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Apstrakt

Viifeme u kojem Zivimo nam sve deiée
postavifa kao nuino udenje i raspravija-
nfe o savremenoj umjetnosti, njenim na-
stancima, razvoju, ali i kasnijem uticaju
na danas aktuelnu umjetnost. Imajuéi u
vidu istorijske uslove, zbog kojih nismo
uvijek bili w koraku sa svjetskim razvo-
Jem unyetnosii, rad u skolama javija se
kao veoma znacajno mjesto upoznavanja
i sticanja znanja o saviemenof umjeino-
sl Savremena wmjetnost, ali i ucenje
nopste zahtijeva ,,noviji" pristup u obra-
zovanju veéim angaZovanjem ucenika (u
kofoj nastavaik ima ulogu koordinatora i
organizatora, a ne predavaca) dovodi do
glavnog cilja, usvajanja znanja i njegove
prakiicne primjene. U ovom radu autor
opisuje neke nove melodicke scenarije

Abstract

The time inwhichwe live increasingly
posits as indispensable learning and dis-
cussions about contemporary art, its ori-
gins, development, and its impact on fo-
day’s contemporary art. Bearing in mind
the historical conditions, due to which
we have not always kept up with deve-
lopments in art around the world, the
work done at school appears to be very
important for presenfing contemporary
art and acquiring knowledge about it
Contemporary art, as well as education
in general, requires a move “up-to-date”
approach, one which insists on greater
student invelvement (in which the feuc-
her has the role of coordinator and or-
ganiser rather than lecturer), in ordey to
ensure knowledge acquisition and appli-
cation as the main goal. Proposed in this
paper are some new methodological sce-
narios for teaching contemporary art {o
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za poudavanje savremenog stikarsiva
u gimnazijoma fe sugeriSe primjerenije
metodicke scenarife za druge nasiavie
predmete. Krajnji ishod ovakvog ucenja
Je usvajanje znanja, prepozravanje i rd-
zlikovanje stilova | njthovih nosilaca, ali
i prakticaa primjena, koja se manifestuje
kao izvodenje prakiicnog rada (crianje,
slikanje, folografisanje...).

Kljulne rijedi: savremena umjetnost,
Kandinski, Maljevic, Mondrian, nastava
likovne kulture, gimnazija.

Uvod: Nuznost dijalogao
savremenom shikarstvu

Imajuéi u vidu istorijske, kulturne, po-
liticke i ekonomske uslove, u kojima se
razvijao nacionalni sistem edukovania,
moze nam se uéiniti logiéno vidno zao-
stajanje za tokovima evropskog razvoja
u Skolstvu. Umjetnost je dijelila sudbi-
nu naroda, stradala zajedno sa njim, Ne-
rijetko su u proslosti umjetnika koristili
kao politi¢ki ili ideolosko sredstvo. Za-
nemarujuci duhovnost, drustvo daje zna-
¢a) materijalnim i potroSackim vrijedno-
stima. Skoro potpuno bez informacija o
“kulturnom Zivotu spoljadnjeg svijeta™
prepusteno kulturi medija, koji mu pru-
zaju informacije, samim tim ga obrazuju.
Conrad Fidler, likovni teoreticar, pise ,,O
prosudivanju djela likovne umjetnosti™
sljedeée: ,,Neobrazovan ukus je vrlo ne-
pouzdan, varljiv sud. Spoznaja je ta koja
se moze stei nezavisno od osjecaja, koje
¢e kod istog Covieka promijeniti odnos
prema djelu® (1980, str. 68). Komenta-

gvimnastum students, with recommenda-
tHons fo use more appropriate methods
in teaching other subjects as well, The
ultimate outcome of such praciices s the
acquisition of knowledge and of the abi-
lity to recognise and distinguish beiween
sivles and their representatives, as well
as apply this knowledge through practi-
cal work (drawing, painfing, photograp-
hy, efc.).

Kepwords: contemporary art, Kun-
dinsky, Malevich, Mondrian, ari educa-
tion, gymnaasium,

Introduction: The necessity
of dialogue on contemporary
painting

Bearing in mind the historical, cultu-
ral, political and economic conditions in
which the national educational system
developed, the visible lagging behind
European-wide developments in educa-
tion may seem logical. Art has shared the
fate of the nation and suffered along with
it. In the past, artists were often used to
political or ideclogical ends. While igno-
ring spirituality, society attaches impot-
tance to material and consumerist vatues.
Almost completely without information
on the “cultural life of the outside wor-
1d”, it surrenders to the culture of the me-
dia, which provide people with informa-
tion and thus educate them. The art the-
orist Conrad Fiedler (1957) wrote: “One
acquires taste in familiarizing oneself
with works of art, and yet the cultivation
and refinement of taste are presupposed
in order that taste may be able to distin-
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risuci Fidlerov navod Miroslav Huzjak
pife: ,,0Ovdje se vrlo eksplicitno ukazu-
Je kako se ukus moze obrazovati, on nije
nesto s ¢im se radamo, veé 5to usvajamo
navikavanjem na vrijednosni sud svoje
okoline™ (Huzjak, 2007},

Ovakvo zapaZanje postaje od veoma
bitnog znadaja za nas, Kao $to je vec re-
¢eno, okruZeni smo veoma sumnjivim,
javnim, nac¢inom obrazovanja bez po-
sebne kontrole, recenzije i ovladtenog
uvida u sadrZaje koji nam se nude. Zhog
lodeg materijainog stanja (ali nesposob-
nosti i neznanja) nismo u mogucénost da
u svojim sredinama na adekvatan nadin
ostvarimo §ire obrazovanje, Medutim, (w
nailazimao na nesreénu ¢injenicu koja
je proistekla iz prethodnih problema u
drustvu, Unazad nekoliko godina suo-
¢eni smo sa ukidanjem predmeta likov-
na kultura iz mnogih obrazovnih profila.
Zbog toga smo dosli u situaciju da mlada
osoba koja zavrsi ekonomsku, medicin-
sku, poljoprivrednu ili neku drugu $kolu
nema nikakvo znanje iz oblasti likovne
umjetnosti. Postavlja se ozbiljno pitanje
prilagodavanja i Zivijenja takvih osoba u
civilizacijskom kontekstu drudtva i vre-
mena.

Sljedeci problem se javlja tamo gdje
postoji nastava likovne kulture, uglay-
nom u gimnazijama. Broj ¢asova je
maksimalno redukovan u okviru kojib
teSko mogu i oni najosnovniji sadrZaji
biti ponudeni i usvojeni. Srednjoskolski
nastavni planovi i programi baziraju se
na prosirenju i dopuni znanja koje je ved
sleCeno u toku osnovnoskelskog obrazo-

guish good and bad. Unrefined taste is
a very unreliable and deceptive tribunal
for decisions between value and worthle-
ssness in works of art” (p. 7). Commen-
ting on Fiedler’s formulation, Miroslav
Huzjak (2007) wrote: “This explicitly
indicates that people can be trained in
matters of taste, that it is not something
we are born with, but that we acquire it
by becoming used to making value jud-
gments of our surroundings” (p. 2).

