ITPEITTEJHN YTIAHAK YIK:796.01:730(38)

doi: 10.5937/fizkul76-44147

TEJTIO ATJIETE Y BAJAPCTBY AHTUYKE I'PYKE
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CaxxeTak

Y pany ce yrBphyje Kako meno amneme (001macT cropTa), sajapcmeo anmuuke Ipuke (MCTOpUja YMETHOCTH), OUSUMATIHO OKDPYJietve
(mmrutanuu ypebaju — HoBa TexHOMOTHjA) U chopmcku mapkemure (HOBY MHGOPMALIMOHN CUCTEMH Y IpocTopy 6usHuca) omoryhasajy
Ia ce HOApKaBajy mocrojehy pasmmumTyt IPUCTYIN CUCTEMMMa 3Hamba y CBAKOj of HaBefeHMX obmacty. OBaj TPaHCANCLUUIUIVHAPHI
IPUCTYII CasHaba U3 Pas/IMINTUX HAYYHVUX 00IaCTy IIPOLIMPYje, He caMo 3Hambe, Beh u HayuHy cBect. Llnb OBe CTyAMje ycMepeH je Ka
(deHOMEHY ,,TpajHOr 3amuca“ BajapcKuX Jeia 4inja ce TeMa OZHOCK Ha forabaje BesaHe 3a Teo ariete u3 mepuopa autuyke Ipuke. 360r
CBOjUIX BPEIHOCTM OBa Bajapcka jie/ia Cy yTUIala Ha YMETHOCT CBAKOT HapeHOT Nepyoya NVBIWIN3alMje O JAHAIIBIX JaHa U 4yBajy ce
3a 6ynyhuoct. Y pagy je kopuurheHa ncTopujcko-KoMIIapaTiBHAa METOA U METOfja KBa/IMTATHBHE aHanu3e cagpxaja. Kpos ucnnnpame
U aHa/IM3Y MCTOpHje GalITH beba JOIUIO Ce 1O HOBUX CasHarba Koja MOTY MMATH JOIIPUHOC 3a OIIITY KOPUCT APYLITBA Y KOME SKUBVIMO.
Y1BpheHo je may surntaaHOM CBeTy KOMIjyTepcka 311 aHuMarja mpefcTas/ba Bp/Io 3Ha4YajaH IPOCTOP Y OKBUPY MACOBHUX U IIOITY/IAPHUX
Mefija, Te je TaKO I0CTasIa, He caMo 4yBap OallTyHe BajapcKe YMETHOCTHM aHTIMYKe [puke Koje mpuKkasyjy Tena arieTa, Beh u jeman of
CacTaBHIIX [I€/I0Ba [JAHAIIbE OIILITE KYAType KOji ce HajBehyM e/IoM KOPUCTY U Y IIPOMOLIVjI MapKeTIHra y criopty. Cmarpa ce fa paj

MOJKe [Ia MHCIMPHILIE 1 APYTe Ha OPUTMHAIHE Mieje Y CMepy MIMpeT NCTPaKMBaba.

Kmbyuyne peun: AHTVIYKA I'PYKA / BAIITVHA / BAJAPCTBO / 3HAIBLE / CIIOPT

YBOJI

ITocroje pemek-mena m3 BajapcKe YMETHOCTHU
aHTM4Ke IpuKe Koja Cy IpMKasyuBaja peajHo CTarbe
M TIOJI0XKaj Te/a aTleTa Ha CIOPTCKMM porahajuMa.
dopme M caapKaju OBMX BpefHUX apredakaTa
cadyyBaHM Cy [0 JaHAIUILMX JlaHA M IIPECTaBIbajy
CTyZIMje CIy4aja LeIOBUTOCTU Y IPOCTOPY U BPEMEHY.
Bajapu u muxo0Ba Jie/1a cBefjoue O je[JHOj eIoX1 Koja je
VIMaJla CHa)KaH yTUIL}aj Ha KACHU)Y BajapCKy YMETHOCT
eBporcke InuBMauszanyuje. OHUM Cy OTBOpUIU
IIPOCTOP 3a YBEK HOBa aKTye/lHa NNTama, Koja ce
Ipe CBeTa OfJHOCE Ha CMEPHMIIE Y BE3U Ca HayYHUM
UCTPaKMBAIbMIMa U3 IIPOCTOPA BajapCKe YMETHOCTIL.

AHTVMYKM Bajapy IPeHOCe IPUPOLAY JbYACKOT Tela
ca BMIIE aclieKara. Y TOMe Cy KOPUCTUIN 3Hamba I
VICKYCTBa IIOIMBAJIEHTHUX YMHUX Jbyau (¢punocoda,
MaTeMaTnyapa, Imicana ¥ fip.) Koja Cy OHM CTUILIAIN
IIpY Ca3HaBamby J/bYACKOr Tena. Ha Taj HaumH cy yTBp-
VN Hadena (KoHmpanocmo, XapmMoHuja, cumempuja,

pumam...) IO KOjuMa Cy IPaBUIN CBOje CKYIITYpe.
W3 Tor ucxopmiura HacTao je TPajHM YTULIAj BajapcKe
YMETHOCTM aHTH4YKe [puke Ha KacHUje LMBUIN3A-
myje. 3aHUM/BMBO je uctahy InaToHOBO MUIITBEHE O
HaCTaHKY YMeTHIYKOT Jie/a:

»IInamon je kao gunosod nacmojao da omxpuje
y3poke Koju 00600e 00 HACMAHKA yMemHUuKo2 0end
KA0 CHAXHOZ U3PA3A NCUXUYKUX, eMOMUBHUX U
UHMeNeKMYanHux npoveca y 60MancKum u mamHum
0ybunama mwyocke oyute. OH ce y 3HAMHO MA0Oj Mepu
mpyouo 0a o0pedu ecmemcky eépedHocm Oena Koja
€y HACMANA KAo Pe3ynmam oHo2a Wimo ce 0euasa y
PuHOM, 0CemBUBOM U UCAHYAHOM MKUBY H06eK0602
6uha” (Gavela, 2002).

HumeHnnia je mga cy ayTopu pemnmka Muponose
crarye JJucko6on0c IMany pasnmduTe upieje y pedu-
HJCalby IOjefVIHUX MamNX JeTa/ba. BepoBaTHO cy
KeTIe/u J1a YTKajy HeKy CBOjy 3aMIMcao Kako 6u ce Kac-
HIje pacIpas/baio o boj. [Ipu ToMe He Tpeba 3aHe-
MapuUTH BUIIe 00jeKTVBHMX YMIbEHNIIA: @) TOCTOjaa
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je pas/mKa y TeXXMHU UCKa - TYIUIO TeXXU JUCK bala-
JIN CY aHTUYKY CIIOPTUCTH; 6) TIOCTOjasa je pas3nmka y
HauMHYy Oallama — aHTUYKY aTieta 6anao je AMCK U3
MeCTa, 0K JAaHAIIbY CIIOPTIUCTA U3 OKPETa; B) aT/IeTa
je 610 60COHOT, JOK JaHAIIBM CIOPTUCTA HOCeRyje
crienujasHe ,,6anadke” maTuKe; r) arieTa je 610 3HaT-
HO HIDKH, JOK JaHALIKY 67113y 2 M; ) aHTUYKY aT/ie-
Ta 6a1a0 je ANCK Y OKBUPY IeT000ja, IOK je JaHAIIbI
crienyjanucta 3a Ty aucumummby (Christopoulos &
Bastias, 1976; Crecdanosuh, Jyxac & Jankosuh, 2008).
Hapenene unmmenue ykasyjy fia mocMaTrpad cTarye
Juckobonoca He Tpeba a MMa CIMKY JAHALIbET [U-
ckara, Beh oHor, Kojer je mpen co6oM MMao MupoH.
C o63upom na cmamya [Jucko6onoca ima TIO3UTUBAH
edekar, Kojiu ce OTHOCK Ha OPUTMHAIHYU e€CTEeTCKU I
YMETHUYKY KBaJIUTET Jea, TO je JOOMIa ernuTeT pe-
MeK-JIeJI0.

Cnoprckn orahaju y antidkoj I[puxoj nacnmpu-
caju Cy Bajape Jja Kpo3 CBoja jiefia ICTAKHY BPeIHO-
CTH, Ko LITO CY MUP, CKJIAJTHOCT, IPOIOPILVja, 3pa-
BO Teno u apyro. IIpernocraBka je ga 6u TH KyaTyp-
HU apTedaKTy MOIM Jja MIOACTAKHY JaHAIlbe Jby/e
Ha BHUXOBO Kopuirheme 3a ZOOPOOUT CBaKOJHEBHOT
JKMBOTA I Pajia, Kao LITO CY TO HeKafia YVHNI.

CXOfIHO HaBeJeHOM, a, U Ipe CBera CBUM OHUM
4ymeHnIama 1 apredakTuMa Koju Cy HOBe3aHM ca
po6/IeMOM OBOT pajia, Kao OOPTYHA HaMeTHYJIa ce
noTpeba ja aHTUYKa OAIITIHA, Y BeHUM OpOjHIM 00-
JMLMMA, eBalyMpa Kao ,yTUIajHa CUlIa y JPYLITBY
(Sorensen, & Carman, 2009). Crora, unb oBe CTyfMje
ycMepeH je Ka adupmauuju ApymiTBeHe (yHKLUje
OarITiHe Koja ce OfHOCK Ha CaBpeMeHe CIIOPTCKe J10-
rabaje koju cy (mo)Be3aHnu 3a Bajapcka fiela Tea aT-
jeTa U3 mepuopa antTuuke [puke.

OMITO30DPVJA BAJAPCKE
YMETHOCTU

AnTnaku Ipuy cy craB/banu HaIlacak Ha TO Jia ce
YMemHOCm OCTIalba Ha 3HAtbe VI CTOTA CY je Y U3BECHOM
CMUCTTYy caMu ybpajanu y 3uarwe. buo je To 3a mux
~IIPOU3BOJIHO 3Hame" (poietike episteme), Kako ra je
Ha3MBao APUCTOTEJI, HACYIIPOT TEOPUjCKOM 3HamY,
opHocHo cazHamwy (Tatarkjevic, 1980).

ITocrojeha casHamwa 1 TpOM3BOJHA 3HAHA Y B3N Ca
HpefMeTOM pajia yKasyjy Aa JaHac II0CToje TPU YCKO
noBesaHe rpyie ¢unocoda Koje cy ynyhene Ha Bajap-
CKO JIeI0 Ja Ta OINICYjy Kpo3 BMIIENVMEH3NOHATHN
npucryi. Ilocroje iBa Tuma ecreTudyapa: IpBU, KOju
UMa HpPUCTYH HpoOeMy Kao YMeTHUK-eCTeTMdap U
npyru, Kao ¢punocod-ecrernyap (Collingwood, 1981).
[Topepn ¢punocoda n ymerHuka, noctoju u tpeha, nm
TpyIIa — ectnema, 40BeK KOjii IOCefyje ,YKyC : ,,...OHaj
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KO je y CPefiVHI, KO pasyMe YMeTHOCT y)KMBJ/baBajyhn
ce, 4oBeK ca ykycoM" (Adorno, 1974). ITo ApgopHo-
BOM CXBaTamy Pun0cocka ecmemuxa ,Mopa ca jefiHe
CTpaHe J1a MHTEPIIpeTpa yMETHIYKA JIefa, a ca fIpy-
re f1a pasBuje LITa 3HauM pasymeBame” (Gethmann-
Siefert, 1995). Jakse, mpeTIocTaBspa ce, fia 61 y TOM
BUILIEVIMEH3/OHATTHOM TIPUCTYITY, 3APaBOPA3YMCKOT
3ama)karba ¥ MHTepIpeTalujui YMETHUMYKOL Bajapc-
KOT Jie/1a, KOMIIETeHTHM eCTeTUYap YMETHOCTYI MOTao
MMaT! HajBuUIle MOTYRHOCTM y IPOLEHV eCTeTCKUX
BPEJHOCTY BajapCKMX JieIa, YKOIUKO 61 OCTBapuo u
¢dunocodcku mpucTyImL.

