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ITOKPET KAO INPEAMET UHTEPANCLOUIIJ/IMHAPHOTI
INTPOYYABAIbA KPO3 HPTEXK U IIJIEC

Caxxcemak: [lokpem npedcmassea jedHy 00 OCHOBHUX Kamezopuja
YMemHUYKO2 MUW/bed U U3paxcasarsd U jas/ea ce Kao 3djedHUYKU
e/leMeHm  pasAuduUmux yMemuuykux oJucyunauHa. Y caspemeHum
YMemMHUYKUM U heda2o0wKUM npucmynuma cee euule ce ykasyje Ha 3Ha4aj
UHmMepoucyYunauUHapHo2 pazymesarsa NOKpema, Hapo4umo y ooHocy usmehy
8U3Ye/qHUX U CYeHCKUux ymemuocmu. [lonasehu 00 meopujckux ysuda us
obaacmu eusye/qHuUX yMemHocmu, cmyduja niaeca u ecmemuke, y pady ce
pasmampa nokpem Kao 3djeJHUYKA Kamezopuja Koja nosesyje ypmedc u
naec. Y pokycy aHanuse Haase ce HAyYYHU U Meopujcku padosu y Kojuma ce
nokpem mymavu Kao yMemHu4ka U aHaAUmMu4ka kamez2opuja, kao U OHU
Koju ykasyjy Ha Mo2yhHOCmu hoge3ugarea ypmexca u niaecay meopujckom u
nedazowkom  koHmekcmy. Iloce6Ha  nasxcra  ycmepeHa je  Ha
udeHmu@Pukogarbe K/aayyHuUx OuMeH3uja nokpema y 8u3ye/aHom U meaecHoMm
MeOUjy U Ha HUX0B80 KOMNhapamueHo caziedasarse. Pesyamamu aHaause
nokasyjy 0a ce nokpem y ypmedxcy ucnoasd kpo3 OUHAMUKY AUHUje,
Komnosuyujy u odHoc gpopme u npocmopa, 0ok ce y njecy ocmeapyje kKpo3
mesio, pumam U BPEMEHCKY Op2aHu3ayujy kpemarba. YoueHe cy 6pojHe
3ajedHUYKe CcmpykKmypHe U uspaxcajHe odauke koje omoeyhasajy
uHmepducyunauHapHo myma4erse oea dea meduja. [locebaH 3Hauaj osaksoz
npucmyna ozseda ce y 061acmu yMemHu4ko2 o6pasosarsa, 20e nose3usar-e
8u3ye/qHO2 U mesecHo2 UCKycmed JonpuHocu pda3eojy KpeamusHoCmu,
NpoCMoOpHO2 MUW/bEeHA U pa3yMesara yMemHuukoz npoyeca. Mookce ce
3akmyyumu 0a nokpem npedcmassbd pese8aHMHy Meopujcky OCHO8Y 3d
UHmMepducYunauUHapHo noge3ugarse Yypmedxica u njieca u 0a makae nhpucmyn
uMa 3Ha4ajHe Hay4He u nedazouike UMNAUKayuje 3a cagpemeHo yMemHu4ko
obpasosatbve.

KmyuHe peuu: nokpem, ypmedxc, njaec, uHmepducyunauHapHu hpucmyn,
YMEemHUYKO 06pa3osarse.
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YBOJI

[lokpeT mnpejcTaB/ba jeHYy OJi OCHOBHHUX KaTeropwuja
YMETHUUYKOT MHUI/bE€HhA U YMETHUIKOT H3paXkaBamwa. OH ce HcroJbaBa
Kao puTaM, IpPOMeEHa, MpaBal] U OJAHOC TeJa U MPOCTOpa, ajld U Kao
3HAaK yHyTpallllthe eHepruje YMeTHUYKOr Jiesa. Mako ce Hajuemhe
noBe3yje ca MJECOM U CIEHCKMM H3pa3oM, TMOKpPeT HWMa 3Ha4yajHO
MECTO M y BU3YeJHHM YMETHOCTHMA, HAPOUUTO y LPTEXKY, Tle ce
MaHudecTyje Kpo3 JHHHUjy, KOMIO3WIKjy, Hametoct ¢opme U
BU3YeJIHU TOK. YNIpaBO JAMHAMHKA JIMHUjEe U OJIHOCA YHyTap popme
omoryhaBa Ja ce MOKpeT NHpeno3Ha U y CTAaTUYHUM BHU3yEeJHUM
CTPYKTypaMa, IITO yKa3yje Ha HEeroBy CYLITHUHCKY yJIOTY Y MPOLECY
YyMEeTHUYKOT 00/IMKOBawa (Arnheim, 2004). 36or Tora ce MmoKpeT
MOXKe TMOCMaTpaTH Kao 3aje[JHUYKO TMOJbe PA3TUIYUTHX YMETHUYKHUX
JYCUUIIMHA, 2 He Kao I0jaM OTrpaHUY€eH Ha jeZlaH Meauj. [lokpeT ce y
CaBpEMEHUM TEOPHUjCKUM MPUCTYNIMMa He IocMaTpa caMo Kao
GU3UYKO NpeMelniTabe Tesa y NpocTopy, Beh Kao OCHOBHM HauWH
JbYJICKOT JI0KHBJbaBalha CBETA W COINCTBEHOr IMOCTOjakba. Y TOM
CMHCJy, IOKPET HUje CIoJballllbd [10/laTak MUILbERY, Beh jefaH of
HEeTOBUX TeMe/bHUX 00./1MKa. [los1azehu o] TaKBOT pasyMmeBarba, MOXKe
ce pehu fna Teso y NMOKpPeTy HCTOBPEMEeHO M3paXkaBa, Ca3Haje M
KOMYHHUIMPA, Ma je MOKpeT Moryhe mpoy4yaBaTH He CaMoO y JIOMeHY
mieca U ¢Qu3MYKe AKTUBHOCTH, Beh U y [AOMEHy YMETHOCTH,
nepiiennyje U obpa3oBawba (Sheets-Johnstone, 2011). CaBpemeHe
CTyAMje TJieca YKasyjy Ha TO Jia MOKpeT HUje Moryhe pasymeTtu
HCKJ/bYYUBO Kao GU3UUKY pajitby. OH ce ocTBapyje y oJlHOCY mpema
IpOCTOPY, BPEMEHY, PUTMY, TEXUHH U MaATEPHUjaJIHOCTH, KA0 U Y
HAuYMHY Ha KOjU TeJI0 CTylNa y HHTEPaKLHjy ca OKPYKEHEM U
nocMaTtpadeM. [lynec ce crora Bullle He MocMaTpa Kao HW3/iBojeHa
CIleHCKa Ipakca, Beh Kao fieo muper noba caBpeMeHe YMEeTHOCTH U
Bu3yesHe KyiaType (Brannigan, 2023). Ca gpyre cTpaHe, upTex
0/IaBHO TpeBa3uJia3u QYHKIM]jy MyKe penpe3eHTallkje BUJ/bLUBOT, jep
npeJicTaB/ba HAYMH MUIILbEHA, aHATU3Y MOKPETA, 3aMKUC eHepruje U
Tpar cTBapaJjiadykor npoieca. [loBe3uBamwe mjieca U IpTexa cTora ce
MOXKE pasyMeTH Kao CycpeT JBa pPa3/IMYMTa, ald CPOJHA je3uKa
u3pasa. Y mjiecy ce NMOKpeT peasiM3yje TeJOM y BpeEMeHY U IPOCTOpY,
JIOK Ce Y I[PTEXY Taj UCTU MOKPEeT TpaHCHOpPMUILle Y BU3YEJHU Tpar.
YnpaBo Ta TpaHchopmalMja YAHH OCHOBY HHTEPAUCHUIIMHAPHOT
npucTymna, jep omoryhaBa Ja ce wuctu ¢GeHOMeH carjefia U3
Pa3JIMUUTUX YMETHUYKHX U Ca3HajHUX MepcrnekTHBa. CaBpeMeHa
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HUCTpaXXUBaka KoOja HHTErpuilly IJleC U BU3YyeJHEe YMETHOCTU
MOKa3yjy Ja TakKBa I[I0Be3aHOCT IIMPU Jiedje MOjMOBHO TIOJbE,
NOJACTUYEe aKTHBHUje Yy4ewme H omoryhaBa JAyG/be pasyMeBame
cajJip>kaja Kpo3 MCKYCTBO, BU3yeJHM3alyjy U TeJiecHU uspas (Jurjevic &
Gersak, 2024; Nielsen & Hartman, 2020).