This observation is particularly rele-
vant for us —and ever increasingly so. As
previously stated, we are immersed in a
highly dubious public method of educati-
on, which 1s without control and deoes not
allow revision or insight into the subje-
ct matter we are offered. Due to the bad
economic situation (as well as incompe-
tence and ignorance), we are unable to
offer and ensure more comprehensive
quality general education in our local
communities. We are also faced with an
misfortunate phenomenon caused by the
problems previously encountered by so-
ciety. Lately, we have seen the abolition
of art courses in many different types of
schools. As a result, young people leave
secondary school, with a dipioma in eco-
nomics, medicine, agriculture etc., and
do not have even the most fundamenial
knowledge of arts, This raises the serious
question of the ability of such people to
adapt and live in this era and the civilisa-
tion context of present-day society.

Another problem arises in schoeols
that do offer art classes, which is main-
ly secondary school, or gymnasia, to be
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vanja. Najvise se posvecuje paznja onim
pojavama u umjetnosti koje su vremen-
ski udaljenc i &ije je vrednovanie zbog
vremenske distance osiguralo stabilnost
i odsustvo upitnosti. Nazalost, najmanje
se paznje posvecuje sadasnjosti 1 vreme-
nu i prostoru u keojem Zive mladi ljudi
kojima je ovakav nastavni program na-
mijenjen. Posjedujuci znanja o umjet-
nickoj produkceiji velikih epoha (drev-
nog Ligipta, klasi¢ne Gréke, renesanse ili
barcka}, ali liseni sustinskog poznavanja
umjetnosti svog vremena, mladi ljudi bi-
vaju primorani da se u svom vremenu
snalaze bez elementarnog razumijeva-
nja njegove umjetnicke stvarnosti. Da bi
shvatio i usvojio neka znanja iz umjetno-
sti, svog, XXI vijeka, mladi ¢ovjek treba
biti informisan o temeljima te umjetnosti
koja svoje polazidte ima u apstrakeiji, a
¢iji korijent sezu vremenski dublje u li-
kovnu produkeiju posljednje Eetvrtine
XX vijeka. Stoga je nuZno podeti sa Sto
¢es¢im tumadenjem apstraktne umjetno-
sti kako bi se premostic jaz u vremenu,
ali i nedostatak interesovanja i nemar.
Pravi pofetak je svakako u ulionici, al
ne smije biti ograniéen samo na nju.

precise, The number of classes in arts has
been reduced to a minimum, with hardly
enough time to present and have the stu-
dents acquire even the basics of arts. Se-
condary school curricula were built as an
extension and upgrade of the knowledge
gained in primary school. Most attenti-
on is paid {0 those phenomena in art that
are distant in time and whose vaiuation,
in hindsight, has ensured permanence
and unqguestionability.  Unfortunately,
the least attention is paid to the present
time, that is, the time and space actually
inhabited by the very young people for
whom the curricula are intended. Having
knowledge of the art made in the major
periods (ancient Egypt, ancient Greece,
Renaissance or Baroque), but deprived
of the fundamentals of the art of their
time, young people are forced to make
do in their own time without understan-
ding even the most basic elements of its
artistic reality. For a young person to un-
derstand and acquire any knowledge of
2 1st~century art, he/she should be infor-
med about its foundations and the fact it
is grounded on abstraction, although its
origins really have to do with the last qu-
arter of the 19th century. It is therefore
necessary to increase the time spent in-
terpreting abstract art in order to bridge
the gap in time, as well as the lack of in-
terest and negligence. The classroom is
certainly the right place to start, although
these efforis must not be limited to it
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Kljucna imena u savremengj
umjetnosti

Precbimno polje savremene umjet-
nosti moze da nas odvede u gotovo be-
skrajna tumacenja i iznalaZenja primje-
ra. Rukovodeci se uputstvima aktuelnog
Nastavnog plana i programa za gimna-
zije (2012, str, 375) moguce je napraviti
osnovu iz koje se lako moZe razgranati
istraZivanje savremenog slikarstva, jer
nam to logitan razvo} umjetnosti upravo
nudi. Bilo da se pria zapodinje u udio-
nici ili van nje, na primjer u muzeju ii
nekoj drugoj instituciji kulture, potrebno
je pronaci uzroke nastanka moderne um-
Jetnosti, imajuéi na umu da obrazovanje
doprinosi razumijevanju logike njenog
kontinuiteta.

Pi3uci o subjektivhom doZivijaju sli-
ka koje pripadaju razli¢itim slikarskim
pravecima XX vijeka, Ana Radonjié |
Slobodan Markovié (2004, str. 550,
svoje istraZzivanje zapoéinju na stavu La-
zara Trifunovi¢a o razvoju glavnih pra-
vaca u modernom slikarstvu ¢iji kotije-
ni se nalaze u djelima tri kljuéna slikara
postimpresionizma — Sezana, Van Goga
i Gogena'. Ova tri stvaraoca zapolela
' Objasnjavajuéi razvo] glavnih pravaca u modernom
slikarstyu, Trilunovié iznosi hipoleze da sc njihovi
koreni mogu pronadi u delimg i kljugna slikara
posi-impresionizma: Gogena, Sezana i Van Goga,
te da se razvoj slikarstva u prvoj polovini XX veka
moZe pratiti kroz sledede i razvojne “linije™: 1)
Sezan ~ kubizam — neoplasticizam — suprematizam,
za koju je karakteristidno intenzivno bavljenje
tormom | tendencifa ka geometrizaciji; 2) Van Gog
- ckspresionizam — apstrakini ekspresionizam /
enformel, za koju je karakieristidno Koridcenje
boje kao osnovnog sredstva izraZavanja; 3) Gogen

— fovizam, za koju je karakwenistitna simbolicka
upotreba Cisle boje i ukidanje trede dimenzije.

Key figures of contemporary
art

Contemporary art is so rich and va-
ried that it can lead to almost endle-
$s$ interpretations and provide infinite
examples. Following the instructions of
the applicable curricutum for gymna-
sia (2014, pp. 310-316), it is possible 1o
form a basis on which to build a series
of activities aimed at exploring this ri-
chness and variety of contemporary art,
which is precisely what art offers becau-
se of its logical development. Regardle-
ss of whether this journey of exploration
begins in or beyond the classroom, for
example in a museum or another cultural
institution, it is necessary to identify the
causes of the emergence of modern art,
bearing in mind the fact that education
can help understand the logic behind its
continuity.

