKy, TIOCTajy TaKo TIPBE Y HU3Y HeTIPeLI3HUX UCTMHA U3 Kojux he ce
pasBujaTu nereHfie 0 0BUM Bojama. IloMopLMMa cy y TIPOLIIOCTU 3HATHe TIpobneme
3a/aBaJsie BPTJIOXKHe CTPYyje y TOM TIOZpYYjy oKeaHa, 3aTUM ajre y Koje cy ce jefperalin
YTUINTANU, HaKoH Yera 6e3 [J0BOJbHO BETPa BUllle HUCY MOITIU Aa ce U3ByKy. V3 Tpare-
Iuja cy HacTajasne sereHze. JeqHOCTaBHA, JIOTUYHA objallitberba HU KacHuje Hehe y To-
B Monorpadwja MHseHiapcka kKyuiuja Mapuje Jpalojarosuh mucaHa je 2015. ronpute y GopMu peyHuka. TTTYHOCTW UCTUCHYTU care o 6pofoBuMa J1yX0Ba, MUCTepuje cTpadamwa y bepmyackom

Mehy 6pojHUM TIojMOBUMA KOje Cy TOM TIPUINKOM u3abpanu Munerta I[IponaHosuh n Mapuja Jiparojnosuh TPOYTJIY WIN TIOTpary 3a usrybsseHoM ATnaHTupom. Capraiko Mope KOHCTPYWUCAHO je
oMUy ce w: ,Jagpan®, ,Mope*, ,MpamopHo mMope*, ,36upka pasrnenHuLa ca Mopa — 3anasax cyHua“. OBaj

TEKCT 3aMULLITbEH je Kao AonaTtak Ha CJ10BO C.

Ha Taj HA4UMH Y MUT, UCTIUCAH TIPEKO HeroBor reorpadckor nmpocropa.



[TanumricecTy capralikux rpuya 3HaudajHo he nompuHeTu n otkpuhe JaHckor
oxeaHorpada JoxaHeca IlIMuTa Koju TOKOM TIpBMX AelieHuja 20. Beka 06UMHUM wUC-
TpaXXUBatbUMa KOHUYaHO yCrieBa Aa o6jacHu (Y HeHay4HOj jaBHOCTN) MUCTUOUKOBAHU
>KMBOTHU LIMKJIYC jerysba, CXBAaTUBLLIU [1a je YTIpaBo 0Ba Mopcka ,06uoroliKa mycTumba”
MECTO I/le Ce OHe MpecTe U yMUpY. 3aAuBIbyjyhn je Tipoliec TOKOM Kora ce Malle jeryie
n3neXy 0K ce jajaliiia Ay TpeMa ToBpLIHY, TtyTyjyhu F'ondckom ctpyjom. Ha mo-
BPLIWHU Cce pa3fBajajy y ABe rpyrie. [IpBa mamnBa rnpemMa UCTOKY U TpU F'OAUHE KacHuje
CTWXKe [0 eBpoTickux obana. [ipyra ce xpehe mpemMa 3amaziy 1 3a Heluto kpahe Bpeme
CTWXe [0 aMepuukux obana. JJok TyTyjy Ka pekama y Kojuma cy TipeduBain Huxosu
ponuTesbu, oHe pacTy. HakoH 1ITO focerHy TIyHY 3pesiocT Y C/1aTKoj BOAW, OTTIOUUIbY
TlyTOBatbe Ha3lap mpema Capralikom Mopy, TLe ce Y TOTUIOj U C/laHoj BOOAW MpecTe n
rnoTom ymupy. Cehajyhu ce cBor myToBama 0o oBux Boza 1932. roguHe Muxauno Ile-
TpoBuh Anac HasuBa ra T0BUA60OM ,I0 KOMeBKe jerybe“. Hamomuibe u xako cy cBu
6unu y36yheHn ,ca3HatbeM Aa Cy ce y Taj Max Hajla3wiin Ha TI030PHULIU jeHOT BeNINKOT
¥ GaHTAaCTUYHOT HAay4YHOr poMaHa“ AOK Cy Ce OUBWIWN TIPOHULIJBUBOCTU U UCTPajHO-
CTU UCTPAXUBAYa Y CcKJlarawy CBUX OBUX ,MUCTEpUO3HUX etn3ona“. Kaxo Harnauasa,
y36ybetbe je 6wno jour Behe TIpU TTOMWUCIW Za CY TEK HUXOBWU CaBPEMEHULIN YCTIENn
Ila pellie ,BEKOBHW TIPUPOLHAUKK TIPO6JIEM, KOjU Ce TIOCTaBIbao jolI Of HajcTapujux
BpeMeHa“.

Moja mpBa ca3Hama o Cap-
ralrKomM Mopy oty u3 JJusHujesol
CBe3Hatba, TIOTIyNlapHe [edje eHLn-
KIoTleivje WTaMriaHe y Jyrocnasujn
TIOYETKOM  CeflaMZieceTux roAunHa
mpouwior Beka. Mebhy ,aBaHTypama
Ha TIeT KOHTUHeHaTa“, Kpo3 Koje CMo

Ce yTio3HaBa/ln ca MCTOlejOM n re-

orpadujoM, Kao ,aAMupan BeNUKOT
okeaHa“ TpeficTaBrbeH je Kpucrodop

) Kaprta cBeta Kpucrodpopa Konyméa (15. Bek),
Konym6o. Y BpemeHy Koje ra BpenjHo- pempoaykoBaHa y JJusHujesom ceesHary

BaJI0O Ka0 MOperioBLa U UCTPAXKU-

Baya, aBaHTYPUCTY U TTYCTOJ10Ba, TIOMOPLIa KOjU ce YTyCTUO Y ,HajcMenuju TIofyxsaT y
VUCTOPUjU HOBEUYAHCTBA" CTIOXKEHOCT HeroBe buorpaduja (jour yBex) Huje 6wuna mpexom-
TUIMKOBaHa 3a CTpaxorioluToBatbe. CBECT 0 HEUCTIPUYaHUM Tpareaujama Ha Kojuma je
YCTOCTaB/baH 0Baj MORHW MUT, HejlopeyueHa aroTeo3a TojeANnHLIa, TiparMaTuyHa u bec-
KOMTTPOMUCHa, [A0LIINA je KacHWje, CT10jeBUTO cBefouehn 0 HeCTabUHOj KOHAUHOCTU UCTO-
puje. Ann To 3ampaBo U jecte TipurtoBect o Caprauikom Mopy — op Konym6ba, Tparenunja
1 3a4yIHUX TI0jaBa, TIPEKO 6UOTIOLIKE TIYCTUbE, MUCTUPUKOBAHUX XXMBOTHUX LIMKIlyca U
3aAuBIbYjyhmx HayuHmx otkpuha, 10 HauMHa Ha Koju MaZieXX AaHac O eMy TIpBY TIyT
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uyje. Kao mpoctopy exonoike xatacrtpode rme ce y ,crajahoj Boon” 3aapxasa miacTu-
xa. Exonosu cBakoHeBHO yTI030paBajy Ha HOBOCTBOPEHE TIOBPLIVHE TUlyTajyher oTraaa,
HeyHuiT1BO cMehe Koje y ,Mope 6e3 obane” MpUCTUKe ca obana ATIaHTCKOr OKeaHa, of
3amanHe Adpuke, TIPEKO KapuUTICKOT Tiojaca, 1o UcTouHe obane CAJL. V mpBuM JelieHnja-
™Ma 21. Bexa OHO je TIOHOBO CUM60J1 UHTEpPeCOBakba U CUCTEMA BPEAHOCTU BpEMEHA Y KOMe
ce 0 eMy rosopu. Capraiiko mMope yCriellHo UsMu4e KOHau4HOoj UHTepTipeTaLnjn.