Teopujcku OKBHpP paZa OCJIOKEH je Ha CaBpeMeHa
HCTpaKMBama U3 06JIaCTH BHU3yeJIHUX YMETHOCTU U CTy/Hja IJIeca, y
KOjuMa ce MOKpEeT IocMaTpa Kao CJA0XKeHa KaTeropuja Koja obyxBaTa
oJiHOC TeJia, mpoctopa u ¢opMe. [locebaH 3HaAUYAj UMajy PalOBU KOjU
yKa3yjy Ha JUHaMHU4YKy NPUPOJy BU3YEJHOT U TeJIeCHOT u3pasa U Ha
MoryhHOCT ®HUXOBOI MehycoOGHOr TMoBe3uBawa Yy CaBpeMEHOM
YMETHUYKOM U MeJarolikoM KOHTEKCTY. Y TOM CMUCJY, 3HA4ajHU cy
TEOPUjCKU YBU/AU ayTOpa KOjU MOKpeT TyMaye Kao CTPYKTYPHHU OJHOC
usMehy Tesa, mpocropa u ¢opme (Arnheim, 2004; Maletic, 1987;
Brannigan, 2023). UcToBpeMeHO, HOBHja HUCTpaKHBaka yKa3yjy Ha
Hernocpe/iHy Be3y u3Melhy npakce LpTexa U IJieca, HarsauiaBajyhu fa
PTEX MOXe OUTH CpPeACTBO pa3yMeBama IOKpPeTa, a IJIeC HAYWH
IErOBOT TEJIECHOT MCTpa)kuBakha U o6siMKoBawa (Colliander, 2024;
Vroman, 2023; Emanuele, 2024).

[Ipo6yieM HCTpaXuBakba MNpPOU3JIA3U U3 YHILEHHUIE Ja Ce V
TEOPUjH U HAaCTaBHOj MMPAKCH LIPTEX U IJIeC Hajyemhe pa3MaTpajy Kao
0/iBOjeHe AucLUIIMHe. Ta mojesa JOBOAY [0 TOra Ja ce NMOKpeT y
MJlecy mocMaTpa HNpeBacxo/JHO Kao TeJseCHa I0jaBa, a Y IPTEXY Kao
BU3yeJHU 3HaK, 0e3 /[I0BO/bHO YBUJA Y HUXOBY VHYTpallkby
noBe3aHocT. [locTaB/ba ce, cTora, NUTame Ja JU je Moryhe HMOKpeT
pa3yMeTH Kao 3ajeJHUUYKY KaTeropujy kKoja omoryhaBa moBe3UBame
BU3YEeJIHOT W TeJIeCHOT M3pasa U CTBapame LIUpPer TEOPUjCKOr U
MeJarolIKor OKBUpPA 3a ler0BO IpoyYyaBambe.

Y okBupy Tako jAedHHHCAHOr MpobJeMa, MpeAMET OBOT paja
jecTe MOKpeT Kao 3aje/lHMYKA KaTeropuja LpTexa M Ieca, ca
noce6HUM OCBPTOM Ha OJJHOC BU3YeJIHOT U TeJIeCHOT U3pa3a, 0/THOCHO
Ha Ha4YMH Ha KOju pPa3IMIUTH YMETHUYKHU Me/JIUjU 00JIUKY]y, TyMade U
NpeHoce NOKpeT.

Wb PAZIA

[lub pasa je Ja ce TEOPUjCKM W AHAJMTHUYKU pPa3MoTpe
MOTryhHOCTH MHTEPAUCUUIIMHAPHOT MOBE3WBamka IPTeXa U Ijieca
nosazehn of mokpeTa Kao 3ajeJHUYKe YMETHU4YKe KaTeropuje. ¥
CKJIaJy ca TUM, paJi uMa cyiesiehe noceGHe NIUJbEBE:
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1. 1a ce aHa/M3Mpa HAaYMH Ha KOjU Ce INOKPEeT HCIoJ/baBa y

BU3YEJHOM U TEJECHOM MEJHU]y

2. pa ce uAeHTUUKYjy 3ajeJHUYKe JUMEH3Uje MOKpeTa y
IPTEXY U ILJIeCy

3. ma ce carsie/ja 3Ha4yaj MHTEPAUCIUIIMHAPHOT MPHUCTYIA 3a
CaBpEMEHO YMETHUYKO 06pa30Bamhe

C 063upoM Ha TO Ja je pajJ, KOHLUMIHUPAH Kao TeOpHjCKO-
AHaJIMTUYKO U KOMIIapaTUBHO UCTPaXKUBakhe 3aCHOBAHO Ha aHa/IU3U
peJsieBaHTHe Hay4yHe W CTpYy4yHe JIMTepaType U3 06J1aCTU BU3YeJHUX
YMETHOCTH, CTyAuja IJeca U eCcTeTHKe, y pajy ce Qopmyauuly
HCTpaXKMBayKa IMTama Koja ycMepaBajy aHa/lM3y U UHTeplnpeTalujy
npejMeTa UCTpaKUBama. OCHOBHO UCTPAXKMBA4YKO NUTame rijacu: Ha
KOjU HauMH IOKpeT Moxe OGUTH cxBahieH Kao 3ajeHUYKa KaTeropuja
KOja 1noBe3yje LpTexX U I1JIeC y TEOPUjCKOM U N1eJarOIIKOM KOHTEKCTY?
Y cknapy ca TuM, GopMyJiMcaHa cy ciaefeha noce6Ha MCTpaKMBavKa
nATamwa:
1. Ha Koju HayMH ce MNOKpeT MUCHo/baBa y LPTEXYy Kao
BU3YeJHOM Meaujy?

2. Ha xoju Ha4MH ce NOKpeT MCN0/baBa y IJIeCy Kao TeJIeCHOM U
IPOCTOPHOM MeAujy?

3. Koje cy 3ajenHuuyke AuMMeH3Uje MOKpeTa Koje oMmoryhasajy
KOMIIapaTHBHO TyMademwe LpTexa U maeca?

4. KakBe TeopHjcke U NeJarouike MMILJIMKalyje Ipou3Jase U3
VHTEepUCIUIIMHAPHOT IPUCTYIIa Ipoy4YaBawy NnokpeTa?

METO/

Pag je 3aCHOBaH Ha TEOPUjCKO-aHAJIUTUIKOM 5
KOMIIapaTMBHOM MPUCTyNy, KOjU ToJpa3yMeBa pas3MaTpambe
pesieBaHTHEe Hay4yHe WU CTpPy4YHe JIMTepaType U3 06J1aCTU BU3YEJHHUX
YMETHOCTH, CTy/Uja IJieca U ecTeTHKe. AHa/M3a je ycMepeHa Ha
pazoBe y KOojUMa ce MOKPeT pa3MaTpa Kao YMeTHUYKa U aHaJIATHUIKa
KaTeropuja, Kao U Ha OHEe KOjU yKa3yjy Ha MOTYhHOCTU NMOBe3WBakba
[pTeXa U IJieca y TEOPUjCKOM U MearoliKoM KOHTEKCTY.