Writing about the subjective expe-
rience of pictures belonging to different
movements in 20th-century art, Ana Ra-
donji¢ and Slobodan Markovi¢ (2004,
p. 550} ground their research on Lazar
Trifunovié’s interpretation of the deve-
lopment of modern painting. Expiaining
the main {ines of development of modern
painting, Trifunovi¢ puts forward the
hypothesis that their roots can be found
in the works of the three key Post-Im-
pressionist painters, Gauguin, Cézanne
and Van Gogh.! The three artists em-

Y oAccording o Frifunovié, the  development
of painting in the first hall of the 20th century
can be traced along the following three lincs
of development: 1) Cézanne — Cubism — Neo-
plasticism - Suprematismy;, this development is
characterised by dealing intensely with form and
a lendency toward geometrisation; 2) Van Gogh -~
Uxpressionism — Abstract Fxpressionism / Informel;
this line is characterised by the use of colour as a
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Kao 3to je ,.Prvi apstrakini akvarel™
oznatio podetak apstrakine umjetnost,
jako ¢e ,Crini kvadrat™ Kazimira Malje-
vida iz 1915, godine biti prva suprema-
tisticka® (FEnciklopedija Jikovnih umjet-
nostl, 1962, sir.346) slika. Ocaran dubi-
nom 1 mogulnostima praznog prosiora
Maljevic mozda najdalje odlazi od stvar-
nog predmeta dajuél, prethodno detalj-
no osmidljenim geometrijskim oblicima
zivol kojeg posjeduju oblicl iz prirode.
Shikajuéi 1918, sliku ,,Bijeli kvadrat™ na
bijeloj pozadini, Maljevié po prvi put u
istortji umjetnosti sa tako malo elemena-
ia prikazuje kretanje koje se nastavlja i
izvan ruba slike, kretanje koje nije mo-
gude zaustavitt (vidjeti: Kosta Bogdano-
vié, Svest o obliku I, str 21, 22). Na
njegovim slikama je apstrakeija i$la tako
daleko da je vukia slikarstvo-ukupno shi-
karstvo-prema  vlastitom kraju, prema
LHrazotkrivenom ni¢emu © (Valije, 2006,
str. 36). lako posjeduje mintimuom cle-
menaia — podloge 1 jedne geometrijske
slike, Maljevicey prostor postaje dina-
mican, Ziv. Oduzimanjem jednog od dva
elementa prosior postaje pasivan, oduzi-
ma muy se Zivot.

Maljevicevi elementi na shicl odlaze
u dubinu, pribliZzavaju nam se, slobodno
se kredu u bestezinskom prostoru samo
prividno oivi¢enom formatom slike. Ona
ima svedene clemente-oblike, ali 1 znat-
no redukovane boje. U pocetku supre-
matisti¢ne faze MaljeviC se koristi dvje-
ma nebojama — criom i bijelom, dok ka-
snije uvodi crvenu, Zuty, plavu i zelenu
te fokusira izbor na osnovne boje.

' Suprematizam, smjer v slikarstve 1913 v Moskyi
pod uticajem idefa kubizma 1 (uiurizma.

cordingly calicd his own works compo-
sitions, saying that cojours were the keys
and the paintei’s eye the hammer. Such
pictures as created by Kandinsky have ¢
rhythm of their own and are underpin
ned by mathematical principles; such ar
requires to be fearnt about to be under
stood,

Jost as “Untitled (First Abstract Wa
fercolour)” marked the beginning o
absiract arf, “Black Square™ painted u
1915 by Kazimir Malevich was 1o beco:
me the first Suprematist painting.! Fas.
cinated by the depth and potential o
empty space, it was possibly Malevicl
who de-objectified his painting the most
gracing previously devised geometri
cal forms with the kind of life found ir
natural forms. When he painted “Whi
te on White”, a white square on a whit
background, it was the first time in the
history of art that so very few element
were used to show that movement cas
be unstoppable and extend out of frams
(Bogdanovié, 1995, pp. 21--22). Accor
ding fo Valije (2005), the level of abstra
ction in his paintings was so high that i
drew painting, all painting, to its end, t
“nothingness disclosed” (p. 136). Altho
ugh there is a minimum of ¢lements i
Malevich’s space - there is the backgro
und, with one geometrical shape on it —i
is rendered dynamic, lively, If either o
the two elements is removed from thi
space, it becomes passive — 1t is deprives
of its life,

The elements found in Malevich’s pa
inting sink deep, protrude and approac!
us, move [reely in weightless space, bor

1 According o Enciklopedija likovnih umjetnost
Vol 4 (1962, p. 346), Suprematisnt was a4 movemer
in painting which originated in Moscow in 191
under the influence of Cubism and Futurisim,
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Pit Mondrijan, pripadnik De Stijla’,
pokreta koji zastupa teoriju neoplasticiz-
ma u kojem su gisti ,,plastiéni osnov-
ni likovni elementi 1 osnovna izrazajna
sredstva. Umjetnici De Stijla imali su
namjeru stvoriti kolektivau umjetnost,
ni radnicku ni gradansku, ve¢ onu koja
svojim snagama odreduje Sitavu kultu-
ru. Kao Kandinski 1 Maljevi¢ tako je j
Mondrian u pocetku bic slikar konkret-
ne prepoznatijive forme. Slikajudi stablo
godinama odbacujuéi iz predstave su-
viSne pojedinosti dolazi do Cistih linija |
oblika tipi¢nih za slikare neoplasticizma.
Njegovi potezi vise nisu uznemireni, ek-
spresionisticki kako se oblik uproZéava,
tako dolazi i do smirivanja linija i povy-
Sina. Likovni clementi svedeni su na li-
nije, kvadrate i pravougaonike, osnovnih
boja i neboja. Mondrijanovo slikarstvo
Je potkrijepljeno nadelina a ne siudajem.
LApsolutng apstraktna forma, koju je on
zamislio bila je dakle duboki izraz epo-
he. Prihvacdena ili poricana, ta forma od-
govara potrebama sadadnjeg Zivota: vre-
me se u njoj prepoznalo §to je najbolji
dokaz raspona tog neobi¢nog slikara. Na
krajnjoj granici do koje je on gurnuo si-
karstvo, ono je oplodilo arhitekiuru™(Va-
lije, 2000, str. 122). [zuzimanjem jednog
oblika, drugi koii je sveden na centralnu
povrsinu umrivijuje se i postaje beZivot-
na moguca podloga za neki drugi ili dru-
ge oblike. Mondrijanov proces apstraho-
vanja, na taj nacin, dovodi do rezultata

