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Abstract

The paper analyzes the relationship between Occidental-Westernized understanding of art and a possible 
status of art within an integrated discourse – al-thawābit al-islāmiyyah, as well as the aesthetic-metaphysical 
experience of the traditional Islamic systematization of knowledge – ṣināʿat al-kitābah, and the action of making 
a visual form beautiful – ṣināʿat al-taṣwīr. Particular attention attention is attached to the concept of qadar/ṣināʿat, 
where it is possible to distinguish between homo islamicus’s ornamental activity of recognitive type and the 
cognitive productive-reflective representation of collaborative disposition.
 Due to the simultaneous existence of unity and difference within the aestheticized activity/ṣināʿat of recognitive 
type (ornamental form) – al-ṣināʿat al-zukhrufiyyah, the paper strives to show that the traditional systematization 
of knowledge provides the most complete expression to the aesthetic meaning of the unity-difference dialectic, 
which is in turn manifested in the qadar/ṣināʿat discourse under the umbrella of ṣināʿat al-taḥsīn – the issue of 
the modalities of discourse in the context of pictorial activity/ṣināʿat rather than fann al-taḥsīn. Still, a particular 
emphasis is placed on the parallel existence of a kind of informative initiation of applied form – al-ṣināʿat 
al-taṭbīqiyah aimed at achieving a distinctive content-related goal of aestheticized activity/ṣināʿat of homo 
islamicus, where he is not involved in imitation or figural representation with a special importance of the pure 
figural phantasm (miniature visual representation/books of Arabic and Persian manuscript). 
 The paper also analyzes and substantiates meanings of the Arabic word al-fann, and raises the question as 
to why the word al-fann has been selected to refer to the phenomenon of art in modern Arabic, rather than 
the word al-ṣināʿah (skill, practical knowledge). To articulate the answer, the paper studies the words in Arabic 
lexicographic, non-lexical, i.e. semantic tradition, and substantiates and defines the reason for the established 
use of the word al-ṣināʿah within qadar/ṣināʿat, i.e. the science of the pictorial – ʿilm al-taṣāwīr.

 Key words: qadar/ṣināʿat, homo islamicus, ornamental activity of recognitive type, cognitive productive-
reflective representation, science of visual representation, art, philosophy, Muslim aesthetics – al-jamāl, 
tradition, issue of beautiful

Autumn 2023. Volume 4, No. 2. - illuminatio/svjetionik/almanar - 27



Autumn 2023. Volume 4, No. 2. - illuminatio/svjetionik/almanar  29

it can be assumed that a Occidental-westernized public will always advocate the survival of the defined
 content which their academism considers and defines as art. However, this term will not additionally 

and appropriately explain an aspect which can be considered the distinctive qadar/ṣināʿat discourse of 
homo islamicus,▼1 that is to say the ornamental activity of recognitive or else the cognitive type, or the 
productive-reflective representation of collaborative disposition. It could be the reason why we want 
to clarify these phenomena of homo islamicus’s conscious activity/ṣināʿat.
 Indeed, ornamental activity of recognitive type refers to the compositional structure of 
ornamental-geometricized element – al-tazyyīn al-handasī defined by constructs of planar, and 
in some cases Euclidean-plastic character. This is characteristic of the original forms – shaklan 
of pictorial expression of authors/designers under the „mentorship“ of the domain of traditional 
systematization of knowledge – ṣināʿat al-ʿilm.
 An ornament (Ar. al-zīnah, Gr. στολίδι, Lat. ornamentum) as a construct can be painted, plastically 
shaped, embroidered, embossed – molded in metal or made using any other method of handiwork 
on a material.▼2 The principles of composition of the construction of its content are characterized 

▼1 For the definition and use of the term homo islamicus – Islamic man, see Akšamija, A. Mehmed. Aanalysis of the Use of 
Terminological Determinants „Art of Islam“ and „Islamic Art“. Illuminatio-Svjetionik-Almanar. 2020 spring, 1(1):62, fn. 8 i 68; p. 70, fn. 
15, 16, 17 and 18.
 For use of the term qadar/ṣināʿat see, Akšamija, A. Mehmed. Ibid., pp. 38-101.
▼2 In the traditional Islamic systematization of knowledge, the term al-ṣunnāʿ implies the basic meaning which pertains to those 
who work with their hands – ṣanīʿu al-aydīhim. For instance, Qusta ibn Luqa (d. In or around 913) distinguishes for kinds of al-ṣināʿāt 
(plural of ṣināʿah), one of them being the productive work, practiced by appropriate actions, as well as collective kind, since it 
participated in other kinds of ṣanʿa.
 Cf. al-Farahidi, Al-Khalil ibn Ahmad. Kitab al-’Ayn. Volume 1, pp. 304-305. English version is available at: https://dbpedia.org/page/
Kitab_al-'Ayn; Arabic version at: http://arabiclexicon.hawramani.com/al-khalil-b-ahmad-al-farahidi-kitab-al-ain/. Last accessed on 
20.07.2023; Kheirandish, Elaheh. Organizing Scientific Knowledge: The ‘Mixed’ Sciences in Early Classifications; in: Gerhard Endress 
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by rhythmical sequencing of geometrical, floral, somewhat less zoomorphic zoomorphic and other 

motifs with prominent and clearly highlighted stylized ornamental dominants (Lat. dominans). The 

ornamental orientation of authors/designers of aestheticized representation can be labeled as the 

first alphabet of human thought in conflict with the surrounding, aimed at glorifying the Almighty.▼3 

‘Besides the rhythm of combination it provides, even the simplest theme of an ornament, bending of a linear 
form (association to a leafy branch) configures a geometricized form of whirling and waving of a simple 
construct: negation of objectivity beyond human mind aimed at presenting a completely new stylized 
pictorial dimension.’▼4 

 The mere introduction and use of the concept of geometry – ʿilm al-handasah (Gr.: γεω = Earth, 

μετρεω = I measure, and geometria = geodetic measurement) for such purposes is the inner traditional 

semiotic doctrine of homo islamicus. Exactly like in Arabic calligraphy – al-khaṭṭ, the original means of 

communication, it used arbitrary, though modular signs – al-ishārāt) as well, with the aim of expressing 

the most profound meanings by means of ideographic translations from the perceived world of nature. 

Although a view from the outside can describe such an inspirational expression as occasionally hermetic, 

the project as such is astonishingly contemporary and unchangeable in its endless string of different 

manifestations and timelessness – al-sarmad. It is characterized by the duality of unity and difference,▼5 

where the complete unity – al-tawḥīd al-khāliṣ (Lat. unitas) is contained in the complementarity of 

aestheticized elements within a single homogenously characteristic geometrical pattern. Difference 

– al-tanawwuʿ (Lat. varietas) is inseparable from unity since it is contained in the organization of 

reduced/stylized though multiple different elements, through the relationship of comparative 

correspondence, repetition, integration and compositional-interpretative complementation. All these 

achieve interaction and cohesion in the product of a given work, i.e. activity/ṣināʿat of homo islamicus. 

Due to the simultaneous existence of unity and difference of these universal values within the act of 

(ed.). Organizing Knowledge: Encyclopedic Activities in the Pre-Eighteenth Century Islamic World. Leiden: Brill; 2006, pp. 149-150.
▼3 Architecture and the Decorative Arts – The complete and unabridged full-color edition. Princeton: Princeton University Press, 
2016; Bruderlin, Markus (ed. et al.). Ornament and Abstraction: The Dialogue Between Non-Western, Modern and Contemporary Art. 
Riehen/Basel: Fondation Beyeler and Dumont, 2001; Trilling, James. The Language of Ornament (World of Art). London: Thames & 
Hudson, 2001.
▼4 See Jones, Owen. The Grammar of Ornament. London: Published by Day and Son; 1856, Chapter X, pp. 1-8. Available at: https://
archive.org/details/grammarornament00Jone. Last accessed on 22.4.2023. Also see Gabelica, Marina. Ritam u ornamentima. Not 
paginated. Available at: http://likovna-kultura.ufzg.unizg.hr/Ucimo-gledati-zine/Broj%202/ritam%20u%20ornamentima.htm. Last 
accessed on 22.4.2023. 
▼5 The principle of unity and difference (Gr. eνωμένοι και πολυμορφία) directs us toward two basic kinds of theory: toward the first, or 
general theory, which views unity and difference as phenomena which are understood intuitively, and toward the second or specific 
theory, which treats unity and difference as a subject of study, confronting opinions and defining an appropriate methodological 
analysis. Based on this classification, the principle of unity and difference can be considered as the focus and epistemological 
background of the general theory of qadar/ṣināʿat discourse.
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making a pictorial form beautiful – ṣināʿat al-taṣawir, this is still a civilization which has, given the 

most complete expression to the general aesthetic meaning of the unity-difference dialectic (from 

Gr. δıαλεϰτıϰὴ τέχνη), which is in turn manifested in the recognitive qadar/ṣināʿat discourse. 

 The duality of unity and difference is characterized by elements that are repeated and which, by the 

repetition, define the ornamental whole. The present repetition indicates that it is an expression which 

signifies certain purposes that primarily result from an attempt to use form to achieve the balance of 

the whole. In simplest terms, balance can be described as a stable relationship between both sides. It 

can analytically be established that there are three kinds of balance: symmetrical, asymmetrical and 

optical. In the case of ornament, symmetrical balance is crucial, and it is achieved by symmetry of 

present elements. Symmetry is not an unambiguous concept. There are several ways in which it can be 

achieved: by mirroring, translation and rotation. Unlike mirroring, forms of simple mapping the left to 

the right side or the upper to the lower side, translation – continuous repetition of the same elements 

in a given direction suggest movement though such a pictorial form, viewed as a whole, is mirrored as 

well. In brief, rotation is a kind of symmetry which implies pivoting of an element at a given angle, whereby 

certain elements are repeated at an angle and by such a repetition define the whole (Lat. universus).

 Regardless of the kind of symmetry, it is a structure according to which a motif is directed and 

according to which it is used. Symmetry is also used to build rhythm, as a continuous alternation 

of the same or similar elements. Still, there is a crucial difference between symmetry and rhythm. 

illustration ~ Defining the ornamental whole through the dominance and rotation of the rhythm. (Archive of Akšamija)
ilustracija ~ DõfiþùĂñþúõ ÿĂþñýõþĄñüþõ óúõüùþõ ĀÿăĂõôăĄĆÿý ôÿýùþñóùúõ ù ĂÿĄñóùúõ ĂùĄýñ. (AĂøùĆ Aûšñýùúñ)
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Symmetry is associated to a plane or a space, while rhythm is associated to the time needed for 

its viewing. Symmetry and rhythm are measures of time and space, two sides of the relationship: 

symmetry starts from space while rhythm starts from time. Still, it should be noted that rhythm 

can appear in a myriad of recognizable ways: in the variant of domination (permanent repetition 

of the same element), alternation (of two same elements), variation (alternating similar elements), 

gradation (gradual emphasizing and/or calming the form of individual elements) and rotation 

(uniform spreading of a given rhythm from the middle to all directions).

 By analyzing the described principles of composition as aspects of balance, symmetry and rhythm 

of the whole in the form of homo islamicus’s knowledge within ornamental-geometricized pictorial 

representations, we attempted to understand the general structure of an ornamental whole. If we now 

consider ornamental disposition of  the authors/designers of aestheticized representation, we can 

characterize it as an aniconic form of historical document of the first alphabet of human thought in 
conflict with earthly environment. However, it should be noted that it also requires a necessary new 

reading of the time to which homo islamicus’s ornament – al-zīnah as a cultural phenomenon was 

typologically and historically related as an expression of the emergence of a distinctive structure of 

cognition and truth. Compared to the traditional use of ornamental in the late antique heritage, it can 

be claimed that Umayyad homines islamici, who were related to the dynasty of Arabic khalifs with the 

capital in Damascus from 661 to 750, redefined the meaning of activity/ṣināʿat based on the previously 

unseen view of pictorial representations and visual discourse predicated on Islamic ontotheology and 

logocentric metaphysics. The ornament as an act of making a pictorial form beautiful – ṣināʿat al-taṣawir, 

as an aesthetic category, no longer belonged to the area of typical modern representation understood as 

visual discourse, narration or fiction. Unlike representation which exists only in the binding relationship 

between the object and what it represents, homo islamicus’s ornament is ontological and primarily acts 

as an independent „structure“ in the structuralist/poststructuralist sense. As such, „pattern art“, as it 

is classified in the terminology of Occidental academism, is aesthetically autonomous, although it is 

technically related to a certain medium with which it builds a kind of relationship.

 At the very beginning of this introductory section, we would like to additionally point out that 

we do not intend to deconstruct the already classical idea that Occidental academism was part of 

inappropriate presentation and providing inadequate theoretical grounds of cultures which did not 

belong to universal values of Occidental structures. It is well-known that these discussions attached 

a great importance to references to „Islamic art“ and its aesthetics which was, among other things, 

also conceived as the opposite of contemporary Orientalist fantasies, as well as to globally general 

academic orientations within art as such. Such opinions, which also included criticism of mimetic 

representation as the aesthetics of illusion and Orientalism as quintessence of this doctrine, promoted 
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the full artistic value of two-dimensional non-figural samples in ornamentation. At the same time, they 

were conspicuously inclined to refer to formal principles of „Islamic art“ without taking into account 

the traditional Islamic systematization of knowledge, unique discourse of self-reflective constants and 

its fundamental pictorial ontology. It is for this reason that we believe essential and justified to present 

in detail at least part of the facts which became active as early as in the 19th century and which have 

almost remained active within Occidental academism in a broader context of the modern conditions of 

history and theory of art. They are still felt and thought of as a general „state of crisis“ of dual viewing 

of what Occidental academism considers as art, i.e. „Islamic art“.

 Thus, we believe that issues of meaning, values and identity,▼6 regardless of how essential/

necessary they are per se in Occidental supervision of history of art, in interpretations of anxiously-

