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Ancrpakr

[ojmoBY eKcnpecuja, eKCIPECUBHOCT U eKCIPeCHOHU3aM
npefCTaBsbajy KibyuHe TepMUHE Ha KOjUMa je 3aCHOBaHO
(aBPeMeH0 apXMTEKTOHCKO M YMETHUYKO CTBapanaLiTso. Mako
(e paJy 0 CYLUTMHCKUM eCTETCKUM KaTeropujama, Tymauetrbe
OBUIX N0jMOBA je HejacHo AedUHICAHO Y HAYYHUM 1 TEOPUjCKUM
TekcToBMMA. Kaja ce nomutbe TepMUH eKCIpecoHm3am,
HajueLLfie ce MUCAIM Ha CTUNCKY NpaBaL} y apXUTEKTYpH U
YMETHOCTMMA KOju je HaCcTao 1 Tpajao noueTkom XX Beka y
ceBepHoj EBponu (moce6Ho y Hemaukoj n XonaHguju), Ko kora
Cy CTBapaoLy UCKPUBIbaBanyl CTBAPHOCT KPO3 NpeTepuBatLe i
eHepruyHe noTe3e, a (Be (a LLWbeM 13paxaBatba YHYTpaLlbuX
BU3uja, uaeja unu emoumja. Mehytum, capemere Teopujcke
pacripaBe y yMeTHOCTUMA U apXUTEKTYpU YKa3yjy Ha NojaBHOCT
eKCPecuoHM3Ma 1y Apyriim BpeMeHCKUM nepruoanma u
KOHTEKCTUMA. OCHOBHU LIW/b TEKCTa je KpUTUYUKN ANCKYPC
Mehyo[iHOCa eCTeTCKX KaTeropuja ekcnpecuje, eKCnpecuBHOCTH
1 eKCIPeCUOHM3MA, NPeNCTIUTUBAkbE HIXOBOT MECTa U ynore

y CUCTeMy BU3YENHOT U3PaXkaBatba, Kao 1 NpoBepa nonaste
XUNOTe3e Y UCTPaXKMBakby N0 K0joj je eKcnpecuoHu3am

Y apXUTEKTYpU pafiuKasHa cTBapanayka TeHaeHumja ca
N3paxkeHUM KONepUUHO-CaHTBUHUYHIM KapaKTepucTUkama.

KrbyuHe peun: excnpecuoru3am, excnpecuja, excnpecugHocm,
BU3YENIHU U3pa3, APXUMEKMypd, yMemHocm

XPRESSIONISM AS THE RADICAL CREATIVE
TENDENCY IN ARCHITECTURE

Summary

The concepts of expression, expressiveness and expressionism
present the key terms on which contemporary architectural
and artistic works are based. Although these are essential
esthetic categories, the explanations of these concepts are not
clearly defined in scientific and theoretical texts. When the
term expressionism is mentioned, it often implies the stylistic
direction in architecture and the arts, which was created and
lasted until the beginning of the XX century in northern Europe
(especially in Germany and the Netherlands), and in which the
artists have twisted the reality with exaggerated and energetic
strokes to express their inner visions, ideas or emotions.
However, contemporary theoretical discussions in the arts and
architecture point to the manifestation of expressionism in
other periods and contexts as well. The basic aim of the text is a
critical discourse of interrelations among esthetic categories of
expression, expressiveness and expressionism; reexamination
of their positions and roles in the system of visual expression,
as well as the examination of the starting hypothesis in
research, according to which expressionism in architecture is

a radical creative tendency with distinctive choleric-sanguine
characteristics.

Key words: expressionism, expression, expressiveness, visual
expression, architecture, art.
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YBop

CpeanHom XX Beka ymeTHuuku Kputuuyap Xepbept Pug
(Herbert Read) noctaBwo je Te3y no Kojoj je yMeTHOCT u3pa3
oceharba MOjefuHUX (Tarba WHTYWUMje, Nepuenuuje wnu
emouuje nojeanHua. Mpoaybbyjyhin By Tesy y CBOjUM AenMa,
OH M3HOCU CMefy TBPAIY MO KOjoj peanu3am, uaeanusam u
eKCNpecuoHM3am HUcy nocebHU npasuin y ymeTHocTy, Beh
NpefcTaBsbajy CTanHe 0CHOBHE YNHUOLIE Y CBUM YMETHOCTUMA
(Read, 1957). CraBoBm X. Puga npyxxunu cy moryhHocT aa ce
npeucnuTajy focafalitba Tymauewa MOjeAVHUX CTUACKUX
npaBaua 1 GeHoMeHa Yy apxuTeKTypu U ymeTHoCTUMA. [la 61
ce (GeHOMeH eKCnpecMoHNCTYKOT CTBapanallTBa nocTaBuo y
0froBapajyfin KOHTEKCT 11 Aa 61 ce pasymena HeroBa CyLUITUHA,
HEONXO4HO je MNpPeTXOAHO PasMOTPUTU ONILTE  ecTeTCKe
KaTeropuje Kojuma oH npunaga, Tj. eKCnpecujy u eKcrnpecuBHOCT.

Kcnpecnja

OcHoBHM mpobnem y KPUTWYKOj aHANM3M  TEOPWjCKUX
WHTEpMpeTaLmja nojMa ekcnpecwja je y Tome WTo Ce y
pa3nuuuTiM 061aCTIIMa Hayke 11 YMETHOCTM Nojam ekcnpecuje
KOpUCTW Ha pasnmuute HauuHe. [of nojmom ekcnpecuje
Hajuewhe ce Hanase cnefeha Tymauerba: 1) akTUBHOCT Wnu
HauuH TpaHchopmIcatba naejay peun; 2) uckasuBarbe emouja,
ocehiatba 1 Cn.; 3) NpeHoLLebe emoLja nyTeM My3UKe, ClIKe
n cn.; 4) u3pas Ha MLy Koju yKasyje Ha pacnonoxerse unm
emoumjy; 5) u36op peun, dpasa, CUHTaKCH, UHTOHALMje 1 CN.
y KOMyHUUMparby; 6) oppeheHa ¢pasa Koja ce yobuuajeHo
KOpUCTY Jia 611 Ce MCKa3ano HewTo u Ap. Y Hajlumpem cmucny,
nojam eKcnpecuje ce 04HOCK Ha aKTUBHOCT Koja ce npefy3uma
a oppeheHom Hamepom. Mehytum, ca kojum uubem ce
HewTo »enu u3pasuTi, 3aucuhe op obnactu y Kojoj ce
TepMUH npumetbyje. bpanko TowoBuh y cBom unaHky Aaje
npernes npuMeHe nojMa ekcnpecuja y pasnuunuTUm HayuHuM 1
ymeTHIYKIM obnactuma (Towosmh, 2004):

Introduction

By the mid-20th century, the art critic Herbert Read set the
thesis by which art is the emotional expression of certain states
of intuition, perception or emotion of an individual. By further
analyzing this thesis in his works, he makes a bold statement
by which realism, idealism and expressionism are not separate
movements in art, but represent constant basic factors in all
the arts (Read, 1957). The opinions of H. Read have enabled
the reexamination of previous interpretations of certain stylistic
directions and phenomena in architecture and the arts. To place
the phenomenon of expressionistic creativity into an appropriate
context and to understand its essence, it is necessary to analyze
beforehand the general esthetic categories to which it belongs,
i.e., expression and expressiveness.

Xpression

The main problem in the critical analysis of the theoretical
interpretations of the concept of expression lies in the fact that
the concept of expression is used in different ways in different
fields of science and art. Regarding the concept of expression,
the following interpretations can often be found: 1) an activity
or way of transforming an idea into words; 2) showing emotions,
feelings etc; 3) conveying emotions by way of music, images etc;
4) facial expression showing mood or emotion; 5) choice of words,
phrases, syntax, intonation etc., in communication; 6) a specific
phrase commonly used to express something etc. In the widest
sense, the concept of expression refers to the activity undertaken
with a specific intention. However, what is the aim of expressing
something will depend on the field in which the term is used. In
his article, bpako Towwosuh gives an overview of the applications
of the concept of expression in different scientific and artistic
fields (Towosuh, 2004.):

o6nact npumene

apXUTEKTYPa, IMKOBHA YMETHOCT 1 BajapCTBO
KHbUKEBHOCT, IMHTBUCTUKA

M030PULLHA, NNeCHA U GUAMCKA YMETHOCT
ecTeTKa, punozoduja

necvxonoriuja

reHeTIKa, MeANLMHa, broxemuja ...

Tab 1.
Mpumena nojma ekcnpecuja y o6nactuma Hayke 1 ymeTHOCTH

Tymayewe / UHTepnpeTaunja

U3paxaBake MUCTY 1 ocefiarba MyTem NPOCTOPHUX, 06NIMKOBHUX U IMKOBHUX CPEACTaBA.
HauvH UK Gopma MyTem Kojux ce MUCII 3paxaBajy peunma.

13paxkaBatbe eMOLMOHAHIX CTatba MyTeM NOKPeTa Tena i MUMIKOM L.

jaunHa Mcka3uBaHa eMOLMOHANHOT CaZipaja, PV Yemy je OH jacaH, yneyatibuiB v MuaH.
BepbanHo/HeBep6anHo NoHalLatbe Koje HacTaje nof yTuLajem oapeleHe emouuje.
TIPOLieC KOjUM Ce MH(OpMaLIVje U3 reHa KopucTe y Guoxemuju.

Field of application

architecture, visual arts and sculpture
literature, linguistics

theater, dance and film arts
esthetics, philosophy

psychology

genetics, medicine, biochemistry...

Table 1.
Use of the concept “expression” in the field of science and arts.

rendition / interpretation

expressing thoughts and feelings with spatial, formative and visual means.
manner and form by which thoughts are expressed in words.

expressing emotional states by body gestures and facial mimics.

intensity of expressing emotional content, which is clear, striking and personal
verbal/non-verbal behavior caused by a specific emotion.

process in which information from genes is used in biochemistry.