,CBake Beuepn CMO I7leflajn 3as1a3ak CyHLa UCTIOZ cllaMHaTe CTpexe,
KOjy je OHa 3Bana ajoyAa, a ja baureHcka kyhuia. [TocMatpanu cMmo
KaKo rope Hebo U yaasbeHO MOpe — Taj Oraw je cagpyao ce 6oje, a

OrPOMHMU ¢y 0671a1i1 6UIN OTIEPBAXKEHU TTIaMeHUM je3utima.”
(LInn Puc, HIupoko Capiawiko mope)

Y CBOM TIMOHUPCKOM TEKCTY O aMepuuKoM nyMuHmnsmy 1954. rogune, LloH

Bayp n3meby ocranor roBopu u 0 04HOCY OBUX YMETHUKA TIpeMa TIpUpoan, Harnaiia-
Bajyhu Kako je Taj ogHOC BaXkaH 6alll Kao U OHaj TpeMa CBeTJIOCTU. [larbe MHCUCTUPA
Ha UAeju 0 HaUUHY M3pakaBarba TONIMKO CY6jeKTUBHOM Ja Ce YMeTHWUKoBa oceharba
ornenajy AVPeKTHO Y TpefcTaB/beHOM. ['1aTKe TIOBpLINHe, NUllIeHe YTaf/bUBUX TIOTe-
33 YeTKULIOM, YCMepaBajy TaXkiby mocMaTpada UCKIbYUMBO Ha CafpXKaj. JeAHOCTaBHa,
CKOpO arcTpaxkTHa $opMa [JOTPUHOCU 0BOM YTWUCKy. Harnaiena XopusoHTanHa op-
» TlaHusauuja Ccnauke, rOoTOBO Mare-

MaTudku ypebeHa, 4MHU Tiej3ax

KJIaCUYHUM N U3BaHBPEMEHCKUM.

- : 360r CMUPUTYaNHUX KBanuTeTa 0BO
CJZIMKapCTBO 4YecTo ce TioBesyje ca
yuemnMa amMepuukux TpaHClieH-
peHTanucra. [loxasaTerbe cTpall-
He 6oxxnje MoOhu W 3apamare y
CyOnMMHO, 3aMerbyje TOUMHAK Y

MapTtuH IIoncon Xug,

Mopcku tiejsaxc: 3arasak cyHua (1861)

© Detroit Institute of Arts, Founders Society Purchase,
Robert H. Tannahill Foundation Fund

TULINHU Tipupofe. Mmnax, To 1To ce
JIYMWHWUCTU CY3OpXKaBajy of Benu-
Ke OpaMe, He 3Hauu [a Cy MUPHWU,
HUTU criokojun. Henaropa, TuimHa
KOja cyrepuiiie TipasHUHY U OFOJTbEHOCT, TIPUCYTHU CY KOJIUKO U jeAUHCTBO ca TIPUPOAOM;
ocehaj anunjeHalnje 4ecTo ce TojaBlbyje Y perpe3aHTalnju ‘TycTuX MecTa’.

Mopcxu tiejsax: 3arasax cyHua (1861) Maptuna [loHcoHa Xupaa, jenaH je y
HU3Y JIYMUHUCTUUKUX 06aJ1CKUX TIOT7Iefd Y CMUpaj ZaHa. MUHUManIUCTUUKK, 1MPoK 1
HU3ak. JIuHUja XOpU30HTa Harnalasa Hebo. 3aHuMarbse 3a Tororpadujy je 3aHeMaprbu-
BO, TIPEOBJ1aflaBa UHTEpeCcoBatbe 3a aTMochepy, pacrosnoxerse n ebexre ceetna. CTBap-
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HO je 1 UAeanHo UCTOBpEMEHO. X1 je HUeCTo Y XKUBOTY CUKao 0bany ATNaHTUKa, TIyTo-
Bao je y Bpasun nsmeby 1863. n 1864. rooguHe na 6u paamno Ha cepuju Mamwmnx dopmara
¢ mpuxasom xonubpuha. Y xacHuje ce Bpahao y Tporicke Kpajese, 1866. mytyje y Huka-
parBy, a 1870. y Konymbujy, ITanamy u Jamajky. V CeHT OractuH Ha dnopuaun focenuo
ce 3a cTtanHo 1883. roanHe. Hberosu mpusopn ca Jamajke KOPUCTe ce CTIOPaANYHO 3a
wunyctpaumje pukasa kKwure [Inn Puc Illupoxo Caplawxo mope.

»LOK caM KJIOHYJ10 jaXxao n3a ke, TOMUCIX KaKo je OBfe cBera rpe-
Bulite. [TpeBuilie TIIABOT, TIPEBULLE CKEPJIETHOT, TIPEBULIIE 3€J1€HOT.
LiBehe je TIpeLIpBEHO, TTIAHUHE TIPEBUCOKE, 6pAa TIpe6bnun3y. A >keHa
MU je Tybunka“ (LI Puce, HIupoxo Capiawio mope)

[Inn Puc je HaxoH Bullle of ABaZileceT roAnHa CTBapajavke TUlINHe 1966.
roouHe objaBwuna Llupoxo Caplawko mope. (Jo)mucaHa Kao CBOjeBpCHA TipeApaztba
BUKTOpWjaHckor knacuxa llapnote Bponte [lejn Ejp xibura ce 6aBu >XNBOTOM AHTOHET
Ko3Bej/BepTte MejcoH, MapruHanusoBaHe, Ayge, TipBe CyTIpyTe rocrionguHa Pouectepa. 1
KakKo cBaKa MHTepBeHliMja Ha KaHOHCKOM 3arpaBO I'OBOPW O BpPeJHOCTMMa BpeMeHa y
KOMe HacTaje, a TeK TIOTOM O OHOM Ha KOMe UHTEepBEeHWLIIE, A0K AecTabunusyje opurypy
JJlyAade 3aTBOPeHe Ha TaBaHy", ayTopka He TIpUrioBefia (camo) O CTIOPHOM [eBeTHae-
CTOBEKOBHOM Mozieny yhyTkuBata cAobogHe JeHe, Beh cBeoUumn u o cTaBoBuMa u 6op-
6amMa PeMUHUCTKUIbA U3 TIeleCeTUX W llIe3[leCeTUX FoANHA TIPOLJIOr Beka Ja CTPorn
BUKTOPUjaHCKN MOPaJjl HeYTIUTHO TIOTUCHY Y OKOHYaHy ripouiocT. Ha uctum tanacuma
rpabaHckor akTMBU3Ma, AOK CBET TIpojlasu Kpo3 3aBpliHy $asy IeKonoHujanusalmje,
HWUMano ciy4vajHo, paftba poMaHa ofBWja ce y 6puTaHckoj 3amazHoj VHanju HakoH
CTyTiara Ha cHary 3akoHa o ykupamwy poricTa (1833). O KOMTIeKCHUM APYLITBEHUM
TiocniefunliaMa y3poKoBaHUM OBUM [OKYMEHTOM, [InH Puc muiite 6e3 3appiike u peHa-
r71alllaBaba HeroBUX BpanHa. EBPOTIOLIEHTPUYHU KONIOHWjasTHU MOJZeT1 Oronwnia je y Tiy-
HOj CTI0XKEHOCTY HeroBe 6pyTanHocTu. CBe C0jeBUTE KPeosicKe gpylociliu Cy TY, HETIpU-
xupuseHe. Illupoxo Caplawxo mope mocTahe Knacux ToCTKOI0HWjasTHe KibUKEBHOCTU.