> De Stijl, ime pokreta i Gasopisa, koji su 1917,
osnovali Holandani 1. van Docshurg, Bart van der
Leck i P Mondrian (izlazio 191728 u Leideny i
Parizu}

dered by the frame only seemingly, The
elements in it, the forms in it, have been
reduced, as has colour, and significan-
tly. At the beginning of his Suprematist
period, Malevich used 1wo non-colours,
biack and white, and later he introduced
red, vellow, blue and green, bringing pri-
mary colour into prominence,

Piet Mondrian was a representative
of De 5tijl,” a movement which promo-
ted the theory of Neo-plasticism, with
pure plasticity as the basic element of
art and the major tool of expression. The
goal of the artists gathered around De
Stijl was to create a collective art, neit-
her workers” nor citizens’, but one who-
se power would determine and mark all
culture. Like Kandinsky and Malevich,
Mondrian painted concrete, recognisable
forms at first. He painted a tree for years,
gradually discarding all the minor deta-
ils and eventually arriving at pure lines
and shapes typically used by Neo-plasti-
cist painters. His handling was no longer
disturbed or expressionist; as his form
simplified, the lincs and surfaces in his
paintings also became still. He reduced
his visual clements to lines, squares and
rectangles, primary colour and non-co-
lour. Mendrian’s painting rests on prin-
ciples rather than chance. “The absolu-
1¢ abstract form, as he envisaged it, was
thus the ultimate expression of the epo-
ch. Whether accepted or rejected, this
form suited the needs of the present life:
the time recognised itself in it, which
is the best evidence of the range of this
extraordinary artist. He pushed painting

S Aceording o Eaciklopedija lkownife wmjetnosii,
Vol. 2 {1962, p. 18). De Sujl was the name of the
maevement and magazine lavached in 1917 by the
Dutchmen Theo van Docsburg, Bart van der Leck
and Pict Mondiian (publisheel in Leiden and PParis
between F917 und 1928),
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slicnog onom koji je ostvario Maljevic.
Izdvajajuél oblike sa Mondrijanove slhi-
ke moZemo dovesti elemente na slici do
odredenog stanja ukodenosti, ali njiho-
vim ponoviim vracanjem | postavija-
njem namjesto dobijamo pokrete. Pome-
miti elementi u svom realno ukodenom
stanju sugeriu pokrete koji e nastati u
kompiuterskoj wmjetnosti, |, Kretanje u
Mondrianovoj slici, 4 svom dinamizimu,
u staiitno] formi, ponasa sc iskricavo,
popul mno§tva semafora prikupljenili u
zajednicki prostor, koji se nepredvidii-
vo medusobno pale i gase, u razhicitim
punkiovima, u zadatom prostoru i u ra-
Zli¢itim duZzinama trajanja pokretljivosti,
ali uvek bez ,sudaranja™ s obzirom na
prazna mesla u prostoru slike. Pojavnost
mnoétva u razlikama, na Mondrianovoj
slici, blisko je improvizovanju sviranja
esnih svirada u dzez- ritmu® (Bogdano-
vi¢, 2002, str. 114). Upravo ¢e Mondria-
novo stikarsivo pravih uglova skladnosti
,Ciste* proporcionalnosti najvise uficati
na arhitekturu XX vijeka 1 u€enje Bu-
haus Skole.

Umjetnost druge polovine XX
vijeka

Kao §to su pomenuti stilovi i umjetni-
ci imali svoje polaziste u slikarstvu im-
presionizma, zatim u slikarima postim-
presionizma, fovizma, ekspresionizma,
shvatanjima kubisti¢kog i futuristickog

to its outer limits, where 1t impregna-
ted architecture” (Valije, 2005, p. 122).
One form was removed, whercby anot-
her one, reduced to the central surface,
was abated and became a possible lifele-
ss basis for another form or {orms. Mon-
drian’s process of abstraction, thus, pro-
duced results similar to those achieved
by Malevich. As we isolate the forms in
Mondrian’s paintings, we can get the ele-
ments in the picture info a certain state
of torpor; if we bring them back and put
them in their places, we get movement,
The above elements, in a state of actual
rigidity, anticipated the motion that was
to appear with computer art. “The motion
we find in Mondrian’s paintings, with its
dynamism, its static form, sparkles, like
a host of traffic lights collected at one
place, turning on and off independently
of one another, at different spots in the
given arca and with motion lasting di-
flerent periods of time, but never “colli-
ding™ in the empty spots in the space of
the painting. The presence of multitude
in Mondrian’s paintings expressed as
differences is similar to jazz musicians
improvising in a live gig” (Bogdanovic,
2002, p. 114). It was indeed Mondrian’s
painting, his right angles, harmony and
“perfect” proportionality, that had the
greatest impact on 20th-century archite-
cture and the teaching of the Bauhaus.

Art in the second half of the
20" century

Just as the mentioned styles and ar-
tists were inspired by Impressionist pain-
ting, leading to Post-Impressionism, Fa-
uvism, Expressionism and the views of
Cubism and Futurist painting, these sub-
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slikarstva, tako ¢e njihova djela nadi
svoj odjek i ostvariti veoma bitan uticaj
na umjetnost koja ¢e se razviti sredinom
XX vijeka, posebno u okvirima amerig-
ke umjetnosti (vidjeti: Ruhrberg et al.,
2008, str. 269.) u vidu apstratnog ekspre-
sionizma, enformela, minimalne umjet-
nosti, opti¢ke umjetnosti. U tom kontek-
stu jasno razdvajanje uticaja postaje jo¥
komplikovanije i sloZenije, tako da ¢e
kod pojedinih umjetnika druge polovine
XX vijeka, u zavisnosti od faza njhovog
umjetnickog razvoja, postojati vise uti-
caja koji ¢e se medusobno preklapati.

Uticaji slikarskog promisijanja Vasi-
lija Kandinskog veoma su jasno uoélji-
vi na djelima DZeksona Poloka i Franca
Klajna, ¢iji rad se defini%e kao apstrakni
ekspresionizam. Dok je nastajala revolu-
cionarna slika ,,Prvi apstraktni avarel*,
Kandinski  je pokusao da u $to veéoj
mjeri slici oduzme bilo kakav priziv re-
alnog. Kandinski je nanosio oblike uki-
dajuci granicu horizonta, ali strogo vo-
dei brigu o bojenim odnosima, nijan-
sama i tonovima, o ¢emu je podrobno i
pisao.