[Ipobnemu casHama ¥ YMETHOCTY peIIaBajy ce
yKa3MBameM Ha ,,CTBapajauke ClIOCOOHOCTH“ ayTopa,
KOje ce OHJIa HUKaJa He OICYjy JOBO/BHO JIeTa/bHO
(Feyerabend, 1984). 3aTo ce MOXe TOCTaBUTH IUTAE
- 3alITO ce ,CTBapajadyke CIIOCOOHOCTM HMKaja
He OINCYjy JOBO/BHO JeTa/bHO? IlpermocraBka je
la OTOBOP Ha OBO MUTalbe MOXKE [ja paspeliy Io-
CTaB/beHU IIpo0IIeM, aKo ce MMa Y BUY YMIbeHNIIA Ja
Ce Yy BeroBOM HYK/IeyCy Hajlasy CTaB [Ja je ,,CTyAuja
OarTyHe BeoMa CJIOjeBUT IIpoLiec U fia Tpeba nuMaTu
xonmuctuaky npuctyn’. IMomaguh (2015) cmarpa ga
OamTuHy Hajyemhe IOCpPefHO JOKMB/bAaBAMO CaMO
Kao IpOILUIO BpeMe ,O0KaMeHmeHO y PpaslIndnuTuM
cioMeHNYkuM ¢dopmama, Ha TNpUMeEp: CTapUM
rpabeBnHaMa, ,,CKYIITOPCKUM JenuMma IHpUpofe’,
cTaTyaMa Xepoja I CJIMYHO, I []a 4eCTO KKEMO: ,,0Baj
HaM IIpeJIMeT FOBOPY O TOMe U TOMe |...] yIlo3HaBame
ca M3BECHOCTMMA U HEM3BECHOCTMMA CIely(pUIHOr
ofHOCa M3Mehy 4oBeka U 'KaMema, Te ca HerOBUM
TpaHchopManyjama ‘.

Uumenuna je na cy NOjefyHM Bajapyu 13 Iepuopia
aHTHuKe [puke OMIM 3aMHTEPECOBAaHM [Ja IIOKAXY
CBOje cmeapanayke éewimure U3 IPOCTOpa Te/la at-
JleTa y pasHUM TPEHYIMMa HUXOBUX TENTeCHMUX aK-
TUBHOCTU. Jlakile, YIITaBHOM je Tpebano #a ce Kpo3
YMETHUYKO [IelI0 Tela aTieTe MpPUKaKe HEKM, LITO
yIedaT/bUBUjU TPEHYTaK KpeTHe aKTUBHOCTH. [la 61
TO OCTBApu/IN BepOBAaTHO €y mocehuBamm mpocrope
nanecmpe i 2umMHA3uje Kako 61 fo6um 1aejy 3a cBoje
Ie/I0 M3PaXEHO KpO3 OIUIeMeblBalbe Marepujana y
KOMe Cy pajiyIi.

“Kumau, u ¢ wum Ppasza kpemaroa bayaqa, becmuc-
JIeHU Cy aKo ux 006e0emo y 6e3y ¢ My3ejckum npocrmo-
pom y Kome gueypa cmoju. 3a xumay, je nompeban
WUPOKU NPoCmop, wemy mpeba nasecmpa, oH npuna-
oa nanecmpu. Ilanecmpa ce, daxne my ca-nojasmwyje.
Y upeantom anmuukom cnojy ymemHuuxoe 0esa Hucy,
dakie camo Kpemarve u HU60m OHO WO ce nojasmwyje,
eeh u noceban npocmop Koju y3 mo uoe; u MoHoa ce
cme pehu 0a ce nojasmyje uenu 0eo oHoz céema 00 Koea
je He0080ju6 UMHACMUYKY HUBOM AHMUYKe amie-
muxe” (Hartmann, 1979).
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YKONMMKO ce KpeTame, XMBOT, MPeaTHu Mpoc-
TOP, YaK I[elM CBET Y MCEUYKY ca CBOjUM 30MBarbeM,
10jaB/byjy camo y hyrmnuBo-kameHoj ¢popmu Mare-
puje, CMEMO Ha3BaTV YMEMHUUKUM OesIOM HUXOBO
naacmuuro obnuxosarpe (Hartmann, 1979). Kapa ro-
BOPM O YMETHOCTH, PoJieH je pekao:

“Qak cam u céojum bucmama 4wecmo 0a6ao Heku
Haeub, HeKy KOCUHY, HeKU Npasay, nyH u3pasda, Kako
6u ¢usuoHomuja nocmana wmo uspasumuja |...J
IIpe ceeea 3abenexcume 0a je noxkpem npenas u3 jeo-
Hoe cmasa y opyeu [...]. Y ocnosu éajap, unu cnukap,
epuiu memamopgosy makxee eépcme Kao cmaema y
nokpem ceoje nuunocmu. OH yobnuuasa npenas u3
jeOHoz menecHoe cmaea y opyau cmas: noxkasyje Kaxo
HeocemHo npeu npenasu y opyeu. Y wezo06om oeny jout
yeeK ce pacno3xaje 0eo 0HO2a WMo je 6UL0 U OMKpUsa
0eo onoza wmo he 6umu’” (Gzel, 2004).

Jlox je meopuja ycMepeHa Ha IPOHATAXEHE
YNIbEHNIIA, JOTIIE ,HAYKA He CTBapa jefHYy YNibeHM-
1y us apyre, eh cpebyje one mosunare® (Mach, 1984).
Y carnacjy ca HaBefjleHUM HadenuMma Moxe ce pehm
fia 060je IOBOZE [0 pa3éoja 3Harba, y CIydajy oBOra
paja, ,XUIIOTEeTUYKOr“ pasBoja 3Hama O TeJy aTneTe/
crioptucte. Tena (MOXe ce OJHOCUTY U Ha CKY/IIIType
Te/la AaHTUYKYX aT/IeTa - [IPUM. ayTOpa) IPefICTaB/bajy
ckpahene mucaone cumborne 3a rpymy ocehaja (cum60-
M cajprKaja), CMMOO/IN KOjy He TIOCTOje BaH Hallera
muiberba (Mach, 1984).

3a 3HaMeHuUTe Bajape aHTUYKe [puke Moxe ce cMa-
TpaTy fla Cy Y HEKOM CMUCITY 6mmn ,,IIpOOHY KaMeH
Yy MHOTOOpPOjHMM ONMTHMMA U HefoyMuiama“. A mra
6u ce orogmo Kajga 6u Meby maHaumwe /byze UCKp-
cHyo Heku HoBM Ilonmuxner, Mupon nnu Ilpakcuren,
KOjM HOBMM cajip)KajeM IpuKasyje GopMmy Tena y Tpe-
HYTKY HeKe KpeTHe aKTMBHOCTY CIIOPTCKOT forabaja?
Jla m1 6 TakaB CKy/INTOp 610 MHOBATMBHU, CMEJIOT
KOHIIENTa, Jja /M 61 MOTao yCIIeTH Jja OCTBapy HeKe
»Ianeke” BUAVIKe, KpOo3 CTBapame fiefia Koja Oy mpef-
cTaB/basia OALITMHY JaHAllkbe YMETHUYKe KyIType?
ITocroje u fpyra cMMYHa MUTamba 3a Koja Huje Moryhe
flaTy afileKBaTHe OfiroBOpe, aly BpeMe he mokasatn
moryhy npeguxunjy.

TEOPHUJE JbYICKOT TEJIA
Y AHTUYKO] I'PYKOJ

3a KaTeropujy senoz y yMeTHOCTM BPEMEHOM je
CMaTpaHa Kao NPUK/IAJHOCT, Tj. CaIACHOCT CTBapu
ca 3ajjallMMa Koje Te CTBapy Tpeba fla MCIymhaBajy
koMe cryxe (Tatarkjevic, 1980). Victu ayTop HaBomu
fia cy Ty BpnuHy Ipun HasuBamu npenoH, a Pumiba-
HM Taj u3pas npeBogwm ca decorum. Cmarpa fia ce
JlaHaC pajije TOBOPU O MPUMEHbUBOCU, CBOjCIBe-

HOCMU, C8PXOBUMOCMU I PYHKUUOHATHOCMU KAO
BP/IMHM HEKMX KOMaJa U Y3pOKY JjoIajialba KakBo y
BJIMa Ha/lasyuMo. 3aKk/bydyje fia ce MIpOMEHMIa Tep-
MUHOJIOTHja, aly Ja je CaM II0jaM Tpajao U Tpaje [0
manac. Kpos mpoyuyaBame KOHTEMIUIATMBHOT ¥ pa-
IIMIOHA/THO AIICTPAKTHOT PasMMUIIbalba O M0jaBH /1e10
epaheroe mena MOXe ce pasyMeTH CBeT aHTI4Ke [pu-
ke. Taj peHOMEH ce Hajuernhe onucyje peunma apeme,
kanoxkazamuja n naudeua Imanaxkuc (Iavvakng, 2000;
Miller, 2004; Miladinov, 2019) koje mpefcTaB/bajy Ha-
y4He YMEbeHNIle, jep Cy Hay4HO yTBpheHa casHama o
peayHuM YMbeHNI[aMa.

Uumenuna je fma cy nazecmpe U 2umHa3uje
Kpo3 Iporpam obOpasoBama ¥ BacINTama MMaje
ozpebeHor yaena 1 y 1eroM o6/IMKOBamy Te/la aTieTa
(Movparidng, 1992; Ioannidis et al., 2008). Ananoruja
HIOCTOjY ¥ IaHAC, jep CY OfyBEK IIOCTOjajIy IpobieMu
mednmjer oppacrama kpo3 cropt (Pomper & JesTuh,
2019). To Hac HaBoAM Ha MOTYhHOCT pelrerma HEKIX
3aTOHETKM KOJ| [JaHAIbeT UCTpaXyBada Koju Ou
MOTa0 fla Ce YIIO3HA 1 Ca 3HamlMa U MICKYCTBMMA U3
IpaKce aHTUMYKMX MMICIUIALA, JTeKapa ¥ TpeHepa Io
IUTakby pasBoja Teaa OMIaIMHE.

Cae 110jaBe Xe/IeHCKOT XXJMBOTA Cy ce pasBujaze y
cepy aroHMCTNKe, a OHA Y jeAMHCTBY Tela M JiyXa
(yma). ATOHMCTHKA U TMMHACTHKA Cy CTBOpPUJIE Vife-
all Kazokazamuje, Tj. XapMOHMjy Jero marpaheHor
TeJIa J ;YXOBHOT OOTaTCTBa, I1a je OCTBAPUBAEM TOT
upeana 610 CTBOPEH TeNECHO jaK M KpemaK Hapof
3ppaBor ayxa. Kazoxazamujy xapakrepuine MeHTa-
nuTeT 0cobe Koja ¥IMa XapMOHMjy JIEIIOT 1 H0Opor,
Ka0 pe3y/ITaT je;THCTBA TeJIECHOT 1 JYXOBHOT y 4O-
BeKOBOM caBpiueHcTBY [manakuc (Ttavvakng, 2000).
[Tpopuxkoc (IIpddikog) je 6mo rpuknu ¢punocod mo3Hat
II0 Haueny: ,[...] ako xoheur 1 Teom 6uTH jak, Tpebda
mes0 HABUKHYTY Ja CIIY>KM pasyMy u Tpeba ra sedx-
6amu nanopuma u 3nojem (Diels, 1983, 1).

JbynCKO TeJo y aKIMjy CHOPTCKOT forahaja MaHMm-
decryje ce Kpo3 anoTeo3y cHare fyxa u tena (Creda-
HoBuh, 2011). Vctu ayrop 3actyna cras ga PogeHos
Mucnunay, ipeficTaB/ba €KIaTaHTAH IpPUMep MeTa-
bope npeannor cnopTucre — cHaxcHu mucnunay,. Ilo-
craB/ba muTama: lllTa 3HavYe n3pasu moje meno, umam
meno, CHAXCHO 1esio, AMmnemcKo meso, n1eno paheHo
mezo ¥ CIIMYHO? 3aK/bydyje ja MHOTOOPOjHM U3pasu
y Be3U ca TeIOM 3Hadye Ja IIOCTOj! BMIIIE aclieKara ca
KOjMIX Ce MOXKe IMOCMaTpaTy (peHOMEH JbY[CKOT Terla
(Credanosnuh, 2011).