HeopnyuHa oxo Hacnosa [IuH Puc ce 1958. roguHe obpaha cBoM TipujaTersy u
xonern ®paHecncy Bunpamy:

,JolI yBeK HemMaM Hacnos. ‘TIpsa rocrioba Pouectep’ Huje nobap. Kao Hu
‘Kpeonxa’, HapaBHo. To faHac uma gpyrauuje 3Hadere. Hagam ce na hy
HEKW YCKOPO UMAaTW, HACTIOBU MU MHOro 3Haue. CKOpo TIOJ1I0BUHA 6UT-
xe. Pasamuunbam o ‘Capraiiko mope’ unun ‘Ilinpoko Capraiuko Mope’ anu
HUKO Hehe 3HATU Ha LITa MUCIUM.“

Boja3aH xojy moMuibe, ,ja HUKO Hehe 3HATU LITa MUCIIU®, OQHOCKU Ce Ha jel-
HOCTaBaH fleTalb — Yy poMaHy ce Caprailiko Mope He Tiomume. [To cBOj mMpunuumn He-
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CUCYPHA je 1 cripaM o4eKkuBama Aa YuTasnall 3Ha WiIn UCTpaXkyje Kako je peu o Mopy
6e3 obane, y TpeABOpjy KapuIICKOr Tiojaca Kpo3 Koje TIPUCTWMXXY eBpOTICKU 6ponoBU.
HauvH pa ce To casHa, TIONIOBMHOM ABafieceTor BeKa, U3UCKUBAO je Behm Tpyz Hero
naHac. Y cBoM Timcamby L[IuH Puc je mepdeximonncTiumba koja ocnobaha Tekcr on cBe-
ra CYBWIIHOT. Y6e[sbUBOCT TIOCTWKE jeqHocTaBHolIhy. Kputuuapu Maxom olewyjy aa
TeXW CaBpLIEHOM ,371aTHOM TIpeceky peun”. IIpemMa COTICTBEHOj TBpAMM HUKaZa HUje
TIpeBasulLa Xesby ,Ja bynae jacHa“. ITa umax, HEKONUKO rofuHa KacHwje KoHavHo he
Ce OI1yUWUTU 33 HACTIOB Y KOjU je TIPBOOUTHO CyMibana. M Kao Kan JIyMUHUCTU HeyTpa-
JINLIY CBOj C/IMKAPCKU TIOCTYTaK, Kajia TioTe3 CBeAy TeK Ha AUCKPeTHU AOAUD Y HaMepn
Za TiocMaTpauy TIOHy[e HeTocpefloBaHO KpeTawe Kpo3 cazpkaj, Tako he u [Inn Puc
OCTaBWUTU YNTAOLIA [la CTIO3HAje be3 rnacHor Tpara.

Ipyra ayTopkuHa AwieMa, 0KO KPeoJjiCKor, 06/1MKoBaHa je TipoMeHbUBOLLTY
W OPYILITBEHOM CaBUT/bUBOLINY je3uxa, Koja je TEpMUH YUUHWIIA HETIPELIM3HUM U He-
TIPUXBAT/bUBUM. Y CBOM U3BOPHOM 3Hauely OH Ce OAHOCMO Ha TIoTomKe EBporbaHa
poheHe y KxonoHwjama. HarnauaBao je 6enauky pasnuUUTOCT Off OCTanux pobeHwx
OCTpBJbaHA. 3aTUM je TIO4eO [a Ce KOPUCTU U 3a PoBOBE U XXUBOTUIbE, KaKo 6w ce [jo-
MULIWIHW Pa3fiMKOBanu of yBeseHux. [la He 61 [o071asuiio 00 pacHUX HepJoyMula Jo-
naBaH My je mpuzeB 6eo wnn UpH. C BpeMeHOM, KPEOJICKUM je HasMBaHO CBe LITO je
TIpeTU1eTeHO, 3MeLLaHOo, eBPOTICKO, aPpUHKo 1 CTapoceieNavuko y KapurckoM TacTuiLy
xynrypa. [Inn Puc TpaBecTujy TepMuHa AOXMBbaBa W INUHO. [IeTUHCTBO Koje je TIpo-
Bejla Ha JJoOMUHUKM Kao ,6ena Kpeosoka“, Te TIOTOWwU 0f1a3ak y Bputanujy, yunHunmu
Cy joj 6IMCKUM UCKYCTBa OHUX KOjU BULIE He TIPUTIaZajy 3eMJbW CBOjUX TIpeflaka, anun
HU OHOj V K0joj cy poheHu. Y 1eHOM poMaHy, 6pUTaHCKI TIpe3puBo, PouecTtep cyTipyry
ormmcyje kao ,Kpeosnky, BepoBaTHO UUCTOI €BPOTICKOr TIOPEKa, aln HeHU HUCY Bullle
6vnu vy Enrnesu, Hutv EBporbaun. TparnyHa UCTPajHOCT Y PasAnYUTOCTUMA Lenvnia
je ¥ 3ajemHuiLe ,LPHUX Kpeoralla“, AUCTAHLIMPaHUX usmehy cebe HaMETHYTUM pasnu-
KaMa eBpOTICKMX KOJI0HUja ‘CBOjUM’ OCTpBUMA ajin U TIOKyllIajeM HyBatba TIPUMafHoCTI
3eMJb TIpefaKa u3 Koje cy TIPUCWIHO ofiBefieHW. M3rybrbeHe un HecpehHe, Pucosa ux cee
BUOM Y caprauikomM numby. Jbyne Koju Hemajy 3eMJby Y MOpY Koje HeMa obarny.

AN KaKo pexe, TUIaHUHE 1 MOpe MOry 6UTWU HeCTBApHU?*
(LInn Puc, HIupoko Caplawiko mope)

Wpeja o CapralkomM Mopy Kao cumbomny Koju TipeBasuiasu peajHy akBaTo-
PUjy nsmehy 20° n 35° ceBepHe mapanesne u 30° n 70° 3anajHor MepuanjaHa, cacBuM je
JIOTMYHA aKo ce UMa Ha yMy Ja je cBaka TipeficTaBa O CBAKOM MOpY 061MKoBaHa UCTO-
PWjCKUM, IPYLITBEHUM U KYNTYPHUM TIPOCTOPOM Y OKBUPY Kora ce ripoMuinba. lTa je
Mope 3a reorpada n 6uosnora a wTa 3a cnukapa v mmcua? llTa je mpeacraBbano peHe-
CaHCHOM a 1lITa caBpeMeHoM 4oBeKy? Kaxo ra je Buzeo yraMHuueHu pob a Kako AaHa-



U TypucTa? Kaxo ra mpenase ucTpakmbauu a Kako MurpaHTu? Jla nv Bofe crajajy
KOTTHA WJIU UX pa3fBajajy? OXonu [oXUBIbaj ‘TipasHe’ MyunHe Kao cumborna oracHoCcT
" anvjeHalmje (3a xora?), ‘HeHacesbeHOI” MecTa (TpeMZia KOPUCHOT 3a eKCruloaTalunjy
W TIpUTtajiarbe), TIOTTYHO jeé aHTPOTIOLIEHTPUYAH, 6alll Kao U Uaeja o TIPOCTOPY JbYTIKOT
y>XXUBama 1 GPUBOJIHOT 3340BOJLCTBA. MUKpoucTopuje, NMoCTKO0HWjanmsam, ,HoBa Ta-
naconoruja“ xoja ce poxycmpa Ha ,KyNTyPHY UCTOPUjy Mopa“ TeK Cy HEKW Y HU3Y Hauu-
Ha TIpOMULITbatba BOAEHUX TIOBPLIMHA.