Kod umjetnika apstrakinog ckspre-
sionizma izraZena je spontanost, gest je
slobodan | brz, bez prethodnog promi-
Shanja eventualnog dubljeg znadenja.
MozZda se apstrakina misao Kandinskog
nastavila upravo kroz djelo DZcksona
Poloka. Za razilku od Kandinskog, koji
Je koristio akvarel i ulje na platau, Polok
odlazi dalje, odbacujuéi tradicionalne
tehnike, uvodedi nove nekonvencional-
ne materijale kao $to su lakovi, mrvljenc
staklo, pijesak... On radikalno mijenja i
slikarski postupak, bukvalno postavlja-
Juct platno na pod, hodajuéi po njemu

sequent movemenis tetlected in and had
tremendous impact on 20th-century ait,
especially that created in the U.S, — Ab-
stract Expresstonism, Informal, Minima-
lism and Op Act (Rubrberg et al., 2005,
p. 269.). This context makes it even more
difficult to have clear-cut distinctions in
terms of influences, which obvicusty
overlap in the work of some artists of the
second half of the 20th century, depen-
ding on specific development stages.

The impact of Wassily Kandinsky’s
reflections on painting is quite clear in
the works of Jackson Pollock and Franz
Kline, which are labelled as Abstract
Expressionism. While creating his revo-
lutionary painting “Untitled (First Ab-
stract Watercolour)”, Kandinsky tried, as
far as possible, to deprive it of all reali-
sm, He created forms by abolishing the
line of the horizon, while being highly
atlentive to the relations between hues,
shades and tones, which he also wrote
about in detail.

Abstract Expressionists placed a
heavy emphasis on spontaneity and
applied fast and free strokes revelatory
of the lack of previous considerations
of possibly creating decper meaning.
Kandinsky’s abstract thought may have
continued to live in the work of Jackson
Pollock. Unlike Kandinsky, who used
watercolour and oil on canvas, Pollock
made a further step by rejecting the tra-
ditional techniques and introducing new
unconventional materials, such as spray
paints, crushed glass, sand eic. He also
radically changed painting as a proce-
ss, literally laying canvases on the floor,
walking on them and randomly applying
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i prskajuci ga nasumicéno, podloZan is-
kljucivo zakonitosti unutragnje nuZnosti.
Njegova slika tako rudi tradicionalna na-
gela 1w pogledu materijala i u procesu
kreacije, postaje savremena, radena pot-
puno u duhu vremena u kojem je Zivio.

Frane Klajn, shikar gesta, €iji energic-
ni brzi potezi bivaju zaustavijeni na veli-
kim poveSinama, raziikuje se od Poloka
jer, koliko god izgledale kao rezultat slu-
taine akeije, njegove slike su proizvod
razmisljanja, Poscbno je znalajna pra-
znina u Klajnovim slikama koja oprosto-
ruje dvodimenzionalnu povrsinu, udah-
njuje joj Zivot i time postaje ravnopravai
¢inilac slike sa islikanim dijeiom, Cesto
ga nadviadujudi.

Nasuprot apstrakinom ekspresioniz-
mu, pojaviée se minimat-arl. Predstav-
nik ovog pokreta u savremenoj umjet-
nosti, Mark Rotko, stikar dirokth poteza
koii lebde na povréini platna, festo gube-
i na intenzitetu pri rubovima. Na taj na-
¢in sugeri$u mogude lako kretanje, poput
oblaka, zmicanje sa vidljive povidine.

Jedna od najznadajnijih karakteristika
opiicke umjetnosti jeste iritiranje odnog
Yivea, mijenjanjem gustine linije, ritma,
komponovanjem tackica, finija 1 geome-
trijskih oblika, umjetnici op-arta, mogu
korijene svog slikarstva pronadi u djeli-
ma Sera ili Sinjaka. Utemeljitelj i naji-
staknutiji umjetnik op~arta bio je Viktor
Vazarell.

Uticaje pomenutib umjetnika pratimo
i danas u video umjetnosti i kompjuter-
skoj umjetnosti.

spray over them, as he followed his in-
stinets and responded only to the inner
urgency of the works. His pictures thus
break the wraditional principles of mate-
ria} use and creation, becoming contem-
porary and fully corresponding with the
spirit of the times in which he lived.

Franz Kline, a gestural painter who-
se energetic quick strokes hait on large
surfaces, is nonetheless different from
Pollock. His paintings arc producis of
thinking, as much as they may appear
results of haphazard actions. Particular-
iy significant in Klein’s paintings is the
presence of voids, which spatialise the
two-dimensional surface, breathe [ife
into it and are thus equalised with the pa-
inted parts, and quite often even outwe-
igh them.

in contrast to Abstract Expressioni-
sm, we see the emergence of Minima-
lism. Mark Rothko, a major representa-
tive of this movement In contemporary
art, applied paint by using broad strokes,
which look like they float on the surfa-
ce of the canvas and often lose intensity
around the edges. In this way, his pain-
ting is suggestive of easy motion, like a
cloud, fading away from the visible sur-
face.

One of the most important characteri-
stics of Op Art is that it irritates the optic
nerve, by changing the density of lines,
their rhythm, and by composing dots,
lines, and other geometric shapes. The
work of optical ariists may have roots
in the works of Seurat or Signac. Victor
Vasarely is considered the founder of Op
Art and its major representative.

The impact of the discussed artists is
highly recognisable in present-day video
and computer art.
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Savremena umjetnost u
iskustvu uéionice

Ptema wobi¢ajnim tradicionlnim na-
stavnim metodama navedene podatke
0 razvoju savremene umetnosti iznosio
bi predavaé, navodeci osnovne injeni-
ce o autorima, analizirajuéi njihov ra-
zvojni put, ukazujuéi na cjeline, detalje
i zanimijivosti, pokazujuéi reprodukeije
za temu relevantnih likovnih ostvarenja.
Zatim bi traZio od udenika da reprodu-
kuju zapamdceno ili nauéeno. U ovakvom
procesu, ucenik ostaje pasivan, najéesée
primoran na memorisanje gradiva i neri-
jetko uskracen za njegovo sustinsko ra-
zumijevanic.

Kroz videgodidnju saradnju sa uleni-
cima mogu konstatovati da je evidentna
njihova Zelja da se na ¢asu, osim usva-
Janja znanja ostvari ,,normalan® odnos
uCenika 1 nastavnika, bez pretjeranog
isticanja autoriteta predavaca. Oni Zele
zanimljivije ¢asove koji daju odigledne
primjere, Zele aktivnije angaZovanje, hu-
mer, interesovanje za pojedinca i njego-
vo midljenje.

Ne treba zaboraviti ni poziciju na-
stavnika, koji zbog prethodne opisanog
nadina rada dolazi u situaciju u kojoj
postaje nezanimlijiv, a njegovo izlaganje
dosadno. Klidejsko ponavljanje dovodi
nastavnika u stanje lifeno predavadkog
izazova.