Tako Ha npuMep, seno epaheHo meno He VIMIUIU-
Iypa caMo Ha MOpdosomKy, Beh 1 Ha xapmoHujcky
u cumempuuny epahy mena. ®unonaj (6 PAoAaog)
»y4U JIa ce CBe 301Ba M0 3aKOHY HYXKJIe I XapMoHuje“
(Laertije, 1979). ITo ®unonajy ,xapMmoHnuja [je] me-
IIambe U CIajarbe CYPOTHOCTH', Tj. KAaKO je joII TBp-
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IMO: ,, XapMOHMja YOIIITe HacTaje caMO M3 CYIpPOT-
HOCTU [...] OHa je HaMMe CjefVbeme MHOTO IIOMe-
IIAHOT ¥ CAarllaCHOCT pasnmnuntux munybema’ (Diels;
1983,1). [laHac ce cMaTpa Jia je XapMOHUja yMETHUYKA
BpenHocT (Pani¢, 1999).

Yysenn Bajap u3 aHtmuke Ipuke Ilommkmer (6
IToAvkAelTog), 610 je MIYHOCT KOja je [jana 3sHadajHu
JIOIIPYHOC CXBATamby IOjMa CUMEMPU1aH pazeoj meua.
Y carmacjy ca MULJbeYIMa aHTUYKIX /TeKapa i Gpuo-
coda, IPUXBATHO je CTaB Ja Ce ,,/IeN0Ta Tela CACTOjU y
cuMeTpuju fenosa Tena“. CMarpao je ma 6u ce ocTsa-
pWIa JIEOTa Te/la HeOIIXO/IHO fia TI0CTOj! MPOIOPIIVO-
HaJIHU OfHOC M3Mel)y IOjeaMHNX HenoBa Tema M TUX
Jie7ioBa Tea rpemMa mermHn. OCMICINO je Hadenno pas-
MepaBama JbYACKOT Tela y BajapCcKOj YMETHOCTH, KOje
je Ha3Bao KaHoH 1 IPYMEHNO Y IIPaKCH KPO3 IpefcTa-
B/bame cBor aena Jopugopoc. Taj Kanon je mpepncra-
B/ba0 Y30 3a Bajape KOju Cy CAeNVIV TY TPAJULINAJY IP-
yke ckynnrype (Diels, 1983, I). Xpucun (6 Xpvounmog)
je y Be3l ca MpeTXOZHO IOMEHYTUM YKa3ao Jia ce:

[...]” 30paeme mena cacmoju y cumempuju mehy
MONAUM U XTAOHUM, CYSUM U 6IANHUM efleMeHmU-
Ma, jep cy mo o4umo enemeHmu mesna, 00K ce 1en0ma,
KAKO OH MUCTIU, CACMOjU He Y CUMempPUju efemeHama,
Hezo y cumempuju 0e7106a mend, OHUMO NPCMa npema
npcmy u ceux npcmujy npema nemu u sanewthy, na
HWUX npema noonaKmuyu u noonaKmuye npema uesoj
PYUU, U céux 0en106a npema Céum 0enos8uMd, Kako je
Hanucaro y Ionuxnemosom Kanony” (Diels, 1983, I).

Duns Scot je y cBom ety Opus oxoniense HaIcao:

“Jleno Huje anconymuu Kéanumem mesa, Hezo cKyn
C6UX 0COOUHA KOje MaKeoM mey npunaodjy, mo 3Ha-
uy eenuuuHe, 061uUKa u 6oje, KAo U CKyn céUxX 00HOCA
mux ocobuna npema meny u jeOHum npema opyzuma.
(Pulchritudo non est aliqua qualitas absoluta in corpore
pulshro, sed est aggregatio omniu convenientium
tali corpori, puta magnitudinis, figurae et coloris et
aggregatio omnium respectuum qui sunt istorium ad
corpus et ad se invicem)” (Tatarkjevi¢, 1980).

Ta geduHunMja rOBOPYU fAa JIETIO Y CTBAPY 3aBUCH
Off CBMX OCOOMHA M OJHOCA Cafp>KaHMUX Yy TOj CTBa-
pu. OHa je 671cKa aHTMYKOj KOHIIEILIN)Y [ia je JIeTo
cucmem, any je 3HATHO NPOIIKPYje, jep je 3a aHTUY-
KY KOHLEILNjy JIETIO JIE)Ka/I0 y OJHOCY MaTepujas-
HIX 0e71064, a OBJIe M Y OFHOCY ocoOuHa. Hberos, kao
u OKaMOB KpUTHIIM3aM 00jaB/bUBAO Ce Y €CTeTUL,
He y 60p6u ca 06jeKTHBM3MOM, Hero y 60pbu ca xu-
II0CTa3aMa, C TpeTupameM (GOpMI 1 JIerora Kao CyTl-
CTaHIIM, TOK CY OHU CaMO O0COOMHe, OJHOCH 1 PacIIo-
penu (Tatarkjevic, 1980).

ITocTojuananornjaaHTMYKUX TPEHEPAU YMETHUKA:
»Y dUTEBY CY, Kao IIpaBy YMETHUIIY, BeXKOAu Teneca
fla UM Jajy He CaMo CHary, OTIHOPHOCT U Op3uHY,
Beh u cumempujy n enezanyujy“ (Taine, 1991). Y
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BUJOKPYTY unocopuje cnopma — y 4ujeM IEHTPY Cy
BeXX0a, JIeroTa MOKpeTa, CHAra..., Meso CNOpmucme,
Tj. JbY[ACKO T€I0, He CaMO Jla II0CTaje IMO3UTUBHO
npuxBaTame jefHe ¢ase wEroBor passoja, Beh To
nocTaje u HayuH (mpe)ontepehnBama, Kpo3 CTamTHO
HpeCINTUBabe CONCTBeHNX rpannia (Crepanosuh,
2011). Amu, mocroju MoryhHOCT IOMepama rpaHNIa
CBOje TeJleCHe OTPAaHNYEHOCTH Y U3BECHOj (PUBUUKO]
IeaTHOCTH, Tj. Impeobpakaj cBOra Tema y CMUCTY
HaJMallyBamwa cebe, Ja ce JOCeTHe Jpyradnuje,
MohHuje, 6ome — ja“ (Konpusnia, 2018, 2019).

Knapk y cBom peny Axm: Cmyouja o udeantoj
¢opmu roBopu o pasmuuyu usmeby ,,ronux“ u ,,romux"
MHCHUCTUPajyhn Ha TOMe [a aKT MOpa O6UTH npeanmsa-
LMja U Jja je OBa UJealHa JIENOTa ONUIUb/ABA BU3Nja,
MaKo Bapypa off Ky/IType 10 KYATYpe, fia je aKT ,Cpefi-
CTBO 3a adupMannjy Bepe Y Kpajibe CaBpILIEHCTBO".
3acTyma cTaB Jja Har He Tpeba caMo fla XBa/Iu KaKBo je
yIeCHO Je/I0 YOBeK, Beh M KOMMKO MaTeTuvHo, uMa
CHAry, HeIIOCPEHOCTU U CTPOTe UCTUHE - YOBEK Ka-
KaB OH 3anucta jecte (Bunker, 1957).

“Maxap HenomMuua u 207, OH je 1€N0MOM CBOjUX
obnuxa npyxao 00kas o ceojum eéexcoama. — Fbezosa
nym, ocmyheHa u omepoHyma cyHuem, NPauuHom
U X1A0HUM Kynaruma, He usenedaute 2074, jep Geute
8u4Ha 8a30yxy, y kojem ce ocehauie kao y ce0joj cpe-
ounu. OHa cueypHo Huje Opxmana 00 cmyOeHu, HU
dobujana upeere neze, Uunu KOKOwUjy nym, jep Geuie
30paeo, 000pP0 u CHANCHO MKUBO, 3HAK C1I0600H02A U
mymesHoza musoma” (Taine, 1991).

Tonomurea y anTnukoj Ipuxoj Huje 6uma camo mu-
Tame CeKCyalHe peknaMe, Beh je eBommpana caBp-
meHcTBO 6orosa (Credanosuh, 2011). Victu ayrop
objammaBa fla je TONMOTUHA Opycana CBe pas/yKe
no pobemy n cranexnma. Kaxe ma cy ce cBu 6opn-
I TEJIOM Y3 TeI0 M fla Cy TaKMUYapy OVIM HOTITy-
HO Pa3OTKpPMBEHM IIpef; CBETOM, OWJIO [ja ce Hajase
Ha CTasy, WIM Y PUHTY. 3aCTyIa CTaB - TO CMO MU, Ha
HEKOM OTr0/beHOM HUBOY. VI3 CBOr yIIla TymMadu Ha-
TOCT aT/IeTa Kof Bajapa aHTH4Ke [puke. Mumbema je
ma cy 6oroBu, Kojuma cy ce XeleHU KIawany, 6ymm
Ueanusanyja bUX CAMIUX IIPENICTaB/beHN Y 84jAPCKOj
YMemHOCMU Kao CaBplleHa, Haza wydcka 6uha. Ha
OCHOBY YMIbEHMIIE Ia CY XIM/bajly TOfMHA, IPUKe aT-
jeTe/CIOPTUCTY HOCUIN ,yHUupOopMY“ 60oroBa - 61m
HOTIIYHO Haru, TBPAY Aa ce IpYU IIOCMATpParby CKYJIII-
Type 60roBa BUAIY OfIpa3 CBera OHOTA ILITO CY >Ke/len
Y COIICTBEHUM OKBMpMMa fia Oyfy. 3acTyma cTaB jia je
ny0nmKa MMana 3aJOBO/bCTBO ITIEJATV TaKMMYerha
HajOO/BMX CIIOPTUCTA - IENUX U Y6eHOAHUX mend KAKO
ce Kpo3 maToc 6ope 3a mobeny ca BeMKUM ITOHOCOM
u y36yhemem. 3ak/pydyje Ia HU jeSHO APYIITBO, IIpe,
VIV TIOCJIE TOT'd, HHje TAKO OTBOPEHO CTIABMJIO JIETIOTY
JbYJICKOT TeJIa, Ca OfiCYCTBOM CTH/a.
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TEJIO ATJIETE Y JUITYUTAJTHOM
OKPYJKEILY U CITOPTCKOM
MAPKETUHI'Y

[IpeTtnocTaBka je fa cy Bajapu aHTH4Ke Ipuke mo-
On npejy fia CTBapajy CKy/INType Koje Cy HOfCTHUIIA-
Jle TocMaTpade Ja HOYHY PasMUIUBATY O 00/1UK08AILY
c602a mena, Kao ¥ OOMMKOBamby OKONMHE Y MPaBIly
30pasoz Hauuna xusoma. OHU Koju ce 6aBe UCTpa-
KMBamyMa 13 0071acTu BajapcTBa, He TPyJie cé CaMo
fla OIIMIIY OHO IITO je BUA/BUBO, Beh 1 Ia OTKpujy uc-
TVHE O HEOIIXX/bUBUM (HEBU/BMBYIM) €HTUTETUMA.

