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Summary:

The firm feeling of mutual adoption and belongirejieeen place and the man , is being
realized by it dialogue , the results in 8table imagehat man is building in relation to
its surrounding . In the conception of some arciiteal space , the floor has a very
important role , as it is the base on which candflected the meanings that some space
has to manifest.

We shall take into account the another dialoguevden architecture and theories of
space. It is possible to set up the thesis thaarttigtectural space looks different from
the assumption that it should be in a stable intdggs essence. In that sense, this paper
continues the investigation begun earlier in 199®rder to reconstruct the previous
conclusions. New visual solutions composed of Hmesconstruction elements that make
up the earlier floors are presented. Also, thestetexpression of floor decoration is a
visual-semiotics meaning as in the previous survey
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1. PREFACE

The project “Stone signs” falls into artistic intentions in space. Because of that,
frequent use of the first person singular , botpresentation and in the text itself should
not be criticized. The project is a work of art.

Fourteen years ago, trying to add a conceptualrdgon of stone floor, a venture was
born which | called anEssay on Floor* The intention was quite complex with the aim
to examine the artistic decoration of floor by nuetlof the science of language. | thought
it was interesting that floor decorations, madestohe in different colours and different

shapes, could have semiotic meaning.
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At that time | was familiar with Umberto Eco’s w&hown literature “Culture,
Communication and Informatidh but my intention was not to follow this theoretica
impulse. However, | tried to make the understandihthe theory of space close to the
meaning and aim of the essay. Then | was also ianilith some theoretical views of
space which | adopted from available literaturavds powerfully influenced by the
architect Christian Norberg-Schulz and the wdBking and Timeby a German
philosopher Martin Heideggérl accepted their philosophical and artistic comsemd
explicated them in the way | understood them. Wérethese texts urged me to express
and create my own attitude or | tried to interghet content of the texts, acting in space
in my own way and using techniques | am quite feamilwith? Even today | doubt
whether it is the matter of interpretation of o#fiezonclusions or my interest in the
guestions of the concept of space had deeper ambitFrom that time until today, |
have not substantially changed my attitude towahgsIMPORTANCE of procedures
applied to the workeEssay on FloorObviously, my intention was to express my own
author’'s ideal. Understanding of architectural gpdo the essay is abstracted,
theoretically structured, grasped by the relatigmshuling in space, but impersonal.
General, so called rules, relating to the consacof architectural space, agepriori
values of the procedure that establishes ordemagmhing. Naturallya priori values
are counter-temporal. Such an approach may aclgewmeral concept of space. If the
conception is impersonal and counter-temporalhdugd be acceptable for all. | am not
sure if | have succeeded in my intention, but lhdene something that had significance
and confirmation in the physical world as if | inteed to make contact between physical
and metaphysical. In addition to mentioned workspace | have learned a lot from the
book written byBlaise Pascal - Thoughtand the proceedings of theoretical works by
Paolo PortoghesiA Unique Vision of ArchitecturéAt that time books by domestic
authors meant a lot to me. In any case, work onEgsay on floothelped me to gain
confidence in relation to my own way of thinking.

| think that many times it was confirmed that theen- is nice and that the meaning — is

meaning. | have no dilemmas whether the nice wiammg is nice or not.
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| believe that the nice with meaning possessescassary content, the greater “depth”. |
specifically tried not to get into the context tiwatuld be the content in itself. Work on
the practical verification of the essay requiretioreal methods that are both pragmatic
and scientifically established. If we recall thiaé tstudy on architectural composition is
the basis of aesthetic studies and theorists atdrlans of architecture, it is obvious that
art project is interwoven with scientific knowledgand that scientific methods helped in
the realization of the project.
In fact, |1 have researched the floor compositiohiclw was built of identical elements of
the syllable. Elements of a syllable had a differdistribution and referred to specific
meanings. In that sense, semiotics is the essdrgdlables building that were shown as
a result of the Essay.