AHanu3a je cnpoBeZieHa Kpo3 HEKOJIMKO da3a:

1. uaeHTUPHKOBaE K/bYYHUX [10jMOBA KOjU AeUHHIILY TOKPET

2. U3/Bajalkbe UHJWKATOpa IOKpeTa Y PTEXKY U IJIecy

3. KoMIapaTHUBHO nopehemwe TUX UHUKATOPA

4. UHTepHpeTaTUBHY CUHTE3Y 3ajeJTHUYKUX JUMeH3Hja IOKpeTa.
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PE3VJITATU

Pe3ysiTaTu aHasu3e peJieBaHTHE HaydyHe M CTpydHe
JIUTepaType MOKa3lyjy Ja ce MOKpPeT y YMEeTHOCTH HCI0J/baBa Kao
CJI0’KeHa KaTeropuja Koja obyxBaTa BU3yeJsIHe, TeJeCHe U IPOCTOPHE
ofiHOCE. Y HAcTaBKy Cy NpHKasaHe K/bydHe JUMEH3Hje MOKpeTa y
IPTEXY W IJleCy W HUXOB 3Hayaj 3a HWHTEPAUCHUIIMHAPHO
pa3yMeBake yMEeTHUUYKOT U3pasa.

Teopujcko odpeherse nokpema y ymemHocmu

[lokpeT y yMeTHOCTH HHUje Moryhe OrpaHUYMTH Ha QU3UYKO
kpetawe. OH Moxe OUTH BHU/JJ/bUB, HAroBeUITEH, KOHCTPYKTHBHO
MPUCYTaH UJIU EMOIMOHAIHO CyrepucaH. Y BU3yeJHUM YMEeTHOCTUMA
MOKpPET Ce YeCTO OCTBapyje Kpo3 cMep JIMHUje, pacnopes, Maca, 0JIHOC
CBETJIOT U TAMHOT, PUTaM IOHAB/bakha MWW JUHAMUKY KOMIIO3ULIH]E.
3aTo MoKpeT MOXKe GUTH MPUCYTaH U OHJA KaJia je J1eJI0 MPUBUIHO
CTaTUYHO. Y TOM CMUC/Y, AUHAMHKA HUje HY>KHO MOCJIe/IMIla CTBAPHOT
KpeTama, Beh je 4ecTo pe3ysiTaT 04HOCA KOjH Ce YCIIOCTaB/bajy YHYTap
came popmMe.

Arnheim je mokasao fga BH3yeJIHO omNa)kalbe HHUje MACUBHO
npuMame 06JiMKa, Beh aKTHBHO carjie/laBakhe TEXMUIITA, HaIOoHa,
npaBla M paBHOTeXxe. JIMHUja ce He YMTA Kao NMyKa rpaHuUIa 06JINKa,
Beh Kao HOCWJIall eHePTrUje U YHyTpallber KpeTama ¢popme (Arnheim,
2004). U3 TakBOT MpPUCTyMNa MPOU3JIA3U Jla Ce Y LPTEXY MOKpPET He
MojaBJ/byje Kao MeXaHUYKHU 3alUC TeJsa, Beh Kao BU3yeJIHU OJTHOC KOjU
y cebH CaAp:K pUTaM, IpeJsa3 U HanetocT. To je moce6HO BaXKHO 3a
0Baj paji, jep ynpaBo TAaKBO CxXBaTake LPTeXa OTBapa MOTyhHOCT
HET'OBOT /[MjaJiora ca MJIeCOM.

Y nsecy je mMOKpeT OCHOBHM TpaZiuBHU eseMeHT. OH Huje
npatehu ynHuIaL, Beh caMm cagpkaj ymeTHUUKe pajibe. [liec moctoju
y BpeMeHy, OCTBapyje ce y TpPOCTOPY YW HOCH VHYTpallkby
opraHu3alldjy eHepruje, TeMIa, HaNopa M eKcrpecuje. Y TOM CMHUCTY
MOKpPEeT y IJIeCy HCTOBPEMEHO HMa OOGJHUKOBHY W 3HAYEHCKY
¢yHkuujy. Brannigan Harsamasa fa caBpeMeHe yMeTHH4YKe Mpakce
MOKa3yjy Kako IJIeC yjia3u y IpoCTOpP BHU3yeJiHe KYJITYpe U CaBpeMeHe
YMETHOCTH, TpU 4YeMy TeJO U TOKpeT TOCTajy HOCHUOIHU
KOHIENTYaJTHOT ¥ MaTepujajHor cjoja aena (Brannigan, 2023). To
omoryhaBa /1a ce MOKpeT BHIIE HE CXBaTa KAa0 UCK/bYYHUBO CIIEHCKHU
¢deHoMeH, Beh Kao mupe yMETHUYKO MOJbE.
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[IpeMa ToMe, MOKpeT y yMeTHOCTU Tpeba pa3ymMeTH Kao

BUILIECJIOjHY KaTeropujy. OH je UCTOBpeMeHO TeJIeCHU YHH, BU3yeJHU
3HAaK, NMPOCTOPHU OJHOC, BPEMEHCKH TOK M eCTeTCKa CTPYKTypa.
YnpaBo TakBO padyMeBaibe oMoryhaBa FeroBo MHTEPAUCLUIIJIMHAPHO
Ipoy4yaBame, jep IOKasyje Ja pasjJMYUTU MeJUju IOKpeT He
NpUCBajajy, Beh ra ©3HOoBa 0GJIMKYjy MpeMa CONCTBEHUM HU3PaXKajHUM
CpeACTBUMA.

Lipmexc kao suszyesiHa uHmMepnpemayuja nokpema

LpTexx 3ay3uMa HOCEOGHO MeCTO Yy TyMauewy IOKpeTa, jep
omoryhaBa /a ce mpoJla3HO KpeTame NpeBefie y JUHHUjy, GopMy U
Tpar. [lok cauka yelihe TeXXU CTAOUJIHUjOj BU3YeHO] LeJIMHH, LIPTEXK
3a/Jip>KaBa GJIMCKOCT ca MPoLEecoM. Y lbeMy Ce BU/JU TOK pyKe, Op3vHa
[0Te33a, IpeKU/, OKJIeBame, HarJlacak M npasal. 3aTo je LpTeX jeflaH
0/, HAjIOTOAHUJUX MeJuja 3a UCNUTHBamke nokpera. OH HHUje TeK
cpelcTBO Gesexkera, Beh M MpoCTOp y KOM Ce MOKPEeT IPOMUIIJBA,
pallyjamyje 1 ©3HOBAa OpraHusyje.

il

Cauka 1 Dancer, oxo 1877.
HanomeHa. Degas, E. Wikimedia Commons. JaBHO g06po.

Y pany Liselotte Vroman HarsaiieHo je Aa LpTeX MOKe OUTHU
CpeJiCTBO pa3yMeBama OTeJOBJ/HEHOT IPOCTOPHOI MUCKYCTBa. TeJio,
MPOCTOP U KpeTambe He M0jaBJ/byjy Ce Kao 0/IBOjeHH eJieMeHTH, Beh Kao
Jle0 jeAMHCTBEHOT IIpoLeca Y KOM JIMHU]ja IIpaTH J0KKWBJ/baj IOKpeTa U
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npoctopa (Vroman, 2023). Taj yBu/j je BaxkaH jep mokasyje Aa LPTeX
HUje TeK penpeseHTalMja BUABUBOT, Beh MOCTyNaK KOjU yJIa3H y caMy
CTPYKTYPY UCKYCTBa.

Tuire Colliander uze xopak Ja/be ¥ NoOKasyje Jja ce LPTEX U
mjlec Mory Mehyco6Ho npousBoAuTH. JIMHUja MOXXe OUTU MOACTULA]
3a MOKpeT TeJa, JJOK NOKpeT Tesja MOXe OCTaBUTHU rpadUyKU Tpar
KOju TIOCTaje HOBa BHU3yeJiHA LesrdHa. Ha Taj HauyuH LpTex HUje
HaKHaJHU ONMC Iieca, Beh Jleo HeroBor padyMeBama U HacTaBKa y
apyrom menujy (Colliander, 2024). [loce6Ho je 3HayajHa TBpAHA Ja
JIMHUja MOXK€ IOCTaTH Malla WM IyTaka KpeTama, LITO LpPTexX
npubJIMKaBa KOpeorpadpCcKOM MUILL/bEY.