Y 0BOM TpaHCAUCUMIUIMHAPHOM MCTPAKMBalby
U3 pa3IMIUTUX HayYHMX o6mactu (CIoprt, ucTopuja
YMeTHOCTY, JUTUTATHN ypehaju — HoBa TexHOIOTHja I
HOBY MHGOPMALMOHY CUCTEMU Y IIPOCTOPY OM3HICA)
IIOCTOja/Ia je 3ajeqHMYKa MHTEPaKIuja. Y HacTojamy
fia ce mpeBasubyy rpaHnIe HAYYHNUX AUCHVIUINHA, OMTa
je IpUCyTHA TeXHa [ja ce CTBOPe HOBM HAYMHM Pas3-
MUIIJbalba O TEMM OBOTA pajia, Kao U Jla ceé yHaIpesie
nocrojehy HaYMHY UCTPAXKMBaMa, 3alITa Ce 3a/NaXKy
uctpaxuBaun (Moran, 2002; Skinner, 2008; Holley,
2009). HaBeneHo objammeme je y carmacjy ca ja-
HaIllbVIM TPEHZOM y Hayuu. To ce MO>ke BUIeT! KpPo3
npuMmep HayuHor dacommca Journal of Complexity.
Teopuja cnokeHOCTU je [JOXKMBe/la MeTEOPCKU Yc-
HOH Y JIMTEPATYPU O MEHAUMEHMY U OpYUImBEeHUM
Haykama (Morrison, 2010). Teopuja cmoxeHocTH je
npenoznpehena ma Oyme JOMUHAHTHY HAyYHM TPEHT
1990-ux... OBa peBONYIMOHAPHA Ca3HAjHA ,,TEXHMKA "
MoOXe Ta 06jacHM 61710 KOjy BPCTY KOMIIEKCHOT CHC-
teMa... (Manson, 2001), ka0 IPUCTYI UCTPAKUBALY
y HacTajamby, HayKa O CIOXKEHOCTM je IPOoydaBambe
cuctema. To Huje jenHa Teopuja, Beh 36up Teopuja n
KOHIIeNTya/IHUX ajaTa U3 Husa gucuuiuinHa (Paley
& Gail, 2011). [Takse, oBa Be3a MHTepaKIuje — MHTe-
rpanuje, 0 K0joj ce TOBOPM y OBOM pafly, yCMEpP€EHa je
Ha CTBAapHOCT CIIOpTCKOr forabaja koju ce omucyje ca
pasmuuTHX acnekara. Kpos MHOTo BeKOBa, YKpLITajy
ce pasHOBPCHOCTM Y PasHMM 00J1acTMa JbY/CKOT Jie-
JIOBama - y IMOIUTULIN, KYITYPH, je3UKY, YMETHOCTH,
BajapCTBY, CIIOPTY..., Ha JOOpOOUT, ITO 611 Ce MOIIO
Ha3BaTU XAPMOHUJA PASTUMUINOCMU, HA KOjY Ce >Keu
yKasaTi ¥ y OBOM Pajy.

Moxe ce pehu fja HaBeileHM TpaHCAVICHUIUINHAD-
HU IIPUCTYTI TeMaTHULIM OBOT pajja Ha ofpeheHn HauMH
IpefcTaB/ba IOKpeTade mpeobpakaja Hayke. Pasor
je Taj WTO Jo/aXKeme O 3Hakha Ha MHOIO Pasandu-
TUX Ha4yMHa moBehaBa CBECT O OCTBapemy JbYACKUX
HOTeHNMjasa. YMEeCTO CaMOyBepeHOI, CTPYYHOr IJIe-
OMILTA, TUTYPAIMCTUYKU IPUCTYTI HYAU KOMIIJIEMEH-
TapHO ,,TeJI0 3Hama" Koje omoryhasa o6Hasmwarve, uiu-
perve 1 Kpumuuky céecm. Tpeba uMaTH y BUY Unibe-
HUILY Ia JbYACKM YM MOPa CTAJIHO Jia HOCK HEIITO Of

ayTeHTUYHOCTU ¥ MOTYRHOCTM fla ce HelTO pa3Blja,
IITO je yIpaBo 6110 IPUCYTHO Off JaBHUHA, HAPOUM-
TO KOJI CKY/IIITOpa aHTM4Ke [puke - capajma yma 1 CT-
BapHOCTI. TO Cce y 0BOM pajiy OfHOCH Ha O/IMCKY Be3y
CKY/INITOpA ca CaBpPeMEHMM CIIOPTCKUM porabajem. Y
OCHOBU TMX U TaKBMX Be3a Ha/lasy ce HayKa Koja ce
TeMe/b)l Ha PAalMOHATHOCTH, Ha PAL[OHATHOM Ca3-
Hamy. PallloHa/lHO casHame M OHOC IIpeMa CBETY
CUMY/ITaHO IIPeJCTaB/bajy U AeIOTBOPAH ORHOC. YII-
PaBoO TO IOKasyje YTMIMTAPHOCT 3Hamba Y MOJ0OHO]
mMexHOm02Uju, TTO Ce Y aKTYeJTHOj TeMaTHIIM OBOTa
paja OgHOCU Ha OUeUMAIHU C6em.

CmaTpa ce fa je OueumanHu mapkemuHz KOM-
ieKCcHMja popMa y OfHOCY Ha MHTEPHET MapKeTHHI,
3aTO IWITO 06jennibyje TeKCTyalHe M MYITUMefVjal-
He cazmpkaje (Savi¢ & Popovi¢ Sevi¢, 2022). Hosa
MexHOI02Uja y IUTUTATHOM CBeTy JaHac omoryhasa
Iperno3HaBame BPEJHOCTN KYITYPHUX apTedakara
BajapCKe YMETHOCTH KOje MMajy CBOjy BEYHOCT 1 Koje
Mory ja ux a¢pupmuiry. [ws je na ce jenHuUM genom
ocTBape M3BeCHU e(eKTV Ha LMpPY MyOIuKy, Kpo3s
AUCTPUOYLIUjy ITyTeM JPYIITBEHUX MpPeXKa.

JHTepecaHTHO je pasMOTpUTM OUTHY Ipobite-
MAaTHKYy KOja ce Of[HOCK IIpeMa OaIUTVHU aHTUYKUX
XpaMoBa U CKYIINTYpa, Kajja ce MmocMarpajy 6oje u
BUXOBA aHAIM3a IIyTeM fMeXHONO02Uje OUSUMAIHUX
BUBYENTHUX CUMYTIAUUjA:

“Kao cmo seh ko0 konopuma, e8o jout jedHoz npu-
mepa. Hasuxnu cmo da anmuuke xpamose u ckyan-
mype nocmampamo xKao ‘naemeHumo Oene’, wimo je
4aK ymuyano Ha ueny KAAcUyucmuuky enoxy ocam-
Haecmoe éexa 0a paseuje nocebHe ecmemcke 00jmose.
Vnax, u3e0pHo aHmuuku Xpamosu u cKyanmype 6unu
cy #ueo 6ojeru. 3axeanyjyhu mpazosuma nuzmeHama
MOdHce ce ymepoumu wuxos konopum. boje Hucy umare
camo OexopamueHy HameHy, eeh cy npunaoane 6u3y-
enHom cumbonuuxom cucmemy. To mehymum ne 3nauu
0a cée aHmuuKe ckynnmype 0aHac 3apao aymeHmu-
Hocmu’ mpeba omanamu. bumno je da cy cauysanu
NUeMeHmMHU MPpazoéu HA OCHO8Y KOjux ce, peuumo,
0aHAWHOM MEXHOTI0ZUJOM OUSUMATTHUX 6U3YETHUX
cumynauuja u yneuammpusux makerma moxe npous-
secmu npedcmasa o HUX060M U3BOPHOM U32nedy. A
mo je ynpaso oo Ha wima Brandi (2007) ynosopasa
Kaoa kaxce 0a je HENOXOOHO cauysamu npeomem 6e3
NOHUUMABAA C6AK02 MPa2d NPONACKA YMEMHUUKO2
dena xpo3 epeme’ (Popadi¢, 2015).

Y3 nomoh pururanHux ypebaja, kao mTo cy namet-
HI TereoHM, TabneTy, nanrtonosy, 3] aHuMauuje u
IpPYro, lAaHaC Ce MOTy VMICTpaXmBary OOrarcTBa MH-
¢dbopmalja Ha MHTEPHETY Koja ce OfHOCe Ha OAIlTH-
Hy Bajapcke yMeTHOCTH. []a 6u ce IIOTIIyHO carienana
Ie/IVHA jeHOT TPOAMMEH3MOHAHOT IIPU30pa, Huje
moryhe moctmhy ca jemHe Tauke HmocMaTpama, Beh
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je HEOIIXOHO KpeTame OKO ¢opMe u yHyTap dopme
(Kekeljevi¢, 2016). AyTop kao cmy4aj HaBOAY IIPUMep
ca CPOHMM TPOJMMEH3VOHATHUM MeJyjeM - CKYan-
mypom. ObjaimaBa fa je koMmmjyrepcka 3[1 aHnmaryja
o6mmkoBHa MeTozia aHnMManyje. HaBopu na cy kop ose
MeTojie TOKPEeTH CTBOPEHM oMohy KOMIIjyTepa - C/Ivi-
YMIy 10 CAMYUILY, KPO3 aITOPUTAMCKO T€HEpPUCAIbeE,
IpopadyHaBame ¥ TpaHCPoOpMalyje HTPOCTOPHUX
o6/m1Ka, IpOCTOpa, MaTepujanu3anyje u OCBeT/berba.
Ilaxsie, GUTHO je f1a Ce JaHAIIBY IIOCMATPAYY jOLI BUILIE
MOTY MPUOIVDKUTY BPeIHUM YMETHUYKIM peMeK-Jie-
JMMa Bajapa aHTMYKe [puke 13 jeHOT HOBOT yI/Ia KOra
JICITybaBajy MOryhHOCTHMA TeXHONOmKOr pasBoja. Ca
TOM VICTOM, U/ CTIMIHOM ITPEMICOM, TE€JIO aT/IeTe, UK
Jieo Teya ce, Hy[jyl II0CMaTpady U Kpo3 MaHudecranyje
KaKBe Cy ¥ CHOPTCKM fgorabaju.

AHTUYKUM ONMMIIMjCKMM MIPaMa JlaHacC Cy aHa-
JIOTHE IUIaHEeTapHe OJMMIIMjCKE UIPe KOje IOKyIla-
Bajy, y Moryhem mpocropy, ma 3ajpke CMMOOMUKY
u3BOpHuX urapa. [la MupoHoB /Jucko6onoc MOXe 1
flaHac ja ,okmBu Meby Hama, roBOopyM OpurMHaIHA
njeja opraHmusaropa [leBeTor cBeTCKOr IIaMIIMOHA-
ta y arnetuny (ITapmus, 2003), koju cy ra, y3 momoh
HEKO/IMKO CTOTMHA My3M4apa ,O0KUBEIM 3a BpeMe
cBeyaHOT oTBapama. OOydyeHM y KocTuMme y 06mm-
Ky 3Be3fle, 13BODauM Cy MCTOBPEMEHO IPOU3BENN U
3BYKe KOjU Cy 3aTUTPa/M y Bas[yXy Ipejenor cTaju-
ona y Cen [lennjy. Illeaonuma ce yYuHUIO y jeFHOM
TpeHyTKy Aa he 6anjay xutnytn auck (Credanosnh,
2011). Moxpa oBaj yMeTHUYKM IeppOopMaHC Ha IIIa-
HeTapHOM CIIOPTCKOM forabajy nmpencrasiba jeqHy off
IpeTeya JaHAIIBYX AUTUTATHUX aHUMaLyja.