2. ABOUT THE RELATIONSHIP BETWEEN ARTISTSAND ART
Art has been accepted as a gift for millennia. dl& &bout art on the rational basis has
been accepted only in the domain of craft and otiélls. Therefore, Leonardo’s
TREATISE ON PAINTING Tratatto della pitturdis very edifying work of literature.
However, we cannot learn much abort Leonardo fraain «kind of literature. If we study
the famous Vasari’'s bodkives of the Great Painters, Sculptors and Archgevite dei
piu eccelenti pitori ,scultori ed architettiye areagain unable to reach the essence of the
artist’s soul. However, interesting biographicatadtom the private life of the artist are
becoming available to us, but we still have noghsinto the essence of the artist’s need
to create artistic pieces of work and devote tdlite similar case is with architecture. A
long tradition of the Treatise in architecture la&en started from Vitruvius’'s bodbe
architectura libri decem. During the Middle Ages, especially in the Renaissa a
greater number of books was created DieeRe Aedificatoria, written by Leon Battista
Alberti. The greatest Renaissance architect Anéakdio gathered his creative genius
in Quattro libri dell la architecturaln the seventeenth century Guarino Guarini dealt a
lot with architecture. His creative gift is baseth mathematical knowledge and
mathematics is based on the scientific method. &fibex, we should not be surprised that
his popular workEuclides Adauctus et methodicus mathematicaqueersais was
dedicated to Euclides’ geometry, whose principleapparently used in the construction

of his buildings. In the seventeenth century hetevrérchitectura Civile.Later, in the



eighteenth century Claude Nicholas Ledoux wroteoakbunder the titléArchitecture
considered in relation to art, morals, and legigtat/L’ Architecture consideree sous le
raport de I'art des moeurs et de la legislatioln'the same century Etienne-Lous Boullée
wrote a bookArchitecture, Essay on the Art /Architecture essail’ art/. In the early
nineteenth century Duran wroReview lectures /Precis des lecons D’Architectusd!/.
these works and others that have not been mentiargegart of history where architects
wrote about architecture. We can see that architedtas been widely considered. In a
sense it is the science dependent on mathematiea. ISpecific skill, dealing with
construction/architecture/ has a scientific basifEuclidean geometry or Pythagorean
numbers. Philosophers have often written aboutitextiire. In Ancient Greece, some
philosophers raised architecture above the othsr Afso, in the ancient time, the term
music included also painting, architecture, sculptypoetry, dances. Architecture is,
especially in the spirit of the French Republicadition, a part of agreement, legislation
and regulation. Architects used to be recruitednfdifferent professions: mathematics,
art-painting, sculpture.

We can learn a lot about architecture but concgrtiie mental part of people who have
dealt with architecture, there have not been speegibrks until the modern times.
However, we argue that the fate of these great mmeiound in their works. In the
dilemma, whether architecture is art or notsitmportant to know that artists were

often architects. The artist was a bit mystic peadity.

MICHELANGELO BUONARROTI - THE FIRST FREE-LANCE ARHT IN
CHRISTIANITY

Milos Crnjanski spent his entire life studying Matangelo Buonarrofi.He thought him

as comfort in his life. He asserted that, apaninflane less important drawing in France,
Crnjanski personally saw everything that the histofr art attributed to this great man.
For Crnjanski this giant of all forms of artistiegressions has not been the superman or a
mythical person. He considered him as a human beiftgn ignoring the awkward
nature of Michelangelo, and finding in him humagrdiy. Crnjanski wanted to learn

more about Michelangelo’s mother and subtle conoedbetween Michelangelo and
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Countess Vitorija Kolona. He loved Michelangelo’'oneets. He wanted that
Michelangelo who was a proletarian, worn by immeaisie work.