W3 Tora cnesyd JAa LpTeX HMa [ABOCTPYKY BpeSHOCT ¥
npoydaBamy nokpeta. OH, ¢ jeiHe CTpaHe, 6eJieXXU KpeTamwe U YNHU
ra BuJ/bUBUM. C Apyre cTpaHe, OH Nokpehe HoBa TyMauemwa, jep
OTKpHBA CTPYKTYpPY NTOKpeTa Kojy HocMaTpay y HelloCpeiHOj U3BeJ 01
He Mopa yBekK Jia youu. llpTex, Aak/e, He 3aycTaB/ba MOKpeT, Beh ra

npeBoAu y Apyry popmy Tpajama.

Cauka 2. Drawing, Dancing Figures, 1882-1883.
Hanomena. Wikimedia Commons. JaBHO 106po.
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[1nec kao mesecHU U NPOCMOpPHU U3pa3

[lyiec je yMETHOCT y K0jOj TeJIO MOCTaje cpeUIlTe 06JMKOBabha
IpOCTOpPa, BpeMeHa U puTMa. tberoBa 0co6eHOCT JieXu Y YHHbEHUIU
Jla ce JleJI0 OCTBapyje y caMOM 4YMHY U3Bohema. 3aTo MOKpeT y IJecy
HUje IIpeJiCTaB/beH, Hero HenocpeHO u3sBeeH. OH ce He HaJla3y U3BaH
Tesa, Beh y caMOM TeJly, Y FbeTOBUM OJHOCHMa €a IPOCTOPOM, TEMIIOM
U JpyrdM TeauMa. To IjieCc YHMHU yMeTHOWINY y KOjoj IOKpeT
MCTOBpeMeHO UMa GopMasiHy, U3pakajHy U KOMYHUKAaTUBHY BpeJJHOCT.

Y kmwusu Vere Maletic mokper je caryieZjaH Kpo3 MojMOBe TeJa,
MPOCTOpa, Hanopa U ekcnpecuje. Taj npucTyn Aaje 4BpCT MOjMOBHU
OCJIOHAL| 3a aHAJIU3y IIIeca, jep IMOKasyje Ja ce CBaKU IOKpPeT MOXe
carJyielaTy Kpo3 cMep, TEXKUHY, TEMIIO, TPajakhe U YHYTPalllbU KBaJIUTET
(Maletic, 1987). Ha Taj Ha4MH IJIECHU TOKpPET MpecTaje Aa Oy/ie HelITo
Heo/peheHo U IIpoJ1a3Ho, a ITocTaje ypeheH cucteM ofHoca.

Brannigan uctuye ja 1mJjec y CaBpeMeHOj YMEeTHOCTH JeJyje U
Kao KOHLENT U Kao MaTepuja. Tesio HUje CBOJMBO Ha yJory u3Bohaya y
yCKOM cMHucy, Beh nocTaje cpepulTe BU3yesHe, IPOCTOPHE U H/JiejHe
opraHusaiuje aesa (Brannigan, 2023). Taj cTaB je 3HauajaH 3a 0Baj paf,
jep nokasyje fa mjaec Tpeb6a YMTaTHU U Y OJHOCY Ha BU3yeJIHe MeJiyje.

[lnec, pakie, Huje cynporaH Bu3yeJHOM. OH jecTe TeJleCHHU
00JIMK BU3YeJIHOT MUIll/bewa. TeJsio y njecy rpajy JUHUje, oce, OfHOCe
Y PUTMHYKe CKJIONOBe. YIIpaBo 360T TOra IIJIeECHU NOKpPeT MOXe GUTH
6J1M3aK LPTEXy, KOjU Te UCTe OAHOCe 3aXBaTa APYyTrUM Cpe/iICTBUMA.

Cauka 3. Ballet dancer and powder.
Hanomena. Unsplash. Jlunienna CCO 1.0.
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OdHoc ypmedica u naeca y uHmepoucyunauHapHoMm
npucmyny

WHTepauCHUMIIIMHApPHUM  NPUCTYNl  NoApasyMeBa Ja ce
YMeTHHUYKe JUCLMIJIMHE He NOCMaTpajy Kao 3aTBopeHe LesnHe. Kaza
ce LpTeX U IJIec JOBelly y Be3dy, He [o00OHja ce MexaHHUUYKHU CIIOj JiBa
Mejuja, Beh HOBO NoJbe Y KOM IOKpeT NOCTaje 3ajeJHUYKH NpeJMeT
UCTpaXMBamwka. Y TOM INOJbY HU LPTEX HU IJleC He rybe CBOjy
noce6HocT, Beh ce wUxoBe MOIYhHOCTH jacHMje yo4aBajy ynpaBo Kpo3
Mehyco6HU 0JTHOC.

Rossella Emanuele y cBojoj foKTOpCKOj Te3U nmokasyje Jia mjaec u
Kopeorpaduja MOry NpoLIMPUTH pa3yMeBambe LpTeXa U3BaH NManupa,
JIUHWje U noBplKHe. LipTex ce Taja He cXBaTa Kao FOTOB NPOU3BOJ,
Beh kao npotiec, TpoCcTOpHU Aorahaj u TesecHa akTUBHOCT (Emanuele,
2024). Taj craB je BakaH jep oMoryhaBa jJa ce LpPTeX 4YWUTa Kao
JMHaMU4Ka Ipakca, 6JMcKa mjaecy. Y UCTOM NpaBLy UAY U PaZloBU
KOju pa3MaTpajy OJHOC TeJa, Tpara U BudyeJsnsanuje nokpera. Iliaec
MOXKe OCTaBUTH LPTeX, a LpTex Moxe noAcTahu iec. ¥ TOM lpesasy
jenaH Mequj He TyOU CBOj UJIEHTUTET, Beh A06Uja HOB CJIOj 3HAUYEHA.
WHTepUCHUMIIIMHAPDHOCT Ce OBJe He jaB/ba Kao CIHOJ/balllibe
MOBe3MBame TeMa, Hero Kao yHyTpallkha CPOJAHOCT CaMUX MeJiHja.

M3 TakBOr IpUCTYyIa IPOU3UJIA3H Jia TIOKpeT HUje BJIACHULITBO
jesHe aucnumavHe. OH mpunaza M LpTeXy W IUIeCcy, ald Ha
pa3/M4yuTe HayuHe. 3aTO NOKpeT MoXe OWTH OCHOBAa 3a Hay4YHH
Iujanor usmeby JIMKOBHE U ClieHCKe yMeTHocTU. Taj Aujanor Huje
Ba)kKaH CaMO 3a TeOPHjy YMeTHOCTH, Beh U 3a HacTaBHy IpakKcy, jep
MoJCTUYe IMpe pa3yMeBamkhe YMETHUYKOr CTBapama.

LLleMaTCKM MpUKa3 0AHOCA K/bYYHIX MOjMOBA Y NPOyYaBatby MOKpeTa

[ﬂOerT]—P[ Teno ]—»[ﬂmmja]—»[ﬂpocmp]—»[ PI/ITaM]

Cauka 4. lllemamcku npukas 00HOCA NOKpema y ypmexicy u njiecy.
HanomeHa. AyTopcka mema, uspaheHa 3a motpebe paja.
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3Hauaj uHmepducyunauHapHoea npucmyna
3a yMemHU4Ko 0bpasosarse

WHTepAuCHUIUIMHAPHO Mpoy4YaBake MOKpeTa HMMa MNoceb6aH
3Hayaj 3a 0Opa3oBambe, HAPOYUTO y CpeJlMHaMa y KojUMa Ce TeXH
NI0Be3MBaky BHU3YeJIHOT, TeJIeCHOT M KpeaTHMBHOI MCKycTBa. Kaja ce
IIOKpeT carjiefjla U Kpo3 LPTeX U KPo3 IJIeC, CTYAEHTH CTUYY LIUPHU
YBUJL Y OJHOCe TeJa, mpocTopa, puTMa U ¢opme. TakaB mpuctymn
omoryhaBa JAa ce BHU3yesHa aHa/JMd3a He OTPAaHMYM Ha CTaTH4YKe
06JIMKe, Ka0 U Jla ce TeJleCHU U3pa3 He CBeJle Ha NyKO H3Boheme.
lipTexx moMake Jla ce MOKpPeT pallyaHH, youd U mpomuciau. [liec
IOMa)ke Jla ce IMOKpeT JOKHUBH, UCIpoba U O06JIMKYyje KpOo3 TeJio.
3ajefHO, OHM NOACTUYY LEJOBUTHjU OJHOC INpeMa yMeTHUYKOM
npoLecy.