CBako JjaHallmbe CPeCTBO IUTUTATHE YMETHOCTH
1Ma CBOje KOpeHe y TpaiuLIMIOHa/THUM YMeTHOCTUMA.
Taxo ce kopenn 3]] MopenHra Mory Hahu n'y CKy/-
Typu. Yumwenuna je ga 3] MOmeNMHI M CKYINTypa
UMajy OUPEKTHY BUI/bUBY Be3Y, jep Ce U3pakaBajy
KpOo3 OONMKOBame TPOAVMEH3VMOHAMTHNX (GopMM Y
npocropy. Kao mro mocroju TpaguioHanIHO Mofe-
JIOBambe y IJIACTUIN, TAKO CY JAHAC IPUCYTHE TEXHU-
Ke MopenoBama y HanpeguuM 3] amatuma. Ilocma-
Tpa4 MMa Pa3IM4NTe JOXKUB/baje Mpef CKYINTypal-
HUM man gurutanauMm penom 31 mopenuHra. IIper-
IIOCTaBKa je Aa he cBako mpema CBOM ,,yKycCy“ MMaTu
HIIYHI " yTUCAaK (OXKVMB/bAj) Kajia Cy y IUTamy OBa /IBa
IIpUCTYyIA [TIOCMaTpamwa CKyInrype. JJururanmsanuja
VIMa 3HA4YajHy Y/IOTY Y 3aLITUTHU U O9yBarby MY3€jCKIX
apredaxkara. Anm, IOCTOjU U IIPUCTYII Kajla ce AUIU-
Ta/lN3alMja KOPUCTH JIa OXUBU CKyANnmype — Ha pea-
J1aH, UM MpeasnaH, HauKH. Taza ce mpuMemyje crmepe-
ockonuja, Kao MeTOJ, 04yBarba IPOCTOPHOCTY POpMe,
KOj! JOTIPMHOCK yOIa)kaBamy IPaHuUIle CTBAPHOCTU
u punma, nojavasajyhu mo>xnBbaj koju my6mmKa nma
repajyhu ¢punm (Kekeljevi¢, 2016).
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Tpe6a ucrahn ga 3]1 anuManmja He Mopa a OIIOHA-
1Ia CTBapHe 00jeKTe, CTBAPHU IIPOCTOP, MaTepujajie u
ocBeT/bee, Beh OBY e1eMeHTI MOTY OMTHU ay TOHOMHE
ayTopcke TBopeByHe. Tako Ha IpuMep, 3a aHUMMUpa-
HY GuM Janemosa Benepa kaxe ia OC/MKaBa Crieln-
GIYHOCTY KPO3 IPUMEHY CKYINMypanHux gopmu fa
ce ucnpnya ofpeheHn HapaTMB yMeCTO AUTUTATHUX
k1oHOBa cTBapHuX byau (Kekeljevi¢, 2016). Victu ay-
TOP HaBOJM JIa Ce CBe TO fjoraha cumynTaHo, y3 dase
HIOKpeTa, Koje HuCy Moryhe y CTBapHOCTH, Kao ¥ Kpo3
MopdoBame (Urypa Ha MeCTy BPEMEHCKIX e/IUIICHL.
Kaxe ma je cnenuduynocT Mefiuja JOZaTHO HaIIalle-
Ha ¥ KpO3 IIPUMEHY Ct1epeocKoniije, TEXHUKOM Koja y
M3BECHOj MepM 4yBa TPOAVIMEH3MOHA/THOCT ObjekaTa
Y IPOCTOpA.

[la 611 ce ycrenrHO OpraHN30Baste JaHAIIbe OMNM-
IIMjCKe UTPe, HEOIIXOJHO je /la TIOCTOjU 3HaMe U3 pe-
JIeBaHTHVX OOIaCTH: IUIAHNMPama, OpraHusanyje, Ko-
opAMHalje, IpOMoLuje 1 Ap., LITO 3aXTeBa BPXYH-
CKM Ofabup KOMIIETEHTHUX JIMYHOCTU Y 3ajlaramy
U3 MPOCTOpa CIIOPTCKOT MEHAIMEHTa 1 MapKeTVHT
tiMa. Tpeba uMaTy y BUIY Jja ce HaBe[eHN CafipKaj
TEKCTa MOXX€ OJHOCUTY y HEKOj aHa/IOTHOj Mepu U
Ha BajapCcKy YMETHOCT (My3ejcKe IIOCTaBKe, pasHe
u3noxobe, IpoMoLyja BPESHOCTH...). Mapkemune
OBOT criopTckor porabaja je y pyHKImju npomornuje n
npuKyIbamwa ¢punHancuja. Hehe 6uru goBospHO ycne-
IIIaH YKOJIMKO He IOCTOjI afieKBaTaH paspabennu mMap-
KeTMHIIKY IUIaH, Koju je HajehuM fenoM ycMmepeH
Ha IIPOMOLIM)Y ¥ OfHOCe ca jaBHOLINy ITyTeM Menuja
(Savi¢ & Popovi¢ Sevié, 2022). 3aro Tpeba ma mocroju
no6pa MHGOPMICAHOCT M BeIMKA MOJPIIKA ITyO/IKe
(jaBHOCTM) KOja >Ke/y fia IIpaTy 0Baj gorabaj.

Y oxBMpy ympaBbama OalITMHOM, IOTPeOHO
je moctaBuTH ofpebeHe crparelike OKBMpe, KOju
YK/bY4yjy ¥ paHUje HNPUCYTHE CTPy4YHe aKTMBHOCTH,
am n Hus HoBux (Popadi¢, 2015). Vctn ayTrop HaBo-
m ma cy y JlekcukoHy 6auimuHcKux mepmuHa cBoje
MeCTO HAllIN Y HpojeKmHU meHaymeHm (yIpaB/batbe
npojexTMa y obmactu Hacneba), stakeholders - 3aun-
TepecoBaHe CTPaHe y peajusalyjy MpojeKTa, 0eoHuU-
ue, byyemcko npojexmosarve (IIAHCKA IpepacIiofiena
¢duHaHCHjcKuX cpencraa) u cmmyHo. ObjammaBa ja
je ynora OamTuHe y caBpeMeHOM 100y BeoMa aKTy-
e/THa U YK/by4yje cBe Behy 6poj ydyecHUKa y 6amTiH-
CKUM aKTMBHOCTMMA. JaK/bydyje Ia Cy y cTpareruje
OalTHbeba HY)KHO YK/bydeHe U OHe JIeTaTHOCTY Koje
ce paHMje HUCY AMPEKTHO Be3uBaJie 3a IpeaMeT OaIuTi-
He, TIONYT MApKemuHed, MeHaymeHma 1 6POjHIX eKo-
HOMCKMX aKTUBHOCTH [...]. MeHaIMEeHT U MapKeTVHT
Cy ce 3HayajHO yTKa/IM Kao BPENHOCTM 3a IIPOMOLIVjY
maHamme yMetHocTH (Hukopujesuh, 2012).

Haxre, moxe ce pehu ma 6utTHM QakTopy, MOMyT
MapKeTVHIAa U MEHAlIMEeHTa, IPeACTaB/bajy HAuuH
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npomouyuje TIaHeTApHOr cHOpTCKOr porabaja ommm-
nujckux urapa. OHa ce OCTBapyje U pexsamupareem -
IyTeM IyOIMKOBamba TeKCTOBa (BecTH, Hajase, Kpahe
npude, CIMKe U CJ1.) Ha CIIOPTCKMM MHTEPHET CajTo-
BUMa, WIN Y JPYTUM CpefiCTBUMa MeJyjcKOT MH}Op-
MIcamwa, yuMe ce obesbebhyje HepeTKko mpHUCYCTBO Y
MeziMjama. Tako cBakoJjHeBHA KOMYHMKall/ja ca KOH-
3yMeHTMMa jorabaja myTem Meamja MOXe yTULIATH Ha
nyommMuuTeT 1a Jobuje acliefleHTHM TOK 360T ycMepe-
He IaXKibe jaBHOCTH. VI3 Tor pasnora HEOIXO[HO je a
peKmame 3a copTcku forahaj capke HeKe HOBe MH-
¢dbopmanmje Koje MOTy 3Ha4ajHO fIa ycMepe MKy jaB-
HocTM Ha 1era (Skori¢, 2014). 3navaj mpomonje ofp-
JKaBama ONMVMMIINjCKUX urapa Hajuemhe ce ocTBapyje
1 KpO3 IUIaKaTe, LITaMIIabe Cepija IPUTOSHMUX Mapa-
Ka, KOBaHOT HOBIIA, OC/IMKaBakha Majulia, IpaB/berha
¢durypuna ca reMaMa TaKMUYapCKMX AUCLUIUIVHA, A
LITO je €BUMIEHTHO, YBEK je MPUCYTAH BUILNEBEKOBHI
MuponoB Jucko6onoc - cumb0n cnopma.

BAJAPCTBO AHTMYKE I'PYKE

Y OYHKINN ITPEHOIIEIHA

N KYITUBUCAIBA CABPEMEHOT
CIIOPTA

AnTtnuka Ipuka o6uyje BajapckuM fieMa Koja
IpUKa3yjy /ena Tejla aTaeTa y HEKOM CIIOPTCKOM JO-
rabajy. Ta mema He mpencTaB/bajy caMO KOHKPETHU
YMETHUYKY TIpeaMeT, Beh ncropujcku Hactao ¢peHo-
MEH Y 4MjeM ce OONMKOBAaHOM MaTepujany OITIefiajy
IpyLITBeHA 30MBamba, 11a ¥ OHA U3 IIPOCTOPA aroHaI-
HUX HajMeTama. To 3HaYM Jla Cy TakBa yMeTHMYKA
fiera MMajia 3Ha4ajHO MeCTO ¥ Y/IOTy y (punocoduju,
COLMOTIOTj U, KYATYPU aHTUYKOT APYIITBA.

CaMm mocTymak uspajie YMETHMYKOT Jie/la KpO3 OIl-
JIeMEeIbMBathe PasIMINTUX MaTepujasa TOBOPU O jefi-
HOM VHOBAaTMBHOM ¥ KPEaTMBHOM IIOCTYIIKY, KOju je
0CTa0 UCTH 1 IO JaHAIIBYX faHa. [lakiie, JOK Cy MaTe-
PMjay OCTaIu UCTH, TO CY Ce Merbajie IIOPyKe ayTopa.
Ha ycty HauuH Ccy CopTcKa TakMu4Yemha y aHTUYKO]
[pukoj 6mma MecTo Ha KOjUMa Cy 3a4eTyi KpeaTuB-
HU TOACTULAJA KOju Cy KPO3 BajapCKa Jiefla IpeHena
BPEJHOCTH, K0 LITO Cy MUP, CKIaJHOCT, IIPOIIOpLNja,
37paBO TE€NO U JAPYro. AHTUYKM U CaBPEMEHM KyII-
TypHM apTedaKTy IOACTUYY CaBPEMEHO M MOJEPHO
[PYIITBO Ha BUXOBO Kopuiheme 3a [o6pobut cpa-
KOJIHEBHOT JKMBOTA U pajia, 6alll OHAKO KaKo Cy HeKaja
yyHWIN. VIaKo cy ce ApyuTBa pasBujaia, OHe, Kako 6u
UX TBOpAll CaBpeMeHOr onmMmmujckor mokpera Iljep
e KybepTeH Ha3Bao pOMaHTMYAPCKMM BPEIHOCTIMA,
cy ocrtaje ucre. Moxxe ce 3aK/by4UTH JIa j€ aKCHOJIOII -
Ka CTpaHa BajapcTBa y OONMKOBamY Tela 1 IOpPYKe
APYLITBY - GUBMIM3ALMjJ OCTaTa HETPOMEHhEHa.

Bajapu anTiuke Ipuke Hucy mocraBuam camo Te-
Mejbe BajapcKe YMeTHOCTH, Beh 11 Hadenna 3a monmarme
Jleriore JbyfCKOr Tenma. IIpoMeHOM (¢parmMeHTa I10710-
’Kaja Tesla ¥ IOMeparbeM LIEHTPa TeXKNIITA Te/la HALlII
Cy pelllema 3a NpMKasyBaibe IIOKpeTa y HEKOM KperT-
HoM piorabajy. OHM cy Tako 3Hama4yku ob6pabusany xa-
MeH, Jia je MICXOJI TIPefICTaB/basla ,KIMBa“ CKY/IITYpa, ca
IIPMKA30M eMOoLIHja - CIIPeMHa Jja UCTaKHe CBaKy I1epu-
ofi u $a3y KpeTHUX aKTUBHOCTH, JIa X IPEeICTaBH CT-
BapHIM, a MIMIIPECH]y I7Ieflaolja Y4MHE HEIIOCPEHOM.

PoManTH3aM CIIOPTCKOT TOKpeTa, HAPOYNUTO Ihe-
ros porabhaj kKakBe Cy ONMMIIMjCKe WUIpe, JAaHAC CY
IpoXkeTe Kpo3 AUIUTAIHY TeXHONIOrujy. Jururaaau
ypebaju cy manac Hamm mmpoky moryhHoOCT mpuMe-
He Y IPeHOCY YMEeTHUYKOT Y CIIOPT U Vice versa.