Why | believe that Michelangelo is particularly sificant among artists. The artists,
who have had power and authority to explore fullgitt spiritual cognition, the defy the
God to some extent like Michelangelo, are very taréhe modern times. At same time
his humorous and passionate scenes in the SishiapeCreveal the issues that are most
popular among artist: his particularity. Bravelydgoublicly Michelangelo demonstrated,
by the power of the artistic genius, how he saw lthst Judgment and other Biblical
scenes. All actors of his frescoes are naked. &pleehe showed what he was interested
in: musculature, which is not stylized but overergbed, which could not be an artistic
act in terms of aesthetic values, although pesfedthwn. In psychological portraits he
saw pain, suffering, foolishness, wickedness, augnindolent peace of mind, but also a
magnificent scene showing Adams’s creation. As dauatood him, Michelangelo was
the first free-lance artist, despised by his cgjless and family, with polemical attitude
towards the sacral. At the same time his fees wWerepther artists, only the object of
desire, but despite the wealth of a prince he ligpdringly. Michelangelo was not
dominated by status conventions - he used to spiemsl with common people, his
apprentices, ignoring his social importance andanageently provoked anger and envy or
resentment of his caste.

Other artists had less powerful and less operudé#itowards their own anxieties and
frustrations. Generally, they pointed out whatesutiful, dramatic, and sublime. Art was
highly rated, as well as the artists, but there n@tsany sense to explore the essence of
the artist. Art was not a medium for the artistebress his symbols and use them to
configure his mental images. Symbols and imageg weed to regulate social relations
and status. The artists, who were lucky enoughstinduish themselves, were under the
protection of patrons. The public had opportunitydcognize creative genius of artists in
the artistic achievements available to them. Thasiee mostly public buildings, palaces,
cathedrals and some engineering achievements.

ABOUT SYMBOLS

Fine arts are inherently symbolic. Art is inherémtsymbolism because it has been the

manner for surviving in time.



“We only suspect that somewhere at the bottomeo$tiul, something has been collected
and condensed into an invisible knot, a certainknawn focus, a tiny pre-atom, from
which once, according to Indian mythology, and ascording to modern astronomical
theories life exploded,, blew up in a billion pka, colours and sounds. Old wise men
and alchemists showed it sometimes as a circldl@mas a square or triangle, or as the
God’'s eye. Only symbols can express something hamfetble and yet present and
existing”.”

Quotation given above is only a recommendatiortterliterature from which it has been
taken, but at the same time, it helps us to expitessessence of symbols in the most
concise and best way when we are interested inahienthe act of creating.

One of the best-known symbols in painting is cetyaihe image of La Gioconda painted
by Leonardo da Vinci. Exploring the artist, thathg&s mental conteritazar Stanojevian

his workLeonardo da Vinci in the Light of Psychoanalysisind out that La Gioconda’s
smile was the smile of Leonardo’s mother. The nfastous smile in the Western
painting is a symbol of eternal erotic between a raad a woman, between mother and
male child. Erotic in this case is not the expm@ssof sexual intercourse Eros, but
something moré: BecauseGod does not interfere with man, but through i€ this
community is being realized and all other commatins between Gods and people,
both in reality and in a dream®In Mona Lisa’s smile Leonardo may have shown
symbolically the eternal maternal forgiveness. Tthessmile hides in itself something of
melancholy and pain. Art with elements of symbadlccharacterized by individual
contributions. | believe that the example of Leaiwss portrait of Mona Lisa has clearly
confirmed the meaning of art. There is no more fasnportrait than this one of Mona
Lisa. It is known for La Gioconda’s smile. Indiviglucontributions to this work might
apparently have beemly the work of Leonardo da Vinci. Leonardo would not be able
to put the art in this way if there were no cleancture of reality based on the temporal,
which respected the historic position of SYMBOLS.