HayyHa BpeZHOCT OBOT NPUCTyNa OrJeJa ce y IIHpemy
IIOjMOBHOT OKBHMpa y KOM Ce NOKpeT NpoydaBa, [JOK ce Nejarouika
BPeJHOCT OIJlefia y CTBapamy MOIyYNHOCTHM 3a IOBE3aHO YYeme,
CTBapamwe W TyMaueme. YIIpaBo y TOMe JIeXKH 3HAuyaj OBOT pajia 3a
CaBpeMeHO YMETHHUYKO U BUCOKO 06pa3oBambe.

AUCKYCHJA

PesynTaTy aHanuse nokasyjy fia ce NOKpeT Y YMETHOCTH MOXe
pasyMeTH Kao CJIOXKeHa KaTeropvja Koja IOBe3yje BU3YyeJHU U
TeJleCHU u3pa3. Y LpTexy ce IOKpPeT MCIO/baBa KpoO3 JMUHH]Y,
KOMIIO3ULMjy U AUHAMUKy dopMe, JIOK ce y IJlecy OCTBapyje Kpo3
TeJI0, IPOCTOP M BpEMEHCKy OpraHu3anujy nokpeta. Mako npunazajy
pasJMuYUTUM MeJUjUMa, LpTeX U IJIec 10Ka3yjy 6pojHe CTPYKTypHe U
M3pakajHe CPOJHOCTH Koje oMoryhaBajy ’bUX0BO HHTEPAUCLUIIIMHAPHO
TyMadyerwe. OBaKBO pasyMeBamwe NOKpeTa OJIMCKO je CTaBy KOjU je
pasBuo Arnheim (2004), HarsamaBajyhu ga BusyesiHa ¢opMa HuUje
CTaTHU4Ha, Beh Z1a y cebu HOCH YHYTpalllky JUHAMUKY OJJHOCA, HalloHa
U paBHOTexe. /lobujeHH YBUJAU yKa3dyjy [a NMOKpeT He NpeAcTaB/ba
CBOjCTBO jeJjHe YMeTHHYKe JUCLUILJIIMHe, Beh 3ajeJHUYKY OCHOBY
pa3/IMYMTHUX 06JIMKA YMETHHUUYKOT M3pa)kaBama. LipTex M miec ce,
CTOra, He MOTY IOCMaTpaTH Kao CyNpoOTCTaB/beHU MenHju, Beh Kao
KOMIJIEMEHTapHU HayMHU 06JIMKOBama IOKpeTa. YIpaBO y TOM
OJIHOCY NIOCTaje BU/J/bMBO Jla IOKPeT MOXe OUTH CpeJCTBO Jujajsora
u3Meby BU3yesiHE M CclieHCKe yMeTHOCTH. CaBpeMeHe yMeTHUYKe
npakce, o kojuMa nuiie Brannigan (2023), nokasyjy fa TeJio y mjiaecy
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cBe yelihe QYHKIMOHHUIIE KAO BU3yeJHU U KOHLEINTYaJlHU eJeMeHT
YMeTHHUYKOT fesa, 1ok Colliander (2024) yka3yje Aa JUHHjA Yy IPTEXKY
MOXe TIOCTaTH INOACTULA] 3a TeJeCHO KpeTamwe, IWITO JA0JAaTHO
npubJMKaBa 0Ba /jBa MeJuja.

[locebaH 3Hayaj OBaKBOI NpPUCTyHa orjeja ce y MoryhHoctu
NOBe3MBaka pa3/MYUTUX HAYMHA YMETHHUYKOT MHUI/beHka U
M3paKkaBamwa. VIHTepJUCIUMIVIMHAPHO pa3yMeBambe NOKpeTa JONPUHOCH
HIMpey NO0jMOBHOI OKBUPA y KOM Ce YMETHOCT IIpoy4yaBa U TyMauW,
jep oMoryhaBa JAa ce BU3yeJIHU U TeJIeCHU NPOLLECH NOCMATPajy Kao
JleJIOBH jeIMHCTBEHOI CTBapa/ladKOr HMCKYCTBa. Y TOM KOHTEKCTY,
Maletic (1987) nokasyje Aa ce CBaKU MOKPET MOXKe aHAJIU3UPATHU KPO3
KaTeropuje NpocTopa, Halopa, TeMIa M eKcIpecuje, IITO oMoryhasa
CUCTeMaTUYHUje pasyMeBame 0JHoca Tesa U popMe.

Takohe, o0BM pe3yjTaTH UMajy W BaKHe IeJarolke
MMIIMKalyje. [loBe3nBame LpTexa M IJleca Y HAaCTaBHOj IpPaKCH
omoryhaBa CTyJleHTUMa Jja IIOKpeT carjefajy U Kao BU3yeJHU U Kao
TesiecHU ¢peHoMeH. TakaB NMPUCTYIN NMOACTHUYE Pa3BOj KPeaTUBHOCTH,
IPOCTOPHOT MHUII/beHA U CBECTH O OJHOCY Tesla U GpopMe, IITO je of,
noce6GHOT 3HaYaja 3a caBpeMeHO YMeTHUYKO o6pa3oBame. Ha 3Hauaj
TeJIeCHOT MCKYCTBA Yy MPOoLiecy yuema ykasyje 1 Emanuele (2024), uctuuyhu
Jla ce pasyMeBaibe YMETHOCTH NpoAyb/byje OHJQ KaZia Ce CTBapasavyku
npouec nocMaTpa Kao JMHaMHA4YHa U UCKYCTBEeHa aKTUBHOCT.

3AK/bYYAK

Ha OCHOBY CIIpOBeJieHe TEeOPHjCKO-aHAJTUTUUKE u
KOMIIapaTHBHE aHa/IM3e MOXe Ce 3aK/by4YUTH Jia ITIOKPEeT NIpesCTaB/ba
jelHy o[, K/byYHHUX KaTeropvja yMeTHUYKOI MUIIJbeHa Koja MoBe3yje
pasiuyuTe OOJIMKE BHU3YeJHOT U TeJIECHOT u3pas3a. Y LPTEXY ce
MOKpeT MCIOoJ/baBa KpO3 AUHAMUKY JIMHHUjE, KOMIOO3ULUjY U OLHOC
¢dopMe u mpocTopa, AOK Ce y IJecy OCTBapyje Kpo3 TeJso, pUTaM U
BpEMEHCKy OpraHusalyjy KpeTawa. Mako mnpumnazajy pasjiuduTUM
MeIUjUMa, LPTEX U IJIeC TMOoKa3dyjy OpojHe CTPYKTYpHE U U3paxKkajHe
CPOJTHOCTH KOje oMoryhaBajy HbUX0OBO UHTEPAUCIUILINHAPHO TyMadyeHe.
PesynraTu aHa/iu3e yka3yjy Jla NMOKpeT He Tpeba mocMaTpaTH Kao
CBOjCTBO jeIHe YMETHHUYKe JUCIUIUIMHE, Beh Kao 3aje[HUYKY OCHOBY
Pa3/IMUUTUX YMETHUYKHUX NIPAKCU. YIIPABO ¥ TOM CMUCJIy IOKPET MOXKe
6utu cxBaheH Kao aHaJMTHYKa KaTeropuja Koja omoryhasa
[I0Be3MBakbe BU3YEeJHOI U TeJeCHOI HCKYCTBa Y CTBapame LIHper
[IOJMOBHOT OKBMpa 3a pa3yMeBalkbe YMEeTHHUYKOr mponeca. TakBo
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pasyMeBarbe JIOMPUHOCH Pa3BOjy MHTEPUCIUIIIMHAPHOT MPUCTYIA Y

NpoyyaBalby YMETHOCTH, jep omoryhaBa Ja ce pas/JM4YUTH MeJUjU
NI0CMaTpajy Kao /JieJIOBU je JUHCTBEHOT CUCTeMAa YMEeTHUYKOT MULL/berba.