Y [IUTUTATHOM OKpPY>KeHy OCTBapyje ce OIMCKOCT
aHaJIOTMja AaHTUYKUX M JAHAIIBUX CKYINTypa Tela
ar/ieTe, Ha jeflaH HOB HAuVH, KOju je Hajuyemrhe MHOBa-
TUBAaH, KpeaTUBaH, eKCIIPecBaH, KOjy IIOHeKa, Ipe-
JIa3u y HOBY BPEIHOCT, 3aiuTo He pehu n xuu. [Tytem
TUTUTANIU3ALMje Ce, C jelHE CTpaHe YMETHUYKO JIeI0
U3 IpOCTOpa BajapcTBa 060/be MOXKe IPUOTVKUTH
IIOCMATpady, a C IpyTe MOCTOju MOTYNHOCT fa ce 3a-
Oenmexxu 1 cadyBa OaIlTHHA TUX BpeIHUX apTedakaTa
3a cBa BpeMeHa. Kommjyrepcka 3] aHuManuja npep-
CTaB/ba jeflaH Off HajMACOBHU)jUX U HAjIIONyIaPHUjUX
Meinja y paHauimwe Bpeme. IlpencraBma cacraBHU
Te0 CaBpeMeHe OIIITE KYIType U KOPUCTU Ce Y Map-
keTuHry. KommjyTtepcka 3] aHuMMaluja mpefcraBba
BPJIO 3Ha4ajaH IIPOCTOP y OKBMPY MAaCOBHUX U IIOIY-
napHux Mepuja. [locrana je, He camo yyBap 6amTuHe
CKY/INITypa aHTHKe Koje IPUKa3yjy Te/a YoBeKa, Mehy
BJMa 1 ariera, Beh ¥ jeHa of cacTaBHUX JeloBa
JlaHallbe OIIITE KY/ATYpe Koja ce, 3Ha4ajHUM J,e/I0M,
KOpMCTM y mpomonuju Mapketunra. lllupe rregano,
Moryio 6u ce pehn ja 6awmuna anmuuxe Ipuke, Huje
caMo 13 Bajapcke YMeTHOCTH, Beh M u3 fpyrux jo-
mupHUX GumocodCcKux AMCHMUIUINHA, BEeKOBIMA, CBe
IO HAHALIBVX JaHA, YMUuana u 061ukosand, TOTOBO
CBAKM aCIeKT YoBeKa. 3a ¢punocodujy cnopra 6MTHO
je 1a ce MpeIo3Hajy MHOBalMje Koje MOry 1a yTU4y Ha
IIpOMeHe KOje Ce JaHac JelllaBajy y eCTeTULM CIIopTa
u criopckor porabaja 1 ga ce n3ppum npunarobhasame
Ha pux. Ha Taj HaunH, THPOPMAIIMOHY CHCTEM MOXe
IpeacTaB/baTy OMON JaHAlIkeM YMETHUYKOM W3-
pasy cropta, Koju Beh uma onpeheno sHamwe n ucky-
ctBOo. OHa ce OI7Iefia y TOMe Ja, Ipe CBUX OJIMMIINjCKe
urpe, myTeM IpuaarohaBama HOBUM TEXHOJIOTHjaMa
HaJMIa3) CBOje CTBapajadyke CIIOCOOHOCTU. AHaso-
TMja MOCTOjM M KOJ, CIIOCOOHOCTHM HOCMaTpada Ipu
eBa/lyalllOHOM MMUIUbEHY Y IPOLEHUBABLY Bajap-
ckor gena. Ha Taj HaumMH ce caMo myTeM HOBUX (ca)
3HaWa MOXKE OCTBAPUTY OOBUTAK, OMHOCHO Halpe-
[AK Y BajapCKOj YMETHOCTH.
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Pesynratu ncrpakuBamwa NHTEPAUCHUIIIHAPHOT
HPUCTYNa aHamu3e cajgpkxaja QeHoMeHa ,TpajHOT
3ammca“ BajapCKuX fiefa, 4nja ce TeMa OfHOCHU Ha
norabhaje BesaHe 3a Te0 aTyeTe y KPETHOj aKTMBHO-
cTu cnoprckor porabaja u3 mepmoma aHTMuke Ipu-
Ke, TTOKasam Cy ja OalTuHa ¥Ma moceOHy Bpefn-
HOCT 3a Jbyfie U Tpeba jja Oyge cauyBaHa 3a Oymyhe
reHepanuje. To ykasyje fia je TeMa 4YOBeKa U HeIOBOT
tenna Omma, 6uhe m ocrahe mpocrop 3a Teme/pHa
VHTepAVICHUIUIMHAPHA, ~MYITUAVCHIMIUIMHAPHA U
TPaHCAMCLUUIUIMHAPHA MCTPaXKyBama. Jlcxonmire
Hay4He, KYATYpHe, eCTeTCKe CIIO3Haje ocBeT/baBahe,
Ha HEKOM HOBOM TEXHOJIOLIKOM HMBOY CIOPT, UCTO-
pujy ymerHoctH, umocodujy cmopra y HBUXOBO]
KOMIIIEMEHTAPHOCTIA.
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Abstract

This paper discusses the body of an athlete (sport), ancient Greek
sculpture (history of art), digital environment (digital devices
- new technologies) and sports marketing (new information
systems in business) thus enabling support to different approaches
to the system of knowledge in each of the given disciplines.
The interdisciplinary (pluralistic) approach opens a possibility
to expand not only knowledge, but the scientific awareness as
well. The subject of the paper focuses on the phenomenon of
the ‘permanent record’ of sculptures whose theme refers to the
events related to an athlete’s body in the period of Ancient Greece.
Owing to its values, the contents of these masterpieces have had
a beneficial effect as they influenced the art of each subsequent
period of civilization and are preserved for the future. In the course
of a more detailed research and analysis of the history of heritage,
new knowledge has been gained that can contribute to the general
benefit of the society that we live in. In the digital world, 3D
computer animation takes up a very important place within the
mass and popular media thus becoming not only the guardian of
the heritage of ancient Greece sculptural art depicting the bodies
of athletes, but also one of the integral parts of today’s general
culture, which is mostly used in the promotion of marketing in
sports. It is thought that this paper can be inspiring for others in
generating new original ideas towards further research.

Key words: ANCIENT GREECE / HERITAGE / ART OF
SCULPTURE / KNOWLEDGE / SPORT

Resumen

El trabajo determina cémo el cuerpo del atleta (el dmbito
deportivo), la escultura de la antigua Grecia (la historia del arte),
el entorno digital (dispositivos digitales - nuevas tecnologias)
y el marketing deportivo (nuevos sistemas de informacién en
el espacio empresarial) permiten respaldar diferentes accesos
existentes a los sistemas de conocimiento en cada una de las areas
mencionadas. Este acceso transdisciplinario al conocimiento de
diferentes campos cientificos amplia no sélo el conocimiento, sino
también la conciencia cientifica. El objetivo de este estudio se dirige
al fenomeno del “registro permanente” de las obras escultdricas,
cuyo tema se relaciona con los acontecimientos relacionados con
el cuerpo del deportista del periodo de la antigua Grecia. Debido
a su valor, estas obras escultdricas han influido en el arte de
cada periodo posterior de la civilizacién hasta el dia de hoy y se
conservan para el futuro. El articulo utilizé el método histdrico-
comparativo y el método de andlisis cualitativo de contenido. A
través del examen y analisis de la historia del patrimonio se han
obtenido nuevos conocimientos que pueden contribuir al beneficio
general de la sociedad en la que vivimos. Se ha establecido que en
el mundo digital, la animacién 3D por ordenador representa un
espacio muy significativo dentro de los medios de comunicacién
populares y de masas, y por lo tanto se convirtio, no sélo en la
guardiana del patrimonio del arte escultdrico de la antigua Grecia,
que representa los cuerpos de los atletas, sino también en uno
de los componentes de la cultura general actual, que se utilizan
en gran medida en la promocion del marketing en el deporte. Se
cree que el trabajo puede también inspirar a otros a generar ideas
originales en la direccidn de una investigacién mas amplia.
Palabras clave: ANTIGUA GRECIA / PATRIMONIO /
ESCULTURA / CONOCIMIENTO / DEPORTE
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INTRODUCTION

In the sculptural art of ancient Greece there are
masterpieces that depict the real state and position
of the athletes’ bodies in sporting events. The forms
and contents of these valuable artifacts have been
preserved to this day and represent case studies of in-
tegrity in space and time. Sculptors and their works
witness to an era that had a strong influence on the
later sculptural art of European civilization. They have
opened up a space for ever-new current issues, which
primarily relate to guidelines referring to scientific re-
search in the domain of sculptural art.

Sculptors examined the nature of the human body
from many aspects. They used the knowledge and
experience of polyvalent intelligent people (philoso-
phers, mathematicians, writers, etc.) when examining
the human body. Thus, they devised the principles
(contraposto, harmony, symmetry, rhythm...) which
they followed when making their sculptures. The
permanent influence of the sculptural art of ancient
Greece on later civilizations originates therefrom. It
is interesting to find out about Plato’s opinion on the
creation of a work of art:

As a philosopher, Plato tried to discover the causes
that lead to the creation of a work of art as a powerful
expression of psychic, emotional and intellectual pro-
cesses in the divine and dark depths of the human soul.
To a much lesser extent, he tried to determine the aes-
thetic value of the works that were created as a result of
what happens in the fine, sensitive and refined tissue of
the human being (Gavela, 2002).

It is a fact that the authors of the replicas of My-
ron’s Discobolus statue had different ideas in defining
certain minor details. They probably wanted to weave
in some idea of their own so that it could be discussed
later. At the same time, several objective facts should
not be ignored: a) there was a difference in the weight
of the discus - twice the weight of the discus was
thrown by ancient athletes; b) there was a difference
in the throwing method - the ancient athlete used to
throw the discus from a standing position, while to-
day’s athlete throws it from a turn; c) the athlete was
barefoot, while today’s athlete has special “throwing”
sneakers; d) the athlete was much shorter, while to-
day’s athlete is close to 2 m; d) the ancient athlete used
to throw the discus in the pentathlon, while today he is
a specialist in that discipline (Christopoulos & Bastias,
1976; Stefanovié, Juhas & Jankovié, 2008). The above
facts indicate that the viewer of the Discobolus statue
should not have the image of today’s discus player, but
the one Myron had in front of him. Since the statue
of Discobolos has a positive effect, which refers to the
original aesthetic and artistic quality of the work, it
was given the epithet masterpiece.
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The problem of the work is reflected in the exami-
nation of how the athlete’s body in the sculptural art of
ancient Greece can be in the function of transmitting
and cultivating the inherited. Sports events in ancient
Greece inspired sculptors to highlight in their works
values such as peace, harmony, proportion, a healthy
body and others. The assumption is that these cultural
artifacts could encourage tod  ays people to use
them for the benefit of everyday life and work, as they
once did.

Given that heritage, in its many forms, represents
an influential force in society (Sorensen, & Carman,
2009), the aim of this study is to examine the social
function of heritage related to sports events in refer-
ence to the body sculptures of athletes from the period
of ancient Greece.

APPLIED IN THE PAPER

The historical-comparative method was used in this
paper with an aim to review and critically approach
the available historical material that deals with differ-
ent aspects of the athlete’s body in the sculptural art
of ancient Greece. The method of qualitative analysis
of content and synthesis (Mani¢, 2017) was applied to
obtain a deeper picture of the complexity of different
areas (field of sports, history of art, new technology
and new information systems in the field of business).
This made it possible to identify the factors influenc-
ing their cooperation - significant for the expansion of
scientific awareness.

THE PHILOSOPHY OF THE ART
OF SCULPTURE

The ancient Greek used to accentuate that art re-
lied on the knowledge and therefore, in a sense, they
used to classify it as knowledge. For them it used to be
‘productive knowledge’ (poietike episteme), as Aristot-
le would call it, and opposed to the theoretical knowl-
edge, that is, the findings (Tatarkjevic, 1980).