Uzimajuél nastavu o savremenoj um-
jetnosti - za primjer, pokuSacemo pri-
bliziti jedan od mogudih nadina rada sa
ucenicma u kojem bi se mogle izbjeéi

The classroom experience of
contemporary art

According to the traditional teac-
hing methods, it is the lecturer, or tea-
cher, who presents the above summary
of the development of contemporary art,
providing the students with the basic fa-
cts about the artists, analysing their de-
velopment, pointing out wholes, details
and infricacies, and showing reproducti-
ons to illustrate the topics of relevant ar-
tworks. Next, he/she asks the students to
teproduce that which they have retained
or learned. This process makes the stu-
dents consistently passive, usually for-
ced to memorise the presented subject
matter and often denied the possibility to
actually understand it.

Any really considerable experience
of working with students brings aware-
ness that what they truly want in class,
apart from their acquiring knowledge,
is 1o establish a “normal” relationship
with the teacher. A “normal” refations-
hip is one that does not place too much
emphasis on the teacher authority and
ensures interesting classes, amusing and
even humorous at times, in which they
are given a host of examples and actively
engaged, with the teacher showing real,
increased interest in each and every stu-
dent and his/her opinion.

The position of the teacher should not
be disregarded either. The teacher-cen-
tred approach makes the teacher lose
histher students’ interest, resulting in the
type of teaching that is primarily boring,.
Clichéd repetition gets the teacher into a
state deprived of all educational challen-

ge.
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pomenuie negativitosti. Navedeni podaci
v poglaviju 2 i 3 pomodi ¢e nam da jed-
nostavnije shvatimo temu, Oni su ujedno
polazidte, ali 1 ¢ilj jednog {akvog Casa |
takvog nadina ucenja.

U dogovoru udentka i profesora o
¢asu veliku ulogn igra pripremanje
priée’. Temu predvidenu za razmatranje
poZeljno je razloZiti na nekoliko cjelina i
ponuditi uenicima, pojedincima koji su
za {ako nedto dobrovoline zainteresova-
ni.

Neke od tema mogu biti

» yslovi nastanka savremene umjet-
nosti;

« aosnovne karakleristike savremene
umjetnosti;

» geometrijska apstrakceija;

= peoplasticizam BDe Stijl;

= suprematizam;

= organska apstrakeija;

« apstraktni ekspresionizam;

s enformel;

e predstavnici pravea {ponaosob) 1

» najznacajnija djela (izbor).

Ovako rasélanjene i uop$tene teme o
savremenoj umjetnosti mogu da postanu
osnov diskusije koju sami uéenici treba
da pripreme. Od izvzetnog je znacaja
dobrovoljna odluka uenika da pripre-
me nekoliko vaznih podataka vezanih
za temu koju obraduju. Znadajnu ulogu
treba da odigra upuistvo kojim predavad
navodi ucenika da izdvoje (akcentiraju,
inaglase) najbitnije odrednice teme, koje

Taking contemporary art education as
an examplie, we will try to preseni one
possible way of working with students
hoped (o ensure the aforementioned di-
sadvantages are avoided. The discourse
and information presented in Chapters 2
and 3 of this paper will help us to grasp
the subject more easity. They are both
the starting point and the objective and
learning outcome of the proposed appro-
ach to teaching and learning,

As the teacher negotiates and agrees
with the students on the class{es) fo be
held, the preparation phase and student
guidance certainly play a major part. The
topic or subject matter proposed for con-
sideration is best broken down into se-
veral sub-topics, which are then offered
to those studenis who show real interest
in them.

Here is a list of possible topics on
contemporary art:

= circumstances  sumrounding  the
emergence of coniemporary art;

s basic characteristics of contempo-
rary art;

* geometric abstraction;

» De Stijl and Neo-plasticism;

* Suprematism,

° organic abstraction;

» Abstract Expressionism;

» Informal,

¢ representatives of individual move-
ments/genres; and

* major artworks (selection).

When a general topic like contempo-
rary art is broken down into sub-topics,
these sub-topics can provide a basis for
discussion to be prepared by the students

a8



i

M. Drljaca: SOME METHODOLOGICAL DILEMMAS ABOUT...

OUR SCHOOL 2014 Banja Luka

ne treba da memoridu mehanicki, nego
da pripreme u vidu logi¢nog izlaganja,
koriste¢i se raznim sredstvima, poput &a-
sopisa, tableta, knjiga ili ogiglednih pri-
mjera.

U jednom takvom ,,ravnopravnom®
polozaju nastavnik-predava  postaje
nastavnik-koordinator, dok se najvedi
dio aktivnosti prenosi na udéenike, koji
sami pronalaze podatke i samostalno ih
istrazuju u okviru teme. U ovom stuéaju
nastavnik ¢e izbjedi monotoniju, rutinu,
afi moze otvoriti novi nacini interpreta-
cije odredenog likovnog fenomena. Na-
stavnik je u ovakvom stufaju duZan da
se brine o minimumu informacija koje
moraju da budu obradene, ali i o tome
da suvidne informacije ne naprave po-
metnju i haos u poimanju i odredivanju
bitnog. Nakon i utoku izlaganja svakog
ucenika ponaosob vaZno je razvijanje
medusobne komunikacije, koja se najbo-
lie moZe izvestt poredenjem umjetnickih
djela ili pravaca. U toku izlaganja ude-
nici mogu samt da ukaZu na sliénosti i
raztike unutar teme, ali najvaZnija je ko-
munikacija koja treba da usljedi nakon
izlaganja. Moguce pravce rasprave moze
da inicira nastavnilk ili sami ucenict.

Jedna od predloZenih tema mozZe biti
utvrdivanje uticaja na nastanak i razvoj
odredenth stilova i umjetnika i pojedi-
ne razvojne faze unutar opusa pojedinih
umjetnika, $to slikovito mozemo vidjeti
na Shemi br. 1

themselves. It is critically important for
the students to volunteer and prepare
some important information related to
the studied topic. It is of equal signifi-
cance for the teacher to carefully prepare
a set of practical instructions to guide the
student’s selection (stress, emphasis) of
the key determinants of the topics, in a
way which will ensure they are not le-
arnt by heart but Jogically organised for
oral presentation, by using various me-
ans, such as magazines, tablets, books or
actual examples.