Occidental academism, should not be discussed as values compared to the newly-conceived global-

universal aesthetic ideal; rather, aesthetic values should be repeatedly studied, assessed, constituted, 

even challenged in their own space, taking into account their own foundation of systematization of 

knowledge, which is actualized between positions of appearance and appearing.▼7 

▼6 In Occidental philosophy, values refer to objective or subjective qualities of Being or a being with different obligations at 
different degrees of observation. According to insights of more recent ethics, values still cannot be directly derived from the 
knowledge of Being, e.g. from the present knowledge of a natural state – when it happens, according to the view of G.E.Moore, it 
results in a „false naturalist conclusion“. On the contrary, values should always imply consensus among people, which starts from 
certain conditions and results in the agreement. While F. Nietzsche requires a complete „revaluation of all values“ in the sense that 
they should be based on actual human life, M. Heidegger totally rejects thinking in values because, according to him, it is always 
based on either a sensory or supersensory notion of value according to which the man ought to execute even his own existence, i.e. 
alienate himself from his own Being.
 The domain of the traditional systematization of Islamic knowledge – ṣināʿat al-ʿilm implies mystical linking between Divine 
transcendence – al-ʿuluww and universal Divine unity – al-tawḥīd. Homo islamicus’s mysticism – al-taṣawwuf within qadar/ṣināʿat 
is what is sought more by heart than by mind and therefore he has not fallen prey to Heideggerian metaphysical alienation from 
Being (Gr. το ον - to on, participle of the verb to be), which is generally the fate of Occidental philosophy. In this way, the ontological 
differentiation of Being – al-wujūd and being – al-mawdjud is annulled in the ecstasy of homo islamicus, who experiences God as 
the very First – transcendence [(Ar. al-taʿālī) and (Ar. al-ḥaqīqah)], and the First in himself– immanence (Ar. al-jawhariyyah).
 In Occidental philosophical use (phenomenologically and logically), identity is the unity of meaning of what is thought against the 
multiplicity of ways of thinking and representing which pertain to the same (actual or ideal) object. While material identity refers 
to an actual (individual) being, qualitative identity includes properties which are common to the overall area of objects or models. 
Only the concepts which have the same content and scope can be identical.
 There are different philosophical approaches aimed at establishing unity of Islamic collective awareness and identity – al-huwiyyah 
al-islāmiyyah, i.e. unity of qadar/ṣināʿat discourse. One of them, by Ismaiˀl Al-Faruqi, notes that one can freely dispute unity if he 
wants to, but not identity of purpose and forms related to identity within the traditional systematization of knowledge: '[...] creative 
engagement … which has once been transformed into Islam (within qadar/ṣināʿat author’s note) has produced same constitutive 
characteristics, elimination of naturalism, characterization and development, as well as propensity for stylization which is directed 
toward formalism of general movement, toward timelessness' – al-sarmad.
 Al-Faruqi, R. Ismai ’l. „Islām and Art“. Studia Islamica – academic journals. Leiden: Brill; 1973;37:6.
▼7 Within the Occidental understanding, establishment of a plausible model of general pictorial appearing also takes into account 
changes in mediality of pictorial forms/contents. In his work Aesthetics of Appearing, in the essay entitled „Thirteen Statements 
on the Picture“, German author Martin Steel explicitly claims that the issue of the ontology of picture is more clearly manifested if 
one starts from non-figurative pictures, because they do not carry the „burden“ of representation: „Any theory of the picture must 
explain how a pictorial object is connected with the pictorial presentation on the one hand, and how the pictorial presentation is 
connected with representation.“
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ilustracija ~ OĂþñýõþĄñüþÿ-÷õÿýõĄĂùóùĊùĂñþù ăüùûÿĆþù ĀĂùûñĊ - ñþùûÿþùčþñ öÿĂýñ ĀÿĆùúõăþÿ÷ ôÿûąýõþĄñ ĀĂĆÿ÷ ñüöñòõĄñ 
üúąôăûõ ýùăüù ą ăąûÿòą ăñ Ċõýñüúăûùý ÿûĂąžõþúõý. Iþôÿ-ĀõĂĊùúăûñ öÿĂýñ. © L'ÿĂþõýõþĄ PÿüĉóøĂÿýõ AüòõĂĄñ Rñóùþõñ (1825.–1893.).
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illustration ~ Ornamental-geometric pictorial representation - aniconic form of the historical document of the first alphabet of 
human thought in conflict with the earthly environment. Indo-Persian pattern, © L'ornement Polychrome Alberta Racinea (1825–1893).
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 Estetizirano djelanje/ṣùþāʿ ñĄ homo islamicusa Ăõûÿ÷þùĄùĆþÿ÷ ĀĂõôĊþñûñ ÿĂþñýõþĄñüþùø ÿòüùûñ – 
ñü-ṣùþāʿñĄ ñü-ĊąûøĂąfiĉĉñø, dakle, nasuprot vrijednosnim sudovima okcidentalnog akademizma o onome 
šĄÿ ăýñĄĂñ/ùôõþĄùfióùĂñ ĄõĂýùþÿý ûñÿ „ùăüñýăûñ ąýúõĄþÿăĄ“ ù þúõĊùþùý „õăĄõĄùĊùĂñþùý ôúõüÿĆñþúõý“ 
ùýñ úõôþą ăąòúõûĄùĆþÿ-õăĄõĄăûą ù úõôþą ÿòúõûĄùĆþÿ-óùĆùüùĊñóùúăûą ôùýõþĊùúą. PĂĆą ôùýõþĊùúą Ąõýõüúõý 
ùăüñýăûõ ăùăĄõýñĄùĊñóùúõ Ċþñþúñ ýÿ÷ąćõ úõ ăñ÷üõôñĄù ą čùþúõþùóù ôñ ôùăûąĂăõ āñôñĂ/ṣùþāʿ ñĄñ čùþõ 
ýÿôñüùĄõĄù estetiziranih reprezentacija koji skupa formiraju kompleksniju, ali bezvremenu dimenziju 
flõûăùòùüþùúùø öÿĂýù ôùĊñúþñ (òõĊ ĀÿčõĄûñ ù ûĂñúñ ù þùăą ĆõĊñþù Ċñ ĆĂùúõýõ). GõþõĂñüþÿ ÷üõôñúąćù, ýÿôñüùĄõĄù 
(lat. modalitas, -atis) unutar āñôñĂ/ṣùþāʿ ñĄñ Ąõýõüúþù ăą ĀĂõôąĆúõĄù Ċñ ĂõñüùĊñóùúą ÿôĂõđõþùø ýÿ÷ąćþÿăĄù, 
ûñûÿ õăĄõĄăûõ ĀõĂóõĀóùúõ Ąñûÿ ù ĀõĂóõĀóùúõ ăüùûÿĆþÿ÷ ÿĀćõþùĄÿ ûñÿ öõþÿýõþñ (ñĂ. ñü-ĊñćāøùĂ), koji 
Āÿăúõôąúą ôĂą÷ñčùúą ąþąĄĂñšþúą üÿ÷ùûą ÿô ĂõñüùĄõĄñ (ùüù ûÿþĄùþąąýñ ăĄĆñĂþÿăĄù), ñ ą ûÿúõý ăõ, ą úõôþÿý 
ÿô ýÿôñüùĄõĄñ, þñüñĊõ ăąĀăĄñþóùúñüþõ ĀĂÿúõûóùúõ ĀĂõôýõĄā, ÿòúõûñĄñ ùüù ýÿôõüā þñýùúõþúõþõ ĀõĂóõĀóùúù 
ĀĂÿýñĄĂñčñ. Tõ ýÿôñüùĄõĄõ úõ ĀÿĄĂõòþÿ ĀĂõóùĊþÿ ôõfiþùĂñĄù ùĊ ôĆñúą Ąõýõüúþùø ĂñĊüÿ÷ñ. PĂĆÿ, ĊñĄÿ šĄÿ 
oni mogu baciti novo svjetlo na još nerazriješene aporije slikovnog obrata, prvenstveno onog njegovog 
dijela što se bavio pitanjem odnosa stvarnog i vizualiziranog, i obratno. Drugo, ako su ornamentalno 
ôúõüñþúõ Ăõûÿ÷þùĄùĆþÿ÷ ĀĂõôĊþñûñ, ûñÿ ù ûÿ÷þùĄùĆþÿ ĀĂÿôąûĄùĆþÿ-ĂõflõûăùĆþñ ĂõĀĂõĊõþĄñóùúñ ûÿüñòÿĂñĄùĆþõ 
orijentacije estetiziranog djelanja/ṣùþāʿ ñĄñ ą ôñĄÿý ĆĂõýõþą òùüù ăĂõôăĄĆÿ Āÿýÿćą ûÿúõ÷ úõ òùüÿ 
ýÿ÷ąćõ ôÿăõ÷þąĄù ÷Ăñþùóõ ăĀÿĊþñúõ ù ăñ÷üõôñĄù ăąĀăĄñþóùúñüþõ ĂõñüùĄõĄõ ùĊĆñþ ÿûĆùĂñ Āąûõ þąžþÿăĄù,▼8  
Ąñôñ òù ăüùûÿĆþù ĀĂÿăĄÿĂ ýùþùúñĄąĂþÿ÷ ùüąăĄĂñĄùĆþÿ÷ ĂõñüùĄõĄñ ù öÿĂýõ ÿĂþñýõþĄñüþÿ-÷õÿýõĄĂùóùĊùĂñþùø 
ûÿþăĄĂąûĄñ ýÿ÷üù ôñ čùþõ ÷Ăñþą ăĀõóùfičþõ ôąøÿĆþõ òñšĄùþõ ñü-ṣùþāʿñø. Ona bi u sebi nosila elemente 
ÿăúõĄùüþÿăĄù, Ăõûÿ÷þùĄùĆþÿ÷ ù ûÿ÷þùĄùĆþÿ÷ ĀĂùăĄąĀñ õăĄõĄùĊñóùúù, ñ þõýùþÿĆþÿ òù ąûüúąčùĆñüñ ù ôąøÿĆþÿ-
ĆúõĂăûõ ûÿþĄõûăĄõ, ùôõþĄùfióùĂñúąćù āñôñĂ/ṣùþāʿ ñĄ ûñÿ ôùÿ ÿþÿ÷ ñûĄñ ùüù čùþñ ûñûÿ òù ăõ õăĄõĄùĊñóùúñ öÿĂýõ 
ąčùþùüñ üùúõĀÿý – ṣùþāʿñĄ ñü-ĄñṣćīĂ, ûñÿ ù Āÿôúõôþñûÿ ýÿ÷ąćÿý, ĀĂùýúõĂõþÿý ù ĀĂùýúõþüúùĆÿý.
 PÿĊþñĄÿ úõ ôñ Ąñ ù ĄñûĆñ ôĂą÷ñčùúñ ąþąĄñĂþúñ ûÿþóõĀóùúñ homo islamicusa aktivira stiliziranu, to 
úõăĄ ăąĀăĄñþóùúñüþą öÿĂýą ăüùûÿĆþÿ÷ òùüúõžõþúñ (ą þõûùý ăüąčñúõĆùýñ ùýñ÷ùþñüþÿ geometriciziranu 
ýùăĄùčþÿăĄ); ÿôòñóùĆñþúõý ăĆõ÷ñ ăĀÿĂõôþÿ÷, ÿôþÿăþÿ ąôñüúñĆñþúõý ÿô ăĆõ÷ñ Ăõñüþÿ÷ (ÿþÿ÷ñ šĄÿ ĀÿăĄÿúù) 
ą ĀĂùûñĊùĆñþúą ĀĂõôýõĄñ, ÿòúõûñĄñ ùüù ýÿôõüñ ĊñĄÿ šĄÿ úõ ûÿô ĄñûĆÿ÷ Āÿùýñþúñ ăüùûÿĆþÿ÷ ĊñĀùăñ ôõfiþùĂñþ 
þñúĆõćù ĂõĊ ùĊýõđą medijalne osnove na jednoj strani i referencijalnosti þñ ôĂą÷ÿú. Nñùýõ, ûÿô ĀõĂóõĀóùúõ 
„ăõĂùúñ ĂñăóúõĀñ“ ùĊýõđą Āąûõ þąžþÿăĄù ùĊĆñþ ÿûĆùĂñ ĂõñüùĄõĄñ ù ýùþùúñĄąĂþÿ÷ ùüąăĄĂñĄùĆþÿ÷ ûÿþăĄĂąûĄñ 

 TñûÿđõĂ, Sõõü ăýñĄĂñ ôñ úõ þąžþÿ ăüùûÿĆþõ ăñôĂžñúõ ÿăüÿòÿôùĄù „Ćùšûñ“ ąĀùăñþÿ÷ ĀĂùûñĊñ, Ąú. ĀĂùăĄąĀùĄù ùý ûñÿ 
ñĀăĄĂñûĄþùý õþĄùĄõĄùýñ: ĀĂùĄÿý ăõ þõ ýùăüù þąžþÿ þñ ăüùûõ ñĀăĄĂñûĄþõ ąýúõĄþÿăĄù, þõ÷ÿ þñ ăüùûÿĆþõ öÿĂýõ ûñÿ ÿòúõûĄõ 
þõýùþÿĆþÿ ÿăüÿòÿđõþõ ûąüĄąĂÿüÿšûù þñăüùúõđõþÿ÷ õăĄõĄăûÿ÷ ăñôĂžñúñ.
 VùôúõĄù Sõõü, MñĂĄùþ. Aesthetics of Appearing. SĄñþöÿĂô: SĄñþöÿĂô UþùĆõĂăùĄĉ PĂõăă; 2005. ăĄĂ. 161-163.
▼8 Pod supstancijalnim realitetima podrazumijevamo spoznaju njihovog ontološkog statusa u okviru slikovne estetizacije 
homo islamicusa, čùýõ ăą þúùøÿĆõ ĂõöõĂõþóõ ÿôĂõđõþõ ÿþĄÿüÿšûùý ÿ÷Ăñþùčõþúùýñ ă ýñûăùýąýÿý üÿ÷ùčûõ ù ýùþùýąý 
ÿþĄÿüÿšûõ ÿĀćõþùĄÿăĄù. PÿôõšñĆñþúõ ýúõăĄñ üÿ÷ùčûÿ÷ ą þúùøÿĆÿý ÿþĄÿüÿšûÿý ăĄñĄąăą ûÿúù ăõ ÿĆôúõ ĆĂšù „ĀÿÿĀćñĆñþúõý 
ÿĀćõ÷“ ù „ĂñĊÿĀćñĆñþúõý ÿĀćõ÷“, Ąú. ñfiĂýñóùúÿý ù þõ÷ñóùúÿý, Ċþñčù ĀÿôõšñĆñþúõ ăýùăüñ, Ċþñčõþúñ ù ĂõöõĂõþóùúõ ûÿúõ 
ĀĂùþóùĀ üÿ÷ùčûÿ÷ ăĀĂÿĆÿôù ûĂÿĊ õăĄõĄùĊùĂñþą ăüùûÿĆþą ăĄĂąûĄąĂą.
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 As opposed to value judgments of Occidental academism on what is understood/identified with the 

term „Islamic art“ and its „aestheticized activity“, aestheticized activity/ṣināʿat of homo islamicus of 

recognitive type which results in ornamental forms – al-ṣināʿat al-zukhrufiyyah has one subjective-

aesthetic and one objective-civilizational dimension. Based on the Islamic systematization of knowledge, 

the first dimension can be observed in the fact that the qadar/ṣināʿat discourse consists of modalities of 

aestheticized representations which together form a more complex though timeless dimension of more 

flexible forms of design (without a beginning and an end, which are not related to a time). In general, the 

modalities (Lat. modalitas, -atis) within qadar/ṣināʿat are fundamental prerequisites for the realization 

of certain possibilities, both of aesthetic perception and the perception of pictorial as a phenomenon in 

general (Ar. al-zawāhir), which has an inner logic different from reality (or continuum of reality) and in 

one modality of which one can find substantial projections of objects or models intended for the viewer’s 

perception. These modalities should be accurately defined for two basic reasons. First, because they can 

throw a new light on still unsolved aporias of pictorial reversal, primarily its part which deals with the 

issue of relationship between real and visualized, and vice versa. Secondly, if, at a given time, ornamental 

activity of recognitive type, as well as cognitive productive-reflective representation of collaborative 

disposition of aestheticized activity/ṣināʿat were a means by which it was possible to reach limits of 

knowledge and understand substantial realities beyond the framework of mere necessity,8 the pictorial 

space of miniature illustrative reality and forms of ornamental-geometricized construct might constitute 

a branch of a distinctive spiritual heritage al-ṣināʿah. It would include elements of sensory, recognitive 

and cognitive approach to aesthetics, and would inevitably also incorporate spiritual-religious contexts, 

thus identifying qadar/ṣināʿat as part of an act or action which would make aestheticization of form 

beautiful – ṣināʿat al-taṣwīr, as well as equally possible, appropriate and applicable.