1:)
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Kapa ce o ekcnpecuju rogopy y obnactuma ecteTuke 1 Teopuje
YMETHOCTH, 3HauajHo je HeecTu cTaBoBe b. Kpouea (Benedeto
(roce), P. Benunrepa (Regina Wenninger), P. I. Konunrsyaa
(Robin George Collingwood) u LI. lunsopta (John Dilworth). b.
Kpoue, kana roBopu 0 yMeTHOCTH, He npaBu pasanky usmehy
ekcnpecuje M ymeTHocTw, Beh Kaxe Aa je y OCHOBM (Bake
YMETHUUKe eKCmpecuje WHTYMuMja Kao ayTeHTUYaH 061K
YMETHUYKOT Ca3Hatba. 1o 1heroBom MulLbery, Hemoryhe je y
NpoLiecy ca3Harba OABOJUTU UHTYULM]Y 04 eKcnpecuje. JefHa ce
nojaBrbyje y UCTOM TPEHYTKY Kaja U Apyra, UCTO UM je BpeMme,
UCTM UM je npouec, jep Hucy Agoje Beh jenHo.' P. BeHuurep
(MaTpa Aa YMeTHUK, KaZa W3paxaBa HaulH Ha Koju W Kako
MOCMaTPa CBET, TO UNHY CMOHTAHO U HenocpeaHo. HenocpeHa
penaumja u3mehy ymeTHMKa W Herosor ctuna obyxeata Aga
acneKTa: NPBO — CTI HUje HeLLTO HayyeHo, ApYro — MMYHN CTUN
je HewwTo Ha LUTa je YMETHUK Ha HeKM HauMH,,Cnen” unu vera Huje
cgectaH.? 3a P.T. KonuHreyaa ekcnpecuja je HecBecHa ymeTHIUKa
AKTUBHOCT U3paxaBarba 3a Kojy He Moxe 6uti TexHuke. OH
(MaTpa Ja je ocoba Koja Kaxe Aa U3paxaBa emouujy (BecHa
Ja emouujy AOXWB/baBa anu Huje (BecHa Kaksy. (BecHa je
y36yherba koje oceha fja e Aewasa y woj, anu Huje cUrypHa
KakBe je npupoge. [lok je y 0BOM CTatby, CBe LUTO MOXe [ia Kaxe
0 (BOjum emouujama je: ,Oceham, anu He 3Ham LwTa oceham”.
13 oBor cTarba OHa U3na3u YnHehin HewWTo WTo MU 30BEMO
uspaxasaree. Kputukyjyhn Konunrsygose craBose, L. Junsopt
U3HOCW KOHTpaTe3y No Kojoj NnojaM ekcnpecuje Huje afiekBataH
3a npoLiec yMeTHUYKOr cTBapanaLuTea. OH cmaTpa Aa je KibyuHu
dakTop y 06HOBU (Mucnehin Ha nojam ekcnpecuje), 3ameHa
nojma ,u3pa3” nojMmom ,uHTepnpetaumja”. OHO WTO yMETHULN
(TBApHO YMHE je UHTEPNpPETUPatbE, @ He U3paXkaBatbe (BOjUX
MOYETHUX eMOLMja, 1 TO UMHE Ha KpeaTUBHE HaulHe Koju Mory
JaneKo fia npeBasuhy wuxoBe noyeTHe MMmynce.!

Mocmatpajyhin ca cTaHoBULLTA MKOBHMX yMeTHOCTH . K. Apran
(Julio Carlo Argan) y cBojoj kibu3u ModepHa ymemHocm 1770~
1970-2000. w3Hocn Buheroe, No KoMe je ,eKCnpeckja oHO LWTO
je cynpotHo umnpecuju”. Umnpecuja kpehe og ,cnomba npema
YHYTpa', peanHocT (objekat) yTuckyje ce y ceect (cybjekar).
Ekcnpecuja kpehie y cynpoTHom npaBuy, ,04 YHYTpa npema
cnosba’, cybjekat je Taj Koju ucTuckyje objekat.’ ApraHoBo

TyMauerbe yKkasyje Ha akTUBHOCT (TBapaoua, Koja e mpeay3uma
C UM/beM aKuuje mpema OKpyXery y3 C1060fHO McKasuBatbe
MUCY, XTea AN eMoLvja TOKOM CTBapatba YMETHUUKOT dena. Y
ApraHoBoj hopmynaLmju akLieHaT je NpBEHCTBEHO Ha CynpomHocmu
nojmMoea excnpecuja  umMnpecuja, \WTO Ce YjenHo jaB/ba U Kao
jeaHa of OCHOBHUX pa3finka Kafa ce mopede YMETHUYKI NpaBLy
UMMpecoHn3am 1 ekcnpecoHusam, Kpajem XIX u nouetkom XX
BeKa. Takoje, y nuTakby je 08HOC,CybjeKTa npema objekTy” 1 To Kao
GKMUBHOCM, G He Kao KapakmepHa 0co6uHd, Koja 61 morna fa ce
TyMauw Kao ,eKCnpecuBHO (BOjCTBO” 06jeKTa.

lIl. PobuHcon (Jenefer Robinson) y unauky Excnpecuja u
eKCNPecusHocm y yMemHOCMU Kaxe fJa je eKcnpecuja Bup
noHaLLakba, Koje: 1) ce 0iHOCK Ha HEeKOra Ko J0XUB/baBa emoLiyje,
2) MmaHudecTyje unn OTKpUBA eMOLMje HA TakaB HauMH fa U
ApYru Jbyau Mory fa onase emouuje y noHawary. Ekcnpecuja je
Y OCHOBY HELUTO LUTO aKTepu WM 3aMULLTbEHU aKTepu (MUCN
(e Ha YMeTHUKe, HapaTope WNK KapakTepe — NMKOBe) YnHe (Man
je 3amMuwWbeHo Aa UMHe). YMETHULUM MOXJa He MOry yHanpes
3HaTy Kojy fie emoumjy HUX0BO 3aBPLIEHO N0 U3pasuTy, anu
06MuYHO 3Hajy Aa MUwWY necmy WK CTBapajy CIUKY Koja fie Ha
Haj6o/bu HauMH uUCkasaTu tuxoBe emouuje. Takohe, Hamepa
UM je aa u3pase emouuje koje hie 6ut BuaHe unn hie mohn ga
ce uyjy y camom fJeny. MaKo je y nutary yonwTeHo Tymauerbe
nojma, ayTopka yBuha ayanuTeT ekcnpecuje, 1 To Ka0 akTUBHOCT
K0ja MOXe CBeCHO WNK HecBecHo Aa ce 0fBMja, Tj. ca oppeheHnm
UWbeM NpeHolLerba emoLmja Jabe npema OKOAWHK, uin 6e3
TeHfeHLVja fa Ce HanpaBi UKaKBa UHTEPaKLMja Ca OKONMHOM.

Kputukum BpeiHoOBakbeM CTaBOBa 113 MPETXOAHNX 1CKA3a, MOXeE
(e 3aK/byunTIN Ja je ekcnpecuja ONLLTA ecTeTcka Kateropuja Koja
noapasymeBa (BeCHY WM HeCBECHY aKTUBHOCT (TBapaoua, v Aa
(e 0fiBUja C LWbEM jaCHOT 11 ayTEHTUYHOT U3paXkaBarba MUCIK,
emoumja unu oceharba npema objekTuma y okpyxetby. [lakne,
eKcrpecuja npefcTaB/ba CBOjeBPCTaH Mpeno3HaTbue o6pasal
u3paxasarba MUCK, emounja 1 ocefarba, 3a Koju je HeONXOAHO
Ja Ce MOHOBM BULLE MyTa Kako 6w ce mMorao Ha3BaT INYHOM
eKcnpecujom jeaHor cTBapaoua. Mehy nosHate ceeTcke cTBapaoe,
Koju MMajy GopmupaHy NUYHY ekcnpecujy (ayTeHTuaH u3pas),
mory ce cgpctatu: 0. 0. Tepw, [I. lubeckunp, 3. Xagua, M. bota, C.
Kanatpasa, T. Augo, Tum CAHAA n apyru.

! Kpoue. EcTeTika, Kao Hayka 0 u3pasy 1 onwuTa nuHrBncTvka. (1934)
2 Wenninger. Individual Style after the End of Art. (2005), pp. 105-115.
3 Collingwood. The Principles of Art. (1958), pp. 109-111.

* Dilworth. Artistic Expression and Interpretation. (2004), pp. 10-28.

5 Apra. MopepHa ymeTHoct 1770-1970-2000. (1970). cTp. 184.

6 Robinson. Expression and expressiveness in art. (2007), p. 19-41.

Cn. 1.

EkcnpecuoHucTuyky uspas apx. flaHujena Jinbeckunpga —
NPOXKMMAatbe OWITPOYINUX U HAKPUBIbEHNX aPXUTEKTOHCKUX Gopmu
Fig. 1.

Expressionistic manifestation by architect Daniel Libeskind -
infusion of sharp-angled and tilted architectural forms.