® Jerotic, VladetaPsihoanaliza , bolest ,stvaranje /Psychoanalydiease, creationArs Libri, Belgrade
2004. p 295

® Ernst CassirerFilozofija simbolikih oblika , drugi deo , Mitsko mi$ljenj&rhe Philosophy of Symbolic
forms , Second part , Mystic thoughtknjizevna zajednica Novog Sada , 1985. p.236



Particularly important symbolic icon of Western erPieta, the image of suffering son
who remains in the bosom of his mother as a symbpure and righteous victim started
from the Goddess Eos with the dead Memnon.
In conclusion, using these two examples we carbksiathe continuity of existence of
symbols that are topics for artistic creativity. lfDthese symbols were considered to be
acceptable for creativity for many centuries. le thrdered work, the artist could add
something subtle of his individuality, but the figtive feature of symbols must not have
been brought into question.
The quality of figurative-symbolic art in the coarsf time has been replaced by modern
understanding of symbols that does not have netlgsBa subsumed under reasonable
and nice. Modern art breaks with tradition of theisd who is in the service of
“decorating”. Contemporary artist, expresses hiscmmsciousness through his work, he
is particular, often the victim of poverty, but ise-ree.

3. AFEW HYPOTHESES
CLASSIC VERSUSMODERN OR CRISISOF SYMBOLS
In contemporary art, we are faced with the neeartidts to show their view on the world
through their artistic creativity. For a long tirthee artist has been bound by its position in
the social hierarchy. However, he was often pretécand some of them richly awarded.
The artist was unable to display explicitly his fsginsciousness and anxiety that
characterized the souls of artists. Expressivewassvery subtle; the artist has suspended
his particularity. The right to particularity iseherm of art that has been freed from the
restrictive taste of patrons.
Modern art breaks with tradition of art which is the service of “decorating”.
Contemporary artist expresses his self-consciosstigsugh his work. Since the artist
creates his own world, his view is mostly PARTICURAArt has developed its own
philosophy and science. We are in situation togaete these facts. Ever since Leonardo
da Vinci there has been a tendency that art sHmeikeljuated with to science . Nowadays,
this attitude is fully acceptable. In addition, atpsychologically intriguing. Artist has
separated from the exclusive commitment and sulbmnis® his work and symbolic
images which he expresses through his work. He edlattt express himself through his



art, not through symbols. Most likely, the art obdern times was born out of the crisis
of symbols. Old symbols were not sufficient for tarbe expressed freely.

Art has become a critique of everyday life, podtig active, but unlike previous periods
it started functioning independently. This indepamck related primarily to the new
concepts of artistic expression and in this resfmetite social status of artists. Modern art
become elitist because it was incomprehensiblapatth it was not been its intention.
Rare were those who sympathized with the artistsldv Works of art often created
feelings of confusion for the viewer. Creators aft avere often people with
psychologically complex system of thought by whilchy developed their own images of
the world. If it is true that the meaning of artasroader concept than the aesthetic of
beautiful, this means that art has been freed fresirictions and does not necessarily
belong to the laws of that aesthetics which vathesbeauty of artistic works. However,
intuitively, in the course of time, modern art beemore accepted and understood.
Finally, it had to be recognized that our relasioip with art is most correctly set if we
feel it intuitively. In this sense modern art hisstemporal and historical character.
Dragoslav Srejovicwrote an articléOn the Subject Classic-modern Afte article was
published in the magazirigelo 8-9/1957. | can assume that the struggle forffardint
and more liberal conception of contemporary art \&@asignificant expression of the
intellectual and personal freedom. Srejovic camplaeed in a group of intellectuals who
are following the idea of process in the developtmanart. Thus, both classical and
modern are the result of a complex spirit belongmthe art. The artist is the sensorium
of that world and he is creating art in his own whya certain way Srejovic reconciles
classical and avant-garde, that is modern in tageéms to me that the following quoted
passage is of great importance for his basic hygsuh

“If the feelings and intuition are basic function$ consciousness which are buzzing in
the course of art recreation of objective realifytheir participation in that new creation
of the world can be differentiated, according todam psychology, then it seems that
irrational cognitive process of art is divided inwo parts: one, which by the intensity of
emotions and the other, which by the depth ofrthation, are leading to the formation

of two main groups of art forms, classical and nrade



Srejovic’s interesting and well-written article ee$ to the theme that is of particular
interest for me and for this work. He explicitlgfuses to subordinate the concepts of
modern art to classical as a consequence of newepts of space, matter or time.
Srejovic  writes, cited:“That difference /between classical and modern/Hseen
motivated by the mystery of cognitive process, #hadrtistic creative act, in which the
main actors are man and nature, subject and objectact, by the change that took
place in this relation.”