 It is well-known that such a different inner conception of homo islamicus activates the stylized, or 

substantial form of pictorial recording (in some cases imaginally geometricized mysticism) by rejecting 

anything secondary, i.e. by moving away from anything real (from what exists) in representing objects 

or models, because such an understanding of pictorial recording defines the biggest split between the 

medial basis on the one hand and referentiality on the other. Indeed, the perception of a „series of 

splits“ between mere necessity outside the framework of reality and the miniature illustrative construct 

 Besides, Steel believes that it is necessary to free the pictorial content from a „surplus“ of added presentation, i.e. to approach 
pictures as abstract entities: not necessarily as pictures of the abstract art but rather pictures as objects inevitably free from 
culturally inherited aesthetic content.
 See Seel, Martin. Aesthetics of Appearing. Stanford University Press; 2005, pp. 161-163.
▼8 The term substantial realities here refers to the knowledge of their ontological status within pictorial aestheticization of homo 
islamicus, whereby their references are determined by ontological restrictions with a maximum of logical generality and a minimum 
of ontological generality. Adjustment of the position of logical in their ontological status which is here done by „generalizing 
general“ and „de-generalizing general“, i.e. by affirming and negating implies adjustment of sense, meaning and reference which the 
principle of logical carries out through the aestheticized pictorial structure.
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ăüùûÿĆþÿ÷ òùüúõžõþúñ ôÿüñĊù ôÿ óùúõüÿ÷ þùĊñ … ôùöõĂõþóùúñ ù ñĀÿĂùúñ. SĄñþúõ ĂñĊüùčùĄÿăĄù, þõÿôüąčþÿăĄù ùüù 
ĀÿĄõšûÿćñ ôõfiþùĂñ ĂñĊüùčùĄõ þùĊÿĆõ prodora – ñ ĊñôñĄñû ùăüñýăûõ fiüÿĊÿfiúõ ăüùûÿĆþÿ÷, ûÿúñ úõ ĊñăþÿĆñþñ 
þñ ĀĂÿýñĄĂñþúą, ăñăĄÿúù ăõ ą Ąÿýõ ôñ ăõ ýõôùúñüþÿăĄ ăüùûÿĆþÿ÷ ù þúõĊùþ ýÿ÷ąćù ăĀõóùfičñþ ąžùĄñû Ċñ 
ÿûÿ ĀĂÿýñĄĂñčñ ĂõûÿþăĄĂąùĂñúą ùĊ ąĀĂñĆÿ Ąõ ăõĂùúõ ĂñăóúõĀā, ýõđąĄùý þõ ûñÿ ĂõñüþÿăĄ ăĆùúõĄñ, þõ÷ÿ 
ûñÿ ăąĀăĄñþóùúñüþñ ùüąăĄĂñĄùĆþñ ûñĂñûĄõĂùĊñóùúñ ĄõûăĄąñüþÿ÷ ăñôĂžñúñ (ăùýĀüùfióùĂñþñ ĀĂÿúõûóùúñ) ùüù 
ÿôĂõđõþñ öÿĂýñ ăĄùüùĊùĂñþõ ÿĂþñýõþĄñüþÿăĄù. Mÿžõ ăõ ûñĊñĄù ôñ úõ Ąÿ ĆĂüùþñ ûÿúñ ĄĂñþăóõþôùĂñ ĀĂõûÿ 
÷Ăñþùóñ ùăûąăĄĆñ ÿûóùôõþĄñüþÿ-ĆõăĄõĂþùĊùĂñþÿ÷ ăĆùúõĄñ ù žùĆÿĄñ, ĆĂüùþñ ûÿúñ úõ ąăýúõĂõþñ þñ ăĄĆñĂþõ, 
ĀĂñûĄùčþõ, ĀĂùăąĄþõ ĀÿúñĆõ ù ĀĂÿòüõýõ ă óùüúõý ùôõþĄùfióùĂñþúñ ù ąăĀÿăĄñĆüúñþúñ ăüùûÿĆþõ õăĄõĄùĊñóùúõ 
unutar āñôñĂ/ṣùþāʿ ñĄñ; duh koji s plohe ne emanira u stvarnost. 
 TñûÿđõĂ, čùþù ăõ òùĄþùý þñĀÿýõþąĄù ûñûÿ ăĆñûù ýÿôñüùĄõĄ ĀĂõôăĄñĆüúñ þõšĄÿ šĄÿ ăõ ýÿžõ, ă úõôþõ 
strane, smatrati samostalnom ekspresivnom cjelinom (npr. ornament), a, s druge, dijelom šire 
ăĄĂąûĄąĂõ (þĀĂ. òõăûÿþñčþù ĂõûÿþĄõûăĄąñüùĊùĂñþù ÿĂþñýõþĄñüþù þùĊ), ûÿúù ÿýÿ÷ąćąúą ôñ òąôą ĀĂùăąĄþù 
ĂñĊüùčùĄù õăĄõĄăûù ÿòĂñăóù ąþąĄñĂ úõôùþăĄĆõþÿ÷ ôùăûąĂăñ – ñü-ĄøñćāòùĄ ñü-ùăüāýùĉĉñø. Spomenute dvije 
dimenzije, ustvari, karakteriziraju estetizaciju kao oblast što konkretno pripada ornamentalnom obliku 
āñôñĂ/ṣùþāʿñĄñ – ñü-ṣùþāʿñĄ ñü-ĊąûøĂąfiĉĉñø, ùñûÿ ăõ ąýþÿ÷ÿýõ þñăüñþúñúą ù þñ ôĂą÷ñ ĀÿôĂąčúñ ĄĂñôùóùÿþñüþõ 
ăùăĄõýñĄùĊñóùúõ Ċþñþúñ, ñ þúùøÿĆñ ýÿôñüùĄõĄþñ ĂñĊüùčùĄÿăĄ ăąšĄùþñ úõ ÿĀćõ÷ õăĄõĄùĊùĂñþÿ÷ ÿôþÿăñ.▼9 

▼9 Usporediti Hanash, Idham Mohammed. The Theory of Islamic Art : Aesthetic Concept and Epistemic Structure (prev. na 
õþ÷ü. Nñþóĉ RÿòõĂĄă). Lÿþôÿþ ù Wñăøùþ÷Ąÿþ: Tøõ IþĄõĂþñĄùÿþñü IþăĄùĄąĄõ ÿö Iăüñýùó Tøÿą÷øĄ; 2017. ăĄĂ. 39.
 OčùĄÿ úõ ôñ ăąšĄùþñ ÿĀćõ÷ õăĄõĄùĊùĂñþÿ÷ ÿôþÿăñ ăĆÿúõ ĀÿĂùúõûüÿ ąĄõýõüúąúõ þñ ûąĂ’ñþăûÿú ĂõûÿþĄõûăĄąñüùĊñóùúù ĀÿĂąûñ, 
ÿăüùûñĆñúąćù ăĆñûù ĀąĄ þÿĆõ þùúñþăõ Ċþñčõþúñ, ÷ôúõ ăõ čñû ù ÿôñòùĂ ăùþÿþùýñ òùĂñ ù ĂñĊüùûąúõ ÿô ÿăĄñüùø ôÿăĄąĀþùø Ăùúõčù 
kroz suptilne detalje.

ilustracija ~ Bõăûÿþñčþù ĂõûÿþĄõûăĄąñüùĊùĂñþù ÿĂþñýõþĄñüþù þùĊÿĆù ą öÿĂýù ăĄùüùĊùĂñþõ ÿĂþñýõþĄñüþÿăĄù. (AĂøùĆ Aûšñýùúñ)
illustration ~ Endless recontextualize ornamental arrays in the form of stylized ornamentality. (Archive of Akšamija)
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of pictorial recording is accompanied with a series of differences and aporias. The state of difference, 

hesitation or difficulties defines various sequences of perforations – and the task of Islamic philosophy 

of pictorial, which is based on observation, is to reconstruct the mediality of pictorial and its possible 

distinctive pleasure for the eye of the viewer from the sequence of splits, though not as reality of the 

world but rather as a substantial illustrative characterization of textual content (simplified projection) 

or certain forms of stylized ornamentation. It can be claimed that it is a virtue which transcends limits 

of experience of Occidental-westernized world and life, a virtue which is focused on actual, practical, 

existing phenomena and problems aimed at identifying and establishing pictorial aestheticization 

within qadar/ṣināʿat; a spirit which does not emanate from a plane to reality.

 Besides, it seems important to note that each modality is something that can be considered an 

independent expressive whole (for example ornament) on the one hand, and part of a broader 

structure (for instance an endless re-contextualized ornamental sequence) on the other, which allows 

presence of different aesthetic patterns within a unique discourse – al-thawābit al-islāmiyyah. These 

two dimensions actually characterize aestheticization as an area which specifically belongs to the 

ornamental form of qadar/ṣināʿat – al-ṣināʿat al-zukhrufiyyah, although it largely relies upon other 

areas of the traditional systematization of knowledge as well. Their difference in modalities is the 

essence of the general aestheticized relationship.▼9 

▼9 Cf., Hanash, Idham Mohammed. The Theory of Islamic Art: Aesthetic Concept and Epistemic Structure (English translation by Nancy 
Roberts). The International Institute of Islamic Thought; 2017, p. 39.
 It is obvious that the essence of general aestheticized relationship bases its origin on the Qur’anic re-contextualization of 
messages, every time portraying new nuances of meaning, where even the choice of synonyms is made and differs from other 
available words through subtle details.

illustration ~ Construction ornament. (Archive of Akšamija)
ilustracija ~ KÿþăĄĂąûóùúñ ÿĂþñýõþĄñ. (AĂøùĆ Aûšñýùúñ)
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 OòúõûĄùĆþÿ-óùĆùüùĊñóùúăûñ ôùýõþĊùúñ ÿ÷üõôñ ăõ ą úõôùþăĄĆõþÿăĄù ąčõþúñ ù ûąüĄąĂõ ĀÿăĂõôăĄĆÿý ÿôñòùĂñ, 
ûÿĂùšĄõþúñ, ùþĆõþóùúõ, ùþĄõĂĀĂõĄñóùúõ, ÷ĂñfiĊýñ, ûÿþăĄĂąûóùúõ, ĂõüñĄùĆùĊñóùúõ, ăąòüùýñóùúõ ... ąĀĂñĆüúñþúñ 
oblicima i simbolima s ciljem prenošenja autonomnih ali ujedinjenih inspirativnih izraza, odnosno 
ñąĄÿĂõflõûăùĆþùø ûÿþăĄñþĄù – ñü-ĄøñćāòùĄ ñü-ùăüāýùĉĉñø ą öÿĂýù ÿô÷ÿĆñĂñúąćõ ăąšĄùþõ ăùăĄõýñĄùĊñóùúõ 
znanja unutar poruke o jedinstvu PĂĆÿ÷ UĊÿĂûñ ăĆùø ăĄĆñĂù, tj. Bogom (ar. ñü-Ąñćḥīô).
 Tõýõüúþù Āÿúñý ăüùûÿĆþÿ÷ ĀÿúñĆüúùĆñþúñ ą ûÿþûĂõĄþÿú ÿòúõûĄùĆþÿ-óùĆùüùĊñóùúăûÿú ôùýõþĊùúù úõăĄõ 
referencijalnost ûÿúñ ĀĂõôăĄñĆüúñ čÿĆúõûÿĆ (ĀĂÿýñĄĂñčõĆ) þñúùĊĂñĆþùúù þñčùþ ôÿôùĂñ ă þñčùþúõþùý 
vizualiziranim formama homo islamicusa. Temporalnost,▼10  transparentnost▼11  i medijalnost▼12  
prvenstveno su pojmovi iskoristivi za ciljeve ĂõflõûăùĆþÿ÷ djelanja/ṣùþāʿ ñĄñ (ûÿ÷þùĄùĆþÿ-ýùăñÿþÿ÷), 
Ąú. ąüÿ÷ą ÿĆùø ĀÿúýÿĆñ ą ĀÿĄĀąþÿăĄù ýÿ÷ąćõ úõ ĂñĊąýúõĄù Ąõû ăĆÿúõĆĂăþùý ÿôĆñúñþúõý ýõôùúñ ÿô 
ăüùûÿĆþÿ÷ ăñôĂžñúñ. MÿĂñýÿ ùăĄñćù ôñ, ą ÿĆÿý ýÿýõþĄą, ĄñûĆñ ñþñüùĊñ þõćõ òùĄù ą þñšõý öÿûąăą. 