Hophe Anupesuhi, AY34/2012/ctpana 14-27/EkcnpecuoHn3am Kao pagukanHa CTBapanayka TeHAeHLVja y apxuTeKTypu

Speaking of expression in the fields of esthetics and art theory,
it is important to give the opinions of: Benedeto Croce, Regina
Wenninger, Robin George Collingwood, and John Dilworth.
Speaking of art, B. Croce makes no difference between expression
and art, but tells that in the basis of every artistic expression is
intuition as an authentic form of artistic knowledge. According
to him, it is impossible to separate intuition from expression in
the learning process. The former appears simultaneously with
the latter; in the same period and the same process, because
they are not two, but one.'R. Wenninger believes that the artists
when expressing their way in which and how they observe the
world, they do it spontaneously and directly. A direct relation
between the artist and his style involves two aspects: firstly, style
is not something learnt; secondly, personal style is something to
which the artist is in some way “blind” or unaware of“.? For R.G.
Collingwood, expression is an unconscious artistic activity of
expressing for which there can be no technique.?He believes that
when a person says that they are expressing an emotion, they are
conscious of their experiencing of emotion, but not conscious of
what kind of emotion is in question. This person is aware of the
excitement they are feeling, but not sure of its nature. While in
this state, all that they can tell of their emotions is: “| feel, but
| do not know what | feel.” They exit from this state by doing
something known to us as expressing. In criticizing Collingwood's
views, J. Dilworth offers a counter-thesis by which the concept of
expression is not adequate for the process of artistic creation. He
considers the key factor in the revival (considering the concept of
expression) to be the substitution of the concept “expression” with
the concept “interpretation”. What artists really do is interpreting,
not expressing their original emotions and they do it in creative
ways that can by far exceed their initial impulses.*

From the viewpoint of visual arts, in his book “ModepHa
ymemHocm 1770-1970-20007 Julio Carlo Argan presents his
opinion, according to which “expression is that opposite to
impression”. Impression moves from “the outer towards the
inner world”; reality (object) is imprinted into the consciousness
(subject). Expression moves into the opposite direction, “from
the inner towards the outer world’, the subject supersedes the
object.’ Argan’s interpretation points to the artist’s activity, which
is undertaken in an action towards the surroundings, with a free
expression of thought, will or emotion during the creation of a
work of art. In Argan’s formulation, the emphasis is primarily on
the antithesis of the concepts of expression and impression, which
is at the same time one of the main differences, when comparing
the artistic movements of Impressionism and Expressionism
at the end of XIX and the beginning of XX century. The relation
Lsubject versus object“is also in question, as an activity, not
as a characteristic, which can be understood as an ,expressive
property“of the object.

Jenefer Robinson, in the article “Expression and expressiveness in
art; states that expression is a form of behavior, which: 1)refers
to someone who is experiencing emotions, and 2)manifesting
or revealing emotions in a way that others can notice their
emotions in their behavior. Expression is basically something
which protagonists or imaginary protagonists (having in mind
artists, narrators or characters) do (or what is imagined that they
do). Artists may not be able to know beforehand which emotion
their finished work will express, but they usually know that they
are writing a poem or creating a picture that will express their
emotions in the best possible way. Their intention is also to
express emotions that will be visible or that can be heard in the
artistic work” itself.* Although this is a general interpretation of
the concept, the author realizes the duality of expression, as an
activity that can be consciously and unconsciously taking place,
i.e., with a specific aim of conveying emotions further towards the
surroundings, or without any tendencies in making any kind of
interaction with the surroundings.

With a critical evaluation of opinions from the above-mentioned
statements, it can be concluded that expression is a general
esthetic category that implies a conscious and unconscious
activity of the artist and it takes place with the aim of a clear and
authentic expression of thought, emotion or feelings towards
the objects in the surroundings. Thereby, expression represents
a unique, recognizable pattern of expressing thought, emotion
and feeling, which needs to be repeated several times in order to
be called a personal expression of one artist. Among well-known
global artists, who have a formed personal expression (authentic
expression), can be listed: F.0.Gehry, D. Libeskind, Z. Hadid, M.
Botta, S. Calatrava, T. Ando, team SANAA and others.

Kpoue. Ecmemuka, kao Hayka o u3pasy u onwma nuHegucmuka. (1934)
Wenninger. Individual Style after the End of Art. (2005), p.105-115.
Collingwood. The Principles of Art. (1958), p.109-111.

Dilworth. Artistic Expression and Interpretation. (2004), p.10-28.
Apran. Modepra ymemrocm 1770-1970-2000. (1970). cTp.184.
Robinson. Expression and expressiveness in art’. (2007), p.19-41.
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KcnpemBHOCT

Mojam ekcnpecuBHOCTM ce BpNo yecto nouctoehyje ca nojmom exkcnpecuje. YKonmko
Ce Nojam eKcnpecuje TyMaun NPBEHCTBEHO Ko aKTMBHOCT Unu 06pasall, oHAa by nojam
eKCnpecuBHOCTU MOAPa3yMeBao (BOjCTBO 06jekTa. Y (BOM unaHky ExcnpecusHocm,
b. Towosuh peduHMwe ekcNpecMBHOCT Kao KaTeropujy CTUAUCTUKE, TUHTBUCTUKe,
KHbIXKEBHOCTY, YMETHOCTH, eCTETUKe, IOTIKe, NCUXONOrUje U reHeTUKe, Koja Ha je3MUYKOM
nnaHy o6byxBaTa GopmasnHe, CeMaHTIUKe, GYHKLIMOHANHE 1 KaTeropujanHe jeauHuue y
FUXOBUM XOMOTEHUM UM XeTeporeHMM OAHOCUMA, a KOje ofpaxaBajy M M3paxasajy
(BOjeBPCTaH Cy6jeKTUBHM, eMOLIMOHANHI U/WUNK eCTeTU3MPaHK oAHOC A (Towwmbaova,
ayTopa, roBopHor nuua) npema b (npumaouy, peunnujenty) unu Ll (npeamery, cappxajy
nopyke).” llog nojMom eKkcnpecMBHOCTH OH NojpasymeBa CBOjCTBO WK CKYN 0CO6MHa,
Koje oapaxaBajy cneuuduyaH ofHOC MOLWWbAoLA Npema NpUMaoLy WM npesmery.
Jlo canymor 3akmbyuka gonasu u 1. PobuHCOH Kaja npaBu UCK/bYUUBY AUCTUHKLM]Y
u3mely nojmoBa ekcnpecuje 1 ekcnpecuBHOCTU. o EHOM MULLbELY, ekcpecija je
penaumja u3mehy ymeTHuuKor fiena (u3pasa) u ocobe Koja e u3paxasa, Koja je unu
ayTop MK 3aMULLbEHM aKTep, HapaTop WK KapakTep (nuk u3 aena). Hacynpot Tome,
eKkcnpecuBHOCT je penauuja uamehy u3pasa u nybnuke ca Kojom aytop mocpesHo
KomyHuLMpa.?

eKcnpecuja  eKcnpecuBHOCT

OSos

TyMauetbe eKCpecMBHOCTI KaJa Kaxke J1a je YMETHOCT Jbyficka aKTMBHOCT Koja Ce ornefia
y TOMe LUTO NojeAnHaL| CBECHO, NOCPeACTBOM oapeleHMX CnosballHNX 3HAaKOBa, ApyriMa
npeHock ocehatba Koje je NpoXIBED, TaKO Aa Ce 1 OHM 3apa3e TUM ocehiatbiMa 1 NpoXkmBe
ux.’ Kputukyjyfin Tonctojes ctas, I. [pejam (Gordon Graham), usHom muwbere o
eKCnpecuBIU3MY, Kao rMeguLuTy No KOMe yMeTHUUKa fiena 04apaBajy emoLyje, a Hucy
0ANCTa 3pa3 emouuja. OH Kaxe a ce 3 CBAKO YMETHUYKO AieN10 Moxe TBpauTY: 1) Aa je
MOBOJ 3a HacTaHaK iena buno Heko eMOLMOHANHO UCKYCTBO, 2) Aa je HeroBa peLentmja
CTBOPUNA emouujy Kop nybnuke, a 4a npu Tom, 3) MNaK Huje TauHo Aa je emouuja buna
CaApaj A0TUYHOT Aiena. EKcnpecBrcTivKa TeOpHja y YMETHOCTM MCTUYE A aKO Ce jeJHOM
YMETHIYKOM Jieny Moxe npunucatin oapeheHo ocehatbe, OHAa je To Aeno u3pas Tor
ocehatba, a pa3ymeBatbe fiena ce CBOAN Ha 0cobeHo Npeno3HaBatbe AOTUYHOT oceharba.™

(raB I. Tpejema yka3yje Ha 0CHOBHY pa3nuky U3mehy ekcnpecuje kao (BojeBpCHOT 06-
pacua nyTem Kora e eKCTepHM3yje NCUXOMOLLKM CKNON CTBApaoLa, 1 eKCpecuBHOCTH

Kao CKyna KapakTepucTuka MojeMHAuYHMX OCTBapetha (TBApaoLa, KOja (& MOTY

[OXMBIbABATU 11 TYMauUTI Ha PasfinuuTe HauMHe, a Aa Jena npu Tom He Mopajy ouTi
rOTOBO HU y KaKBOj IMPEKTHOj BE3I €@ MCUXOM U TeMnepaMeHToM cTapaoua. [la nu fie
jeZHO apXMTEKTOHCKO AeN0 GUTH JOXMBILEHO W OKAPaKTEPUCaHO Ha oppefieHn HauuH,
Tj. kakBe fie My ce 0cobUHe NPUNMKOM JOXKUBIbaja Npunucaty, 3asucufie y MHOro yemy
1 0ff NCUXOQU3MYKOT CTakba, Nepuenuyuje 1 aQMHUTETA NOCMATPaya, LTO NPBEHCTBEHO
MpeACTaB/ba 06NacT UCTPaXKUBakbA NCUXONOUje YMETHOCTH.

3HavajHI pe3ynTaTy Ha NoJbY eMNMPH]CKOT UCTPAXUBAtba eKCNPECMBHOCTU Y apXUTEKTYpU
NOCTUTHYTY Cy y ucTpaxuBary C. Mapkosuhia u T Andupesuha,y kome je KOHCTaTOBaHO
[1a NOCTOje YeTMPK OCHOBHE KaTeropuje eKCMPeCUBHOCTH, Kao 1 Aa ce Koa Hajsefier 6poja
UCMTAHWKA OHe Monapusyjy y ABe AvjaMeTpanHo pasnuuute BU3yenHe Kateropuje,
Koje Cy Y UCTpaXKMBakby PafHO Ha3BaHe ,KONEPUYHO-CAHTBUHUUHA" U ,dRermaTuuHo-
MENaHX0NMYHa" eKCpecuBHOCT.”? Peyntati OBOr MCTpauBatba €y 3HauajHu jep
yKasyjy Aa NOCTOjU BUCOK HUBO CArnacHOCTV UCNUTAHIKA Y NepLUNUpatby U KPUTUUKOj

7

8

9

(n.2.