Kaxo Mapwuja [Iparojnosuh ‘UHTepBeHULIe’ Ha KQHOHCKO] TIpeACTaBU UCTOpUje
YMEeTHOCTW Kao WTO je cnunka mopa? IlTta je Tema mweHux mocneamwnx cavka? Ja nun
Cy TO MOpCKU Tiejsaxkn? Ha oBMM Benuxum mnaTHuMa Tororpaduje Hema. Bes Hasu-
Ba Ce He pasasHaje Koja cy TO MOpa, Tla 4aK He HYXXHO HW [a cy TipeficTaBe Mopa. Y
HEKUM FEHUM PaHUjUM LIMKIIyCUMa, MOpe je 6Wjlo TpeaMeT OUPEKTHE OTiCepBalivje,
Cy6jEKTUBHU [OXWBTbaj aTMOCcdepe, MUPUC W LIIYM UCKYCTBA, LeTalb TIPETIIeTEHe TUY-
He W KoneKTuBHe uctopuje. Ha CapraukoM Mopy Huje 6wuna. To ra UmHu umaruHa-
LIMjOM peasiHor TIPOCTOPa, UCEUKOM 3aMulllbeHe cTBapHOCcTU. Kaza objalraBa 3allito
6air oBux cegam mopa Mapuja [parojnosuh moMurbe CeBEPHO MOpPe Kao CBOjY BENUKY
7by6aB, Kao BeTap, xnaAaHohy u xuury. Bepyje ma cy umeHa mopa cama o cebu 3Ha-
yajHa. I'mepajyhu mnx, mpatehn eTMonornje Hasuea, Heka jegHOCTaBHO BuAw. [ipyra
He BuaW. LipHo Buawn upHo. LipBeHo Buau 1jpBeHo. MpamopHo je mpamop, Hcranbyn,
KoncTtanTuHoTO, BUsaHTHja... MpTBO “3asnBa Henarofy mpu OMUCIN Ha MPTBY Boay,
3aycTaB/beHy. Cpeno3eMHo Mope je 6eckpajHo TaBo U Maranyacto of BpenuHe. To je
eH ,Xpyr kpenoM“. Kop Caprauior joj ce jou naBHo fnomano uMme. bes objalumema, kao
CJIyTHa 0 TIOCEBHOCTU jeAnHOr Mopa Koje Hema obany. Ty cy, HapaBHO, U jeryibe, HBUX0-
Ba TIyTOBatba, Mpellhietbe ¥ BEUKUM fybuHama y Kojuma ymupy. Ta mipuya joj 3Byumn
Kao 6ajka. [ToToM BU3yenHo, OKepacTe anre Koje TUYTajy U TIpU 3a71acky CyHLA UMajy
371aTacTU 0Acjaj Mexypuha Koju ux ogp>kaBajy Ha ToBpLINHU. CBe TIOMEHYTO je TIOTTIyHO
W pyboKo nuuHo, 6e3 objalltberba. IIUTa ce 3alITO YOTIITE HEKOra W HELITO BOIUMO?
CBux cepaM Mopa Hac/vKaHo je y jeiHoj FeoMeTpWjCKoj, CTPOroj Tpuin — ,Kao Aa caM
cebu TIoCTaBUIA KOOPAUHATE [ia Ce He U3ryoum®,

‘MapujuHa mopa’ TpeMAa HWUCY KJIaCU4YHa, jecy reoMeTPujCKU KOHTPonuca-
Ha; arcTpaKTHe TpeficTaBe HeorpaHUY1eHOr TIPOCTOpa I je XOPU3OHTANHOCT U3jeHa-
YeHa ca y3BuiueHourhy. Kon Xuna, n opyrux nymMmnucta, cpehemo mpunazajyhu nyx
BpEMEHa, ,uaeannsalujy nMpupoae UCTOBPEMEHY Ca UHAYCTPUjannsalinjoM; Bepy y He-
nsbexxHoct bynyhHocTu U cenexTuBHo cehawbe Ha Tpouwnoct”. lllta xon Mapwje pa-
rojnoBuh 03Ha4aBa KOHTPOJINCAHA U3BECHOCT 371aTHOT TIpeceka, y BpeMeHY eKOJIOLIKUX
KaTactpoda, MerajoMaHCcKuX TipojekaTta n bynyhHoOCTU Unjy je HeusbedXHOCTU CMeHWIa
Heu3ssecHoci? I Ha 0BUM cniMKaMa, Kao 1 paHuje, oHa rnefa. [TomHo mocmatpa. OBor

TyTa, MebyTVlM, TpegMeT Tor 1tornen HUCy cyporatm 40BEKOBOT' TIDUCYCTBA. I/IHBEPBV[ja
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Ce youaBa W y TPUCTYTTY Hapaluju. AKO Cy TIDETXOLHO MdaAe CTBapW MOHYMEHTanNN30-
BaHe, cajla ce seAuke TIPEBOAE Y UHTUMHO. PaHuje cy TipeiMeTU yBenu4yaBaHu, [oK cy
Mopa caja ‘ymarbeHa'. 3a KoopAuHaTaMma je Tocerna ,Aa ce He usryou, tparajyhu sa
LJIMHWjOM 371aTHOT TIpeceka U 60XKaHCKOM TIportopLvjoM”. A rie 6w Opyroe Morno —
TIMTa ce — OUTU UCXOLULITE TOT TIYTa OCUM Y Heby U BOAW, UCKOHY W TIPATIOHeTKY CBera,
CaBpLIEHCTBY 0LHOCA, TIOr7Iely KOjU je YBeK TIPUKOBaH 38 XOPU30HT.

HaunH Ha xoju ce caspe-
MEHOCT yBJ1auM Y €710 HYecTo je He-
CBECTaH. Y BpeMeHY HOBUX ‘KPYTTHUX
TIMTama, Ihe eKonoruja mocTaje HoBa
nuneonoruja, [OK ce cBaka ‘CBeCT
YCNOB/baBa OYyUHUM aKTUBU3MOM,
Mapwuja [parojnoBuh Ham Bpaha
IleTINKATHU TIPOCTOP “TUXUX’ HapaTu-
Ba. JInuIeHO TIpernacHux, ‘BenuKux
naeja’ WIn OHUX Koje Bepyjy Za To

jecy, 0BO C/IMKapCTBO Ceé AUCKPETHO

Mapwuja [iparojnosuh, Capiawko mope Hacarba Ha CBe TIOMUtbaHe caprali-

(netaz ca Majum periom), jyn 2021. © €4 Ke Pa3sHONMKOCTY, 10K TIocMaTpauy

TIperylliTa CTO3Hajy Tocnenwe y
HU3Y TPEHYTHUX KoHauHocTW. [Tornen je Taj Koju o3HauaBa. He Tpeba TpeBUAETU HU 113,
1axKo OUBUUEHO jakuM cTpyjama, Capraiirko Mope jecTe ,.30Ha MOpPCKe TULINHe®.
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THE HORIZON OF THE MULTITUDE
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Mediterranean

The Mediterranean - whose very name, derived from the Latin
(medius + terra) ‘in the middle of land’, ‘surrounded by land’
- speaks of a sea that separates and unites. A plural universe
is created there that does not erase differences but enables
the coexistence of multiplicity, evading any fundamentalism.
For French historian Fernand Braudel (1902-1985), the Med-
iterranean was a thousand things at once, not one landscape
but countless landscapes, not one sea but a sequence of seas,
not one civilization but civilizations that pile up. It is exactly
this space of difference, the irreducible pluralism, peoples, lan-
guages, cultures that Europe was born from. As a multiverse,
almost constantly on the brink of chaos, the Mediterranean
is the cradle of Europe and Western civilization. There is no
single Mediterranean culture because the Mediterranean is a
polychrome and polyform whole, which has always eluded re-
duction to one, reductio ad unum.