▼10 Problematiku temporalnosti ýÿôñüùĄõĄā āñôñĂ/ṣùþāʿ ñĄñ sagledavamo u odnosu na ishodišne realitete, a ne u odnosu 
þñ ûñĂñûĄõĂùăĄùûõ ąþąĄñĂ ăüùûÿĆþùø ĀĂùûñĊñ ù ýÿ÷ąćùø ýÿýõþñĄñ þúõĊùþùø þñăĄñúñþúñ. SĄñĄùčþÿ ĂõĀĂõĊõþĄùĂñþñ ăüùûÿĆþñ 
öÿĂýñ þõ Āÿăúõôąúõ þõûÿ ăñýÿ ăõòù ăĆÿúăĄĆõþÿ ĆĂùúõýõ, ñüù þùúõ þù ÿĆùăþñ ÿ ýÿ÷ąćÿú ĄõýĀÿĂñüþÿăĄù Ċñ ûÿúą ăõ õĆõþĄąñüþÿ 
ĆõĊąúõ; ăĆñûñ ĂõĀĂõĊõþĄñóùúñ ÿĂþñýõþĄñüþÿ-÷õÿýõĄĂùúăûÿ÷ ýÿôñüùĄõĄñ ÿþĄÿüÿšûù úõ ĀÿôąôñĂþñ òùüÿ ûÿúÿú ôĂą÷ÿú. 
 TõýĀÿĂñüþÿăĄ ăõ þõ ûñĂñûĄõĂùĊùĂñ ÿþĄÿüÿšûùý ÿ÷Ăñþùčõþúõý ýõôùúñ, ñüù ăõ ùĊĂñĆþùúõ ýÿžõ ăą÷õĂùĂñĄù ôñ úõ Ăùúõč ÿ 
nevidljivom vremenu (Ąú. þñ ăüùûÿĆþÿú òùüúõšóù ùĊÿăĄñĆüúõþÿ úõ ĆĂùúõýõ, þùúõ ĀĂùûñĊñþÿ), ûÿúõ úõ, ą fiĊùčûÿý ăýùăüą, ĀĂùúõ ù 
Āÿăüùúõ ĂõĀĂõĊõþĄùĂñþÿ÷ ĄĂõþąĄûñ ùĀñû fiĊùčûù ĀÿăĄÿúñüÿ. BùĄþÿ úõ ĂñĊąýúõĄù ôñ ÿĆôúõ þùúõ Ăùúõč ÿ ÿþÿú ĆĂăĄù ĆĂõýõþñ ûÿúõ úõ 
potrebno da homo islamicus proizvede reprezentaciju (ishodišni realitet), nego o vremenu koje se odvija u samoj slikovnoj 
öÿĂýù. Nñùýõ, ĀĂÿýñĄĂñč, ĀĂÿýñĄĂñþÿ ù ýõôùú ĀĂÿýñĄĂñþúñ ôùúõüõ ùôõþĄùčñþ òõĊĆĂõýõþăûù ûÿþĄùþąąý; Āÿăúõôąúą ăĆõ 
osobine islamske sistematizacije znanja o istodobnosti.
▼11 Transparentnost ăõ ÿôþÿăù þñ ăõýùÿĄùčûù ù öõþÿýõþÿüÿšûù ąčùþñû ăüùûÿĆþõ ĀÿĆĂšùþõ: ÿôþÿăþÿ, ÿþñ ÷ÿĆÿĂù ÿ Ąÿýõ 
koju vrstu vizualne informacije eventualno prepoznajemo na komadu papira. Poznata je forma konstatacije da što se 
Ćùšõ õüõýõþñĄñ ùĊ ĀĂùĂÿôõ „ĀĂõĀÿĊþñúõ“ þñ þõûÿý ăüùûÿĆþÿý òùüúõžõþúą, Ċñ Ąÿ òùüúõžõþúõ ýÿžõ ăõ Ăõćù ôñ úõ Ăõñüþùúõ ù 
ĂõñüùăĄùčþùúõ; ÿþÿ Ąùýõ ĀÿăĄñúõ ĄĂñþăĀñĂõþĄþùúõ úõĂ „ûĂÿĊ þúõ÷ñ“ ăõ ĀĂõĀÿĊþñúõ ÿþÿ šĄÿ ăüùûÿĆþñ öÿĂýñ ĀĂùûñĊąúõ.
 MõđąĄùý, netransparentnost i ôúõüùýùčþñ ĀĂÿĊùĂþÿăĄ ýÿôñüùĄõĄā āñôñĂ/ṣùþāʿ ñĄñ ąĀąćąúą þñ ăâý ýõôùú ĊñĄÿ šĄÿ ăõ ą ąĆúõĄùýñ 
ăýñþúõþõ/ăĄùüùĊùĂñþõ ĂõñüùăĄùčþÿăĄù ĀĂùûñĊñ ùĊýõđą ĀĂÿýñĄĂñčñ ù ăĆùúõĄñ ùăĀĂùúõčù ÿþñú ýõĄñöÿĂùčûù ĀĂÿĊÿĂ ûÿúù úõ ą ăüąčñúą 
þõúñăþõ òùüúõšûõ Ċñýñ÷üúõþ (ýùþùúñĄąĂñ ùüąăĄĂñĄùĆþÿ÷ ûñĂñûĄõĂñ), ñ ûÿô ăüùûÿĆþùø öÿĂýù ÿĂþñýõþĄñüþÿ-÷õÿýõĄĂùóùĊùĂñþÿ÷ 
ûñĂñûĄõĂñ ăûÿĂÿ ù ĀÿĄĀąþÿ þõĀĂÿĊùĂñþ. Kñôñ úõ Ăùúõč ÿ ýÿôñüùĄõĄùýñ āñôñĂ/ṣùþāʿ ñĄñ, problematika slikovne prozirnosti 
ûñĂñûĄõĂùĊùĂñ ăõ þõùĊĂñžõþÿý ĀÿĄĂõòÿý Ċñ õĆõþĄąñüþùý ôÿăõĊñþúõý ùôõñüñ ĀÿĄĀąþõ ĄĂñþăĀñĂõþĄþÿăĄù, ÿôþÿăþÿ 
u skladu s islamskom sistematizacijom znanja, dosezanjem neprozirnosti. Transparentnost je u neposrednoj vezi 
ă ĂõöõĂõþóùúñüþÿšćą, čùúõ úõ ąĄõýõüúõþúõ ôñĄÿ ýÿôñüùĄõĄùýñ āñôñĂ/ṣùþāʿ ñĄñ, pa je kod transparentnosti presudno kako 
ĀĂÿýñĄĂñč Ćùôù, ôÿû úõ ûÿô ĂõöõĂõþóùúñüþÿăĄù ýþÿ÷ÿ Ćñžþùúõ šta vidi.
▼12 Medijalnost ĀÿôĂñĊąýùúõĆñ ąÿčñĆñþúñ ÿþùø öõþÿýõþñ ûÿúù ăąôúõüąúą ăñýÿ ą õăĄõĄùóù – ñü-ôžñýāü pojavljivanja 
djelanja/ṣùþāʿ ñĄñ. Pojavljivanje je estetska operacija vizualnog fokusiranja i osjetilnog sagledavanja predmeta, objekta 
ùüù ýÿôõüñ ą þÿĆÿý ăĄñĄąăą: ùăĄÿôÿòþÿ ÿăüÿòÿđõþÿý ýþÿ÷ÿăĄĂąûÿăĄù ăĆÿúùø ăĆñûÿôþõĆþùø fiĊùčûùø ĀÿúñĆþÿăĄù ûÿúõ þùăą 
u skladu s idejom supstancijalnih oblika, odnosno njihovog ontološkog statusa u okviru slikovne estetizacije homo 
islamicusa, kao i oplemenjivanja unutar jedinstvenog slikovnog pojavljivanja.
 PĂĆõþăĄĆõþÿ Ąą ýùăüùýÿ þñ ñĀăĄĂñøùĂñþúõ ăùýòÿüùčûÿ-þñĂñĄùĆþÿ÷ ăñôĂžñúñ ăüùûÿĆþÿ÷ òùüúõžõþúñ ûĂÿĊ ăĆÿúõĆĂăþù 
öõþÿýõþÿüÿšûù ÿòĂñĄ ÿô Ăõñüþÿ÷ ăĆùúõĄñ ĀĂõýñ ôõþÿĄñĄùĆþÿú ù ûąüĄąĂÿüÿšûù ûÿþÿĄùĂñþÿú ĀÿĂąóù, Ąú. ăùýòÿüùčûÿ-
supstancijalnoj poruci slikovnog predmeta, objekata ili modela, odnosno kompletnog slikovnog prikaza. Ono što je 
Ċþñčñúþÿ Ċñ ñþñüùĊą úõăĄõ ôñ ûÿþÿĄñĄùĆþù ăõĄ ĀÿĂąûõ čùþù ăûąĀ ÿĊþñčõþÿ÷ ą ĂõĄÿĂùčûÿý ù ûñÿ ĄñûñĆ ąüñĊù ą ôÿýõþą 
ăùăĄõýñĄùĊñóùúõ Ċþñþúñ ûÿúą ÿôĂõđąúą ôĂąšĄĆõþù, ĀÿĆùúõăþù, ĀĂÿăĄÿĂþù ù ĆúõĂăûù ÿûĆùĂù. PĂõýñ Ąÿýõ ýÿ÷ąćõ úõ ùĊĆõăĄù 
Ċñûüúąčñû ûñûÿ ùþĄõĂĀĂõĄñóùúñ ûÿþÿĄñĄùĆþõ ăùýòÿüùčûõ ĀÿĂąûõ, čùúù ăõ ĊþñûÿĆù ÷õþõĂùĂñúą ùĊ ĄĂñôùóùÿþñüþÿ÷ ûąüĄąĂþÿ÷ 
ûÿôñ, ÿĆùăù ÿ Ċþñþúą ù ĀĂñûăñýñ, ûñÿ ù ùþùø ąûąĀþÿăĄù Āÿúõôùþñčþÿ÷ ĂõóùĀùúõþĄñ – homo islamicusa, Ąõ ýÿ÷ąćùø ĊñøĄúõĆñ 
koje regulira društvo u sprezi pozicije dogmatskih teologa i velikodostojnika.
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 The objective-civilizational dimension is reflected in the unity of teaching and culture by means 
of selection, use, invention, interpretation, graphism, construction, relativization, sublimation, 
and managing forms and symbols aimed at transferring autonomous though united inspirational 
expressions, that is to say self-reflective constants – al-thawābit al-islāmiyyah in the form of an 
appropriate essence of the systematization of knowledge within the message of unity of the First 
Cause of all things, i.e. God (Ar. al-tawḥīd).
 The fundamental concept of pictorial appearance in the actual objective-civilizational dimension 
is referentiality, which represents man’s (viewer’s) most direct way of contact with the created 
visualized forms of homo islamicus. Temporality,▼10 transparence▼11 and mediality▼12 are primarily 
terms which can be used for the goals of reflective activity/ṣināʿat (cognitive-intellectual): indeed, it 
is only possible to fully understand the role of these terms by a distinctive separation of the medium 
from pictorial content. We have to point out that, at the moment, we will not focus on such an analysis. 

▼10 We discuss the issue of temporality of modalities of qadar/ṣināʿat as related to original realities, rather than as related to 
characteristics within pictorial representations and possible moments of their creation. A statically represented pictorial form 
does not possess a time of its own, though it is not dependent on a possible temporality to which it is possibly associated; each 
representation of ornamental-geometrical modality is ontologically coincident with any other.
 Temporality is not characterized by ontological limitation of a medium but it can more directly be suggested that it is an invisible 
time (i.e., the time is missing from the pictorial recording, it is not shown) which, in physical terms, still physically existed before and 
after the represented moment. It is crucial to understand that it is not the kind of time which is needed for the homo islamicus to 
produce a representation (original reality), but rather the time which takes place in the pictorial form itself. Indeed, the viewer, the 
viewed and the medium of viewing share the identical timeless continuum; they possess all the features of Islamic systematization 
of knowledge of simultaneity.
▼11 Transparence refers to the semiotic and phenomenological effect of the pictorial surface; in other words, it describes the kind of 
visual information which we possibly recognize on a piece of paper. There is a well-known form of statement that the more elements 
from nature are „recognized“ on a pictorial recording, the more real and realistic the recording becomes; in this way it becomes more 
transparent since „through it“ the viewer recognizes what the pictorial form represents.
 However, non-transparence and partial transparence of modalities of qadar/ṣināʿat refer to the medium itself, since in the 
conditions of reduced/stylized realism of representation the metaphorical window gets in the way between the viewer and the 
world; in the case of unclear recording it is blurred (a miniature of illustrative character) while in pictorial forms of ornamental-
geometricized character it is almost completely opaque. In the case of modalities of qadar/ṣināʿat, the issue of pictorial transparency 
is characterized by unexpressed need for possible achieving the ideal of full transparence, i.e., in line with the Islamic systematization 
of knowledge, achievement of opaqueness. Transparence is directly related to referentiality, which is in turn founded in modalities 
of qadar/ṣināʿat and in the case of transparence the crucial thing is how the viewer sees, while in the case of referentiality it is far 
more important what he sees.
▼12 Mediality implies observing the phenomena which participate only in aesthetics – al-jamāl of the appearing of activity/ṣināʿat. 
Appearing is an aesthetic operation of visual focusing and sensory viewing of objects or models in a new status: at the same time 
free from the multiplicity of their daily physical manifestations which are not in line with the idea of substantial forms, i.e. their 
ontological status within pictorial aestheticization of homo islamicus, as well as refinement within the unique pictorial appearing.
 We here primarily have in mind abstracting of the symbolic-narrative content of pictorial recording through a distinctive 
phenomenological reversal from the real world to the denotative and culturally connoted message, i.e. the symbolic-substantial 
message of a pictorial object or model, or the whole pictorial presentation. What is important for the analysis is that the connotative 
set of the message constitutes a set of the signified in rhetoric and as such enters the domain of the systematization of knowledge 
which is determined by social, historical, spatial and religious frameworks. Thus, it is possible to conclude that interpretation of 
a connotative symbolic message, the signs of which are generated from a traditional cultural code, depends on knowledge and 
practices, as well as on other totalities of the individual recipient – homo islamicus, and on possible requirements regulated by the 
society in conjunction of the position of dogmatic theologians and dignitaries.
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illustration ~ A segment of confirming the fundamental pictorial ontology through the radical deconstruction on which it was 
culturally produced (an endless ornamental-geometricized sequence). © Qatar National Library. Ref: 14760.
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However, the term referentiality in this classification will serve to encompass pictorial recording 

as an instrumental medium with a pronounced communicative, discursive and narrative functions 

based on respect for the traditional systematization of knowledge – ṣināʿat al-ʿilm.

 As a matter of fact, the form of non-referential, i.e. self-referential pictorial form – al-shakl on the 

one hand and meta-referential pictorial representation – al-ʻarḍ on the other, are only two different 

ways which confirm the same fundamental pictorial ontology – ʿilm al-wjūd qadar/ṣināʿat. Both 

categories of form/representation within the traditional systematization of knowledge fully uncover 

their own otherness compared to extra-pictorial reality: The former does so by emphasizing the 

stylized difference between the mode of pictorial recording and the world (miniature of illustrative 

character), while the latter confirms it by a radical deconstruction of the way in which it is culturally 

produced (endless ornamental-geometricized sequence).

 Every pictorial form – al-shakl which appears in one of the described referential modalities – 

whether it pertains to something beyond itself (referentiality) or to itself (non-referentiality and self-

referentiality) – can in principle possess only two temporal aspects/indicators: representativeness 

and simultaneity. Indeed, in the pictorial-ontological sense it makes no difference whether we view 

a pictorial recording/form which represents something or reminds us of something, or we view non-

referential, i-e- stylized-substantial forms as pictorial recordings. The effect of referentiality does 

not depend on the effect of temporality, though only if the condition of „pictorial consciousness“ has 

been fulfilled;▼13 in other words, a pictorial form, in order to appear in the first place, regardless of the 

degree of its own referentiality, must be „produced“ by the perspective of the viewer. The necessity 

of the existence of pictorial consciousness confirms that this fundamental phenomenological insight 

sets the limit beyond which perception of the pictorial form is no longer possible.

 Unlike non-referential, or self-referential pictorial forms, meta-referential pictorial representations 

within aestheticized activity/ṣināʿat are pictorial forms which refer to several levels of their own 

ontological position:

• by uncovering the way in which they have been constructed/executed or the actual 

▼13 According to Edmund Husserl, neurological consciousness is a constitutive source of all objects and the whole objectivity 
contained in the circle of subjectivity. More clearly, Husserl claims that consciousness lies within areas of psychological experience 
which comes from the empirically conditioned world, but which transcends this world toward the essence itself and that therefore 
the phenomena provided by the outer world will be taken into account as „experiences“ of consciousness. As such, they must be 
reduced to themselves, which would mean that they do not correspond to the actual definitions of their objects or models but that 
they intuitively reach the sphere of essence, somewhat different from the factual reality.
 Husserl, Edmund. Ideje za čistu fenomenologiju i fenomenologijsku filozofiju. Zagreb: Breza, 2007, pp. 14-15.
 Cf. Edie, J. M. „Transcendental Phenomenology and Existentialism“, Philosophy and Phenomenological Research, 1964;25(1):55; 
Also see Husserl, Edmund. Ideen zu einer reinen Phänomenologie und phänomenologischen Philosophie. Erstes Buch. Allgemeine 
Einführung in die reine Phänomenologie. Den Haag: Nijhoff; 1976, p. 96; Husserl, Edmund. Logische Untersuchungen Ergänzungsband 
Erster Teil : Entwürfe zur Umarbeitung der VI : Untersuchung und zur Vorrede für die Neuauflage der Logischen Untersuchungen 
(Sommer 1913). Den Haag: Kluwer, 2002.
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background of the notion of pictorial meaning in general;
• by portraying a possible distinctive „theory of pictorial forms“ without leaving their own 
medium;
• by uncovering the essential pictorial nature: indeed, to work as a medium of communication 
at all, a pictorial recording must not be identified with reality, or with itself.▼14 

 Ultimately, it is possible to relate forms of aestheticized activity within Islamic systematization 
of knowledge with intellect (Lat. intellectus), opinion (Lat. opinio, -onis), memory (Lat. memoria, -ae), 
acting (Lat. actio, -ionis) etc. if they are based on knowledge – al-ʿilm and spiritual vision – al-ḥikmah of 
homo islamicus as a reflection of knowledge –  al-maʿrifah, on the conscious artistry of using a suitable 
modality of qadar/ṣināʿat discourse in the conception of ornamental – al-ṣināʿat al-zukhrufiyyah or 
applied – al-ṣināʿat al-taṭbīqiyah existence.▼15 
 It is obvious that the presented lexical definition of the described modality of qadar/ṣināʿat 
discourse, the approaches of ornamental and applied terms do not include Arabic word al-fann, but 
rather al-ṣināʿah, that is to say the term al-ṣināʿāt or al-ṣanāˀiʿ (both are plural of ṣināʿa). It can be 
assumed that many people interested in this area of activity/ṣināʿat of homo islamicus encountered 
terms al-funūn al-zuhrufiyyah and al-funūn al-taṭbīqiyyah in different sources. It should be noted 
that the term al-fann in classical Arabic was associated to the meaning kinds, variations and 
branches, although the medieval non-lexicographic tradition also used semantic expansion of the 
term al-fann in the meaning kind, which was used for craft or science. However, in modern Arabic of 

▼14 According to Mitchell, from the University of Chicago, metapictures are: „pictures which refer to themselves or to other pictures, 
pictures that are used to show what a picture is”. It seems that Mitchells term metapictures, unlike our understanding within qadar/ṣināʿat 
in general, raises the question as to whether pictorial recordings can discuss themselves, instead of traditional disciplines of 
iconology and semiotics doing the job for them.
 Mitchell, W.J.T. „Metapictures“. In: Picture Theory: Essays on Verbal and Visual Presentation. Chicago: University of Chicago Press, 
1994, pp. 35-82; Crowell, Steven. „Retrieving Husserl’s Phenomenology“. In: Burt Hopkins i John Drummond (ed.). New Yearbook 
for Phenomenology and Phenomenological Philosophy. London and New York: Routledge; 2012;11:309; Mitchell, W.J.T. „Metaslike“. 
In: Krešimir Purgar (ed.). Vizualni studiji. Umjetnost i mediji u doba slikovnog obrata. Zagreb: CVS – Centar za vizualne studije; 
2009, p. 24.
▼15 We would like, at least briefly, to draw attention to the issue of applied existence and applied art within understanding 
of Occidental academism and the traditional Islamic systematization of knowledge. Actually, Occidental academism classifies 
disciplines of fine arts which are focused on usability as applied art, which are historically better known as decorative arts. 
Decorative, Lat. decorativus means „adorning, which adorns, which serves for adorning“, which has the nature of „ornament“; in 
architecture, „which serves only as an ornament“ (as opposed to constructive); in painting, „which is intended only for external 
effects, without inward intentions, aimed at making a painting additionally interesting“. These recent explanations reveal that 
expression decorative cannot be used as an equivalent to the term ornamental, which has a completely different self-initiation 
of homo islamicus in his constructive and semantic definition. Accordingly, the totality of ornamental understanding (modus 
procediendi), that is to say applied existence of an appropriate qadar/ṣināʿat discourse implies expression of the essential part 
of the spirituality of homo islamicus, rather than decorativeness. It is not a decorative art but rather associative generation of 
artefacts while taking into account attributes and properties of God. It is for this reason that applied existence can be understood 
only as symbolism which represents a meaningful pictorial value, which embodies and presents supernatural reality as an 
equivalent of the meaning of the act of respecting oneness of God.
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the 20th century, al-fann was redefined as al-nitāj al-ibdāʿī al-insānī – a creative human product, in 

line with globalized Occidental description of the area defined as art.
 Unlike the word al-fann, the word al-ṣināʿah in Arabic is translation of Greek technē, which means 

‘craft, profession’, though it is directly related to the idea of work/activity, designing of something 

artificial (as opposed to natural) and the concept of practice/profession, craft, occupation.▼16 In our 

lexical association of the word al-ṣināʿah to the word al-qadar – ‘organization/design’, that is to say the 

form of aestheticized activity on the principle of accurate measure, al-ṣināʿah assumes a full meaning 

within the systematization of knowledge founded on homo islamicus’s imitation/interpretation of all 

the positive God’s attributes as his own. It seems important to note that qadar/ṣināʿat springs from 

Being (agere sequitur esse), while the nature (substantial form) is a distinctive principle of activity/

ṣināʿat, from which working powers, as immediate principles of designing, draw their active energy. 