Ekcnpecuja u ekcnpecuBHOCT

C - Cy6jekar (ymeTHUK)

0 - 06jexar (ymeTHUYKO feno)
M - Nocmatpay (nepumnujent)
Fig. 2.

Expression and expressiveness
C- Subject (artist)

0 - Object (art work)

M- Observer (percipient)

Towosuh. ExcnpecugHocm. (2004),
Tp. 25-61.

Robinson. Expression and
expressiveness in art. (2007), p. 19-41.
Tolstoy. What is art?. (1955), p. 506.
[pajam. Ouno3oduja ymeTHocTu: Y800
y ecmemuky. (2000), ctp. 42.
Mapxkosuh, Angupesuh.

basuyHe dumen3uje doxusswaja
eKCNPeCUBHOCMU APXUMEKMOHCKUX
o6jekama. (2012), ctp. 23.
Andupesuh. BusyenHn uspasy
apxutektypu/Visual Exspression in
Architecture. (2011), p. 3-15.
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Xpressiveness

The concept of expressiveness is very often identified with the
concept of expression. If the concept of expression is primarily
understood as an activity or pattern, then the concept of
expressiveness would imply the property of the object. In his
article “Expressiveness’, B. ToSovi¢ defines expressiveness as
a category of stylistics, linquistics, literature, art, esthetics,
logic, psychology and genetics, which on the linguistic level
includes formal, semantic, functional and categorical units in
their homogenous and heterogeneous relations that reflect
and express a unique subjective, emotional and/or esthetisized
relation between A (sender, author, speaker) and B (addressee,
recipient) or C (subject, message content).” By the concept of
expressiveness he means the property or group of qualities, which
reflect a specific relation between the sender and the recipient
or object. Jenefer Robinson arrives at a similar conclusion when
she makes an absolute distinction between the concepts of
expression and expressiveness. In her opinion, expression is the
relation between an art work (expression) and a person who is
expressing oneself, who is an author or an imaginary protagonist,
narrator or character (character from a work of art). Contrary to
this, expressiveness is a relation between expression and the
public with whom it communicates.?

Leo Tolstoy, in his article “What is Art?” gives a simplified
interpretation of expressiveness when he says that art is a human
activity reflected in the fact that an individual consciously, by
means of specific external signs, conveys to the others the feelings
he/she has experienced, so that they are infected by these feelings
and they experience them.® (riticizing Tolstoy’s stance, Gordon
Graham gives his opinion on expressionism, as a viewpoint
according to which art works resonate emotions, but are not a
real expression of emotion. He says that for every work of art it
can be claimed that: 1) the catalyst for the creation of an art work
is any kind of emotional experience, 2) its reception has created
an emotion with the public, and thereby, 3) still, it is untrue that
the emotion was contained in the mentioned work of art. The
expressionist theory in art emphasizes that if a certain feeling can
be ascribed to one work of art, then that work is an expression of
that feeling, and understanding that work amounts to a specific
recognition of the feeling in question.™

7 Towoswuh. Ekcnpecusrocm’. (2004), ctp.25-61.

8 Robinson. Expression and expressiveness in art. (2007), p.19-41.

* Tolstoy. What is art?. (1955), p. 506.

G. Graham’s view points to the main difference between
expression as a unique pattern by which the psychological
structure of the artist is externalized, and expressiveness as a
group of characteristics of an artist’s individual creations, which
can be experienced and understood in different ways; the works
do not have to be in any direct relation with the psyche and
temperament of the artist. Whether one architectural work will
be experienced and characterized in a certain way, i.e., what kind
of traits will be attributed to it during its experience, will greatly
depend on the psycho-physical state, perception and affinity of
the observer, which primarily belongs to the field of research of
art psychology.

Significant results in the empirical research of expressiveness in
architecture have been achieved in the researches by S.Markovi¢
and Dj. Alfirevi¢," where it was concluded that there are four
basic categories of expressiveness, and most of the examinees
polarize into two diametrically different visual categories,
which have been named in the research as “choleric-sanguine”
and “phlegmatic-melancholic” expressiveness.™ Results of this
research are significant because they show that there is a high
level of consent between the examinees in their perception
and critical evaluation in experiencing the expressiveness of
architectural objects, and that there are generally two antipodes
in architectural creation — the expressionistic and minimalist
tendency. On one hand, there is a group of architectural creations
with a distinctly energetic and aggressive character (mainly
expressionistic and deconstructive objects); while on the other
hand there are reduced and ultimately abstracted solutions
(examples of modernism and minimalism).

Summarizing the given conclusions regarding expressiveness, it
can be said that expressiveness in architecture is a property or
group of attributes of one architectural work, which establish a
specific relation between architectural expression and the users,
i.e., the public with whom the work communicates. It is necessary
to emphasize that expressiveness is not only characteristic of
architectural and art works, but it is in direct relation with natural
forms and other phenomena that can be perceived and which,
by their nature, initiate certain states of emotional alertness and
responses to experienced conditions.

" Tpajam. Qunosoguja ymemrocmu: Y800 y ecmemury. (2000), ctp.42.
" Mapxkosuh, Angupesuh. “basnuHe AUMeH3Mje f0XKMBIbaja eKCPECUBHOCTY

apxuTeKTOHCKMX objekata”. (2012), cTp. 23.

2 Andupesuh. BusyenHu uspas y apxumexmypu/Visual Expression in Architecture.
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KonepuyHo CaHrBUHUYHO

EKCI’IpE(MOHI/BaM

(n. 3.

Monapusaumja ekcnpecuBHUX KaTeropuja y apurekTypu’
Fig. 3.

Polarization of expressive categories in architecture™

eBaflyaumju  JOXUBIbAjA  eKCNPECUBHOCTU  apXUTEKTOHCKUX
objekata, kao M [a reHepanHo nocToje ABAa aHTMNOAa Y
APXMTEKTOHCKOM  (TBapanalutBy — eKCMPecUOHMCTAYKA U
MUHUMANUCTHYKA TeHAeHumja. (a jesHe CTpaHe cy rpynucaxa
APXMTEKTOHCKA OCTBapera (a W3pasuTUM EHepruuHuM 1
arpecMBHUM  KapakTepom (YrnaBHOM eKCMPeCUOHMCTUYKA W
LeKOHCTPYKTMBUCTUYKN 06jeKTH), fOK Ce Ca ipyre CTpaHe Hanase
(BedeHa M [0 KpajHOCTM ancTpaxoBaHa peluetba (npumepu
MOZiepHe 1 MHUMANN3Ma).

PesummparbeM 13N0KeHNX 3aK/byyaka O eKCmpecuBHOCTH,
MOXe (e KOHCTAaToBaTW [a je eKCMPecuBHOCT Y apXUTEKTypi
(BOjCTBO MW CKyN 0COOUHA jeSHOT apXMTEKTOHCKOT fiena, Koje
yCNoCTaB/bajy CreunduuHy penaumjy usmehy apxutekToHckor
13pasa 1 KOpUCHUKA, Tj. NybNMKe ca KOjoM Aeno KOMyHULMpa.
HeonxoaHo je HarnacuTv Aa eKCNpecuMBHOCT HUje Camo Ckyn
KapaKTepuCTUKa apXuUTEKTOHCKIX 1 YMeTHUYKUX Aena, Beh je y
[AMPEKTHOj Be31 ca npupoaHUM Gopmama u apyriam peHomeHma
KOju ce Mory nepuunupatii, a Koju no CB0joj NPUPOAN UHULMPajY
oppeheHa cTatba emouyoHanHe nobyfheHocT v oproBopa Ha
LOXVBIbeHe yCIoBe.

KcnpecnoHusam

AHanu3om  Teopujckux  MpUCTyna  Tymauekwy  nojma
eKCNpecuoHM3am, MOry (e pasrpaHuuuTi [ABe OCHOBHe
UHTepnpeTaLuje 0Bor deHomeHa. Pa3nuke Koje ce jaBmbajy mehy
HbMMA 3aCHOBAHE Cy HA LUMPUHU HEroBOr NOUMatba, Tj. 3aBuCe
0/ TOra A /11 Ce eKCMPeCoHM3am NoCMaTpa Kao CTNCKM NpaBaL
Y apXUTEKTYpK, Koju Ce nojasmo 1 Tpajao noueTkom XX Beka, unu
npeacTaBsba CTanHu, TeMerbHU YHWAAL CBUX CTUACKMX NpaBaLa
1y CBUM nepuoamnma.

MpBO 1 yjeaHo Hajuelwfhie Tymauere y HayuHoj M CTPYUHOj
nutepatypu 3actynajy kputuuapn nomyt LI. C. Kypna (James
Stevens Curl), A. Xurunca (Alan Higgins), LI. Xepuca (Jonathan

MeJlaHX0InYHo

Munumanusam

Harris), T. K. Aprana (Giulio Carlo Argan), K. Coxu (Kim Sohee)
n apyrux. OHo je 3aCHOBAHO Ha CTaBy fAa je eKCnpecuoHu3am,
Y YKEM CMUCTY peylr, YMETHUYKW MOKPET Koju je HacTao
y ceepHoj EBponu (nocebHo y Hemaukoj u Xonauamju) oko
1905. roaunHe 1 Aa je Tpajao Ao kpaja Tpefie geueHuje XX Beka.
HajpaHuja ynotpeba nojma ekcnpecuonnsam esyje ce 3a 1850.
TOANHY U PEYHUK KpuTuyapa ymetHoctu Tait’s Edinburgh Maga-
zine, y KoMe Ce KOPUCTU Kao TEPMUH 33 HOBE CTpYje ,MOAEPHOT
omKapctea”™ EKcnpecnoHn3am y apxuTeKTypy ce NOHOBO jaB/ba
y (BOjOj HeOBapWjaHT! CpeauHOM Le3feceTux roguHa XX Beka,
Kao peakuuja Ha YBENMKO PacnpocTparbeH MOJEpHU3aM Y
CBETY.