Different cultures and peoples open to the Mediterranean,
located between Europe, Asia (Middle East) and Africa, and
share this space that unites and separates them. This sea is the
centre of world history, with Greece, a bright spot in history;
then Jerusalem, the centre of Judaism and Christianity; to the
southeast there are Mecca and Medina, the home of Muslim
faith; to the west are Delphi and Athens; farther to the west is
Rome; Alexandria and Carthage are also on the Mediterranean.
As the heart of the Ancient History, the Mediterranean is, for
Hegel, the beginning and the end of world history, its rise and
decline!

The Mediterranean, which refers to the internal identity of the
world and chaos, chaosmos, to use Deleuze’s term borrowed
from Joyce, is a constant mixing, the creation of a multitude
that takes on different shapes in different epochs. Exactly be-
cause it is not a monolithic identity but a multiverse, the Med-
iterranean, as Franco Cassano points out, prepares the mind
for the complexity of the world, hybridity, crossbreeding, an
identity that does not strive for purity and purification, but has
long mastered these elusive mixtures. The experience of the



Mediterranean multiverse can certainly become a model of a
new global configuration of the world, but also a matrix for all
future mixtures of heterogeneous entities.

Therefore it should come as no surprise that the horizon of
the Mediterranean Sea in La divina proportione stands out
from other ones; that there is no clear line connecting the sea
and the sky but there is some haze, something that makes it
blurred, vague, elusive, without sharp outlines. Finally, only
in that painting you can see clouds (the figurative in which
it is possible to draw the most various figures) while all oth-
er horizons come close to abstraction that goes beyond sight,
where the sea and the sky refract into one another. Thus, the
Mediterranean horizon points to a zone that often remains
elusive, a zone of uncertainty that can any moment collapse
into chaosmos - that cosmos emerges from. There is not one
dominant thread that connects everything into an organized
hierarchical structure, but a multiverse of various combina-
tions that arise on the edges of civilizations and continents. It
is the horizon of the multitude, closed and open at the same
time, which points to the necessity of internal boundaries as a
condition for survival, but also to the necessity of overcoming
any closing, to an openness to the unknown and yet unex-
plored.

Installation

Marija Dragojlovi¢’s installation La divina proportione consists
of one drawing and seven paintings. The reduced, almost min-
imal installation, emphatically repeats a situation in which
the viewer is confronted with different horizons. These hori-
zons arise from the junction of seven seas (Black, Red, Mar-
mara, Dead, Sargasso, North and Mediterranean) and the sky,
which takes on different characteristics depending on the sea
it borders with. The horizon is determined “mathematically”
because it is based on the golden ratio, where the drawing of
Fibonacci’s “golden spiral” defines the position of the horizon
in each of the paintings. The “divine proportion” permeates
the entire structure of the world, creating the condition for
a multiverse, the first outlines of which could be seen in the
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Mediterranean through intertwining of different civilizations.
But other horizons, too, cold and inaccessible to some people,
have their multiverses and hidden multitudes, and it is nec-
essary to truly love, like Bufiuel, the cold, the North and the
rains to make them visible and communicable. With a precise
repetition of the horizon, this installation seems to warn that
in the age of the Anthropocene, perhaps more than ever in his-
tory, mankind needs to reconsider its own horizons. With the
Anthropocene, man becomes a geological force whose uncon-
trolled activity — the basic pattern of entrepreneurial capital-
ism and the ideology of unrestrained growth - can disrupt the
functioning of the complex system of the earth.

Horizon

Although the etymology of the term horizon is related to “set-
ting a boundary, limiting, separating”, and the metaphor of the
horizon is most often used as a reflection upon human bound-
aries: of power, knowledge, understanding, expectations, etc.,
the notion of the horizon has systemically acquired a dual role.
It is a concept that implies duality: of opening and limiting, of
the internal and the external, inclusion and exclusion, imma-
nence and transcendence, definiteness and indefiniteness, the
intimate and the distant, the surveyable and the imperceptible,
completeness and incompleteness, continuity and discontinu-
ity, etc. Therefore, the horizon metaphor is used to represent
the openness or closedness of perspectives. This metaphor pre-
supposes an absolute horizon, which forces us to think about
the “event horizon” when an observer is confronted with the
visible or invisible, the communicative or incommunicable.

With the modern idea of progress understood as exceeding the
limit, with new technologies and the delimitation of space and
time brought by globalization, the dynamic horizon of tech-
nical civilization dominates, which paradoxically leads to an
implosion of the horizon. In the 21 century, when the idea
of progress is equated with unlimited innovation, transgres-
sion becomes permanent, which has not only changed the
character of the limit and the horizon, but also led to its final
abolition. The aesthetics of modernity outlines a new reality,



and that is life in a world without a horizon. Simultaneously
with the unstoppable development of new technologies (info,
nano, bio, neuro... techne), there is a need for a different way of
thinking about the open and closed horizon, in order to outline
a profound change not only in our relationship with the world
but also the world itself.

On the one hand, the closed horizon can be understood as the
interdependence of planetary boundaries that guarantee the
functioning of the Earth’s systems, and thus the survival of life
on Earth. In this case, the horizon of closedness suggests that
if there is a serious violation of these boundaries, life on Earth
may be irreversibly endangered. With the development of the
Gaia theory, formulated by chemist James Lovelock together
with microbiologist Lynn Margulis in the 1970s, the closed
horizon took on a different meaning. The Gaia hypothesis pro-
poses that living organisms interact with their inorganic sur-
roundings on Earth to form a synergistic and self-regulating,
complex system, which helps to maintain and perpetuate the
conditions for life on the planet. Lovelock points out the defi-
ciency of the assumption of a stable habitable zone - neither
too hot nor too cold - because it overlooks the possibility that
a life-containing planet tends to modify its environment as
well as climate, in a way that favours life, as it is the case on
Earth. The Gaia theory is based on the fact that since it be-
gan, life has worked to modify its environment, a complex and
multidimensional process that still eludes our understanding.

The concept of a closed horizon points to the existence of the
critical zone (Bruno Latour), which - unlike the static habit-
ability zone, which most often encompasses the entire planet
(big blue ball) - means an uncertain status, unclear outline
and disturbing atmosphere. In this way, attention is diverted
away from “territory”, “land”, “soil”, “homeland” or “landscape”,
and above all from the planet Earth as a source of various
almost inexhaustible resources. A critical zone is actually a
patchwork of heterogeneous and discontinuous non-linear
events that make up a complex network of life. We reside
within a limited space, a thin biofilm, no more than a few
kilometres above and below the Earth’s surface, from which
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we cannot escape. In that sense, the critical zone is the space
of interactions (chemical exchanges, geological mechanisms -
geochemical cycles, as well as social processes), which is still
largely unknown to us. Therefore, the critical zone is a provi-
sional model that confronts us with the phenomenon of life
as a thin and fragile layer, pure immanence, a multitude that
cannot be overcoded by a transcendent structure. In a way, the
critical zone unequivocally confirms that life is possible only
within a defined, closed horizon, whose fragility we too often
overlook due to our anthropocentric self-deception.

