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provenienţei şi însuşirea acestora într-o lucrare ulterioară celei autentice.
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lucrare ulterioară celei autentice.
Preluarea identică de figuri sau reprezentări grafice (piese de creaţie de tip grafic) dintr-o operă autentică publicată, fără menţionarea
provenienţei, fără nici o intervenţie care să justifice exemplificarea sau critica prin aportul creator al autorului care preia şi însuşirea acestora
într-o lucrare ulterioară celei autentice.
Preluarea identică de tabele (piese de creaţie de tip structură de informaţie) dintr-o operă autentică publicată, fără menţionarea provenienţei,
fără nici o intervenţie care să justifice exemplificarea sau critica prin aportul creator al autorului care preia şi însuşirea acestora într-o lucrare
ulterioară celei autentice.
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Notă:
a) Prin „provenienţă” se înţelege informaţia din care se pot identifica cel puţin numele autorului / autorilor, titlul operei, anul apariţiei.
b) Plagiatul este definit prin textul legii2.
„ …plagiatul – expunerea într-o operă scrisă sau o comunicare orală, inclusiv în format electronic, a unor texte, idei, demonstraţii, date, ipoteze,
teorii, rezultate ori metode ştiinţifice extrase din opere scrise, inclusiv în format electronic, ale altor autori, fără a menţiona acest lucru şi fără a
face trimitere la operele originale…”.
Tehnic, plagiatul are la bază conceptul de piesă de creaţie care3:
„…este un element de comunicare prezentat în formă scrisă, ca text, imagine sau combinat, care posedă un subiect, o organizare sau o
construcţie logică şi de argumentare care presupune nişte premise, un raţionament şi o concluzie. Piesa de creaţie presupune în mod necesar
o formă de exprimare specifică unei persoane. Piesa de creaţie se poate asocia cu întreaga operă autentică sau cu o parte a acesteia…”
cu care se poate face identificarea operei plagiate sau suspicionate de plagiat4:
„…O operă de creaţie se găseşte în poziţia de operă plagiată sau operă suspicionată de plagiat în raport cu o altă operă considerată autentică
dacă:
i)
Cele două opere tratează acelaşi subiect sau subiecte înrudite.
ii)
Opera autentică a fost făcută publică anterior operei suspicionate.
iii)
Cele două opere conţin piese de creaţie identificabile comune care posedă, fiecare în parte, un subiect şi o formă de prezentare bine
definită.
iv)
Pentru piesele de creaţie comune, adică prezente în opera autentică şi în opera suspicionată, nu există o menţionare explicită a
provenienţei. Menţionarea provenienţei se face printr-o citare care permite identificarea piesei de creaţie preluate din opera autentică.
v)
Simpla menţionare a titlului unei opere autentice într-un capitol de bibliografie sau similar acestuia fără delimitarea întinderii preluării
nu este de natură să evite punerea în discuţie a suspiciunii de plagiat.
vi)
Piesele de creaţie preluate din opera autentică se utilizează la construcţii realizate prin juxtapunere fără ca acestea să fie tratate de
autorul operei suspicionate prin poziţia sa explicită.
vii)
In opera suspicionată se identifică un fir sau mai multe fire logice de argumentare şi tratare care leagă aceleaşi premise cu aceleaşi
concluzii ca în opera autentică…”

2 Legea nr. 206/2004 privind buna conduită în cercetarea ştiinţifică, dezvoltarea tehnologică şi inovare, publicată în Monitorul Oficial al României, Partea I, nr. 505
din 4 iunie 2004
3 ISOC, D. Ghid de acţiune împotriva plagiatului: bună-conduită, prevenire, combatere. Cluj-Napoca: Ecou Transilvan, 2012.
4 ISOC, D. Prevenitor de plagiat. Cluj-Napoca: Ecou Transilvan, 2014.
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THE PARALLELISM1 BETWEEN THE THEORY OF WAR
AND THE THEORY OF PAINTING BASED
ON CLAUSEWITZ ASSUMPTIONS
Carola FREY
Master student, National Defense University “Carol I”,
freycarola@yahoo.com
Abstract: This paper is a research on Clausewitz's view on the comparison between the study of war and the
study of painting. However, it focuses also on the way in which, seen through this perspective, one can
understand the artistic practices through the warfare experience and vice-versa. By analyzing the parallelism
between the two concepts, with Clausewitz coordinates as guidelines, the fundamental features that are similar
in terms of development and form can be drawn and examined. Thus, appealing to the theory of war, the theory
of painting (and its product) is shown as possessing and exhibiting essential traits common to those of the art of
warfare, needed and used by the practice of politics.
Keywords: Clausewitz, theory of war, theory of painting, warfare and art, parallelism art – war.