[locebaH 3Hayaj OBaKBOT MNpPHUCTyNa orjeja ce y 06JacTd
YMETHUYKOT o6pa3oBatba. [loBe3uBame 1pTexka U 1jeca Y HaCTaBHOj
npakcu omoryhaBa CTyJeHTHMMa Ja NMOKpeT carjefajy Kao CJIOXKeHY
KaTeropujy Koja oO6yxBaTa BU3yeJsIHe, IPOCTOPHE U TeJIeCHe OJJHOCe.
TakaB mnpucTyn nHojACTHUYE pa3BOj KPEAaTHBHOCTH, MPOCTOPHOT U
BU3yeJIHOT MHUILbEHA, KA0 M CBECTH O 3HAYajy Tesja y Mpolecy
YMETHUUYKOT HM3pakaBamwa. MICTOBpeMeHO, OH JJONPUHOCH CTBapamby
MHTErpUcaHor 06pa30BHOI OKpPY)Keka Y KOM Ce 3Hakbe CTHYe Kpo3
UCKYCTBO, NIOCMaTpake U cTBapame. CTora, Moxe ce 3aK/bY4UTH Ja
VMHTEPAUCIMIIMHAPDHO INpoy4yaBake IOKpeTa IpeAcTaB/ba BakaH
TEOpPUjCKM W TMeAaroulky Impasal, y CaBpeMEHOM YyMeTHUYKOM
obpazoBamy. /Jlasba uCTpakuBama MOIYy OUTH YyCMepeHa Ha
IPaKTUYHY MPHMEHY OBaKBOT NMPUCTyNa Y HACTaBH, KA0 U Ha Pa3Boj
HOBHUX MeTOJila Koje IOBe3yjy BU3yeJHe W CLieHCKe YMeTHOCTH Y
npolecy y4erwa 1 CTBapama.
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Summary: Movement represents one of the fundamental categories of artistic
thinking and expression and appears as a shared element across different artistic
disciplines. Contemporary artistic and pedagogical approaches increasingly
emphasize the importance of interdisciplinary understanding of movement,
particularly in the relationship between visual and performing arts. Based on
theoretical insights from visual arts, dance studies, and aesthetics, this paper
examines movement as a common category that connects drawing and dance. The
analysis focuses on scientific and theoretical works in which movement is interpreted
as both an artistic and analytical category, as well as those that indicate possibilities
for linking drawing and dance in theoretical and pedagogical contexts. Special
attention is directed toward identifying key dimensions of movement in visual and
embodied media and their comparative analysis. The results indicate that movement
in drawing manifests through line dynamics, composition, and the relationship
between form and space, while in dance it is realized through the body, rhythm, and
the temporal organization of movement. Numerous shared structural and expressive
features have been identified, enabling an interdisciplinary interpretation of these
two media. The significance of this approach is particularly evident in art education,
where the integration of visual and embodied experience contributes to the
development of creativity, spatial thinking, and understanding of the artistic process.
It can be concluded that movement constitutes a relevant theoretical foundation for
the interdisciplinary connection between drawing and dance, with significant
scientific and pedagogical implications for contemporary art education.
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MOVEMENT AS A SUBJECT OF INTERDISCIPLINARY
STUDY THROUGH DRAWING AND DANCE

Summary: Movement represents one of the fundamental categories of
artistic thinking and expression and appears as a shared element across
different artistic disciplines. Contemporary artistic and pedagogical
approaches increasingly emphasize the importance of interdisciplinary
understanding of movement, particularly in the relationship between visual
and performing arts. Based on theoretical insights from visual arts, dance
studies, and aesthetics, this paper examines movement as a common category
that connects drawing and dance. The analysis focuses on scientific and
theoretical works in which movement is interpreted as both an artistic and
analytical category, as well as those that indicate possibilities for linking
drawing and dance in theoretical and pedagogical contexts. Special attention
is directed toward identifying key dimensions of movement in visual and
embodied media and their comparative analysis. The results indicate that
movement in drawing manifests through line dynamics, composition, and the
relationship between form and space, while in dance it is realized through
the body, rhythm, and the temporal organization of movement. Numerous
shared structural and expressive features have been identified, enabling an
interdisciplinary interpretation of these two media. The significance of this
approach is particularly evident in art education, where the integration of
visual and embodied experience contributes to the development of creativity,
spatial thinking, and understanding of the artistic process. It can be
concluded that movement constitutes a relevant theoretical foundation for
the interdisciplinary connection between drawing and dance, with significant
scientific and pedagogical implications for contemporary art education.

Key words: movement, drawing, dance, interdisciplinary approach, art
education.
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INTRODUCTION

Movement represents one of the fundamental categories of artistic
thinking and artistic expression. It manifests as rhythm, change,
direction, and the relationship between body and space, as well as a
sign of the internal energy of an artwork. Although it is most often
associated with dance and performance, movement also holds a
significant place in the visual arts, particularly in drawing, where it is
expressed through line, composition, tension of form, and visual flow.
The dynamics of line and the relationships within form enable the
recognition of movement even in static visual structures, indicating its
essential role in the process of artistic formation (Arnheim, 2004). For
this reason, movement can be understood as a shared field across
different artistic disciplines rather than a concept limited to a single
medium.

In contemporary theoretical approaches, movement is not regarded
solely as the physical displacement of the body in space, but as a
fundamental mode of human experience and existence. In this sense,
movement is not an external addition to thought, but one of its
foundational forms. From this perspective, the moving body
simultaneously expresses, perceives, and communicates, which allows
movement to be studied not only within the domain of dance and
physical activity, but also within art, perception, and education
(Sheets-Johnstone, 2011).

Contemporary dance studies emphasize that movement cannot be
understood exclusively as a physical action. It is realized in relation to
space, time, rhythm, weight, and materiality, as well as through the
way the body interacts with the environment and the observer. Dance
is therefore no longer viewed as an isolated stage practice, but as part
of a broader field of contemporary art and visual culture (Brannigan,
2023). On the other hand, drawing has long surpassed the function of
mere representation of the visible, as it represents a mode of thinking,
an analysis of movement, a record of energy, and a trace of the
creative process.

The connection between dance and drawing can thus be understood
as an encounter between two different yet related languages of
expression. In dance, movement is realized through the body in time
and space, whereas in drawing that same movement is transformed
into a visual trace. This transformation forms the basis of an
interdisciplinary approach, as it enables the same phenomenon to be
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examined from different artistic and cognitive perspectives.
Contemporary research integrating dance and visual arts
demonstrates that such connections expand the conceptual field,
encourage active learning, and enable deeper understanding through
experience, visualization, and embodied expression (Jurjevic¢ & Gersak,
2024; Nielsen & Hartman, 2020).

The theoretical framework of this paper is grounded in contemporary
research in the fields of visual arts and dance studies, in which
movement is considered a complex category encompassing the
relationship between body, space, and form. Particular importance is
given to works that highlight the dynamic nature of visual and
embodied expression and the possibility of their interconnection
within contemporary artistic and pedagogical contexts. In this regard,
relevant theoretical insights include those that interpret movement as
a structural relationship between body, space, and form (Arnheim,
2004; Maletic, 1987; Brannigan, 2023). At the same time, recent
studies point to a direct relationship between drawing practice and
dance, emphasizing that drawing can serve as a means of
understanding movement, while dance represents a way of its
embodied exploration and formation (Colliander, 2024; Vroman,
2023; Emanuele, 2024).

The research problem arises from the fact that, in both theory and
teaching practice, drawing and dance are most often treated as
separate disciplines. This division leads to the perception of
movement in dance primarily as a bodily phenomenon, and in drawing
as a visual sign, without sufficient insight into their internal
interconnection. The question therefore arises whether movement can
be understood as a shared category that enables the integration of
visual and embodied expression and the development of a broader
theoretical and pedagogical framework for its study.

Within this defined problem, the subject of this paper is movement as
a shared category of drawing and dance, with particular emphasis on the
relationship between visual and embodied expression, that is, on the ways
in which different artistic media shape, interpret, and convey movement.