On the other hand, with an open horizon, there is no ultimate
and comprehensive perspective, even if it is the sum of all pos-
sible perspectives. So, for Nietzsche, for humans alone among
the animals there are no eternal horizons and perspectives. This
open horizon is outlined in the final scenes of Stanley Kubrick’s
2001: A Space Odyssey, when astronaut David Bowman cross-
es the “event horizon” and, through a space-time wormbhole,
enters a new dimension. In that dimension, space-time bends
in unusual directions, and he, as if in some kind of a zoo, is
observed by god-like entities, creatures of pure energy and in-
telligence, with no shape or form. It is this Bowman’s cross-
ing the “event horizon” that makes the erosion of the closed
horizon visible, from which completely different and incredible
combinations will emerge. First of all, it means leaving the
critical zone, that primordial Mediterranean multiverse on the
account of a different multitude, the one whose precondition
is the erasure of many boundaries, primarily the one between
man and machine, in order to create conditions for the next
flux of intelligence and consciousness.

Proportion

Furthermore, one should keep in mind the distinction between
two types of horizons that astrophysicist and artist Jean-Pierre
Luminet makes. He differentiates a relative horizon, such as
the earth horizon, having an observer at its centre and mov-
ing along with it and an absolute horizon, an “event horizon”,
independent of any observer and dividing events into two cat-
egories - visible and invisible, communicable and incommuni-



cable. In a way;, in the case of a closed horizon, as well as with
an open horizon, the observer is confronted with this absolute,
“event horizon”, when they become aware of the inner limits
of the machines of visibility and the mode of communicability
within the historical formation to which they belong.

La divina proportione, confronts the viewer with the absolute
horizon, at the same time opening a gap between events, this
interspace when nothing happens, which creates conditions
for perceiving the very march of time (“long term thinking”)
beyond the accelerated life of modern man (“short term think-
ing”). Only beyond the chronos, beyond the chronological
time, it becomes possible to see the non-linear structure of
the world as a network of events whose complex weaving man
can irreversibly disrupt at any time with their activities. So
the place of the viewer is marginal - to destabilize the domi-
nant, long-normalized anthropocentric view and make Homo
sapiens re-examine their own place in the world. Involved in
this installation, the viewer ceases to be a subject who con-
templates infinity, which opens with the delineation of the
absolute horizon, and becomes a singularity that confronts
the visible and the invisible, the communicable and the in-
communicable. It is when nothing happens and when a sin-
gularity is moved beyond a fixed point of view that it becomes
able to perceive the world as a complex network and a web of
countless events. Only in this way does Homo sapiens cease
to be a subject as the “measure of all things” and the “point of
all connections” and becomes a singularity, namely, one of the
many hubs of the world as a cluster of complex networks of
events. Like a fractal inscribed in the “divine proportion” that
permeates the very structure of the world, a singularity is only
a faint flash within the flux of becoming.

On the other hand, the installation La divina proportione
shows exactly how many events remain invisible and incom-
municable, completely outside our “event horizon”. In that
case, the horizon of Homo sapiens is determined by their sens-
es, which are a filter that does not allow anything not formed
by the senses themselves to pass through. This constructivist
approach, according to which the world is available to us only
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as an effect of our interpretative activity, with the develop-
ment of civilization, necessarily presupposes the use of some
kind of techne. So, what now seems abstract and inaccessible
will be decoded in order to make the invisible and incommuni-
cable events visible and communicable, in a way still unknown
to us. So much so that the installation with seven seas - fol-
lowing Arthur Clarke’s remark that “any sufficiently advanced
technology is indistinguishable from magic” - retains a mo-
ment of the fairytale and magical. There is not just one per-
spective, or just one limiting horizon from which it is possible
to see all the complexity of the multiverse, but there are many
possibilities that, thanks to a new techne, prepare the mind
for radically different perspectives. Perhaps only then, enter-
ing the Novacene Age, in which Homo sapiens builds new and
unexpected fusions with intelligent machines, as predicted by
James Lovelock, will we be able to approach the divine. Only
with the emergence of these unusual fusions will we sense all
the complexity of the “divine proportion” which, like a multi-
dimensional lattice, creates a space for the emergence of com-
plex interactions of events from the intertwining of which a
multitude of worlds arises.



Simona Cupié¢
LETTER S: SARGASSO SEA!

! The monograph The Inventory Box of Marija Dragojlovi¢ was written in 2015 in the
form of a dictionary. Among the numerous terms chosen then by Mileta Prodanovi¢ and Marija
Dragojlovi¢ there are: “The Adriatic”, “Sea”, “The Sea of Marmara”, “The Collection of postcards
from the seaside - Sunset”. This text is intended as an additional entry under the letter S.
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“Your mind and you are our Sargasso Sea”
(Ezra Pound, Portrait d'une Femme)

The Sargasso Sea lies in the North Atlantic. Its waters are bounded by the North At-
lantic Drift on the north, the Canary Current on the east, the North Equator Current
on the south and the Gulf Stream on the west. In the elliptical space they create, the
only “sea that has no shore” is formed. Its surface is always in a relatively dormant
state — “a zone of calm at sea” — and due to the anticyclone that covers it, the weather
is mostly calm and dry. The cloudless sky makes it strikingly light blue, and it has the
highest degree of transparency among the world’s seas. Due to the absence of heavy
rains, its level of salinity is one of the highest in the Atlantic, and plankton cannot
develop in significant quantities. The diversity of fish and other animals is therefore
minimized. And it is precisely these high temperatures and calmness, due to which
it is often called the “desert in the ocean”, that help the flowering of specific brown
Sargassum algae that give the sea its name.

Although the Phoenicians were reportedly the first to sail the Sargasso Sea
- as, superficially, any mention of dense seaweed was attributed to sailing through
these waters - the first reliable description is found in Christopher Columbus’ logs
from his first voyage across the Atlantic in 1492. The sea covered with green and yel-
low algae made the crew believe that the land was nearby. At that time, it was still
considered that weeds were found only near the shores. The unexpected, protracted
continuation of the journey caused confusion and fear. The secret (and accurate) dou-
ble notes, which Columbus kept simultaneously with the “official” ones that calmed
the panic, thus became the first in a series of imprecise truths from which the legends
about these waters would develop. In the past, sailors were faced with serious prob-
lems caused by eddy currents in that area of the ocean and with algae in which sail-
boats became entangled and could not get out without enough wind. Tragedies gave
birth to legends. Simple, logical explanations have not completely ousted the sagas
about ghost ships, the Bermuda Triangle mysteries of disappearing or the search for
the lost Atlantis. In this way, the Sargasso Sea was constructed into a myth, written
over its geographic area.

In the first decades of the 20™ century, the palimpsest of Sargasso stories
was significantly contributed by a discovery of the Danish biologist Johannes Schmidt,
who, after substantial research, finally managed to explain (in the unscientific public)
the mystified life cycle of eels when he realized that this marine “biological desert”
was their place of spawning and dying. It is an amazing process during which small
eels hatch as the eggs rise to the surface, traveling along the Gulf Stream. On the
surface, they divide into two groups. The first swim to the east and three years later
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reaches the European shores. The other group moves west and in a short time reaches
the American coast. As they travel towards the rivers where their parents lived, they
grow. On reaching full maturity in fresh water, they begin their journey back to the
Sargasso Sea, where they spawn in warm and salty water and then die. Remembering
his journey to these waters in 1932, Mihailo Petrovi¢ Alas called it a sailing “to the
cradle of the eel”. He also noted how excited everyone was “having realized that they
found themselves on the stage of a great and fantastic science novel” while admir-
ing the observant mind and perseverance of the researchers in putting together all
these “mysterious episodes”. As he pointed out, the excitement was even greater at the
thought that only their contemporaries managed to solve “the centuries-old naturalist
problem from ancient times”.