Outlining the Framework
Clausewitz resorts to the comparison between the study of war and the study of
painting. From the start it must be stated that there is a fundamental difference between the
theory of painting and painting as a product. This division allows for a double analysis: first
painting seen and understood as a technique and as a process, and second painting as a
tangible mean.
Regarding theory, both war and painting concern activities that demand specific
technical expertise, but whose processes and outcome are not predictable and cannot be
mechanically pursued2. Painting treatises do not help artists practice their art or gain a
theoretical understanding. They only outline observations and concepts of permanent validity
which can be used to construct personal theories and which can influence the application of
certain ideas3. These considerations can be easily applied to the study of war. Theories aim to
train and educate, to improve the ability to execute and respond, and enhance the quality of
the particular practice. Clausewitz perversely denies many of the fundamental preconditions
of theory as such – simplification, generalization and prediction, among others4. A common
aspect that is found in the study of painting, often there is an artificially overlap of theory on
the practice of painting. Simplification, generalization and prediction are all notions that
cripple and restrict the understanding of this specific subject.
Theory of War and Painting – representations of the completeness
of the three-dimensional world
The study of painting and the study of war seen from Clausewitz’s perspective
include similar elements and theoretical considerations. If war is the continuation of politics
by other means, then in similar terms we can assume that art, and in special painting and
1

Parallelism regarded as “similar in development or form”, The New Webster’s Encyclopedic Dictionary of the
English Language, Gramercy Books, New York, 1997, p. 484.
2
Peter Paret, Clausewitz and the State: The Man, His Theories, and His Times, Princeton, NJ: Princeton
University Press, 1976, p. 190.
3
Ibid, pp. 187-194.
4
Alan D. Beyerchen, Clausewitz, Nonlinearity, and the Importance of Imagery, http:// www.clausewitz.com/
readings/Beyerchen/BeyerschenNonlinearity2.pdf [accessed on 08.01.2014], p. 2.
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architecture, is also an instrument used by the political regime (politics). The ideology behind
the political regime (that employs these means) is not only a series of theoretical assertion,
but an aesthetic product with multidimensional matters. Furthermore, the conduct of war can
be characterized to a particular political actor in terms of a series of images5 (object specific
of the study of painting). Thus, apart from painting as depicting the history of an epoch or as
theory, its product represents war from a documentary perspective, as a form of information
and political discourse. As an example we have the paintings6 made in Clausewitz’s period
for the Napoleonic administration. Their essential problem as a propagandistic product of the
political regime was to maintain the viewer's interest while carefully controlling public
response to the never-ending warfare under the Empire7. From this perspective painting
becomes a historical tool, which reveals war and the procedures behind it. Between the two a
particular connection is made, not only as instruments used by a common source (painting
and war seen as an expression of politics), but also as interdependent concepts - painting
becomes a means of expression for war, while warfare provides subjects for art works.
Nazism is a specific example of this. The racial and political theories of Nazism are not
merely represented; they are constructed, embodied, made right there in your own
sensorium8. The aesthetic expression of Nazism does not lie in their ideology; instead they
build the ideology and political regime on it. Here painting becomes a concrete form of visual
expression of the political will and character, as well as a strong form of propaganda.
The similarity of the two fields can be traced in terms of verisimilitude: both war and
painting to an extent are crafts of fiction. Arising as instruments of the political realm, they
have the characteristic to “use false instead of truth, knowing that it is false and that this is
used in the place of truth”9. Fiction extended to war may be applied to the concepts of fog of
war and friction10 and can be set as an element in the planning process, due to the fact that
war is the realm on uncertainty, with a volatile, complex and ambiguous character. Painting
by fiction gives the impression that some figures are present and are set in different planes of
reality, even though the artist knows that they are all on the same level. Fiction also sets the
general form of the framework, the general imagine is mentally built and engineered before it
becomes substance, by a chosen order, attitude, vision, etc.
The essential unpredictability of war obscures or distorts most of the factors on which
action is based, and is reflected in art in an equal extent. There can be identified three
nonlinear factors that form the concept of unpredictability in war according to Clausewitz.
The first one is the interaction between entities that act, react and preempt. This is not a
simple binary opposition (between action and reaction) since for Clausewitz what matters