The teacher is then on a par with the
students, in so much as the teacher-le-
cturer has become a teacher-coordinator,
with most of the activity transferred to
the students, who find data on their own
and explore them independently within
the scope of the topic. By proceeding in
this manner, the teacher avoids mone-
teny and routine, and new ways to inter-
pret art phenomena are found. The tea-
cher’s obligation in this case is to take
care of the minimum information that
must be incorporated in the presentation,
as well as to ensure redundant informati-
on does not fead to confusion and chaos
and prevents understanding and deter-
mining the essential. It is very important
to build teacher-student and student-stu-
dent communication during and after
each presentation, which is best accom-
plished by comparing artworks or mo-
vements. During their presentations the
students can indicate the similarities and
differences within the topic, but it is re-
ally the discussion that must come after
the presentation that 15 crucial, The po-
ssible discussion threads may be sugge-
sted by both the teacher and the students.

One possible topic to present may
concern identifying the influences and
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circumstances surrounding the emergen-
ce and development ol specific styles
and artists and distinet development sta-

~ges of individual artists, as can be seen in

Dragram 1 below.

a)
POSTIMPRESIONIZAN ENFORMEL
// .
POST-IMIPRESSIONISM o INFGRMEL
— . . '/
T T — 7 APSTRALERI
FOVIZAGA < ORGANSICH APSTRAICUA \j EHSPRESIONIZAM
FALWVISTA ORGANIC ABSTRACTION . ABSTRACT
el
T .
/ g LXPRESSIOMISIV
—
e
EISPRESIONIZANM SLIRARSTVE GESTA
EXPHESSIONISH
GESTURAL PAINTING
)
FAOROMROMND SLICRSTYO
POSTIMPRESIONIZAN
MONOCHROME PAINTING
POSTAVPRESSIGMISM -
H\-\_ —_— e ——

TWLUIHEAM

CURISAL

FUTURIZAM

FUTURISM

Shema br 1. Poredenja umjetnic¢kih
stifova u okvirima savremene umjetnosti

Kod utvredivanja uticaja uenici sami
odreduju likovne karakteristike, vre-
menske odrednice, 1 osnovne razlike i
sli¢nosti odredenih stilova. Na taj nacin
utvrduju prethodno stefene informacije
koje su im predodene u okviru pripre-
mijenih izlaganja, po segmentima.

Drugi mefodoloski pristup, koji moZe
da usmjerava €as je poredenje djela ra-
zli¢itih umjetnika. Takvo poredenje se
moze izvrSiti na isti nadin kao $to u se

GEOMETRUSIA APSTRAKLIA

GEOMETRIC AS FRACNON

O - ART

OF BRT

hANIAAL - ARY

MINIAALISM

Diagram 1, Comparisons of styles in
contemporary art

In identifying the influences and cir-
cumstances, the students independently
determine the visual characteristics, ti-
meline, and the main differences and si-
milarities between the selected styles. In
this way the retained information, which
they were previously presented, is con-
solidated.

Another methodological approach
which can direct the course of the cla-
ss is to compare the works of different
arlists. Such a comparison can be madc
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poredile karakteristike odredenih  sti-
lova, samo treba odreditt kijuéne tacke
kojc e biti orjentiri price. Po¥to su u na-
vedenom tekstu za orijentire postavljena
tri imena Kandinski, Maljevi¢ 1 Mondri-
Jan, njihov rad na ¢asu moZe posluZiti
kao osa okoja usmjerava raspravil.

Kao primjere za poredenje cieloku-
pnih opusa umjetnika, ili njihovih poje-
dinih djela moZemo navesti:

» Sera-Vazreli,

+ Sezan-Pikaso-Maljevic,

* Yan Gog-Munk-Kandinski,

s Polok-Rotko,

« Mondrijan-Le Korbizije.

MoZemo napraviti nekoliko kombi-
nacija na koji naéin treba da izvr§imo
uslovljenost da li stilova, stikara ili ne-
kih posebnih odrednica na slici. U okvi-
ru jednog od Casova, koji je predviden
za diskusiju mogu se izviditi poredenja
umjetnitkih djela na osnovu sljedecih
mogucih parametara: prostora, oblika,
kolorita i kompozicije. Takav jedan mo-
guci primjer prikazuje tabela br. 1

in the same way as the characteristics of
styles, as long as key elements are de-
termined to be used as waypoints. Sin-
ce Kandinsky, Malevich and Mondrian
are the waypoints in the text above, their
works can be used as a line or axis along
which to lead a discussion.

The following combinations of artists
can provide a basis for comparing entire
oeuvres or selected works:

= Seurat — Vasrely;

« Cézanne — Picasso — Malevich;

» Van Gogh — Munk — Kandinsky;

= Pollock — Rothko; or

» Mondrian — Le Corbusier.

Several combinations can be made
and corresponding criteria established to
deal with styles, artists or individual cha-~
racteristics found in paintings. During
one of the discussion classes the selected
works of art can be compared according
to ane or all of the following parameters:
space, form, colour and composition. Ta-
ble 1 below shows the results of one such
comparison.
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KANDINSKI  MALJEVIC  MONDRIAN ROTKO POLOK VAZARELY
Kandinsky Malevich Mendrian Rothko Polloek Yasarely
- Plitak
-~ Ukinuta lintja - Postavljei
horizontal —Podloga u jedan
- U sluéaju sugeride eventualnoe dva
naziranja prosior i Mana - Sveden o - Pradubljen
o brepoznatliiveg  njegovu - Stigerisano povriinu sa u stafnom
o peizaiau dubinu, kada  kretanje o minimainim nastojaniu
G pitanju je pejzad je u dodiru praveima gore - Plitak prosiorom daljeg,
& duha sa drugiin ~dole lijevo - Dipamidan  izmedu poteza  produbljivanja
) elementom -itesno
B —Abolition of — Shallow - Reduced to — Deepened
¢ horizon —Background - Shallow - Diymamic sirface with and
ﬁ - Passibly configuous — Single plane, minimu continuously
recognised with another ossibly two space between  striving to
£ P ¥ I 5 g
landscape clement planes - sirokes increase depth
! p [
is aclually suggests space  — Sugpests
spiritaal and its depth - motion along
landscape vertical and
norizontal axes
—Amorfan
- Proizvod
sluajnosti
. Oblici — lako jedan
amorfni — Strogo —Redukovan  drugom siidan,
_ Slobodno geometrizovan  — Strogo na podlogu razlikuje se v — Geomelrizo-
B irvodeni. uz {kvadrat, geometrizovan i poteze kojl zavisnosti od  van (linija,
& wrelh odn,o pravougaonik, (kvadral, dominiraju gesta tatka, kvadrat,
B P kru ravougaonik) slikem krug...
2 p B g
—  promi&ijanje
e — Amorphous
s Amorphous Strictly - Strictly - Reducedio  —Created - Geometrised
% shapes phots geometrised geometrised  background randomly {lines, dots,
_ I"‘fce handling {squares, (squares, and strokes — Although squAres,
(hough & rectangles, rectangles) prevailing in  simitar fo circles, elc.)
reconceived circles) painting one another,
P shapes are
distinet due to
use of different
strokes
~ Pijesak,
— Osnovic staklo, lak...
— Osnovne : & .
: bojelcrvena, — Sira palcta
boje (ervena, plava i Zuta) i boja i nijansi
) ava i i L - 450 — Siroka skala
. —Sircka skala ::3\;&: (zill?;l] neboje (crna -~ Siroka skala  — Nanosi ih i?E[]:I‘(fll‘bO:?'ici
2 izbora boja i ool sivaibijela)  izborabajai  prskanjem “D0Ta DO
m bijela) o : nijansi
G nijansi nijansi
-~ — Primary — Primary —Sand, glass, Broad
,'i’: — 3road palettc N ) ! colours (red, - Troad paletic spray paintete.  °
S of col R colours (red, ! < ' Tairdy wide palctic of
of colours and blue and of colours and IFairly wide "
= blue and ) . coloors and
shades yellow), non-  shades range of X ;
vellow), non- ) shades
colours {black, colours and
colours {black
o zrey and shades
and white) : .
whiie) —Applied by
spraying
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Slobodna - Clsti — Dinamiéna
R & e .
. reomelrijski — Proiz
g kompozicija ko " 15K . _ ]:‘m/vo_d
2 Piste likovie oblici koji — Kowmponova- - Pravilna, stutanosti
é Formme sugerisu njestrogo sa Jasno odiedena - Nastavlja Komponova
g U skdaclu pokret i daju Jednostavinim - kompozicija kretanje u vidu nje Llr;tto {;m
- B cl . . e 1 » . T o S LI
(3 sa Fimom u dinamiénost geometrijskim - sateZnjom ka  poteza irvan redu olfvo
1. A e . - e I .
g o kompogiciii elementima. promjenljivosti  ruba slike » BOtovC
< Tuzic R matertaliéli
-
oo Free - Pure — Strict - Regutar, — Dynamic Comnosition
) Pure visual geomelric composition  cleurly sel - Created f()lE()\\sl striet
- Re < N . . - ;. . "
‘g’ forms loring suggest  with simple COPOSIEN, randomiy order. almost
= N motion geomelric tendency to -- Motion S
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Tabela 1