However, although Being and nature are principles of the term al-ṣināʿāt, what is actually achieved by 

qadar/ṣināʿat is pictorial aestheticization of homo islamicus within the conscious cognitive and productive-

reflective disposition. Accordingly, our decision not to use the term al-fann, but rather al-ṣināʿat in the 

corresponding terminology for the qadar/ṣināʿat discourse is based on the concept of the domain 

of the traditional systematization of knowledge – ṣināʿat al-ʿilm, and is founded on the meaning and 

possible lexical and non-lexical definitions, as well as on semantic fields within classical Arabic.

 We also believe that it is important to point out that the term cognitive productive-reflective 
representation of collaborative disposition refers to the kind of informative initiation aimed at achieving 

a particular content-related goal of aestheticized activity under the auspices of applied foundation – 

al-ṣināʿat al-taṭbīqiyah, as an integral part of the action of making the form of pictorial within aestheticization 

beautiful – ṣināʿat al-taṣwīr.▼17 It should be noted that the character of such a ṣināʿat/activity assumes 

the existence of an inner mental state (conviction, Ar. al-iʿtiqād), initially accepted without coercion and 

transferred to the mind and intelligence of the author/designer aimed at possessing knowledge – al-maʿrifah 

of the „fundamental“ or „essential information“. Based on „independent“ reasoning and making one’s own 

judgment on collaboration and the decision to use given constructive-artistic elements which follow, homo 

islamicus establishes an appropriate balance between the textual initiation given to him – the hand-written 

textual content of the book – in the form of an order and the applied constructive-stylized visuality.▼18 

▼16 To avoid wrong impressions of the use of Arabic word al-ṣināʿah, it was also used for intellectual contexts/works in the area of 
poetry, grammar, logic, jurisprudence or philosophy. It can be claimed that the term had a meaning far broader that the Occidental 
concept art. Works which were created with possible artistic inspiration (Lat. inspiratio) without a present carrier or with phantasy 
(Gr. φαντασία, phantasía) as an unreal manipulation of the skill of imagination would be the antithesis to the term al-ṣināʿah, while 
such works are very important for the Occidental concept of art.
▼17 The term representation is here primarily reduced to the relationship between presence of what is represented on the pictorial 
representation and its non-present though substantially-stylized referent; reflection on the textually given without a fictional 
replacement for the actual presence of corporeal forms – al-ṣūra l-jismiyya.
▼18 Relationship between the First Cause and homo islamicus is direct since it has no intermediary (institution of church or 
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illustration ~ Ornamental-geometric representation of the aniconic form: partial interior view of the dome of the Sheikh Lotfollah 
Mosque Isfahan-Iran, 16th century. (© Fondacion Cultural Oriente - International Online Exhibition and Market of Persian Handicrafts)
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 The space for possible disputes about one or the other way of defense is defined by acceptance or 
non-acceptance of what is understood as art, though possibly of what could be named ṣināʿat al-taḥsīn, 
rather than fann al-taḥsīn (for the previously presented reasons for the meaning), focused on the 
skill and generally on the formal-methodological side of the field of qadar/ṣināʿat.▼19 It seems that 
our „task“ should consist of rejecting any way of defense and justification of Occidental-westernized 
term art which becomes particularly insensitive for the totality of the presence of both traditional and 
contemporary needs and practices, even in its own space. However, we still believe that it is necessary 
at least to try to register certain antagonisms. The use and the meaning of the word art compared to 
its key meaning „essential, basic, fundamental“ and the sense „creating nature in every nook of man’s 
mind“ should be, from the conservative-dogmatic▼20 and traditional Islamic standpoint▼21 implied as 
part of the domain of qadar/ṣināʿat,  though in the impossible function of the power to „create“ a 
previously achieved result by consciously controlled and focused actions and activities, and not in the 
sense of belonging to the domain of traditional systematization of knowledge – ṣināʿat al-ʿilm. Still, if 
we respect the use and the meaning of the word art compared to its possible key meaning – ṣināʿat 
al-taḥsīn, it would be necessary to note that in this case the Occidental term „Islamic art“ should 
primarily imply a kind of profane cognitive-productive-reflective qadar/ṣināʿat discourse which is not 
included in or defined by an act of possible aestheticization of the pictorial form which would make it 
beautiful – ṣināʿat al-taṣawir. In this case, the so-called sacral form (Lat. forma sacra – sacra pictura) 

privileged individuals over others in their relationship with God) like in other religions. Islamic monotheism excludes any analogy 
between the man and the First Cause.
▼19 Since we have not managed to find a suitable term either in classical or in modern Arabic, which by no means implies that it 
does not exist, we have decided to attempt to articulate appropriate terminological orientations for characterizing the productive-
reflective representation of pictorial topics within the traditional Islamic civilizational structure. We have therefore selected a 
lexeme composed of two recognizable words which are experienced as separate parts (coinage), i.e. the term qadar/ṣināʿat. Finally, 
we established conformity and compatibility with existing terms in Arabic which refer, e.g. to craft – maˀnā ṣināʿah min ṣanaˀa, forms 
of handiwork/activity ṣināʿat al-nitāj, as well as with the term which implies an act of making a pictorial form beautiful – ṣināʿat al-taṣwīr. 
Besides, we do not use the word fannān in the same meaning as our Latin term homo islamicus, since, among other things, 
according to Ibn Manzu, fannān, means the artist (which is even used with this meaning: „fannān in the poetry of al-Aʿsha [means]: 
the donkey, wild, the one who uses different kinds of running“). Our homo islamicus is al-insan al-ṣināʿī, and his artificial pictorial 
representation (unlike the natural/real one) is al-ṣināʿah.
 See our footnotes 48, 49, 50, 54 and 55.
▼20 In Arabic, the term conservative is expressed by a given term, whereby in the form of active participle it means „The one who 
is conservative“ – al-mutaḥaffiẓ, i.e. a conservative, or a dogmatist – a person with conservative views, principles, opinions and 
behavior.
 Conservativism is a certain state of spirit, i.e. the way of thinking focused on maintaining the acquired or inherited (cultural) order; 
a viewpoint of individuals and groups which opposes changes of the existing state, advocates stability of the existing relying upon 
tradition and traditional values as collected wisdom of the past.
▼21 In Islamic literature the term traditional is expressed by the term al-taqlīd which, in the form of a noun, means tradition or 
traditional.
 Tradition, (as imitation – al-taqlīd) in general, implies experience and state of (custons, beliefs, norms and values) of the 
community of ummet – al-ummah based on the transfer of knowledge from one generation to the other, striving not to deviate from 
established rules which can, however, be supplemented, or more accurately changes over the time and adjusted to current cultural 
patterns within a given civilizational structure.
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of qadar/ṣināʿat of recognitive inner assimilation of homo islamicus within the essence of Islam – al-islām 
as a peaceful or voluntary commitment to the First Cause▼22 which is in full harmony with the origin 
(Ar. al-marjaʿ or al-maṣdar) or, in other words, its lexical connection should imply a completely different 
process of gaining knowledge – al-ma’rifah or cognition (Lat. cognosco). In this process of gaining 
knowledge, homo islamicus should voluntarily and by free self-determination (actus humanus) build 
his own cultural practice founded on the action of traditionally making a pictorial form beautiful– 
ṣināʿat al-taṣwīr, which includes, as was already noted, emulation, or interpretation of all the positive 
attributes of the First Cause as his own, rather than His corporeal form – al-ṣūrah al-jismiyyah 
(Ibn Sīnā). Such an aesthetics of doing would be activated by the knowledge that nothing emerges from 
nothing – ex nihilo nihil fit. Aristotle believes that this principle applies only if it pertains to a non-
Being (simpliciter), but not to a form of non-Being which is privation (a lack of a perfection which an 
object, by its nature, should have), and which can be imagined and is not a contradiction, i.e. does 
not pertain to the transition resulting from a cause from a non-being in reality (possibility) to a being 
in reality.▼ 23 We would like to point out that the author/designer of representation is not involved in 

▼22 Use of expressions such as the First Cause, Original Being or the Most Perfect Being in philosophical discussions implies that 
God cannot be something like the earthly beings, but rather their cause or condition for their existence. It can be claimed that it 
was also an intention of Thomas Aquinas when he attempted to define God by returning to the definition which God provided of 
himself to Moses (Ar. Mūsā): „I am who am“, as well as to Aristotle, who claimed that God is the „First Mover“, who reached us through 
premises and the truth.
 Cf. Holy Bible – the Book of Exodus, 3, 14. Good Will Publishers, Inc. Gastonia, North Carolina, 1953; Aristotle. Fizika VII, 242a, 53 
(trans by. Tomislav Ladan). SNL, Zagreb 1984.
 However, something which is the intrinsic Simplicity is what Muslim philosophers would name the „Original Being“ or the „First 
Cause“, i.e. the existence of whom will not depend on anything. Although the next step in addressing by al-Fārābī can be considered 
as a more complete acceptance of Neoplatonism, by qualifications such as the „First Being“ or the „First Cause“, the existence of 
whom is necessary – ḍarūrī and pure from any flaw or multitude, he adopts an emanation scheme where the „First Being“ causes 
existence of the incorporeal Other, who then begins to think about his essence and about the First. It leads to the Third, who 
continues the process until the existence of the sublunar world comes into existence.
 Unlike al-Fārābī, Ibn Sīnā further specifies philosophical ideas of God, addressing God as the „Necessity of Being“– al-wājib 
al-wujūd, and positions it against the possibilities of Being – al-imkān al-wujūdiyy to show that the „Necessity of Being“ must be 
uncaused to avoid an endless causal regression. 
 Ibn Sīnā also believed that it goes without saying that the cosmos is rational and that in the rational universe there must be one 
„Uncreated Being“, „Immovable Mover“ on the top of the hierarchy of existence. „Something“ must have moved the chain of causes 
and results. According to him, non-existence of such a supreme being would mean that the man’s mind is not in harmony with reality 
as a whole. Ibn Sīnā ultimately developed a theory of emanation based on the concept of the necessity of existence.

 With respect to the verb be in Arabic, Muslim logicians could not articulate a pure existential expression. Consequently, instead 
of the existential expression they used an attributive one, which was considered as existential by convention. In such an utterance, 
Being really is „something“ which is attributed to the essence of being, and such a conceptualization of Being is the basis of Ibn 
Sīnā’s idea of Being as a distinctive secondary essence.
 Bučan, Daniel. „Avicenna i problem bitka. Kako je viđen u islamu i arapskom jeziku“ = „Avicenna und das Problem des Seins. 
Einwirkungen des Islam und der arabischen Sprache“. Zagreb: Filozofska Istrazivanja. 2012, 32 (1):49.
▼23 St. Thomas Aquinas accepted Aristotle’s interpretation, but pointed out that it is not true of the Divine creation from nothing. 
However, Aquinas introduced Ibn Sīnā’s distinction between Being and Essence when explaining the relationship between created 
and uncreated being; The uncreated Being is the foundation of the existence of the created being. Therefore, it can rightly be 
claimed that it is Being (Esse) that is the main concept of Thomas’s metaphysics resulting from Ibn Sīnā’s teaching.
 Cf. Bajšić, Vjekoslav. Granična pitanja religije i znanost: Studies and articles. Zagreb: Kršćanska sadašnjost, 1998, p. 176; Also see, 
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imitation or figural representation with a particular importance of the pure figural phantasm as it is 

interpreted within Occidental academism; instead, we can speak about a substantial pictorial form.▼24 

Unfortunately, Occidental-westernized academic science which strives to preserve its own reasons 

for certain phenomena (Gr. φαινόμενον – fainómenon) or circumstances does not attempt at all to 

accept this kind of phenomenological method of inner experience with a character of feedback effect,▼25 
persistently trying to attribute such an experience to figural fantasy.▼26 

 Evidently, whatever it was in the past, today the guiding idea of the formation of certain characteristic and 

well-grounded terminology of recognitive or cognitive character of „Islamic art“ (that is to say productive-

reflective representation of collaborative disposition) is mostly an obstacle. This hindrance, is typically labelled 

in some circles of Occidental academism as subtle philistinism („totality of limited views“, „closure of spirit 

for learning, art and novelties“), bigotry (Fr. bigoterie, religious stupor), ghetto of the history of art, Orientalist 

heritage, extraterrestrial education. Elsewhere, translations of the Qur’an into other languages attempted to 

„cleanse“ religious impulses and see the beginning of the end of an allegedly monopolistic position.▼27 