Apparently, most of the artists shared similar \sefortunately, some of the well-known
artists of our time have left some written workeatbthat. One of them, who is familiar
to me, is Mica Popovic and his book entitl@ditcome of the Imag®n this occasion
again, | will give a few quotes from the book whiakil eventually help me to make
certain conclusions. In a sense, | get the impoessiat Srejovic anticipated what Mica
Popovic was able to reveal later in his recordif@se should bear in mind that Srejovic
was and archeologist and that his intuition mustehaeen thoroughly developed. | am
setting up a key argument for the reasons why nmoaerhas been created.

If new theories of space and time have not beempribduct of art development, they are
not the sense of art, then in the art itself, eavrmeaning, and a new expression could
not have been found

Art would have to stay where it is. Such a stateanfspirit produces a CREATIVE
NOTHING, indicating the dying of art.

Artists are not the people who easily accept thieagsons that hinder them in their
existential need to create. According to a centaie, there always appears a messiah or a
prophet with a gift, as Mica Popovic concludes, tgutBut for the real gift in the right
epoch one should have, not only the right virtles, also the right | disadvantage$”.
Paul Cézanne had such a gift for modern. Mica Piopavote: “Stunning definitions
have been proposedgeometry is the only necessity that belongs to ftbhren,
interpretation of that necessity is the only dragvitask that can be solved, and the
content/semantic in the picture/while emerging /@axtiausting in the form, should not
(and cannot) testify about anything else excepuaidat it has been created — about the
form! The painter came into HIS OWN AND ON HIS O finally he was able to

" Popovic , Mica , Ishodiste slikeDutcome of the ImageNolit , Beograd 1983. p79



deal with something which is HIS OWN. Cézanne nstaled, not only the limits of his
own talent, but also the REAL limits of paintirfyy.”

| can conclude that art came to a crisis due t®RECS OF SYMBOLS. Art in its essence
is not particular; it is configured on other groan@heories of infinite time and space are
not the HOME of art. The artist produces his warksome part of ONE WHOLE time,
but it seems that the structure of reality has “etvat one moment, that it has erupted
beyond the TEMPORAL. The consequence of decompastf the reality has produced
very interesting philosophical and other views. ¥®all, space and timare deprived of
daily existence. They were moved into relative &rivut this time the relativism could
have been proved in a certain way. Unfortunatélipas been forgotten that even in the
ancient cosmogony, it was believed that three dgioeis of space are insufficient to
explain the world.

On page 93 in his book, Popovic discussed the Ssitguer's maxim THE WORLD IS
MY REPRESENTATION. He found out that the philosoplamticipated the concept
which would help art to get out of deadlock in whit fell. The statement in the above
guoted text in which Srejovic claims that that &tnot the consequence of new
theoretical knowledge on the verge of physics aretaphysics can be brought into
parallel relationship with the following textThe philosopher believed that sensory
perception of reality is not in contradiction toethprinciple - THE WORLD IS MY
REPRESENTATIONand that space and time are not a part of the itdispace and

time, but they are only a part of our representationly a mater of our subject. It means
that objective form of time and space does nott &xistself: it exists in space and time
only as the object of our subject, it exists onlypécome object to the subject, content of
the subject.”It is obvious that the philosopher’'s speculatiam de understood outside
the temporal time. As such it becomes a THEORETIGAXRSTULATE of a WHOLE
/time/ and thus, it is compared with the class@atl avant-garde. Obviously, it is a
paradox that has helped the reconfiguration of Maimely, time can be understood as
temporal, as a part of our image, the forth dimemgif that NOW. In order to come to
that knowledge, we have to accept infinite functadrspace/timelf the artist returns to
his own, wishing to be his own on his own, thenimdglae SYMBOLS configure the art.