The current scientific and professional findings re-
garding the subject of the paper indicate that there are
three closely related personalities who are turned to
the sculptural work to describe it using a multidimen-
sional approach. There are two types of estheticians:
the first, who approaches the problem as an artist-aes-
thetic and the second, as a philosopher-aesthetic
(Collingwood, 1981). Besides, philosophers and art-
ists, there is also a third personality - an esthete, a per-
son who has “a taste”: ... The one in the middle, the one
who understands art by experiencing it, a person with



Dorde Stefanovi¢, The athlete’s body...,

PHYSICAL CULTURE 2022; 76 (2): 89-97

a taste” (Adorno, 1974). According to Adorno, philo-
sophical aesthetics “must on one hand interpret works
of art, and on the other hand, develop the meaning of
understanding” (Gethmann-Siefert, 1995). Therefore,
it is assumed that in this multidimensional approach
of common-sense observation and interpretation of a
sculpture, a competent aesthetician of art could have
the most opportunities in assessing the aesthetic val-
ues of sculptures, provided that he had a philosophical
approach as well.

The problems of findings in art are solved by
pointing to ‘creative capabilities; which consequently
are never described in sufficient detail (Feyerabend,
1984). Therefore, a question arises: Why are creative
capabilities’ never described in sufficient detail? The as-
sumption is that an answer to this question can solve
the problem, if taken into account that in its nucleus
there is an attitude that ‘the study of heritage is a mul-
tilayered process so that a holistic approach should be
taken’ (Popadi¢, 2015). His view is that heritage is most
often indirectly experienced just as past time ‘turned
into ston€’ in different monument forms, such as old
buildings, ‘sculpture-like works of nature, statues of
heroes and the like. It is often said: “This object tells
us about that and that [...] getting to know certainty
and uncertainty of a specific relationship between a
man and ’stones, as well as with its transformations’
(Popadig¢, 2015).

The fact is that certain sculptors from the period
of ancient Greece were eager to show their creative
ideas in the field of showing young athletes’ bodies at
various times of their physical activities. Therefore, it
was mainly necessary to show some moment of the
athlete’s movement activity as impressively as possible
through the work of art. To achieve this, they probably
went to the palaestrae and gymnasiums to get an idea
for a work of art.

A throw, and the phase of a throwers movement
together with it, are meaningless if we relate them
to the museum space in which the figure stands. A
throw requires a wide space, it needs a palaestra,
it belongs to a palaestra. The Palaestra, therefore,
co-appears there. In the unreal antique layer of the
work of art, it is not only movement and life that ap-
pear, but also the special space that goes along with
them; and perhaps it may be said that there appears
a whole part of the world which cannot be separated
from the gymnastic life of ancient athletics (Hart-
mann, 1979).

Given that movement, life, unreal space, even the
whole world in a fragment together with its develop-
ments, appear only in the silent stone form of matter,
we can call their plastic shaping a work of art (Hart-
mann, 1979). When talking about art, Rodin said:

I would often give some slope, even to my busts,
some slope, some direction full of expression, so that
the physiognomy would become as expressive as pos-
sible [...] First of all, note that a movement is a tran-
sition from one position to another [...]. Basically, a
sculptor, or a painter, performs a metamorphosis of
this kind when he sets his characters in motion. He
shapes the transition from one position to another: it
shows how the first moves discreetly into the second.
In his work, one still recognizes a part of what there
used to be and reveals a part of what there will be
(Gzel, 2004).

While theory is directed towards fact finding, ’sci-
ence does not create one fact from another, but ar-
ranges the ones already known” (Mach, 1984). In line
with the stated principles, it can be said that both lead
to the development of knowledge. In this work, it is the
’hypothetical’ development of knowledge about the
athlete’s body. Bodies (can also refer to body sculptures
of ancient athletes — author’s remark) represent abbre-
viated thought symbols for a group of feelings (symbols
of content), symbols that do not exist out of our think-
ing (Mach, 1984).

Famous sculptors of ancient Greece can be consid-
ered to have been a kind of ’a touchstone in numerous
experiments and doubts. And what would happen
if a new Polykletos, Myron or Praxiteles showed up
among today’s people, who, with new content, shows
the form of the body at the moment of some moving
activity of a sports event? Could such an innovative
sculptor with a bold concept be able to achieve some
distant’ horizons, by creating such masterpieces that
would represent the heritage of today’s artistic cul-
ture? There are other similar questions which cannot
be answered adequatly, but time will show a possible
prediction.

THEORIES OF HUMAN BODY
IN ANCIENT GREECE

Over time appropriateness was considered to be
a category of beautiful in art, i.e. compliance with
the tasks that should be fulfilled (Tatarkievic, 1980).
The same author states that the Greeks called this
virtue prepon, and the Romans translated that term
as decorum. He believes that nowadays we prefer to
talk about applicability, specificity, purposefulness and
functionality as the virtue of some pieces and reason
for appealing. He concludes that the terminology has
changed, but that the term itself has lasted and con-
tinues to this day. The world of ancient Greece can be
understood through the study of contemplative and
rationally abstract thinking about the emergence of a
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beautifully built body. That phenomenon is most often
described by the words areta, kalokagatya and paideia
(Giannakis, Ttavvaxng, 2000; Miller, 2004; Miladinov,
2019) which represent scientific facts, because they are
scientifically established knowledge about real facts.

The fact is that palaestrae and gymnasiums,
through the program of education and upbringing,
had a certain share in the beautiful body shaping of
athletes (Muratidis, Movpatidng, 1992; Ioannidis et
al., 2008). The analogy still exists today, because there
have always been problems of children growing up
through sports (Ropret & Jevti¢, 2019). This leads us
to the possibility of solving some doubts for today’s
researcher who could get acquainted with the knowl-
edge and experience from the practice of ancient
thinkers, doctors and trainers regarding the develop-
ment of body of the young.

All phenomena of Hellenic life developed in the
sphere of agonistics, and it developed in the unity of
body and spirit (mind). Agonistics and gymnastics
created the ideal of kalokagatya, i.e. the harmony of
a well-built body and spiritual wealth, so by realizing
that ideal, a physically strong and energetic nation
with a healthy spirit was created. Kalokagatya is char-
acterized by the mentality of a person who possess-
es the harmony of beautiful and good, as a result of
the unity of the physical and the spiritual in human
perfection (Gianakis, Tiavvakng, 2000). Prodikos
(ITpodikog) was a Greek philosopher famous for the
principle: “[...] if you want to have a strong body as
well, you should train your body to serve reason and
exercise it with effort and sweat (Diels, 1983, I).

A human body acting in a sporting event mani-
fests itself through the apotheosis of the strength of
mind and body (Stefanovi¢, 2011). The same author
advocates the view that Roden’s Thinker is a blatant
example of the metaphor of an ideal athlete - a strong
thinker. He asks questions: What do the phrases my
body, I have a body, a strong body, an athletic body, a
well-built body and the like mean? He concludes that
numerous phrases related to the body mean that there
are several aspects to observe the phenomenon of the
human body (Stefanovi¢, 2011).

For example, a well-built body does not only imply
a morphological, but also a harmonious and symmet-
rical body structure. Philolaus (0 ®tA\dAaog) “teaches
that everything happens according to the law of ne-
cessity and harmony” (Laertius, 1979). According to
Philolaus, “harmony [is] the mixing and joining of op-
posites’, i.e. as he also claimed: “Harmony in general
arises only from opposites [...] namely, it is the union
of much that is mixed and the agreement of different
opinions” (Diels; 1983, I). Today, it is considered that
harmony is an artistic value (Panic, 1999).
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The famous sculptor from ancient Greece, Pol-
ycletus (0 TIoAvkAertog), was a the one who made a
significant contribution to the understanding of the
concept of symmetrical body development. In line with
the opinions of ancient doctors and philosophers, he
accepted the view that “the beauty of a body lies in
the symmetry of the body parts” He believed that in
order to achieve the beauty of the body, there must be
a proportional relationship between individual parts
of the body and between the body parts and body as
a whole. He worked out the principle of scaling the
human body in sculptural art, which he called Can-
on and applied it in practice in the presentation of his
work Doryphoros. That Canon served as a model for
sculptors who followed that tradition of Greek sculp-
ture (Diels, 1983, I). In reference to the above men-
tioned, Chrysippus (6 XpOounmog) remarked that:

[...] the health of the body is shown in the symme-
try between hot and cold, dry and moist elements,
because these are obviously the elements of the body,
while beauty, as he thinks, lies not in the symmetry of
the elements, but in the symmetry of the body parts;
namely, a finger against a finger and all the fingers
against the heel of the palm and the wrist, then all
these against the forearm and the forearm against the
whole arm, and all parts against all parts, as stated in
Polycletus” Canon (Diels, 1983, I).

In Opus oxoniense Duns Scott says:

Beautiful is not an absolute quality of the body, but

a set of qualities that belong to such a body. That in-

cludes the size, shape and colours, as well as a set of

all the relationships of these qualities to the body and
to each other. (Pulchritudo non est aliqua qualitas
absoluta in corpore pulshro, sed est aggregatio om-
niu convenientium tali corpori, puta magnitudinis,
figurae et coloris et aggregatio omnium respectuum
qui sunt istorium ad corpus et ad se invicem) (Ta-

tarkjevic, 1980).

That definition says that beautiful, actually depends
on all the qualities and relations contained in a respective
object. It is close to the ancient concept that beautiful is
a system, but it is expanded significantly, because for the
ancient concept the beautiful lay in the relationship of
material parts, and here it also lies in the relationship of
qualities. His criticism, the same as Ockham’s, was pub-
lished in aesthetics, not opposed to objectivism, but op-
posed to hypostases, to treating forms and the beautiful
as substances, while they are only qualities, relations and
arrangements (Tatarkjevic, 1980).

There is an analogy between ancient trainers and
artists: “Teachers, like true artists, exercised the bodies
to gain not only strength, endurance and speed, but
also symmetry and elegance’ (Taine, 1991). In the field
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of philosophy of sports — with exercising, the beauty of
movement, strength etc. in its center, the athlete’s body,
i.e. the human body, not only becomes a positive ac-
ceptance of one stage in its development, but it also
becomes a way of (over)loading, through constant
testing of one’s own limits (Stefanovi¢, 2011). ‘How-
ever, there is a possibility of pushing the limits of one’s
physical limitation in a certain physical activity, i.e.
the transformation of your body in the sense of sur-
passing yourself, to reach a different, more powerful,
better self” (Koprivica, 2018, 2019).

In his writing Act, a Study of the Ideal Form, Clarke
discusses the difference between “naked” and “nude”,
insisting that an act must be an idealization and that
this ideal beauty is a tangible vision, although it var-
ies from culture to culture, that an act is ‘a means of
affirming faith in ultimate perfection’ He advocates a
view that the naked should not only praise what a mi-
raculous work man is, but also how pathetically it has
power of immediacy and stern truth - man as he really
is (Bunker, 1957).

Although motionless and naked, he provided proof
of his exercises with the beauty of his forms. - His
skin, darkened and hardened by the sun, dust and
cold baths, did not look bare, because it was familiar
to the air, where it felt as if it were in its environ-
ment. It certainly did not shiver from cold, nor did it
get red spots or chicken skin, because it was healthy,
with good and strong tissue, a sign of a free and
masculine life (Taine, 1991).

Nudity in ancient Greece was not only a matter of
sexual advertising, but it also evoked the perfection of
the gods (Stefanovi¢, 2011). The same author explains
that nudity erased all differences of birth and status.
He says that everyone fought body to body and that
the competitors were completely exposed to the world,
whether they were on the track or in the ring. He has
the attitude - that's who we are, on some stripped-down
level. From his point of view, he interprets the naked-
ness of athletes in the sculptors of ancient Greece. His
opinion is that the gods that the Hellenes worshiped
were an idealization of themselves, shown in sculptural
art as perfect, naked human beings. Based on the fact
that for a thousand years, Greek athletes/sportsmen
wore the “uniform” of the gods - they were completely
naked, he claims that when observing the sculpture of
the gods, one sees a reflection of everything they want-
ed to be within their own framework. His view is that
the audience had the pleasure of watching the compe-
titions of the best athletes - beautiful and trained bod-
ies fighting for victory through pathos with great pride
and excitement. He concludes that no society, before or
since then, has so openly celebrated the beauty of the
human body, with the absence of shame.

THE BODY OF AN ATHLETE
IN DIGITAL ENVIRONMENT
AND SPORTS MARKETING

It is assumed that the sculptors of ancient Greece
got the idea to create sculptures that encouraged the
onlookers to start thinking about shaping their body,
as well as shaping the environment towards a healthy
lifestyle. Those who conduct researches related to
sculpture, strive not only to describe what is visible,
but also to discover truths about imperceptible (invis-
ible) entities.