Jow opy camor HacTaHKa MoOKpeTa, MHOTI Cy ce ayTopyu 6aBunu
0BOM TemoM. Kao Haj3HauajHuje TeKCTOBE M CTyauje Ha Temy
eKCnpecMoHn3Ma, Moxemo Haectu: ecej Hepha Jlykaua
(Excnpecuorusam — we208 3Hayaj u nad, 1934) n krbure: Mutepa
Cenua (Hemauko excnpecuoHucmuuko cukapcmeo, 1957),
Mjepa lapHujea (Hemauku ekcnpecuonusam, 1962), [lenuca
Wapna (ModepHa apxumexkmypa u excnpecuoHuzam, 1966),
buna TpomaHa (Exkcnpecuorcmu, 1969), Bongranra [lenta
(Ekcnpecuonucmuyka - apxumekmypa, 1973), Tum  beHToHa
(Excnpecuonusam, 1975), LloHa Bunera (Ekcnpecuonusam, 1978),
Man-Muwen Manmujea (Ekcnpecuoruzam kao noywa, 1978),
Butopuja perotuja (Ekcnpecuonusam, 1986), [loHanaa lopaoHa
(Ekcnpecuoruzam — ymemHocm u udeja, 1987) n Enrep [lnetmapa
(Ekcnpecuoruzam, 2002).

Y ymeTHOCTM ce nojamM  eKCrpecMoHM3Ma OAHOCMO  Ha
AKTUBHOCT CTBapanava Koju Cy MCKPUB/baBany CTBAPHOCT Kpo3
npeTepuBare, eHepriyHe 1 BUAIbUBE MOTE3e YeTKuLe U jake
00je, C LubEM n3paxaBakba YMETHUUKMX WAeja Wan emoLy;a.
Y apxuTeKkTypu e eKCMpecuoHUCT HUCy 6aBunNM MCTULAEM
dyHKUMje, Beh cTBaparbeM cnobogHuX, MORHUX CKYNNTYpanHux
$OopMU, YeCTO KPUCTANAcTyX, @ NOHEKaZ 1 Ca OLUITPUM YTNOBUMA
Uy BUAY CTanakmmra.”

3 Bupetu pagose [. Bacuncki: Murumanusam kao yueunusayujcka napaduema va novemxy XXI eeka (2008), ¥ mpazarby 3a koperuma
MUHUMGAU3MA y apxumekmypu — opmanra muwiura Adongha floca. (2011), 0 svestlosti u arhitekturi minimalizma (2010).

' Palmier. Ekcnpecuorusam kao noByxa. (1995). ctp. 14.

5 Pehnt. Expressionist Architecture. (1973), p. 8.
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Xpressionism

Analyzing theoretical approaches in understanding the concept
of “expressionism”, two basic interpretations of this phenomenon
can be singled out. The differences that appear between them,
based on the width of its understanding, i.e., on whether
expressionism is observed as a stylistic direction in architecture,
which appeared and lasted until the beginning of the XX century,
or represents a permanent, basic factor of all stylistic directions
and all the periods.

The first and, at the same time, the most common interpretation
in scientific and professional literature is advocated by critics
such as James Stevens Curl, Alan Higgins, Jonathan Harris, Giulio
(arlo Argan, Kim Sohee and others. The interpretation is based
on the opinion that expressionism, in its most narrow sense, is
an art movement originating in northern Europe (especially in
Germany and the Netherlands) around 1905, and that it lasted
until the end of the third decade of the XX century. The earliest use
of the concept “expressionism” is linked to the year 1850 and the
dictionary of art criticism “Tait’s Edinburgh Magazine”, where the
term is used for new trends in “modern painting”“After a pause
of 25 years, expressionism in architecture has reappeared in its
neo-variant in the mid-60s of the XX century, as a reaction to the
already widespread modernism in the world.

Since the hirth of the movement, many authors have dealt with
this topic. Among the most important texts and studies on the
subject of expressionism that can be listed are: an essay by Georg
Lukacs (Expressionism — Its Significance and Decline, 1934) and
books Peter Selz (German Expressionist Painting, 1957), Pierre
Garnier (German Expressionism, 1962), Dennis Sharp (Modern
Architecture and Expressionism, 1966), Bill Groman (Expressionists,
1969), Wolfgang Pehnt (Expressionist Architecture, 1973), Tim
Benton (Expressionism, 1975), John Willet (Expressionism, 1978)
Jean-Michelle Palmier (Expressionism as Rebellion, 1978), Vittorio
Gregotti (Expressionism, 1986), Donald Gordon (Expressionism —
Artand Idea, 1987) and Elger Dietmar (Expressionism, 2002).

In art, the concept of expressionism referred to the artists’ activity
who distorted reality through exaggeration, energetic and visible
brush strokes and loud colors, with the aim of expressing artistic
ideas or emotions. In architecture, expressionists did not deal
with emphasizing function, but with creating free, powerful,
sculptural forms, often crystal-like, and sometimes with sharp
angles and in the form of stalactites. ™

Like expressionist painters, expressionist architects were not
organized into groups, with unique programs and activities.
Most of the architects, who entered the field of expressionism,
have created in such a way only during a short period of their

development, although it often proved to be the highlight of their
careers.’® Expressionism was a radical form of art, completely
different from the previous forms of artistic expression. It is linked
to extreme emotional states of the mind like agitation, agony and
anxiety. One of the most characteristic aspects of Expressionism
is destroying artistic borders in art. Expressionists approach art in
such a way as to activate emotional states in observers.”

Douglas Kellner, points to the fact that the forerunners of
German expressionism come from various countries, and that
expressionism in art has had a strong influence throughout
Europe and USA. Not only did Germans turn to the “irrational” and
“primitive” in art. However, in addition to the fact that he thinks
expressionism should be observed as an international artistic
tendency, for him expressionism was primarily linked to German
tradition.™

Such opinions indicate the existence of expressionism as an
artistic movement in architecture and other arts, which appeared
and lasted during a brief period and was characterized by clearly
determined stylistic characteristics. According to them, all art
and architectural works created in the period at the beginning
of the XX century, and which possess stylistic characteristics
of expressionism, can be called expressionistic. However, the
disadvantage of such an interpretation is the impossibility of
interpreting all those works created before and after this period
and with expressionistic characteristics. *

Adolf Behne has already hinted at the possibility of a “timeless”
interpretation of expressionism in his introductory lecture
during the opening of the exhibition “New Strum Exhibition”
held in 1914. Then, he stated that “artists of our time", meaning
expressionists from the beginning of XX century, do not see their
models for creative work in the art works of earlier artists. Not
even a trace of archaicness exists in their art. Still, they recognize
Gothics as the real forerunners. What unites them is their love of
expression. Nothing else is implied under “expressionism”. Builders,
sculptures, painters, and Gothic masters are expressionists, like
Egyptians or Ancient Greeks had been in earlier times. However, this
also refers to the work of contemporary architects such as: A. Gaudi
(Casa Mila, Casa Batllo, Park Guell etc.), F. Shevalla (Ideal palace),
H. Scharoun (Berlin Philharmonic Hall), E.Sarinena (TWA Terminal
JFK Airport), Le Corbusier (Notre Dame du Haut, Philips Pavilion),
Hundertwasser (Hundertwasser house, Waldspirale), F. Gehry
(Guggenheim museum, Nationale Nederlanden Building) etc.

Elger Dietmar and Jean-Michel Palmier believe that, in the field
of visual arts, there are certain obscurities and incompleteness
regarding the term expressionism, because it can be understood
on several different levels and it still has not been precisely
defined.?

B See the works by J1.Bacuncku: Munumanu3sam kao yugunusayujcka napaouzma wa nosemry XXI exa (2008.), ¥ mpazarby 3 KopeHUmMa MUHUMAnu3ma y
apxumexkmypu - hopmanta muwura Adongpa Jloca. (2011.), O svestlosti u arhitekturi minimalizma (2010.).

* Palmier; Ekcnpecuorusam kao nobyHa. (1995). p.14.
5 Pehnt. Expressionist Architecture. (1973), pp.8.
© Gregotti. Expressionism. (1986), p. 92-95.

¢ Kellner, Douglas. Expressionism and Rebellion. (1983), p.3-39.
° Pehnt. Expressionist Architecture. (1973)
2 Dietmar. Fxpressionism. A Revolution in German Art. (2002). p. 7

7 Sohee. The Study of the Relationship between Arnold Schoenberg and Wassily Kandinsky During Schoenberg’s Expressionist Period. (2010), p.2.
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MonyT eKCNpecMoHUCTMYKMX CIMKapa, eKCMPeCuoHUCTUYKN
APXMTEKTU HUCY OMNKM OpraHN30BaHM Y rpyne, (a jeAUHCTBEHUM
nporpamMiuma M akTMBHocTUMa. BefiMHa apxuTekata, Koju
Cy ywnam y nojbe eKcnpecuoHu3ma, (TBapana je Ha TakaB
HauMH (amo TOKOM KpaTKOT nepuoja CBOT pa3Boja, Maja
(e YeCTo MoOKasano fja je To 6uo 3eHUT HUX0Be Kapujepe.’
Exkcnpecuonnsam je 61u0 papukanan obaumk ymeTHocTw, Y
MOTNYHOCTU APYraunju OF MPEeTXOAHUX 06aMKa yMeTHUYKor
u3paxasarba. [loBe3aH je (a eKCTpeMHUM eMOLMOHANHUM
(TarblMa yMa Kao LUTO Cy y3HEeMMPEHOCT, aroHMja v aHKCUO3HOCT.
JenaH oy HajKapakTepUCTUYHMUX acneKaTa ekCnpecuoHu3ma je
YHULITaBakb€ rpaHILa y yMETHOCTI. EKCnpecuoHucTi npuctynajy
YMETHOCTM Ha TakaB HauMH C LWbeM [ia YTUUY Ha akTUBUpatbe
€MOTUBHUX CTatba Koj nocmatpaya.”