8 |bidem p79
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Those symbols are always in relation with the maxiHE WORLD IS MY
REPRESENTATION. In addition, particularity cannaeypail over gender. Art is the act
of an individual stamp, as Agnes Heller points @dientifically explained, new TYPES
have been created.
Art paid a high price for its freedom. Freedom aanhe door for a variety of very
creative and highly developed people and specuslaRedemption has led to unexpected
results, but we are not in position now to presemtviews.
HOPE AND FAITH FOR THE FUTURE
| believe, and | have already been aware since #88he continuity of events has been
created leading to a critical moment for prepondegeaof the Renaissance principles that
will be the foundation of a new era in the art loé 2f' century. When | use the term
Renaissance | do not expect the revival of the taditions, but the real rebirth of
humanity.

4, CONCLUSION
For this research it is especially important tabksh a clear and irrelevant relationship
with theoretical researches showing what spacadsvehat time is. For the experiment
shown in this paper, the term of architectural sphas been accepted and defined by
Christian Norberg-Shulz in his bod&kistence, Space and Architectufée result of the
experiment does not aim to explain what the essehepace is. Methodological basis
for the previously mentioned opinion includes timewledge of space and time indicated

below.

SPACE

Explanation of the origin of space is equated ekplanations of the origin of cosmos. It
is evident that such adventures of mind are sdientiut also speculative, that is,
hypothetical. It is certain that the legality of mebformation has been explained by
physics and metaphysics, mathematics, chemistry aftiter natural sciences.
Architectural space is much narrower concept ofeaegal space. In principle, it is
presented in three dimensions and perceived thrthglenses. Especially the sense of
eyesight.] would add that man has a sense of time. If architecture, as explained by
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Milutin Borisavljevic’, by its nature concerns the time more than spaeelso perceive

it in that way. It is clear that architecture st @ science which studied the cosmic laws
and hypotheses about the origin of universe. Theddmy carried by architects,
concerning the images of space and general queshiont space, is not appropriate. |
think it is quite unnecessary. The task of arciite is not to develop the theories of
space. However, we cannot exclude the effects chitacture resulting from new
theoretical knowledge of space, society, engingeaind technology, medicine, etc. As
much as | dare to judge, most of the speculatidrusitathe structure of time and space
that architects took over and partially develoed,used mostly for one goal: creation of
original form and shape. Whether the architectéoaeh represents all that architecture
can reach, is the question which remains to be aresivin some future discussion. And
yet, | am sill not sure if form and shape is thesahing. For example, the shape for a
physicist is..”"Even when modern science about nature talks atheforms of atoms,
the word shape can be understood only n its masérgé meaning, as a structure in
space and time, as a feature of symmetry of fom®esyell as the possibility of binding
for other atoms.*’Analyzing previously cited sentence, the notionSHMAPE in its

general sense is defined by: structure, spaceiargd In fact, Plato’s intuition about the

regular polyhedra is the structure of reality ahd physical world can be understood
through the structure of atoms. In that sensesehof us who are dealing with
architecture, were given the freedom of subordingathe architectural forms to general
principles of shape. The relationship between &chire and structure is not only in the
structural method of design, but it is a methodwialgorientation in the theory of
architecture.

In addition, what holds our form in preventing @ fall apart are the FORCES OF
SYMMETRY. We must accept the worslymmetryas it was understood in Ancient
Greece Symmetrymeant the same as the proportion or proportiozlationship of parts
to a whole. Also, the regularity related to mutbafmonization of measures of individual
components isolated from the whole. Another wordt thas the same meaning for

° Borisavljevi, Milutin , Zlatni presek i drugi eseji /Golden section andentassays/ Izbor i predgovor ,
dr Zoran Mane, Srpska knjizevna zadruga , Beograd 1998.
19 Verner HajzenbergFizika i metafizika Nolit , Beograd 1989. p 37

Heisenberg Verner , Der teil und das ganze
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practice is analogy. | can conclude that the fqrceghich hold the architectural FORM,
are in harmony with analogies and symmetries, ithgiroportions. Thus, geometry, if it
is not the science, reat enough to explain ardhitecit is certainly necessary in the work
of the architect.