Kušar, Stjepan. Filozofija u srednjem vijeku. Zagreb: Matica hrvatska, 2015, p. 67.
▼24 Phantasm – (Gr. φάντασμα = phenomenon, idea) resulting from fantasy, apparition, vison in the form of artistic creative imagination 
cannot be realized within the domain of traditional pictorial aestheticization of homo islamicus. If one insists on its existence 
within qadar/ṣināʿat, phantasm could only be viewed as transposition of imalgination – al-takhayyūl, rather than imagination i.e. 
vision; contrary to understanding of Occidental academism. Thus, it is an ability or mental activity which imagilnation produces 
in homo islamicus, and which keeps as well as defines pictorial representations depending on his awareness of the presence of 
God’s attributes that pictorial contents are subject to. A possible encounter between homo islamicus’s spirit and the tangible world 
proceeds in the „continuation“ of sensory on the one hand and the active power of his spirit – al-rūḥ, on the other. Opposite to the 
pictorial representation we have the activity of the viewer’s intellect, who receives content from the sensory pictorial representation 
– al-ʻarḍ, but in such a way that he separates form from matter, whereby the form itself is also impressed in the active power of 
his spirit. Therefore, Aristotle explicitly writes: „The soul never thinks without a (sensory, author’s comment) picture“. This is how 
imagilnation of external (attributes of God) is created: a sensory form which was „dematerialized“ by the endeavor of an active mind 
in substantial form, and which becomes something that is understandable to the viewer’s eye (intelligibile actu), and thus a general 
concept. It should be noted that such a process of gaining knowledge is interpreted in the domain of the traditional systematization 
of knowledge – ṣināʿat al-ʿilm, actualized in the action of making a pictorial form beautiful – ṣināʿat al-taṣawir, and labeled as al-tajrīd – 
a form of content of sensual and inner perception founded on spiritual identity – al-huwiyyah al-rūḥiyyah, and that is why it requires a 
thorough review of the justification of insistence of Occidental academism on the use of term phantasm in the context of qadar/ṣināʿat.
 Aristotle. O duši : Nagovor za filozofiju (trans. by Darko Novaković). Zagreb: Naprijed, 1987, 431a, p. 17.
▼25 Actually, it is a well-known fact that homines islamici prefer the theosophical wisdom (mystic gnosis) which strives toward inner 
contemplative visualization – al-moshāhadah, and which is not acquired either by totality of definitions or by expressiveness of 
syllogisms but by the power of Eastern light – al-ishraq which is born in the East of the soul.
▼26 Fantasy – (Gr. φαντασία = apparition, vision; imagination), the ability or activity of the artist’s soul which produces or creates 
pictures of things independent of their presence. Therefore, fantasy is described as an ability of the artist’s spirit to render absent 
things as present. Due to the ability to form pictures it has also been named imagination. Among scholastics, fantasy is an inner 
sense which presents, to the artist’s mind, a picture of a sensory object perceived by external senses, and thus the sensory picture 
is what actually illuminates the active mind.
 See our footnote 24, which provides detailed explanation of artist’s imagination and homo islamicus’s imagilnation.
▼27 For more, see Ettinghausen, Richard. Antiheidnische Polemik im Koran. (Inaugural dissertation for acquiring a doctoral degree 
at the faculty of philosophy of the Johann Wolfgang Goethe Univrsity in Frankfurt am Main). Frankfurt am Main: Gelnhausen, F.W. 
Kalbfleisch, 1934.
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illustration ~ Aestheticized action/ṣināʿat under the auspices of applied foundation - 
Jalal Al-Din Muhammad Rumi (d. 1 273), The six Books of the Mathnawi, Persia, Safavid, 1599-1600. © Lot-Art 57.
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 VúõĂÿĆñĄþÿ þõ ĀÿăĄÿúù ÿòüñăĄ ÿûóùôõþĄñüþõ þñąûõ čùúù ñôõĀĄù „čùšćõþúñ“ ĆúõĂăûùø ùýĀąüăñ, Āÿăõòþÿ þõûù 
ĀĂõôăĄñĆþùóù ñþûăùÿĊþÿ-ÿûóùôõþĄñüþÿ÷ ñûñôõýùĊýñ ùĊ ÿòüñăĄù ýÿĂöÿûĂùĄùóùĊýñ, Ąú. ýõĄÿôõ øùăĄÿĂùúõ 
ÿòüùûñ, þùăą ăõ ÿûąšñüù ą ùăĄĂñžùĆñþúą þñĆÿôþõ „Ąñúþõ ąčõþúñ KąĂ’ñþñ“, ñüù þõ ûñÿ Ćúõčþõ Bÿžùúõ Ăùúõčù 
i Objave Stvoritelja, Ćõć ĂñăĀĂñĆñ ÿ Ąÿýõ ôñ üù úõ þúõ÷ÿĆ ăñôĂžñú ýÿ÷ąćõ ĀĂùĀùăñĄù ÿôĂõđõþùý ûþúùžõĆþùý 
ÿòüùóùýñ; þñĆÿôþÿ, ĀÿăĄÿúõćù ăñôĂžñú KąĂ’ñþñ ûÿþĄĂñôùûĄÿĂñþ úõ ûñþÿþăûÿý TõûăĄą ûÿúù úõ ăñčùþúõþ ĀĂùúõ 
ûøñüùöõ Oăýñþñ ùòþ 'Affāþñ.▼28 
 Jõôñþ ÿô ĀĂùýúõĂñ „čùšćõþúñ“ ĆúõĂăûùø ùýĀąüăñ, ñüù ù ĂñĊýùýÿùüñžõþúñ øùĀÿĄõĊñ ù þõăûüñôñ ÿûóùôõþĄñüþÿ-
ĊþñþăĄĆõþùø ĀĂÿýùšüúñþúñ úõăĄõ ĀùĄñþúõ ĀĂùĂÿôõ KąĂ’ñþñ ăñ÷üõôñþÿ ùĊ ĀõĂăĀõûĄùĆõ Ćÿôõćõ þúõýñčûõ 
ûąĂ’ñþÿüÿ÷ùþúõ Aþ÷õüùûõ NõąćùĂĄø (Ă. 1943.), ûÿúñ ĆúõĂąúõ ôñ corpus coranicum ùĊýùčõ ăĆñûÿú ûüñăùfiûñóùúù 
ù ôñ úõ KąĂ’ñþ þõýÿ÷ąćõ ĀĂùĀùăñĄù ûþúùžõĆþùý ÿòüùóùýñ ĀÿĊþñĄùý ýÿĂöÿûĂùĄùóù. Dñüúõ þñĆÿôù, ñûÿ òù ăõ, 
ùĀñû, ĄĂñžùÿ Ćÿôõćù ÿòüùû, Ąÿ òù, Āÿ þúÿú, òùÿ ÷ÿĆÿĂ Ċñ üùĄąĂ÷ùúăûõ ăĆĂøõ – ĄõûăĄ Ċñ ĂõóùĄùĂñþúõ, ĀĂÿĀÿĆùúõôù 
(predicatio).▼29 S ôĂą÷õ ăĄĂñþõ, Ċñ ñýõĂùčûÿ÷ øùăĄÿĂùčñĂñ Jÿøþñ WñþăòĂÿą÷øñ (ąý. 2002.), ÿòüùû KąĂ’ñþñ 
ąûñĊąúõ þñ Ąÿ ôñ úõ ûþúùžõĆþù ÿòüùû ĀĂÿĀÿĆùúõôù ýÿĂñÿ ôÿýùþùĂñĄù ą ĀĂÿóõăą öÿĂýùĂñþúñ ûñþÿþăûÿ÷ 
teksta (ĄõĈĄąý óñþÿþùóąý)▼30 – ăüùčþñ ĀõĂóõĀóùúñ ûąĂ’ñþăûÿ÷ úõĊùûñ ù ăĄùüñ òùüñ úõ ąăĆÿúõþñ ù Ăñþùúõ ûÿô 
VÿüĄñùĂõñ (ąý. 1778.), ûÿúù úõ ăĆõĄą ûþúù÷ą ùăüñýñ, ą Essai sur les moeurs et l'esprit des nations („Eăõú ÿ 
ýÿĂñüą ù ôąøą þñĂÿôñ“), ăøĆñĄñÿ ûñÿ ĊòùĂûą ĀĂÿĀÿĆùúõôù ùăĀĂõĀüõĄõþùø þùĊÿý čùþúõþùóñ, õüõýõþñĄñ ĆùĊùúñ, 

FùüÿĊÿöăûÿý öñûąüĄõĄą SĆõąčùüùšĄñ Jÿøñþþ Wÿüö÷ñþ÷ GÿõĄøõ ą FĂñþûöąĂĄą þñ Mñúþù). FĂñþûöąĂĄ þñ Mñúþù – Gõüþøñąăõþ: 
F. W. Kñüòflõùăóø, 1934.
▼28 Bąôąćù ôñ OòúñĆñ þùúõ òùüñ ą ĀÿĄĀąþÿăĄù ĀĂùûąĀüúõþñ, þñûÿþ PÿăüñþùûÿĆõ ăýĂĄù, 632. ÷ÿôùþõ, ýþÿ÷ù ăą þúõ÷ÿĆù 
ăüúõôòõþùóù – ñăøñòù (ñĂ. ñü-ṣāḥùò, pl. ñü-ʿ ñăøāò) pokušali ishoditi sve što je o tome bilo poznato i zapisano da se pohrani u 
öÿĂýù ûÿôõûăñ. Pÿ ĄĆĂôþúù AĂĄøąĂñ JõffõĂĉúñ, ĀĂÿĄõăĄñþĄăûÿ÷ ñąăĄĂñüùúăûÿ÷ ĀĂÿöõăÿĂñ ăõýùĄăûùø úõĊùûñ, ăñôĂžñúõ ûÿôõûăñ 
Ćõÿýñ úõ òĂĊÿ ĀĂùûąĀùüÿ þõûÿüùûÿ ąčõþúñûñ, ûñÿ šĄÿ ăą ʿAòô Aüüāø ùòþ Mõăʿūô, Uòñĉ ùòþ Kñ'ò, Aüù ùòþ Aòù-Tñüùò, 
Aòū BñûĂ ñü-RāĊī, Aăćñô ñü-Aþăù, ĄñûÿđõĂ ĀÿĊþñĄ ù ûñÿ Aòøñü òùþ Kñ'ò, Ąõ ĀõĄþñõăĄ ĀĂùýñĂþùø ù Ćõćù òĂÿú ăõûąþôñĂþùø 
ąčõþúñûñ. SýñĄĂñÿ úõ ôñ, ûñûÿ ăõ ùăüñý šùĂùÿ, þñ ûĂñúą úõ ÿăĄñüñ ÿþñ ÷Ăñđñ šĄÿ úõ ĀĂùûąĀüúõþñ ù ĀÿăĄñüñ ĀÿĊþñĄñ ûñÿ 
metropolitanski kodeksi ą ăĂõôùšĄùýñ Mõûõ, Mõôùþõ, Dñýñăûñ, Kąöõ ù BñăĂõ. Nñùýõ, Āÿ ôñüúþúÿú ĄĆĂôþúù JõffõĂĉúñ, ĄĂõćù 
øñüùöñ, Oăýñþ ùòþ ʿAffāþ Āÿûąšñÿ úõ ąĆõăĄù Ăõô ą øñÿĄùčþą ăùĄąñóùúą ûñþÿþùĊùĂñúąćù Medinjanski kodeks, čùúõ ăą ûÿĀùúõ 
Āÿăüñþõ ą ăĆõ ÷Ăñôăûõ óõþĄĂõ, ă þñĂõôòÿý ôñ ăõ ąþùšĄõ ăĆù ÿăĄñüù ôùúõüÿĆù OòúñĆõ [ăùó!]. Nñ Ąñú þñčùþ þñĆÿôþñ „ĀĂĆñ ĊòùĂûñ 
ăñôĂžñúñ KąĂ’ñþñ“, ĀĂĆÿ÷ øñüùöõ Aòū BñûĂñ ñü-RāĊīúñ ăĄñĆüúõþñ úõ ą ôĂą÷ù Āüñþ, þùúõ ĄĂõĄùĂñþñ ûñÿ ăüąžòõþù ûÿôõûă, Ćõć ÷ÿĄÿĆÿ 
ûñÿ ĀĂùĆñĄþÿ ĆüñăþùšĄĆÿ Ḥñöṣõ, OýõĂÿĆõ ûćõĂûõ (ʿUýñĂ). 
 OĆñûñĆ ăĄñĆ úõôþÿ÷ ÿô ĀĂõôăĄñĆþùûñ ñþûăùÿĊþÿ-ÿûóùôõþĄñüþÿ÷ ñûñôõýùĊýñ ÿčùĄÿ úõ òùÿ ýÿĄùĆùĂñþ öñûĄÿĂùýñ 
„čùšćõþúñ“ ĆúõĂăûùø ùýĀąüăñ... TñûÿđõĂ úõ, ùĊýõđą ÿăĄñüÿ÷, ą žõüúù ôñ ôÿûñžõ ûñûÿ úõ KąĂ’ñþ ąăĄĆñĂù üùčþÿ ôúõüÿ Bÿžùúõ÷ 
Poslanika, ùĊþùÿ ù ĄĆĂôþúą ôñ úõ ą ăĆúõĄüą ÿûóùôõþĄñüþùø ùăĄĂñžùĆñþúñ úñăþÿ ôñ úõ Āÿăüñþùû Mąøñýõô ăñăĄñĆüúñÿ ûþúù÷ą (tj. 
KąĂ’ñþ) Ċñ ýąăüùýñþõ ą ôĂą÷ÿý ôùúõüą ăĆÿ÷ žùĆÿĄñ [ăùó!].
 JõffõĂĉ, AĂĄøąĂ. MñĄõĂùñüă öÿĂ Ąøõ HùăĄÿĂĉ ÿö Ąøõ TõĈĄ ÿö Ąøõ QąĂʾñþ: Tøõ Oüô Cÿôùóõă. Lõùôõþ: BĂùüü, 1937. DÿăĄąĀþÿ þñ: 
øĄĄĀă://ććć.ùăüñýùó-ñćñĂõþõăă.ÿĂ÷/āąĂñþ/ĄõĈĄ/÷ùüóøĂùăĄ/÷ùüúõffõĂĉ – þùúõ Āñ÷ùþùĂñþÿ. Pÿăüúõôþúù ĀąĄ Āÿăúõćõþÿ 2. 7. 2023.
▼29 NõąćùĂĄø, Aþ÷õüùûñ. „Eùþù÷õ BõýõĂûąþ÷õþ Ċąý òõăÿþôõĂõþ ăĀĂñóøüùóøõþ ąþô üùĄõĂñĂùăóøõþ CøñĂñûĄõĂ ôõă 
KÿĂñþ“. U: W. Vÿù÷Ą (ąĂ.). DõąĄăóøõĂ OĂùõþĄñüùăĄõþĄñ÷, Ą. 1, Wùõăòñôõþ: FĂñþĊ SĄõùþõĂ VõĂüñ÷, 1977. ăĄĂ. 736-739; NõąćùĂĄø, 
Aþ÷õüùûñ. „Sÿýõ NÿĄõă ÿþ Ąøõ DùăĄùþóĄùĆõ Lùþ÷ąùăĄùóă ñþô LùĄõĂñĂĉ CøñĂñóĄõĂ ÿö Ąøõ QąĂʾāþ“. U: A. RùĀĀùþ (ąĂ.). The 
QąĂʾāþ: SĄĉüõ ñþô CÿþĄõþĄă. Lÿþôÿþ/Nõć YÿĂû: RÿąĄüõô÷õ, 2016. ăĄĂ. 253-258.
▼30 Wansbrough, John. Quranic Studies. Sources and Methods of Scriptural Interpretation. OĈöÿĂô: OĈöÿĂô UþùĆõĂăùĄĉ 
PĂõăă, 1977. ăĄĂ. 148.
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 There is probably no area of Occidental scholarship where zealots of „cleansing“ religious impulses 
(particularly some representatives of anxiously-Occidental academism in the area of morpho-
criticism, that is to say the method of the history of forms) have not tried their hand in researching 
the alleged „secret of teaching of the Qur’an“. However, this is undertaken not as the eternal word 
of God and Revelation of the Creator, but rather as discussions about whether its content can be 
ascribed to certain literary forms; allegedly, the existing content of the Qur’an is contradictory to the 
canonical Text which was prepared before khalif ʿUthmān ibn ʿAffān.▼28 
 Examples of „cleansing“ religious impulses, as well as of divergence of hypotheses and of discrepancy 
of Occidental academic thoughts include the issue of nature of the Qur’an viewed from the perspective of 
leading German Qur’anic scholar Angelika Neuwirth (b. 1943), who believes that corpus coranicum eludes 
any classification and that it is impossible to ascribe the Qur’an to literary forms known to morphological 
critique.▼29 She goes on to say that, if one were to look for a leading form, it would, according to her, be the 
speech for liturgical purposes – the text for reciting, sermons (predicatio). On the other hand, for American 
historian John Wansbrough (d. 2002), form of the Qur’an indicates that the literary form of sermon must 
have dominated in the process of forming the canonic text (textum canonicum)▼30 – a similar perception of 
the Qur’anic language and style had been adopted earlier, by Voltaire (d. 1778),, who, in Essai sur les moeurs 
et l'esprit des nations, understood the holy book of Islam as a collection of sermons interwoven with many 
facts, elements of visions, revelations and civil legislation.▼31 On the other hand, the mentor of French 
Arabic studies, Alfred-Louis de Prémare (d. 2006), describes contents of the Qur’an as a polemic work.▼32 