[. Kennep (Douglas Kellner) ykasyje na npeteye Hemaukor
eKCMpecuoHM3mMa fonase W3 pasnuuuTUX 3emaba, U fda je
eKCMPecoHM3am Yy YMeTHOCTI UMao jak yTuuaj wupom Espone
n CADl-a. Hucy camo Hemum 6unu Tu Koju Cy ce okpeHynu
LMpaumoHanHom” u ,MpUMUTUBHOM” Y yMeTHOCTW. Mnak, u
ropez Tora LUTo CMaTpa Jia ekcnpecnoHn3am Tpeba nocmartpati
kKao mehyHapoaHy yMeTHUUKY TeHAeHLujy, 3a Hbera je oH 6uo
NPBEHCTBEHO BE3aH 3@ HeMauKy Tpaguuujy.™

OBakBI (TaBOBM YKa3yjy Ha MOCTOjatbe €KCMPECMOHM3MA Kao
YMETHUYKOT MOKPETAy apXUTEKTYpH 1 APYTIAM YMETHOCTUMA, KOjiA
(€ jaBIO 1 TPajao TOKOM KpaTKOr MeproAa ¥ Koju Ce OANIMKOBAO0
jacHo oZipeeHIM CTUICKIAM KapakTepucTukama. o tima, (Ba
YMETHYKA 11 apXUTEKTOHCKA Jena Koja Cy HacTana y nepuoay
noyeTkom XX Beka, a Koja mocepyjy CTUACKe KapakTepuctuke
eKCMPecoHn3Ma, MOry Aa Ce Ha3oBy EKCMPeCUOHNUCTAYKUM.
MehyTum, HefocTatak 0BaKBe UHTEpNpeTaLmje je HemoryfiHocT
TyMauetba CBIX OHUX JIENa Koja Cy HacTana npe uin nocie oBor
nepuoda, a Koja MMajy eKCMpecMoHCTUYKE KapaKkTepucTuke.”

Beh je A. beHe (Adolf Behne) y cBom yBOAHOM npepaBaky
NpUNUKOM oTBapatba U3noxbe New Strum Exhibition oppaHe
1914. rog., HaroBecTMo MOryhHOCT ,BaHBpEMEHCKOr” Tymauekba
eKcrpecnonmama. Tom MpUAMKOM je pekao Aa ,yMeTHULM
Haluer BpemeHa’, Mucnefin Ha ekcnpeconmcte ca novetka XX
BeKa, He BiJe (BOje MOJene 3a KpeaTuBaH paj y padoBuma
paHujux majctopa. Hu Tpara 0f apXauuHocTi ce He Hanasu y
tbIX0BOj YMeTHOCTU. Mnak, oHM NpenosHajy y rotuum cBoje
npage npeteye. OHO WTO WX Yjedubyje je HMxoBa JbybaB
npema u3paxasaty. HuwTa Apyro ce He noppasymesa nog
LeKCnpecnoHn3mom”. [paguTesby, Bajapu, UIMKapu U MajcTopu
roTUKe Cy eKCNpecuoHncTH, kao Wwto ¢y Erunhanm u Mpum 6unn
y paHujum BpemeHuma. Mehytum, 0Bo ce Takohe ofHOCK 1 Ha
(TBapanalLTBO caBpeMeHuX apxutekata nonyT: A. fayawja ((asa
Mila, Casa Batllo, Park Guell n pp.), ©. Wesana (/deal palace), X.
LWapoyHa (Berlin Philharmonic Hall), E. Capunena (TWA Terminal
JFK Airport), Ne Kop6usjea (Notre Dame du Haut, Philips Pavilion),
Xynnepteacepa (Hundertwasser house, Waldspirale), 0. lepuja
(Guggenheim museum, Nationale Nederlanden Building) v np.

E. Qujetmap (Elger Dietmar) u X. M. Manmuje (Jean-Michel
Palmier) cmatpajy aa y 06nactin BusyenHux yMeTHoCTM NocToje
oppeheHe HejacHofie 1 HEAOBPLIEHOCT Y BE3N (A TEPMUHOM
eKCnpecroHn3am, jep Ce MoXe pasyMeTy Ha BULIe PasAnumUTIX
HUBOA 1 1 jOLU YBEK 3 khera Hije AaTta npewnsHa AeduHnumja.”

3a lanmujea ekcnpecnoHM3am Huje 610 CaMO yMETHUUKM NOKpeT
Beh jedaH ceHaubunuTeT n BU3uja (BeTa (a Haama, CHOBIMA U
Mpxbama. 0benexino je cge 06mKke yMeTHOCTI 1 pa3buo ux je
J1a 611X yjeaMHMO Y uyaHe yMETHUUKe TBOPEBMHE KO KOjUX je TO
LUTO je HeKO,,eKCNPeCcMoHNCTa”y Kpajiboj IMHMjI 3HauajHuje Hero
[a /1 je CMKap, NecHUK, Bajap Unw fpamcku nucau.”

16 Gregotti. Expressionism. (1986), pp. 92-95.

17 Sohee. The Study of the Relationship between Arnold Schoenberg and
Wassily Kandinsky During Schoenberg'’s Expressionist Period. (2010), p. 2.

8 Kellner. Expressionism and Rebellion. (1983), pp. 3-39.

1 Pehnt. Expressionist Architecture. (1973).

2 Dietmar. Expressionism. A Revolution in German Art. (2002). p. 7.

2 Palmier. Ekcnpecuorusam kao noGya. (1995). ctp. 13.

(n.4.

Ekcnpecuonusam y apyrum crunckum npasuuma (A.
Gaudi - Casa Batllo, Hundertwasser — Hundertwasser
house, F. Gehry — National bank, H. Scharoun — Berlin
Philharmonic Hall, Le Corbiseur — Notre Dame du Haut)
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For Palmier, expressionism is not only an art movement, but a sensibility and global
vision with hopes, dreams and hatreds. It has marked all forms of art, and broken them
in order to unite them again into odd artistic creations where the fact that someone
is an “expressionist” is ultimately more important than the fact that they are painters,
sculptures or playwrights.””

The most radical and broadest interpretation of the concept of expressionism is given by
the critic Herbert Read, who in his books? has established a thesis that expressionism can
be considered as a steady, basic factor in all the arts that have over time brought it to the
surface. According to Read, the term expressionism is used in defining art works in which
the reality is distorted in order to express artistic emotions or inner visions. For example, in
painting, the emotional influence is emphasized by the use of intensive colors, distortion
of shape etc.”Read finds that the concept of “expressionism” is of primary significance,
such as the concepts of “idealism” and “realism”, and not of secondary importance like
the word “impressionism”; as well as that it defines one of the basic ways of perception
and representation of the world around us. He also states that depending on the socio-
political, cultural-historical and other circumstances, the expressionistic elements occur
from time to time in other styles, such as: cubism, fauvism, abstract expressionism,
informel etc.

Like Read, the theoretician Gill Perry finds that the term “expressionism” as a stylistic
definition was often used in art to implicitly define the quality/level of distortion or
exaggeration in form, in the works of any artist from any period. The opinions of H. Read,
D. Kellner and G. Perry are significant because they indicate the existence of expressionism
as a permanent, basic factor in all styles and all periods; it allows the possibility of
explaining also the appearances that have the elements of expressionism, and which
do not belong exclusively to the expressionistic movement from the beginning of the XX
century.

Similarly to Read and Perry’s thoughts on art, in his books, Charles Jencks also points to
the existence of cyclical appearances in architecture as well. According to Jencks, three
basic groups of architectural tendencies are evident; they occasionally appear in courses
of history: traditionalist, rationalistic and creative.”

Under creative (intuitive) tendencies, Jenkcs means examples of: art-deco, expressionism,
secessionism, fantastic architecture, organic architecture, neo-expressionism,
deconstructivism etc.

Figu. 4.

Expressionism in other stylistic trends (A.Gaudi - Casa T
Batllo, Hundertwasser - Hundertwasser house, F.Gehry Palmier. Excnpecuorusam kao nobyqa. (1995). p.13.

- National bank, H.Scharoun - Berlin Philharmonic Hall, % Read. Art Now. (1933) in Education Through Art. (1954).

Le Corbiseur - Notre Dame du Haut) B Read. The Thames and Hudson Dictionary of Art and Artists. (ed. 1966, 1985 and

1994), p.128.
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Hajpagukantuje u Hajlmpe Tymauere nojMa exkcnpecuioHin3am
u3Hocn Kputiuap X. Pug, Koju je y cBOjuM KrburamaZ noctasino
Te3y ia ce eKCNPeCuoHN3amM MoXe CMaTpaTy CTalHAM, TeMebHIUM
YMHUOLIEM Y CBUM YMETHOCTMMA Koje Cy Ta BPeMeHOM JoBefe
Ha nosplumHy. Mo Pugy, TepMuH eKcnpecuoHn3am ce KopucTi
KOA 03HauyaBatba YMETHUUYKUX pajoBa Y Kojuma je CTBapHOCT
UCKPUBIbEH, C LINTbEM M3PaxaBatba YMETHUYKIX eMoLmja uin
YHyTpalltbe Bu3uje, (HNp. Y CMKApCTBY, eMOLMOHANHM YuB
je HarnaweH ynotpe6om cHaxHux 6oja, aucTop3ujom obnmKa 1
CN.).2 Pup cmatpa Aa je nojam excnpecoHu3am off NPUMApHOT 3Hauaja,
nonyt I'IOjMOBa udeanuzam npeanusam,aHe ceKyHAapHorsHauaja nonyt
nojma umnpectuoHu3am, Kao 1 ia 03Ha4yaBa jenaH 0/1 OCHOBHUX HaylHa
ONnaatba 1 NpeAcTaB/batba (BETa OKO Hac. TaKobe, HaBoAK Aa ce, y
3aBUCHOCTI O APYLUITBEHO-MOMUTUYKUX, KYNTYPHO-UCTOPUCKIX
W OPYruX OKONHOCTH, eKCMPECMOHUCTUYKI enemeHTH jasibajy
noBpeMeHo 1 Yy ApyruM CTU0BMMA, Kao LTO Cy: Kybusam,
(oBM3aM, anCTpaKTHY eKCnpecoHn3am, eHdopmen u ap.