OBJECTIVE

The aim of this paper is to examine, from a theoretical and analytical
perspective, the possibilities for interdisciplinary integration of
drawing and dance, taking movement as a shared artistic category. In
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accordance with this aim, the paper pursues the following specific

objectives:
1. To analyze the ways in which movement manifests in visual
and embodied media
2. To identify the shared dimensions of movement in drawing
and dance
3. To examine the significance of an interdisciplinary approach
for contemporary art education.

Given that the study is conceived as a theoretical-analytical and
comparative investigation based on the analysis of relevant scientific
and professional literature in the fields of visual arts, dance studies,
and aesthetics, research questions are formulated to guide the analysis
and interpretation of the subject matter. The main research question
is: In what ways can movement be understood as a shared category
that connects drawing and dance in theoretical and pedagogical
contexts?
Accordingly, the following specific research questions are defined:
1. How does movement manifest in drawing as a visual medium?
2. How does movement manifest in dance as an embodied and
spatial medium?
3. What are the shared dimensions of movement that enable a
comparative interpretation of drawing and dance?
4. What theoretical and pedagogical implications arise from an
interdisciplinary approach to the study of movement?

METHOD

The study is based on a theoretical-analytical and comparative
approach, which involves the examination of relevant scientific and
professional literature in the fields of visual arts, dance studies, and
aesthetics. The analysis focuses on works in which movement is
considered as both an artistic and analytical category, as well as on
those that indicate the possibilities of connecting drawing and dance
within theoretical and pedagogical contexts.
The analysis was conducted through several phases:

1. Identification of key concepts defining movement

2. Identification of indicators of movement in drawing and dance

3. Comparative analysis of these indicators

4. Interpretative synthesis of the shared dimensions of movement.
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RESULTS

The results of the analysis of relevant scientific and professional
literature indicate that movement in art manifests as a complex
category encompassing visual, embodied, and spatial relations. The
following section presents the key dimensions of movement in
drawing and dance and their significance for an interdisciplinary
understanding of artistic expression.

Theoretical definition of movement in art

Movement in art cannot be limited to physical motion. It may be
visible, implied, structurally present, or emotionally suggested. In the
visual arts, movement is often realized through the direction of the
line, the arrangement of masses, the relationship between light and
dark, the rhythm of repetition, or the dynamics of composition. For
this reason, movement may be present even when a work appears
static. In this sense, dynamism is not necessarily the result of actual
motion, but often emerges from the relationships established within
the form itself.

Arnheim demonstrated that visual perception is not a passive
reception of forms, but an active process of perceiving centers of
gravity, tension, direction, and balance. A line is not read merely as the
boundary of a form, but as a carrier of energy and internal movement
within the form (Arnheim, 2004). From this perspective, movement in
drawing does not appear as a mechanical record of the body, but as a
visual relation that contains rhythm, transition, and tension. This is
particularly important for this study, as such an understanding of
drawing opens the possibility for its dialogue with dance.

In dance, movement represents the primary structural element. It is
not a secondary component, but the very content of the artistic act.
Dance exists in time, is realized in space, and carries an internal
organization of energy, tempo, effort, and expression. In this sense,
movement in dance simultaneously performs both a formal and a
semantic function. Brannigan emphasizes that contemporary artistic
practices demonstrate how dance enters the domain of visual culture
and contemporary art, where the body and movement become
carriers of both conceptual and material layers of the work
(Brannigan, 2023). This allows movement to be understood not
merely as a stage phenomenon, but as a broader artistic field.
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Therefore, movement in art should be understood as a multilayered
category. It is simultaneously a bodily act, a visual sign, a spatial
relation, a temporal flow, and an aesthetic structure. Such an
understanding enables its interdisciplinary study, as it shows that
different media do not appropriate movement, but rather continually
reshape it through their own expressive means.

Drawing as a visual interpretation of movement

Drawing occupies a specific position in the interpretation of
movement, as it enables the translation of transient motion into line,
form, and trace. While painting more often aspires toward a stable
visual whole, drawing maintains a close connection with process.
Within it, one can observe the movement of the hand, the speed of the
stroke, interruption, hesitation, emphasis, and direction. For this reason,
drawing represents one of the most suitable media for the examination
of movement. It is not merely a tool for recording, but also a space in
which movement is conceptualized, analyzed, and reorganized.

Figure 1. Dancer, c. 1877
Note. Degas, E. Wikimedia Commons. Public domain.

In the work of Liselotte Vroman, it is emphasized that drawing can
function as a means of understanding embodied spatial experience. The
body, space, and movement do not appear as separate elements, but as
parts of a unified process in which the line follows the experience of
movement and space (Vroman, 2023). This insight is significant because it
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demonstrates that drawing is not merely a representation of the visible,
but a procedure that enters into the very structure of experience.

Tuire Colliander advances this perspective by demonstrating that
drawing and dance can generate one another. A line may serve as a
stimulus for bodily movement, while bodily movement can leave a
graphic trace that becomes a new visual whole. In this way, drawing is not
a subsequent description of dance, but an integral part of its
understanding and continuation within another medium (Colliander,
2024). Of particular importance is the claim that the line can become a
map or trajectory of movement, thereby bringing drawing closer to
choreographic thinking.

From this, it follows that drawing has a dual value in the study of
movement. On the one hand, it records movement and renders it visible.
On the other, it initiates new interpretations, as it reveals the structure of
movement that may not always be perceived in direct performance.
Drawing, therefore, does not arrest movement, but translates it into
another form of duration.

Figure 2. Drawing, Dancing Figures, 1882-1883
Note. Wikimedia Commons. Public domain.
Dance as a bodily and spatial expression

Dance is an art form in which the body becomes the central means of
shaping space, time, and rhythm. Its specificity lies in the fact that the
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work is realized in the very act of performance. For this reason,

movement in dance is not represented, but directly enacted. It does not
exist outside the body, but within it, in its relationships with space, tempo,
and other bodies. This makes dance an art form in which movement
simultaneously carries formal, expressive, and communicative value.

In the work of Vera Maletic, movement is analyzed through the concepts
of body, space, effort, and expression. This approach provides a solid
conceptual framework for the analysis of dance, as it shows that every
movement can be understood through direction, weight, tempo, duration,
and internal quality (Maletic, 1987). In this way, dance movement ceases
to be something indeterminate and transient and becomes an organized
system of relations.

Brannigan emphasizes that in contemporary art, dance functions both as
a concept and as material. The body is not reducible to the role of
performer in a narrow sense, but becomes the center of the visual, spatial,
and conceptual organization of the work (Brannigan, 2023). This
perspective is important for this study, as it indicates that dance should
also be interpreted in relation to visual media.

Dance, therefore, is not opposed to the visual. It represents an embodied
form of visual thinking. In dance, the body constructs lines, axes,
relationships, and rhythmic structures. For this reason, dance movement
can be closely related to drawing, which captures these same
relationships through different means.

Figure 3. Ballet dancer and powder
Note. Unsplash. CCO 1.0 license.
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The relationship between drawing and dance in an
interdisciplinary approach

An interdisciplinary approach implies that artistic disciplines are not
viewed as closed systems. When drawing and dance are brought into
relation, the result is not a mechanical combination of two media, but
the emergence of a new field in which movement becomes a shared
subject of inquiry. Within this field, neither drawing nor dance loses
its specificity; rather, their possibilities become more clearly
articulated through their mutual interaction.

In her doctoral dissertation, Rossella Emanuele demonstrates that
dance and choreography can expand the understanding of drawing
beyond paper, line, and surface. Drawing is thus no longer perceived
as a finished product, but as a process, a spatial event, and an
embodied activity (Emanuele, 2024). This perspective is significant
because it allows drawing to be interpreted as a dynamic practice
closely related to dance. Similar approaches can be found in studies
that examine the relationship between the body, trace, and the
visualization of movement. Dance can leave a drawing, and drawing
can stimulate dance. In this transition, neither medium loses its
identity; instead, each acquires a new layer of meaning.
Interdisciplinarity here does not appear as an external linking of
themes, but as an internal affinity between the media themselves.
From this perspective, movement cannot be regarded as the property
of a single discipline. It belongs to both drawing and dance, albeit in
different ways. For this reason, movement can serve as a foundation
for scholarly dialogue between visual and performing arts. This
dialogue is not only significant for art theory, but also for pedagogical
practice, as it encourages a broader understanding of artistic creation.