Poredenja umjetnika na osnovit likov-
nih elemenaiea u slici

U postupkuy analize umjeini¢kog
pravea i njegovih najistaknutijih pred-
stavnika, udenici imaju moguénost da
uoce njihove najbitnije karakteristike.
Pojavice se neki od bitnih zaklju¢aka o
najzna¢ajnijim likovnim principima sa-
vremene umjetnosti kao Sto su:

» ukidanje linje horizonta,

* eliminisanje nebitnog,

* odsustvo mimetike,

» odsustvo figurativnosti prirodnih
obtika,

« raznolikost stilskog izraza,

* svodenje na geometriju,

= slobodni oblici,

* primjena osnovnih boja i neboja,

« uticaj muzike na apstrakino slikar-
stvo,

« dovrienje djela prepusteno posma-
tracuy,

Table |
Comparisons of artists according to
visual elements in paintings

As they analyse a movement in art
and its major representatives, the stu-
dents are able to observe and recogni-
se their most important characteristics.
Some important conclusions about the
most significant principles underlying
contemporary art are likely to be drawn,
such as:

o disappearance of line of horizon,

* elimination of the unimportant,

» absence of mimetics,

« absence of figural elements/qualities
typical of natural forms,

¢ stylistic variety,

¢ reduction to geometry,

= use of free forms,

e application of primary colours and
non-cotours,

» impact of music on abstract pain-
ting,

« viewer left to complete works of art,

o use of new materials,
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= primjena novih materijala,

= sve znadajnija uloga podloge kaoca
adredenog dijela slike.

Realizacija navedenog nastavinog
imodela u nastavi likovne kulture omogu-
Sava primjenu razhiditih tehnika prade-
nja, vrednovanja i ocjenjivanja ucenika.
Procjenjivanje nivoa usvojenosti znanja
moze se vrditi na sledece nadine:

— U toku samog izlaganja i diskusije;

-~ Kandidat se bira slucajnim odabi-
rom, (izvlaenjem broja, otvaranjem
dnevnika, dobrovoljnim javljanjem). U
tom slucaju uéenici postavljaju pitanga
jednit drugima, imajuéi unaprijed pripre-
mljena pitanja zapisana na karticama,
Ovakav natin moze biti koristan jer je
dio igre sa jedne strane, a sa druge uce-
pici su u mogucnosti da kontinuirano po-
navljaju i ispituju jedni druge mimo casa
primjenom a-v tehnike koju ucenici uve-
fiko keriste. Neki od nafina mogu biti:
doradivanje stike na osnovu predloska
umjetnikog djela, (npr. u savremengj
umijetnosti udenik moZe ftraZiti shicne
uzore u prirodi, ili ih sam pripremiti,
fotografisati i tako pokazati na koji na-
¢in promislja o umjetniCkom praveu ili
odredenom djelu likovnog stvaralastva i
pokazati u kolikoj je mjeri znanje usveo-
jeno. Korisno bi bile nakon nastavne je-
dinice ili polugodista, u saradnji sa uce-
nicima prirediti izloZbu radova, te kroz
¢as estetske analize koji bt uslijedio na-
kon postavke, sagledati ¢ procijeniti nivo
usvojenog znanja iz oblasti savremene
umjetnosti.

+ vole of background as discrete part
of painting grows in importance.

The proposed model of teaching art
allows the use of various ways of student
monitoring, evaluation and assessiment,
The leve! of the knowledge acquired can
be evaluated / assessed

during students’ presentations and
discussions, or by choosing students
randomly (students draw numbers or
volunteer; teacher consults class book
of records), in which case they ask one
another refated questions previously pre-
pared and written on cards, The second
approach is doubly useful: on the onc
hand, it is game-like, while on the other,
the students repeat the subject matter and
test one another.

There are also activities to use beyond
the classroom. They may require the use
of audic and/or video technology, which
the students are generally all well fami-
liar with. In one such activity, the stu-
dents complete pictures based on works
of art. For example, when it comes to
contemporary art, students may be asked
to search for similar models/forms in
nature, or produce their own, and pho-
tograph them, and thus show in what
way they have been reflecting on a mo-
vement or a specific work of art and to
what extent they have acquired knowled-
ge thereof.

After teaching/covering a module or
completing a term, it may be useful to
hold an exhibition of the students’ works,
organised jointly with the students them-
selves, and followed by a class dedicated
io the aesthetic interpretation of the ex-
hibits, for the purpose of examining and
evaluating the level of the knowledge of
contemporary art gained.
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