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The Hellenic standard of beauty was man. The
ancient Greeks discovered the golden law of
pnqporticms: the basis of »pr«oporbions wasal:3
ration in reference to man’s face-foreheao-no-
se-chin. Everythmg seemed to lie in anatomy.
Everythmg in man is humanized, social, eve-
rything is a reflection of the ccxmprehensnveness
of history and the living experiences of people.
Even the anatomic composition embodies not:
only generally human, but also ethnic and na-
tional peculiarities. The standards set by Helle-
nic proportions do not correspond to all peo-
ples. The canons of beauty contain intramsience,
historicism, and mationality. It may consequantly )
seem that 1:he dialectics of the national and uni-
versally human delve into the unquestionably
etermal, ,natural”, golden laws of proportion.
Here generally human principles in art appear
in the most unexpected manifestations of arti-
stic thought.

Among the theoretical concepts of the past,
perhaps precisely Russian comparativism (Ve-
selovski and his school of the comparative-hi-
storical method in criticism) devoted atten-
tion = to universally human = principles " in
art. However, the roots of ; such " pheno-
mena of general and similar Whlch coincide in
the arts of various nations Were seen by com-
parativists only in the mutual influences of na-
tional cultures. Comparative scholars envisaged
,wandering plots” as !the main form of - the
literary influence of cme national art upon ano-
ther, and as the main vehicles of the univer-
sal human principle of artistic thought.

A theory of mutual influences and effects of
national arts reduced to the existing and extre-
mely limited frameworks of travelling plots is, -

*) Excerpt from an article by J. Borev: The Natjonal
and International in Art, whose publication is possible
thanks to the APN ‘Agency.
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naturally, unable to explain the entire signi-
ficance of generally human and astonishing si-
milarities of rplots thought, forms and ideas in
the art of various nations.. When we delve
deeper into the problematics, we see that these
extraordinary similaritiés' cannot. .be explained
solely through the mitual influences of culture.
We encounter similarities and cross-sections of
culture even *where there can. mot be the
slightest  questi of ‘influence, pressure, wan-
dering plots;ior-a’ confrontation of nations.

The Japanese, for. instance, have a feast of the
Moon. In mid-September, three days to the full
moon, when light shadows: can - be  discerned,
hardly encroaching on its harmony,the" Japa-
nese come out in the evening to admire the
moon. An aesthetic feeling here manifests itself
through the mingling and. conjoining of disso-
nance into harmony. The most harmonious and
symmetrical gateways can be found in the town
of Nikko, of which the Japanese say: “He who
has not seen Nikko has not observed beauty”.
As an expression of contemporary beauty, ho-
wever, the harmony of the edifice is marred:
one of the columns is turned inwards.

It is noticeable that other nations increasingly
base a sense of beauty on the inclusion of disso-
nances into harmony. In the magnificent edi-
“fices of the ancient Greeks in the Parthenon,
the collonade escapes resembling a prosaic fence
because it is totally composed of harmony in
dissonance: the harmonious collonade reveals
itself upon careful scrutiny as a row of colummns
of unequal diameter, with unequal spacings
between them, etc.

Such a unification of dissonance into harmony,
such a system of beauty through the inclusion
of marred symmeiry, rhythm and entity into
it, is the feature of modern- artistic thought.
Hence this principle is adhered to by the Soviel
composers Shostakovich and Prokofiev. There
are innumerable similar examples. The com-
parativist idea of wandering plots and direct
mutual influences and loans cannot explain all
the complexity of the problem. A solution must
be sought elsewhere.

Mankind communes with the same material
world, with one, though possibly varied, ma-
terial environment in which the same laws hold
strong. All peoples are surrounded by this sa-
me ocean of air, the same starry sky, the same
sun shining from the heavens — the same laws
of the material world, nature and society, the
same psycho-physical and Gnostic laws of
learning and thought, the same historical laws
. of social production, social formatioms and class
struggle are active and manifested in the life
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of various peoples. Precisely for this reason,
this' is the- basis of those universally human
communities, ;proportions”, and even unbelie~
vably astonishing  similarities. . which. = e
encounter when comparing the cultures and
art of various nations.. Coupled with this,
the different and always unique experiences
in the historical, life, artistic and: psycho-
-physical spheres of “various nations causes
the national to be interspersed with the uni-
versally human principles and laws in the art
of every. mation and in the historically class-
~conditioning of the creativity of each artist.
The universally human principle is forcibly
asserting itself, together with ,,proportions”, si-
milarities: and general features, as — one
could say -— the boundlessly distant and
varied phenomena of spiritual culture.