In this transdisciplinary research in different scien-
tific fields (sport, history of art, digital devices - new
technology and new information systems in the area
of business) there was mutual interaction. In an effort
to overcome the boundaries of scientific disciplines,
there was a tendency to create new ways of thinking
about the topic of this work, as well as to improve the
existing ways of research, which is what researchers
advocate (Moran, 2002; Skinner, 2008; Holley, 2009).
The above explanation is in line with today’s trend in
science. This can be seen through the example of the
scientific journal Journal of Complexity. The Complex-
ity theory has had a meteoric rise in management lit-
erature and social science (Morrison, 2010). The Com-
plexity theory is destined to be the dominant scientific
trend to the 1990’s... This revolutionary technique can
explain any type of complex system (Manson, 2001).
As an emerging approach to research, complexity sci-
ence is a study of systems. It is not a single theory, but
a collection of theories and conceptual tools from an
array of disciplines (Paley & Gail, 2011). Therefore,
the link of interaction - integration, that is discussed
in this work, is aimed at the reality of a sports event
described from different aspects. Over many centu-
ries, diversities have been intersected in various ar-
eas of human activity - in politics, culture, language,
art, sculpture, sports... to the benefit of what could
be called the harmony of diversity, which, we want to
point out, is also present in this work.

It can be said that the abovementioned transdisci-
plinary approach to the subject of this work in a cer-
tain way represents the initiators to transform science.
The reason is that gaining knowledge in many differ-
ent ways increases the awareness about the realization
of human potential. Rather than a confident, expert
view, a pluralistic approach offers a complementary
“body of knowledge” that allows renewal, expansion,
and critical awareness. We should bear in mind the
fact that the human mind must constantly carry some
authenticity and the possibility to develop something,
which has been present since ancient times, especial-
ly with the sculptors of ancient Greece - the coopera-
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tion of mind and reality. In this work, it refers to the
sculptor’s close connection with the sporting event.
At the base of that is a science based on rationality,
on rational knowledge. Rational knowledge and atti-
tude towards the world simultaneously represent an
effective attitude. This is exactly what shows the utility
of knowledge in appropriate technology, which in the
current subject of this work refers to the digital world.

It is considered that digital marketing is a more
complex form compared to the internet marketing,
because it combines textual and multimedia contents
(Savi¢ & Popovi¢ Sevié, 2022). New technology in the
digital world today makes it possible to recognize the
value of cultural artifacts of sculptural art that have
their own eternity and can affirm them. The goal is
to partly achieve certain effects on a wider audience,
through distribution via social networks.

It is interesting to consider an important issue re-
lated to the heritage of ancient temples and sculptures,
when observing colours and their analysis through the
technology of digital visual simulations:

Speaking of colors, here’s another example. We are
used to seeing ancient temples and sculptures as ‘noble
white] which even influenced the entire classicist era
of the eighteenth century to develop special aesthetic
impressions. However, originally ancient temples and
sculptures were brightly coloured. Their colour can
be determined thanks to the traces of pigments. The
colours did not only have a decorative purpose, but
belonged to the visual symbolic system. This does not
mean, however, that all ancient sculptures should be
painted today for the sake of authenticity’. It is im-
portant that pigment traces have been preserved, on
the basis of which, for example, today’s technology of
digital visual simulations and impressive models can
produce an idea of their original appearance. And this
is exactly what Brandi (2007) warns against when he
says that it is necessary to preserve the object ,,without
removing every trace of the passage of time on a piece

of art” (Popadic, 2015).

With the help of digital devices, such as smart-
phones, tablets, laptops, 3D animations and others,
nowadays, one can explore the wealth of information
on the Internet related to the heritage of sculptural
art. It is not possible to fully perceive the entirety of a
three-dimensional scene from one point of view, but
it is necessary to move around the form and within
the form (Kekeljevi¢, 2016). To illustrate that, he gives
an example with a three-dimensional medium - sculp-
ture. He explains that 3D animation is a formative
method of animation. He states that with this meth-
od, movements are created using a computer - frame
by frame, through algorithmic generating, calculation
and transformations of spatial forms, space, materi-
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alization and lighting. Therefore, it is important that
today’s observers familiarize themselves with the pos-
sibilities of technological development. They make
it possible to get even closer to the valuable artistic
masterpieces of the sculptors of ancient Greece from
a new angle. Thus, the athlete’s body, or a part of the
body, is exposed to the observer in the manifestation
of a sporting event.

The modern Olympic Games which try, in the
given space, to keep the symbolism of the original
games, correspond to the ancient Olympic Games.
The original idea of the organizers of the Ninth World
Athletics Championship (Paris, 2003), who, with the
help of several hundred musicians, “revived” Myron’s
Discobolus during the opening ceremony tells us that
he can still “live” among us. Dressed in star-shaped
costumes, the performers simultaneously produced
sounds that vibrated in the air of the beautiful stadium
in Saint-Denis. At one point, it seemed to the specta-
tors that the thrower was going to throw the disc (Ste-
fanovi¢, 2011). Perhaps this artistic performance at a
global sporting event represents one of the forerun-
ners of today’s digital animations.

Each digital art medium today has its roots in tra-
ditional arts. Thus, the roots of 3D modelling can also
be found in sculpture. The fact is that 3D modelling
and sculpture have a direct visible connection, because
they are expressed through the shaping of three-di-
mensional forms in space. Just as there is traditional
modelling in plastic, so today modelling techniques
are present in advanced 3D tools. The observer has
different experiences in front of a sculptural or digi-
tal part of 3D modelling. It is assumed that everyone
according to their “taste” will have a “full” impression
(experience) when it comes to these two approaches
to observing the sculpture. Digitization has a signifi-
cant role in the protection and preservation of muse-
um artifacts. But there is also an approach where digi-
tization is used to bring sculptures to life - in a realistic,
or unrealistic, way. Stereoscopy is then applied, as a
method of preserving the spatiality of the form, which
contributes to softening the border between reality
and film, enhancing the experience that the audience
has while watching the film (Kekeljevi¢, 2016).

It should be emphasized that 3D animation does
not have to imitate real objects, real space, materials
and lighting, but these elements can be autonomous
author’s creations. For example, for the animated film
Jalet’s Venus, he says that it portrays specifics through
the application of sculptural forms to tell a certain nar-
rative instead of digital clones of real people (Kekel-
jevi¢, 2016). The same author states that all this hap-
pens simultaneously with phases of movement that
are not possible in reality, as well as through the mor-
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phing figures in place of time ellipses. He says that the
specificity of the medium is additionally emphasized
through the use of stereoscopy, a technique that to
some extent preserves the three-dimensionality of ob-
jects and space.

In order to successfully organize today’s Olympic
Games, it is necessary to have knowledge in the rele-
vant fields: planning, organization, coordination, pro-
motion, etc., which requires the top selection of com-
petent people in the field of sports management and
marketing team. One should bear in mind that the
mentioned content of the text can also be related to
the sculptural art (museum exhibitions, various exhi-
bitions, promotion of values...) to an analogous extent.
The marketing of this sports event is in the function of
promotion and fundraising. It will not be successful
enough if there is no adequately developed market-
ing plan, which is mostly focused on promotion and
public relations through the media (Savi¢ & Popovi¢
Sevi¢, 2022). That is why there should be good infor-
mation process and great support from the audience
(public) who want to follow this event.

Within the process of heritage management, it is
necessary to establish certain strategic frameworks,
which include previously existing professional activ-
ities, but also a number of new ones (Popadi¢, 2015).
The same author states that in the Lexicon of heritage
terms, project management (project management in
the field of heritage), stakeholders - interested parties
in the implementation of the project, shares, budget
planning (planned distribution of financial resources)
and the like have found their place. He explains that
the role of heritage in the modern age is very relevant
and includes an increasing number of participants
in heritage activities. He concludes that inheritance
strategies necessarily include those activities that were
not directly related to the heritage object before, such
as marketing, management and numerous economic
activities [...]. Management and marketing have be-
come significantly intertwined as values for the pro-
motion of today’s art (Nikodijevi¢, 2012).

So, it can be said that important factors, such as
marketing and management, present the way to pro-
mote the global sports event of the Olympic Games. It
is achieved through advertising as well- through pub-
lication of texts (news, announcements, short stories,
pictures, etc.) on sports websites, or in other means of
media information, which ensures frequent presence
in the media. Thus, daily communication with the me-
dia can influence the publicity to gain an ascending
flow due to the directed attention of the public. For
this reason, it is necessary that advertisements for a
sporting event contain some new information that can
significantly direct the public’s attention to it (Skori¢,

2014). The importance of promoting the holding of the
Olympic Games is most often realized through post-
ers, printing series of commemorative stamps, coins,
print on T-shirts, making figurines with the themes of
competitive disciplines, and what is evident, the cen-
turies-old Myron’s Diskobolus - a symbol of sports - is
always present.

CONCLUSION

Ancient Greece abounds in sculptural works
depicting the beautiful bodies of athletes in some
sporting event. These works do not represent only a
specific art object, but a historically created phenom-
enon whose shaped material reflects social events in
the field of agonal competition. This means that such
works of art had a significant place and role in the cul-
ture of ancient society.

The very process of creating a work of art using dif-
ferent masses speaks of a civilizational process, which
has remained the same even to this day. So, the ma-
terials remained the same, but the sculptor’s messag-
es are different. Thus, sports competitions in ancient
Greece provided the conditions for sculptural works
to highlight values such as peace, harmony, propor-
tion, a healthy body etc. The practical applicability of
the results of the work is reflected in the assumption
that these cultural artifacts could encourage today’s
people to use them for the benefit of everyday life and
work, as they once did. Although societies have de-
veloped, values have remained the same, i.e., the axi-
ological side of sculpting in shaping the body and the
message of the author remained unchanged.

The sculptors of ancient Greece laid not only the
foundations of sculptural art, but also the principles
for understanding the beauty of the human body. By
changing a fragment of the body position and moving
the body’s center of gravity, they found solutions for
showing movement in a sporting event. They sculpt-
ed the stone so skillfully, that the result was a “living”
sculpture, with a display of emotions - ready for any
movement activity that existed in a sporting event.

Today, digital devices have found a wide range of
application in art. In the digital environment, an anal-
ogy of ancient and present-day sculptures that depict
the athlete’s body can be realized in a new, creative
way. Through digitization, on one hand, the work of
art from the field of sculpture can be brought closer to
the viewer, and on the other hand, there is the possi-
bility to record and preserve the heritage of those val-
uable artifacts for all the times. 3D computer anima-
tion represents one of the most massive and popular
media today. It represents an integral part of modern
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general culture and is used in marketing. 3D comput-
er animation represents a very significant part in mass
and popular media. It has become, not only the guard-
ian of the heritage of ancient Greek sculptures depict-
ing the bodies of athletes, but also one of the integral
parts of today’s general culture, which is mostly used
in marketing promotion. Broadly speaking, it could be
said that the heritage of ancient Greece, not only from
sculptural art, but also from other relevant scientific
disciplines, has influenced and shaped almost every
aspect of man today, for centuries, until today. There-
fore, it is important to recognize the innovations that
can influence the changes that are taking place in the
art of sculpture today and adapt to them. In this way,
the information system can be an aid to today’s artistic
activity of sculptors, who already have certain knowl-
edge and experience. It is reflected in the fact that the
sculptor surpasses his creative abilities by adapting
to new technologies. An analogy also exists with the
observer’s ability to think evaluatively in assessing a
sculpture. In this way, only through new knowledge
can one achieve improvement, that is, progress in the
art of sculpture.

The results of the research of the interdisciplinary
approach to the analysis of the content of the phe-
nomenon of “permanent record” of sculptural works,
where its subject refers to the events related to the
athlete’s body in the movement activity of a sports
event from the period of ancient Greece, showed that
heritage has a special value for people and should be
preserved for future generations. This indicates that
there is still room for fundamental research. Through
research, it would be possible to expand not only
knowledge, but also scientific awareness in the field
of sports, art history, digital devices (new technology)
and sports marketing.
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