MonyT Puga, eopetuyap I Mepu (Gill Perry) cmatpa aa ce TepmuH
eKCNpecuoHU3aM Kao CTUNCKA OfpefHMLA YecTo KOpUCTUO y
YMETHOCTY 13 UMNAIMLMTHO 03HAuM, KBANUTET/HMBO AUCTOp3Uje
WM npeTepuBatba Y Gopmi, y pady 6UN0 Kor yMmeTHUKa u 13
6uno kor nepuopa.?* Craosu X. Puga, . Kennepa u I. Mepuja cy
3HauajHu 13 pa3nora LUTO yKa3yjy Ha N0OCTojakbe eKCrpecvoHn3ma
Kao CTaHOT, TeMeJbHOT UMHIOLA Y CBUM CTUNMOBUMA U Y (BUM
nepuoANMa, Yume ce npyxa MoryhHocT Aa ce objacHe 1 nojase
Koje mocenyjy enemeHTe eKCpecuoHn3ma, a Koje He npunagajy
WCKIbYYMBO EKCMPECMOHNCTYKOM NOKpeTY ca noyetka XX Beka.

AHanorHo PupoBum 1 lepujeBum CTaBOBMMA Y YMETHOCTH, Y
Bojum krburama Y. Llenkc (Charles Jencks), Takohe ykasyje Ha
nocTojare LMKAMUHUX NojaBa u y apxutektypu. Mo LleHkcy,
€BUAEHTHE Cy TPU OCHOBHE Ipyne apXUTEKTOHCKUX TEHAEHLM]a,
Koje (e MOBPEMEHO jaB/bajy Y WCTOPUjCKUM TOKOBMMaA:
TPaANLMOHANCTUUKE, PAaLMOHANNCTYKE W KpeaTUBUCTMYKe.”
Mon  KpeaTMBUCTMUKUM  (MHTYUTUBHUM)  TeHpeHuuMjama
lleHkc noppasymeBa npumepe: ap AeKoa, eKCNPecMoHn3ma,
cellecuje, GaHTaCTUUHe apXUTEKType, OpraHCKe apXuTEKType,
HeoeKCnpecuoHn3ma, AeKOHCTPYKTUBN3MA U Ap.

Kapa roBopu o ekcnpecnoHu3my, LIeHKe kaxe aa je To yronujcku
NOKPeT W3 paHuX fBaJeceTux rofuHa, Koju je jacHo YcBojuo
ofipeleHe aHapXUCTUUKe Wfeane, U3a Kojux cy ce CBPCTanM U
BENMKM eKCMIPeCUOHNCTUUKM apxuTeKTI. MehyTim, peaniu3oBatbe
TUX MA€ja y NPaKC HUKa HUje AaneKo 0MaKNo, Na je CTora BpNo
Maino eKCnpecuoHNCTUUKNX rpaleBuHa cTBapHo usrpaljeHo (cem
ocTBapeta Tayta (Taut), Mengencona (Mendelsohn) u lMenuura
(Poelzig)). Kaga ce ekcnpecioHM3am NOHOBO jaBMO Lue3[eceTUX
rognHa XX Beka, nop BUAOM ,daHTaCTMUHe apxuTeKType',
HberoBI pPaHujil MONUTUYKM 1 MAEONOLIKM KopeHu Beh ¢y 6unn

2 Read. Art Now. (1933) u Education Through Art. (1954).

2 Read. The Thames and Hudson Dictionary of Art and Artists. (ed. 1966, 1985
and 1994), p. 128.

2 Perry. Primitivism, Cubism, Abstraction: The Early Twentieth Century.
Primitivism and the Modern. (1993). p. 62-81.

pacToyeHn 1 OH je MpeACTaB/bao Taja (amo jow jefaH oA
3HauajHUjUX MOKPETa Y UCTOPMjI apXUTEKTYpe, cMaTpa LleHkc.®
(a apyre cTpaHe, ,HOBU ekcnpecuoHu3am” je, no LleHkcy, y
apXUTEKTYpYN Noueo Aa Ce jaB/ba TOKOM KacHUX CeflamAeceTinx
FOAMHa NapanenHo ca CIMYHUM NOKPETUMA Y CBETY YMETHOCTH.
Y oba cnyyaja, uHCNMpauuja noTuye of fena oCTBapeHuX y
ABajeceTum roguHama XX Beka: apxutektypa XaHc Llapona
(Hans Scharoun), Xyro Xaputra (Hugo Haring) v Epux MeHgencoHa
(ErihMendelsohn). 13a nojma ,HoBM eKcnpecuoHusam” je
Buberbe apxuTekType Kao MPUPOAHO eKCnpecuBHOT Meanjyma
ocno6oheHor ofy KOHBEHLMOHANHIX KOAOBa. tberosa LeHTpanHa
nieja je fa nocToju NPUMUTUBAH, HECBECTAH je3UK Koju je
AOCTYNaH (BaKOME KO Ce NOTPYAY Aa oceTu Moh uucTor 06MuKa,
(BeT/a 1 06MuHIX MaTepujana.”

CnnyHocTn mehy MHTEpNpeTauyjama ykasyjy Aa NoCToju ONWWITH
KOHCEH3yC OKO Tora LUTa Y 0CHOBM NpefCTaB/ba CyLTUHY nojma
ekcnpeconusam. (BM ayTopu Cy CarnacHu ja je y nutary
paAnkanaH obnuK apxuTeKType 1 YMeTHOCTH, KOju MMa 3a Lnb
ayTeHTMYHO UCKa3MBatbe, YHYTPaLLber (BeTa"— BU3Kja, EMOLMja,
mucnn 1 ocehara. Pasnuke y uHTepnpetaunjama ykasyjy Aa
nocToju 036WbaH (YKo MULbEbA MO NUTAky pasymeBatba
LUMpUHe TyMayerba NojMa, jep ce ol NPBOr NPOMOBHCatba NojMa
eKcnpecuoHu3am, [0 faHac, jow YBeK HenpectaHo nonemuiue
0 HEroBOM TyMauerby. HeocnopHo je fAa je ekcnpecuoHusam y
ApXWTeKTYpW CTBapanauka TeHAeHLuuja, Koja Ma 3a Lub Aa Ha
pafiKanaH 1 ayTeHTMYaH HauuH, MyTem eKCTPeMHOr MpucTyna
APXMTEKTOHCKOM  00MMKOBaky 1 apTUKymauuju, WcKaxe
emouuje, MUK 1 Bu3nje cTBapaoua. Mehytum, noctasma ce
nUTarbe: Koju Cy CTBapanauku NpUHLMMK eKCcnpecuoHu3ma y
ApXUTEKTYpU, Tj. Ha OCHOBY KOjuX KpuTepujyma ce moxe pefin fa
je jenHO apXMTEKTOHCKO AeNo eKCnpecuoHUCTUYKO?

AHanu3a ekCnpecuoHMCTIYKIX NPUHLMNA je Tema KojoM ce Mano
ncTopuyapa apxuTekType n ymetHocti 6auno. Unak, noctoje
oppefeHIn CTaBOBM 0 TOME LUTA jeAHO aPXMTEKTOHCKO IEN0 YNHN
eKCMPeCUOHMCTYKIM. 3HauajaH je cTaB A. XurHca no Kome cy
MPUMapHM acneKT eKCNPeCMOHUCTUYKOT [iena Y apXuTeKTypu:
1) 3aKpuBIbEHI/YraoHI OETOHCKM /UK 3UIOBM OF oneke, 2)
APaMaTuuHe, HenpaBuiHe opme 11 TeHAeHUMja da ce u3berHe
MpaBOYraoHMK 1 NpaB yrao, 3) OAHOC MpeMa apXMTEKTypU Kao
CKynnTypyu, 4) Harnawapake KOHCTPYKTUBHUX eNeMeHaTa,
5) uctop3uja dopme M3 UMCTO eMOLIMOHANHOT pasnora, 6)
oAcTynare 04 GYHKUMOHANHMX KBanuTeTa 3apaj CTUACKOT
n3pasa, 7) pparmeHTICaHe NuHmje, 8) 0ACYCTBO CuMeTpuje.

HaBegeHn npuHuMnK unak npefcTaB/bajy (amo jedaH [eo
nojaBHe CTpaHe ekcnpecnoHn3ma. Kaga ce aetarbHuje aHanumpa
deHOMeH eKCrpecoHn3ma, MOry (e KOHCTaToBaTH /e MojaBHe
kateropuje:, MCKpeHn" 1, yCnoBibeHn” ekcnpecnonm3am. Mickpen

% |lenkc. ModepHu nokpemu y apxumexmypu. (1986).

% |lenkc. Modepru noxkpemu y apxumekmypu. (1986), ctp. 75.

7 Jencks. The New Expressionism, in Architecture Today. (1993), p. 222-229.
% Higgins. Architectural Movements of the Recent Past. (2010).