My first knowledge of the Sargasso Sea comes from Diznijevo sveznanje, a
popular children’s encyclopaedia published in Yugoslavia in the early 1970s. In the
“adventures on five continents”, through which we learned about history and geo-
graphy, Christopher Columbus was presented as the “Admiral of the Great Ocean”. In
the time that valued him as a seafarer and explorer, an adventurer and a daredevil, a
sailor who embarked on “the boldest endeavour in the history of mankind”, his com-
plex biography was (still) not too complicated to inspire. The awareness of the untold
tragedies on which this powerful myth was founded, the unspoken apotheosis of an
individual, pragmatic and uncompromising, came later as a multi-layered testimony
of the unstable finality of history. But, in fact, it is a story about the Sargasso Sea
- from Columbus, tragedies and strange phenomena, through the biological desert,
mystified life cycles and amazing scientific discoveries, to the way young people today
hear about it for the first time: as an area of environmental disaster where plastic
is retained in “stagnant water”. Every day environmentalists warn about the newly
created areas of floating waste, indestructible garbage that arrives in the “shoreless
sea” from the shores of the Atlantic Ocean, from West Africa, through the Caribbean
belt to the east coast of the United States. In the first decades of the 21 century, it is
again a symbol of interest and the value system of the time in which it is discussed.
The Sargasso Sea successfully eludes the final interpretation.

Every evening we saw the sun go down from the thatched shelter she
called the ajoupa, I the summer house. We watched the sky and the
distant sea on fire - all colours were in that fire and the huge clouds

fringed and shot with flame.”
(Jean Rhys, Wide Sargasso Sea)

In his pioneering text on American luminism in 1954, John I. H. Baur talks,
among other things, about the attitude of these artists to nature, emphasizing that it
is as important as the attitude to light. He further insists on the idea that their way
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of expression is so subjective that the artist’s feelings are reflected directly in what is
presented. Smooth surfaces, devoid of clearly visible brush strokes, direct the viewer’s
attention exclusively to the content. The simple, almost abstract form contributes
to this impression. The pronounced horizontal organization of the painting, almost
mathematically arranged, makes the landscape classic and timeless. Because of its
spiritual qualities, their painting is often associated with the teachings of American
transcendentalists. Indicators of the terrible power of God and the immersion in the
sublime are replaced by repose in the silence of nature. Yet, the fact that luminists
refrain from great drama does not mean that they are calm or serene. Discomfort,
silence that suggests emptiness and denudation, are present as much as unity with
nature; a feeling of alienation often appears in the representation of “barren places”.

Seascape: Sunset (1861) by Martin Johnson Heade is one in a series of luminist
coastal views at the end of the day. Minimalist, wide and low. The line of the horizon
emphasizes the sky. The artist’s interest in topography is negligible - the focus is on the
atmosphere, mood and light effects. It is real and ideal at the same time. During his life,
Heade often painted the Atlantic coast; he travelled to Brazil between 1863 and 1864 to
work on a series of smaller formats depicting hummingbirds. Later he returned to the
tropics; in 1866 he travelled to Nicaragua and in 1870 to Colombia, Panama and Jamai-
ca. In 1883 he moved to St. Augustine, Florida, to stay. His scenes from Jamaica are used
sporadically to illustrate the presentation of Jean Rhys’ book Wide Sargasso Sea.

“Everything is too much, I felt as I rode wearily after her. Too much
blue, too much purple, too much green. The flowers too red, the moun-
tains too high, the hills too near. And the woman is a stranger”

(Jean Rhys, Wide Sargasso Sea)

In 1966, after more than twenty years of creative silence, Jean Rhys pub-
lished Wide Sargasso Sea. Written as a sort of prequel to the Victorian classic, Jane
Eyre by Charlotte Bronte, the book deals with the life of Antoinette Cosway / Bertha
Mason, the marginalized, mad, first wife of Mr Rochester. And since any intervention
in the canonical primarily speaks about the values of the time in which it occurs, and
only then about the time in which the intervention is performed, when she destabi-
lizes the figure of the “madwoman locked in the attic”, the author does not talk (only)
about the controversial nineteenth-century model of silencing a free woman but tes-
tifies about the attitudes of feminists in the 1950s and 1960s and their struggle to
unhesitatingly push strict Victorian morality into the finished past. In the same wave
of civic activism, as the world went through the final phase of decolonization, it is no
coincidence that the novel is set in the British West Indies after the entry into force of
the Slavery Abolition Act (1833). Rhys writes about the complex social consequences
caused by this document impartially and without overemphasizing its virtues. She



exposed the Eurocentric colonial model in the full complexity of its brutality. All the
layers of Creole otherness are there, unconcealed. Wide Sargasso Sea has become a
classic of postcolonial literature.

In 1958, hesitant about the title, Rhys addressed her friend and colleague
Francis Wyndham:

“I have no title yet. ‘The First Mrs Rochester’ is not right. Nor, of course
is ‘Creole’. That has a different meaning now. I hope I'll get one soon,
for titles mean a lot to me. Almost half the battle. I thought of ‘Sargas-
so Sea’ or ‘Wide Sargasso Sea’ but nobody knew what I meant.”

The fear she mentioned “that no one would know what she meant”, refers to
a simple detail - the Sargasso Sea is not mentioned in the novel. Apparently, she was
also not sure whether to expect the reader to know or find out that it was about the
sea with no coast, in the lobby of the Caribbean belt through which European ships
arrived. It required a lot more effort to learn that in the middle of the twentieth cen-
tury than it does today. In her writing, Jean Rhys is a perfectionist who frees the text
from everything superfluous. She achieves persuasiveness through simplicity. Most
critics believe that she seeks the perfect “golden ratio of words”. She herself claimed
that she had never overcome the desire to “be clear”. However, a few years later, she
finally decided on the title she originally had doubts about. And just like when lumi-
nists neutralize their painting process, when they reduce the stroke only to a discreet
touch in order to offer the viewer direct movement through the content, Rhys leaves
the reader to learn without a loud trail.

The author’s other dilemma, about “Creole”, was shaped by the changeability
and social flexibility of language that made the term imprecise and unacceptable.
In its original meaning, it referred to the descendants of the Europeans born in the
colonies. It emphasized the difference of the white from other native islanders. Then
it began to be used for slaves and animals to distinguish the indigenous from the im-
ported ones. To avoid any racial doubts, the adjective white or black was added to it.
In time, everything that was intertwined, mixed, European, African and indigenous in
the Caribbean pastiche of cultures was called Creole. Jean Rhys experienced the trav-
esty of the term personally, too. Due to her childhood in Dominica as a “white Creole”,
and later her departure for Britain, the experience of those who no longer belong to
the country of their ancestors, but neither to the country in which they were born was
familiar to her. In her novel, with British contempt, Rochester describes his wife, “a
Creole of pure European descent she may be, but they are not English or European ei-
ther.” The tragic persistence in differences divided the communities of “black Creoles”,
too, distanced from each other by the imposed differences of the European colonies to
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“their” islands, but also by the attempt to keep their belonging to the ancestral coun-
try from which they were forcibly taken. Rhys sees them all, lost and unhappy, in the
Sargasso limbo. People who have no land in the sea that has no coast.