Schematic representation of the relationship between key concepts in the study of movement

- - -

Figure 4. Schematic representation of the relationship of movement in drawing
and dance

Note. Author’s diagram, created for this study.
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Significance of the interdisciplinary approach in art education

The interdisciplinary study of movement holds particular importance
for education, especially in contexts that aim to integrate visual,
embodied, and creative experience. When movement is examined
through both drawing and dance, students gain a broader
understanding of the relationships between body, space, rhythm, and
form. Such an approach prevents visual analysis from being limited to
static forms and ensures that bodily expression is not reduced to mere
performance. Drawing enables the analysis, observation, and
conceptualization of movement. Dance enables the experience,
experimentation, and shaping of movement through the body.
Together, they foster a more comprehensive engagement with the
artistic process.

The scientific value of this approach lies in expanding the conceptual
framework within which movement is studied, while its pedagogical
value lies in creating opportunities for integrated learning, creation,
and interpretation. This is precisely where the significance of this
study for contemporary art and higher education is situated.

DISCUSSION

The results of the analysis indicate that movement in art can be
understood as a complex category that connects visual and embodied
expression. In drawing, movement manifests through line,
composition, and the dynamics of form, while in dance it is realized
through the body, space, and the temporal organization of movement.
Although they belong to different media, drawing and dance
demonstrate numerous structural and expressive affinities that enable
their interdisciplinary interpretation. This wunderstanding of
movement aligns with the position developed by Arnheim (2004),
who emphasized that visual form is not static, but contains an internal
dynamic of relationships, tension, and balance.

The findings suggest that movement should not be regarded as a
property of a single artistic discipline, but as a shared foundation of
different forms of artistic expression. Drawing and dance should
therefore not be viewed as opposing media, but as complementary
modes of shaping movement. Within this relationship, movement
becomes a medium of dialogue between visual and performing arts.
Contemporary artistic practices, as discussed by Brannigan (2023),
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show that the body in dance increasingly functions as a visual and
conceptual element of the artwork, while Colliander (2024) indicates
that the line in drawing can act as a stimulus for bodily movement,
further bringing these two media into closer relation.

The importance of this approach is also reflected in its capacity to
connect different modes of artistic thinking and expression. An
interdisciplinary understanding of movement contributes to the
expansion of the conceptual framework in which art is studied and
interpreted, as it allows visual and embodied processes to be viewed
as components of a unified creative experience. In this context, Maletic
(1987) demonstrates that every movement can be analyzed through
the categories of space, effort, tempo, and expression, enabling a more
systematic understanding of the relationship between body and form.
These results also carry significant pedagogical implications.
Integrating drawing and dance in teaching practice enables students
to perceive movement as both a visual and an embodied phenomenon.
Such an approach fosters the development of creativity, spatial
thinking, and awareness of the relationship between body and form,
which is of particular importance for contemporary art education. The
importance of embodied experience in the learning process is also
emphasized by Emanuele (2024), who highlights that the
understanding of art deepens when the creative process is approached
as a dynamic and experiential activity.

CONCLUSION

Based on the conducted theoretical-analytical and comparative
analysis, it can be concluded that movement represents one of the key
categories of artistic thinking that connects different forms of visual
and embodied expression. In drawing, movement manifests through
the dynamics of line, composition, and the relationship between form
and space, while in dance it is realized through the body, rhythm, and
the temporal organization of movement. Although they belong to
different media, drawing and dance exhibit numerous structural and
expressive affinities that enable their interdisciplinary interpretation.

The results indicate that movement should not be understood as a
property of a single artistic discipline, but as a shared foundation of
various artistic practices. In this sense, movement can be interpreted
as an analytical category that enables the integration of visual and
embodied experience and the development of a broader conceptual
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framework for understanding the artistic process. Such an

understanding contributes to the advancement of an interdisciplinary
approach to the study of art, as it allows different media to be
perceived as components of a unified system of artistic thinking.

The importance of this approach is particularly evident in the field of
art education. Integrating drawing and dance in teaching practice
enables students to perceive movement as a complex category
encompassing visual, spatial, and embodied relations. This approach
fosters the development of creativity, spatial and visual thinking, as
well as awareness of the role of the body in artistic expression. At the
same time, it contributes to the creation of an integrated educational
environment in which knowledge is acquired through experience,
observation, and creation.

Further research may be directed toward the practical application of
this approach in teaching, as well as toward the development of new
methods that connect visual and performing arts in the processes of
learning and creation.
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YHuBepautet y [IpuiuTrHu ca npuBpeMeHuM ceguiiteM y KocoBckoj Mutposuny,
dakynteT ymMeTHOCTH, 3BeuaH, Cpbuja

INIOKPET KAO MNPEAMET UHTEPAUCHUIIJIMHAPHOT
ITPOYYABAIbA KPO3 HPTEX U IIJIEC

Casxicemak: [lokpem npedcmassea jedHy 00 OCHOBHUX Kamezopuja yMemHu4koz
MUUWL/BEHA U U3PAXcasara U jas/ba ce KAo 3ajedHUYKU eseMeHm pasAuvumux
YMemHUu4Kux JucyunauHa. ¥ caspemMeHuM yMemHuvKuM u nedazowkumM npucmynuma
cee suule ce ykasyje Ha 3Ha4aj UHMepOUCYUNAUHAPHOZ2 pA3yMeearbd nokpemd,
Hapoyumo y o0dHocy usmely eusye/Hux U CYeHcKux ymemuocmu. [loaasehu od
meopujckux ysuda u3 obaacmu eusyeaHux ymemuocmu, cmyouja njieca u ecmemuke,
Yy pady ce pasmampa nokpem Kao 3ajeJHU4KA Kamez20puja Koja nosesyje ypmexc u
nsec. Y okycy aHause Hanasze ce HAy4HU U meopujcku padosu y Kojuma ce nokpem
myma4u Kao yMemuu4ka U aHaJAUMu4kKa Kamez2opuja, Kao U OHU KOju yKasyjy Ha
Moz2yhHOCmU nogesusarba ypmexca U naeca y mMeopujckom U nedazoukom
KoHmekcmy. [loce6Ha nasicrea ycmepeHa je HA UOGHMUPUKOBARE K/YHHUX
JumeH3uja nokpema y 8u3ye/aHOM U Mmes1eCHOM Medujy U Ha FHUX080 KOMNAPAMUBHO
caznedasarse. Pesyamamu auaause nokasyjy da ce nokpem y uypmedsicy ucno/oasa
Kpo3 QUHAMUKY JUHUje, KoMno3uyujy u ooHoc gpopme u npocmopa, dok ce y naecy
ocmeapyje kpo3 meso, pumam U 6PeMEeHCKY Op2aHU3ayujy Kpemarba. YouyeHe cy
6pojHe  3ajeOHUYKe cmpykmypHe U Uu3paxcajHe o00auke Koje omozyhasajy
UHMepouCyYunauHapHo mymadverse oea dea meduja. Iloceban 3Hauaj oeaksoz
npucmyna ozneda ce y 064acmu yMemHUu4ko2 06pasosara, 20e nose3usarbe
8u3ye/qHO2 U mesiecHo2 UcKycmea 00npuUHOCU pa3eojy KpeamusHOCMu, NpoCMopHO2
MUWBEHA U PA3YMEBaHa yMemHUYKoz2 npoyeca. Modce ce 3akayvumu da nokpem
npedcmas./ba pesesaHmMHy meopujckKy 0CHo8y 3a UHMepOUCYUNAUHAPHO N0BE3UBAFbE
ypmesxca u njaeca u da makas npucmyn uma 3HAYajHe HAYYHE U nedazouke
uMnAUKayuje 3a cagpemeHo yMemHu4ko 06pazoearse.

KmyuHe peuu: nokpem, ypmeoic, njiec, UHmepoucyunauHapHu npucmyn, yMemuu4yko
obpazosarse.
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