Hophe Anupesuhi, AY34/2012/ctpana 14-27/EkcnpecuoHn3am Kao pagukanHa CTBapanayka TeHAeHLVja y apxuTeKTypu

When he speaks of expressionism, Jenkcs states that it is a uto-
pian movement from the early 20s, which had clearly adopted
specific anarchist ideals, behind which the great expressionist ar-
chitects were lining up. However, the realization of these ideas in
practice did not go very far, that is why there are very few expres-
sionistic buildings that had actually been constructed (except for
the works of Taut, Mendelsohn, Poelzig and Haring). Jenkes feels
that when expressionism reappeared in the 60s of the XX cen-
tury, in the form of “fantastic architecture’, its earlier political and
ideological roots have already been dissolved, and then it rep-
resented just one of the significant movements in the history of
architecture.” On the other hand, “new expressionism” according
to Jenkcs, started appearing in architecture in the late 70s, simul-
taneously with similar movements in the art world. In both cases,
the inspiration came from the works created in the 20s of the XX
century: in the architecture of Hans Scharoun, Hugo Haring and
Erih Mendelsohn. Behind the concept “new expressionism” is the
perception of architecture as a naturally expressive medium, freed
of conventional codes. Its central idea is that there is a primitive,
unconscious language available to everyone who makes an effort
to feel the power of pure form, light and conventional materials.”

Similarities between interpretations show that there is a general
consensus on what basically represents the essence of the con-
cept of expressionism. All the authors agree that it is a radical
form of architecture and art, whose aim is authentic expression
of the “inner world” - vision, emotion, thought and feeling. Dif-
ferences in interpretation indicate that there is a serious conflict
of opinions regarding the understanding of the broad interpreta-
tion of the concept; because ever since the first promotion of the
concept of expressionism until the present, there has been a lot
of controversy about its interpretation. It is indisputable that ex-
pressionism in architecture is a creative tendency whose aim is to
express the emotion, thought and vision of the artist in a radical
and authentic way, by means of an extreme approach to architec-
tural formation and articulation. However, a question is raised,
what are the creative principles of expressionism in architecture,
i.e., based on which criteria it can be said that an architectural
work is expressionistic?

Few historians of architecture and art have dealt with the analysis
of expressionistic principles. Still, there are certain opinions
about what makes one architectural work expressionistic. Alan
Higgins' s opinion is significant, and according to it, the primary
aspects of an expressionistic work in architecture are: 1) curved/
angular concrete and/or brick walls, 2) dramatic, irreqular
forms and a tendency to avoid the rectangular shape and right
angle, 3)attitude towards architecture as if it were a sculpture,

4)emphasis on constructive elements, 5)distortion of form for
purely emotional reasons, 6)deviation from functional qualities
due to stylistic expression, 7)fragmented lines and 8)absence of
symmetry.®

The above-mentioned principles still represent only one part of
the manifestive side of expressionism. When the phenomenon of
expressionism is analyzed in greater detail, it can be concluded
that there are two manifestive categories “spontaneous” and
“conditioned” expressionism. Spontaneous expressionism is
created by the externalization of theartist’s psychological structure
towards his/her work, regardless of the surrounding conditions
(context).”Spontaneous” expressionistic art works are very similar
by their manifestation (examples of the works of architecture Z.
Hadid, F. Gehry and D. Libeskind), which brings them to a close
relation with the category of expression, to which they belong
as well. On the other hand, the “conditioned” expressionism is
created when conditions are made for its manifestation, i.e.,
when the art work is not a direct externalization of the artist’s
character, but it is conditioned by the surrounding influences.
(ontextual reaction to certain surroundings can be completely
expressionistic (example of objects built on acute-angled lots and
which are regardless of stylistic determiners of architecture, by
their character expressionistic, because the very location leads to
architecture of sharp angles).

Therefore, it is very important to stress that there are architectural
works that can be filed under the concept of expressionism,
even though they are not a direct product of expressionistic
creativity. Examples of such art works belong to the category
of expressiveness, because they appear as individual creations
of architects, who were motivated in specific moments and in
certain locations to make a unique expressionistic work of art.

% Perry. "Primitivism, Cubism, Abstraction: The Early Twentieth Century. Primitivism and the ‘Modern (1993), p.62-81.

5 Jencks. ModepHu nokpemu y apxumexkmypu. (1986).

% Jencks. ModepHu nokpemu y apxumekmypu. (1986), cTp.75.

7 Jencks. The New Expressionism, in Architecture Today. (1993), p.222-229.
% Higgins. Architectural Movements of the Recent Past, (2010).
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eKC(NpecuoHM3aM  HacTaje  eKCTepHM3aLMjoM  MCUXOOLKOT
CKnona cTBapaoLa npema Aeny, 6e3 063upa Kaksu Cy yC1oBu
OKpYetba (KOHTeKCTa). ,MckpeHa" ekcnpecuoHMcTIYKa Aena cy
BEOMa CIYHa N0 CBOj0j MOjaBHOCTM (MPUMepI fiena apxuTeKaTa
3. Xaaua, 0. Tepuja n . Jinbeckunga), wro ux gosogu y bnucky
penavujy ca Kateropujom ekcnpecuje Kojoj yjenHo 1 npunagajy.
(a apyre cTpaHe, ,yCI0BIbEHN” eKCIPECMOHM3aM HacTaje Kaja ce
(TBOpE YCIOBM 33 HeroBy Mojasy, Tj. Kaja [eno Huje AnpeKkTHa
eKk(TepHM3aumja KapakTepa CTBapaoua, Behi je YCNOB/beHO
yTULAjUMa U3 OKpyXerba. KoHTeKCTyanHa peakuuja Ha nojeauHa
OKpYXetba MoXe OuTW y NOTNYHOCTM eKCMPecoHUCTUYKA
(npumep objekata Koju cy rpalieHn Ha oWITPOYrIUM napuenama
n Koju cy, 6e3 063upa Ha CTUNCKe OfpefHULe apXUTeKType,
Mo CBOM KapakTepy eKCNpecMOHMCTUYKM, jep CaMa nokauuja
HaBOAMW Ha apXWTEKTYpy OLUTPUX YrIoBa).

(Tora je BaXKHO HAarnacuTV 1a NOCToje apxuTEKTOHCK fiena Koja ce
MOrYy NOABECTM MO, M0jaM eKCIPECMOHN3Ma, UAKO HICY HacTana
Kao [MpeKTaH MpOAyKT eKCNpecMOHUCTUYKOr CTBapanallTaa.
Mpumepn 0BaKBMX Aena YrNaBHOM Mpunajajy Kateropuju
eKCMPeCMBHOCTI, jep e jaBrbajy Kao NojefMHayHa ocTBaperba
apxuTekata Koju ¢y, y oapeheHum TpeHyumma u Ha ofpeheHnm

ekcnpecuja

UCKpeHWn YCNoOBIbEHU
eKCnNpecHUMOHMU3IaAM

R —— P crresaaaad h

EKCNPEeCcCUBHOCT

Cn. 5.

JMcKpeHn” u,ycnoBmenu” ekcnpecuonusam (Jewish
museum, Berlin - D. Libeskind (neBo), Chilehaus,
Hamburg - Fritz Hoger (aecto))

noKauujama, bunu MoTMBMCaHU [a 0CTBape jefMHCTBEHO
€KCNPeCOoHNCTYKO Aeno.

3akmyvak

Mojam ekcnpecoH3ma je Beoma 6nm3ak nojmy excnpecuje. 06a
nojMa 0ApakaBajy MCKa3vBatbe MUCTW, BU3Wja U eMOTUBHOT
Cafpxaja nyTem oppeheHor ymeTHUUKOr Meaujyma. Pasnuka jey
TOMe LLTO Ce N0jaM eKCMPEeCoHN3Ma OHOCK (aMO Ha jefiaH fie0
obnacTu ekcnpecuje, Koju je pajnKkanaH uarpecuBaH (konepuuxo-
CaHrBUHUYaH). [lopes ekcnpecoHU3Mma, eKcnpecuja yKibyuyje u
(Be OHe NpUMepe YMETHUUKOT 13parKaBatba Koju Cy eKCTPEMHM,
anu 1 CBeleHN M HeHaCUNHU (pnermaTuyHo-MenaHxonnyHm)
Mo (BOM KapakTepy (MuHumanu3am). Ekcnpecuonusam je
pajnKanHa CTBapanauka TeHAeHLMja y apxuTeKTypl, Koja nma
33 Wb ayTeHTUUHO UCKa3MBakbe MICTI, eMoLmja um oceharba
(TBapaoua nyTem apXWTEKTOHCKOT [ena, Koje Kao Meaujym,
ycnoctaBba  ocobeHy  penaumjy  uamehy  apXuTekToHcKkor
upaza u nybnuke (KOpMCHWKA) Ca KOjoM [eno (apxuTekT)
KomyHuuupa. EkcnpecioH3am noceyje oanuke 1 ekcnpecuje 1

(n.6.
0aHOC eKcNpecoHN3Ma npema eKkcnpecuju u
eKCnpecuBHOCTH

Fig. 6.
Attitude of expressionism towards expression
and expressiveness
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Fig.5.

“Spontaneous” and “conditioned” expressionism
(Jewish museum, Berlin - D.Libeskind (left),
Chilehaus, Hamburg - Fritz Hoger (right)

Conclusion

The concept of expressionism is very close to the concept of expression. Both concepts
reflect expression of thought, vision and emotional content by means of a specific artistic
medium. The difference lies in the fact that the idea of expressionism refers to only one
part of the field of expression, which is radical and aggressive (choleric-sanguine). Besides
expressionism, expression includes all those examples of artistic expression, which are
extreme, but reduced and non-violent (phlegmatic-melancholic) by their character
(minimalism). Expressionism is a radical creative tendency in architecture, whose aim
is authentic expression of thought, emotion or feeling of the artist by means of an
architectural work, which asamedium establishes a specificrelation between architectural
expression and the public (users) with which the work of art (architect) communicates.
Expressionism possesses the characteristics of expression and expressiveness, and appears

in two manifestive categories - “spontaneous” and “conditioned” expressionism.
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