How do such coincidences, ,proportions” and
similarities appear among cultural and artistic
phenomena which are historically and geogra-
phically distant? Although this community is
comprised of the same basic origins — and
all people live under the same hisforical laws
-— one can, nevertheless, see quite different and
extremely specific cases of coincidence and si-
milarity. If we attempt to comprehend the typo-
logy of these cases, it would seem to me that
four principled groups stand out.

The first type of similarity among - artistic .

phenomena are: similar works,| paintings, plots,

created in one historical epoch and emerged

from the life of different peoples, mdependen..

one from the other, thanks to the direct simi-

larity of the hvmdr conditions which give rise
to them.

The second type wof similarity among artistic
phenomena has been thoroughly studied, but
generalized, for the comparative schoolof cri-
ticism has turned it into a general‘ law. Phe-
nomena which have emerged owing to - the
influenee (e. g. ,,wandering plots”) of one na-
tional art -on another are also similar. One
should, however, note that — as ‘Marxist “dia-
leclies proved — when welghmg internal and
external causes and impetuses fo developrnent
the decisive way is always held by . the in-
ternal. External mﬂuences may only speed up
or slow down a process which is determined
by internal factors. This is why the influence
of one natiomal literature wupon another can
only boost and stimulate the development of
certain artistic phenomena, the need for which
matured and oniginated within the scope of na-
tional life.

The third type of sirnilarity of artistic. pheno-
mena is conditioned by the general dialectical
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law of the spiral type of development. Pheno-
mena which stand at a.point of the uppermost
bend of the spiral, above a corresponding poini
of previous development, are repeated on a new
basis and in a new manner of- the existing
features of the previous stage of development:

The similarity of phenomena situated at- points
which are one above the other on the spiral
of artistic development is often visibly noti-
ceable in the. history of world: art.. Thus the
features of Hellenic art were. repeated on - -new
foundations in the Rennaisance, while Classi-
cism reiterated some peculiarities. of  ancient
Roman art, Lessings rationalistic ;enlightenment
dramaturgy is “repeated” in Brecht’s intellectual

epic drama, ete. i

The most complex, and httle-sbudied is the

fourth iype of “repetition” of artistic. phen s~

mena. It is conditioned by the realization of
various cycles of artistic ‘culture.

The Grusian scientist Shalva Natsubidze, I
believe, developed the constructive and con-
vineing thesis on the existence of an Eastern
Rennaisancé parallel to that of the West, which
began at an earlier date and had quite specific
features. A departure from the limited Euro-
pean centralist concept imposes the need for
not only the Western, but also the Eastern

-‘cycle of development being included in the

stands of the history and theory of art. Science
has come quite close to the discovery of a ge-
neral law: that of the repetition of the spirals
of artistic development themselves. The inter-
pretation not only of European, but:.also of
American, African, Asian and Oceanian expe-
riences makes it incumbent upon us to follow

‘the parallel historical development of various

branches of art and civilization, and.moves us
to seek the. general laws of these different,
but in the final reckoning, simultaneous. pro-
cesses. Researchers in the world - are. today
devoting growing attention to. .these. proble~
matics, they appear both in the works of Thor
Heyerdal and in the writings of the Soviet
explorer Konrad f(the book ;East and West”).

Not one, but several spirals of general develop-

ment exist in world art. An artistic phenomenon

which is situated at a certain point of the turn

of one spiral can be compared to a similar

point which stands at the turn of another spiral.

The turns themselves can then be situated at
various levels.

The same general human economic develop-
ment, and the existence of the same economic
formations through which-different peoples pass,
cannot avoid creating the same  processes in -
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artistic literature. These paradoxical “propor-

tions” in different civilizations, which we are

dealing with in this article, relate to the fourth
type of “repetitions” of artistic phenomena.

The four types of “repetition™” of artistic pheno-

mena which I have registered yield four various

forms of the dialectical relationship of the na-

tional and international, the historically defi-

nite in a given period and the universally human,

comprehensively repeated in the artistic life of
- different peoples.

The dialectics of the national and international
accompany the entire artistic process. “The
fruits of spiritual creativeness of individual
nations become general property.”?) On the other
hand, universally human achievements faceted
through national experience are expressed and
asserted in the original national form.

(Translated from the Serbo-Croat by MAJA
SAMOLOV)

) K. Marx, F. Engels, Works, Vol. IV, pp. 428 (in
Russian — ed.).
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