▼28 Since Revelation was not completely collected, after Prophet’s death in 632 many of his followers – ashabs (Ar. al-ṣāḥib, pl. al-ʿashāb) 
tried to obtain everything that was known and written about it with the aim of storing it in the form of codices. According to Arthur 
Jeffery, a Protestant Australian professor of Semitic languages, the contents of the codices were collected very quickly by several 
scholars such as ʿAbd Allāh ibn Masʿūd, Ubay ibn Ka’b, Ali ibn Ebu-Talib, Abū Bakr al-Rāzī, Aswad al-Ansi, also known as Abhal bin 
Ka’b, and about fifteen primary and a large number of secondary scholars. He believed that, as Islam expanded, what ultimately 
remained was the material which had been collected and become known as metropolitan codices in the centers of Mecca, Medina, 
Damascus, Kufa and Basra. Jeffery further claims that the third khalif, ʿUthmān ibn ʿAffān tried to bring order in the chaotic situation 
by canonizing the Medina’s Codex, copies of which were sent to all urban centers with the order to destroy all the other parts of the 
Revelation [sic!]. In this way, the alleged „first collection of the contents of the Qur’an“, by the first khalif Abū Bakr al-Rāzī was set 
aside and was no longer treated as an official codex but almost as privately owned by Hafsa (ʿUmar’s daughter). 
 Such an attitude of one of representatives of anxiously-Occidental academism was obviously motivated by factors of „cleansing“ 
religious impulses. Besides, wishing to prove that the Qur’an is actually a personal work of God’s Prophet, he claimed that in the 
light of Occidental studies it is obvious that Prophet Mehammed compiled the book (i.e. the Qur’an) for Muslims during the second 
part of his life [sic!].
 Jeffery, Arthur. Materials for the History of the Text of the Qur’an: The Old Codices. Leiden: Brill, 1937. Available at: https://www.
islamic-awareness.org/quran/text/gilchrist/giljeffery – not paginated. Last accessed on 2.07.2023.
▼29 Neuwirth, Angelika. „Einige Bemerkungen zum besonderen sprachlichen und literarischen Charakter des Koran“. In: W. Voigt 
(ed.). Deutscher Orientalistentag, vol. 1, Wiesbaden: Franz Steiner Verlag, 1977, pp. 736–739; Neuwirth, Angelika. „Some Notes on the 
Distinctive Linguistics and Literary Character of the Qur’ān“. In: A. Rippin (ed.). The Qur’ān: Style and Contents. London/New York: 
Routledge, 2016, pp. 253–258.
▼30 Wansbrough, John. Quranic Studies. Sources and Methods of Scriptural Interpretation. Oxford: Oxford University Press, 1977, p. 148.
▼31 Beuchot Adrien-Jean-Quentin (ed.). Oeuvres de Voltaire. Vol. 15, Paris: Chez Lefèvre, 1829, pp. 337-338.
▼32 Prémare, Alfred-Louis. Aux origines du Coran. Paris: Téraèdre, 2004, pp. 44-45.
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ÿòúñĆñ Ąõ ĆúõĂăûÿ÷ ù ÷Ăñđñþăûÿ÷ ĊñûÿþÿôñĆăĄĆñ.▼31 ZñąĊĆĂñĄ, ýõþĄÿĂ öĂñþóąăûõ ñĂñòùăĄùûõ AüöĂõô-Lÿąùă 
ôõ PĂéýñĂõ (ąý. 2006.), ÿĀùăąúõ ăñôĂžñú KąĂ’ñþñ ûñÿ Āÿüõýùčûÿ ôúõüÿ.▼32 Tÿýõ ăõ ĀĂÿĄùĆù þúõýñčûÿ-
ñýõĂùčûù ĀÿĆúõăþùčñĂ „ùăüñýăûõ ąýúõĄþÿăĄù“ RùóøñĂô EĄĄùþ÷øñąăõþ (ąý. 1979.), ûÿúù ĄĆĂôù ôñ úõ öąþûóùúñ 
polemike sekundarna.▼33 IăąăÿĆñó RÿõăĄ CĂÿüüùąă (Ă. 1933.) Ćùôù KąĂ’ñþ ûñÿ óúõüÿĆùĄą ùĊĂùčùĄą ûþúù÷ą 
molitve (precatio).▼34 MõđąĄùý, þúõýñčûù ăõýùĄ ù üùþ÷ĆùăĄ CøĂùăĄÿĀø LąĈõþòõĂ÷ ùĊþÿăù Ċñûüúąčñû ôñ úõ 
KąĂ’ñþ ùĊĆÿĂþÿ ĊñĀùăñþ ą ÿòüùûą üõûóùÿþñĂñ (lectionarium) Ċñ ăùĂÿ-ñĂñĀăûõ ûĂšćñþõ.▼35 S tim u vezi, a po 
þñĆÿđõþúą MñĂóùþñ GĂÿôĊûÿ÷ (Ă. 1968.), þúõýñčûù ĀĂÿĄõăĄñþĄăûù Ąõÿüÿ÷ GüþĄõĂ Lüüùþ÷ (ąý. 2014.) 
ĂõûÿþăĄĂąùĂñÿ úõ ą öÿĂýù ĀÿüùĄõýñĄăûùø øùýþù, „þñúăĄñĂùúù ĄõûăĄąñüþù ăüÿú KąĂ’ñþñ“ (ĄĊĆ. PĂñ-KÿĂñþ/
UĂ-KąĂ’ñþ).▼36 ČõăĄÿ ăõ ýõđą ûąĂ’ñþÿüÿĊùýñ Ćùăÿûÿ ñüąĊùĆþù ûÿþóõĀĄ ăĆõĄõ ûþúù÷õ ùăüñýñ ĄñûÿđõĂ þñĊùĆñ 
øÿýùüõĄùčûùý ili ĀñĂñöĂñĊùĂñúąćùý üùĄąĂ÷ùúăûùý čùĄñþúùýñ, kao i õûüõûĄùčþùý, øõĄõĂÿ÷õþùý ăĄùüÿý, ûÿúù ăñôĂžù þùĊ 
ûþúùžõĆþùø ÿòüùûñ, ą÷üñĆþÿý, Āÿ ôÿĆÿüúþÿ þõąĄõýõüúõþùý ĄĆĂôþúñýñ ùĊ ĂñĊüùčùĄùø ĄĂñôùóùúñ ĀĂùúõþÿăñ.

 Mÿžõ ùĊ÷üõôñĄù ôñ þñă ÿăĆúõôÿčõþñ ÿûóùôõþĄñüþÿ-øùăĄÿĂùÿ÷Ăñöăûñ ù ĆõăĄõĂþùĊùĂñþÿ-ĄõÿĂùúăûñ Ąąýñčõþúñ 
öõþÿýõþÿüÿ÷ùúõ ùăüñýñ ù÷þÿĂùĂñúąćù ĀĂñûăą, ôÿûĄĂùþą ù ôąøÿĆþù ĀąĄ õăĄõĄùĊùĂñþÿ÷ ôúõüñþúñ homo 
islamicusa, ąþñĊñô þõûÿüùûÿ ăĄÿüúõćñ ąôñüúñĆñúą ÿô ùôõúõ ûñûÿ úõ Ċñ ûÿþûĂõĄþÿ ÿăĄĆñĂõþúõ õăĄõĄùĊñóùúõ 
ăüùûÿĆþÿ÷ ĀĂõĆñăøÿôþÿ ĀĂùýñĂñþ ăñôĂžñú – ñü-ýąḥĄñćā, õüùýùþùĂñúąćù òùĄþÿăĄ þúõ÷ÿĆõ ĆúõĂăûõ ăĀÿĊþñúõ 
– ñü-ýñʿ Ăùöñø. NñžñüÿăĄ, ĄñûĆñ ñþûăùÿĊþñ ùôõúñ ù ôñüúõ ĊñôĂžñĆñ ùĊĆñþĂõôþą Āÿüÿžñúþą øõ÷õýÿþùúą ù 
ĀĂõýñ ÿĂþñýõþĄñüþÿý ù ĀĂùýùúõþúõþÿý ûÿþóõĀĄą Ċñ ôÿăĄùĊñþúõ ăĄñþúñ ÿăĄĆñĂõþúā SĄĆÿĂùĄõüúñ, ûĂÿĊ 
promišljanje savršenstva koje je sinteza lijepog i funkcionalnog. Mišljenja smo da je to zato što se ta 
ùôõúñ, ùĊýõđą ÿăĄñüÿ÷, čõăĄÿ ĀõĂĀõĄąùĂñ ą ÿûĆùĂą „Ćñüùôþùø“ ñûñôõýăûùø ĀĂùăĄąĀñ ñþñüùĊõ ÿûóùôõþĄñüþùø 

▼ 31 BõąóøÿĄ, AôĂùõþ-Jõñþ-QąõþĄùþ (ąĂ.). OEuvres de Voltaire. Ą. 15. PñĂùă: CøõĊ LõöèĆĂõ, 1829. ăĄĂ. 337-338.
▼ 32 PĂéýñĂõ, AüöĂõô-Lÿąùă. Aux origines du Coran. PñĂùă: TéĂñèôĂõ. 2004. ăĄĂ. 44-45.
▼33 Ettinghausen, Richard. Antiheidnische Polemik... ăĄĂ. 5-6.
▼34 CĂÿüüùąă, AĂùú A. RÿõăĄ. „Tøõ PĂñĉõĂ ùþ Ąøõ QąĂʾāþ“. SĄąôùñ Mùăăùÿþñüùñ. 1975; 24:223-252.
▼35 LąĈõþòõĂ÷, CøĂùăĄÿĀø. Die syro-aramäische Lesart des Koran. Ein Beitrag zur Entschlüsselung der Koransprache. BõĂüùþ: 
Das Arabische Buch, 2000.
▼36 PĂùýúõĂ ÿþÿ÷ñ šĄÿ Lüüùþ÷ ĆúõĂąúõ ôñ úõ Ąõýõüúþñ ûĂšćñþăûñ øùýþñ KąĂ’ñþñ ąăĄĆñĂù 96. Āÿ÷üñĆüúõ – ñü-ăūĂñ Aü-ʻAüñā 
ili U÷Ăąšñû, úõĂ úõ þñĆÿôþÿ ĀĂĆÿòùĄþÿ òùüñ ąĀąćõþñ ûĂšćñþùýñ, ñ þõ Pÿăüñþùûą Mąøñýõôą. SĆÿúùý ĀĂùăĄąĀÿý 
ùăĄĂñžùĆñþúą Lüüùþ÷ úõ òùÿ Ăñþù ĀĂõôăĄñĆþùû „SññĂòĂüóûõþ šûÿüõ“ ûÿúñ úõ ôùÿ RõĆùĊùÿþùăĄùčûõ šûÿüõ ùăüñýăûùø 
ăĄąôùúñ. Núõ÷ÿĆñ ĄõĊñ þñùšüñ úõ þñ ÿšĄĂõ ûĂùĄùûõ ąčõþúñûñ ùăüñýăûùø ù òùòüùúăûùø ăĄąôùúñ ăĆõ ôÿû þùúõ òùÿ ÿĊþñčõþ ûñÿ 
„Ăñôùûñüñþ“ ù ùþĄąùĄùĆþù ùăĄĂñžùĆñč.
 Rõĉþÿüôă, GñòĂùõü Sñùô. „IþĄĂÿôąóĄùÿþ, QąĂñþùó ăĄąôùõă ñþô ùĄă óÿþĄĂÿĆõĂăùõă“. U: Rõĉþÿüôă, GñòĂùõü Sñùô (ąĂ.). 
The Quran in its Historical Context. Lÿþôÿþ: RÿąĄüõô÷õ 2008. Ā. 10. VùôúõĄù ù GĂÿôĊûù, MñĂóùþ. „PĂÿòüõýñĄĉûñ ù ćĉĊćñþùñ 
ćăĀółóĊõăþĉóø ăĄąôùóć þñô ÷õþõĊą ùăüñýą“. KñĂĄÿ-Tõûñ Gôñńăûñ. 2018;2(3):12.

 DÿùăĄñ! Jõ üù KąĂ’ñþ ĀĂĆõþăĄĆõþÿ ôõăûĂùĀĄùĆþõ ùüù ĀĂõăûĂùĀĄùĆþõ ĀĂùĂÿôõ? OĆÿ ĀùĄñþúõ üõòôù ą ÷üñĆñýñ ù ýąăüùýñþñ 
ù þõýąăüùýñþñ. Nõûù ôÿžùĆüúñĆñúą ùăüñýăûõ ăĀùăõ ûñÿ òÿžñþăûą ôùĂõûĄùĆą, ă AüüñøÿĆùý ùĊôñĆñþúõý ùĊĂùčùĄùø þñĂõôòù 
Ċñ ÿĂ÷ñþùĊñóùúą žùĆÿĄñ. AüĄõĂþñĄùĆþÿ, ĀÿăĄÿúù ôĂą÷ñ ĀõĂăĀõûĄùĆñ, ûÿúñ ăą÷õĂùĂñ ôñ KąĂ’ñþ ăüąžù ûñÿ nacrt za stvaranje 
svijeta i naše percepcije o njemu. U ÿĆÿý ĀÿĄÿþúõý Āÿ÷üõôą, KąĂ’ñþ/KÿĂñþ/UĂ-KąĂ’ñþ úõ ôõăûĂùĀĄùĆñþ, ñ þõ ĀĂõăûĂùĀĄùĆñþ, 
ÿóĂĄñĆñúąćù ÿĀĄùýñüñþ þñčùþ Ċñ ûĂõĄñþúõ ăĆùúõĄÿý ą ăûüñôą ăñ ăĆÿúùý ùþøõĂõþĄþùý ĀĂùþóùĀùýñ.
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It is opposed by German-American historian of „Islamic art“ Richard Ettinghausen (d. 1979), who claims 
that the function of polemics is secondary.▼33 Jesuit Roest Crollius (b. 1933) understands the Qur’an as a 
complete explicit book of prayer (precatio).▼34 However, German Semite and linguist Christoph Luxenberg 
draws the conclusion that the Qur’an was originally recorded in the form of lectionary (lectionarium) for 
Syro-Arabian Christians.▼35 In this respect, according to Marcin Grodzki (b. 1968), a German Protestant 
theologian Günter Lüling (d. 2014) reconstructed, in the form of polythematic hymns, „the oldest textual 
layer of the Qur’an (the so-called Pra-Koran/Ur-Qur’an)“.▼36 Among Qur’anic scholars, the highly allusive 
concept of the holy book of Islam is often also labeled as homiletic or paraphrasing liturgical readings, as 
well as eclectic, heterogenous style, which is composed of a series of literary forms, mostly according to 
sufficiently grounded statements from different traditions of communication.

 It may seem that the proven Occidental-historiographic and westernized-theoretical interpretations of 
the phenomenology of Islam and, within them, of what is defined as „Islamic art“ (which ignore practice, 
doctrine and the spiritual path of an aestheticized activity of homo islamicus over several past centuries) 
distance us from the idea that the actual realization of aestheticization of the pictorial primarily requires 
content – al-muḥtawā, while the importance of personal religious cognition – al-maʿrifah is eliminated. 
Unfortunately, such an anxious idea still retains an extraordinary positional hegemony – even according 
to the ornamental and applied concept for reaching the state of actualizations of the Creator through the 
contemplation of perfection (which is a synthesis of the beautiful and the functional). Amongst other points, 
it is probably because this idea is often perceived within „valid“ academic approaches to the analysis of 
Occidental works of art, as well as works which can only be ascribed to the action of making a pictorial 

form beautiful – ṣināʿat al-taṣwīr. Consequently, most people have become convinced that any appearance 

which is declared as art should be taken seriously. What excessive emphasis on this and so directed idea 

▼33 Ettinghausen, Richard. Antiheidnische Polemik..., pp. 5-6.
▼34 Crollius, Arij A. Roest. The Prayer in the Qur’ān. Studia Missionalia, 1975, No 24, pp. 223-252.
▼35 Luxenberg, Christoph. Die syro-aramäische Lesart des Koran. Ein Beitrag zur Entschlüsselung der Koransprache. Berlin: Das 
Arabische Buch, 2000.
▼36 An example of what Lüling believes to be the underlying Christian hymn of the Qur’an is actually the 96th chapter – al-sūrah 
Al-ʻAlaq or The Clot, as it was supposedly originally addressed to Christians, not to the Prophet Muḥammad. With his approach of 
research Lüling was an early representative of the „Saarbrücken School“ which is part of the Revisionist School of Islamic Studies. 
Tesis Lüling banyak menerima kritik tajam dari sarjana studi Islam dan Biblikal hingga ia dilabeli sebagai peneliti yang „radikal“ 
dan intuitif.
 Reynolds, Gabriel Said. „Introduction, Quranic studies and its controversies“. In: Reynolds, Gabriel Said (ed.). The Quran in its 
Historical Context. London: Routledge 2008, p. 10.