“But how can rivers and mountains and the sea be unreal?”
(Jean Rhys, Wide Sargasso Sea)

The idea of the Sargasso Sea as a symbol which transcends the actual waters
between 20" and 35" parallel north and 30™ and 70" meridian west is quite logical if
we keep in mind that every idea of every sea is shaped by historical, social and cultural
space within which it is thought about. What does the sea mean for a geographer and
biologist and what does it mean for a painter and writer? What did it represent to the
Renaissance man and what is it for the modern man? How did the imprisoned slave see
it and how does today’s tourist see it? How do researchers cross it and how do emigrants
cross it? Do the waters connect the lands or separate them? The arrogant perception of
the “empty” open sea as a symbol of danger and alienation (for whom?), as an “unin-
habited” place (although useful for exploitation and belonging) is completely anthro-
pocentric, just like the idea of the sea as a space of lovely enjoyment and frivolous plea-
sure. Microhistories, postcolonialism, “new thalassology”, that focuses on the “cultural
history of the sea”, are just some of a number of ways of thinking about water surfaces.

How does Marija Dragojlovi¢ “intervene” in the canonical representation of
art history, such as a painting of the sea? What is the theme of her latest paintings?
Are they seascapes? There is no topography in these large canvases. Without a title,
it is not possible to distinguish which are these seas or even whether they are rep-
resentations of the sea at all. In some of her earlier cycles, the sea was the subject
of direct observation, a subjective experience of the atmosphere, a smell and noise of
an experience, a detail of intertwined personal and collective history... She has never
been on the Sargasso Sea. This makes it an imagination of the real space, a snippet
of the imagined reality. When she explains why these seven seas, Marija Dragojlovi¢
mentions the North Sea as her great love, as wind, cold and rain. She believes that the
names of the seas are significant per se. Looking at them, following the etymologies of
the names, she simply sees some of them. And some she does not. She sees the Black
Sea black. The Red Sea red. The Sea of Marmara is marble, Istanbul, Constantinople,
Byzantium... The Dead Sea causes discomfort at the thought of dead water, halted. The
Mediterranean Sea is infinitely blue and hazy from the heat. It is her “chalk circle”.
She became fond of the Sargasso Sea a long time ago. Without explanation, as a pre-
monition of the uniqueness of the only sea with no shore. There are, of course, eels,
their travels, spawning in the great depths in which they die. That story sounds like a
fairy tale to her. Then visually, the ochre algae that float and, at sunset, have a golden
glow of bubbles that keep them afloat. All of the mentioned is completely and deeply



personal, without explanation. She wonders why we love someone and something at
all. All seven seas are painted in one geometric, strict story — “as if I set the coordinates
so as not to get lost”.

‘Marija’s seas’, although not classical, are geometrically controlled; abstract
representations of an unlimited space where horizontality is equated with sublimity.
In Heade and other luminists, we find the belonging spirit of the time, “the idealization
of nature simultaneous with industrialization; faith in the inevitability of the future
and selective remembrance of the past.” What does the controlled certainty of the
golden ratio mean for Marija Dragojlovi¢ in the time of environmental disasters, meg-
alomaniac projects and a future whose inevitability has been replaced by uncertainty?
In these paintings, as before, she looks. She watches attentively. This time, however,
the subject of that gaze is not the surrogates of human presence. Inversion is also no-
ticed in the approach to narration. If previously small things were monumentalized,
now big ones are translated into intimate. Before, objects were enlarged, while the
seas are now “‘reduced”. She has reached for the coordinates “not to get lost”, searching
for the “line of the golden ratio and the divine proportion”. And, she wonders, where
else could the starting point of that path be if not in the sky and water, the origin and
the beginning of everything, the perfection of relationships, a look that is always fixed
on the horizon

The way in which contemporaneity is drawn into a work of art is often un-
conscious. In the time of new “big” questions, when ecology is becoming a new ide-
ology, while every “awareness” is conditioned by noisy activism, Marija Dragojlovié¢
gives us back the delicate space of “silent” narratives. Deprived of too loud, “great
ideas” or those that believe they are great, this painting discreetly leans on all the
mentioned Sargasso diversity, while letting the viewer comprehend the last in a se-
ries of current finalities. It is a look that signifies. Also not to be overlooked is that

the Sargasso Sea, although bounded by strong currents, is “a zone of calm at sea”.
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Mapuja [parojnosuh (1950, Jyrocnasuja) je gunnommpa-
na u Marncrpupana 1977. roogne Ha PakynreTy 1MKOBHUX
yMeTHocTV Y Beorpapy roe >xusu v pagu. Mimana je Buiile
CaMOCTaJIHVX U3710XK61, a u3narana je Ha 6pojHUM IPYTTHUM
n3noxx6ama y 3eMsbi U UHOCTPAHCTBY.

IobutHuua je Buile Harpapa, Meby Kojuma cy Harpage 3a
cnvkaperBo OxTobapexor canoHa 1984. u Memopwjana Hane-
xxpe IlerpoBuh 1984, Harpaza u3 ®owpa ,MBaH TabakoBuh*
2007, ,[TonutkuHa“ Harpaza w3 ®onHpa ,Bnanucnas PubHu-
Kxap“ 2010. n Harpaga ,Casa IllymaHoBuh 2016. roguHe.

Iena joj ce Hanase y MCVY y Beorpapny, HapogHoM My3ejy,
Mys3ejy rpana Beorpagna n Mysejy Llentep, MCYB y HoBom
Capy, MCYPC y Bawa JIyuu, HapogHom Mmy3ejy y Combopy,
HapopHom Mysejy y KpyueBuy, Fanepujn ,Hapexpa Ile-
TpoBuh® y Yauky, ['anepuju caBpemere ymeTtHocTu y Huiny,
lFanepuja caBpeMeHe ymeTHOCTU y 3ewaHuHy, HapogHom
My3ejy y Bpamwy, CaBpeMHoj ranepuju y Apanhenosly xao
W Y TIPUBATHUM KoJleKlinjama.

Marija Dragojlovic¢ (1950, Yugoslavia) graduated and ob-
tained a master’s degree from the Faculty of Fine Arts in
Belgrade in 1977; based in Belgrade. She has had several
solo exhibitions and participated in numerous group exhi-
bitions in the country and abroad.

The awards she has won include the awards for painting at
the October Salon in 1984 and the NadeZda Petrovi¢ Me-
morial in 1984, the award from the Ivan Tabakovi¢ Fund in
2007, the Politika Award from the Vladislav Ribnikar Fund
in 2010 and the Sava Sumanovi¢ Award in 2016.

Her works are part of the collections of the Museum of
Contemporary Art in Belgrade, National Museum, Belgrade
City Museum, the Zepter Museum in Belgrade, Museum of
Contemporary Art in Novi Sad, Museum of Contemporary
Art in Banja Luka, National Museum in Sombor, National
Museum in KruSevac, NadeZda Petrovi¢ Gallery in Cacak,
Gallery of Contemporary Art in Ni§, National Museum in
Vranje, Contemporary Art Gallery in Zrenjanin, Gallery of
Contemporary Art in Arandjelovac and some private col-
lections.

Marija Dragojlovi¢, Bea i Jovan Cekié; Foto/ Photo: Vesna Ceki¢, 2021.

CBe cnuxe cy HacTane TokoM 2020 n 2021. roguHe n
pabeHe cy akpUINKOM U YJbeM Ha TUIATHY, AUMeH3nja 220x1361mMm.

All the paintings are made during 2020 and 2021 in acrylic and oil on canvas,
dimensions 220x136cm 55
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