TIME

Einstein’s theory of relativity began by emphasigimat time interval for the observer,
who is in motion, is not the same as the time vakfor the observer who is in the state
of rest. Werner Heisenberg claims that the mathealaproof of this theory is fully
understood, but there is something that frightens KYou can say that | realized the
theory by my head, but not yet by my heart. Whattithe is, | think | know it without
learning physics, and yet, our way o thinking acting always assume the naive notion
of time.™! It is possible to establish a hypothesis that reeadl able to have our OWN
time. If we see architecture in time, because wegdee it in different sequences, as
active interval of time when we are in motion osgige observed from one point at rest,
when we let time pass, then my perception is ledtito be physiologically, as well as
mentally different from anybody else’s. Throughgegtion the time has become relative
in some sense. My time is a matter of my percepliois not some general time but the
one related to the issue which is the object ofabgervations. So, | have the right to
watch the world and architecture, which is a pérthe objective world with own eyes
and understand them with my own mind. Perhaps, hatalways right, but if | try hard

I will be able to understand others, even thoughctacks show the same measured time.
“Such a return to observable was Einstein’s greagrim In his theory of relativity,
Einstein was right when started from a banal obagon” the time is that we read on the
clock.”?

Einstein’s statement, related to the time on theckclis a hypothesis about the
measurement of time. It is exact as it is true #tahe same time two clocks in different
parts of the world never show exactly the same oredstime. We do not even know
what we measure with clocks. Is it just a naturabsure of a size which we call time?

How do | want to understand cosmic time? And, | milt deal with it at all.

Hbidem p. 62
12 erner HajzenbergFizika i metafizika Nolit , Beograd 1989. p 64
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Time is very historical category for architectunedaart. |1 accept it as temporal and
historical. |1 believe that we have sufficiently beengaged in understanding of
space/time structure of reality and that furthegasyement in this area would only make
difficult what | intended to conclude by this papEmally, it could be hypothesized that
neither space nor time is the practice of the usand that the white could become, for
example, black.

Specially, and with great pleasure, | will reflect the end of the fifth part of the article
by Aleksej Brkic who once wrote about threversion of the dialectic fornThe fifth part

is entitledGeometric analysis of fornad was published in the magazine Construction
/ 1zgradnja/ number 11/78 on the pages 1-8. Aetiek of the article Brkic concludes that
the search for truth, concerning the essencheotihiverse, cannot obviously be found
in mathematical and geometrical laws. In other wpnmhathematical and geometrical
truths are not thalentity or the essence of realitide completely, at least in my opinion,
left over to the art intuition when, at the endtuoé fifth part, wants to show how we can
feel cosmic superstructure. For that, he will utercalledart images.. However, he
does not belittle art, but he approaches to it. &lgnbetween mathematical and artistic
concept there is the notion of ord&ut as the order is something real and not only
imagined, we must face this notion in more detailsncluded professor Brkic. |
recommend two titles to show how artists explaitietr search for ORDERANritings of
art by Paul Klee andExplorations of infinity by M.C. Escher. | hope that reading of
these books will make a great pleasure to the re&e us, it is important that science
and art are being treated as ne indivisible mefigll where, besides the rational part
there is a clear and significant part of intuitiiéaus intuition, as a gift, is not inherent

only in artists but also in rational minds that @deen attributed to science.
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Taking into account TEMPORAL AND HISTORICAL as twespecially for me the
essential determinants of the concept of TIME, @musidering that this time need not be
necessarily quantified, but it is an expressiocaftinuity and history, | take the right to
hold the following discussion on architectural spawhich is in the function of time. |
suggest the following topics for discussion:

1. Space inherent in geometry/stereometry, rule®ofposition, aesthetics/

2. Space inherent in itself /random choice causedcdnysal structure of the
universe/

3. Space inherent to Ecology /humanism , ecology asmaility, aesthetics/

As a supplement to this text | added documentatiaterial. These contributions

should be sufficient for grasping the essence efdiscussion related to the triad of

space inherencé®
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