 Really! Is the Qur'an primarily descriptive or prescriptive in nature? This question floats in the minds of both Muslims and 
non-Muslims. Some see the Islamic scriptures as divine directives, with Allah issuing explicit orders for the organization of life. 
Alternatively, there is another perspective, which suggests that the Qur'an serves as a blueprint for the creation of the world and our 
perception of it. In this latter respect, the Qur'an/Qur'an/Ur-Qur'an is descriptive rather than prescriptive, outlining the optimal way 
to navigate the world in accordance with its inherent principles.
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ąýúõĄþùčûùø ôúõüñ, ñüù ù ôúõüñ ûÿúñ úõ úõôùþÿ ýÿ÷ąćõ ĀĂùĀùăñĄù ñûĄą čùþúõþúñ ăüùûÿĆþõ öÿĂýõ üùúõĀÿý 
– ṣùþāʿ ñĄ ñü-ĄñṣćīĂ, ąăüùúõô čõ÷ñ ăõ ąăĄñüùüÿ ąĆúõĂõþúõ ûÿô Ćõćùþõ üúąôù ôñ ÿĊòùüúþÿ ąĊùýñúą òùüÿ ûÿúą 
pojavnost koja se deklarira pod nazivljem umjetnost. Pretjerano isticanje ove i ovako ąăýúõĂõþõ ùôõúõ 
ăñôĂžñúñ ĀÿôĂñĊąýùúõĆñ Ćúõčþù, þùûñôñ ôÿûÿþčñþù ĀĂÿóõă ąĄõýõüúõþÿ÷ Ąąýñčõþúñ, ù, ÿòĂñĄþÿ, þñĆùûą 
da se ąýúõĄþùčûùý ÿăĄĆñĂõþúùýñ ù ýÿ÷ąćùý ûñĂñûĄõĂùýñ õăĄõĄùĊùĂñþÿ÷ ôúõüñþúñ/ṣùþāʿ ñĄñ homo islamicusa 
kako bi se Ąąýñčùüñ, ustvari podupire ideja da doista u sklopu teorijskih pogleda okcidentalnog 
akademizama postoji nešto takvo poput ąþùĆõĂĊñüþÿ÷ ù ăĆõÿòąøĆñĄþÿ÷ ăñôĂžñúñ za karakterizaciju bilo 
ûÿúõ öÿĂýõ õăĄõĄùĊùĂñþõ ĂõĀĂõĊõþĄñóùúõ. Dñ, ôÿôąšõ, Ąÿ ăõ ù čùþù õüùýùþùĂñþúõý ôÿýùþñþĄþõ ùþùóùúñóùúõ 
djelanja/ṣùþāʿ ñĄñ ù ĀÿôĂñĊąýùúõĆñúąćõ ýñ÷ùúõ ñąĄÿĂõflõûăùĆþùø ôùăûąĂăñ – ñü-ĄøñćāòùĄ ñü-ùăüāýùĉĉñø 
ąþąĄñĂ Āÿùýñþúñ ôñĄùø ĂõñüùĊñóùúñ, ÿôþÿăþÿ òõĊ ąĆñžñĆñþúñ ûüúąčþõ ùþùóùúñóùúõ ûÿúñ ăõ ĀÿôĂñĊąýùúõĆñ ą 
ÿûĆùĂą ĄĂñôùóùÿþñüþõ ăùăĄõýñĄùĊñóùúõ Ċþñþúñ – ṣùþāʿ ñĄ ñü-ʿ ùüý. Bąôąćù ôñ ăõ ýąăüùýñþăûñ õăĄõĄùûñ öÿûąăùĂñ 
þñ ôąøÿĆþÿ ĀĂõôăĄñĆüúñþúõ òùćñ ñüù ù ĀĂõôýõĄñ, ąýúõăĄÿ þñ þúùøÿĆõ ýñĄõĂùúñüþõ ĆĂùúõôþÿăĄù, Ćñþúăûù 
ùĊ÷üõô ĀĂõôýõĄā, ÿòúõûñĄñ ùüù ýÿôõüā þù þñ ûÿúù þñčùþ þõ ÿòąøĆñĄñ þúùøÿĆą ăąšĄùþą ù ùăĄùþăûÿ „úñ“. SĆñûù 
Ćñþúăûù ûĆñþĄùĄñĄùĆþù ù fiĊùčûù ùĊ÷üõô – ñü-ẓāøùĂ razlikuje se od svoje unutarnje kvalitativne i duhovne 
ăąšĄùþõ – ñü-òāṭùþ; dok se savršenstvo ýÿžõ ĀĂùĀùăñĄù ăñýÿ Bÿ÷ą SĄĆÿĂùĄõüúą. Zñ homo islamicusa, ljepota 
þùúõ õăĄõĄăûù ĀĂùûñĊ üúąôăûùø ñĄĂùòąĄñ, þùĄù ûÿĀùĂñþúõ ùôõñüþÿ÷ ăĄñþúñ ĀĂùĂÿôõ, čùúù úõ ûÿþóõĀĄ Ăõþõăñþăþñ 
Evropa posudila od starih Grka, a samu ideju likovne umjetnosti Ąõû Āÿčõüñ ăùăĄõýñĄùĊùĂñĄù ĀÿüÿĆùþÿý 
18. ăĄÿüúõćñ ą, ûñûÿ ăõ ąăøùćõþÿ þñ÷üñšñĆñ ą BñĄĄõąĈÿĆÿ (1713.-1780.) ĆĂùúõýõ.▼37 Tradicija estetizacije 
slikovnih formi homo islamicusa ĊñÿûąĀüúõþñ úõ ĄĂñþăóõþôõþóùúÿý ûÿúÿý ÿþ þñăĄÿúù ù ûÿô ĀĂÿýñĄĂñčñ, 
ûĂÿĊ ûÿþĄõýĀüñóùúą üùúõĀÿ÷, ĀÿĄñûþąĄù ĀõĂóõĀóùúą ĀĂùĂÿôõ Bÿžùúõ Ćõüùčùþõ ù üúõĀÿĄõ, ă óùüúõý ÿüñûšñþÿ÷ 
ÿăĄĆñĂõþúñ ûÿþñčþÿ÷ ăúõôùþúõþúñ ă Núùý. Aü-GøñĊāüī úõ, ýõđą ÿăĄñüùý ýùăüùÿóùýñ ôÿžùĆüúñĆñÿ üúõĀÿĄą, 
ăñžùýñúąćù úõ þñ ăüúõôõćù þñčùþ: „[...] JõĂ úõ ăĆùúõĄ þñ ôĂą÷ÿý ýúõăĄą ăĆùúõĄ ôąøñ ù ýñþùöõăĄñóùúõ AüüñøÿĆõ 
üúõĀÿĄõ; ăĂõćñþ úõ ÿþñú čÿĆúõû ûÿúù úõ óùüúñÿ ù ăĄõûñÿ ăĂÿôþÿăĄ ă þúùý.“▼38          NñăĄñĆñû ą ùôąćõý òĂÿúą.

▼37 CøñĂüõă BñĄĄõąĈ, öĂñþóąăûù fiüÿĊÿö ù Āùăñó ÿ õăĄõĄùóù úõ ą ĄõûăĄą LùûÿĆþõ ąýúõĄþÿăĄù ăĆõôõþõ þñ úõôþÿ þñčõüÿ ùĊ 1746. 
÷ÿôùþõ („Tøõ Fùþõ AĂĄă Rõôąóõô Ąÿ ñ Sùþ÷üõ PĂùþóùĀüõ“) ąĄúõóñÿ þñ ăĆõ Ćõćõ ÿûóùôõþĄñüþõ õăĄõĄùčñĂõ ą ôĂą÷ÿú ĀÿüÿĆùþù 
18. ăĄÿüúõćñ: DùôõĂÿĄñ, HõĂôõĂñ, Hąýõñ, KñþĄñ, Lõăăùþ÷ñ, Mõþôõüăăÿøþñ ù ôĂą÷õ Ąñûÿ ôñ ăą ùüù ąăĆÿúùüù þúõ÷ÿĆõ Āÿ÷üõôõ 
ùüù Ăõñ÷ùĂñüù ĀĂÿĄùĆ þúùø. IĀñû, ĀĂõĄøÿôþÿ þñĊþñčõþù þñăüÿĆ þúõ÷ÿĆÿ÷ ĄõûăĄñ ă ôñĄùý ăñôĂžñúõý ąĊùýñ ăõ Ċñ ùĊĆÿĂþą ùôõúą 
ôõfiþùĂñþúñ ù ÿĀćõ÷ Ċþñćõþúñ Āÿúýñ likovne umjetnosti.
 UăĀÿĂõôùĄù BñĄĄõąĈ, CøñĂüõă. The Fine Arts Reduced to a Single Principle (ĀĂõĆ. Jñýõă O. Yÿąþ÷). OĈöÿĂô: OĈöÿĂô 
UþùĆõĂăùĄĉ PĂõăă, 2015. ăĄĂ. ĈùĆ, ĈùĈ, ĈĈùĆ ù ĈĈĈĆùùù. DÿăĄąĀþÿ þñ: øĄĄĀă://ôÿûąýõþ.Āąò/óøñĂüõă-òñĄĄõąĈ-Ąøõ-fiþõ-ñĂĄă-
Ăõôąóõô-Ąÿ-ñ-ăùþ÷üõ-ĀĂùþóùĀüõ-2015932610.øĄýü. Pÿăüúõôþúù ĀąĄ Āÿăúõćõþÿ 02. 7. 2023. = BñĄĄõąĈ, CøñĂüõă. Les beaux 
arts réduits à un même principe. GõþèĆõ: EôùĄùÿþă SüñĄûùþõ 2011. = BñĄĄõąĈ, CøñĂüõă. Les Beaux arts réduits à un même 
principe ([ĀĂĆÿ ÿĂù÷ùþñüþÿ ùĊôñþúõ]). PñĂùă: DąĂñþôDąĂñþô 1746. (BùòüùÿĄøèāąõ þñĄùÿþñüõ ôõ FĂñþóõ, ùôõþĄùfiõĂ:  ñĂû:/12148/
òĀĄ6û50428÷) DÿăĄąĀþÿ þñ: øĄĄĀă://÷ñüüùóñ.òþö.öĂ/ñĂû:/12148/òĀĄ6û50428÷. Pÿăüúõôþúù ĀąĄ Āÿăúõćõþÿ 02. 7. 2023.
▼38 VùôúõĄù Aü-GøñĊĊñüù, Mÿøñýõô. The Alchemy of Happiness (ĀĂõĆ. HõþĂĉ A. Hÿýõă). N.Y.: Aüþñþĉ, 1873. DÿăĄąĀþÿ þñ: 
øĄĄĀă://ùñ800201.ąă.ñĂóøùĆõ.ÿĂ÷/12/ùĄõýă/ñüóøõýĉøñĀĀùþõă00øÿýõ÷ÿÿ÷/ñüóøõýĉøñĀĀùþõă00øÿýõ÷ÿÿ÷.Āôö. Posljednji put 
Āÿăúõćõþÿ 02. 7. 2023.
 Čùþù ăõ òùĄþùý ûñĊñĄù ûñûÿ úõ ljepota šùĂÿû ù òõĊ÷Ăñþùčñþ ûÿþóõĀĄ ûÿúù þùúõ ÿ÷Ăñþùčõþ ăñýÿ þñ õăĄõĄùĊùĂñþÿ ôúõüñþúõ/
ṣùþāʿñĄ. Izrazito i jedinstveno mjesto ovog koncepta vidljivo je u uputama, kao i idejama muslimanskih mislilaca. U tom 
ăýùăüą, Ćõćùþñ þúùø, ąûüúąčąúąćù Iòþ Sīþāñ, ñü-RñĊùúñ, SąøĂñćñĂôīúñ, NñṣīĂñ ñü-Dīþ ñü-Ṭūăīúñ, Iòþ ñü-ʿAĂñòīúñ, ñü-GøñĊāüīúñ ù 
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of content implies is an eternal, never completed process of informed interpretation. Additionally, one 

can argue vice-versa: the habit of using artistic creations and possible characters of aestheticized activity/

ṣināʿat of homo islamicus to interpret it actually supports the idea that there is really, within theoretical 

views of Occidental academism, something resembling the universal and comprehensive content for 

characterizing any form of aestheticized representation. Indeed, it is also achieved by eliminating the 

dominating initiation of activity/ṣināʿat and the implied magic of self-reflective discourse – al-thawābit 

al-islāmiyyah within traditional understanding of homo islamicus’s realizations, without taking into account 

the crucial initiation which is implied within systematization of knowledge – ṣināʿat al-ʿilm. Since Muslim 

aesthetics is focused on spiritual representation of beings as well as objects rather than on their material 

value, the external appearance of objects or models in no way encompassed their essence and the true 

„I“. Any external quantitative and physical appearance – al-ẓāhir, differs from its inner qualitative and 

spiritual essence – al-bāṭin, while perfection can be ascribed only to God the Creator. For homo islamicus, 

beauty is not an aesthetic representation of human attributes nor copying an ideal state of nature, the 

concept of which European Renaissance borrowed from ancient Greeks, and began to systematize the idea 

of fine arts itself only in the mid-18th century, at the time of Charles Batteux (d. 1780),  as it is  ecstatically 

highlighted.▼37 The tradition of aestheticizing aesthetic forms of homo islamicus is preoccupied with 

transcendence by means of which he contemplates the beautiful and strives to spur perception of the 

nature of God’s greatness and beauty in the viewer as well, aimed at making it easier to achieve final 

uniting with Him. Among other thinkers, Al-Ghazālī experienced beauty as he summarized in the following 

way: [...] „Since at another place the world is the world of spirit and manifestation of the beauty of God: 

lucky is the man who aimed and achieved kinship with him.“38                          Continued in the next issue.

▼37 A text of Charles Batteux, a French philosopher and writer about aesthetics, influenced all major Occidental aestheticians in 
the second half of the 18th century: Diderot, Herdera, Hume, Kant, Lessing, Mendelssohn and others. They either adopted his views 
or reacted against them. Still, the title of his text and the presented content is considered the starting idea of defining and general 
meaning of the term fine arts.
 Cf. Batteux, Charles. The Fine Arts Reduced to a Single Principle (trans. by James O. Young). Oxford: Oxford University Press, 2015, 
pp. xiv, xix, xxiv and xxxviii. Available at: https://dokumen.pub/charles-batteux-the-fine-arts-reduced-to-a-single-principle-2015932610.
html. Last accessed on 2.07.2023. = Batteux, Charles. Les beaux arts réduits à un même principe. Genève: Editions Slatkine 2011. = Batteux, 
Charles. Les Beaux arts réduits à un même principe ([first original edition]). Paris: DurandDurand 1746. (Bibliothèque nationale de France, 
identifier: ark:/12148/bpt6k50428g) Available at: https://gallica.bnf.fr/ark:/12148/bpt6k50428g. Last accessed on 02. 7. 2023.
▼38 See, Al-Ghazzali, Mohamed. The Alchemy of Happiness (trans. Henry A. Homes). N.Y.:Alnany, 1873. Available at: https://ia800201.
us.archive.org/12/items/alchemyhappines00homegoog/alchemyhappines00homegoog.pdf. Last accessed on 2.07.2023.
 It should be noted that beauty is a wide and boundless concept which is not limited only to aestheticized activity/ṣināʿat. The 
prominent and unique position of this concept can be seen in both instructions and ideas of Muslim thinkers. In this respect, 
most of them, including ibn Sīnā, al-Razi, Suhrawardī, Naṣīr al-Dīn al-Ṭūsī, Ibn al-ʿArabī, al-Ghazālī and Mullā Ṣadra, believed that 
God is the ultimate beauty and source of all beautiful things. Definitions of beauty by some of them highlighted the fundamental 
relationship between beauty, good, virtue, love, zeal, happiness, movement and perfection. It was in this sense that al-Ghazālī used 
the term beauty as opposed to ugliness for sensual matters (which can be felt by senses), as well as for rational matters (which can 
be learned by reason). He therefore considered good deeds beautiful and evil deeds ugly.
 Cf. Ghazali, Abu Hamed. Mehak an-Nazar. Qom: Dar al-Fekr, 1994. p. 917; Ghazali, Abu Hamed. Rasa’el al-Imam Ghazali. Beirut: Dar 
al-Fekr, 1996, pp. 923 and 929.
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illustration on next page ~ Detail of ceramic tiles from Jāmeh Mosque of Yazd city, within the Yazd Province of Iran, 14th century.
ilustracija na sljedećoj stranici ~ Detalj keramičkih pločica iz džamije Jāmeh u gradu Yazd, unutar provincije Yazd u Iranu, 14. st.