5

Drawing and painting enabled representations of war, it was also a method used to reproduce events in the
press, until the development of photography.
6
Philippe-Auguste Hennequin with the works A Distribution of the Légion d'Honneur at the Boulogne camp
(1806), A Battle of the Pyramids (1806) and The Triumph of the French people on 10 August (1799);
Jacques-Louis David with The Coronation of Napoleon in Notre Dame (1806); Antoine-Jean Gros with
Bonaparte Visits the Plague Stricken in Jaffa (1804).
7
David O'Brien, After the Revolution: Antoine-Jean Gros, Painting and Propaganda, 1 vol. University Park:
Pennsylvania State Press, 2006. Co-published by Gallimard
.http://www.19thc-artworldwide.org/index.php/autumn07/118-after-the-revolution-antoine-jean-gros-paintingand-propaganda-by-david-obrien, [accessed on 03.01.2014].
8
Crispin Sartwell, Art and Politics, in American Society For Aesthetics, An Association for Aesthetics,
Criticism and Theory of the Arts, Volume 30, Number 3 Winter 2010.
http://www.aesthetics-online.org/newsletter/30.3.pdf, ,[accessed on 03.01.2014].
9
Quintilian, Arta oratorică, vol. 1, BPT Minerva, Bucharest, p. 203.
10
Friction - “will describe the effect of reality on ideas and intentions in war”, Paret Peter, Clausewitz and the
State: The Man, His Theories, and His Times, Princeton, NJ: Princeton University Press, 1976, p. 124.
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takes place in between and around the interacting entities11. In painting these entities are
represented by shape, color and expression, engaged in an interaction of tendencies. By this
process a special dynamic is created, through which the visual effect is perceived as an end
state result. The second factor that can generate unpredictability is “friction”. Clausewitz
argues that wars are dissipative systems, which in the real world (as opposed to that of pure
theory) always consume people and other limited resources. In another sense what he meant
with this term was the amplification of a micro cause to a macro-consequence, in a kind of
cascade of things gone wrong12. The correspondent can be found in the field of painting since
a micro cause can affect in a large way the outcome of a painting. A single disproportionately
line or a shadow placed in a different position or of a different intensity can create a chain
effect that will sever the harmony of the final image, thus of the image as it was build in
theory.
Clausewitz regards also the play of chance and probability as a source of
unpredictability in war. These work at a similar extent in the theory of painting. Let us take
for example color, as a theoretical basic element. By its very nature, as a physical
phenomenon, with strong cultural connotations, color can transcend disciplinary boundaries.
Thus, it can become the subject of chance and probability. What is generally associated with
a particular color does not relate to the color in itself, but to the historical and cultural
formation in which that argument is built, with special features suitable for certain groups.
Furthermore, if the conduct of war affects its character, the relationship between war
and “Politik”, given Clausewitz understanding, is one that has a dynamic character. New
tactics and technologies affect the way a war is fought. Plastic representation strategies and
technological standards evolve and are shaped on the basis of technology and visions. Each
period, both in painting13 and warfare14, have their own character and means.
“Genius”15 in Clausewitz view is not a singular trait but a mixture of courage, intellect
and strength of will and character. “Courage” as an element has two forms: an individual
quality and a quality inspired by higher motivations or ambition. “Courage” defined in this
manner can be applied to the artist. The individual quality is found at the core of the artistic
view, while driven by high motivation and ambitions. These actively participate in the
process of painting.
By “intellect” the sensitive sense of the military commander is brought out, which has
to deal with imperfect intelligence, unforeseen circumstances, etc. It’s the way the
commander manifests its abilities, capabilities and skills in the unpredictable background
forged by war. The characteristic of “intellect” affects also the painter in his approach. The
painter, such as the military commander, should free the “image” of the issue of mimesis.
Constraints and ideological pressures of a realist approach must remain outside and
ineffective of the demarche. From this element a complex technical matter emerges, with
overlapping and cumulative patterns.
“Strength of character” targets the ability of the commander to maintain his balance
and convictions, in spite of strong emotional pressures. Artists led by “strength of character”
and will, along with their imagination or intellect, form either objects or concepts, which are
released from their physical form. Strength of will shapes a technical complex, specific to a
11

Alan D. Beyerchen, Clausewitz, Nonlinearity, and the Importance of Imagery, http:// www.clausewitz.com/
readings/Beyerchen/BeyerschenNonlinearity2.pdf [accessed on 08.01.2014], p. 2.
12
Ibid., p. 3.
13
Here it is refered to art movements, that have a specific tendency or style, with a specific common philosophy
or goal, followed by a group of artists during a restricted period of time. As examples: Impressionism ,
Expressionism, Art Nouveau, Renassiance, Baroque, etc.
14
Medieval warfare, industrial warfare, modern warfare, etc.
15
See Karl von Clausewitz, On War, ed. and trans. Michael Howard and PeterParet, New York: Alfred A.
Knopf, 1993, pp. 115-122.
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particular artist. By this element the artist outlines his specific style, in spite of external
pressures and artistic trends.
Conclusions
The relationship between warfare and painting is always a dynamic one, intertwined
and perceived by few. It is characterized mainly by the fact that both seek individual aspects
while postulating general traits. Artists, both the ones that use the means of painting and the
ones that use warfare, create the necessary context for these two subjects, and they form the
environment for their art, no matter how sublime, devastating or destructive. It is art made by
living artists.
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